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GETTING FOCUSED

At a recent retreat of the Houston Center for Photography,
board members were asked to list what they thought were
the three most important objectives for the long-term vitality
of the Center. In addition to exhibitions and membership,
SPOT grabbed a share at the top with a heartwarming round
of votes.

As unique a publication as SPOT is, it is good news to know
HCP will continue to dedicate resources to SPOT. It is reas-
suring for those who have labored over the years to produce
such a fine publication.

SPOT will undergo inevitable changes, some already begun,
but through it all will surely retain its national reputation as
a respected and beloved forum of imagery and analysis.

The current edition of SPOT focuses on FotoFest '90, origi-
nally scheduled for publication last summer. Chasing the
heels of cultural evolution in eastern Europe, FotoFest "90
truly lived up to its name as the international month of pho-
tography. Lynn Herbert, the first executive director of HCP,
has generously provided her expertise to edit the issue.
We hope you enjoy it.

Jeff Debevec

BENTELER-MORGAN GALLERIES

Fine Art Photography and Custom Framing

Georce A. Tice

4100 Montrose Blvd., Suite D Houston, TX 77006
Gallery: 7T13/522-8228 FAX: 713/522-6008
Framing Studio: 713/522-0355

The
Houston Center
for Photography
wishes to thank
all the photographers
who contributed their work
for the HCP Auction
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STILL
CRAZY
AFTER
ALL
THESE
YEARS

By Dave Crossiey

There he was with his camera over his
shoulder as usual, bathing in the atmosphere
of the Benteler-Morgan Gallery opening sev-
days into ForoFest.

“Hey,"” he said, “Seen enough pictures yer!”
h pictures? What could that mean?
lo,” | answered, “How could 1 see enough
pictures!™

“Man, | have. My brain is just throbbing!™

“Bur isn't that whar it's supposed to do? Or
are Flll] !l\l“k!l]]_: for MO Wave acnon in
there™

Why do people always talk about too many
photographs! How can there be too many
photographs! What does that mear

Enin

maybe there were too many pho-
rraphs ar FotoFest "90 in the George R.
Brown Convention Center in Houston in
February. Maybe 2,500 or 3,000 or 17,000
prints on 280 32-foot long white walls in one
gigantic room is a few too many for your aver-
age gallery-goer. | haven't looked at the
records yer, but maybe 1.67 miles of pho-
tographs is the wrong way to measure these
l|‘h|l'h|.::~ But whar do YOU eXpect I'rn||| i"n\l
Baldwin, ForoFest's co-founder and full-time
volunteer visionary! Everything with him is
always the World's Biggest Longest Widest
Fastest Firstest W and
that's just the w s. There wouldn't be
any ForoFest if he wasn't that way, How
Many granting agencies, narion:
ments, world-class curators and crivics are
going to jump into A Mid-size Mediocre Mot
Bad Lirtle Picture Show? But FotoFest, ah,
well, it had 263 curators, critics, c
and other big-names from all over the world
right in the middle of it, bowled over by ir,
singing its praises and sometimes cursing its
weirdness, Fred Baldwin ar play on the world
stage, a big guy with a long reach and, vou
guessed ir, an excess of Vision, Too
images indeed.

st FotoFestes

lectors,

re is the biggest photography event in the

1=
o — ———
- —
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Installation view of FotoFest at the George R. Brown Convention Center. Photo © Houston Chronicle

history of time, 28 exhibitions in a gigantic
NEW COMVENTIoN Center, ilI'lI"rIIL'T :
exhibitions in galleries and museums around
the city, dozens of lectures, workshops, perfor-
1d guided tours, as well as a book
fair and a publishing conference, all held in
collaboration with AIPAD, Women in
Journalism , and the Professional
Photographers Guild of Houston. And at the
heart of it, The Meeting Place, physically
big open sunny space on the second floor of
the George R, Brown Convention Center,
spiritually a dream come true for dozens of
eager photographers who have a chance 1o
show their work to as many of those 263
meeting place reviewers from all the dream
places on earth that they can stand in two
weeks, Guys like Bruce Gilden, who
FotaFest two years ago and wound up with a
string of exhibitions and sold a bunch of
prints right on the spot. Back again in 1990,
now a Meeting Place pro who's learned the
ropes, beat the system, even won the Book
Award at the Publishing Conference. Hey,
you could base an entire career on conracts
de at ForoFest every two years.

| have more shows in more exotic

OF 50

mie to

and deals ¢
You cou
places than you ever imagined. You could be
an international star, rich and famous, with

Fred Baldwin, President and Co-Founder of FotoFest with Police Chief Elizabeth Watson and a
participant in the Police Activitles League program. Photograph provided by FotoFest
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catalogs raisonnee and lifetime retrospectives
and a Place in History, You could do ir! Just
go to the Mecting Place every couple of years
¢ your fifty bucks, and talk to Helmur
Germnsheim, Arthur Ollman, Jean-Luc
Monterosso, and Colin Ford and let them
light that candle. You could do it!

A lot of peaple do, and now George Kr
who did some reviewing, thinks maybe it's
goten too professional. People have learned
how to beat the system, they push each ather
out of line, they make it rough on the ama-
teurs, the lovers, the young and timi
horrible, all these sweating pros jockeying for
position and fame and riches. The pros com-
plain a lot, wo, not happy about anything.
They don't like the crassness of it all, they
don't like the way the exhibitions downstairs
; out, they don't like the choices of
exhibitions, they don't like the sipnage, they
don’t like the lack of labels, they don't like
the Styrofoam walls, they don't like the huge
ring of Styrofoam monoliths—Foamhbenge—thar
defines the center of the whole thing, they
don't like the generous people who have par-
ties for visitors every night, hell, they don't
l1k|.' I !l'l!'ﬁ[i)l], [I\l" I.il.l['lll l"k\' FIL'\I. \'\'I'l:.l |'\
these people want? Did they complain before
there was a FotoFest! Had they always
known about it in their fevered professional
brains! Was it always supposed to be perfect!
It's am incredible opportunity, an incredible
display of talent, an exhausting, overwhelm-
ing ind-boggling, all that kind of stuff,
L'!]‘L'fic'lh - I[ rn:lLl_‘\ You Crazy.

s

©

Well, I had to know abour thar excess for
myself, =0 | started at the beginning, right
next to the birthing tunnel, the Sea of Sperm
that squirts you out from the street into
Foamhenge, the center of all the exhibitions
My son, Austin, and | started walking ar a
good clip, determined ro walk through the
whole thing in one grand swoop, without
stopping, and we looked at every single pic-
ture and didn’t stop walking until we'd seen
them all, a marathon walk through ForaFest,
through 3,000 photographs, no, more because
any people put large numbers of pho-
tographs in their W,
k'll1'|1|‘]IL'.I[|.‘.l messages, *-h}riq'.-, Ethil\\tﬂl SOIMNIC -
times terrifying nightmares so many of our
promising young artists are having, as well as
a lor of bad food :|]'|1:1u'11t|\.' The C
Hungarians and so on aren't that enamored of

S0 T

rks of A now, so many

body pars, bur one lady had great serving
raw cow tongues and uvulas and pellets of far
and so on, very nice, very personal.
Unfortunately, we couldn't st
down the ruminary canals and into various
intestinal trearments because of our commut-
ment to Our Walk which propelled us pell-
mell through the thousands of images, around

and travel

hundreds of people milling and stedying away
as we tore down our private Autobahn at
I‘[Llllklilll.-k .‘-F“.'l'l.], l‘]:ll']'illl_: L I] IItk]"r on tlh_'
shoulder, holding ro our INCEErNy, never fail-
ing, never allowing ourselves to skip one sin-
ing our eyes specifically and
purposefully one each on every one, we had
to see them all.

Far into it if you went 1o the left, clockwise
from the Uterus (what the hell is ir, the wn-
nel the sperm swim up, we were lost for the
duration, couldn't remember the name of the
damn thing all afternoon, Austin thoughr it
was the Urerus, and | kept thinking Fallopian
Tube, and one advisor thoughe it was the
eustachian tube, but we were stuck in the
visual world, images glowering ar us on all
sides, thousands of dead and d\,‘ll!" maimed,
homeless souls spread across the face of the
earth like so many postage stamps, complerely
overwhelming the favored with their riches
and shiny whire hospitals and intentional
I;l\.‘ ] SUrgery, :|||||.|\'\[ ||||\NI|L'TL' o }\l_‘ seen. [r
Il the halr, the lame, the tame, huddled
masses under the heel of the Powerful that
Fred inflicted on us one and all. Oh sure
there was a lot of constructed stuff, imtellectu-
al squff, smart stuff, seuff withour roots, soul-
less acstheticism, the stuff of having too much
stuff. The stuff of altogether too many images
thar everybody was talking about, those bru-
tal millions of images, and not a dictionary or
any encyclopedia anywhere for a boy and his
dad 1o look up the physiology of the Sperm
Marathon, the Lemmings of Life. Whart the
hell is thar thing?)

Sooone hour into i, we shot out the end of
one of the corridors and ook a break on the
far side in a strange dark corner where the
Hot Dog People have their establishment
Mot everybody knows abour the Hot Dog
People. You have to go deep into the center
of the Polaroid World ro find them, with
their stainless sreel equipment, the eternally
rolling Hot Dog Cooker, their darkness, their
white eyes and hair, their keen hearing and
ill shricking ear-splitting high frequency
calls, the smell of their streets, of chili and
cheese, ancient smoking hot dogs sizzling in
their dark musty comer of Hell far from the
."‘;L'l'il'l|_' ‘\1"1'\I'|L|, []]J"ll |_:]|'\|L'|"|'|LL: l‘l\rh_';\
writhing in HooDoo rhythm, barrel house
kings, with feet unstable, sagged and recled
ane pounded on the table, pounded on the
table with the handle of 2 broom, hs
they were able, boom, boom, BOOM!

Fort ely Austin wasn’t having any of that,
just a chili and cheese hor doe, a bag of
Ruffles potato chips and a coke. 1 didn't go
for the chili and the cheese, or the Ruffles
either.

gle in

as

When we got out of there, 1 was trying to
ger far from the Uterus to the Polaroid
Waorld, but that's out of sequence, not in
keeping with the spirit of this Grand Walk
my First Born Son and 1 are experiencing, so
if we start thirty seconds after the Hor Dog
People, as they recede into their gloaming, we
pick up part 11 of the Walk, which actually,
now that [ sit and think very carcfully for fif-
teen minutes staring at the blinking cursor in
the lower right comer of this COMPULCT SCreen
tually was the gleaming velver hearr of
the Polaroid World. r-"ll .nml'lu-r OCCasun, I
grown man, one of the top commercis
photographers in Tex
ome of these myriad Polaroid tunnels with his
pants on fire and a new-found religious need
for his own Polaroid 20-by-24 camera. His
life changed back in there in the grainless
landscape of Polaroid, so close o the Hot
Dog people and their pounding rhythms, He
had to have one of these damn things and
now. This was a wild man, a convert, it's the
]’i ||1ll“1 f|l11’||_: [ can I||"|I‘|' }1:'1']'\"] B an
Innocent, one long sheltered from the
Morthern Art World and ies lock on the 20-
by-

W

SaW i

» COMEE POGAPINE 0T of

24 Polaroid cameras.

Phwew, wow, that’s enough of that, This is
starting to sound like one of those crazed sui-
cide notes pur together from letters cut our of
newspapers and magazines. The kind of
weirdness you write just before you go tak
potshot at the president.

Speaking of which, there's not a single
American President in this show. Is thar
right? [ think it is. There are famous people,
and I'll tell you who's the most Famous, afrer
maybe Oppenheimer, is Allen Ginsberg down
there in the home stretch if vou're on the
clockwise marathon instead of the counter-
clockwise one. G
famous, he's the most often, and the most
penis, and the most Polarcid even, standing
as he is ar the crossroads of the document and
the constructed art piece
the Instant Two Foot Polaroi
Orlovsky and Jack Kerouse and Gregory
Corso and William Burroughs and the incred-

isherg's not only the most




ible Neal Casady, boy what a rich texture of
photographs that is, right in the end there in
berween Dan Weiner with everybody in
America working and Eikoh Hosoe with
everyhady in Japan ululating, writhing in
their soot-and-chalk Oriental Dead Mystic
Society, Ginsberg, there's the guy, the cen-
tral fig the whole thing, dozens and
dozens of Bx10s of all the beats, the best
group of pictures I've ever seen of all those
people of the fifties who certainly changed
my life, not to mention John Lennon's and so
forth. And here they all are with big white
borders with lots of writing around the edges,
more richness of history which unfortunarely
the committed Marathon Speed Walker can't
o 1 the last gasp
of Speed An
Viewers realize, which is that the Post-
Modernist language aberration slowed every-
thing down too much for us visual junkies
who don't want to have to move our lips
when we look at images, slurpin’ "em up, you
can drown if words get in the way. We're just
CIUSINE now, near t|'|\' :'I!Ll. Wi Can see the
back side of the Sea of Sperm in the Ovulary
Tributary there, just yards away, while serious
students 350 degrees away still stand before
the first pictures raking deep notes, way
there in Czechoslov amidst The People.

All this time Son Austin’s hanging in nearly
brain dead, now saying “What is this! What's
with this guy? Why are there so many pic-
] nis!™ This is Allen Ginsberg
he's talking about, way before his time, when
City Light.._never mind. Why is he naked so
often! Good grief, there he is naked with
Perer Orlovsky and there with 2ome other
guy, and there and there and then twenty
vears later there again in these big sleek
Polaroids, still naked after all these years. 1
matural, it's...his way.

And then you move past Oinsherg and into
the black Hell of Eikoh Hosoe and you realize
how perfect it is that you didn't go counter-
clockwise, don't do it, don't go counterclock-
wise into thar pood night. What is this man

! Way beyond thoughe, totally

hopelessly adrift in imagery, a visual bath,
swirling round of screaming terror and soft
flashy beauty, and finally Hosoe's private
Simmon, a kind of lame ending for this whole
thing, but who cares, there's Fred and Harla
Kaplan,the dircctor, at the opening of the
Primordial Pass and we have done it,
in onwe |:1|.!-||| ;111\| I'nrl\ minutes—not counting
the Hot Dog People—seen it all, the whole
thing, every last living one, and Austin gives
me a high five, and it's six o'clock sharp on
the last \|.l\_.'. ForoFest is over. Clean it up
andd |‘.|q‘L ir away.

Well, my God, that's excessive in excess,
Of course it wasn't exactly over at exactly
thar minute, thar's just me and Austin crav-
ing high drama and fiery endings, split-second
timing. But outside the warm spring sun was
serting and this gigantic red white and blue
George R. Brown Convention Center was
glowing in it as it disgorged FotoFest for the
last time, not to mention the Houston Gift
and Jewelry Show in Bay 1L Austin and | ran
around back, using a special skip-walk he

|l§' even get a sense of here

oFest, something only

don't know, son, it's...

e

Participants at the Meeting Place

Horst P. Horst and Carolyn Farb at the opening of the Horst P. Horst exhibition at the Galleria.

worked our to bring our feet back to life, and
went right inte Henry's Silverhouse and
wolfed down a bunch of spring rolls and
Singapore noodles and a huge plate of salt-
and-pepper crabs and | had a cold China beer
and | could see thar it was good, but we never
talked about photographs again, for the rest of
our days, The End thank God, we're free at
last..

Free of Fred!? Well, no, now it's necessary to
go talk to Fred. To ask him wh
here. Were there too many photographs or
not!?

Remembering dozens of conversations with
Fred in the past, intimate explanations of
what was going on, of his frustrations, a ten-
minute raging once as he walked me o the
parking lot and vented his anger at cerrain
institutions whose leaders failed to have
Wiston, | went off with him and wrned on my
tape recorder and this is what happened,
wildly condensed, of course, and often way
out of context, and speeded up a lot to suit
my purposes, but this was Analyrical Fred for
the Record:

*s poing on

Going mto Broun was a quantum leap. Tt was
a huge gamble on our pare bue it paid off i erms
of delivering a major professiomal festival. ['d say
90 percent of it went exactly as we waneed i, |
like the convention ammosphere. It's a mivacle
that we were able to put in 28 exhibitons, a per-
forming arts area, and Foamhenge, and the
Berlin Wall in seven days. Where else could we
have done that? Broun was tamed by volunteers
and ealent, perticularly thar of Jim Kanan and
Steve Polk whe came wp with a wonderful system
andd wsable display avea. And of course it was
wonderful that the Meeting Place had a lot of
nagral light for viewing portfolios.

We ateracted abosr 25,000 people to George
R. Broun. | would say a total of about 75,000
saw the whole FotoFest. Towards the end we
vz liele mformal miterviews with people
and forund that we were getting people who had
never set foot i a musewm before. That was a

result of the publicity and word of mouth, A loe
of those peaple retwmed. We had lavge numbers
aof people coming that are a new group for us and
for cultweral events. During the first weekend, |
knew a lot of people in the audience. During the
last ._'||ur||l,u nlf weekends, almost J'Ik'i'.‘ﬂlhxf\' there
was a face | didn't vecognize, Hispamics, Macks,
whites, lots of them with children. | made videos
all the time, and when you look at them you can
see that these people were really looking at the
photographs. So [ think there was an mteresting
Phenomenon,

Ini some wirys, | think you can say that 1990
was the first FotoFest. It's the firse cvent that's
understandable and located in one place

The things we didn’t do terribly well-1 would
have liked to have seen the interior of Foamhenge
be somme kingd ||}- high -ri'urlJE[l‘i cafe where fa_'n,‘hlt'
could come at luncheime and just have a nice
time. We were locked into the very low-quality
j.:n;! Broum uf eTs, sOvt nth&'th e Kf!:ﬂ‘ [
don't know whar we can do abou ir. You can’t
even bring your oum brown bag in there. That
worked very much against us,

Char signage was hovrible. Tt was hard o deter-
mine where FOU were m the exhibition because rJ_f
bad signs and labeling. We'll correct that. Some
of the exhibitions were too lemg, and we can fix
that

O puablic relations was very good, but owr
marketing was miserable. We needed 10 encour-
Age MAjoT COrPOTations Lo SPONSor evenings at
FotoFest, We also shodd have plasteved doun-
town with posters and flyers welling people o
come to hnch and hear a lecoure.

We had no tosrist packages coming i from oth-
er cities and countries. Towrist organizations
from England and France cllln:f_ffl‘xtn .'an.‘l.um‘.f
that thes wondd have brought tours in if they'd
known abot it. We need to work tighter with
the visitors and conventions people and the Texas
Towrism and Development board. We thought
we were working closely with them, but nothing
much happened. The city and seate lost a [ot of
TEVEMEE a3 d Tr\-llllf. -'JPI-:J J:ral4|1:|'\t lose a line aof rew-
enue. We leamed that a group of British ravel

agents was in Texas during FotoFest and the
tonerisin board told me they had scheduled them
for a vanch somewhere and they didn't have time
to see FotoFest. Well, coming to FotoFest would
have set them all wp to send towrs to Houston
next time, and that didn't happen.  That kind of
stupidity is something the state cannot afford. It
cost everybody a lor of potenial possihilities for
the future

Anyway, we need a staff marketing person who
isas effective as Mary Margaret Hcirln':lz and her
volunteers were with public relations. We'll start
irr||1n'n:|'1u|41'_\- om that

In 1988 we had some very large numbers that
the visitors and comvention bureau Ih:’eltu,'nll ST
formula said we had ateracted. Those numbers
did not materialize and come to the Broun
Comvention Center, so obvimesly thar formula
was wrong.  Even so, it was very encouraging for
a first-time event. | think we'll double the num-
bers in 1992, but still not probably énough to pay
for the Convention Center. The chief drawhack
of the Convention Center is that it's enormonsly
expensive. The total tab on that thing &5 astro-
nomical compared to what happens in other
cities. Apparently,there's nothing anybedy can do
about it, because it's set in some kind of adminis-

X But San Diego ]rl W \.::mrr!l'.
FELS 4 Permanent space m Balboa Park domated to
the muescum .ll_f |'|J|r;[4 IL'\'.(I.JJF!_‘J theve, and J.Iu.'_\ pay a
dodlar a vear for that. In addition they get
S140,000 from the city and another $25,000
from the county every year, because it's felt tha
it's & major artraction for the city. We get
$17,000 from the Cultural Arts Coungil of
Houston, which we're very grateful for, and the
ciry was helpful m paeting our signs up, but
Houston is not organized currently to really put
much money into the arts if we're an example
There doesn't seem to be any civic velief for the
keinds r:-f;n,ﬂ\. that we L'a.'])-"l‘u'ﬂl'ﬂf Boang it the
Gieorge Brown, Thart's just a fact of life with ery-
ing to put om a thing of this nature in Houston,
Om the other hand, the ciry can put in large
amoumis r:_l"cﬂ‘rn‘l’ and maney trying to atract
things like the Democratic Convention or the
Economic Summit which I think are both very
attractive for the city and could be beneficial, but
whether it will be worth $12 million or have any
long-term ecomomic benefit is another thimg. We
are m place, producing FotoFest every two years
It is an ",\;x[rh_.‘,;il"lfc tonuTist rmiﬂf’!ﬂ[ﬂ[\, it is ging to
be a revenee genevator fov the ciry, and it costs
I!)'r;l:ﬁiu-;:”.\: nothing \'l.’IJlII:]TL'CJ to what it does for
the city. We get mwo-thivds of our budget from
out of state. We have attempted to raise
£300,000 a vear here to take care of our admin-
istrative costs bt have been wnable ro do thar.
We get poad support from some of the fonnda-
tioms, bue not enowgh. We get a fair amount of
in-lend contributions from corporations, but very
little cash. We think this is going to change
becasse of the immense puohlic relations benefit
Houstom is written about extensively all over the
world during ForoFest. The word is out from
Tokyo to Moscow that this is the major photogra-
phy event of the world.  As that simks in, we'll
get more and move help. 1 would think thar as an
arts group we've draunm more publicity in than
vy other aro.

We've heen able to do all this on a shoe sring
because we have very very good volunteer sup-
port. We have a well ovganized volinteer system
that ueilized other mlmm'ar organizations. We
have aboer 700 volumieers who worked this tme
aronend.  And we've gotten very surprising sup-
porrt ffrom small businesses, like Speneer Planis
that loaned us eight 20-foot Ficus trees to for a
memth, for Foamhenge. A lot of contributions
were small-scale, bur theve were so many of them
that it became lavge scale and was a major help
There's a kind of spirit of generosity that perme-
ated FotoFest. This reflected to some extent the
feeling that FotoFest is dedicated i
raphers a chance and 1o encouraging
interaction and international exchange, and we
work hard at that. Thae spévit has been caught up
by the volumteers and has gotten out o a large
segment of the community and they work their
tails off to help us. Euwropeans are amazed that
we can operate a multi-mi
with only five \ru.l:'.!‘t'u‘].lll' that would normally
take 20 people to mn. We have about five more
people who work full tme as voluneeers.
volinteer myself. The disadvantage of that is

iue comcrete .

] ,_||||'|.\|| oPeTEon

I'ma

that we have the veputation for being able o pull
it off every time ¢ hoestring.  But you cont’
do that permanently. At some point people bum

aut. You can't expect peaple to work for nothing
forever. To have this ovganization stzhilize,
have to have a layger staff. You can’t expect vol
wenteers o carry the whaole thing on their backs.
For abowt 3300,000 more than we spend right
now, o cover admimistration, we can deliver o
Hoastom a muedti-million dollar owrise and public
relatioms draw . It"s relatively easy to raise the
rest of the money. This festival « ;

Yot

st 31,3 million
for everything. We probably need a toral of 2

million, and the With that we
can hive a curatorial person, a marketing pevson,

COVETS TWAR ¥ears
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and 50 om o become a professconal ovganization
We're so swamped now that we can't even evalu-
ate mavselves corre ¥.. Relative to the cost of
anizations that brimg m publiciey and
Houston, we can do more at a frac-

ather o,

EORMTTAT

And so forth. Good solid information,
much of it true, maybe all of it, bur, you
know, boring. 1 know that's a terrible thing
o gay, | get furious every couple of years
when the political writers stare telling us the
election of the moment i boring boring bor-
ing and then the day after the election the
newspapers chastise us all for not voting in
What they mean by
ndd I think what I mean by boring, is
that Fred wasn't giving me any dire, none of
the raging in the parking lot. What did |
expect! Sure, Dave, let's just sit down here
ancd 1'll babble on for half an hour and com-
pletely destr roFest for you, would thar
be okay? Okay, I didn’t really wane thar, bue |
wanted some fire from the soul, 1 wanted. vision,
ves, And just as | was beginning 1o despair of
gerting anything other than this elaborate
wrapup, [ got it, | think. The Center of Fred.
The nn'p Vision.

But we can't just jump right into thar, gotea
set the stage, change the venue. Well, who
cares about these projects? Why are we living
our lives from one bright idea to the nexr,
stressed to sickness, crazed ar all rimes,
unhapy and frustrated--and for what?

thiz wonderful event
boring

Think about Fred four monrhs before
FotoFest is supposed to begin, when every-
body else poes home ar night to rest, and he
carries off the knowledge that the money just
isn't there and the city won't help and every-
where he goes people commiserate, but
where's the dough! Half a million dollars to
build the Global Village in the convention
center and the money just isn't there. Fine,
okay, forget it, do something else. So Fred can
recover and cuts costs and B0 Of, but I"tl!’ he
looked terrible for a few months there in the
early fall; you had vo worry about him. A lot
of peaple say, well, it's his ego, this FotoFest is
his monument, his big claim o fame. He has
to succeed. Somerimes when he's on for a
tape recorder or a new mark, you hear him
talk about how Houston can benefir from all
the rourism ForoFest can generate, all the

of Houston here, Europe
here, and Japan here,
with Houston right in the
middle, the obvious place
o focus all il'l|'{.'lll:||'|lll|.l.l
ity of every sort.
Other lines drifted off o
Latin America, Asia, the
Soviet Union

ac

|‘ WS A VIsIOon as nr“h‘l
as they ger, j"unp!u et
ing people, rranscending
ideologies and making
dea I through
Houston, the First Word
Spoken from rthe Moon,
the Energy Capital of the
World. All right there on
napkins and the backs of
envelopes. The first cou-
ple of ForoFests were
heavy on Japan and
Europe. And now it's
1990, the year FotoFest
focused on Eastern

]Ellll\lpl' and bre I|||:,|1I it our
of the Soviet prison,
when Fred was vo offer

of ForoFest to Vaclav Havel,

the new President of Czechaslovakia, when
the huge mural of the Berlin wall (which had
been the |‘|.|nm-.| centerpiece of the 90
FotoFest for a \'l'.\fj rllninh'!ﬂ{.‘ rn-\s]t on new
meaning as the real wall was smashed to birs,
and here came this flood of Czech, Bulgarian,
and Russian photographers to FotoFes ned
all this amazement. One World! 1t was
working!

FotoFest works on all levels, Fred LH TS J’L‘ll[lll('
make friendships here, and we're visiting in

Eastern Europe and Japan and God knows where

as the resudr of contacts that were made here
Even om a commercial basis, we made an
arrangement for an exchange program between
TASS and the Houston Post. We had the senior
picture editor for TASS here and we ok her
dowm to the Post and we made a deal with them
1o exchange photographers. All those kinds of
Jormal and informal exchanges are something to
tie the world a Little closer 0 Houston.

If souu look ar the fact sheet, vou see how many

An anonymous viewer at George R. Brown Convention Center

international publicity and so on, but in spite
of the fact thar that long pitch is his major
theme, it's the other thing that drives him,
the old stuff, The Movement.

Here's a guy who has loads of photographs
he made of Martin Luther King in the early
d:'l\'-. HL' wis ]]1"[’['. I |1‘- ]I.l'nj: r{"],\ll_'l'll, Y¥in
Grimes County with co-conspiraror Wendy
Watriss, photographing the lives of black
people there, at nobody's request, and all
their other involvement in Good Things,
yiears and years of it. Fred Baldwin, this
savannah aristocrat who looks like a
Southern senavor and moves like one too, but
he's a man who sees through New Southern
eves, and what he sees through them, clearly,
is Ome World

In the beginning, when Fred and Wendy
and gallery owner Petra Benteler were form.
ing ForoFest, Fred would draw lintle picrures

HOUSTON CENTER FOR PHOTOGRAPHY

of the foveimn exhibitions are going to mavel w
other places i America. On a personal level,
w’:‘l'hf_\' HFL! l were chl‘[\' o arrange ff.ir one
Bee Crech o pet Fulbright scholar-
ships, and they've rraveling around the country
lectvering and making contaces. Ome of them
went to the University of Missouri and one 1o the
University of Texas. lvo Hadjimishev, whao is
the picture editor of a major Bulgavian picture
 Is anxions g0 start a jowrnalism school
in Sofia. So we arvanged to have him look over
the programs at the University of Te
and the L IIIH\'F\.IE'.\ “]f Missonmi, We're ;4;‘[“;!”:\'
comcocting a three-pronged program which will be
FotoFest, Kodak, and the University of
.\h'\‘;lﬂ"f‘. c|l|'||'||'_: :LTJI’J{\.[ % om [hﬂ\. \HnIJJL'\_'ﬂ o 'r|:-
ure out how to help them get their josernalism
school going

There's a Swedish photographer who, throiugh
FatoFest, now has five musewm shows in the

arian angd o

15 af Asstin

United States and she's talked 1o Cavole Kisinaric
abowt a thow ar the Museum of Modem Are,

“Mow this kind of connection prues you on the
world map. FotoFest is so effective in terms of
makimg these conmections for photographers that
now, if you've exhibited at FotoFest, youe e om
the world photography map.

People come here and find book projects, muse-
um projects, and they sell work here. ve talked
vt Lease ten people who sold werk to Helbmut
Crermsherm while l.ll.;.'\: were here. In Ji'.h_'z_ there
was ome guy from New York swho was here work-
ing en the Canon Color Copier in our Creanive
Center and pulled a couple of experiments out of
that, put them in his povefolio and Gemsheim
loved them and bought three of them om the spoi
What a strange thing, the guy that boughe the first
photograph ever made and gave it to the
Uimiversity of Texas comes along and buys the
lasest one ever made, just minutes old. In that
omne act, you have a reference point to the earliest
Photograph thar was ever made, o one of the ear-
biest and greatest collectors of all time, and the
latest possible thing
that is happening in
FotoFest with elec-
YORE Taing.

The other thing
we're up 1o is, we're
committed o educa-
ton. We're using
photography as a tool
to combar lteracy
problems in the
school system and
sful
program and we've
already started to
have discussions with
rr[Ju'r |rr;gul||:.:¢(r"|r|_t
who are similarly
mvalved. We're
interested in getting
together with the
Texas Instinete, for

it's o very st

example. They're
T Loy :Jur;];\
with the ather arts

but they're not using
photorraphy. It's a
lietle diffevent, bt
what they want as an
end product is the
sIme a5 wihiar we
want, which is berrer
educated kids. So
\':JHL;I“I’J” IS O
muajor thrtst for the
futrere, buet that is
still a pazdde admin-
istratively, whether we establish a separate foun-
dation ov what.

The Creative Center is another major profect.
That mualves enormonsly expensive equifnment
and space and new administrative costs
Diepending on how excited we cam get Apple and
Semy and Canon, if we can get enotgh money
lrTr.ln: LTJF‘]‘IIR“[.!I?I\- .'|_r. that size b sel up an t"l'lll\'s’l-
mental place in Houstem, that woudd be some-
thing we'd want o do.  Theat week of
experimentation durmg FowoFest was highly suc-
cessful. Canon is very inter 1 m it vight now.
They browght a log rJ]rﬂrua]l:lrh_'rL[ in. We'll dovie
agam next time, even if we don't get into it full
time. [t was very mteresting io the public and
they limed up 10 watch and to play with it.

In 1992, we'll have moo main thrests, the
Americas, and Latm America, because of
Columbus coming heve 500 vears ago. We'll
concentrate om Latm America, a celebration of

Fred Baldwin; Mike Matzkin, National Manager of Public Relations, Photography Products Division, Canon USA, Inc.;
the public relations prowess  Mayor Kathy Whitmire; and the Honorable Peter Maler-Oswald, Consul General, Federal Repbulic of Germany (Lto R).

the truth about the mfluence of the migre
jfrJrn Eere e o rhr Americas. Nota l'L'IlL'Il?"I'llllu m
of the event, but a celebravion of the ruth,

The other pavt of FotoFest will be devoted 1o
the twelve Common Market couniries, becarse
in that year all the barriers come doum
Ewrope. We may do a very lange Souviet exhibi-
wom curated by Wendy and myself. We plan o
go to the Soviet Union very soon to start on that
That arose out of ypical FotoFest circumsean
Wendy and | ave doing a warkshop in
Crechoslovakia, we will then g Bulgaria,
where we've been muited, and we will o on a
toner of the Soviet Union with the editor of the
Bulgariam photographic magazine, who's a close
friend that we've browght over here and who
speaks fliwent Russian and knows all the Soviet
photographers. .

Right, and Japan's over here, and Africa’s
down here, and Houston’s right in the mid-
dle, and so is Fred. Still erazy after all these
years, and why not!

All photographs courtesy of FotoFest

veteran of

Dave Crossley , above, i
FotoFests 1, 11 and 111, and an areist
living in Houston.




When people come together for profes-
sional conferences, it gives them a
chance to meet with colleagues and
share ideas. SPOT invited a number of
people participating in different aspects
of FotoFest to jot down some ideas they
had about the medium of phatography
after spending a few days immersed in
the field.

Maybe the dimly lit, black styrofoam hall-
way with its carved sperm motifs made
me squirm because | just finished curat-
ing an AIDS exhibition project. Maybe
the point of the Stonehenge rotunda-
sparsely populated with tired, hot-dog-
eating people-went right over my head. |
don't Know.
What | do know is:

- that exhibitions from Italy, Chile and
Spain were, for me, the most interesting

-that | was glad to participate in a pub-
lications conference that was useful for
its attendees

-that | was glad to see friends and col-
leagues and azaleas in bloom

-that | was sad to leave, picture-junkie
that | am, feeling that | had seen too
many photographs that were disengaged
from issues that make photography,
communication, and our lives so thorny
and interesting.

Marvin Heiferman
Curator, New York City

“Vaclav Havel: First Civic Forum Meeting, Prague, November, 1989"

| saw work by more forelgn people than
last time. | ate crayfish for the first time
(not the heads). | met an excited Polish
man whose superimposed pictures made
Nancy Burson's and mine look like
kindergarten stuff. | didn't have time
(my fault) to see any exhibitions. | saw
some remarkable color photographs ( by
Patricia Schwarz) of corpulent middle
age women posing (for the most part,
nude) in classic styles. It was the first
absolutely fresh idea I've seen in some
time. All in all, it was worth the visit. |
almost went to the wrong airport.

Robert Heinecken
Artist, Chicago,/Los Angiles

Fred Baldwin; Mike Matzkin, Natlonal Manager of Public Relations, Photography Products
Division, Canon USA, Inc.; Mayor Kathy Whitmire; and the Honorable Peter Maier-Oswald,

Consul General, Federal Republic of Germany (Left to Right).

Photograph provided by FotoFest

Call (713) 783-7110 to arrange an appointment or a drop-off.

and wants to see portfolios from Houston’s finest.

The new art director
at the HOUSTON PRESS
loves great photography
—especially black & whire—

CALL

FOR ENTRIES

Mow that FotoFest ‘90 is gone, I'm
haunted by a cry that echoed throughout
the Meeting Place. “I didn't come here
to have my work critiqued.” Does that
mean they came to the Meeting Place
only to have their work praised, pur-
chased and published? Is there nothing
maore to be gained or leared? This atti-
tude may be attributed to FotoFest's
greatest success - the Meeting Place. In
an attempt to encourage and support,
we may have sacrificed growth, direction
and the leaming experience. The num-
ber of photographers and teachers as
reviewers was limited to allow a greater
percentage of curators, collectors, crit-
ics and publishers. We exchanged the
opportunity of self-discovery for the busi-
ness of being discovered. What is need-
ed to complement this direction is a
second space, less structured, more
informal. A place where work and ideas
are eagerly and generously shared by all.
FotoFest is still in its infancy. We are
leamning from our mistakes and building
on our successes. | can't wait for
FotoFest '92.

George Krause
Artist, Houston

The overwhelming variety of exhibitions
demonstrated that anything goes in pho-
tography today. | find this healthy. The
lack of rules about what is and what is
not photography means that each group
of pictures must stand on its own.

For me FotoFest was one of the nicest of
times. | saw collections of photographs
that | had not seen before. | was espe-
clally impressed with the work of
Cristina Garcia Rodero and Keith Carter.
| had a chance to get to know other
curators of photography whom | had long
admired—curators like Anne Tucker and
Colin Westerbeck. | also saw old friends
like Buzz Hartshorn and Francis Fralin.

Barbara Norfleet
Artist, Senlor Lecturer and Curator, Harvard
University, Cambridge, MA.

| was quite surprised by the book dum-
mies and projects that | saw- surprised
by the level of commitment to the vari-
ous projects, by the elaborate and very
well done presentation of proposals, and
by the amount of time and thought that
people had put into their projects.

Photography publishing is thriving -
because there is s0 much talent and
good material to publis - -but it is still
surprisingly difficult to publish photogra-
phy books profitably. Thank goodness
for nonprofit organizations.

Dana Asbury
Editor of art and photography books at the
University of New Mexico Press

After a full immersion in the ocean of
photographic exhibitions, lectures and
portfolios at FotoFest, | am taken by the
insistant homogenization of this growing
subset of the art world. All of us, Portu-
guese, British, French, Bulgarian,
German, Japanese, Austrian, Australian,
Canadian, Dane, Swede, Finn, Italian,
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Photo by Dave Wilson.

Greek and even Texan are now capable
of producing images identically, antisep-
tically, and homogenously presented-
sans accent-of the world looking
poetically gritty and “real”-or we can all
offer the same large, montaged, cut and
stained “art speak.” It is as though the
doors of opportunity are open to only a
couple of classifications of material. |

The Meeting Place. Photo by Dave Wilson,

leave-foot and eye sore-wondering how
one begins to emerge from the over-
wrought, over ambitious, overtly hungry

mass of photographers. Yet, once again,

out of the chaos, one or two are remem-
bered-come through like a clear sound

and distinguish themselves with an econ-

omy of elegance . . . a few images
embossed on my memory - images more

wise than clever, images that are “some-
thing,” rather than images “about” some-

thing. These rewards, celestial thanks,
this time, | feel, were eamed.

Arthur Oliman
Director, Museum of Photographic Arts, San
Diego, CA

This concerns only the George R. Brown
Convention Center / FotoFest '90:
Overgxposure . . . too much . . . | don't
see how it ever happens . . . it might be
the biggest . . . so why not try next time
for the most unique . . . the very best
ever . . . editing could cause more com-
plaints, but perhaps more could be
gained, leamed, studied, etc . . .

When | found myself looking instead of
seeing | had to leave.

| can remember having seen and wanting

to see again . . . the Czech work
Zdenek Lhotak's “Spartakiada ‘85"),
Philip Jones Griffiths, several Raymond

Moore pieces, Cristina Garcia Rodero . . .

and always Walker Evans and Eugena
Smith for history.

| congratulate the courage and work of
those who made all this happen.... |
Jjust think it needs to be leaner, needs
more clarification, and needs unique
exhibits and work.

Charles Schorre
Artist, Houston

HOUSTOM CENTER FOR PHOTOGRAPHY

Volunteers working at FotoFence chill cook-off.

One evening a young
woman drove several of
us to a party where a
Houston couple opened
thelr doors to over one
hundred strangers. She
had been driving partici-
pants from around the
country and world to par-
ties for nearly a month,
and she was but one of
several hundred volun-
teers. Later that night |
returned in a different car
with three somewhat
besotten photographiles
from three different coun-
tries. We compared, at
some length, how our lan-
guages render the sound
a rooster makes.

In Houston there was a
palpable sense of commu-
nities forming and pulling
together toward common
objectives. This makes
FotoFest unique in pho-
tography, and a rare phe-
nomenon most anywhere
in our hyper-real realms.
Witnessing this spirit
close up was even more
exciting than seeing the
acres of photographs that
were our common focus.
Cock-a-doodle-doo.

David L. Jacobs
Formerly Associate Dean, College of Liberal
Arts, The University of Texas at Arlington
Currently Chairperson of the University of
Houston Art Department.

“Photo-inflation” as a contemporary
described the situation in Germany in
1929. That's what's
going on today. And I'm
uneasy about it. Maybe
it's good for the field
overall, but . . . “Is there
any substance behind the
hype?”

Nancy Barret

Curator of Photographs,

Maw Orleans

Museum of Art

FOTOFEST ‘90

The surface benefits of
aevents such as
FotoFest—the opportuni-
ty to see very large num-
bers of photographs in a
compressed period of
time, and the chance to make or renew
contacts in the field—are obvious. But
other, more intense interchanges give
greater insight into the complex of per-
sonalities and attitudes that make up
photography today. As a panelist at the
Publishing Symposium who served as
one of the final judges for the FotoFest
Book Award, it was intriguing to see how
five completely disparate points of view
about what a book should be could arrive
at a consensus opinion. It was a difficult
and thoroughly discussed decision, but in
the process we all leamed more about
the concepts that constitute our medi-
um.

David Featherstone
Former Director of Publications
The Friends of Photography

The 1990 FotoFest shows the high level
of maturity and sophisitcation the festi-
val has reached. | was very Impressed
by the scope and varied character of the
exhibitions. There is no other place
where it is possible to be exposed to this
level of international work.

Elizabeth Glassman

Formerly of Glassman & Associates, Houston
Currently President, The Georgia 0'Keaffe
Foundation

A post-mortem of FotoFest Is of uncer-
tain value, like detalling the neuroses
and excesses of a past marriage.
Nonetheless, without gquestion what
FotoFest Is very good at is bringing pho-
to-people together, sometimes even to
look at and discuss photographs. As a
soclal event it clearly has its serious cul-
tural side - it educates and facilitates.
But conceming the logistics of the exhi-
bitions and the surfeit of pictures, it's
back to the drawing board for 1992,

And - styrofoam should be banished
from the planet, immediately, lest the
Druid priestesses set a curse upon us.

Ed Hill and Suzanne Bloom are professors
of art at the University of Houston. They
work as artists under the name MANUAL
and frequently write articles and reviews
for SPOT and Artforum.

A couple of FotoFest incidents come
to mind: the first had to do with look-
ing at portfolios. | was reviewing a
Belgian photographer's work (Michel
Papeliers) and had some difficulty
understanding what he was saying
about it. It was a group of portraits of
factory workers - generally third world
and southern Europeans, some nice
stuff, but | had no idea what he was
saying because his Belgian English
and my American French were of
about the same quality. We couldn't
communicate at all. He looked behind
him kind of wildly and grabbed this
Guatamalan photographer who for
some reason spoke both French and
English fluently. And he translated for
us. It was a genuinely nice family of
man intarmational moment.

FotoFest seems to be comprised of
hundreds of such moments - people
talking about and around photographs
any way they can.

The best thing about it for me as a
teacher is the incredible resource it
brings to classes. Seeing actual
prints is much more tangible for stu-
dents than slides or reproductions.
Students get the idea that they could
actually make that themselves. | usu-
ally notice the effects of FotoFest the
following fall. Kids have had a chance
to think about what they've seen over
the summer and often come up with
some sort of off-shoot that they want
to talk about. It's also helpful to me.
It's a major evaluation of my work,
and a lot of talking and a lot of looking
at new work that often sparks new
ideas.

It's also a time to review old
favorites. I've always been very
maoved by losef Koudelka's work, but
had never seen more than a few
images In a show. Again, books are
one thing as a show Is another.
Seeing those photographs and the way
he's printed them pushes me to take
out a 35mm camera and black &
white film for the first time in quite a Deborah Garza, Entrance to FotoFest '90

while. (sperm wall)
And all my Rice students had a

great time looking at and talking
about George Krause's show.

Peter Brown
Artist, Assistant Professor,
Rice University, Houston

OLAB

A PROFESSIONAL, FRIENDLY
FULL SERVICE PHOTO LAB
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PERSPECTIVES,
REAL & IMAGINARY:
CZECHOSLOVAKIAN
PHOTOGRAPHY AT
FOTOFEST 1990

By John P. Jacob

Perspectives, Real and [mag
Contemporary Crechoslovak Photograph
curated by Fred Baldwin and Wendy Wagriss,
FotoFest [990, George R. Broum Convengion
Center, Houston, Tx., Feb. 10 - March 10,
1990,

3 ﬂ.'.\[TI\'.'[L'tJ.

' Havel,

Where political activity is severe
culneral endeavor takes its place. Wac

1990,

he presentation of Czechoslovak pho-
rography at Fo
“Perspecrives, Real and Imaginary,” was a sig-
nificant accomplishment. Selected by
ForoFest Directors Fred Baldwin and Wendy
Watriss, with a color caralogue printed in
Prague by the Czechoslovak importfexport
agency Art Centrum, the exhibition was
nstalled in Howston by the artists and was
accompanied by a statement of encourage-
ment from Crechoslovak President Vaclav
Havel. Given the recent changes in Central
Europe, during the course of which ; 5
have, in certain instances, risen from banish-
ment to lesdership, the exhibition muse sure-
Iy be seen by
development as an event worthy of celebra-
tion

The scale and immediacy of the events
that resulted in the toppling of the structures
of cultural repression in Central Europe at the
close of the 1980% distinguished this exhibi-
tion from others at FotoFest. Such distimetion
is heightened by the dramaric shift in percep-
tion that is required of viewers, aware, per-

st in the exhibition

all who part i red in its

Top: Zdenek Lhotak, Spartakiada (series), 1985

Below: Viktor Kolar, Ostrava, 1974

haps for the first time since 1968, of the cu
rency of Crechoslovak imagery. The grim cir-
cumstances of the last twenty years, during
which these images were made, all bue disap-
peared behind the present historical moment,
d by the
lescarion of the Fotol ive
George R. Brown Convention Center. Still,
in the presence of liberation, and in the midst
of celebration, one is hesitant to call the
ghosts of history back to life. To recall the
past is to dig for the meaning of these images

in the “cultural cemerery” from which the:
have emerged. |
we might have received these im

To imagine how differentl
ges had
velver revolu-

they come to us in the pr
tion" period during which they were both
made and selected, but from which their pre-
sentation here separates them, is 1o question
the intentions of the exhibitions’ organizers
from the outset of their negotiations, several
WCATS Ago.

Megotiations for *Perspectives, Real and
Imaginary” began in less pleasant rimes for
Central European culture. It was a time when
cultural ministries controlled culture, and
administrators, not art historians, decided
who and what could be exhibited where.
Wisas for artists to travel to exhibitions in the
West could be obtained only with daily pay-
ments of hard currency, or through the com-
mittment of 3 Western institution to
purchase “X"” number of the artists works for
“Y" number of dollars. Only two years ago the
schoslovak born art historian Meda
dek wrote,

In accordance with official policy, only
Crechoslovak institutions - rather than any-
one from abroad - have the authority o

M

determine which artists qualify for art shows
abroad. There is no institution, however,
willing to provide an interested foreigner with
objective information. Since 1969, there has
ben no single art review dealing with contem-
porary ant. There is not one independent an
gallery; museums are expected o buy only
from officially approved artists. Only occa-
siomally do they manage to include into the
bargain art works by other, genuinely creative
artists. These art works, if passed by the offi-
cial commirtee, have never decorated the

Is of Czechoslovak museums. They are
exhibited only with the y Cquisitions
and then put into storage... From time to
time an artist may succeed in installing an
exhibirion of his work on a modest scale
small, remote towns, or in the halls or court-
¥
Prague.2

Exhibitions which came o the Unired
States from the nations of the Sovier Bloc
berween the 1960 and the 1980% were pre-
sented as emerging from limitation and
repression, and as controlled by Soviet culur-
al direction, Such rare Western media cover-
age of cultural phenomena as the fanfare
surrounding the “Manezh event,” {Moscow,
1962) when Krushchev denounced an exhibi-
tion of works by a group of experimental
arrists, and the “Bulldozer Show," (1974)
when an open-air exhibition in Moscow was
bulldored and bumed, presenved artises work-
ing in the Sovier Bloc as fundamentally mori
vated by political concerns, and as divided by
their strupgle o either promote or resist the
state. 3 The cultural identities of nations
vanished behind the political identity of the
Bloc.

By the 1970, Soviet and Eastern
European cultural activity had come 1o be
understood in the rigidly simplified terms of
“official " versus “unofficial
Throughout the 1970,

Wl

ris of some scientific institution in

arts, Ik s I1k'|l|l:L'l Ehi‘ Il:l‘l.'lﬂl'llll'l of creative

|'xF1r1,"hl|'\|1 e rl)L'.‘-I\' ]'1“\'\ i ||‘|l\ nowr Ehl,' 'I'I'|'r'\'
ical circumstances of their making thar is of
issue here, This distinetion is critical to com-
prehension of the revisionist imterpretation of
Crechoslovak cultural history presented in
“Perspectives, Real and Imaginary.” It is not
the content of the photographs in the exhibi-
tion, but the process of purification through
hardship, of which they are but momentoes,
that is significant. It is not, as the promotion-
al material for the exhibition proclaims, the
resonant *Crech-ness” of these photographs
that is represented in “Perspectives, Real and
Imaginary.” Rather, “Perspecrives” is a re-
affirn 1 of the Modemist spirit through
reappropriation of Central European culture.
Presented as the salvaged legacy of realist,
symbolist, and surrealist traditions, contem-

pnr.lrr(' choslovak |~]L|1[i)j;r.l|_1|)\- is remurned
o the privileged place in Western European
history from which it had been hijacked.

Within the schema of cultural salvage the
influence of the Communist Party upon
Czechoslovak culture is effectively buried in
thiz exhibition; it is as if communism were
some sort of deep freese from which the pho-
tographic ideals of pre-war Europe have
emerped unscathed after a long slumber. The
immediate past in which they were made, the
p::-w.;lflﬂ I"\.IIi[Il,'iIl orientation thar informs
ny of these
their presentation. Historical context is
denied, with the result that artises and madi-
ence come together at the moment of salvage
and transition, at the “still point of the tum-
ing world” where, as T.5. Eliot has written,
“time past and time futare allow bue a liede
consciousness."d The past is unknown, the
future unknowable,

An espec ially Pemgnant L'ﬂ;am]']:' of the
obfuscation of context is the present
the work of Pavel Stecha. Mr. Stech

otographs, is subverted by

wn of

exhibitions of privare col-
lecrions of contemporary
artworks from the Soviet
Union and the nations of
the Bloc perperuated this
plijir:mnn, presenting
artists unified in their strug-
gle against the restrictions
of the socialist state and
i!L:EIirI.\l the Tepression of
their cultural heritage,
When all else failed,
Western institutions could
always be assured of gerting
the amention of their audi-
ences by offering amusing
or anecdoral, self denigrat-
ing representations of
socialist backw
Such highly charged repre-
sentations of culture within
socialism, while often based
in truth, had the additional
benefit of reassuring
ers of the superiority of the
liberal 1\|]i{'l|,'.-. of American
cu nstiturions,

Maost viewers of
“Perspectives, Real and
Imaginary” have been sub-
ject to the sort of med
manipulation thar has, for
the last rtwenty years, pub-
licly promoted dissident art
from the Soviet Bloc as part
an institutional effore to
undermine the morale of
“official” artists. In
"Prr\pg'{li\ =2, Real and
Imaginary,” as in such media manipulations
of Soviet and Central European experience,
viewers were provided with scant information
on the basis of which to form meanings. Wall
labels, indicating which photographs
belonged 1o which artists, were conspicuously
absent |.|uril1H1||1' I pPOTTant firse week of
FotoFest. The exhibition's wall text and the
brief essay in the catalogue that accompanics
it refer to artistic movements of the past and
o Crechoslovak film and liverarure of the lase

si

dness.

W

1l decades,” ver the concrere social and
political contexr in which this work is
prounded is not mentioned. The selection of
specific works by this particular group of
artists, over numerous others, is not
explained. Without such information, the
photographs presented are interpreted as aes-
thetic signs marking the triumph of culture
(democracy) over anti-culture (communism),
an “a priori division of art,” as Havel noted in
1984, that is "rather dangerous.” 4 Although
it is true that many artists suffered under the
control of the Communist Party in
Czechoslovakia and elsewhere in Eastern and
Central Europe, and that resis
cultural hegemony was forbidden in the visual

e to the

Pavel Stecha, Cottage Owners, 1970-85

“Cortage Owners, 1970-1985," is an amusing
s of before and afver dyprichs made over
g periods of time. The first photograph in
each pair depicts a plan or idea for future

developmen
rage designed on paper. The second photo-
gr
the acca

1 ree being |-|_|||l|;ﬂ OF @ Col-

1, often made many years later, reveal
.1
the tree full grown or the complered cottage.
Of this series Mr. Stecha has said, *1 once did
a show of pictures of weekend houses, Now
that doesn'r sound political, bur it was,
because Ih{'\_.‘ were built at a time when Yo

i3

mplishment of the goals of the

couldn't even stay ar a hotel in this oo
ry."h
“Clottag
turing a beloved i
when such values are threatened, using the
growth of rrees and the construction of hous-
es as metaphors for Crechoslovakion culture.
Yer in “Perspectives, Real and Imaginary,”
phorographs from the series are present
single instead of paired images. The dyptichs
hawve been broken down, and from them sin-
gle images have been selecred for their "deci-
sive moment” \ill.hllli <. Thus, not only has
the relationship of the project ro real time

s Chwniers™ shows the value of nur-

I.l OVieT |\'FII\.I of time

as
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(specific events) in Crechoslovak hastory
I‘l'l'l] ‘I|]‘\'I.'T‘l'l.i‘ " r _||\|| any |'ll'\'\|1'|\' CONNEC-
tion of the auwdience to that relationship and
L= lI\\L'-\|\||'||r|\.' a I|'|| we events, What we
receive from the presentation of “Cottage
Owmniers” is not an understanding of the artiste
or his circumstances, but the pleasant feeling
of recognition through emphasis of style over

MEaning,

The curatorial emphasis on individual
artists and their “decisive moments”™ in
“Perspectives, Real and Imaginary” is espe-
cially ironic. In Crechoslovaki
Central European nations, groups of artists

as in other

continue 1o form “schools” based on acsther-
I, ]"!H]\l'\-l l|‘|!li\.'.l.l. and 'I'I.III'II.:|I ideals
"Perspectives, Real and Imaginary” is domi-
nated by advocates of “social documentary”
photography. Yer discussion of the important
historical connection of this contemporary
“group work™ to the movements with which
the curatoes '-l"I.'L' B fue [h\'m‘ artises | surn
ism, constructivism, cubism) is missing. 7
is therefore no surprize that “Perspectives,
Real and Imaginary” also fails to recognize
the anti-Bresson trend in Crechoslovak sacial
documentary photography, as expressed in
WVladimir Birgus' manifesto “The Undecisive
Moment”™ (1978) and the work of such HFOups
as Dokrment {Document; also the name of an
inexpensive, light weight photographic paper
often used in book making) and Oc {Fyes).
The anti-Bresson stance of the social docu-
mentarians revealed an implicit rejection of
the “excessive acsthetism™ of Western photo-
graphic practices, as exemplified in the con-
cepr of "decisive moments." § Composed
largely of professional photographers and
photographic instructors ar FAMU, the
Prague Film Academy, the social documen-
tarians were powerfully influential. The style
of photography that they advocared was, as
D, Antonin Dufek has written, the stronges
-haslovakian phorog-

It

“crearive stream” in C

laroslav Barta, Streets, 1979

raphy from the carly 1970' until the
mid-50s. 9

Emerging fr I main-
stream (the film academy) in a time of severe
restriction, Czechoslovak social documentary
photography represents simultaneously a
rejection of Western photographic trends and
a brilliane reworking of the renets of Socialist
Realism. Socialist Realism proposed that
artists should strive for a pracrice capable of
putting art back in touch with life, of reflect-
ing the “truth™ of socialist reality, In reflect-
ing that truth, however, Cz
documentarians quickly transcended the
bureaucratic limits of state defined culture,
Thus, social documentarians like Pavel
:‘."[l'{l]J Il‘rll]‘.'-l i@ movement l|1 respstance
working from within FAMU, the seat of pho-
aphic culture.

.'\‘- a rl"-”ll i'\r‘ rl'\l.' Ll!ll\l'\lld:ﬂ 104 \‘ll (157 |‘|'.||\'-
titioners, the strength of contemporary
echoslovak photography is distinguished
ll'?‘?‘ l'\ any sty |I.‘|[1I. lﬂllt\..' l}],ll] h\ :hg‘ |\I1.\I\I|'\L'-
ical cohesion of an emergent avant garde.
Like their peers in the Jazz Section of the
Union of Czechoslovak Musicians, the group

n within the offici

choslovak social

HOUSTON CENTER FOR PHOTOGRAPHY

of artists that developed within and around
FAMU -«I||‘|‘-\I|'I|'LI culrural activities where
the Czechoslovak Ministry of Culture was
incapable of providing support. As a direct
result of this nurturing, artists like Miro
Svolik and Perer Zupnik, as well as others not
represented here like lvan Katka and Deieter
Toth, have been able to branch out in new
directions, using photography as a single ele-
ment within larger, conceptual projects.

The photographic work of the group of
artists represented in Houston is distinctly
ood only
in terms of the circumstances in which it was
created. That these photographs are familiar
formally, thar they are recrangular black and
white documentary style images, guarantees
that viewers will appreciare distiner elements
in their construction, Deprived of informa-
tion concerning the social and political cir-
cumstances of their making, however
are in “Perspectives, Real and Imaginary,” it
is imposgible for viewers to distinguish the
relationship of familiar signs to others dis-
rinctly foreign, It is impossible, consequent-
ly, to distinguish the points at which
Crechoslovak photography departs from
Western and from socialise aesthetic rradi-
tions to ally itself with specifically
Crechoslovakian concerns.

The blending together of distinct cultures,
a sort of equalizing through photography, is
reflected throughout FotoFest, and is a dircer
result of the overall design of the event.
Attempring to come up with a creative solu-
tion to the oppressive, mall-sized convention
center in which the FotoFest was housed, the
designers devised a system of unnels con-
seructed of styrofoam. One enters F
through such a tunnel. les walls were painted
black. Light penetrated the darkness of the
runnel through cur out sperm shapes swim-
ming towards the center. Ar the end of this
long, active, male space, one entered the

“nucleus” of the ForoFesr,

Czechoslovakian; it may be unde

5 W

‘€5l

a circular resting place
with circular rables and
walls reminiscent of
Sronehenge. From this
mystical egg sac numer-
ous long halls shoot out
in every direction, appar-
ently symbolizing the cre-
ative burst thar occurs
when the masculine and
feminine energies of pho-
Ty

graphy converge

It was clearly the goal
of the designers of
ForoFest 1o bring the
numerous exhibitions
housed together in a sin-
gle space as a cultural
event rather than an art
fair. Yer ForoFest is
indeed an art fair, spon-
sored I"'.\' Kada v
bracketed at either end
by the mecting of
AIPAD { Association of
International
Photography Arn
Diealers) and the ForoFest
Book Fair and
International Publishing
Conference. lts design,
focusing crassly upon the
MYSEEC :||.l'w\;u.|| bivities
of picture making and
viewing, implied thar
those activities are more
pure than promoting and
selling. The purity of
n, whether the pho-
tographer’s or the audience's, was paramount
Context was abandoned. In long, parallel
lines against white walls, thousands of uni-
tormly matted prines blended rogether unani-
maously to form the event of ForoFest. The
prestige of participation in the group was
obtained through complete subversion of
individual intention, or meaning.
The histories and the intentions of the
sts whose photographs are presented in
are left
or example

ar
Perspectives, Real and Imagin
untold. The question “Why™
why “although ranking among the best con-
remporary photojournalists, [Vikror Korar]
has not been given the opporunity to pub-
lish in magazines”is never posed. 10 Why is
there a photograph of a Communist Party
congress placed at the center of Zdnek
Lhotka’s series of photographs of mud cov-
5! It is not clear whether
this is an accident of installation, or an overe
political statement. Whae is the meaning of
Jiri Polacek’s series of night photographs of
strects and sidewalks devoid of people? Has
the artist chosen to work ar night, or was his
decision forced upon him? Why is the infa-

ered soccer ]"I.I'\.

Pavel Stecha, Cottage Owners, 1970-85

maous nightlife of Prague absent from his pic-
tures!

Jaraslav Barta’s photographs reveal archi-
tectural decay: layers of bricks still standing
while IIl.'LI-II:‘I'H'\' i"IZI‘IL'T deteriorates. Are
these photographs simply abstracts, or do they
represent Prague as an elaborate urban stage
constructed for Western tourism, as one
Crechoslovak artist described it 1o me,
behind which the drama of Czech history is
hidden? Dusan Palka’s streer photographs
repeatedly show blind walkers shown making
embarrassing trouble for sighted pedestrians,
Are Palka's p|'|u[n|:(.l[‘||:- just bad jokes, or are
phors for the blind determination of
artists and opposition! How, after all, did the
“conceprual” work of Miro Svolik and Perer
Zupnik emerge from the school of social doc-
umentary photography with which it is pre-
sented here! Without contextual information
viewers are incapable of asking such ques-
tiong, and without such questions we are
incapable of forming anything but aestheric
responses to these phe

Finally, it is important ro question the
degree to which the formula of this exhibi-
rion has served the Gernsheim Collection at
the University of Texas in their bid to pue-
chase these works. Negotiations with
Ceechoslovak cultural authorities took place
at a time of severe stress in the
Crechoslovakian economy, when the value of
the dollar towered over thar of the Czech
ntemporary “classics” of

rhey me

n|_;r.|p|'|\

iy T|n:|\.. eV O
Crechoslovakian photography, like the pho-
rographs of Jindrich Streir, may be had by
collectors for “reasonable™ prices. The subse-
quent exhibition and national tour of these
photographs in “Perspectives, Real and
Imaginary”™ has significantly increased the
value of the Gemsheim Collection's invest-
ment. The glows of the Modernist legacy that
nies the exhibition, minus the polir
cal context from which these photographs
have come 1o us, nullifies the stigma artached
tor acquiring work by communists that has
]':Ik'\'L'lIll.\' the Gemnsheim Collecrion and col-
lections like it from recognizing the work of
such Western EroRips as T|I-L' |‘|mt<1 |.|.'.1:{|I\'.

In the context of its presentation at
FotoFest, Czechoslovak photography is not
h‘[‘l’l‘-«rl'lr\.'x‘i As a iIL.|rp{'n|]u1U mawement of
aesthetic resistance CMEergIng from within
socialism, but as the prodigal son of Western
rendencies. Had this exhibition come to us
prior 1o the “Velvet Revolution” this repre-
sentation might have satisfied; any discussion
of the circumstances of the last twenty years

ACCOM
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Dusan Palka, Prague (serles), 1976-89
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would have appeared a political gesture,
insulting to the Crechoslovak culoural
authorities and dangerous for the artists
involved. The failure of “Perceptions, Real
and Imaginary” is thar these photogr
have come to us from a free Czechoslovakia,
Today, for the first time, we may know the
truth about the: r pictures
We may speak of “the special role thar culture
plays in [Czechoslovakial,” of artists who
“articulated the will of the people” there. 11

The Direcrors of ForaFest have brought
nineteen of Crechoslovakia's finest contem-
porary phorographers to Houston, After we
finish \-‘..ll'l‘rul[lllj:. however, we will find thar
the life behind their pictures remains
|||:me'n.

tists amd th
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NEXT PLANE
TO SPAIN,
PLEASE!

By Hans Staartjes

Espana Oculta: Photogr:

Cristina Garcia Rodero, Ge

3 . —~
Brown Conve LT

March 10, 1990,

|"|I|-h1l_:l |ph-. like |'uu‘|_'|l|l|
L'\."l'lll'lll.\'\. can ll.'.l\'l.' 114} ||||||'l!||'|l'
mark in one’s consciousness, It was
impossible not o be affected in
such a way by Cristina Garcia
Rodera's images of Spain. Though

we know Spain as a great culture

with what many consider somewhat
barbaric traditions such as bullfight-
ing, few pe .|_1|._- ..r|1-;| I]|.|r1
.“.I‘.II'H.II\I"- .uhflll‘-l'l\'l.-"' (o '|la|i LI\I "W
.|[|1.;| pec ||||.1rl\ "-\-|~.||1|\|| rituals
and customs. There were more than
a few open mouths among those
viewing this work

The show |'-;l_'\.|r| with i
men and women in strange hoods
and robes parading ceremonially
thro

¢S o

rural roads and small

rowns, often bearing a crucifix or a
candle. These images had a dour
medieval gquality about them that
was beautifully enhanced by the
dark eritty character of the
prints.Many of these images were
taken in the s wince of
Andalusia, a |.|r|_:|"|\ poOr region
{unlike the tourist ridden coast)
historically wrenched by Christian
and Muslim faith. Profoundly
Cathaolic, the Andalusians are also
known for their revelry. Some of
Garcia Rodero’s most poignant
mages reveal the juxtaposition of

withern p

serong relipious devotion and

drunken abandon. Such an ima
one of two robed men, one wearing
a pointed hood with a pigeon |
ad the

laass, «

luwl@.‘ pl-n.huJ upon i,
er holding a boatle and
well inebriared. In the backgr
stands 2 man dressed in whar looks
like a Roman soldier's outfit hold-
ing a spear and smoking a cigarette

This |‘||.\-I. i -'Pl‘- almost surreal in
the absurdity of irs situation, is a

wonderful encapsulation of a rural

Spanish festival

lll I\l'l apening srarcment
Carcia Rodero tells us: 1 have
focused my photographic interests
on producing a social document
about life in Spain through her
local festivals rituals and belief
r..l-.\',lr\|1ll'|: r W being

reality. | chose the

stival because

of its wealth of symbols and varied
content. It represents a dualivy at
several levels: religion, paganism,

lrlll.ll"\III'L'II):“l".l].
When celebrating their festivals,
people forget their inhibitions, and
all the emotions of the human con-
dition convery
banalities, lm ich, hope,
dignity, love of life.] have tried wo
photograph the mysterious, real and
magical soul .1|'|\\-|-|||.|r ‘-GE'.|||'_ with

praassion, lowve, humor, tenderness,

Cy tf.t:_'r-\h\.'-\ and
ter and

anger, |‘.||r'l .||'ul |||||.||. ] I\:l\ [ |||l'l.|
o capture the most intense, most
expressive moments of certain char-
acters with all the "||-_'\|r|.|| in
strengrh.
who are quite irresistible, and |

eAC Are \|I|||'|r e -|~||'

|'1.|n'.|v\.'u1u|:1\.\u'|l whi arted
Iy to this person. il nh.l”rl:u-\' which
has given me energy and inspired
my understanding
The fescival is an |r1.||\|-.;|-_\_|k"“;

feature in any culture and reveals in
the most inti

(8 .|||..| yer I"lll'lll
manner the core beliefs and cus-
toms of a particular group of people.
Mot only does the festival represent
a release from the humdmm reality
of day to day life, it is rooted ina
most ancient way toa people’s set
of belicfs. Participating in the festi-

vl gives a feeling of belong |

well being, and a a reassurance of a
certain order in the world. The
annual reaffirmation of the festival
reflecrs the cyvelical namre of the

warld and its seasons. Festivals are

celebrations of hope for a produc-
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uive agricultural season, and a
of life, bur
they are also reminders of death.
Unwittingly perhaps, the pho

healthy regeneraric

:|.||"|| of the |.'«|||.lr i Idml_; a
largze curved piece of w arcund
his crotch, is, in its simplest form,

symbolic of the fertility evervone
celebrates and hopes for in this fes-
Another image of a man

ing over a bed with five babics

tival

on it, seems a curious and comical

ritual of good forrune and health,
Bur some of Garcia Rodera’s most
s are probably the
images of Death. Sometimes there
inders of death, such
as the photograph of a soldier

1 old peasant

y a jovial man

MOVIngG imag

are Iranic re

mock- executin
who is bei
in an outlandish costume. Death, as
epitomized in the dearh of Christ, is
a critical aspect of the religious fes-
tival, and most of Garcia Rodero's
images are reminders of ity for

mple the image of an old lady
holding a lieele g|l| up to kiss the

teet of Christ on the crucifix, the
picture of a little boy sitring behind
1 large black casket, or the image
of a little dead boy in
ket on the side of the road with his
parents standing beside him. But
was that of a

dead boy's face in a glass case

M Open Cas

an llll|_\-|\_‘4'”.lt']|,' |

behind a statue of the dead
vingin.Death is written on the faces
of the of the elderly, and strangely,
frequently on the faces of the chil-
dren as well. But life and rebirth, as
epitomized in the resurrection of
Chrisr, is simultaneously reaffirmed
in these picrures, just like the chil-
dren’s faces squeezing through the
furrowed adule expressions with
their playful beaming smiles.
Giarcia Rodero has the knack of
revealing life's complexity with
iy, Her

phs aire nor merely anthro

almast JL':|L|1‘:||| -l[“F'll\

“al studies of rituals and cus-
toms. They reveal human issues
that are tied with politics and reli-
giom. The image of a bored priese in
an open confessional, situated in
fromt of a cemerery, listening to a
|.":-\' |\||I'|3; i Penirenn old lady, had
a cynical quality that seemed a
ghostly reminder of the Inquisition,
arned the -\iul:'.:nl.tllm_' ~'r||n'-l ||'-I.'
Catholic church.
is a stubborn attachment to certain
hearhen rituals and customs thar
predare Christianity irself, and sur-
vive today, probably to the chagrin
of the Catholic church.

The photographs in this show
are full of different layers of mean-
ing that is not immediately appar-
ent. The shock value of seeing

vinst this grip,

something that seems biz
strange, appeals to the voy
in almaost all lovers of photography
Oibwiously ia Rodero is aware
of the popularity of her work due 1o
this. It is possible to construe this as

insnic

vweakness in the subject ch

I,

P. 12 top to bottom, left to right

but in this case the
work shows a J{'t'[‘l'l’
integrity. This work
was photographed in

different r s of

‘l]l'l\\llll[l\ :1L|l|1|
different dares and it
probably would have
been helpful to have
ritles and dares under
qllt' [141%
from this, the
Ministerio de Cultura
of Spain would be
happy to have pigued
the curiosity of many
visitors to this show,
and (who knows!) to

ses. Bur apare

have attracted some
IMAONE TOUrISES [o
Spain

Hans Staartjes is a free-
lance photographer of
Dutch nationality
residing in Houston.

Cristina Garcia Rodero, E/ Dependlente, Zamora, 1978

{The Dependent)

Cristina Garcia Rodero, Las Potencias del Alma, Puente

Genil, 1976 (Potency of the Soul)

Cristina Garcia Rodero, El Desfile, Alcoy, 1976

{The Parade)

Cristina Garcia Rodero, La Confesion, Saavedra, 1980

{The Confession)

Cristina Garcia Redero, Los Angelitos, Morella, 1987

(The Little Angels)

P. 13 Top to bottom

Cristina Garcia Rodero, jCamarero! Un Chocolate con
Churros, Cartagena, 1981 {Waiter! A Chocolate Pastry)

Cristina Garcia Rodero, El Cascaborras, Orce, 1987
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By Joseph McGrath

Money Martrers: A Critical Look at Bank
Architecture, an exhibition of architectural pho-
rographs by || photographers, The Museum of
Fing Arts, Houston and Parmnassus Foundation,
Feb. 4 - April 15, 1990; and the accompanying
catalogue with an introduction by Brendan Gill,
and essays by Robere Nishet, Susean Wage and
Anne Wilkes Tuwcker { McGraw Hill, 1990},

At the heart of Money Matters: A Critical
Lok At Bank Architecture lies a contradiction
which Anne Wilkes Tucker, the show's cura-
tor, reveals in her essay, “Where One Stands
And When One Stands There.,” First, there
is the idea that photography iz capable of cap-
turing an “essence” of architecrure in tha
architectural photographs not only picture a
building and its circur nees, but also come-
municate the cultural values which it embod-
ies, Tucker wrires, “Compared ro less
stationary subjec chitecture offers bath
advanrages and disadvantages to the photog-
rapher. Time dependent factors of patination
and use-- such as light, weather, neglect and
ordinary habitation--cause striking changes in
apy ice, but the architecrural presence of

ach building remains available for contem-
plation and interpretive efforts to capty
essence.”l Through the mediarive effores of
the photographer, Tucker suggests, an essence
nsecends the building's actual cir-
ces may be revealed. This poines
directly to the second assumption and explicit
point of her y and the show as a whole.
Although the | photographer
must frequently manage technical considera-
tions such as light, people and obstacles in
the building's environment as well as respond
tor the desires of publications and clien
remains fully capable of bringing an o
and insightful interpretation to his subject.
Thiss, she writes, “The photographers in this
project had 1o explore their feelings and
assumptions about banks, in general, and
specifically about the banks which were
assigned to them."? Yet she also notes that,
“Architectural photographers seck to com
nicate a sense of each institution's cultural
significance, as well as its function and the
structural relevance of its materials and meth-
ods.”3 A succinet resolution is shaped by her
suggestion that “the most talented (archirec-
tural) photographers™ atrempr to balance
these contradictory demands in their work.

There is no doubt that the work in this
show Tucker notes, falls far short of obse-
quiousness. However, the face that each pho-
tographer's vision is mitigated by the
intentions of the show irself is overlooked. It
is also worth noting thar Tucker's insistence
on the personal expressiveness of the work
only blurs the distinction berween interpreta-
tions which have been built around the work
and the photographer’s own expression. For
example, in juxtaposing the Farmer's and
Mechanic's Bank with the Second Bank of
the Unired States does James [ska’s photo-
graph suggest “the commercial value of hav-
ing one’s own place on Banker's Row™ and,
“the additional value of distincrive af
ance,"™4 Orh skillful response 1o
togenic subject been set to substantiate a
particular history of bank architecture?

In his 1979 book, Architecture and les
Interpreeation, Juan Pablo Bonta characre
the variable nature of meaning ascribed to
archirecrural form. Bonta suggests that a
building’s meaning is contingent on the
“expressive system” within which ir is ser by a

5

reters are free to subscribe to one sys-
rem o another, and even to shift allegiances
from time to time. But each expressive sys-
rem is selecrive and restrictive. Each system
imposes a certain view of archirecrural reality,
enhancing the identification of certain forms
and meanings, and precluding or at least
ohscuring others.” Moreover, alternate
interpretations may mark buildings with dia-
metrically opposite meanings.

For instance, David Duchow’s pho-
tographs of Arthur Erickson's 1971 addition
to the 1938 Bank of Canada in Or are
accompanied by this descriptive note: “The
Vancouver architect Arthur Erickson
designed a modern addition that preserved the
mtegrity of the original building by embracing it
with a massive glass struceure. The light

4

filled interior at the re a welcoming pub-
lic space that contains a year round g,
den."6(italics mine)  The same bank was also
the subject of photographer Allan Sekula’s
early 1987 exhibition, Geography Lesson:
Canadian Notes. In accompanying text pub-
lished in 1988 in the journal Assemblage,
Sekula variously describes the building as a
“rurd in a vitrine,” “embedded | . . in a glass
box, rather as if a brick had been frozen into a
block of ice,” and “pharacnically entombed.”
Sekula goes on to advance a more radical
reading of the facade by suggesting, “Another
reading is possible. This reading detects a
more cynical subtext. A style associated with
commerce, but primarily with the state, is

Al

excluded from David Duchow’s work as they
certainly would be in almost any commis-
sioned work of the building.

More interesting perhaps, is the fact that
baoth exhibitions use a virtally identical pho-
tograph of the building (a medium range shot
which centers the original bank's north
facade in the middle of the print with the sur-
rounding addirion extending symetrically
towards left and right) in support of their
widely departed interpretations. Admireedly,
the fact that Sekula'’s photograph taken
at the height of a Canadian winter and
Duchow's during the summer may be no small
difference. Nevertheless, the philosopher
Arthur Danto makes much of this kind of
coincidence in his book, The Transfiguration
of the Commomplace. Through the wse af
imaginative examples, Danto suggests that
even though objects (in this case, pho-
tographs) may even appear indistinguishable,
this in no way marks them as the same work
of art. They are in fact defined and differenti-
ated as works of art by interpretations supplied
to them by the artist or viewer. Given the
central importance of interpretation in
Danto’s thesis, hiz characterization of Art as

ficing dignity or beaury," 10 one might suggest
rhar Susan Wagg, the exhibition’s historian
nity at the building’s essence.

To the degree that they are works of art in
their own right, buildings stand under the
architect's own creative interpretation. A
photograph of such an anwork pro
additional interpreration of the “onc
preted” o
essence of the building is, in fact, the archi-
tect’s interpretation embodied by the building
and evoked by the skilled and perceptive
architectural photographer. The transparent
role of the photographer in directing our
attention to the explicitly hitecrural™
apects of the building such as architectural
s, the play of light and shadow, or the
building's relationship to others around it
may not limit the work's artfulness. Yet, con-
trary to Tucker, the expressiveness of such
work can only by limired. For, in lerting the
building “speak for iteself,” the photographer
iz obliged to suspend his or her own judge-
ments. Len Jenshel, for instance, combines
an objective, documentary eve with a refined
aesthetic attitude in capturing the historic
Bank of Columbus, Georgia in the even light

sets urk

It might be sugpested thar the

de

James Iska, Chestnut Street Facade, Second Bank of the United States, Philadelphia, Pennsylvania, 1819-24. Architect William Strickland.

allowed to front for—while being swallowed
up by—a style associated almost exclusively
with commerce. It's as if a large corporate
headquarters building had taken on the origi-
nal Bank of Canada as a facade."7 For
Sekula, the complex embodies a kind of
Canadian economic myth which is “whis-
pered” to the “Canadian bourgo O the
one hand, the building recalls a nationalistic
tale of narural resourc the source of
Canadian wealth (evidenced by the garden
environment of the addition’s public lobby).
Un the other, the building PrOMOTes.

's membership in the inv isible, but
powerful, global network of intermational
rrade. The “welcoming public space” of the
garden lobby is welcoming in Sekula's view
strictly within the confines set by the bank's
security system. The lobby is thoroughly
dupli icitous in its distracrion of the user from
| operations of the bank.

] the shaping of “expressive
ious interpreters, Bonta notes
:h.g_ disc |-|m|n*|[m;_ selecrion of photographs
to illustrate their own observarions and
delimit others.8 Sekul: ustic work
attempts to destroy the aura of the lobby with
photographs which include bags of fertilizer
and capture workmen descending through
hidden access hatches in the lobby floor sug-
gesting the actual anificiality of this “natural”™
environment. Such occurences are, of course,

being fundametally thetorical is not surpris-
ing. Danto writes, “But it is not at all difficulr
to find rhetorical aspects in the most ex: alu—d
just be one of the m
of Art less to represent the world than o rcp-
resent it in such a

weed by wharever rhetor
skills the work's interpreter can bring to bear,
a bank, much less a photograph of a bank,
can come to mean different things.

At the risk of having overstated the case,
the work of writers such as Bonta and Danto
as well as the renuous discussion of pho-
tographs that are not even in the show has
been submitted 1o help raise issues which are
not withour significance for this exhibit, In
contrast to Tucker's suggestion that, *. . .
cach building remains able for contem-
plation and interpretive effort to caprure is
essence.” is the notion thar a building con-
tains no singular essence which s :1[|lurt\| by
an interpretation. Rather, a building's
“essence” is situated by the interpre
m.q olf. For Sekula, the essence of the Bank of
at Oteawa is dupliciey--a quality
aced there by his reading of the bui
From her description of the bank as bringing,
a refreshing, sophisticared wit to
Canadian Bank Architecture, without sacri-

of early moming. The building is placed judi-
ciously as the focus of the composition with
intersecting streets vanishing away from it in
rwo-point perspective. The morning hour
provides the warm, photogenic light frequent-
Iy used by architectural photographers and
insures wide, quiet streers which remind the
viewer of the bank's small town location
Other than depicting the bank in the maost
flartering and informarive way possible, the
photograph suggests little about Jenshel's arei-
tude about the bank, Such an approach is
certainly not limited 1o Jenshel's work. In
repeated examples, such as the photographs
of Robert Boudrea and James Iska, the work is
limited to the limpid and picturesque presen-
tation of the buildings and their omamental
details

However, the show is not withour some
notable exceptions. Although her pho-
tographs of various banks lack the full force of
her own study of classrooms exhibited at the
Muse 1 few years ago, Catherine Wagner's
distinetive style clearly stands our. Wagner
a singular ability {combined with no
all amount of wit) 1o photogeaph buildings
in such a wav thar one is struck by them sim-
ply as objects. In a sense, it's as if the photo-
graph is not “of a building™ at all as she rests
the limits of the visual signals which rell us
that a photograph is "archirecrural.”
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Wagner's photograph of Minoru Yamasaki's
Rainer Bank Tower in Seattle caprures the
entirely alien quality of the building as it
looms over the ciry. Likewise, her "View of
the Roof Garden” of the Bank of California
in San Frangisco transforms the bank into an
over-scaled, decorated pedestal on which the
garden sirs, cleverly underscoring the impene-
rrable mass of the bank.

One of the most interesting aspects of the
show is the fact that the photographers were
asked to include written remarks abour their
subjects with their work, Although selections
have been included in Tucker's essay, they
were unfortunarely excluded from the more
accessible installation of the work itself, She
notes, for instance, that David Miller's com-
vin dislike for banks'
arances and what he regards as authori-

i practices.” She writes, “It therefore

n't surprising that his photograph of the
manager’s office in the Bank of British
(:l‘l.]l‘]}”'.l I\HH lhl,' aura I.ff'|| '\(_l}tl\"l E"Ell'lcl:":ljl;h
office.”11 Miller's photograph is noteworthy
because it uses the building in shaping an
expression of the photographer’s experience
of it. Depicting the building or its sps
secondary to seeing it, as Danto suggests,
“with a special vision.” It is affective use
it presents a bank as its subject rather than
merely the building in which it is located
It is easy to overlook Edward Burtynsky's
ty testament to this distinction in his pho-
phs of the Canadian Bank of Commerce.
tynsky's photograph of the banking hall

g serves as the colorful commanding
image on the exhibition poster and co
cover. It is relling p\'ih.lp\ o imagine re;
¢z it with a second photograph from the
same building of the broker's loan office in
which a bank functionary peers our ar the
viewer from his cage-like office. In seeing
these photographs side by side, Burtynsky
scems struck by the permeable boundary
where the dignified may become the stolid
and the composed, the intracrable.

Mevertheless, a decidedly conventional
air pervades the show not only beeause of the
predominance of photographs made through
well-established approaches for shooting
,lrﬂ'hift'ﬂ'fllr{'. |! I.\ ilE\l‘ F\ﬂ’\'lgl"gl "!' 1.11_'_' £ ‘k
which the photographs have been set within
the exhibit. The ph.ln .||l|1:- serve to illus-
trate a historical narrarive which combines
formal and :-'l'!.']i-[it' Llrm'li!\limu with ar i
of the changing features of banking ins
rions. As the bank’s social role changes, the
bank building's architecture changes, The
architect works to project his client’s image of
that role by using architecture as a kind of
expressive language. Thus, in describing the
use of the Greek temple form, the exhibition
notes state, “Inorder to succeed, American
bankers had to convince the public that these
unfamiliar and widely distrusted instirutions
were sound. To that end, they had their
architects design impressive buildings that
suggested stability."12

The fact that such a conceprion of archi-
tecture has both specific historical origins and
critical ramifications for architecture is over-
looked in the exhibition and catalog,
Emerging during the French Revolution in
the experimental work of archirects such as
LeDoux and Boullee, an architecture parlante
advanced the expressiveness of architecture
through the formulation of a linguistic rela-
tionship between form and function. In one
design for a wheelwright's \|-|u]~| LeDoux pro-
posed a rudimentary wheel-shaped facade.
Although LeDoux’s forms are highly abstract.
ed and more radical, the understanding thar
architectural form represents a building’s func-
tion still underlies the rhetorical transposi-
tion of the ancient Greek temple form to
house an eighreenth century American bank.
In taking this understanding for granted,

Wagg fails to place her narrative within a
larger conrext which might have illuminated
the way in which American archirecrure dis-
tinctly exemplifies fundamental changes in
the nature of architecture since the
Enlightenment. Among others, the i
architectural historian Manfredo Tafuri |
written about *the ¢ of the architecny
object” borm of the divestment of cultural val
ues (perceived as permanent) from architec-
tural form. The emengence of architecture
parlante reflects this crisis by replacing the
symbaolic, even organic, relationship berween
architecture and values with a linguistic rela-
rionship of signifier and signified. Simply
put, prior to the Enlightenment a palace did
not express the authority of the monarchy,
bur liverally embodied i,

For Tafuri, the eclecticism of 19th centu
architecture thus exemplifies a notable deval-
uarion:

ments, “reflect a ce
ap|

5 Qs

.+ . what (had) allowed romantic eclecti-
cism to make itself the interpreter of the mer-
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Edward Burtynsky, Ceiling, Banking Hall, Canadian Bank of Commerce, Head Office, Toronto,

Ontario, 1929-31 {now Canadian imperi.

Bank of C.

ce). Architects Darling & Pearson;

York & Sawyer, Consulting Architects.

L'i.!l‘.‘ih COMIMEncia [on I.I!’ll'lL‘ E'IU"'I':I'I'I envi-
ronment (was) by immersing in it particles of
completely worn-our values, presented in all
their contorted muteness and falsity, as if o
demonstrate that no subjective effort can
regain an authenticity lost forever.
Mineteenth century ambiguity consists wholly
in tllL' iln'l('-'qf“i'llL‘l hl]‘ltll\n l\f a ['.'Il.‘d.' con-
science, which wpes an ethical redemp-
tion by displaying its own lack of

t berween Tafuri's gens
tique and Wagg's observations on the eclecti-
cism of Burnham & Root's Society for
Savings Building in Cleveland is stunning.

Wagg writes:
“The detailing is eclectic in the manner of
the day. Several periods of Gothic as well as
Romanesque and Renaissance forms furnished
Roor with motifs, producing an agreeable—ro
contemporaries—yisual variery. At times the
omament is pure delighe . . . This giant red
tower projected the image of a protective
fortress, but it was a decidedly friendly fortress
.+« Like Richardson and Sullivan, Root
sought ways of investing America’s new large-
scale commercial architecrure with the digni-
ty and meaning which had once been
reserved for palaces and churches.”14

While Tafuri's criticism might be dis-

Catherine Wagner, View South from Pike Tower Roof, Rainier Bank Tower, Seattle, Washington,
1974-77 (now Security Pacific Tower). Architects Minoru Yamasaki; Naramore, Bain, Brady &

Johanson.

missed as polemical, i is hardly necessary to
accept his provacative arguments to appreci-
ate his critical awareness of the thoroughly
artificial nature of 19th century architecture.
In accepting Root’s 19th century attempt 1o
create an image for a bank from buildings
d centuries earlier, Wage serves the
central point of her history, From their
inception up through the present day the
design of banks has changed just as much (if
not more ) because of the desire 1o revise the
bank’s re than because of the need o
facilitate changes in its function. To suggest
that such “image-making” is inauthentic
would be to raise critical questions about her
concluding assertion that banks rely on their
buildings to “project, if not physical safer
then the other qualities that play an enduring
role in their institutions” existence and sur-
wvival: stabilivy, security and sound judge-
ment. 15 Rather than analyzing architecture’s
role as projection and its relationship o the
increasing institutional power of banks, Wage
accepts this role and characterizes the way in
which various buildings have come to play ir.
Opinions like Sekula's or Tafuri’s are
important with regards ro “Money Matrers”
because they raise critical issues cither
excluded from or presumed by an exhibirtion
which is especially resis icism. The
controlled relationship between the narmative
and the photographs which make it plain, as
well as the air of completeness created by the
project’s comprehensive scope admit few of

real

ant to cri

the insights offered by contentious interpreta-

tions. What is ar stake here is perhaps best
sl «d by John Berger in the conclusion
to his 1978 essay, “Uses of Photography™:

“There is never a single approach o
something remembered. The remembered is
not like a terminus at the end of a line.
Mumerous approaches or stimuli converge
upon it and lead to it. Words, comparisons
and signs need to create a context for a print-
ed photograph in a comparable way; that is to
they must mark and leave open dives
approaches. A radial system has to be con-
structed around the photograph so thar it
may be seen in terms which are simule:
ously personal, political, economic, dramaric,
everyday and historic.”16

In his essay, Berger argues for the creation
of public contexts in which photographs
might serve as artifacts of social memory.
Central to his argument is the idea thar pho-
rographs must be held within such contexts
in the same way individuals hold memories:
ar tl'IL' center of a nexus of countless FLSE
tions. If only more eritical exploration had
been e of these contexts, “Money
Marters” might have played rhis role which is
maore comprehensive,

=
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CONCEPTUAL ART
SURVIVES
FOTOFEST,
BARON UNITED
WITH

GERMANS

By David Portz

Richard Baron, DiverseWorks,
Feb. 10 - March [0, 1990,

Germany: Photography Has The
Right To Make You Think, George
R. Brown Conwention Center, Feb.
10 - March 4, 1990,

Photography within the concep-
wial art tradition was not much in
evidence ar FotoFest, perhaps
because such photography su
photography’s misgivings about
iseli—its anxicties, its self-doubt
Documentary photography, self-
assured and self-sufficient, was most
prevalent in the exrravaganza, per-
forming in the center of the medi-
um's perceived strength, the power
o inform.  Also prevalent were
photographs with traditional are
intention - the snaps of caprured or
fabricated instants - fanciful, amus-
ing, loaded with implications,
depending heavily on their
rrhright relarion ro literal, visual
truth. The concepiual photography
which attended FotoFest, by con-
trast, was neither amusing nor
informative, but ironic, subversive,
self-conscious, unpolished, and
minimal. Morcover, it seemed dat-
ed, a decade, two decades distant
a phenomenon of the past. Isall
self-consciousness and subversive-
ness similarly daved?

Richard Baron's photographs ar
DiverseWorks recalled the
quintessential conceprual art of the
sixties and seventies. Conceprual
art privileged the artwork’s idea
over its execution. The conceptual
artist carried the craft of artmaking
only so far as needed ro make clear
the originaring idea - handwork was
de-emphasized. The concept of the
work was thus kept as the work's
essence; the concept ruled the ar.
Addiriomally, conceprual art con-
cerned itself with the medium in
which it worked - concept
revealed as cursorily as possible the
conyentional nature of art-making,
and the operation of arr upon the
viewer. Conceprual art :ariplu'd to

Richard Baron, Vatican City, 1984

Martin Kippenberger, Wo sind die Photographinnen, die den Kerker der

Moaralitat leeren, 1986

reveal to the complacent viewer his
or her own expectations, often
enough, by chiding or upsetting

them. The very absence of hand-
crafting thwarted the art viewer's
expectations, to which disturbance
was added epate le bourgeois banali-
ty.

The vitality of El Paso phorog-
rapher Richard Baron's work lies in
how well it can still offend, by ris-
Ing b o nnu'\ CXPeC 10ns. ThL'
series “Corporate Headguarters and
Other N.Y. Landmarks,” (1977-79)
depicts the almost featureless street-
level marble and metal surfaces of
the titan architectural landmarks
built by LS. institutional giants
! | Union Carbide,
ATET, MOMAY), ignoring the PR
value of those landmarks for their
r nature - conformity and
ANONYIMeY - implu itly |I|||'|u[1,'.l (4]
their occupants. A simi
depicts businessmen strid
work past such building surfaces
(*Men in Suits™ 1980}, but focuses
on the surfaces instead of the exec-
utives, who appear slightly blurred
This series was, as the wall text
explained, “photographed while
Richard Baron was on his way 1o
the unemployment office.

Naothing extraordinary arouses the
viewer in any of the individual
serics either,

Denied other stimulation, the
viewer is left with only the concepi:
thar the artist chose a point of view
communicating dismissal of the tra-
dirional photographic subject.
Raron's concern with surface,
changeablilty and inscrutability is
consistent throughout his several
series. “Border Portraits™ (1982-86)
portrays faces of persons pho-

e

inter-

ographed ar El Paso's US-Mexico
border, squinting under sunlight,
the faces cropped so that all indicia
of social class or economic status
are unavailable. The series is an
undoing of the documentary
impulse, similar to the non-pho-
rographs of buildings and execurives
mentioned before. “Whorehouse
If-portraits” (1986) iz a series of
enlargements from Polaroids by
Juarez street photographers, each
one of Baron, at table, with beer
ardd arm around a different Mexican
prostitute. His sering, position and
sullen glower are invariable, so that
the photographs of the series would
be interchangeable if not for the
women, who are modulated by the
alacrity of their smiles, and daring-
ness of their decollewage. The reperi-
tion of the documents undoes their
funcrion of recording these routine
visits - it makes them a hoax
imstead. “Dream Girls" (1987-58)
are rephotographs from ¢'n||11|‘|ct|.
pages of pomographic magazines,
Light from the v s planes of the
crumpled surface disrupt the close-
ups of the straining women's faces.
In such manner Baron diminishes
even the minimal achievements of
r\-|"|'.n[u|:mph ng less, and reli-
ably communicating almost noth-
ing

Another exhibition of pho-
rographs thar was subversive of
photographic tradition was
“Photography Has the Right 1o
Make You Think" - selections from
F.C. Gundlach’s collection of
German photographers” works,
One may put aside the exhibition’s
PrEpOSTErons mame, except to note
that it signified the collecror's dis-
position (o |\5m|¢-r the nature of
photography, vis-a-vis its own tech-
nology and the other visual arts.
Gundlach pursued his enquiry by
purchasing works on the “bound-
aries” of photography, including
several photographers whose work
could be considered conceprual arc:
Martin Kippenberger, Walter
Dahn, and the collaborative effores
of Peter Fischli and David Weizs.

Martin Kippenberger was repre-
sented by several pieces. Among
the very few sculptural works
appearing in FotoFest,
Kippenberger's “Das Medium de
Photographie...” (1989) consisted of
plastic film canisters sloppily taped
together into an amorphous, tenta-
cled construction, upon the
pedestal of a manual of photograph-
ic technique. Examining the con-
strucrion to determine whether it
represented a particular object { a
headless worso for example), the
viewer would determine thar no,
the object indeed was amorphous.
In a Kippenberger photograph, a
man on a balcony atop an ocean-
side highrise sticks out his tongue.
Dotred lines rise into the sky on his
line of sight, then plunge to indi-
care certain antlike figures on a
crowded beach. At the top of the
photo was a question in German,
which, translaved ar slighr variance
from the wall label, said, *9. Where
are the women photographers who
empty the dungeon of moralivy ™
At the bottom of the photograph
was another caption, translatable as
“10. Where are the photographs
which extinguish the grain-eleva-
tors of monotony!” In another

Kippenberger photograph the face
of a man confronts the viewer, his
face shaded with blocks of cole
blue .\h'd"!l_' OVET ONe ey and a red
spiral from the other.

Superimposed text states: “We
don'’t have problems with the
Guggenheim because we are not
invited."

These works with mock serious-
ness ask questions of arr polirics,
rhetorical questions. The short
ke photography so seriously
expectations of it are equiva-
1"L|l o "KI‘L‘L‘L:llli)l‘\ llr r"iiuii)llh .'\'-ll'
vation. In rthe dungeon of moralicy,
who is waiting to be saved! All
persons whom any sociery has casti-
gated! If so, can women phorogra-
phers be expected to save them!?
And is it realistic to expect photog-
raphy to alleviate whole silos-full of
tedium? Referring to the sculprure,
is the medium of photography capa-
ble of isolation and definition, or is
it rather an amorphous existence,
not \lﬂ‘jﬂ'l o Lll,‘.u‘ii]lliun?

Walter Dahn remystifies the
Adfrican cult s and tribal reli-
gious objects incarcerared behind
glass museum showeases. Phantom
reflections of carved skulls and
shrunken heads reanimare the space
behind rhe glass barriers—an effecr,
a resurrection, owing its life to pho-
rography. Dahn answers
Kippenberger, at least with respect
to the magical expectations of
defuncr tribes—his photography
spoofs the accomplishment of the
miraculous. The phatographs, suc
as “Sculprure” (1983) and “Mask
(1984/83) presented the urmost of
sloshed chemicals on the prine sur-
face, seemingly swabbed with blood,
showing a casual regard for rech-
nigue while alluding to mystic pro-
COSS0S,

The collaborations of Peter
Fischli and David Weiss are pho-
tographed assemblages of objects,
parts of a series titled *Quier
Afternoon” (1984/85). In “Die
Masturbine,” a title which may per-
haps be translated as “mastrbarion
machine,” five high heeled-shoes
link together heel in mouth to form
a circle, with these words identify-
ing the respective shoes: Flir, Love,
Passion, Har d Division. In the
same series, “The Danger of the
Night" (1984/85) links objects in
an arc above a cement warchouse
floor: a meral p.|1'| {labeled “fulfill-
ment™), a stretched cloth rag
tic™), a  wooden cylinder
(“strategy™), two rubber gloves
stretched to reach in opposite direc-
tions (*yearning, curiosity”), and an
old horseshoe (“melancholy™).
Together with roots in Dada, these
gest a bleak,
whor, and other
art. The
ed in dingy
interiors, and formal q ies and
fine finish are avoided in the pho-
tographs; they are ironic, minimal,
and self-consciously constructed.
The equilibrium of the suspended
objects is improbable, and the iden-
tification of the words with rhe
objects is improbable. Yer, neither
can be dismissed outright. When
the clutter is swept f, or wiped
off with rag and pail, the concepr
remains, understared, critical,
illusive.

<

constructions su
abstract use of m
affinities with conce
construckions are s

David Portz is a writer living in
Houston.

WORKING WITH
KEN
AND BARBIE

By William Howze

“America Worked: The 1950
Photographs of Dan Weiner,” and
“Love Scenes, 1988" by Andy
Wiener, i the exhibigion “Camera
Artin Scotland Now,” George R.
Browm Convention Center, Houstom,
February 10 - March 9, 1990,

Dan Weiner's black & white
photographs of the 1950
many disturbing rensions beneath
familiar surfaces that one is prompt-
ed to ask if photographs like them
are being made today. ForoFest
provided an unlikely but provoca-
tive comparison in the work of the
Scoutish photographer Andy
Wiener, whose staged color 1"!'||'|-
tographs feature the most durable
survivors of the "30%s, Ken and
Barbie

Many of Dan Weiner's pho-
tographs depict conservatively
dressed business executives engaged
in activities such as discussing the
design of everyrhing from laundry
detergent boxes and automobiles to
Lincoln Center. Other photo-
graphs show such scenes as subur-
ban housewives in pec
exercising in front of ;
familics \huppil!].: foor furniture in a
department store, and a home sales
“Hostess Party.” One's first impres-
sion is that we have seen these pic-
tures before in old copies of LIFE
ne. Weiner, who died in
19539, was in fact a leading maga-
zine photographer of the period.

On the other hand, Andy
Wiener's large (approximarely 24
30™) pictures appear to have been
made in the rooms of a plavhouse
occupied by Ken and Barbie dolls
and fumnished with a portable tele-
vision and simple forms of furniture.
The colors range from pastel pinks,
yellows, and blues to decper shades.
Though there are actual dolls in the
photographs, the scenes are domi-
mated l".r adualts who wear Ken and
Barbic masks.

Captions or titles influence
one's interpreration of both bodies
of work. Dan Weiner's photographs
are accompanied not only by
descriptive captions, but also by
excerpts from books and magazine
articles of the period. For iple,
a photograph of three business men
regarding half a dozen detergent
boxes displayed on a table is accom-
panied by the caption “Packaging
decisions by Benton and Bowles
agency executives for Procrer and
Gamble products, New York Ciry,
1956, and this excerpt from
Fortune magazine: “Procrer and
Gamble wages psychological war-
fare on many fronts.” Although the
obvious interpretation is that these
mien conduct the war, Weiner's
composition suggests that the men
themselves are actually embartled
by the boxes.

This ironic use of captions and
ambivalent view of consumer values
links the work of these two photog-
raphers. Andy Wiener, who was

al s

Ipushers

levision,

=

born the year Dan Weiner die
mave his entire series the ritle *Love

Scenes, 1988," and captioned each
photograph. The photog
hung in three groups: Fertilization-
Implantation-Gestation-Birth;
Lowve-M; re-Separation-Divorce;
and Don Desper:
-Conclusion.
“Fertilization” depicts a woman sit-
ting before a television in the play-
house-like setting. Significantly,
the woman is a brunette, while the
image that appears on the televi-
sion screen is that of blonde Barbie,
I the course of the next three pic-
rures, the wor quires a Barbie-
like mask and, apparently through
the medium of television, a man
with a Ken mask marerializes.

Dan Weiner caprured a young
man apparently in the throes of just
such a metamorphosis ina photo-
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Dan Wiener, Packaging decisions by Benton and Bowles Agency executives
for Procter and Gamble preducts, New York City, 1956

graph caprioned “Potential trainee
awaits interview at Michigan State
University, East Lansing, 1957."
The young man stands in the mid-
dle of an office waiting area. A sign
in the background read Yart-Time
& Summer Student Employment.”
He iz dressed like a junior executive
an open top coat with a plaid
scarf over a white shirt
his expression and posture belie his
business-like suit. His forehead is
wrinkled and his head is vileed
down so thar his eyes peer out from
under his brows. His gaze is direct-
ed out of the picture to his left as if
he is about to leave. He is turned
away from a poster that asks, “Are
vou ready for your Interview!” A

‘| e, hur

Dan Weiner’s observations thirty

years earlier is irresistable. One's

perception of the subtlery and com-
plexity of the work of both photog-
phers is enriched by repeate
comparisons. Andy Wiener's
staged metamorphoses prepare one
o discover potential transforma-

tions in many of Dan Weiner's pic-
tures. For example, Andy Wiener's
use l'!‘l] l]']' {3 1‘-“. {5 II.liI\L\ o [l'i‘r{"

sent social conformity informs the
way we see Dan Weiner's picture
captioned *A perfume saleswoman
with customers in a department
store, Washingron, D.C., 1953."
Mot only can one see the faces of all
four women in this |"i|.'llm.' a&s

, one can also see the back of

Dan Wiener, A Procter and Gamble salesman visits a food store in

New York City, 1956

cartoon-like drawing of a young
mam who straightens his bow tie
with a confident gesture illustrares
the poster. The young man, whose
hands are jammed in his pockets,
ilE'I"l‘:l]\ o |'L' ||:|\'||]u \L'U‘Hd

thoughts abour his readiness for the
interview. It seems the image has
defeated him instead of preparing
him for the cha nNges he must e,

In Andy Wicner's picrures,
images defear other images. In the
Separation-Divorce-Love sequence,
the character with the Barbie mask
rejects the character with the smil-
ing Ken mask and turns her atten-
tion to the television image of a
scowling Thor-like character. Soon
a characrer with a Thor mask mare-
< whao, in “Dominarion,”

g
reduces the Barbie-faced ch
back into a doll, his plaything.
The LEMPLALon to see Andy
Wiener's compositions of 1988 as
extensions -||Il[ confirmations of

acrer

the heart-shaped mirror as a blank
face awaiting its own |||l:r.Lm.1|-|\|m,
sis. Similarly, Dan Weiner's pho-
tographs of real people in real
situations heighten our curiosity
about the real people behind the
masks in Andy Wiener's composi-
tions. The fact thar a :‘:u:-II|~|| |‘|I.|"
wographer chose o use such
quintessentially American icons as
ken and Barbie can be taken as an
indication of just how successtfully
those men at Procrer and Gamble,
and others like them, waged their
|‘:-u'|n|!.||_-i‘ al warfare.

William Howze produces video pro-
grams for art muscums and teaches an

American history course through film

at the Univesity of Houston, Clear
Lake.

Dan Wienar, Exercise class, Park Forest, 1953

HOUSTON CENTER FOR PHOTOGRAPHY

THANKS FOR THE
MEMORIES

By Lynn M. Herbert

Dvum: Photographs from the South
African Magazine Drum during the
1950, Barnes-Blackman Gallery,
Fq'nl“ﬂﬂll'_\ 17 - March 11, 199

Somerimes ph. |[ny_'\r,|p|u can be
so powerful-and this is one of those
times. [rum is a South African
magazine that was founded in 1951,
Soon thereafrer the magazine began
to focus on the concerns of the
growing black urban population.
Anthony Sampson was the editor
from 1951-1954 and helped orga-
nize this exhibit. In an opening
statement, he explains: “The town-
ship life of the “fiftics which these
photographs portray, displayed a
kind of innocent optimism which
was =00m 1o be disillusioned by the
events which followed . . . . It was
the good fortune of Drem in the
‘fifties, of its writers, photographers
and editors, to be able t

ecord and

I't'ﬂl't'l rlhl‘i WV ll‘r;l[l[‘u “'lll'ltl Iﬂ'lll\r\‘ 14
was overshadowed by a much
harsher confrontation.”
“Vibrating” is an understatement
In this thoughtfully |
exhibit, you began in a room thar
gave you an overwhelming sense of
the prominent role thar music
played in the lives of black South
Adricans. Celebrity singers and suc-
cessful professional musicians per-
forming, informal groups gathered
around a piano, church service-a
variety of ways in which music
entered into everyday life were
illuserated. ch |\h|'rcpl.:|:||‘h Was
accompanied by its original caption
at the time of publication to further
enrich the viewer's ||l|\|t'r.~l;llh||;1,~_(.
Heading into the next room on
that upbeat note, you were greered
by a photograph of a happy bride
and groom sipping drinks through
straws out of soda bottle. It was
easy to share in their happiness
until you read the title and caption:
“Prohibition-They're drinking any-
way . ... Lhey haven't got a license
to drink, o they hide their brandy
in cooldrink bottles.” This photo-
graph was followed by a portrait of
gold miners taking a smoke break,
the forced rem:

id our

| of residents of

Sophiatown which was 1o be tom
down and replaced by a white sub-
urb, and a subsequent procest
march. Sprinkled in were images of
unusual events, such as a yogi bury-
ing himself for 45 minutes, and por-
traits of people involved with Dnan
such as “Bob Ge . Exceprional
Photographer.”

The next room focus
ing and included Bob Gos;
famous image of a young Nelson
Mandela shad: vwesparring with
Gerry Moloi, a boxing champ.
Other champions were portrayed as
was Benny Singh, an Indian boxing
promoter dubbed “The Father of
Black Boxing in South Africa.”

Portraits of political leaders at
work included Nelson Mandela,
Oliver Tambo, Josias Madzunya and
Helen Joseph. Amidst these por-
traits were photographs of paddy-
Wag@mons I.lll\'llll_: Ihn|u|_;|1 ||1|_' streets
documenting December 5, 1956,
the day the South African police
picked up 156 political leaders
throughout the country and
charged them with high treason.

So often in this exhibit, the
captions made already powerful

1 on box-
1i's now

]‘hu1|l|_'l:|ilh.\ wrenching. [Lln]ilh
Kally's photograph “Bant Coure -
Fululand, May 1956" shows a whire
magistrate sitting behind a rable, a
black prisoner in front of him, and a
crowd of black men sitting to the
side on the floor. Thg‘ [
reads: “The magistrare raises his
eyes above the documents and

rion

plunges them like daggers into
hearts of all who warch him. His
bluse eves are keen; the hearts
FH\||I1.| like r|1|; bass of a |'1|\15<_:||_'
woogic.”

Bob Gosani's “Watching the
Dead - Mewcastle, May 19587
shows a young woman and her child

Bob Gosani, Nelson Mandela sparing with Molol

seated outside nexr to an open cof-
fin. The caption reads: “There was
urine pools and stool all over the
courtyard. The walls told the
murky story of degenerate backyard

lives. Giant-sized cockroaches glid-

ed merrily up and down the coffin
as if nothing had happened. There
was nothing else, except death.”
Issues concerning women were
addressed by photographs in the

men, the home life. And because
of new jobs the Modern Miss has
her rn|-|‘ inted ralons ono maore
money than she has seen before,
A first this made her gaudy and
brash . . . . She now talks about
those unheard of things: abortion,
feminine rights and mere males.”
Like LIFE magazine in rhe
United Stares, Drum portrayed the
changing life of the 1950 to its

Jurgen Schadeberg, Raclal Classification and Reclassification

rooms. The caption under Bob
Gosani’s portrait of Regina Brooks,
a white woman living with a Zulu,
Richard Kumalo, concludes:
“Regina’s attorney Mr. Harry
Bloom claimed thar she had ‘gone
native” and could no longer be
sidered whire.” And Jurgen
Schadeberg's portrait of a beautiful
woman posing while combing her
hair is captioned thus:
“lohanneshurg, March 1958-The
modern Africa Miss. She's city
slick and sophisticated. She's
smart. She's delicate and unself-
conscious in the way she handles

Peter Magubane, Watching the Dead

Con-

readers including the good, the ba
the humorous, and the sad. The
images that have been coming out
of South Africa in recent decades
have necessarily been focussed on
only certain aspects of life there.
Till\ ('Yl'\ll'”l-\ll WS A |\'\||_:['|‘||1|
reminder of who the people we see
in those pictures really are.

Lynn M. Herbery is Assistant
Curator at the Contemporary Arts
Museum, and guest edivor of SPOT.




Michiko Kon, Eat, 1987

QUIET DEFIANCE
By Maggie Olvey

Three Japanese Contemporaries:
Michiko Kon, Ryuji Miyamoto,
1l Toshio Shibata, Curated by
coko Yamagishi, George R. Broun

Convention Center,

10 Feb.. 10 - March 4,1990

To the Western eye the three
young Japanese artists in this instal-
lation are apparently tilling familiar
phot phic soil. Meret
Oppenheim's fur-lined reacup and
René Magritie's Kiss seem to be
reincarnated delectably in the work
of Michiko Kon; Ryuji Miya
am Toshio Shibata seem to be
exploring the same philosophical
ground as Roberr Adams
ew Topographics photographers.
Bat this simplified view ignores the
profound and unshakable regard
that the Japanese culture places
upon tradition and order. The food

d ather

one eats, the shelter over one's
head, and the land upon which one
w:l”&.‘- are Irn'.lr('J with a _».:h,l('J rewv-
erence not to be trifled with.
Likewise, photography in Japan has
been circumscribed by traditions
that stress journalistic methods and
promote ur'ln'l,llli]‘u],ln'.l, “srraight”™
imagery. Only recently have young
Japanese photographers diverged
from these paths to focus on indi-
vidualism, internal dialogue and
social consciousness.] Therefore it
is within the context of adherence
o aned defiance of f:||".|lh':-\' tradi-
tions that the photographs in this
installation should be viewed.

In a country where land is ar a
great premium, signs of human
encroachment are pervasive and
inevirable. Ar once reverential
toward nature and mindful of the
needs of progress, Shibata's large-
scale black-and-whire photographs
COMMUNICALE @N UNCeasy tension
between the |!l1l\|‘-.|l|.‘L' and retain-
ing walls that invade and seek to
control it. In compositions thar
confound our sense of scale, he
describes how humankind operates
upo the earth lu;u.‘in&: sunures and
bandages of concrete and stone to
repair its acts of violation.

When Mivamoto descended into
the Nine Dragon Castle district of
Hong Kong he found 50,000 people
living on seven acres of pandemic

disorder. Myriad webs of water
hoses and elecrrical wiring, rivers of

open sewage, and mazes of alley-

ways atrested to an intense desire 1o
survive abowve all else. Suffocating,
replete with detritus and decay, his
SCTICS nr‘ :_:L'I g ‘.Il\'ur phn I||1L:li1|‘t1.'«
is both an indicoment of the present
and a warning for the future.

Food, rraditionally a taboo subject
for Ja
which we are made and also the

anese art, “is both the stuff of

sacred thing that keeps us alive,
|and] our parents find it necessary
1.] us for rrearing such
ff as a plaything.." 2
Kon's black-and-whire
bites from just such forbidden fruir.
She constructs her unique world of
i
etable and animal materials pl.u‘uJ

1o reprit
vital life

rill lifes are

ed objects from ordinary veg-

nio ¢ wday situations. The

resulting photographs are enor-
mously ractile, and though con-
trived, the images are imaginative,
sensual and deliciously humorous,

Footnotes

1. Koko Yamagishi, introduction to
the exhibition installation.

2. Shuji Shimamoro, Michiko Kon:
Ear (Tokyo: Artworks Books, nd).

Top to bottom below:

DESERT SOUND-
SHAPES

By Johannes Birringer

Texas Sand, a “photofilm” by Ned
Basnick with music composed by Pl
English, B.5. Restaurant Building,
Haoustem, Feb. 8 - March 10, 1990

Staged simultaneously with, but
independently from, the 1990
Howsston Forol 51, MNed Bosnick's
Texas Sand exhi
somewhat anomalous and very
provocarive occasion to view pho-
raphy in a theatrical setting that
invited comparisons to film and
filmic narrative. Although
raphy and film have had a long and
entangled history since the begin-
nings of the kineto-phonograph
and rhe motion picture in the
1890 {Lumiere ) or, carlier still,
the cinematographic studies of the
human body-in-mation in
Muybridge's sequential pho-
tographs, Bosnick’s exhibition
claims the status of “the world's first
photo-film.” Despite this claim,
and Bosnick's mundane comments
on the distinction he wants to
explore berween film (“the director
presents a rapid series of individual
still photographs to a seated audi-
ence”) and his own work (“Texas
Sandd presents a series of still pho-
rographs to a moving audience™),
the exhibition remains a traditional
show that could be viewed like any
ather show thar is ||L:|:1}_', omn walls.

The challenge li
of display which effectively directs
our viewing through its thearrical
design (lighting) and the musical

tion created a

WOE-

 in the mode

Ned Bosnick, "still" from the "photofilm” Texas Sand, 1990.
Toshio Shibata, Honkawane Town, Shizuoka Prefecture

Ryuji Miyamoto, Kowloon Walled City

score that enframes and con-
SITUCs @ narrative experience of the
images over time. The play of
enframing, via 1 I
framing and collaging devices, and
musical texture and rhythm, gener-
ates the truly inspiring quality of
the work: the viewing of Texas Sand
TUrns into an imaginary journey, a
complex symphonic experience of a
e Jscape thar is both abstract
and full of figurarive and realise
ions. The illusion of hav-
ing warched a film is entirely creat-
ed through the interplay of light
and sound: since all the images
similar {taken from a desert in West
Texas), the comulative |

1 focus, picture-

CONMoT

wess of
viewing them in SeUence becomes
a particular kind of film production.
Although the structure and dra-
maturgy of this production are
inscribed, the identification of

me:
|||l||u:|!|."|\ f n‘r]‘rl\.|- on how rhe
sand shape narrative im;
read by a female/male viewer,

I will briefly describe my jour-
ney past the 116 black and whirte
photographs thar are hung (some
are placed ar floor level) on the
walls and partitions of the gallery,
Creanng a t:lr;1|‘|..|rr‘tt'|5: mMaovement
that starts in the dark and ends in
the last of several black-outs,
There are 54 lighting instruments
variously spotlighting the particula
frame | am meant to see, Paul
English’s original score gently
dev l'lnp\ an L']"]'I\'II.II.'I'H]. wind-like
sound-landscape thar is gr Iy
altered into more dynamic, percus-
sive textures and rhythmic colors
{including two jazz-or iented see-
rions; English’s synthesizer and
piano composition incorporates
voices by lsabelle Ganz, cello by
Max Dyer, and bass clariner by
Richard Nunemaker). The joumey
is an intimate one, since Bosnick
only allows small groups of 4 1o 5 1o
embark on it at a time,

Throughourt the 25 minutes of the
staging, | am viscerally cons
my fellow viewers, of our relation-
ship in space and towards the
images. Perhaps it is this physical
awareness of my body which makes
me begin to project a kinetic and
sculptural dimension into the con-
tours of the desert,

All the desert |.l|'|l.!'|l.'ﬁr|l.':’-
Bosnick has photographed are pris-
tine, monotonously undulating
spaces, one gently sloping sand
dune afrer another, with no inter-
ruption in the eternal and abstract
surface except an occasional dor of
brushwood or some craggy drift-
wood. Bur Bosnick presents them
asingly complex variations,
some of them ¢ |'|'\|"|'|.'|.|, altered in
size or scale, pasted rogether in mir-
roring configurations, tilted upright
or set afloar, A seismic shifting of
lines and curves, the “scenes” from
the desert begin to become anthro-
pomorphized. 1 see voluptuous
forms, outlines of a woman's body,
breasts, thighs, vulva, pores of the
skin. This projection of the eroti-
cized “figure” of the landscape is
accentuated at one point by the soft
female voice we hear over a throb-
bimg cello line on the soundrrack.
But this beckoning voice, part of
English's musical compaosition
which in itself creates a spatial
atmosphere of romantic expanse
and unfulfilled yearning, cannot be
reconciled with the meraphoric
arc ll\'l\ pes (I \'}\'ll.'r.‘\l.lrllf\.',lll emale
Body) that are set in motion during
this journey which ends in frone of
a frame with an empty, white sheert
of paper. Although the personifica-
tion of Nature as female and as a
sexualized body is tempring, the
cliche of the ferishistic icon of
female Mature is ironically contra-
dicred by other culrural meanings
evoked Iy Bosnick's cropped and
altered desert shapes. The sense of
a masculinized, austere, barren and
sublime landscape is equally pre-
sent, informed by the ideology of
the Western movie and a masculine
nhysics that projects its narra-
tives of heroism, silence, and death
into the vast blankness of the

anings remains subjecrive and,

are

15 of

in incre;

desert.

My journey is inconclusive
Since 1'""-|'||\ |\'\ .|L'\l'|! =||:|]'r~ ane
lent and yer remain undefined

INLCrpretatnon, or contr
eratic and \plulu:ﬂ i
tions |muiuL' by the
At the same time, | ;
nent” of the

aware of the “move
exhibition; my relationship o
Texas Sand is wholly imag
the sand dunes are as indifferent to
my fantasies as the white sheer of
paper at the end which mocks the
transcendental or material values,
the hidden plor of this film narra-

'I.Il\..ll'-\l

tive, thar one would want to write
into these deserted images which
reflect Ilnl]ll:l'_: except, |‘1'l||:|]'-«. the
||1||'u§|||l:|'|'|-; narure of human desire
irself,

v is @ theater director

Johannes Birring
tist. |

is docum

and videc niary

film, Memaorics of a Revolstion, pre-
miered at the Rice Media
March.

enter in

WAKE UP AND
SMELL THE COFFEE

By Lynn Herbert

Testimonies: Photography and
Social lssues, curated by A.D
Coleman, George R, Broun
Convention Center, Feb. 10 - March

10, 1990.

By bringing together six “issue-
oriented” photography projects for
this exhibition, A.D. Coleman
draws attention to the variery of
issues currently engaging photogra-
|-]| ars, a5 well as the v ariety of ways
they have chosen to convey their
messages about their subjects.

Linda Troeller's TB-AIDS
IMARY deals with contagious dis-
eases and the st i arrched o
them. Her diaristic collages com-
|1|1IIIIL: p|lntn|.=.r.lp|:< 'u.'lth pers II1.I|
items, such as letrers, IH'L::"I. |\.|-

focussing on tuberculosis, drawing
on her own family’s battle with it
Seeing many parallel problems with
AIDS, Troeller continued her diary,
drawing inspiration from a mother
whao was willing to share the experi-
ence of her son dying from AIDS.
Troeller's rich collage technique
takes these issues out of the clinical
arena and allows us to sit with them
aw |l‘|\' ona [‘l'[\-‘l\:ll I{"\- l".

Herman Emmer’s Frui Tramps
is a wrenching reminder of the
|'|||_;E1I of fruit :IIJLI'\.l'L:l e |'i\L{'r\
in the United States, a plight we
had hoped ended with The Grapes
of Wrath and the documentary work
of Dorothea Lange. Emmet’s harsh
black & whire photographs take us
deep into the world of the Tindal
family, deep enough to see that
they are people like you and me,
and decp enough to sec that the
agricultural system is not treating
them fairly.

In Granddaugheers of Com,
Marilyn Anderson and Jonathan
Garlock have found a way o per-
manently stamp in our minds the
“disappeared” of Guatemala
Anderson prow wded formal portrs
of Guaremalan women and girls
thar portray serenity, dignity, and
calm. These portraits were taken
whien she was working on an earlier
project about weaving in
Guatemala, In Granddaugheers of
( :Iﬂ“. thl.'.‘\-g' [g'J::Ij I‘Il[l[.llr\ Aare com-
bined with Garlock's handwritten
text that rev
ties confronting such women in
Giuaremala |:1:|!"\'. ;1||| EE, TOFTLTe
and murder), and lists names of
women who have *disappeared.” It
is rlw COTERRsE berween these two
clements, the photographs and the
frightening words, that cannor help
but mak
on any viewer’s mind

als the hormfic statis-

4 permancnt impression
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In such company, Julio
Mitchel's A Conversarion which
deals with a variety of ills, scemed a
bit diluted. And in Fran
.'\I]| |n-ln|1‘:‘ !11| nec 4 h]l{' €L Irll}‘:"q‘\
her recent 1‘!'“ lh:;;l.l|“||~« document-
ing the conditions in the Peruvian
mining town of Morococha with
those of Sehastian Rodrigue: taken
earlier in the century. Despite her
intent, one can't help but compare
rl)l.' Wi |fL. .l|"||.| L]II\I\'\Q’ |L)'\]‘L‘|L\| maore
time with Rodriguez's charming
portraits made wich a large for
camera and glass-plate negatives.

Lonny Shavelson's project, I'm
Mot Crazy, I Juse Lost My Glasses,
an engrossing project combining
portraits and oral histories of people

who have been in mental institue-
tion , has been discussed ar length
in these pages (sce SPOT, Spring
1988), 20 | will close by thanking
the curator for bringing together a
diverse group of heartfelr projects,
for offering ample expl Ory text
in a venue that ir'd:.uu:nlh‘uf‘l’uch
none, and for showing viewers that
there are many ways to skin a cat.

Top to bottom above:
Herman Leroy Emmet, from Fruft Tramps, 1989
Linda Troeller, from TB-AIDS Diary, 1988

Frank Welch, Untitled

PURE PARIS
By Gerald Moorhead
A Paris Album, rahr;]r-grcgllﬁx .|1_\-

Frank Welch, Rice Media Center,
Feb. 15 - March 30, 1990

The calm subtlety of pho-
tographs by architect Frank Welch
reveals an alert, perceptive eye
trained in painting and archirec-
Ture,

Born in Paris {Texas, of course)
and raised in nearby Sherman,
Welch studied drawing and paint-
ing as a youngster at Austin
College. He admits the influence
of realist illustrators, like Morman
[:Lh‘L“\'Il :“]ll hlﬁ unc I‘" J,Lﬂ L:, “']ll'\
also drew for Sanerday Evening Post.
Welch entered Texas A&M in lib-
arts for a year, and retumed
after 20 months in the army to
study architecture,
felch first visited Paris in 1953
‘ulbright Scholarship to study
hirecrure ar the Ecole des Beaux
Arts. Finding empty studios at the

HOUSTOMN CENTER FOR PHOTOGRAPHY

“moribund” Ecole, he received per-
mission to study the city with a
camera instead. Having had no
previous experience with photogra-
phy. the change was naively bold:
plans to publish a book were even
developed. He boughe a Leica ar
the army PX, someone showed him
how to use it, and he spent six
months randomly wandering the
not in search of preconceived
images, bur creatively open 1o

cit

whatever he might encounter.

Henri Cartier-Bresson's book
The Diecisive Moment had just been
published and ir gave Welch his
first exposure to photographic
issues. Similar backgrounds in
painting (see the two-part article
on Cartier-Bresson in The New
Yorker, October 23 & 30, 1989)
produce parallels in the photogra-
phy of Cartier-Bresson and Welch,
most notably the emphasis on ¢
position. The premise of visualising
and capturing a picture at just the
right moment for the confluence of
form, action, and meaning inspired
Welch and gave direction to his
peregrinations.

A return trip o P
lae 1978 produced photos near-
Iy indistinguishable from those tak-
en earlier, continuing the
exploration of similar themes and
portraying a city apparently
unchanged.

Several themes emerge from the
work shown at Rice. With few
exceptions, architecture is used a
frame or backdrop to the composi-
tion. Only a couple of shots are of
architectural still lifes, inevitably
recalling Arget (in Old Paris, what
l'l.q-’. [-
cafes, and street vistas define space
and order the picture plane. The
subjects, however, are people, iso-
lated figures or tightly composed
groups,

Within the compositional space
of architecture, the second theme is
the figure, detached from other peo-
ple and seemingly alone in a neutral
urban environment. The figure
may be the focus of the fra
parallel or complimentary organiz-
ing linesfobjects in the architectural
surroundings. Or the figure may be
a mere shadow, a scale device to
measure the space in which it
moves,

The evenness of character in
the work exhibited may be traced o
the preferences of the curator,
Geoff Winningham, Photos of a
maore architectu

ades, doorways, windows,

e, with

1l conrent com-
menting on the clash of modern
development in the old city were
not chosen to be shown,

In marked contrast to much
|‘11|:I.|jm|u1_|||\t|| or “strect F‘l" TR
raphy,” the photographs of Frank
Welch imply no moral judgement
OF SOCh |-|'<s||r||_'|| agenda, The
images of pe
also not the nostalgic or ror
illusions of an American in Paris,
Welch's photos achieve their beau-
{yes, beaury) from the strengths
and subtleries of g
not emotional pleading.
There is no symbolism or hidden
aning requiring explication.
Recording life in the city,
Welch caprures his visions with an
instinctive sense of order which,
howewver, does not burden the frame
with exces
approaches his subjects frontally,
never from a distorting angle. Ir is
a painterly viewpoint of thoughtiful

le ammidse |"|.|L €8 Are

ntic

||‘]1:L' COMPOasi-

e structure, We

S CONSUrc-

framing and an archirec
tion of forms and surfaces that are
solid and still.

Without an emotional burden
or an artificial "artistic™ abstraction,
these photes come as close as possi-
ble to the ideal of objectivity possi-
ble with photography, which clearly
“sees” without the intervening pres-
leh's

ence of the photographer.
images reflect the soul of Paris

is an architect and
ng in Houston.

Farne Koch, Left Behind, 1950

Below: Benny Joseph, Couple Dancing, Eldorado Ballroom

SOUTHERN
EXPOSURE

By Lynn M. Herbert

It was interesting ro see thar
during ForoFest 1990, seven unre-
lated galleries exhibited pho-
tographs that depict life in the
South. The subject |

5 :llll\."l'l\"- l'\'L"l'I
mviting and we've all seen our
share of shallow looks into
Southern life. Fortunately, h of
the 10 artists exhibiting work on
this subject at Fotol
deep into their subject. In their
photographs, they have caprured a

chose 1o lIIL'

sense of people, place and time
peculiar to the South,

The large glossy multiple color
poTirains of elderly cowboys in
MNancy O'"Connor's “Echoes” series
(Moody Gallery) may at first lead
youl to think that this s a superficial
look ar the :--ll\-;n'r. Bar when o
sit down in front of one of her
pieces, you hear the recorded voice
of the man portrayed, ralking infor-
mally about being a cowboy. Her
subjects are telling you abour how
hard they worked, about how mod-
em cowhboys are different, about
how they could talk to cows and
how cows understood them, and
18 they have at
night. As you listen, you

abour the dre

<alize

that you are being given a g
of a dying way of life, and you
notice the meticulous craftsman-

npse

ship framing the photographs and

housing the tape recorders. As you
experience each work, it takes on
the solemnity of a shrine

Words also play a role in Patsy
Cravens' (Derering Book Gallery)
|‘<\I1I;|il.~ of some of the inhabirants
of Colorado Counry in Cenrral
Texas, While O'Connor grew up

[}

with her subjects, Cravens has
made a point to meet new neigh-
bors. Her black & whire portraits
of people in and around their
homes are accompanied by shon
texts that Cravens h

composed

about her relationship with these

people. Onee again, words make a

memo : contribution to the
whole. Cravens’ photographs have
always had an otherworldly and
introspective sort of calm to them,
whether they be images of a cow, a
dog, a foot, or a windowsill. With

this series of direct portraits and the
eloquent texes that read almost like

a private journal, Cravens allows

VIewers T \i'l.ll't‘ mn I'lL'T I'I\‘I'-.II‘I'.'.['_L'N-

ik of making new friends,

ting to know them, gaining their
confidence, and photographing
them.

Mative Houstonian Ferne Koch
found herself in Daleville, Alabama
when her hushand was stavioned
there during the Korean War. Her
photographs of the inhabitants of
Daleville (Jack Meier Gallery) from
that time reveal the daily rhythm of
an era past. Her portrayals of chil-
dren are particularly memorable. In
her “Free Read”
that children were invited to phar-

serics, we leamn

macies on Saturdays to read comic
books. Seei

are in their reading,

g how engrossed they
wch eloguent-
nt the Free

ly tells us how import:

Read and the fantasy world of the
comics were 1o themduring those
years.

Earlie Hudnall Jr. and Debhie
Fleming Caffery were aptly paired
(Benteler-Morgan Galleries) :
they both |"|||\-rn;_:r\||_\|a e ||;1|_._' ina
way that transcends the individual,

In Hudnall’s photographs of people,
it's the details that tell us so much
about the world he's documenting:

the bold stripes of an elderly man's
shirt contrasting with the
,‘_'l'l“l\_' wrinkles on his

hands; the broad back ol
mother holding her slecp-
||l|_: C ]llil.i" ar |I!\' '\1“11"\' yer

noble profile of a young
boy. Caffery, on the other
hand, offers us no derails,
Her photographs of the
sugar cane industry in
:_l““‘-l.lnll are \I.I[L .||§\E
dominared by a smoky
A l-|~|:r|-\'. The |\'.\|'|L' [11]
them become imposing sil-
houettes in a mysterious
world, and her Images
invite viewers to use their
Imaginations.

Keith Carter is also
interested in the MyEIEr oS
ASPRCT of the Sourth, but he
confronts it more directly.

s photographs of
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East Texas (McMurtrey Gallery)
bring you face to face with an
unusual world of killer frogs, pigs
frolicking against a backdrop of
angels, someone dressed as a rabbir
standing in the woods, a girl in her
underwear holding a dead bird, a
man standing on stiles in front of a
wild array of whirligigs, and romaro
plants growing in gas cans. Even
the more mundane subjects take on
an air of mystery in Carver's richly
toned photographs.

Back in the city, Benny Joseph's
photographs of life in Houston from
the 1950°s onwards (African
America Heritage Museum) rell of
a vibrant black community: B.B
g, the D]s at KCOH Radio and
their mobile studio dashing around
town, Mahalia ]a
downtown Houston, Martin Luther
King Jr., teen sock hops, NAACP
mect ili}_:.‘«-. Tlllnpmnl Marshall,
Joseph's home covered in snow, a
kindergarten graduation, a car
wreck, a debutante ball, and a
deceased baby lying pe .lLl,'llllll'!f in
his coffin. Joseph's brog

son, parades in

el

ation

| I'Ii[F is uncontrived

aco

refreshing in its direct appreci
of the events depicted.

Clint Willour curated a group
exhibition (University of Houston-
Clear Lake) titled Three Generatioms
of Photographers: The South, 1930-
1990, The work ranged from the
maore emotionally charged pho-
tographs of Marion Post Wolcon
(whe photographed the rural
depression of the South in the 30%
and 40's) and Fred Baldwin (who
followed the civil rights movement
in the 60's) to the mare subtle
investigations into a Southern state
of mind by Koch, Caffery and
Carter {mentioned previously) and
Bimey lmes. Imes has dedicared
himself to documenting life in the
Mis

tographs you feel like you're gerting

ippi delta and in his pho-

'\'lIL'l'l n open i“'ld I'hll['ll.'.‘-' view into
people’s lives thar it's hard vo i
ime that there was a man with a
camera standing in frone of them.
The South is unusy

I, exotic
. the list

fl'L'h. mysterious, gentle . .

ad portraic of

could go on and on. Each of these
]1|1s:-rn-,-_"l':||‘hl'l'\ S
his or her own particular way to tap
into thar energy.

s o have found

TAKE 5

By Lynn M. Herbert

¥x5 ¢ Three Dimensional
Installarions by Five Arrists, with
work by Gillian Broum, Robert Flynt,
David Joyee, Susan Kirchman, W,
Snyder MacNeil, Houston Center for
Photography, Feb 16 - April 1, 1990.

n work offers an artist
'L':|I|lr' L'[1\.'I\'||:II\' a
viewer both physically and mentally

Install
the chance

in a way that a two-dimensional

work hanging on a wall cannot.
The five artists in this exhibit each
wenit abour it in a different way.
Visitors to the gallery were first
greeted by David Joyee's “flying fig-
ures” {cur-out I'lh(ﬂn.ll_:l’:ll'lhh f ordi-
nary people suspended as if in
flight} swooping down against a
sky-blue backdrop displayed in the
front windows. Jayce is betrer
known for his earthbound cut-out

figures, such as the life-size fat man
reading the paper, who was placed
in the back of the gallery and star-
tled viewers even though he's print-
ed in black & whire. Finding that
he frequently dreamed of flying,
Joyee let his models “take flight”
and has permanently installed 156
of them in “Flight Parterns,” a 235
foot mural ar the Eugene, Oregon
Airport. At HCP, one tended to
want 1o see the figures flying more
freely, rather than isolate
the front windows with very little
depth in which to maneuver.
Robert Flynt's installation was
mare cerebral and two-dimensional
even though his images and objects
teered all over the

were carcfully scs

lonted him. His piece
included underwarer photographs of
men swimming, anatomical draw-
ings, maps, Greek sculprure, wrap-
ping paper, and bits of

walls ;

exiglass

and mirror all which combined to
subtly explore eroticism and the
concept of bounds

Susan Kirchman's “Fears and
Phobias" was anything bur subtle.
Kirchman placed the viewer ona
street surrounded |‘-'|' chaotic com-
puter printout skyscrapers every-
where you looked. Plexiglass
“silhouerte” figures stood around
o ]‘hll{:lﬁu |||\1|| !hl; r!c\' in hunn[
making you feel like you were in
one of those Japanese horror films

where the giant monster comes
down out of the sky to get you,
trapped in metropolis. In c:
still had any hope, a glance i
one comer revealed “you™ behind
bars on a video screen. It was
pointed out 1«
buildings were from the San
Francisco skyline, thus the earth-
quake reference, but hey, | was

A5

> you

to

e that some of the

already scared.
On a sweerer note, Gillian

ed for us a homey but
cunning scene of kids in their P)s
sitring on the staircase, reddy bears
in hand. On the side able in frone
of the staircase was a small photo
album offering clues in the form
the im
, Gillian as
L and the

Brown recres

i

two snapshots: one bei

.:-I.l|||_' Ltnl\ L’nnl:.;l‘lh

a child) on the stair

other of Gillian today dressed up to
look like “Mom™ back then coming
our of the kitchen. While ponder-
ing the interrelationships presented
in the album, one could step back

and admire how adroitly Brown
recreated the black & white snap-
shot of kids on the staircase onto an
acrual staircase. By projecting the
image and makin,

]‘11::-|L|'|'|_':|||\[|L
black & white painting on the 3-1
staircase very painstakingly, Brown
enables the viewer to “see” that
black & white snapshor come alive
if they stand in the exact spot she
used as her point of reference.

Top: Nancy O'Connor, J. ¥. Lott, 1989
Center: Gilllan Brown, Photoinstallation

Left: Patsy Cravens, Untitled

As a physical and mental chal-

lenge, W. Snyder MacNeil's

“Muclear Portrait™ was the most
successful. Viewer's entered a dark
room litonly by two video moni-
tors, one facing a bed, the other fac-
ing a safa. The monitors offered
enough light to enable you o take a
sear, and off you wenr into the
world of MacMeil's 6 1/2 minute
tape confronting you with thythms:
an acual childbirch, a frog swim-
ming in a bath tub, telephones rir

ing, someone snoring, a 1';||'3'
breastfeeding, a child playing with
Daddy, rmin coming down on trees
rkness as g car drives aw
alarm clocks going off, a child fin-

g with bold red paint, a
ich looking like a
sunrise . . . At this point your eyes
have adjusted ro the darkness and
you see a 40°%60" image of Mars
suspended in the comer of the room

inthe d

in front of you looking very much
like that pre
saw. The tape with all of its allu-
sions to the thythms of our lives

ant stomach you just

comes back on. You begin to qu

Lo w ||!' Viou &al on the sofa instead
And once
you've taken it all in, you stand 1o
leave this seductive world, and

are l,‘)llr.!'llr'lh.'d i‘\.'

of the bed, or vice ver

mirror
reflecting you and Mars, cleverly
reminding you that you're
of this world MacNeil is pr
ing.

Installation work allows

part
Tt

artists the chance to step ourside
their work a bit and tackle chal-
lenging new parameters. We
don’t see it as often as we would
like because, quite frankly, it's
costly in terms of time and mon-
ey for artists and galleries alike.
Thanks should go to all parties
involved with 3x5 for making it
happen and for offering viewers a
wealth of things to ponder.

Right: David Joyce, Sitting Man, Photolnstallation

LOOKING BACK

By Ed Osowski

Like a One-Eyed Cat: Photographs
1936-1987 is an exhibition of pho-
tographs by Lee Friedlander organized
by the Seattle Art Musenum thar was ar
the Dallas Musewem of Are, December
1989-January 1990, The accompa-
nying catalogue was published by
Harry N. Abvams, New York, 1989,

To paraphrase Harold Bloom,
influence works in a number of
ways.] 1t can be a tyrannical force,
exerting a power so strong that the
artist who .-l||l|_;|_;'|<.- o learn from it
never escapes its influence. Oh,
when an artist with great creativ
and independence confronts the
influence of a predecessor, the suc-
cessor learns, uses the influence of
the past to sharpen and focus a new
way of seeing, and deliberarely casts
the power of the old into new
shapes and new directions.

“Like a One-Eyed Cat,”
spective look at the carcer of Lee
Friedlander, gathers 154 pho-
tographs that survey his work from
1956 to 1987, In his short, but
insightful essay, “Lee Friedlander: A
Precise Search for the Elusive,” the
seattle Art Muse
photography, Rod Slemmons, who
organized the exhibition, lists those
photographers from whom
Friedlander learned: Walker Evans,
Robert Frank, Harry Callahan.

But, as with all true arvists,
Friedlander took certain cues from
them, understood and appropriated
their angles of vision, and created
his own distinct, humane approach
to photographing the social land-
W a3 Slemmons
irprising

1's curator of

\.n

ways of

cing." 2
In 1956, Friedlander moved
from Los Angeles, where he had
studied briefly after high school in

Washington, to New York C
where he quickly be
living as a free-lance photogray
His commercial work included
assignments for the magazines
Sports Wustrated, Esquire, and
Holiday. Marvin lsrael, the influen-
tial art direcror of Harper's Bazaar,
knew Friedlander's work and

him o continue his
TmREsE-

l.'|‘|.'l|l1ri!Ll. W
interest in phot
cians. Columbi
Atlantic Records, for which lsrael
worked, regularly purchased
Friedlander's phulluzr;l[‘h.\ [0 use as
album covers.,

Crirical arrention rapidly fol-
lowed for Friedlander. In 1963, he
was first exhibited ar Georpe
Eastman House. Then John
wrkowski, ¢ the Museum
of Modern Art, showed him in
1964 (in the influential “New
Diocuments™ exhibition which
included Garry Winogrand and
Diane Arbus) and again in 1967,
One-man exhibitions followed at
MOMA in 1972 and 1974. To
date, eleven books devored solely ta
his p|m!|'|_=,r;|p|1n have been ]'I.JE‘
lished.

Jazz is another influence
Slemmons locates in Friedlander's
body of work. (The exhibition and
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Lee Friedlander, Hillcrest, New York, 1970

book's comes from Joe Turner's
1954 “Shake, Rartle, and Roll.”)
Slemmons writes, *The devices of
scale shift, reflection-reversal, dis-
tortion, repetition, counterpoint,
and formal association h!- .\h,u_hng
and contrast are all familiar 1o jazz
musicians. Friedlander used these
devices in his work to suggest open-
ended alternarives 1o normal see-
ing."3 His aim is to allow
coherence 1o emerge from the
seeming chaos he photographs, “to
see clearly but not chviously."4

The key phrase in Slemmons
deseription of how Friedlander’s
work resembles jazz is “open-end-
ed.” When one thinks of Robert
Frank of Garry Winogrand, whose
wirk could also be described by
Slemmons’ passage quoted above,
and then one thinks of
Friedlander's photographs,
[:fll'l.”.l.rhil'rl\ \l'-'\l'L SOCINS BO |\“ |lr1‘|_'
of the ideological edge thar defines
the other two. Friedlander seems
freer, looser. It is not surprising
that he dedicares Like a One-Eved
Cat to “the memory of my parents
who came o America,” a dedica-
tiom that seems to carry with it
affection, love, and optimism, an
unstated belief in the possibilities of
the American dream. If Frank,
\.\;"llh':,'l.lmi. and Arbus are ].LLU.:L'd.
assaulting, and troubling,
Friedlander is softer, gentler. His
works do ot '_:lill‘ for attenti n, do
not jump out and engage «
frenzied argument, but, rather,
invire the viewer in for a dialogue, a
conversation thar ﬂrm.m.!\ slow
and patient looking and reading,
mediration almost. If Frank and
Winogrand and Arbus could be
called “hot,” then Friedlander is
“coal.”

In the ]‘]l;\h?;_([.lph N o
Wisconsin, 1974" (Slemmons
points out thar Friedlander is delib-
erately reluctant to provide titles
for his works beyond location and
dare bec
mation” would limit the viewer's
[ akiress the photograph
apenly and ro “establish conrext
and meaning from internal evi-
dence”s) Friedlander’s unique
vision becomes apparent. Itisa
wonderful photograph, possessing
the feel of a smap-shor (a look
Friedlander favors) ver rich in irs
reliance on metaphor and tradition.
It recalls the feel of paintings by
Botticelli or the English Pre-
Raphaelites. In it a girl stands on a
garden swing. Her pose lacks all
races of sophistication, guile, or
fear. A rowel in her right hand
waves gently and repears the move-
ment of her hair and of another
towel waving from the photograph's
r:g]\r l'-.lj_:l'. Whar could be a dis-
turbing element, a disembodied arm
thar holds on o the rope beneath
her left hand, carries with it no hin
of threat or danger. Thar disem-
bodied arm is an element one finds
again, in other forms, in
Fricdlander's work. An s
photographer would have correcred
the photograph, would have includ-
ed the person standing to the girl's
left. Bue Fricdlander finds these
“mistakes”
us down, to ger us o reconsider pre-
cisely whar makes a photograph
“correct.” The disembodied arm is
relared imagistically to Friedlander's

Ve ina

wn,

ise o offer more “infor-

eur

a way to stop us, to slow

shadows which appear in one pho-
tograph after another in Like @ One-
Eved Cat. These shadow images of
the self remind us that we are look-
ing at a work that is the vision of
one person, that the photographer's
r‘?l{' 15 l.'".lLl;.ll 4] “-'h'clt 15 =N Ll'l'l\J
photographed. The arm, these
shadows, are, in a sense, artifice,
clues for the viewer that the photo-
graph is one step removed from the

ily album in which warmth and
love dominate. In a photograph of
his wife asleep (number 79), her
arms, folded over her head and
across her face, suggest not a pose of
defense, but rather of ease and
acceprance.

Photographing women is, politi-
~ally, not an easy task. The anti-
feminist impulses which dominare
our culture can emerge in subtle
and not-too-subtle ways. One
thinks of Garry Winogrand whose
photographs of women reveal a
great amount about how we as a
male-dominated culture, manipu-
nd control women, how
e in their presence,
how anxious women make men. By
contrast, Friedlander's images of
women (for example, four party
scenes, plates 84-87, which func-
rion as a critique of Winogrand's
vision, and a series of nudes, plates
147-152) approach their subjects
with subtlety, care, and integrity.

Friedlander’s personal pho-
rographs, of family and friends, pos-
ity and calm thae,
initially, sets them apart from his
works that document the social
landscape. In the latter works, all

sess a Cls

Lee Friedlander, Woodman, Wisconsin, 1974

reality it represents. “Woodmen,
Wisconsin, 1974” is a photograph
of youth, beauty, calm, and loveli-
ness, That such qualities may be
elusive, at best, qualities we find
only too rarely, does nothing ro
undercur the |‘11| |H:pj_:r.l|‘||'.n||~|~g',|| (4]
our imagination and our senti-
ments,

Friedlander played an importane
role in selecring the photographs in
Like a One- | Cat and a number
I'\I" [hl\'lll 1']“\‘" ||IL' Yiewer to I_'Ur'l\lgig'r
where sentiment ends and senti-
mentality begins. In a photograph
of his two young children dancing,
“Anna and Erik Friedlander, New
Ciry, Mew York, 1964," W. Eugene
Smith's |1|1e:-h|g|;|'|‘h of twi
children emerging from a fa
the exhibition and book The Family
of Man) comes immediately to
mind. Whar also comes to mind
from rthis phorograph and others of
his wife, Maria, and his son and
daughter is how apparent his love
for his family is. 1f the camera can
be used ko pry, to strip bare, to
expose, Friedlander uses his for
another Purpose, The -n;lr-\hm-

like photographs of his family
[|.‘|.;ilr:- T76-83) are pages from a fam-

HOUSTON CENTER FOR PHOTOGRAPHY

things are a jumble of conflicring
signs and messages, a maze of
objects, visions and views reflected,
fractured, all competing for atten-
tion. In*Hillerest, New York,
1970" the sideview mirror of an
automobile divides the photograph,
prevents us from secing complerely
the subject before us, and reflects
back 1o us an image of the E1h;||
rapher himself. Friedlander returns
to the framing and dividing device
of a car mirror (plates 38-40) ro
interrupt our vision and ro depicr
the fragments and competing
images from which meaning must
be taken. Store-front windows,
bars, tree
all are dev

mbs, machinery, fences -
ices thart reapy in one
photograph after another. They
block how we see, what we see, and
by 50 doing, as the photograph
records, present something “new” to
see as well asa |\I'|<9T\l|_'l';||\|'|i| l|1-l|.'.u'-
sis of the act of seeing.

rement of
the Diallas
ited the view-

Like a Ome-Evyed Cat
Museum of Art pr
er with certain problems, (lts stop
in Dallas was not on the exhibi-
tion's original itinerary and one
applauds the museum’s last-minure

success in finding funding for the
exhibition to include a venue in
Texas.) Half the works were hung
along the walls of the ramp that
slices the museum and will be famil-
iar to anyone who has visited the
facility. Because the ramp is the
principal axis through the museum
2 which museum-goers move
from one exhibition gpace to anoth-
er and off which other services, for
example, the gift shop, radiare), it
did not allow the photographs o be
shown to their best advantage. Bur
the photographs hung along the
busy ramp were principally exam.-
ples of Friedlander's “public” pho-
lUL:lil[‘hh = of urban scenes, of
monuments. Inasmaller gallery
one found the remaining works.
This space was also not without its
problems, however, A partition at
the rear of the room gave no indica-
tion that there were several works
displayed behind ir. Th |
gallery did offer the chance o
reflect, free from the busy commao-
tion of the ramp, upon Friedlander's
Japanese landscapes (plates 138-
144} and his commissioned series of
computer workers in Boston and
Wisconsin, In the small gallery the
consistency of Friedlander's vision
became clear. For, while the con-
tent of the photographs in the small
gallery replaced the content of the
photographs on the ramp - urban
and industrial scenes replaced by
views of the natwral world, nudes,
and individual workers in the work-
place - the pho phs depended
on the same webbing of light and
dark, a network of ohstacles to our
clear vision, patrerns reflecting
upon parterns (of trees and leaves
reflected in water, of fish seen
through water, of a kimono shot
throwgh a window, of h
entwined in endless yards of com-
puter cable) to force us to realize
that Friedlander is not a photogra-
pher that one “gets” quickly.

Only by intense and intent
looking {whar the computer work-

l:il

wnds

ers in a project commissioned by
MIT in 1985-86, plates 122-131
express) do the clements in a
Friedlander photograph cohere.
When that cohering ocours, when
fragments come together to produce
a mew whole, when separate ele-
ments come !ll|_;rlh{'l [0 Create
something new, then Friedlander's
ongoing commitment to finding
unity in fluidity becomes apparent.
His aim, as Slemmons concludes in
his es 2 .‘-lll|)L'||‘-'-II~||.I|!['|lL'[.
starwd better the relationship
between seeing and knowing.”

Foornotes

l. Bloom, Harcld. Map of

Misreadir (New York:Oxford
Unviver Press, 1975).
2. Friedlander, Lee. Like a One-
d Car: Photographs 1956-1987
(Mew York: Harry N, Al
in associarion with the Se
Museum, 1989), p.111.

3. Friedlander, p.114.

4. Friedlander, p.115.

5. Friedlander, p.114.

6. Friedlander, p.117.

s, Inc.,

tle Art

Ed Osowski is a librarian with the
Houston Public Library System. A
frequent contributor to SPOT, he also
writes for the Howston Post
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Video
Verisimilitude of
Peter Harvey

By Michael G. DeVoll and
Jean Caslin

Hev, hey...hey, wait. . .wait, this'l]
just take ong second -~ Just one sec-
ond. [ know you're.. you're in a hur-
vy, you're probably late, you're o
your way -~ but look -- just one sec-
ond. Ok. 1.1 appreciate your look-
ing in == on me - ok - canse that's, .
I mean... I'm sure that it's just, you
kenow, cumiosity - ok, so - just a
minute. Ok...ome minuge, Um, the
thing is, thar while you're looking m
here, other |a-_'||er' out there are looking
at you lookmg m here. So when you
tarmn aronnd . you know, the expression
on your face, is gonna say something
about what it is that you're looking at,
in here -- ok -- so just vemember that -
- ok, Thanks..... There'll be more if

¥oue Stay ‘Ll]'IL'E’.

We see a head shor of an athletic,
clean cur white male with a crew
cut. He has smooth features, brown
ha nd eyes, and is wearing a con-
servative shire with a button-down
collar, a wedding ring and a warch.
He makes eye contact with us, and
confronts us with his lively, direcr
gestures thar emphasize the tight
space in which he is framed. He is
in front of an expressionistic back-
drop drawn with green and red
magic marker. This is how we are
introduced to the mind of Peter
Harvey in his eight minute video,
“Test Tube™ (1989). The opening
maonologue cited above sums up his
major artistic concerns, ond sets the
stage for the three videos that he
presented at FotoFest.

In first person narrative, Peter

- gstablishes a connection to the

viewers. He cajoles us to pay atten-
rion and listen to him. By raising
his hands and pushing his palms our
toward us, he signals for us 1o stop.
He points directly at us, emphasiz-
ing his efforts to involve us as
active participants in the interac-
rion. He entreats us to be aware of
our facial expressions thar reveal
our innermost thoughts -- about
him. We feel an obligation to him
tor be self-conscious about our reac-
tions, because they will influence
other people's reactions.

He quickly establishes the dualicy
between the “in here” and the “out
there” and makes us think abour
what is “real” and what is “illusion.”
He approaches us, goes out of focus,
moves out of the frame to the right,
and lowering his voice, whispers in
our ear: “I've got the secret to suc-
cess. Don't spread it around.”

A parallel narrative takes place s
the Success Labs, where a scientist
stands in front of a blackboard
holding a clipboard. He wears a
white labcoart, whire shirt, black tie
and black-framed glasses. In solemn
tomves reminding us of a 19505 train-

Peter Harvey, Verism, video still

ing film, he discusses the “success
potential test.” The rest involves
observing participants engaging in a
ring toss game, and the resules indi-
cate levels of competitiveness and
their porential success in the busi-
ness world. The test, developed by
“a Harvard professor,” has an air of
authenticity, and we are encour-
aged to trust the accuracy of its sci-
entific results. The scientist uses
pseudo-scientific jargon, whereas
the first character speaks casually
and colloquially.

The two narratives are skillfully
woven together as the first speaker
gives us the accumulated benefit of
his wisdom: “You're busy doing
something every day. That's what's
important. Sssssssst ssssssst,
Concentrate. ... [ts not what you
do, but how you do it, your attitude.
. Be aware of what's going on
about you, or you'll get caught with
your pants down -- again. ...

Serutinize. Look for thar weak spot.

... They're always warching. ™

In his four minute video,"Verism,”
(1989), Peter Harvey also presents
rwo personas, each shown standing
before a backdrop :)‘Fcnlmplm]
brown paper, bur this time, the
character goes through a physical,
and by extension psychological,
transformation. The characrer
begins,

“1 tell you, 1 got this new book --
one of those self-help books™ that
gives basic tips about self-motiva-
tion and self-image. *One of the
things it says to do right off the bar
is o ger a haircur. | couldn't
believe that. Get a haircut! 1 fig-
wred I'd do it. What the heck. [t's
got to have some kind of effect. It's
in the Book, right? ... People will
perceive you differently,” and then
“you will actually behave different-
Iy."

So, Peter gets a short crew cut.
“Sometimes | tell them the Book
told me to. ... Other times | try to
sy it was my idea -+ it was some-
thing | thoughe of. If | tell them it
was the book, then | get embar-
rassed. ... | think that changing
one's self image is good if you have
the time.” The character with the
new self-image wears black-framed
glasses, and is similar to the
“Success Porential Test" scientist.
The character has believed in the
authority of “the Book” and has fol-
lowed its instructions. Owr percep-
tions of the character do indeed
shift, as we begin o question his
psychological stability. We are led
10 question it after the chamcter
says, “1 feel that lights keep dim-
ming and going brighter. I'm kind
of confused after all of this." We
see close-ups of his eyes, and we

wonder whether
he's taking the
Book's tenets
oo literally.
The character
asserts that he
will soomn read
the second
chapter, and “by
the end (of the
Book), I think
I'll be a pretty
meat person.”
The accessibili-
ty of the narm-
tive, irs sense of
humor and
ONIC quUestion-
ing of a “trurh-
fu” authority,
continue o be
the hallmarks of
Harvey's style.

In “Veridical," a
three and one-
half minure
video (1989), a
silhouerted
“eyewirness”
speaks to us on
the condition of
ANOTYIMITY
about a story he
heard on the news. He rel
series of highway incidents in
which an “insane man” drove
around menacing other drivers by
pointing a brightly painted orange
gun out of his car.  Giving the
effect of a TV news report, the
video cuts between the narmator and
foorage of highway traffic. Using a
series of technical effecrs in this
reenactment, including split screen,
delayed repetition, altered speeds,
and second generation ﬁrcr'l:u.,r\‘. the
viewer senses the disorientation and
fear thar the witnesses claim to
have felt.  The narrator then ques-
tions the truth of the reported
events by saying: *Iv is not a regular
oceurrence. [t may be the same
person. In fact, it may not be rrue.
... In all cases, the person ha killed
noone, and there were no acci-
dents. It happens about this time
cach year.”

s A

The inability of the viewer to verify
by visual evidence the evens
described above speaks to the power
of the medium to control our per-
ceptions. In ™ ferify,” a two minure
videa, Peter Harvey shares a secrer
of the medium with us. “OK, well
just pay attention to this, One
thing I'm going to share with you.”
And soon he says “Nobady sees
what's outside the picture. 1l
demonstrate so that you'll know.
Watch this.” With a series of fast
cuts berween the narrator in the
video, 1o second generation footage
of the video showing parts of the
narrator's head and shoulders isolat-
ed and altered through strange per-
spectives, and out of focus images,
he demonstrates the “enormous
benefits” of the video medium and
its restricted/limired view. “You
can put in or take out whatever you
want -- what suits your fancy -
however you want to edit som
thing. The power is in your hands
whenever you have the camera.”
While speaking, he is performing
some task offscreen to soon demon-
strate his statement abour “what’s
outside the picture.” He demon-
strates this video “truth”™ by holding
up the visual evidence -- his under-
wear - while saying “All righr.
Now what d'va think™

We think we like this guy. All
three videos presented at FotoFest,
“Verism,” “Veridical” and “Verify,”
share etymological roots in “truth.”
As a photographic medium, his
videos speak to critical issues in the
medium with a sense of humor and
irony, and involve the active partic-
ipation of us as viewers. His
approach to video personalizes and
humanizes the medium.

Michael (G, DeVall is the
Administrative Divector and Jean
Caslin is the Exeeutive Director of the
Houston Center for Photography.
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Live Auction
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$10.00 Admission Fee
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Auction Cataleg available from HCP. Absentee bids will be accepted by mail or telephone

until 5pm on Tucsday, March 19. HCP FAX: 713.529-9248
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