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6 Learning Experiences
An Interview with Gay Block

Museum of Fine Arts, Houston, Photography Curator Anne W. Tucker
talks with Gay Block, a Houston native and nationally known photog-
rapher, about her experiences creating the book, video, and exhibition,

" on view at the MFAH. It’s a rare look into
the thoughts and feelings behind the creations.

A review of Block's book is also included, written h}' Lynn Herbert,

“Rescuers of the Holocaust

12 That Thing Called TV

THE TV FAMILY

When Dan Quayle blamed “the Murphy Brown mentality” for society's
ills, he may have thought he was making a simple reference to elaborate
a point, but the rest of the country saw it as anything but innocent and
launched into a national debate. We asked: what is the definition of
“traditional F;imify?“ What are "f,Lmi|_\' values?™ And how did we get

to the point of using a sitcom character as an example in a presidential
campaign? Michael G. DeVoll discusses whar we wartch every night on
our television sets vs. what many of us call “reality.”

A SLICE OF FICTION

“Television turns personalities and fictional characters into idols of both
the young and the old,” said the curators of the recent Houston Center
for |’|'|Ul=}gr:lp|1_\.' exhibition “lcons and Idols: TV |n1.'|g:'s," and the six
featured artists clearly showed their views of its impact.

Reviewed by Peter Harvey.

STRIKE A POSE

MTV is one of the more recent phenemenon to emerge out of the
television age. It impacts whart we see, what we hear, and how we act—
especially the young, Lisa A. Lewis’ book Gender Politics and MTV:
Voicing the Difference focuses on the influence of MTV on young
women ill'ld gifl!i.

Reviewed by Nels P. Highberg,

EXHIBITIONS

17 Symbolic Actuality

“Faces: Nancy Burson” at the Contemporary Arts Museum.
Reviewed h}' Pacricia Carver

18 Constructed Beings
Kathleen Campbell’s “Photographs of Widely Known Non-Existent
Beings and Other Cultural Commentary” at the Houston Center for
Photography Gallery X.
Reviewed by Judith Steinhoff

22 The Curator’s Eye

“The 1992 New Orleans Triennial Exhibition: New Southern
Phutugruphy" at the New Orleans Museum of Art,
Reviewed by Bill Frazier

BOOKS

19 Equal on Paper
Egqual before the Lens: fno. Trlica’s Photograpls of Granger, Texas
by Barbara MeCandless.
Reviewed by Ed Osowski

20 Enchanted Technology

Nuclear Enchantment, photographs by Patrick Nagatani,
essay by Eugenia Perry Janis.
Reviewed by Elizabeth Claud

21 Books Received

From Resewers by Gay Block, see page 6.

Zofia Baniecka (Poland): “1 had always been inde-
Pl.'nd‘.-”l .l!1|J p;llTilJliL. ;il'ld Ihl‘\ was ‘.cfi:l]‘n]:\' |1]_'\'
attitude during the war. It was unthinkable o be
.m}'lhin_u, else, We hid guns and ammunition in our
APATCMCNT, a5 well as people. The apartment was divided by curtains,
and behind each one there was a different Jewish family, When our
house was full, 1 found hiding places for the Jews with other families
h":“.;.l'.\l.' i[ Wias (o0 d-{[]!.'.‘.'nlub I.l’l ll'“.']'ll {1 I:H: '\.'\.'|1|_'Tt.‘ [h‘.‘ l_‘.ll]'l!; “'I.'ll'.'."
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EDITORS® NOTE

To underestimate the power of the videotronic press today, or the printed
page for that ma

ter, would cert linly be the act of a fool or ar least a clois-
tered nonparticipant, From relevision we receive lessons in family and
other values—both fictive and news-engendered. The problem is thar
contrivance enters into each, .urimul:iring latent doubrs in the thinking
|'H||l|.i: as ta veracity, believability, and/or applicability. Photography and
those who practice it are not immune to this influence; some recognize it
for what it is and turn it into the raison o etre for their work. In this issue
of SPOT, we examine these influences of the relevision age and the work
of those who challenge them.

Houston hosted the chuhlic:ln party this summer, so it scems nnl:,r
fitting that we take Vice President Quayle’s now infamous Murphy
Brown comment as a launching point for our feature on society and that
monalithic thing called relevision—an examination of the impact on the
American family by Michael DeVoll. An accompanying exhibition re-
view, “lcons and Idols: TV Images,” and a review of the book Gender
Politics and M TV, address similar influences, biases, and stereotypes per-
petuated by television today. Responses to TV's influence are as varied as
they are plentiful: in the “Nancy Burson: Faces” exhibition and in Parrick
ni's book Nuclear Enchantment. Sadly, the currency uf-(:uy Block's

bition “Rescuers of the Holocaust” could be auributed to recent revi-
SIONISE Press purporting the non-existence of the Holocaust.

Truth, whatever thar is pu"a.ul'm:d to be, is in the process of becom-
ing a very individualistic concept. Given the extent of visual and philo-
sophical manipulation, we must now decide for oursclves how and why
the information/entertainment/artwaork is altered instead of judging it
merely based on whether it is fact or fiction. This splintering of belief has
its own pitfalls, and what must coexist in this environment is a consensus
of ethic—a basic value system. The artists and writers appearing in this
issue of SPOT are to be commended for decoding the contrivances of the
message and for aceempting to define some tenets of the ethic. But also,

a salure must go to all who ook to the streets of Houston this August o

show the Republican party that the truth is in our art, notin their fiction.

Marlee Miller and Maggie Olvey

WILLIAM A. GRAHAM, 1939-1992

The Houston Center for Photography lost a good friend and neighbor
with the death of Bill Graham on September 9, 1992, from complica-
tions due to AIDS.

Bill had established the W. A. Graham Gallery in Houston in 1981
after his association with g.lllcr'u.'s in Mew York and Paris. In 1984, he
moved the gallery to a building adjacent to the Houston Center for
Photography. He served on the advisory board of the center from
19861990,

An advocarte for and
champion of Texas art and
artists, Bill gave freely of his
time and energy to serve as
juror, critic, lecturer, and
INL!]C'I[.\L HE: was an -'ll'_"ll"'l.'
member of the Houston
Art Dealers Association.

At the time of its clos-

ing, just ten days prior to

Bill's death, the Graham Gallery represented the work of photogra-

phers Gay Block and Alain Clement. The gallery had previously exhib-

ited the work of Linda Connor, Sharon Stewart, and a number of

other photogr:
Memorial services were held ar the Rothke Chapel in Houston on

Saturday, Seprember 12, 1992, Clint Willour
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Taking A S

[t was a natural reaction. The Grand Old
Party members came to Houston this
August to hold their national convention

o nominate lllk'il R-I['I{ll'{_lilll.' for IR"\ili'i.'lll

of the United States. The outcome of the
CVENL Was never il'] ti‘lllll):' l;uul'g“ I |ﬂ'|’hﬁ'|’[
Walker Bush would once again be their
chosen candidate. But what the Repub-
licans weren't quite prepared for were the
IIIII“L‘d li(‘l!mll\h.llil:ll\ I||1<nL:!;]1|J|I! the L'i[}.'

that expressed the increasing dissarisfaction

“'ill'l current .ll.{ll'li'l'll.\lril‘lilf'l }“IIFL 105, ]'l?[ a

The WAC drum corps provided vocal support to the clinic defend-

ers. Photo by Ben DeSoto

P-Irl_\' \'h']'ll]:ﬂ.' f1'|L']'|l1TL'[!| |.'I.J'|'|[.||ll|‘i.- [ (4] |!L' ﬂll\l
sive, the Republicans creared unity among
the varied groups that took a stand against
them.
GAG

Arts"—org

its \||:l§_'|:tl] “Don't GAG the

red many of the convention
protest events in support of freedom of
expression. GAG's main event was a rally
“to support a non-political National
Endowment for the Arts™ held on August
18 ar the p:uk owned by The Menil

The GAG rally at The Menil Collection attracted hundreds of sup-
porters of freedom of expression. Photo by Ben DeSoto

Collecrion. .\'r.i||.\ 1,500 participants
heard the speeches, chanting, and drum-
ming that provided an unending array of

creative protests. At the same time, sup-

porers of President Bush were hnﬂillg a
major donor dinner next deor in the muse
um, which the president attended.

“Many Congressmen cannot pick ties
to maich their suits, ver they claim suffi-
cient expertise to judge late twentieth-cen
fury art,” wroie University of Houston Ant

Education Chair Dennis Fehr, Ed.DD.,

tand

in the flyer announcing the GAG rally.
*Government r:'!:|||.t1]e-n of .ir[-m.Ll‘.ing
comes in like a lamb and wrns into a wolf.
It replaces the visions of our artists with
the visions of our politicians,”

Formed in June of 1992, GAG
“encourages citizens o participate in the
democratic process by alerting Congress,
protesting the current administration, and
taking legal action in order to assure the
vibrancy and freedom of our uniquely
American culwural resources,” .I.I.'l'(lrl]i['l]_‘" o

its liverarure, Maore-
T‘ aver, GAG is focusing

on “depoliticization of
the NEA by restoring
the uri_g_in.ll function
of the Endowment as
described in its 1965
charter.”

Before the GAG
rally began, perfor
mance artist Tim
Miller gave a work-
shop at the Houston
Center for Photo-
graphy on “Artists as
Political and Cultural
Activists.” The event
was sponsored by the
Culrural Arts Council
of Houston. Miller
activated the audience
with a |_'|:.-|'fi-m1:i|1n-
stressing the role artiss
have or should have in
their communities,
and the problems, sol-
utions, actions and
\pu"dir .-.lr.]u-!:,i es for
Houston artists. He is
an active member of
ACT UP/L.A., which
is the Aids Coalition
to Unleash Power/Los
.-\n_u,ch-»._ Describing
himself as “a queer
point of light,” Miller entertained and en-
lightened the crowd at the Menil rally later
that day with a d:—wripﬂnn of how he, as
a "loud, obnoxiously queer performance

artist,” came to be.

In the evening after the rally, the
Houston Women's Caucus for Art present-
and: What Have We Got

" in the Firchouse Gallery,

cd "'|'_||i-||!t_: a

to Lose .

which was filled with a group exhibition
of the same title. It was a panel discussion
addressing an array of
issues of concern to
women and men today
and those threatened
by current administra-
uon pu“un: choice,
human rights, health
care, AIDS, housing,
and more. These issues
|'Icn.'«l.'|i .I]l \.pﬂ'i.il in-
rerest boundaries and
could be seen as a ral
lying poine for the or-
ganizers of the carlier
Unity March on
August 16, which
included gays, artises,
reproductive rights
activisis, environmentalists, atheists and
others. They paraded from the Fourth
Ward of Houston, one of the city’s most
impoverished areas, to River Oaks, the
city's most exclusive neighborhood. Many
of the acrivists who participared in the
parade, participated in their own organiza-
tions’ events and the events of athers; the
faces were familiar, the support was mutual.
The choice issue and clinic defenses
dominated the news when the media de-

cided o cover I|1L' Proteses, |'LI.1\|.'|'\$'['. -”1&'

HOUSTON CENTER FOR PHOTOGRAPHY

For three nights during the GOP Convention, WAC presented a multi-media action at
Market Square in downtown Houston. Photo by Paul Hester,

women's organization that made its pres-
ence known ar the Unity March, the
Menil rally, the clinic defenses, and its
own actions, was the Women's Action
Coalition. Formed in January, WAC is
based in New York but has chapters in
thirteen other cities around the COUNEry,
including a newly formed chaprer in
Houston, Performance artist Laurie
Anderson is a member of the New York
chapter and says, “Whenever [ need a jolt
of i|1\|_:|1|,LliL|||,, 1 goa WAC meet i|lg_"
WAC's drum corps was the hit of the con
vention demonstrations, With chants to a
syncopated beat, such as "Ger this George
Bush: Can’t rule my ]md_r, can't rule my
mind, can’t run my life, ‘cause I run it fine;
can't touch this,” the drum corps could be
seen and heard all around wown.

For three nights of the convention,
WAC presented a multi-media action
.uldn'.l;:.in!: “women's issues” in downtown
Houston ar Marker Square Plaza. The

organization prcuin'u-d images onto the

side of a huihiiu;:. had the drum corps in
action, and provided an open microphone
for women to speak their minds, WAC
also held a benefit ar Lawndale Art &
Performance Center on the firse day of
the convention. The center held a group
exhibition tded *Politics as Visual”
throughout the summer.

I'he results of the actions during the
convention are still being felt. The ties and
organizations strengthened during August
are snll g_:nn.\'ing_:. WAC has had its first
organizational meeting in Houston, GAG
has gained supporters, and the gay com-
munity is pursuing its charges of police

brutality experienced during the protests.

A political convention in our hometown
brings with it an international spodight,
and thus a visible opportunity to ke a
stand. No marter what happens in Novem-
ber, Houston activists didn’t take it lying
{l(]'“'!'l.

Marlee Miller

The protests’ slogans and signs during the Republican Convention were both creative and

- -

pointed. Photo by Jodi Nelson/Kenneth A. Axelson
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From “Rescuers,” Arnold Douwes, The Netherlands, 1988 © Gay Block

LEARNING EXPERIENCES
An Interview with Gay Block

Photographer Gay Block, a native
Houstonian new living in Los Angeles and
Santa Fe, was in town at the end of July
to oversee the installation of ber exhibition
“Rescrers nf.'hr Holocaust” on view at the
Museum of Fine Arts, Houston, August 7
.rfn'angfj November 1, 1992, The editors
of SPOT rook that opportunity to arrange
a discussion between Block and an old
amfmifm‘:nmr. MEAH Cuvator .'lf
Photograply Anne W. Tucker. Tucker
frrst enconntered Block’s wark when she
Jm'r.{wf 1'.'!?3:’;# jr.rrirﬂf show in New York
City in 1975, They didn’t actwally meet
until a year later when Tucker moved to
Houston, The following is an excerpt

from Block's recent visit.

Anne W. Tucker: The first of your
images that [ remember seeing were the
partraits of the Jewish community here

in Houston, and then later, in other cities,
where you primarily photographed people
in their homes. And so, I've always thought
of YO as a [1crrtl.1i!'i.\l. Are you comlortable
with being thought of as a portrainst?

Gay Block: Yes. ]}uﬁnilul_\.', because
those images of people were whar was im-
portant to me. They always have been whar
has made a statement of some sort.

I"ve never exhibited my 35mm

“'{J'lk L'IE.L'[‘[ Iirr I]Iill |‘II.‘-[ hi'll!“ Ih-l[ you

juried. Then [ started studying my own

community because I needed to find out

things about how [ grew up. And so, t
what | [hnugh[ was important to exhibit.
And i is only now that Temple Beth lsrael
is going ro show some work that [ ook in
78, 79, and "80 ui-u;unm;rmlndn. all 33mm

pictures. And [ thought: “I really have

always liked these pictures. | have never

made exhibition prints of them. I think I'd
like 1o make exhibition prints of them.” It
was not untl 1 finished IT'l,’l|1'.iIlt_'_ them—we

are |;1|ki|1g a month or two ago—ihar |

realized, “1 like whar these pictures look
like.” Well, maybe that's statement
enough. Then, [ realized, “That kind of

feeling of rranscendence—if you gO some-

where else because you are looking ata
!l‘ll_'lll[r.'. }'ﬂ'll g‘] '\Ul'll‘:'\‘f'l'll:fL' ‘.'IE\L' i[l :\'(1l|.r
head, or you feel something—thar is
enongh.” So, you don't always have 1o be
|'|'|'l'|l\'.l!'|f_" a starement |I'|‘l[ is '\.':‘I'}' ;ll[ill.']'ll.'li

to what you think is important in life.
Because this other thing is also a statement.
But it has taken me all these years to figure
this our,

AT: Before 1 go back in time, that
“.-'lu,' Iﬂ'\l(l\ us rﬁlr'\.\'.l[li (L4] ll'li.\; I]d'\'illg ||]\|li‘.‘
this realization, where do you think you'll
go nexe?

GB: Whar I've been planning to work
on next s some kind of picce abour my
maother, whom I've been photographing
since 79 and haven’t really made many
prints. I've also done a lot of videotaping
of her. I have no idea what that's going o
be like or if it’s even going to be something
that will be exhibited.

['ve been 111i11|:'|n§_: rcu'n[h.', I1I:I}'llt' |
would just like to go to the street with my
camera because of the feelings thar I have
certainly after [the riots] because I live in
LA, now, .L|111n||g_|1 I'm E_"L'llilli:'. u-_ul}' o
IL';i\'L' ad SCrics ;ll‘llul \.'\-']1;“ l]'lL' strocts ]‘H’k

like, what America look

like roday, going
out there and just photographing, because
there is solucthin!: s0 sad and disqui:'[ing
about it. And [ would i|11-_1‘|_1ir1q,- if T did thar,
there would be some portraiture, And of
course, it is all about people. Bur ir would
be something other than portraiture, too.
It would be hard, though, 1o go at a project
like that with this |,1n--rnm'c-i-.':;:l idea,
except that that’s the way I started in my
original portraits

ceived idea abour the

This pre-c

From “Rescuers,” Seine Otten, The Netherlands, 1988 © Gay Block

p::nplc,- 1 grew up among not |'|:|\.'in1$ the
values that | wish they had had. My not
having grown up in an intellectual milicu
that [ would have wanted to. But what |
learned was :i:'rmr[hing ¢-mir|-|y different
from what I thought I was going o see.
So, mayhe it's natural to go into a certain
project knowing what you are going to
find. You just have to be open to seeing
\lent'lhillf_'_ else.

AT: It seems to me, in looking at
your work over the years, that you have
gone into series that will put ideas, which
Yo think you hald, into 1||Il'\li:r|!. I'n i!l\l
run through them. You photographed the

Jewish community in the late seventies and
carly eighties. Then you photographed girls
ar a summer camp in Maine and the Jewish
Community Center in 1981, Then you
photographed primarily the elderly com-
munity in Miami Beach for a period of
three years in the mid-cighties. You had
two commissioned projects, where you
photographed for the book Phetographe
Portrait of Texas: Tecas Sesquicentennial
Project, and you photographed employees
of the Texas-based HEB grocery stores,
Then you did a series that, I think, a lot

of people thought was a radical departure
from the others, primarily because you
asked pr:npk- o take their clothes off, You
photographed peaple, clothed and nude,
in diptychs. And then you began this
series, which is being exhibited now, called
“Rescuers of the Holocaust.” But it seems
to me that each of those series paralleled
something in your life thar you were
questioning,

GB: Absolutely.

AT: Whether it was something in
your past life, like the t_-":fl\ ar the camp
vou photographed, or . . .

GB: It was a camp | had been to, and
my daughter was just in her last of seven

years there. And it was something abour,
“Oh, my gosh, why have | sent my daugh

er to I1c.' same camp 'I]'I.ll I went to? I.}ﬂ“l[

I want—haven’t | wanted more—better
advancement for her? And well, whar are
girls like today?”

[t was my own self-criticism of my
decisions as a mother, bur also of my own
past, my own youth.

AT: Bur there were very pcrmn:]l is-
sues. These are pictures about adolescence,
of becoming aware. There is sexuality, and
there are pir:un-\ about wli'-im_ll;c. Itisa
very tender, almost poignant, series. You

mave in close on the girls, and in thar way

that you look at your own adolescence so
ruthlessly.

GB: Thar's another example of a series
becoming something that [ didn’t set out
for it to become. A funny story abour those
pictures is that Marti Mayo [then curator
at the € ‘ontemporary Arts Museum,
Houston| had asked me to have an exhibit
at CAM in May of 1982. [ took these pic-
tures in the summer of 1981,

She came over in abour Ocrober,
and 1 had all these hundreds of rolls of film
developed with the contact sheets. And 1
saicl: “Marti, I think you have to cancel the
show. I don't think there’s anything in
these pictures.” And as she looked at the
contact sheets, she just looked at me and

Juse stare printing, Gay. Just shur up

and start printing.” The pictures [ printed
first were not the pictures that ended up o
be the ones that were the best, or the ones
that [ liked the best, or that really said ir.

And it took me that whole nine months o
make those decisions, to find the project,

to find whar | had learned. That's why 1've

always said, “Photography is this learning

experience.” And [ learned things not just
abour images, but mostly about human

beings.

SPOT/FALL 1992



AT: Those first three projects were
black and white, and then you went to
the M nd thi

GB: Because | went to Miami, and
Miami sz color. That's whar it was,

AT: The “Rescuers” project you start-
ed phnwgr:iphing both in black and white

n color,

iami serie

:““.l ‘.GFI{JI- [)iﬂl !'Ull ITII“[(’L‘_{[L‘]’!T I|Jl h’j]‘-{[]]ll
in black and whire ar firse?

< Arnold Douwes and Seine Otten
helped many Jews find shelter in
Nieuwlande, The Netherlands, and
its environs.

Arnold: “The Jews would stay with
them [Seine and his wife] a few
days until we found a place. No
matter how many we brought, their
door was always open for more.
And they had a very small house,
only two rooms, and the lavatory
was outside in the garden. . . . There
were usually at least three people
hiding, but sometimes they kept
twelve or thirteen people at a time,
sleeping on the table, under the
table, anywhere.”

GB: [ never used black and whire.
And the Miami series was sort of the end
of the concentrating on Jews in America.
n‘\!l llj-'l'll].'ﬂ.' I'-ll'hi ff}llr series }"ﬂ' l.l”llf_']' lhﬂl

heading loosely.
I think it was sort of the full circle for
me p::rh[)l'l;i”}'. I:H.'F‘.l""llﬂg \\'.l'h "\:\' comimu-=
nity here, which was the afluent reform
L'ﬂ}n'l"'l:"!'l.ll." l['l;ll i'l il[{ g{!]'ll’,' S0 +-i|r Rw;l:p' {ri‘lTl
“the old country™—from ethniciry. And
then staying with that, with the camp
series. With the |

ewish Community Cen-

ter, it was much more of a mix. They used
to joke at the Jewish Community Center
swimming pnd:l_' the Israelis sat over here,
and the Russians sat over here, and the
people from Brighton Beach—they used o
call this section "Blil;hmn Beach”™ because
the New Yorkers sat over here.
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The Miami series represented the old
country Jews whao :ip()]i:.‘ Yiddish, all of
them living on their Social Security checks.
1 nn|:.' |,311mnl;r,1p|u:|,| in the poorest SCCIIon
of Miami Beach. Whar I felt was these
were the grandmothers
or “Bubbies”™ and “Zadies,” that | wished
I had had . My grand-
parents were born in the South.

AT: Miami also moved you out of
the Houston community. Even though

1d grandfathers

[hdl ] Rliilllll t'l-'l'\-

the summer camp wasn't here—you knew
those camp people. Miami was moving
into a community—a different locale, a
different phy:
to the place, different architecture.

GE: And they were also a different
kind of people from those I grew up with.

AT: And it involved aking all your

v, a different feeling

equipment, going to a place, and being
dependent on the weather, which is a lot
maore complicated. If you are photographing
somebody in town, if it doesn’t work out
one day, you can go back. Miami was much
more complicated project because it had all

these other ]:i].'u.»; :1+-|_'u|up|i|;:||iu|], }rcs?
GB: Yes. But also, if  were phorog-
raphing in town, | might take one picture
a day, have one sitting a day or less. One
.-;'l[[ingnr two a week |11.1yh:-. But !:,ninp, o
Miami, I would go for four or five days,
and [ would probably take twenty-five pic-
tures a day.
Hl]l \\']1L'|'|

fou were saying, “lt was a

different set of problems,” the first thing
that came to mind was every day when |
'\.\'lllllll ]{.'-'l\'{.‘ l]'l}' hﬂl{.‘l \Vill'l I'I'I.}' [_'qlli}"l'l'l[.'l'll

and go down to the South Beach, which
was close to where | was .-;T;a}'ing, 1 would
think, “Oh, [groans] I don’t want to ger

out of the car.” It always has scared me

-].]1L'IE.' h'JS LIIW 5 hl.'l'[] [h:l[ sort lII.

before I would photograph. (Not with the

“Rescuers” because it was such a subject-
onented l]1i11g.} With these lllinl_';.' where
you have to walk up to somebody and stan
talking, and sort of prove yourself to them,
and [:\..1:\.',| “Oh, | w
ture,” Thar was work.

AT: Has that gotten casier?

GB: [Moans] Yes, | think a little bit.
Yes, because I have more confidence in
the importance of what I'm :1cuil1g. I don't
want to say thar, though. [Laughter] A
least in the value for myself of what I'm

ant to take your pic-

doing.

AT: How do you know on each of
these projects when you've finished the
Pﬂ\it(l?

H ] l]'ll"lk \VI“.‘[] ] ﬂl[]!l" want to

do it anymore. [Laughter] Even with the
“Rescuers,” after the riots, | went and pho-
tographed a woman in South Central L.A.
She’s a black woman who rescued a white
r‘L'[]U [er. }'iﬂ' Wis bhﬂ}l -'H'HJ wias on I'H.'( street
in his car bleeding to death. She ook him
to the hospital in her car, which was a dan-
gl‘llrlls Ihilll'_ o le. SU; [ ‘L';I"‘."J |t£':|' -'“'HJ I
told her about this book | have done, and
was thinking abour doing anether project
O TESCUers md:l_\". And I think | could do
thar, bur [ think I don’t want to do thar.
And that's the way | feel right now. [ just
l{[)]'l\l want o ﬂ{(! i[.

Maria Countess von Maltzan housed refugees in her Berlin apartment.
“Most people don't understand that there were a lot of Jews in Berlin who
were just sort of wandering about. In the daytime they went to the zoo, or
anywhere, and at night they went to the woods, or slept in shops, or at my
place. But on May 27, 1943, Goebbles said, ‘Germany is judenrien.’ They put
out a notice that Jews who told where other Jews were hidden wouldn‘t be
killed. Suddenly you could rely on no one. When people live in terror and
fright, they simply can’t use their brains anymore. The Jews were in a condi-
tion that caused them to stop thinking.” Y
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AT: You've settled those issues.
GB: Yes, but there

in’..\t:ca. I-[TI nor sure. ﬁlll it was L Wiy []1-

ht be other

working, [ didn’t want o do rig

it this

minute
AT: The nexe two projects you did in the
eighties were commissions. Was thar different?
GB: Well, the ﬁﬁ}' Texas -,1r:i.-.[:;—:.';--.,
[-h.%[ Was \'Crl"diﬂ-‘.'ﬂ:['lt. ldﬂ"ll thif]k I
learned so much. [ don't think 1 consider
those pictures my art. But the HEB pic-
fures are. I I‘.';lf"t'{] a !ﬂ}t ;li“ll]t [‘h[][ﬂ\gr-[l‘h}'
and abourt people. Those were easier, be-

€

cause HEB, the grocery store, commis-
sioned me to do diptychs: pictures of

grocery store employees at work and at
home. [ loved working with the Mexic

Americans, with whom [ had fever spent
much time. And | learned so much about

r-class people from that. It's one of
I really like the pictures.
AT: At this point, you moved from

\\'Ufki n
my Fvorite '|3miuu

Houston o Los r\nl_'_ch's. Your next b
project in Los Angeles was this series on
photographing people clothed and un-
clathed. To do this you put ads—

GB: In the UCLA paper. UCLA is
HIJl:h a I'Illi:L' !H.'hﬂil[: I g[][ PI’.'E\PJ&' (!}‘il]l
kinds and all ages. And 1 paid people 530

 for two hours. I wasn't looking for profes-

Fiﬁlnﬂl |11(](lL'|5.
And I didn't know whart that series was
about, except that it w

s about body image.
For me, it was abour trying to figure out
[I1_\' owWn lul!’ ll]'[l-]!.'.ﬂ'. II was ;llnlllt ]‘L'il‘g
overweight, which [ always have been since
I was born, I think. I don’t think I finally
Figllr\'d aut whl‘[ I I("Jr[:c:tl. [ never w‘]rkl.'d
on that long enough to resolve it. 1 did a lot
of pictures I like, but | don’t know what |

learned.

AT: It seemed 10 me thar the seeds
of that series are in two pictures, one quite
carly of you and your mother, neither of
which have a blouse or upper garments on,
and another one nF:.'ml and Aaron Siskind.

GB: But that last one—the Siskind
was 1983,

AT: Which is the same time as the

From “Rescuers,” Maria Countess von Maltzan, Berlin, 1988 @ Gay Block
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From “Rescuers,” Johannes De Vries, The Netherlands/Canada, 1988 © Gay Block

Moral Courage

Rescuers: Portraits of Moral Courage in the Holocaust, by Gay Block and Malka Drucker,
with a _Iram!uxm' .'J_'p l'._'|ruﬂ"rr'ﬂ Ozicl rflif?‘r{,lrl"t'r'li'r?."d Ii.}' Rabli Harold M. Scludiveis. New York
London: Holmes & Meier Publishers, Inc., 1992, 255 pages. $30.

Lynn M Herbert

This beok is about ||-\'|:|9|e' who \II.'|?|h’.'li forward and rescued those who were ‘I.lfTs'f'!H'\_'\ MNani per
secution during World War 1. This is not a book abour photography, nor is it a book for every-
one. It is a book about the far reaches of the human spirit, and readers must be willing ro venture
tor the lowest depths of humankind’s history before they can soar to the heights thar the rescuers
achieved dur ing the now unbelievable time thar was World War Il in Europe

The

sal rescuers’ personal accounes .a:l'.u:.lll!;w| by councry, inc |l|||i|'|1: The Netherlands,

erial has been very sensitively handled and the book is thoughtfully composed.

Individ
Belgium, France, Germany, Poland, Crechoslovakia, Hungary, Yugoslavia, Bulgaria, and Sovier

Union/Ukraine. A concise history of cach country’s unique record during the war precedes the

5. As Malka Drucker points out in the introduction, ™1 he roles of LoVernment and church,

S00

national character, culrure, politics, geography, and the prevailing attitude toward Jews all affect-

ed rescue activities.” Each rescuer’s account is acc ||||||‘.||||c'-\|. ':1:.' a brief introduction thar enriches

follows. The

aur understanding of the person and often prepares us for the difficult material tha

stories are frightening and tell of circumstances that even in retrospect are difficulk to fathom.

Each rescuer is FJIHI.I:\.:'I’ in a recent color roTTraIn by Block and, when |\\\\-i]\3L'. 4arc .h.t.t“Tl]‘-l.l'li\'\i

by |1'n| AL he war that relate to their stories. The E1|‘||:|u-l;1.||1|1\ make them

aphs taken during
true and force these stories into our reality.

I think we all have the same questions about these remarkable |h.'|:-|\-|t' Who were I||r_|.:'

icted upon themselves,

What made them do whar they did? How did they cope with the risks ir
their families, and in some cases, their towns ':1:.' the choices I"Ir_\ made? With words and |||'|n-
tographs, this book answers all of these questions. The rescuers came from all walks of life, all

s, Some had communiry SUPPOrT in their rescue efforts. Those from communities unsym

|>.|I|u'| ic often had older members of their families or religion thar instilled a lack \l!‘]‘h'|l|&|iu.' in

them. The rescuers were of all ages—from children to the elderly. Their stories tell of incredible

risks, vet most indicate thar they would cerrainly do i again if pt'.'.\l.'lll:'lt with the same circum-

SLANCCS.

I'he hook also answers questions that most of us don't want 1 ask. Were these people able
to resume a normal life? Did their communities accepr what they had done during the war? Have
they been amply rewarded and recognized for their heroic humanitarian deeds? The book reveals
that many were ostracized for what they did, alienated or forced to move to other countries.
Others found that they couldn’t bear to live with people who had participated in the arrocitics.
Starting over in a foreign country was more than many of them could successfully handle, Some
have maintained lasting relationships with those whom they rescued. Others seem immersed in
bitterness.

In Jerusalem, there is a tree-lined path called the Avenue of the Righteous at Yad Veshem

the Holocaust memaorial. Each tree has a small marker be ng the name of a person who rescued
Jews during the war, Many of the rescuers interviewed for this book already had trees planted in

their honor, Others were discovered by Block and Drucker while researching this book. Some

have since accepred this honor. Others have declined.
As a volume, this book of lives told, and voung and old faces portrayed, is both painful and

reassuring. It is painful because it reminds us that a doorway to evil was opened that can never

really be closed. But more importantdy, this book is reassuring because, in the face of that aver
whelming tide of evil, humankind responded with an element of moral courage that managed o

survive and prevail.

Lynn M. Herbert is associate curator at the Contemporary Arts Museum, Houston.

nudes. Well, a little bit before the nudes.
And both of those are in black and white.
It seems to me that you had been .lkl-illll'?'_
yourself, toying with this idea, burt took it
from self-porrrait then o photographing
ather people. You let them pose them
selves, right?

GB: Yes.

AT: What's the proportion of where
vou let people pose themselves and where
you ask them to sit some place or where

vou arrange the objects around them?

<A Johannes DeVries and his wife
sheltered a Jewish boy for the dura-
tion in The Netherlands.

“We talked for some time, but we
decided, "When you would close the
door on someone like that and you
heard later that he was destroyed,
how would you feel the rest of your
life? | think | would be destroyed
myself.’ So in 1942, Shlomo
Haringman came to live with us.”

GB: Oh, | rarely ask them to hold
something or do something, move an arm,
[‘L'r}'l,l}‘\, \"t‘"h:l‘ r [L'.l”:f want i\ \Ill’l’lt'l‘illth‘
sitting the way they would sit, or the way
they do sit, or doing what they do.

In the “Rescuers” pictures of Arnold
and Seine (bust ]n:nmi:-.:- the two men
Wiere \il[iulr" [4:5{'[}1;1 \\||.L'|| I i.ll!l."| I.-ll.'“ L'li
them, and [ knew 1 could not photograph
them together. They had to have their own
images. Arnold, | had been looking at thar
way, and he was f'_lnrin:uin!; o me. And [
took him just the way 1 had been looking
at him the whole time. Then, Seine, when
I weni to take his picture [ raised the cam-
era. The reason | know this is that the

CO CAMCra L'l]l1!i|1LIc‘t! b run, s J‘\"L‘ SCCTY

myself do this. I just moved my tripod over

o Seine, looked at him, and raised my tri-

pod about four feet, so that I was over him
instead. I have no idea why, it was just an
intuitive thing. But it was what it needed
because Seine’s wife had just died vwo
maonths ago, and that was his feeling, It

* he looked. He looked sad.

Was [h'i.'

But it feels to me like [ arrange myself
maore than [ arrange people.

AT: |.L'11'III;_[ '|9L'u19||.' COIMprose them-
selves. They frequently end up not 1o be
poses that one might traditionally consider
fattering, Flattery doesn’t seem o be part
of the portraits. They are not mean, but
IhL'_\ are in no way :_:]u\\:\..

GB: 1 think that’s because 1 love what
somehody looks like. And the thought to
flatter somebody wouldn't even come o
“l\'.

So there would seem no necessity to flater

my I!'I.U'II.{. l‘\.’\..lll\L‘ l IL'\\'L‘ |]1L' way 1[1{':\-

them, Certainly not to make them look
bad either, but I want to see exactly the
\\'.1.\' |||L':|.' Aare, | [l"lr‘l\ ‘Ll.ll.\ W }1.\' E.\'(' l]l.](ll'
flm or video from at least three of the pro
jects, because [ also love exactly the way
}‘L'(l}‘lﬂ' [:l!l\, :l”ti \.\'l]:ll ||||.'-l H.ll\'l .|l]|] |,l.|llL
they say it, the way their voice is, and the
way they pronounce their words. And even
with my first project, | made an audiotape.
AT: : When you say that you love the

way people look, one of the points tha

comes through for me in the “Rescuers” is
that we, as a culture, have been taught to
think thar herocs are always beautiful peo
p|r. We have been raught that heroes look
like Clint Eastwood and John Wayne, One
E
woman, a countess. When Hollywood did

of the "Rescuers™ is a big, forceful look

their movie, they had Jacqueline Bissert
play her. S0, one of the things [ love about
the “Rescuers” exhibition is that it com-
|l||':|.']}' calls into (|lIL'\lillII Our stercorypes
about whart a hero looks like. There is this
woman with varicose veins, Some of the
people are sophisticated people, and some
of the people are not sophisticared people.
And it really questions our assumptions
abour an exterior . . . .

GEB: It seems 1o me whar we have o
accept is that we are all the same. That
we could all have done what these people

did. We could all be doing whar Mother

Theresa does. Maybe we couldn’t do what
Einstein does, bur in terms of human com-
passion, we could all be heroie. And so,
maybe that's the point.

AT: It's a point that you allow to
come :P.”I““:l‘ll' I"L'I..lL’\Q' l\".l] litl‘ [l'\l’l'l.l |l]i[
accept each of them, thercfore all of us, for
what we are, what we look like. There is an

From "Rescuers,” Marguerite Mulder, The Netherlands, 1988 © Gay Block
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From “Rescuers,” Gertrud Luckner, Germany, 1988 © Gay Block

inherent respect in that direct approach
without tidying up, that is not rraditionally
part of portraiture.

GB: It is like [Dianc] Arbus, and it is
like |.'\ngu\t'| Sander.

AT: Are those two major figures for you?

GB: Yes. Arbus, herself, said, "It
doesn’t mean [ want to kiss you, but I love
what you look like.” She also said that she
doesn’t have any interest in photographing
famous people. And I've never had much
interest in that either, because famous
people have a certain idea abour what
they need to look like, much mare than
we ordinary people. And | don’t want 10

l'Ildl\"L' .‘|G'|II'IL'lJGHI:\' ]H-Uli in a way li'lill 1]'IL':\.'

need o look. [ want to make somebady
look the way they look. And it has to do
with being comfortable with yourself, and
're not all comfortable wich

maybe the
lh'l‘.'['ll?*k'.l\'L'.\. "-l-hc ]a.l.'.\ﬁ.ll('l'ﬁ“ Il:'ﬂﬂl a L"L'll'ﬂii'l
confidence. How can you go against every-
thing—and you know you are risking your
life to do something—if you don't know

HOUSTON CENTER FOR PHOTOGRAPHY

you are dning the ri|\_',|n ||1i|13_',. They
believed ir was going 1o end well. They
always believed it

GB: Take the picture ufllm- DeVries,
-ross the arm of the chair. He

with his leg
sar like thar the entire interview. It would
have been unthinkable to photograph him
any other way. And he loved that picture.
It looked like him. If you're comfortable
with yourself, then you like the way your
picture looks when you are looking like
yourself, You don’t need to lick your lip-;
and put your hands in a certain place.

AT: Mow, | want to go back—it's a
lesser-known fact thar you are also a film
and video artist. [t is one of the things that
you do, and have always done from the
very beginning.

GB: The first one is abour just the
Temple members. Beth Israel, which is the
oldest reform temple in the Southwest, and
the temple I always belonged to, wanted o
do a bicentennial Alm. And so, because |

Wwas a ||||c1l=r|.',r;t|1hcr. l llIl]]’i }1'i(_'[llr{_‘k illld

did an animated flm—a 16mm hlm. And
I interviewed ]n'u:ph' almost exclusively
about their values, about who they are, as
(J]Tpn.u‘d to how the Temple grew. | asked
them rhings abour the 'I'rmilh-. oo, but
the film was abour a community, and how
that communirty was formed, and what its
values, its human values, were.

AT: So, you put the tape recordings
and the srill phorographs rogether.

GB: Thar's right.

AT: And then, you moved in the carly
"80s to video, When and how did you
decide thar video would be part of Miami?

GB: | decided really early, and then
concentrated on it the last year of the work.

Because I just loved the accents, and 1
And

those Yiddish, European accents are obvi-

[('I'\r'L'd [l'!i‘ wWay |H.'[!i'llL' T:i”'i. ||.1ll§:|'|[t‘l

ously (since there are no more Jews in
l':llIGI-PE'J P'Lﬂ.tik"ﬂ”}' 1.’.(”1{.'. .'\ll'lli I L‘l“! ](l\'t‘(l
these people’s independence, and their
detachment from money. They might have
f $400 a month,

a Slil_'l.ﬂl St.'ﬁ.'ll'l'i[_\' iI'IL'lJl'I

but this was the happiest
time of their life because
llll.'.\' ]'i.lll.'\'\' I'll]'“ ['||||1.h wWias
coming in, and how much
was going out, and they had
no pli’hlcnl\_ ]]lL'\- {ii{illll
have any worries of any
kind. [I asked.] "Well, aren’t

you worried about death?”

|-]-jh')‘ \ili‘[.. “Nao, \.\'ll_\'

should I worry about

death?™ There was no ques-
tion thar I could ask them

whart they were really wor-
ried abour, I thought this

. This is not

WS T

n
what we think of as the way
old people are. Bur it is, of
course, the way old people

should be able to be, These
|3|'n|‘.ch' wWene illdl'pcllt‘il'lﬂ.

They took each day as it

came—rtaking a walk, shop-
ping, going to the beach 1o
sing Yiddish songs in the
afternoon.

AT: And so, you edited
that into a half-houwr?

GB: That's a half-hour
video, yes.

AT: You decided all
along that "The Rescuers™
would be both?

GB: No. | never
thought 1 was going to do
a video abour the rescuers.
i]_ull;lm;r: Malka [Drucker]
and I started doing that
together. When Malka stars
a project she says, “book,”
since she's a writer, And
when [ stare a project, | say,
“exhibition” and thar was it.
Bur I started looking at the
videos in order w get the
frst person words for the
book as well as for the exhi
bition. 1 would never have
been able to transcribe or
watch or listen 1o audio-
mpes. I have to have visuals.
I could not have done it on
audiotape: it would have pur
me to sleep. | couldn't do it
So, | .1|wa_\'\ [|!c|l:5_;|'|[. well,
we would just donate the
\'id.ll;'u[.lpq'& o Yad Vashem,
the Halocaust Museum in
Israel.

Then I ended up
watching them, and becam-
ing so fascinated with them,
that | had to make a video.

I made a long version thar
turned out 1o be 54 min-
utes. Wanting something
shorter to show with exhi-
bits or show when I was giv
iug_ a lecture about “The Rescuers,” | made
the short version [24 minutes], which is ar
the museum.

AT: When you started to do the show,
you made another change thar you had not
done before: you decided 1o pur text pieces
with the photographs. How did thar deci-
sion come about?

GB: | felr that they needed at least
some explanation abour who they were,
“The Rescuers” just couldn’t be imq
the wall. So, for the book, | had asked the

resCucts 1o hL'I'ILi mc 1]IL'iI' I-’I;Rl I‘\'illlifnt’

ACs On

black-and-white pictures. | made copies of
them, and sent them back to them. I had
all this material, and the pictures were fas-

cinating. So [ made another kind of image
'hull lilllinl[ \'\'l]rl‘i our, |"||[ 'l]‘..:hl were lhild
person typeset descriptions of whar they
did. It was all under one big window mar
the 16 x 20 portrait—these litdle black-
and-white pictures. It was so horrible ro
cur these lintle window marts, And then |
cut even the windows for little captions—



From "Rescuers,” Jan Karski, PolandWashington, D.C., 1988 © Gay Block

for the lietle pictures. | made ten of those,
and I hated them.

Then I went to the art store and
milled around and looked and found these
big pieces of paper that I used for these
:hinyx. and | [|1uug]1[_ well, m.i_\.'hc it
should be like a page from a scrapbook.
So, if it's a scrapbook piece, it has to be in
the first person—in their words—exactly
their words. And then of course, it had o
be short. It just evolved thar way.

AT: So, you wok the interviews that
woiulld be rwo hours sometimes, and you
ook segments of the rapes—their own
words—rto tell their SLOFY in these 30 x 40-
inch

aphook pieces, and incorporated
the older photographs, which are black and
white. And you even deckled the edges of
the pictures like old snapshots. You put
photo-corners on, and then you made your
color prints to go with it. And there are six
teen of those in the exhibition, and then,
‘|+1|:'l-‘|\||t1||=L.1." |.||;|L'|' (I" [l,q' I:I'.!'IL'[’.\, [h_’l[
are 20 x 24.

GB: They are just portraits without
the text.

AT: Well, with that small explanation
off to the side . . . Did you ever feel as
though “The Rescuers” story was over

whelmi Vi as an artist?

10

GB: Mo, I think it has overwhelmed
||]L' I"I]l\l’\:.

AT: This is the third component.

GB: Yes. And I might have, in the way
that 1 made the scrapbook pieces, made the
rescuers’ story overwhelm the work, the por-
traits. Because to me, what was the portrait

without the story, in a w The portrait can

stand alone, but it's because of who they are
tha it's interesting. It seems that's got to be
true with r\cr}'lhing.a||nn_sl_ [|Lm|1=_]1. with
all pictures. I mean, the content is always
right up there with the form.

AT: Did the book come after the
pictures or was this all simultaneous?

GB: The book ||¢-H|liu-|}' came after
the pictures. This show that's ar the muse-
um opened in Los Angeles in November
of "90, and we were in the middle of our
rwenty or so rejections on the book, which
is now getting ready to go into its third
printi

AT: And the formart of the book is

much more like a chapter formar, where

Eu—u:pk- are F_mnpul into countries, and
then cach person has much longer stories

L (] L‘_'”_ I mean, l}'l('.\' |l:|¥ C |11(L'l.'. f‘:ll]l sSome-
times five pages in the book of text, Is thar
what you mean when when you said, it's

because the text—the proportion is so

n]l!\'ll gf('.‘[t‘r—[hﬂl :L'(Illu IL'I.'I I]l’\:{ [hi' \IIII_\'
overwhelms the book.
GB: Mo, As vou can i

us a long time to find the form, both for

ine, it took

the exhibition and for the book. And as |
said, | made these first ten pieces in third
person. Malka was writ ing the prieces in
third person, and it wasn’t working, And it
was not "til | conceived the scrapbook idea
and started |r_l'i|lt_'_ o put them in their own
words that | realized, “Ah, this is the form
|t'|{_' l““,k ||:t\ o ‘:llklf.'. ll](l," .\.l]ti rl,l"ll. we
had to figure out how to use the old pic-
tures, and how to divide it by chaprer.
Malka then wrote a historical background
for each country. Whar I mean when [ say
that the subject has overwhelmed the book
is that the book hasn't gotten anything that
I would consider really like a critical review
1o talk abour how it's written or whart it
,\-.I,.v;\, I,'_\'L'l'.l" FCYIcwW i\ S0 |:I'\.."|'“ILI.'I|!]{'{] \\“.lh
what the rescuers did. And that’s whar |
mean.

AT: The final part of the program pre-
sentation at the museum will be a sympo-
\.itlr'l'l. '\.\+1L'|'J-' .lljtl :L”Li .\1.|||(:| \\'.l.” [llll. .l]]li
then we will have community leaders alk
about moral courage in the post-holocaust

e, Having scen this similar formar done

A

in other cities, | have always been fascinar-

ed wang hmg_-, you and Malka make

a joint presentation, | think prior

to this, our conversation hasn't

y been enough about collaboration.

This is clearly another aspect of
[l]i\ [lll)i(’([. as |)i}+"(|\l'l1 o .1“

- your prior ones. You said it was

. a collaboration.

GB: That's right. The first
one of the Jewish community
here 1 signed on to do myself,
and then asked Linda May o do
it with me. And that was a collab-
oration in terms of the Alm. But
d‘1i‘- Was rL'.i”\' H l(l”:lil‘l:ﬂ:]lil"”.
Because | realized thar when 1
went to interview this woman in
South Ceniral LLA.. and Malka

didn’t go with me, | realized how

much I depended on her to ask

|.||\_' I | I -;||,|q'\[i||ll, _|nd [{4] |II.']||

with the setting up of the trust,
and the relationship berween the
rescucr ,|r|"|, s, .'\l"f.l I rL'.]Il:\
missed her, [t was definitely a
collaboration.,

She can do things 1 absolute-
ly can't do, like write. She wrote

all the generared wexr, [ can do

things: when she read the edited
first person interviews, she said,
“I could never have done this. 1
wouldn't have wanted to keep
their words the same.” As a writer,
she would have wanted o fix
some of their words., | _||3~.n||lll']j\'
would have ZONE NUILS, if she had
changed one of their words. So,
it was such a good collaboration,
Malka has a new idea about
the rescuers every time we talk.
And it’s great because i is a sub-
ject that needs to be understond
better. Because certainly the point
of your symposium is we need
rescucrs today all over the place in
this country and everywhere else.
And she's been talking a lot about
We should

her vo say something abour it,

that kind of thi

4

except she's not here yet.

AT: This is a show that you
curated. | mean, you selected the
images, you constructed it. You
worked with curatorial assistance

1o do all the framing

|I.”|.{ Cvery-

lid a show

thing. And then, you
with the Museum of Modern Art,
I|!.]|

\\."Ill\ll Was mone .1“ ||||.' ||-.l|.1i
format, where Susan Kismaric
and you selected the pictures, but
she had a much more dynamic
role.

GB: Yes. It's a smaller show, and
when you talked about the subject over-
whelming the portrairs, [ think she was
very cautious abour thar. However, in the

end—she was just going to hang a show of

portraits, and she started working with the
work, and came up with the exact same
solution in a \li:_:]][l:\ different form that 1
had come up with with these pictures,
except that visually, it's done differentdy.
It's not on one picce of paper. She kept the
portraits separate, apart from the text.

Bur the text is the same, and it uses
the wartime pictures, is what I'm trying to
say. It was hard to curate this show mysell
because of being so involved with the peo-
ple. We have continued o write them,

leath notice

they write us back. We ger a
here or there. And we care. We feel like
even though we were with these people for
l|l|(‘l' Elnl.ll'\.. we feel like so muany |:l|.1]1|.'!1l
arc \.l"l.li \ll\\l.' |.|iL'||t1'\.. ‘;‘ﬁ.‘ (Il'l.i‘l“,g W hil'h
ones o put text “ilh. .1|u| not o pllt CXt
nd how o do it

with, it was really, really

impossible to separate myself from my feel
ings abour the people and what they did.
And from whether or nor thar ]rl!jll_lil wis

ln']u-r OF WOrse. 50, It Was s0 I I.| (4] Rll) ll'li”

AT: In every city that | have seen the
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exhibition, people have stood and read all
the text picces, and [ have yet to be in the
gallery when there wasn't somebody cry-
1“._2

GB: It's gotten good reviews, but it's
really not gotten much—art review. It had
a :_-pud art review—the very first one—in
Art Week in Movember of "90. And the
MOMA show gor a E“"“Kl' review in the
New Criverson. Otherwise, they've almost
r|1[§|'¢-|). been subject-oriented, about the
holocaust and the rescuers and goodness,
and that kind of thing. Or else they've
been like the review you have on your
desk. A. . Coleman starts it out by say-
ing. “Just exactly whar Gay Block's por-
traits are doing at the Museum of Modern
Art is anybody’s guess.”

And | r|m|13_',h[ that when the Modern
decided to hang it, [ thought, "Well, it
certainly isn’t cutting-edge photography.”
Bur why did they hang it Well, it had
something to do with—well, maybe pho-
tography and all art needs to be a litte
more humanist than it has been. Maybe
that's the direction that we need to go in.
Maybe art’s been the visionary thing of
the way the country or the world has been
going, which is sort of away from the hu-
man ||L'L'f.| or content., | f.|_|‘||l| l‘;r]i’\\'. ||.‘|
a big, long subject.

AT: Bur I think thar actually, that
leads us back to two things you said earlier.
One was that you were [hinkini_', of work-
ing out on the streets because you thought
that we do need ro look at our environ-
ment, and look at our surroundings. |
think that what you have always donc is
||‘|I\'(I :\‘l"”[ Art 1o F1|‘|‘\|‘kl;' i”\iﬂ.lu ‘.I .\'i.tll‘cril
an awareness of certain questions that are
important to you, and in so doing, have
un;_:.iglﬂ VOUF VICWETS 0N those issues. And
whart “The Rescuers” does is make each of
us question, “Could T have done thar?
Then, what could I be doing now?” And
that’s not all bad, if a piece of art does that.

GB: As Perer Galassi at MOMA wrote
to me, "I don't know if the pictures have
made me a better person, but they made

me know it's more possible to try.”

Except for Summer Camp, afl
photagraphs are originally color. The
Rescrers' qliotes are ,rj'.'.'.'.'.' thre Black-Divsccker
bools re

wed on page 8.

Lynn Appleyard, Austin HEB, 1985 @ Gay Block

1987 © Gay Block

Summer Camp, 1985 © Gay Block

Lynn Appleyard, Austin HEB, 1985 © Gay Block
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Michael G. DeVoll

On Monday, April 18, 1992, before an
audience of 21 million puuplc. ..‘\-"Illrp.ll.\'
Brown gave birth 1o a son. On Tuesday,
April 19, Vice President Dan Q1
that Brown, because of her decision to
have a baby “withour the benefir of mar-
riage,” was not a good role model for

ayle said

inner-city youth and that the Los Angeles
riots were caused by the “Murphy Brown
mq‘n[;ﬂhl\'. " That r,'\'L'ninE_'_, his comment
was discussed on local and nerwork news
programs. The nexe day, op-ed articles,
front-page headlines, and a half-hour late-
night news segment were dedicated to the
topic. Even opinion polls were conducted
s a good or

American youth.

on whether Murphy Brown v

l‘ild ]ﬂ'IL' Inﬂ'l(l‘.'l ﬁ!r
The influence of

denied. When a politician uses a fictional

:.'h.lr;l(.l::r i‘rl]lll i IIE:h'\-'E:Irk .\i[lli]lil?" Lul'n(\.!)'

levision cannot be

to make a point about family values, and
that reference elicits such passionate re-

spanses, it's time to reevaluate how televi-

sion actually represents family values and
the American family. This inevitably takes
us back to thar old mirrer vs, window
question,

As a precursor, we should consider
where the rhetoric of “family values™ origi-
nated: from a very polar, highly volatile

pn|i| ical campaign. The terms “family

values” and “rraditional family” are being

tossed about in an atempr o cast asper-

Murphy Brown, CBS Television Network

sions on those who
“u'l“llli not I'H.’IL' o con-
servative mores. In addi-
tion, Quayle's comment
‘.lL';ITl:h' llk'l'l.“."t lt];l: II“.-
L.A. riots could be
caused by any deep-

r(!(][t‘ll, |(H'|b_- il]]di[]g
unrest pigqued

by the acquittal of the

culrura

officers chnrgﬂl in the
Rodney King case.

If the political right
insists on the “tradition-
al family”™ model, let us
hq:in by dcﬁn]ng a “tra-
ditional” family so thax

we can then identify, by

contrast, a “non-tradi-
tional” family. If a tradi-

tion, according to the

dictionary, is a custom
ar Ilfil(.'“‘l.'l: 1rﬂll\fl'|ll"|."d
from generat

to gen-
If.'l'ﬂlil)ﬂ, [hr,'l'l WC must
look back ro our par-
and grandparents’
generations for this
definition. From the
1930s through the "50s,

78 percent of America’s

ents’

houscholds were com-
posed of married-couple

families. .'\.|[hnu5_|1 this
tic has dropped

dramatically (1o 56 per-
m 1989 ), it is sull

Ehk‘ MOST COmmon

Sl

cen

household arrangement
in the Unired States. 5o,
for the purposes of this
discussion, the
“traditional family” will consist of a mar-
riedd malef/female couple with an average

of 2.63 persons * in the houschold.

Out of a sampling of 24 prime-time
network series, only 50 percent of the fam-
ilies represented fall into the “traditional”
category. Several of these “traditional” fam-
rer, have a few traits that boost
" Step by Step

ilics, how:

them ourt of the “ording

"70s series The Brady Busnch, has the wradi-
i | married cuup]t', but it is a second

for bath with cach spouse bring-
children to the household.
Unlike the less controversial cnupling of
the widow and widower of the Bradys, this

features one widow and one divorced

serie:
man. Following in the “widow” pattern is
Major Dad (CBS) in which a widow with
three gir|.\ marries a confirmed career-
Marine bachelor, This situation allows for
variations on a duck-out-of-warter father-
raising-licle-understood-prepubescent-to-
lL'L'I'l;lF:‘L‘—g.ll].‘o ‘h‘.'"'ll.' [‘rt'fil.']'ll ill |'[]d”_'\'
episodes.

Orther shows of the traditional family
gt'"rt' rt.‘".' on maore H'll]nﬂl;l"l.' '.;ll'llil_\'
conflicts for their storylines. Home fm-
provement ({ABC) shows us the conflicts of

d recovernr

chauvinistic pig who is host of
a TV handyman show. He still makes pig
noises but struggles to understand his wife
while bumbling through various [ Love
Lucy-inspired home improvement schemes.
All this in the midst of raising, three pre-
teen boys who receive the traditions of the
handyman father. For seven years, Growing
Pains (ABC) showed us the travails of a
two-career couple raising teenage kids.
This show presented a semi-affluent bent
to the two-career family theme, as opposed
1o Roseanne (ABC) in which both parents
in a lower-middle-class r';.miLy are forced 10
work to make ends meet (also while raising
three kids). Although the political right
would have you believe that Growing Pains
represents reali
the populatio
Roseanne.

actually represented by

Oither variations are seen in The
Wander Years (ABC), the show with voice-
over narration presenting childhood mem-
ories and life growing up in the late '60s
and carly "70s; Evening Shade (CBS),

which presents an idyllic view of the tradi-

tional family in small rown contemporary
Arkansas; Doogie Howser (ABC), with the

genius son of the family ih”uwing in his

father's footsteps to become a doctor; and

r, a much larger segment of

)
o
Roseanne, ABC Television Metwork

The Cosby Show (NBC), that ended an
cight-year run. The (,'rJJF;_]- Show basically
falls into the traditional f
mold, bur for the

ily category

t three seasons, the

producers added a second gene
rJ'lL' rcj:ll!-Tr |1|Il
step-granddaughrer. The Cosby Show and
.f-;-m.lr'.fv Marters (ABC) are two of the few

LGN 1o

hold in the person of a

shows that represents minority families.

FOX, which markets itself as the hip
alternative with shows that push the edge
of the envelope, has three series that walk
down the “rraditional family” path. On
He-n-nf'r Hills, 90210, the feanured ﬂ]m'ﬂj\'
is the affluent Walshs, Dad works in
finance, Mom stays at home and thinks
"Os [huugh[\ abourt her twins. (“It feels
like she's drifting off on some emational
iceberg.”) The twins, Brandon and Brenda,
deal with the problems of growing up priv-
ileged in the ™05, In stark conrrast,
Married with Childlren shows us the uli-
mate lower-middle-class dysfunctional
family in what might be described as dark
humor with its satirical look ar Family life.
The Simpsons is a closely related prime-time
carteon (by cartoonist Matt Groening),
presenting a slightly less dysfunctional
family in which the dad works at a nuclear
power plant while, along with his wife,
raising the ultimare smart-mouthed son
and two daughters.

So, how do these shows with their
“traditional” familics compare with I'i.'.ll.il!'?
In the twelve shows mentioned, only five
of the mothers work outside the home,
I1lil|'{illl_“ it 42 pereent of the shows. In reali-
ty, 61 percent of all mothers work and 75
percent of all LT

children will grow up
in a houschold with both parents wurL‘iJlg_
outside the home.' Although the percent-
age of rraditional families on television is
close o reality, and nnly h]it_‘_l"]}' more than
half of all LS. families fit the picture, it is
still considered the norm,

After looking at the traditional

1|1'|_}'.
one has to consider the alternative, Statis-
tically, the next most common family house-
]'ll!l(l i.‘o i](.'-'l{i‘.'ll !'l:\.' & i-l.'i'lldll.' \'r'llil'l no _\PUIL\L'
(12 percent of all houscholds *). Currendy,

SPOT/FALL 1992



.-'I..I"nrpf;ly Brawn (and wech |1'u_':1||;' unf:\.’ n

the last episode this past season) is the only
show tha falls into this caregory. Looking
in at actuality, 24.5 percent of all births
are to unmarriecd women.® Of these women,

an un m,ur]ml |'l[!lJ.\'n|.‘i'Il Ilti

1}

25 percen
couple that includes the father of the baby.
It appears that the father of Murphy's baby
is following a wend: 29 percent of all
fathers who live apart from their children
have never seen the child, while 54 percent
offer no support.”

On the other hand, 3 percent of
American houscholds are headed by a man
with no spouse.” Contrary to this statistic,
there are numerous ﬁngI\‘ dads on TV
today. Blogson (NBC) features a daughter
Jn(l ]1L'r W l’ld‘L‘[ 13“'[[“:[5 |1L‘i|'lg rﬂll!“.'(l I?:DI
their divorced musician dad. Empry Nest
(NBC) features a doctor dad (widower)
with two grown d:mg_blcrs ]i\.'inl_', at home.
Full House (ABC) has a widower raising
three young girls with the help of a friend
(also male) and a brother-in-law. These
shows follow in a long tradition of single-
dad shows, such as Tihe Andy Griffith Show,
[ ;J'a:gr.r. The € ,'r.rm'.r_-.'.’rr:p r.!_f -x‘:‘ﬂ"ﬂfj"!
Father, and My Three Sons.
Almost exclusiv -l}r_ all shows
with single dads offer us widow-
ers rather than divorced fathers.
This common pattern serves as a
\V;I!' o |I'.1‘-'E: a .\JI[]!.:]‘.' [)-'l[‘.']'ll “'il]'l'
out having to deal with the
ostracized, “less-than-moral”
{li\'l)r‘:t‘d p‘.'r!i[]]l.

Wha's the Boss (ABC) almaost
fits into the single dad category
Iwith widower Tony raising his
daughter Samantha) bur more
‘.'l[!!“.'l_}' n'l;llf_'hl.'fi lh‘.' l]llJlliI‘lL'
person, non-family houschold.
Even though this only represents
5 percent of American house-
holds, '
device
Boss, Tony works as live-in
II"ll.\ckf‘:E]Cf 11]]’ -""I."P.'.'I;l-| a
divorced advertising execurive,
-1[1(' ITL']'.“{,”. f‘.ngr_'].I.!G maom ]1-.5

it is a common plot
1 television series. On

an apartment over the garage
and is a constant presence.
Perfect Strangers (ABC) offers

s [Wo l!i.‘i £ COUsIns: one me

the my(hi{nl island of M}'pns.
sll;Lring ]iving space (most re-
cently with their wives), Galden
Girls (NBC) presents four single
senior women (two are mother
and daughter) shs
Florida. Three of the women are

g a house in

widows while the fourth is di-
vorced. Stand by Your Man

(FOX) fe
share a house while their hus-

Ires two sisters \b'l'lt'l

bands serve time for bank rob-
|‘I|:I'_\'_

Rating as the second maost
common household in the
United States, the sing
household (24 percent afall

C person

U5, houscholds ') as a main

character on TV md-.l)' 15 almost non-exis-
tent. Coach (ABC) offers one of the few
examples of a single person houschold,
Li.llhilllgl'l h]‘.’ le.'
friend whom he is engaged to marry and

a college-age daughter. Seinfeld is probably
the truest single person on the air with the
stand-up comic not having a currene girl-
friend. Murplyy Browsn was in this category
until the final episode of this season. In

]liIYL' a [[J'Ilb-lil'l'lt.' t,:lll]‘

Northern Exposure (CBS), almost all of the
characters are in sir

-person houscholds.
It alse presents one of the few, if not the
only, unmarried couple houscholds on the
air. This is not smrprising| when you con-
sidder thar ir takes place in Cicely, Alaska, a
fictional town founded by a lesbian couple
at t]“: turm ‘}F thﬂ: l.'i.'lltllr}'_ rthf_' creators ‘}r
this series push the boundaries and are
innovative in their depictions of the family.

HOUSTON CENTER FOR PHOTOGRAPHY

The Cosby Show, NBC Television Network

They
subject matter going back to their previous
SCIIes, S

l‘ll'l{i\\'[l ﬁ?r d'IL‘iT coni "“'l‘l”.\iil]

'H'u'r!!'?'l'.
wother class of shows that
will not be discussed here. These are what

There is

Ella '[';l;'har. in her book Prime Tine
Families: Television Culture in Postwar
America, refers o as “work-families.” In
shows such as Cheers, coworkers in the
\\"}rkl'l“cﬂ l’c(.ﬂ"]“.' .\llEB[ilul‘.’ Il;ll11i]i1:!i_

“In television, workplace comes to express
{among other things, bur with particular
force) an idealized construction ul'i'.'ln'li])'.
a workplace utopia whose most fulfilling
attributes are vested not in work activity
bur in close emotional tics between
coworkers.”

Sl' '“'h;]l ll.“ l]lL' state UJ-lI'lL' f;l]'llil}' on
TV? Most episodes center on the conflict
of the week, which is resolved with open,
IM'I—\.\'.'{_',' '.'l“'l'l]'l'llll'lllf_'-ilil"'l “'i[hi[] th‘: I-IHIE—
hour 1o one-hour time frame. Although
they have their problems (preteen-5AT
pressure, unfulfilled Christmas wish-list,
the agony of choosing the right college),
they cannot be seen as dysfunctional

because :hv:.' are able to resolve CVETY Crisis.
Some of the shows attempt 1o deal with
more pressing issues. Loss of virginity was
p[:lpuL‘ll lhlS IM_III season '\-\'ith RGS!'NFL’J!"}
oldest daughter, Dosgie Howser, and both
Brenda and Brandon of 90210, In all three
cases, the teen ralked with their parents

after the fact but ler them know thar they
were “safe”—television as educational rool.
The drama, Sisters (NBC), has dealt with
the whole gamur: marriage, divorce, remar-
riage, transvestism, cancer, single mother-
]1[]‘“]1 ﬂlf_"]llu“!ﬂ]]—}‘{’u cannoi ﬁl m'llf_':'l
more into a onc-hour show. No martter
what the conflict, the pattern is '.1[“':1:.'& the
same: conflict, discussion, resolution. Here,
do you have the perfect pattern for any
family attempring to be functional or do
you just have good story-telling rechnique?
Who has constructed these mythical

families? Remember that, above all else,
TV is a commercial venture—people have

¢ moncy. Advertisers want o sell
their products so they buy advertising time
on shows with high ratings. The producers

wm

5 S0 II'II.'.\'

and nerworks want high ratin,
charge mare for their advertising, They
leak ar statistics and see that more than
half of all American houscholds are mar-
rllL'd"L'lluLJ]C E:{n'lll]il:'*- S0 ll“.'lll |lii}1.’.r.‘lll'lllljlllg
is geared to that model. Along with this,
there is the perceived ideal thar all stable
|-J]'(lillli.\ arc ‘.l’"'lpl':lL'Iy i‘ullci‘illl!.‘[l wh‘.’" il
comes to interpersonal relationships, In so
d[!ing, [l'll_'!|r I'l;l\'t' t'll'_'l][‘.'ll a \'ll.'ll'."'l[}']‘i[_'l]l
family to placate a perceived collective
ideal. Television as escapism dictares thar

a I-l[]lllj, ]I" llllll]ul[l ‘.l[]‘:.\ not want o une
into a family in turmoil, and that if a per-
son is not living in a married-couple house-
hold, it 1s nn|_1.' because that ideal has yet to
be achieved.

In catering to this perceived ideal, the
approximately 40.7 million other American
houscholds are not being considered. fu
Prime Time Families, Ella Taylor states,

“Industry rhetoric stresses the imporance

IJ“'dl.'l‘lklgl‘.'l[l]'lllts.l the effort to make and
schedule “quality” programs for target audi-
onoes '“’l'l(].\{: pur{.‘ha.‘.“lng p{’“’l‘f .Il'l(! Iil’l.".ﬁ[_'\'lﬂ
will be attractive to advertisers even though
they compromise a smaller audience.” " TV
is not a mirror of society but a window into
a fictional land. Even Murphy Brown,
much to Dan Quayle’s oversight, is highly
fictionalized. This ideal modern women
who can have everything —a career, a large
townhouse in Washington, [.C., and a
baby—denies the statistic that children in
one-parent houscholds are six times more
likely 1o live in poverty. *

When you consider that 98 percent
of Americans have one or more televisions
and spr_'nd 40 percent of their free time
watching, you have o consider not only
what they are warching bue how they arc

}'it‘l.‘- comment

watching. In light of C
and the resulting furor, it seems that many
people accept whart chey see on a very basic

level without considering that TV can be a

s of modern life and above

criticism or s
all else, it is Action. We sull have o wrestle
with many issues. Although relevision gives
they
being realistic by presenting them in such
an id}'"ic (i.e. functional) ]ighl? Is there
family?
In presenting this broad range of fami-
ly styles, it is obvious that television is re-

us many non-traditional familie

really any such thing as a functiona

Aecting the changes in sociery. Polivical
conservatives would have it mired in the
'S0s style of Leave it to Beaver, with the
thought that as elevision goes, so goes the
nation. But, ina |lr{3ﬁ|-drivcn medium, the
presentation of such an outdared family
would not produce the income desired.
f\|[hmlgll television does seem o reinforce
cerrain values, it follows, rather than leads,
societal changes by several years. And when
it ﬁn-_1||lv follows, it does 1t r,'nn.wnr:ui'\.'uly S0
as not to assault those who have yet to
update their thinking. Television is primar-
ily used as escapism but it can
also be used to educate and pro-
mote ceriain culiural and p11i|n—
sophical viewpoints. How effec-
tive is it at doing this? Should it
do this? If so, whose viewpoinis
should it promote?

In a culwurally diverse, democrar-
ic society, one would hope for
the presentation of varying view-
points so that each person could
decide which they agreed with
-{n'j wiant o \V;Ilc.l'l; rIll'lll.'i \V[]'lllll
effect ratings, which would effect

adveriisers, which would then

cause less popular shows o be

canceled. Then, you have the

pattern of society and its collec-
ted in this

li'\-'t.' I[ljl.'.'ll.'i ]3L'i|lg ﬂ.'pl
medium called relevision,

Michael G. DeVoll is a photogra-
pher/video artist and administra-

tive director for the Houston
Center for Photography.
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Slice of

iction

lcons and Idols: TV Images, featuring
Paul Berger, Diane Bush, Kathy Pilat,
Michael Brodsky, Bob Paris, Hene

LY rgﬂ.l’u ve, s exlibited ar the

Houston Center for Photography

May 22—une 28, 1992,

Peter Harﬁé}m

“As one of the most effective wols for
creating and reflecting popular culrure,
television turns personalities and fictional
characters into idols of bath the young
and old,” wrote the curarors of “lcons and
Idols: TV ]m.agc.\'“ in the introduction to
their show at the Houston Center for
Photography. Michael G, DeVoll and
Hans Staartjes described television as

“. .. a behemoth of commerce and propa-
ganda.” Since these ideas are at the crux of

the show, llu-y warrant close examination.
The majority of Americans live under
the influence of television and thus it is no
sllfITri.\‘: thdl :h‘.— l‘r‘l’;.“.lL';i.\l |11L'dil m JlLI.'o
taken a predominant role in defining our
cultural identity. Amplified by bright lights
;I]ld [11:Ik:.'- lI}}\ l‘.'lf\'if‘“?[] HU[]}!I]“.'k us “Iill'l a

version of our own image; not a twin, burt

an idealized simulacrum implicitly en-
dorsed by viewers who purchase a sponsor’s
product. Whar we believe ta be true in

relation 1o natonal or world events is fil-

tered through television. People who grew

up warching television have learned, by
osmosis, a complex language of symbols
and sounds. While the effects of viewing
programs with messages ranging from
those on Leqve it to Beaver to those on
Miami Vice are difficult to measure, their
impact on our culture is undeniable. In
the "80s, characters from both of these pro-
grams appeared on T-shirts as emblems for
an idealized lifestyle rooted in nostalgia or
advenwure. The act of wking an image of a
television personality or program title and
putting it on one’s body is not insigni-
ficant. Characteristic of most fashion state-
ments, it is an effort to communicare one's
personal identity through pre-existing cul-
tural symbaols. Two semiotic assumptions
are made in purchasing such a shirt. The
firse is that other people will recognize the
character or title as a .\igniﬁrr and subse-
quently comprehend irs signified. The sec-
ond 15 that they will apply the idea of the
:.i!_',niﬁul to the wearer of the shirt.

].1': LS NCrurn oo 1]'||.' (“:;llT\I':IIL' of .'U.".-"mf
Vice for illustration. The characters on the

program were not new oo 1L'|E\'i‘-.l('|ll_ ] wo

“plain-clothes™ detectives add some con-
temporary -.|_|r1!; o Sam .‘Gp:i:h-'-. \'ng‘.llm[:ir:.'
and go abour fighting crime in an atmos-
phere of exaggerated violence and romanti-
|;im1. -“1{' seCret 1o thq‘ \i]i)\\'-h SUCCESS wWas
in its marketing. The producers came up
with their owmn Miami Vice look and sold
it throughout the telecast. The look of the
whale program was directed toward a
macho, cool, and overall sexy artitude. The

ence and it wasn't

show gained a large

long before Miami Vice T-shirts could be
found in malls across the country. Viewed
in this context, the power of this medium
is redoubtable. People saw the show, liked
its image, and bought the shirts because

they wanted 1o be identified with it

14

Diane Bush, installation view, from the series "Suppose They Gave a War and Nobody Had Cable”

.l.t.'ll.‘\'i!-'llilll -ll!-[] P"l\']‘(ll’.‘.\ us '\'-'il]'l ]Tlill!—

cls and analysis for understanding ideas

and evenis on a worldwide scale, Nerwaork
news programs are the most obvious exam-

ple in this category. A case in point is the
ABC Nightline broadecast. This program
ly days of the

was instituted in the

American hostage crisis in [ran. Ostensibly
a I"L'll)’L'[llﬂI SIH.‘L"'JI l(.'i"lil1| th(.' pn}gr.'un
took advantage of the dramatic events in
ind and

what seemed to be a very strange

a “sense” out of the issue

I'I'il?[l.‘ll (L8] I'I'lill'(l.'
for the American public. As developments
stagnated, the network shortened the por-
tion of the show dedicated to the crisis and
began branching out into other areas thar

Il](.'.\' tJ'l[J'llp‘I'It ll'lL'!' I'_'(Jllld L';lll_'il{.l"_' F(]I' us,
The change in programming was made in
order to maintain the interest level in the

new Wi B illl'lJ if['ILL' ||'I'L':\-' |IL“.[ creat L'd .

Ten years later, the formula is a simple

fF prepares a brief report on
is already in the news or had
been presented in one of the evening’s

one. The

an issue th

ente
background report, the host or moderator
introduces the panel (usually three in num-

nment nﬂ-:'riug-s. }"nl]nwing the

ber) who, with more than a licde stecrage
E.“I"I. l]'lL' i'l‘u.\l- ‘.\'!‘” ITrL'.‘iﬂ']'ll 1I'H.' L'x_[“.'rl \'iL'\\'
on the situation. After thirty minutes, we
are all homogeneously informed and may
consider ourselves in the know. Miami Vice

Paul Berger, MARC-04, 1989

and .'\"J'g}'w.l’r'nr were arbitrarily chosen e

o
I'lf.\ UF h‘]“' ll.'i‘.'\"l\i{”l “u]f]‘.til]llﬂ ({1 |l|’|.'.\t'|l1
people with a uniform idea of whar the
Ilu[h |'| or I'll’“' ane !bll(]lll‘.{ lk.'hl'l\'l’.'.

lude thar v

To cor are slaves 1o

television would be inaccurate because it is
the viewer buying the sponsors” wares that
keeps the process going. American viewers

definitely want to be free, with certain

guidelines. As testimony, one need only
consider that relevision has never suffered
a significant drop in popularity. We are not
what we eat; we are what we waich. DeVoll
and Staartjes point out that "the iconogra-
phy (of television) has permeated society 10
such a degree that even print ads and news
articles incorporate video stills to promote
their products and ideas. In much the same
way, artists have incorporated TV images
into their work to comment about the
medium.” So it was with M-n\h]\'ir}' o this
mediated environment that the curators set
out to find a group of artists who look at
what they termed the “non-reality” of tele-
vision. The group they chose included four
still photographers and two video artists.
Paul Hurgq;r {Searle) uses a computer
1o overlay and manipulate images “grabbed”
from television broadeasts, often juxtaposing
them with mathematical and scientific ico-
nography. The final image is an inkjet prine.
Berger's images are, in a word, complicated.
They have a color saturation similar to the
effect one gets from turning the color level
on the TV way up. The combination of
images in each picce approaches the look
of photomontage usually with one domi
nant image “grabbed” from television com-
bined with smaller images also from TV or
from other sources. The finished prints
have a distinctly intellectual tone thar
reflects Berger's firm grounding in acade-

. These pieces are at once familiar and

ign. The images from television, be they
the Challenger explosion or a TV weather
map, are immediately accessible as a part of
our visual envirenment. The riddle begins
as the other images are viewed in the con-
text of the TV icons. Viewers are prut in the
position of the final editors of the work as
they put the individual parts together and
come up with their own interpretation of
the elements.

Diane Bush (Buffalo), in her series
“Suppose They Gave a War and Nobody
Had Cable,” |1hmn[_',r.|ph:'al |.1|ki|1g_ heads
during newscasts of the war in the Persian
Gulf, physically distorting them to refer 1o
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the “distortion of reality of the Gulf War
coverage.” These |_1i1un'r~. are irnn:nli_u:-h

BCS WE'VE SeEn

accessible. They are the ima

on the news for years—but with a rwist.

I'he cool objective gaze of the newscaster is
mocked by a funhouse mirror compression

or elongation. In Houston, these photo

phs were presented in a I that heig

ened the distortion effect from one im B
to the next. The only glitch in the concept

of this series is thar th is still a

rap be-

pween the simple distortion of a face and
actual misrepresentations or omissions on

the part of the newscaster. Then again, it

le thar ather news items are

is |1u-. ] ng

distorted on a daily basis, thus supporting

a broader interpre

M.
Kathy Pilar (Chicago), concerned with
the “illustration of TV as . . . reality and

truth,” created large-scale triptychs com

bining images and wexe. T 15 a palpable
wnsion in II|'.\ \\.(l‘rlb‘. I|| II.L'I +1iL'I (4 Illl I'fl'.fl|l Illl-
Daese ist, Pilat fanks the title rext with
close-up im: 1 TV, On the left side

ht of the

res fro

is the face of a m ind on the

bold text is a woman covering her eyes
I'he viewer is left to All in the blanks in the
relationship between these two characters.

Were they on the news? Were they in a

Are we pretending or are they?

|| of IIIL"wL' quesiions ]L'I.Il{'

t's statement about truch and |'\'.||;.|_\
on TV. Television would certainly tell us
.

whar “it” 15 Pilar allows us to wonder

" exists.

Michael Brodsky (Los Angeles) uses a
ges from
1-800, 1-900, and 976 p||||||r commercials

computer 1o combine slices of im:

and broadcast programs to create large

atin silver prints that explore “marketing

that plays upon the viewers” fears

sonal needs.” Hlu.':_\k!.' “rakes

pictures of TV by connecting the comput

er to a television and manipulating the

st iden

in »5 without a camera. The

li.'i.llll( mna mn I|'_|_' '\\..II'L 15 a [l"_L'l‘hilHk'

number thar stretches across the bottom

of

screen. Behind this number are what ap

print just as it would on the TV

pear to be slivers of the scenes that were

going on during the commercial. It is as
:||;:-\|<_:|| 1 EXROSUNG Was made ¢ ery second
or so from left 1o right as to resemble a test

strip with each section havin same

he back-

ccause the

exposure of a different image.
grounds are further obscured
prints are made of enlarged, high-contrast
black-and-white pixels with ne intermedi
ate gray values. So, from a distance, figures
anrc \;\ll\l.l.'l |'|'||[ |.|I‘ \ll:l\\' ;.I i\ H |,n‘|3|l'|l.'
abstraction. While Brodsky staves that he

uses the left to right vertical slivers vo call

attention to the methods of TV editir

the effect is closer to a formal element in
an abstract work.

llene Se
her narrative video works Why [ Gor into

love (Venice, California), in

l|l ll,lr'ltl ,Iljrl'n’l"[' !1'.\‘fﬂ||’('\_ d{'rll nstrages |I|l'
influence of television on her life, These
videos have the low-tech look of home
maovies. There is a premeditated “dumb
ness” about the work that separates it from
the slick world nt.T\-. CEC i..1||:\ in terms

of pace and delivery.

Bob Paris (San

Francisco) uses found
:l:-|||.|:_'r in his video
'L\ur"m_

Looki

xplores what

I

aris calls “the shal
low criteria common-
1 Tl

vy 'ul'\l.'ll in \\'l'\'L."II‘_"

I'V newscasters.” In

ng work,

‘..1||.|||!_'. head wann
bees have been cri
tigqued by the folks
who know. Experts
put their comments
on the video Lape in
black boxes with
'\.\l]i[" -.L'lll\'l‘- over ||'u.'
faces of individuals
I';_'.II‘“I\\I_' the news.
Paris then ook that
tootage from the

l\ﬂl'ﬂl\.ll'lil"\. I'he com-

ments range from
“credible” 1o ":_-‘{'L
and may explain why

it seems like the same people with the same

hair style are reading the news on TV in
The
second piece by Paris, Bebald, [ Came

(Ja

footage of Jimmy Swaggarnt before, during,

the same accent all over the cour

|I||l'|(.|

kly, is a fast-paced work usir

and after

15 sexual revelations. The |:i|'|,|'
has the fervor of the evangelist and the titil
lation of his temptation and that makes for

good TV,

Kathy Filat, from the series "Fear, Ignorance and Power,” 1988

Michael Brodsky, 900-500-5000 ext.28-9, from “Telecommunications,” 1991

rom still photography to

video \\'urk. ONe NoCes I:h-:' |3|:1\']\|Il\ &I.i”rr-
ences berween the two mediums: tme and
sound. Suddenly we're not looki

wares of TV, we're actually warch £
Staartjes points out that this difference was
important to the genesis of the show: “Suill

photography has the ability to rake a slice

of TV out of context and force the viewer
to look at it.” “Icons and Idols: TV

Pretend

it Doesn't
Exist

|||1~|!'_u" Was a pertinent show lil.t'\.\'lll\l.‘.
attention to the fact thar television has
become the broadest influence on public

apinion and a fertile ground for artises

interested in social commentary.,

Peter Harvey is a freelance video artist
living and working in Houston.

HOUSTON CENTER FOR PHOTOGRAPHY
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Gender Politics and MTV: Voicing the
Difference, by Lisa A. Lewis. Pf}ffdd({p-ﬁfd:
Temple University Press, 1992. 258 pages.
$39.95 cloth, $16.95 paper. Art of Music
Video: Ten Years After was shown at the
Museun of Fine Art, Houston, fune 1992,

Nels P. Highberg

During my senior year of |lig11 schoaol, 1
met a freshman named Jackie, She told
everyone to call her Madonna. Every day
Jackie wore the same outht as most of us,
a T-shire and jeans, only she added a lot

of costume jewelry: necklaces, bracelets,
and earrings in the shapes of crosses and
crucifixes. She looked like the images of
Madonna in teen magazines and music
videos, She wanted to be Madonna. |
thought the choice was odd, but ar that

t models on

time in our lives we all sou
which o >|1.'IIH‘ our pcrsmm] idl:nlil.\'. It
was not until | read Lisa A, Lewis's Geneder
Politics and MTV: Voicing the Difference
that | realized what an influential medium

C'est Comme Ca, “Art of Music Video: Ten Years After”

music video has become in adolescent self-
definition,

Since MTV's inception in 1981,
parents worried that the sexual and violent
i!“ilgl.'.‘i P“‘\'ﬂlt‘“[ ."1 ]1]-1[]!' '\'i{ll.'(].‘. \\1Pl||l|
render a negative effect on their children.
Scholars of the late 1980s, such as E. Ann
Ka p]-.] nin .Ffm'.(‘f'ug around the Clock: Music
Television, Postmodernism and Counter
Culture, came to few definite conclusions
as to whether MTV was positive or nega-
tive, though Kaplan tended wo believe thar
MTV was degrading to women. In her
book, Lewis modifies this trend by showing
how MTV has evolved into a positive role
in the development of female adolescent
identity.

Lewis initiates her analysis, however,
by examining the lack of role models for
r MTV's early
years. At this time, most videos were per-
ns, especially white
n]ﬂlt'ﬁ, un[ll TI-H.' Cross CF SUCCess []1\
Michael Jackson's Thriller. The most suc-
cessful videos portrayed male musicians in
self-assured positions of power—power as
defined by patriarchal discourse. To illus-

fernale adolescents duri

formed by male music

trate her poing, Lewis analyzes four popular
videos from 1983: Jackson Brownc's
Tender 1 the Night, ZZ Top’s Sharp

Dressed Man, Stray Cars” Sexy and 17, and
Michael Jackson's Heat Ir. The narrative of
each video represents strong images of male
adolescent discourse. First, they utilize the
image of the street. In each video, the lead
male character, les

s his home, usually at
night and enters the outside world of the
street. These city streets represent freedom
and adventure, the masculine domain. No
decent woman would venture into these
strects as dﬂ ll'li.“;l.' men. I'.l’]' wWormen, lh‘.’w
streets imply danger and fear. That is, un-
less they are the type of woman who inhab-
i[.‘\' d.lfl’i streets—a Pf{i.\li[lll\'- i‘;“:({l't r"’r
Beat Ir, where females are practically non-
Q:Ni_\'ll_'l'l‘, f11|,‘ wWoImen in thc\‘.' \'i‘ll(_'{"- never
move beyond the prostitute model. They
Airt and entice the male subject, and i is
he who ultimately ]"I.'l-'.'!i].‘. by showing
I'_'\"L'r’\'[]]'l\' i[] :hc SIrect [h-“’ 11\.' can n1i|l:l'.' a
sexy, attractive female sexually desire him,
Adolescent boys see themselves as the men
on [h‘: screcn -l[“l- t]ll(PllgI‘ II.“:H'I.\{L‘I'R‘I'IL'&'.
F(.'(l

these videos have little to say that is |

power. For adolescent girls, however,

ive.

Lewis shifts her analysis to four female
mu: Turner, Pat Benarar,
Cyndi Lauper, and Madonna—who trans-
formed music video into something self-
assertive and meaningful for the female

adolescents warching, First, Lewis recounts

.'l['l!i—']lllfl

how each woman “made it” in the music
business. Her discussion moves 1o .\p-l:t'iﬂt‘
videos, and she demonstrates how these
videos appropriate images from male
videos and transform them for a female
adolescent audience. Turner's Whats Love
Got to Do with 117, Benatar's Love is a
Battiefield, Lauper's Girls Juse Want to Have
Firen, and Madonna's Bovderline, perhaps
each of these artists” first
truly successful videos, all
modify the manner in
which the street was pre-
sented in the four previ-
ously described videos by
male artists. Here, the lead
female characrers define
the street as their own
symbaol of freedom. In
Inupur'x and Benarar’s
cases, the sireet |3|\'|.'nn'|l‘h

a place where women meet
and find solidanity. For
Turner and Madonna, the
street functions as a setting
for gender polirics, be it
Turner's heroine walking
down a Mew York street alone, meeting
men'’s eyes directly and walking assertively
through a group of men playing craps, or
and

loirering in the male “turf” of the pool hall.

ng EI’-’[IH[

Madonna's heroine spri

After the success of these videos, the four
ans created others thar move beyond

musi
appropriating symbaols from male videos

to dealing with other themes from a female
vi.;'wpnilu, These themes include how soci-
s taboo

ety views female sexual desire
(Lauper’s She Bog), how female bodies are
made into commaodities (Benatar's Sex av a2
Weapan), and how the puhl'l:: sees female
“stars” (Madonna's Marerial Girl).

The female adolescent audience saw

the strong, self-affirming models these
n1l|$|(i,'| ns prﬂ,‘.\'l.'l'l[l.'(i -1"(' 1‘L'E::l|'| [ {s] t-ikl.' I."-'lll
in what Lewis calls “style imitation.” Lewis
discusses events around the country where
female adolescent fans dressed as the

ted in these videos, especially
fans of Lauper and Madonna. For example,

images prese

Lewis uses photographs taken at live con-
certs in Austin, Texas, to show how l,.1upn'r
and Madonna influenced fashion styles. In
l_l“_"sl_' }‘E:l\l(l.‘i, some IJ'IIJPL'J' ra“.‘; wear ‘}Id
formals and other brightly colored recycled
clothing like Lauper wore in her carly
videos while others wear the male artire of
hats and necktics that she presented in sub-
sequent videos. Likewise, Madonna fans
m!npl the fashion st_\.']l:s of her videos hy

Boys Keep Swinging, “Art of Music Video: Ten Years After”

wearing crucifixes, black lace gloves, multi-
ple bracelets, and headwraps. Lewis also
points out other popular events such as
Macy's “Madonna Look-Alike Contest”
and MTV's "Madonna’s "Make My Video'

Contest.” In all of these events, the collee-

tive style imitation by fans provides a con-
ual demonst
videos inspire fans. Lewis points out that

on of how music

crere,

s[:.']c imitation is prim;lrih a feminine form
of expression. By appropriating the images
of these videos into their styles of atitude
and dress, female adolescent fans expressed
support for what the artists are saying in

their videos and the w that support

in their own, non-masculine w

Lewis masterfully succeeds in proving
MTV

cnoe. ']II'IL‘ []I'II}'

influence on its adolescent audi-
weakness is the glaring
omission of any video stills in the chaprers

of video analysis. Such support would help
readers see the images to which Lewis refers
and understand her points more casily.
Lewis's runpln; documentation and invesii-
gation of these early years in female music
video opens up a branch of both media and
ferminist discourse that has not been thor-
oughly analyzed in this way before and that
can and should be extended roday. The
addition of female rappers and hipa]mp
artists, such as Queen Larifah and Sister
Souljah, presents an area for inquiry not
prevalent when Lewis completed her

h. Madonna's latest ventures such as
last year's full-length documentary Trueh or

es

Diare and the upcoming release of both an
album, which includes a song celebrating

“The Power of Pussy,” Art of Music Video: Ten Years After

lesbianism entitled Faring Owr, and a boak
of erotic poetry and photographs entitled
Sex this October, adds to the performer's
5“'\'\:““[['.’ amount af W"fk tth I.I.'“
e
the formative texts in this emerging and
energetic area within feminist media analy-
SIS,

{Jl'll}"

s 1o evaluare, Lewis’ book is one of

Lewis centers her analysis on commer-
cial, mainstream videos commonly broad-
cast on MTV, but independent filmmakers

and video artists have seen music video as
a \'i:]l')ll;' an r-l'll'ﬂ'l LII'Id I'I-'l'-'t.‘ []I'lltilll_'{!ll illll[]\'-

ative and experimental work, The film
department of the Museum of Fine Arns,
Houston, ]m::icmul a film program cu ated
by the Long Beach Museum of Art entitled
“Art of Music Video: Ten Years After” dur-
ing June 1992, This exhibition collected

alternative visions and included a section

of videos thar deal with attitudes toward
female gender. These videos present a
stronger, more direct view than the previ-
ously described videos by Turner, Benatar,
Lauper, and Madonna. In We're Talking
Viudoa by Shawna Dempsey and Bad Tribe,
a woman dressed as a larger-than-life vulva
darts around the set describing what the
vulva is and quelling commonly held
myths about it. Other videos, such as
Bongwater's The Power rJ_,l"I’u.-:s_r and The
Cramp's Creature fram the Black Leather
Lagoon, also tackle attitudes roward female

bodies and .»;:.-xu,tlil}' with humor while also
making a point, Other videos in the exhi-
bition discuss AIDS (k.d. lang's Se in Love
and Erasure’s Yoo Darn Hef) and poverty
(R.E.M.'s Talk about the Passion). The pro-
gram’s curators, Michael Nash and Kim
Harlan Tassie, call this form of music
video “agit pop.” likening the medium

to the social criticism of agit prop theater
pr«-mh_'n[ n America during the ])q:[m:s-
sion. While the political and social com-
mentary of these videos does not play for
an adolescent audience, it shows how this
medium can be used as a tool for social
consciousness,

Whether MTV exec-
utives still see their enter-
prise as a simple money-
making venture or, as one
MTV promo states, “an
obedient tongue licking
the shiny, black leather
boot of rock-and-roll,”
music video does more
than entertain and adver-
1

e, Music video is a
Its

succincrness allows for

ﬁt'lvf.lﬂl co I'I!itl'llclil!l

numerous videos 1o be

1‘IG}-1{IL'5L‘|| ir \!HJ‘[CI’

time frame than other
popular forms of broad-
|

cast media. The
opinions and points of view displayed in
music videos can practically bombard the
viewer. For years people shouted, “1 Want
My MTV!” Now they have it, and, if they
are paying attention, they have much o
absorb.

Mels P. Highberg studies literature, creative
writing, and women's studies at the
University of Houston and works at the
Houston Center for Photography as the
curatorial assistant.
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Symbolic Actuality

Faces: Mancy Burson rwas exhibited
at the Con temporary Arts Musewm in
Houston, Mavch 14-May 17, 1992,
The book Faces: Nancy Burson, with
an essay J.rl}- Lynn M. F ferbert, is also

-’l'l'-’flljfc’h,-'ft“ J;UH!TGH’.- (;lfJH r('J'HPUi'ﬂ'F:P ;‘! ris
Musewm, Houston, 1992, 60 pages.
$17.50

Patricia Carter

As an artist, Nancy Burson always seems
to begin by questioning, by asking,
“What if*” Her photographs, however,
provide no safe answers, and ask their
oW e|||('\lil|l|\ of viewers, Indeed, ques-
tions seem to swirl around CVETY aspect
of this artist’s work, making her com-
puter-generated portraits seem the sl
eye of a rather considerable storm.
['hose who still believe that a pho-
tograph equals reality will find thar be-

lief shaken anew upon seeing Burson’s
work. No longer is a photograph the
that Oliver

“mirror with a memory”
Wendell Homes described. Bur a belief
in the absolute verity of a photographic
image was never very well founded, and
viewers would do better to remember
that Walker Evans told us the camera
was “the instrument of symbolic actuali-
ty,” not of actuality iself,

Nancy Burson has mastered the
u-dnmlu:_;:\. ul-.,umpu[g-r i||1:tgi|1g_, which
makes it pw.\]HL‘ 1O PECOm Pose and
combine images in a way that is virtually
undetectable. By this means, an image
can be cut loose from its moorings at a
cereain |m'm'| in time and launched inte
a simulared furure conceived in the
mind of the arist/technician. This new
e hnu]ul;}- carries with it the power to

change the fundamental ure of pho

tography, but it can also lead its users

in entirely unexpected directions. It is

mirg

through the works shown in the

1ing to trace Burson's progress

('.m!l.c;|n|_1c-r:||3- Arrs Museum,

The earliest of those works were
composite portraits done berween
1982-84. In this series, Burson poses
a number of questions thar challenge
society’s beliefs, suppositions, and prej-
udices, and presents her composites as
possible answers to those questions, The
compaosites are produced by scanning
i|t],I!_'.{'\ inwo a computer with a television

camera., I‘UIMIII .“l]ll\1\ L'ill.]l I-II'I-'lL"L' oa

standard size, then stacks and averages
|E1l' j‘-ll. cS ll\‘ll'li_" a Pll'l_L‘.rul"'l |I1|i] |'|'|.l[|\

facial fearures, Each image is then

It is important to know the equa Brooke Shields, Meryl Streep)

tion used in arriving at the composite
Major Races

“answers.” For example, Thre

1 Caucasian,

is a compaosite of an Oriental

and a black proportioned according to the
world’s populations. Warhead {is a com-
posite of world leaders weighted o the
number of nuclear warheads deployable
by cach. In this |m|||,1i'|, Reagan and
Brezhnev, whose images predominare, are
merged to chilling effect. In some cases,
however, the compaosite seems considerably
less than the sum of its parts. This is truc
of fst and 2nd Hc'n‘rr(_]' f.'mfr‘,'mﬂ!('_.', wherein
famous faces, which represented ideals of
feminine |\|;_1|.:|:\.' in their d:l}', are mq'rt_'_ui
into one image more ordinary looking than
any of its component parts. On the whole,
these are interesting but somewhar unsaris-
fying images.

It may be that Burson found them
unsatisfying as well, for in 1988 she began
o venture far |'|c,'l|'||ll|,1 those L|1I1!P|hilq'.\. o

create portraits of beings born largely of her

own imagination. She also abandoned the

=}
|.If!;L' .“H."l.i] .uu[ L'lll'll]l'.ll tll]r_'!i[il!l'l‘\ O pursue

a more personal inquiry into the visual per-

ception of normality and abnormality.

HOUSTON CENTER FOR PHOTOGRAPHY

In these 20x24-inch Polaroid Pola-

color ER prints, images of birth defects and

genetically induced malformations are

combined with “normal” feamures—and
sometimes with non-human elements—io
produce scamless composite portraits of
Juulu':-hing power. In each of these, a |.|rg_r,

incorporeal head appears against a black

background of secemingly endless depth.
The |

unreality to stare directly our at the viewer.

aces swim up out of a dark sea of

Most of these pnr[r::irn are uniitled, |r:n."u1p,

1ess at their origins. Some

|.|l|.' VICWET [

are like apparitions born of dreams.

For viewers, these images stir emotions
that are hard to name. Many people find
them disturbing: a few even dispure
Burson's right 1o call them portraits, since
they depict non-existent beings. Some
viewers (this writer included) have looked
into those eyes and had the :|'t.~;cum'¢-r1ini_:
sensation thar i is they who recognize us,
These images, with their alien beaury,
represent “the Other” of which the poet
Antonio Machado wrote: “The Other does
not exist: This is rational faith, the incur-

F i : Nancy Burson, top: First Beauty Composite, 1982 (Bette Davis, Audrey Hepburn, Grace Kelly, Sophia
stretched or \-'-'-“'Pf"l to fir the average. Loren, Marilyn Monroe); bottom: Second Beauty Compasite, 1982 (Jacqueline Bisset, Diane Keaton,

able belief of human reason. Identity
equals reality, as if, in the end, everything
must necessarily and absolutely be one and
the same. But the Other refuses to disap-
pear; it subsists; i persists; it is the hard
bone on which reason breaks its weeth.”

M
installation was Burson's “Age Machine,”

The interactive part of the C/

a computerized apparatus thar shows the
viewer what he or she may look like 25
years from now. The notion for this ma-

chine was in Burson's mind long before the

technology existed to make i possible. Bux
Burson held on to her idea, waiting for sci-
ence to catch up, and in patient collabora-

tion with engineers and computer graphics

experts, finally found the means o realize
her vision. A breakthrough came in 1976
\\'Ilﬂ.'ll a means was r(]ll"d o ]'H’I.Jli lll" a
computer with a camera, In 1981, she

received a ULS. Patent for “The Method

and Apparatus for Producing an Image

of a Person's Face av a Different Age.”

In an unexpected outgrowth of thar
work, Burson soon |3|.'i_:;ll1 hearing from
parents of missing children, who asked her

to provide updated composites of those
children to aid in their scarches. The
aging system that had been developed
did not work for children under 18,
whose facial structure was not fully de-
\.'l'liipt'il, but Burson found 2 way o
adapt that technology to fir this need.
In 1987, the FBI licensed the software
and several missing children were found
in the first years after upd.uud images

were aired on natonal welevision. Few

artists have had the profoundly affecting
experience of finding a practical applica

tion of their art that brings such immea-
surable benehit to people’s lives. Burson

is now married to compurer scientist

David Kramlich,

tinue to collaborate in implementing

nd together they con-

and developing the technol
My own experience with "The Age
Machine” was an adventure that, in the
beginning, scemed a lictde like my firse
attempt at driving a car. Intimidared by
the machine itself, and anxious to fol-
low all the rules, 1 had a very shaky stan
ar the controls. Once the journey was
finally underway, I left comfortable
middle age and, within thirty seconds,

roared into my 80s. [ had thought to see

a face like thar of my father, who 1 most
resemble, but surprisingly found more

ur'm:\.' mother in the face that came into

view. Mostly, of course, it was me. But,
the face on the screen was all science
and gravity, devoid of the experience of

those intervening years. In that respect,
my image was like the beings in
Burson's ER prim\: an inhabirant
of an imaginary, never-to-be future,
Burson’s most recent works shown
at the CAM were part of a still-develop-
ing series she began in 1991, Alcthough
these photographs represent a complete

tiL'P.II'lllIL' in IL'L'll'I['Iil]IIL', [l'lL':\.' SOCIM a nat-

ural progres for Burson as an artist.
These are portraits of real children with
progeria (a syndrome characterized by
early senility) and craniofacial deformi
ties. For this work, Burson abandoned
[h‘.‘ L'I.Jl'l!l"l][t'r -“1(' [[J(Jl\' l]l! a ]}i.]ll.‘ cam-
cra—a crude F1|.1\I:i.|' CAMCTA Mass-pro-
duced in the 1960s. These soft-focus,
delicare portraits are presented with
great care. Most of these photographs
are 15-inch square silver t_-_¢-|:||'|n Pfil'lr&.
E‘r;l'llll.'ﬂl ill Vﬂtl\ l"llrlll.\llk".l. \lll"\t.l"ti;i]
metal frames. Three of the images are
presented as exquisite 2 1/2-inch square
I.]J_L‘Jll.'rrl.'l!'l:\.'pr_'_\. H“‘[“L' (1'. [llL' MOSE Mov-
ing portraits in this series show a parent

with the child. In these images, a trian-

gle of interaction is formed by the
artist’s sensibilities, the transcendent
spirit of the child, and the transforma-
tive love of the parent. This inspired
trinity allows us to gaze with under
standing where before we would have
averted our eyes.

MNancy Burson has her critics. Cer-
l.'lil'll:\.' the u-rlmuh:i_:}- she uses so I'qu'l'[l:h'

Ilil\ lI\IIL'lL"l[ il'l d new

= of photography,
and many fear the application of this tech-
nology in the hands of some photojournal-
i\t\. NEWs :;d;l-:nl'\. .IH(I il\'l:li_;t |'n.|l~:L'In. In
the hands of Mancy Burson, with her sense
of artistic purpose and profoundly humane
instincts, there seems little o fear. It will
be interesting 1o see what qm-».liun\ she
will ask next and where she will look for

ANSWCTS,

Patricia Carter is a writer living in
Beaumont, Texas.
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Constructed Beings

Kaithleen l'.}nuplfn'.l’f's I’holugmphs of
Widely-Known Non-Existent Beings and
Other Culwural Commentary was shown
ait the Houston f.}'r:lri'fdr Plﬁvmxrnpfr_y.
May 22-[une 28, 1992,

Judith Steinhoff

Under arrack for depicting unedifying sub-
ject manter, the nineteenth-century painter
Gustave Courber defended his realism with
the retort, “Show me an angel and I'll
paint one.” Kathleen Campbell has chosen
1o “photograph” angels precisely because it
is ':||1pu\\':h|r o do so. While questioning
photography’s apparent truth-to-fact is
hardly new, Campbell uses the medium’s
documentary reputation to challenge our
belicf in rationality and our artitude toward
the irrational.

Technically, her work appears simple
and straightforward, printed directly from
unmanipulated negatives. However, the
“cultural commentary” is made not only
through the pictorial contents, but also
through the physical form of the ]lhnm—

graph as object. Each image is an assem-

blage of exposures made on several large
sheets of photographic paper that are
deliberately misaligned so that the seams
berween individual sheets are clearly visible
and the usually continuous contours of the
rectangular field are ruptured. Shot in
black and white, the images are then hand-
painted, mostly in soft pastel vones, The
representations themselves are created
through intentionally transparent staging
and use of props. For instance, in Crown
af Therus, the “thorns™ are obviously plas-

tic sword toothpicks, while Plasese Angel
has wings of cardboard covered with p.ltk-
ing bubbles and styrofoam peanurs.

By these means, C

mpbell emphasizes
that her photographs are constructed
images, not captured reflections of visible

reality. Thus, oo, these “non-existent

Kathleen Campbell, Dark Angel, 1987 (original is a hand-colored silver gelatin print)

ourselves and the forces of nature,” as well
as the conflict berween “the banality of our
existence and the universal longing for
transcendence.” For Campbell, marerial
images of “non-existent beings” embody
our illusions about our ability to rranscend
human limitations.

The hand-painting of Campbell’s
im:lg‘r.-; SCCITS lingud with a pmlmmlun
historicism. It recalls a time when pho-

tographs had to be hand-painted to have

color, as well as the revival of such early
|3i1ult1§:1.1|l]1i; processes dmillg the 19705,
when the artist received her photographie

training at Florida State. In combination

Kathleen Campbell, Fallen Angel, 1986 (original is a hand-colored silver gelatin print)

n 1o be both incscapably

|'\|_'||::"i" Arc S
bound to materiality of a particularly lowly

it nonreal,

sort and o defy our 1

nonrational entities (which ought not wo
have such substance). In the text accompa
nying the exhibition, Camphe Il links the
Lllllhd{ll(lillll\ i:llli'r“.l_':l '\'.-:\ the constructe \.l'
ness of her work with her concern for the
myth that we are “scientific rationalisis

and. . . can comprehend and control both

is

with the angelic, mythic, and historical
subject marter, which would have been the
norm in the ":_;l,lll(l tradition” of an .1_|:ﬂi[1~.[
which Courbet rebelled, Campbell’s hand-
'\.\JJ:IL also invokes llh' Ul.li ds‘l).ih.':u .l|.1tlll.l
||||_' status of [l||u|:|1:_|.||.1|1:\ A5 An art., ]111]1‘&1‘.
{ ..||'.'|F|E‘;'|!.'\ \\'I:‘l'l’{ 1% ||(I| i[l art I)i\[‘ifiﬂ.ll
allusions that add yet another voice o a
complex social and psychological discourse.
Oine of the most \'i~.1|.li|_\' .slrikin;',
images in the exhibition is Dark Angel
(1986), which is also one of Campbell's
carliest :1|1§_-,|-] pi; tures. The |.t1§:u female

figure boldly occupies the entire hield,

much like High Renaissance or Baroque
heroicized portraits. The angel's strong
|_3|1‘_\'riit':l1 presence is reinforced by the sen-
sually deep folds of the thick cloth draped
over her right shoulder. Yer behind this
full-bodied figure is a whaolly darkened,
non-specific, and consequently non-earthly
space suggestive of the infinite void. And,
like Baroque religious paintings, which also
contrast an intense worldliness with the
\||p:;rn:mu:1|. |i!;11| is important here as an
expression of spirit. The ill'lt_',(l-\ Wings arc
iridescent and a bright yellow bandanna
creates a glow around her head. In refer-
encing past artistic traditions in which
angels and other supernarural
powers were normative subjects,
Campbell invites us to re-value
the irrational for our own time.
Another level of meaning is
brought out by the play between
the title and the image, which
teases us with the possibilities of
different meanings and challenges
our expectations. Is darkness a
physical property or a characteris
tic of the soul? Dark Angelis an
angel of color and clearly not a
demonic being. Campbell has
fashioned a visually beautiful
image that, without bombastic

rhetoric, argues for a socially

egalitarian definition of angels.

A more recent work, Plastic
Angel (1992) similarly draws on
multiple spheres of discourse o
make a statement about present-
day angels. In her gallery alk,
Campbell claimed a connection
berween the artificial materials
of the wings and environmental
exploitation. However, the image
makes such a critique in only the
gentlest terms, by suggesting thae
such noxious products have be-
come components of today’s angels.

The |'q-u,li|li||g .1|||lu|q_',h i'uﬂ_\'-du[h:'d
female figure recalls a famous, non-angelic
but liberating woman: Manet's Olympra, as
well as the long tradition of representations
it commented on and the by-now long list
of appropriations of and references to
Manet's own image. Campbell further
seems 1o Suggest thar this pretty, very con-
temporary, but ultimartely very ordinary
young woman should also be encompassed
within our notion of angel. Yer, even as
Campbell calls for an updated, expanded
definition of angels, she leaves undefined

their role in promoting either a socially
responsible or fuller spiritual life,

Several of the images deal more explic-
itly with evil. One of the most powerful is
Fallen .-h.l_g.-u"[]‘JH.‘-"]. The ﬁgun'. traditional
in its personification of Lucifer as male,
rises up from the lower edge of the frame
in a fronal, seated pose. He wears black
jeans and is bare-chested, exceprt for a
number of small strewn feathers. Feathers
are also used to delineate his arched brows
and a kind of halo. The shallow space is
delimited by a black drop-cloth, reminding
us of countless rradivional studio portraits.

From behind this back cloth we glimpse a

warm peachy glew thar, perhaps a linle
oo gently, suggests the fires of hell.

W
portr

hile this image is a highly effective

al of Lucifer’s decadence, it also

points up some of the weaknesses of
Campbell’s images. The tension berween
the sinister and the charming or visually
;|]\pc,1|i|1i_', threatens to fall out of balance,
and not only to soften, but in fact to trivi-
alize the seriousness of the message. The
playfulness, the whimsy, the staginess of
these tableaux are clearly intentionally part
ur'l:_lmphrﬂ'.\ message. Indeed, they are
part of the works’ great strengths. Their
visual and fantasy appeal draws us in 1o

cngage ll'll' '\'-'I.'.il[l'l G'r'- 155008 .l['ll[ I'1.‘EI{.TL'IIL'L'.\

5.

with which Campbell invests her ima
However, her images often remain super-
ficial, failing to penetrate very deeply into

the issues they raise.
Pandora’s Bax (1991) 1s another highly
intriguing image thar ultimartely disap-
points for these reasons. The background,
a yellow-orange piece of vorn paper painted
with eminous birds, is p(l“'L‘IHI”:\' forebod-
ing and suggestive of mysterious dark
forces, However, the figure lacks compara-
ble mystery. Her face is fully revealed by
the harsh, glaring light, and she stares ac
us somewhat hypnotically, bur expressing
no trace of evil, fear, or conflict. The box
itself, said in the myth to contain incon-
ceivable horrors, here reveals its contents
openly and completely. It is as if the dark-
er, disturbing aspects of the myth are con-
tained, made safe or acceprable by the
straightforward presentation. Thus, while
Camphell presents us with the reality of
the irrational, she removes/denies one of
the things that roubles us most abour the
irrational: its inaccessibility to rationaliy.
Campbell’s single-figured images,
maostly presented in isolated non-narrative
settings, are thereby affered as contempo-
rary icons. Earlier religious icons were
images for meditation. Like Campbell’s,
they usually depicred well-known spiritual
|||_'i|1§_:~., and were often ||'|IJ1|!_'.|l| of as hav-

ir

a mystical identity with the sacred

figure represented. They were images o

which pruplr addressed wishes and prayers
and, in return, were granted ar least solace
for their troubled souls. With prolonged
contemplation a person was likely to be
moved to a new awareness or understand-
ing and, in special circumstances, to receive
A r'||'||,|_\_'||||'|'||‘c cure r(ll |hl']| F‘I'Iﬂhll':n\. ]:|!T
medieval icons to be effective in this way
required more than an acceptance of the

irrational, The most powerful images must

have carried the pl’niln.'l:il\lh ul' |'|I.'|i1.".'«- .Illd
necds dr;-;p]\' felt by both the individuals

<. I Ik\. IJ'IL".“‘.'\'-JI

and the socicty of the ag

Icons, (:.imph{”'.\ images -.i1m||1.l||uuuu|_\'
engage us in pondering their meaning

and elicit an immediate emotional res
ponse However, their power is in intrigu-
ing and beguiling us rather than precipita-
ing a |_1|e-li-11|11| transformation of our

understanding or outlook.

Judith Steinhoff is an art historian who spe-
cializes in medieval art but has also done
work in photography and photographic his-
tory. In Houston, she has taught art history
at Rige University and the University of
Houstan.
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Equal on Paper

Equal before the Lens: Jno. Trlica's
l'hulugraplls urGr.mgL'r. Texas :‘{p‘
Barbara McCandless. Texas. College
Station: Tesas AcM University Press,
1992, 197 pages. $34.50.

Ed Osowski

Armer

The photographs of Mike Di
would be unknewn today had a resident
of Heber Springs, Arkansas, not purchased
Disfarmer’s negatives in 1959 after the
]'Ihuiugl;’lplu'l'.'i death. Disfarmer's siudio
portraits of the white residents of his small
town date from the 1940s, when he operat-
eda .»;imp]c studio not unlike those thar
dotted the Main Strects of hundreds of
small towns across America. His portraits
are m(ri:igi];ﬁﬁn\':tn{ and free of cant. But
they are also something else: they are
dense and compelling works that recall
the |_3|mlngmp11.~; of r\uguﬁl Sander.
Disfarmer’s achievement comes w
mind because of the recent publication
of Equal before the Lens by Barbara
MecCandless, which tries to rescue the
work nf'(]sm_ Trlica, who phn[cgmpl‘lc{i
in Granger, Texas, from the 1920s 1o
the 1950s.
MNow a curator at Fort Worth's Amon
Carter Museum, McCandless came across
a's photographs while working at the

nities Research Center at the
rsity of T

as. In 1980, lin“:rwing

h, his grandson approached
the university with a donation: the family
wanted to give a collection of prints and
negatives, studio equipment, and business
n:t.'lll‘ﬁ{!; i-rrH'l'l '['rlil:.‘l‘!i fenure as a I'h‘}ll?ﬂr“'
pher in Granger. Approximately 15,000
film and glass negatives were part of the
giﬁ and siudio ]mr[mi[s of the re

enis
of Granger dominated the collection.
Granger, northeast of Austin in
Williamson County, was one of the many
-[“.'133 (.'U[n[l'll]"itlll'.\ W]ll'l‘: (:uf.':k'h(l.\'l‘.'\-"‘ik
immigrants settled. In places such as
{;lii ni:L'r, ‘h‘..-'hl wenre uhlf.' b Illlrthdﬂ.' I;] nd
and continue the ;1p,r||:u|r1u-.|| life they had
known in the old world.

November-December, 1941,

Trlica was borr

near Granger in 1882,
He first worked at farming but soon found
employment as a bookkeeper and store
clerk. In 1909, he bought an already-estab-
lished portrait studio, although no records

survive from this first venture into photog-

raphy. Eventually he ran an insurance
agency and devored considerable time o

administrative tasks relating 1o the benevo-

lent organization of the Church of the

Brethren to which he belonged. Trlica was

la r_gcl;' s
berween 1909 and 1915 he attended train-
ions run by the Eastman Kodak

|\r'1(.(. l-l['lll]‘.'.\h recounts ll'l-'l: '“'hilL'

e Igl'l[ asa I'th[tiglil]‘i'lt‘f. I'!Il[

ing se
Compa
traveling to Da

as, Houston, and San
Antonio, Trlica learned two things from

HOUSTON CENTER FOR PHOTOGRAPHY

Summer, 1930,

the Kodak instructors: how to rake studio
portraits and how to market his business to
maximize pln[‘irs. He learned a “demoecranic
style of photography,” she writes, one thar
was flattering to all but also one that was
L'I:(I]'l[)lrli(‘:ll])' ﬂ‘-‘JiI;Il]l'.' o as Wid‘.‘ an ;Il.ldi'
ence as possible. It was a style thar was es-
sentially conservative, one designed to give
sitters a recognizable and pleasing likeness,
Offer
o be phmngmphr,'d Wils N0 easy task in
Texas at that time. Whereas Heber
Springs, Arkansas, had almost no Afri
American residents so Disfarmer never had

[ Crg

ing a wide audience the chance

-an-

W5 [l'lf_' CIIE[]I' hdr(i{!l’., (;ﬁl NECT wias a4

different case altogether. In addition to its
native-born and immigrant white popula-
tion (Protestant and Roman Catholic), the

town had sizeable African-Ame
Hispanic populations. McCandles

the puim that for r«-liginu:. reasons 1rlica
was uncomfortable with the arbitrary
albeit |cg.i |—restraints imposed by segrega-
tion upon his efforts o keep his studio
functioning. He opened his studio o all.
Thar alone was no small achievement.
What his portraits present, then, is the
opportunity to see how a sampling of
Granger's ethnic mix presented itself to
the camera and to the furure,

The camera may be democratic but
those who sit before it bring the burdens
and hopes of their economic and social
conditions with them. The |mnr,1il gin's
the sitter the chance 1o share with an audi-
ence facts as well as fictions: this is a photo-
graph of my face, of my body, of my
clathes, of how I look; this is also an
image of how 1 choose to be seen,

If one reads these portraits as records
of how the sitters wanted to be seen, then
the finery they wear actually functions as a
“ecreen” 1o really "klmwing" these |1cup|c.
.\'['.m}' of Trlica's sitters wear their best,
their “going to church” or “going 1o party”
clothes, exactly what one would expect,
but this pih;siuﬂ for adormment suggests

an L'(_]llJ]i:\' 1WCame onc I(.[llF'\-\'.\ (L8] IJC

untrue. His solid, European burghers look
successful, established, comforable (with
themselves if not with the camera), and
indeed they were all these things. But what
of the young African-Ame
whao sport equally impressive outhies?

Al WOoImen

Surely a greater portion of their incomes
had to be spent to buy these clothes. And
whar of the Mexican workers who present
themselves in clothes that are worn and
wrinkled? Trlica’s Hispanic subjects wear

the clothes they wear to work in the held

Men carry the hats
thar shield them from
Ih(.' sSurn. -].]'IL'll' .\I'I{!L'.\
are scuffed and worn,
The women with them
WWear dn'-h{'.\ or skirts
and blouses that do

not seem as “current”

ar i‘;l_'w'l]i‘li";lhll‘ as lhl.'
outfits worn by their
Anglo and Af

American contempo-

Aan-

raries

Trlica's phnmg-
raphs commemorate
rites of passage
IllL‘.‘i ]3{3.‘“! il'l li]{.'il \\'L'd-
ding finery, girls pose
in the First Commun-
ion dre

O

2 !ﬂ"]ﬂg
girl and child appear

on the baby’s baptism

:jr::\.r. In these and other
photographs, there is
an “equality,” to use
MeCandless' term,

a democratic impulse

cnnn::{[in!; the s %,
Shared rituals linked
the citizens of
(}r.mgr;r. Births, mar-
ri J!.',l'.\. t.'.l';ldlld[i{!n\ I".'IIJ
gious ceremonies—they all provided a
rhythm, not unlike the rhythm of planting
and h.ar\'c:.ting. that e;llppurlr_'d the town's
cconamy.

These links are shared in enly the
l]l"llildl.'sl

}’IhiL’ SCTSC, }'1(}'\'\-' enuous

n
the links actually are becomes clear when
ﬂ[]mpﬂring owo g]".ullluli:}n pl]{:l[)gmphs.
In each image, Trlica re-employs the same
painted back-
ground. This
artificial set-
ting, with its
window look-
ing onto an
idealized land-
scape and 1ts
great swags of
I 'rj 'IJr.'lE:l-
eIy SUggesting
“1}'3' p“f
from the cigh-
teenth century,

its

April-July, 1928.

is intended o be a neutral space, a rerritory
in which all are equal. In one photograph,
four African-American schoal students face
the camera soberly, seriously. Its compan-
ion portrait show two Anglo girls, perhaps
sisters, who meet us with the same direct-
ness, Their equality before Trlica's lens
extends no further than the limits of the
print, the space in which they pose, and
the events celebrated. They are equal on
iTﬂI‘l‘r (4} I'hi}-‘.

McCandless calls Trlica’s por-
traits “hread and butter” photog-
raphs because they were so inexpen-
sive. For $1.50, one could buy a set
of twelve postcard-sized images to
send to friends and relatives.

In ;ld

which McCandless believes are

on to the portraits,

Trhica’s real gchicvumcr!t. !:';;.'rmf
befare the Lens also includes a num-
ber of “documentary” photographs
that give a sense of life beyond the
phmugr:lphr,' r's studio. There is the

]'III:_EI'I 5\."100].5 Iliiﬁ.k Leaim. -].hL’lR’ i!

downtown Granger, its strects
paved with bricks, making it the
first town in Texas with a popula-
tion under 5,000 o pave 115 busi-
ness district. And there is another
view of a residential neighborhood,
its streets still unpaved. Workers in

a field of corton, trucks loaded with

lL'llL"i |1[ [h‘.‘ same P“Nll]l:l, a (-'lllr i|1
city park, the town's bank under
construction, the funeral procession
of a much-loved Roman Catholic

priest—Granger becomes in these docu-
ments a symbol of prosperity, harmony,
shared values. These are images of a reality
so removed from our own, another country
almost—removed not only by years but by
the current absence of a system of beliefs—
that it is their quaint charm we first notice.
The viewer is r:,ulg]u short when an

ic, frozen

i"l;]gl.' .lllL"ﬂkfi ll'll[]llgh [h{ st
style in which so many of Tl

's subjects
are locked. Among the 120 photographs
l'l.'pl'l]dllct.'ll i“ :l“.' l]‘]l'k i‘C a \-“1;.]] HFUIIE‘ l“'l
which one feels that the subjects themselves
Pn.‘-
controlled by Trlica’s camera, The pho-
tographs of two young African-American

S [0 IT'lllL']'l iiﬂ.‘ mw I'H‘ I’_'ﬂn[.'lil'll.'d ar

girls dancing and of two African-American
hugging and laughing, hold our at-

f mothers with
their children contain tender, soft, touch-

m

rention. Several images

ing elements missing from many others.

In several, humeor creeps in aceidentally—a
:p"\lll‘f_: ['ﬂ\\'hl‘l\' PET‘M"{ iH [h'-'l[ same p-'l‘ll'l[l.'l!,
formal setting, as our of place as a person
could be, and again, against that same
backdrop that has supported brides and
their husbands stands a resident of Granger
holding two large-mouthed fish. The

book’s cover, depicting a young girl hold-

ing an ear of corn whose kernels have

1an Cross, 15 Certs

formed a Chri nly a

I\iL'Cl.' UE' !-llrfk';l]i.\nl;
McCandless writes thar the “role of
the community photographer is to focus

on the positive nis that inspire commu-

nity pride rather than events cau

i_': em-
barrassment or discomfore.” To expect
Trlica’s photographs to do anything ¢ls
to shock us with hidden secrets abour the

dark side of small-town life or to probe

the psychological depths of his sitters, is to
approach them
lll“.'[] rl'L'Ci]:r"
The studio
portraits of-
[I:fL'[i ||'|t' Hi[[‘.‘rﬁ

few opportuni
ties Lo carry in
props; visual
symbals that
would reveal
something
about their

Januany-August, 1933. souls, These
“documents
Are meant o I'.'l'.'lt‘h:l'.'l.[l.'. not o n.'\r'L'iil. | {+]
present on paper whar the communiry
Wants IT(L'!i(.'[ItI’_'{l_ IIll]i‘l_'.l‘.“ wt]rld wWas !il'l'l.i”.
self-contained, conservative. A reading of
Egual before the Lens reinforees that
IMpression.

Ed Osowski is a member of the National
Book Critics Circle and his reviews appear
reqularly in the Houston Paost.

April-luly, 1928.
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Enchanted Technology

MNuclear Enchantment, photographs by
Patrick Nagatani, essay by Eugenia Pervy
Janis, Albuguerque: University of New
Mexico Press, 1991, 845 cloth, $29.95
paper.

Elizabeth Claud

Nuclear Enchanement, Patrick Nagatani's

most recent book, marks a subile yer effec-
li'\'(.' '.'hd”!.’.‘.' i" 'I'H.‘ I?h"[{’glﬂ}!lﬂ:f‘.\ -'lpl'"'ll:llh
to the subject of nuclear technology and its
ramifications. .'\lllmup,h N.ll_',u.mi cxplm'ul
the topic of nuclea

apocalypse in his col-

laborative works executed with the paineer
Andrée Tracey in the 1980, this bady of

sied and

work is, as a whole, more fo
politically charged than the earlier work.
I" |h(‘ l-i"r[}' ﬁ[;lllﬂ'll ﬂ“l.l |n-1".llll|!ﬂ“.\i K.'l’l‘}r
plates included in the Nuclear Enchant-
ment series, Nagatani’s personal vision

shines II1{[]Ilf:'|h. Fach of the im.lgu:i relates

to the theme of nuclear power, but
Magatani’s use of irony and humor brings
the subject to a level that entices rather
than repels.

In the series, Magatani's commentary
masks itself in subtle imagery or boldly
ly charged compositions.

emerges in h
In plate 21, for example, two lawnchairs
are P'lll]‘.'“] llIT o a b]ﬂ?.ll"g l]ﬂ l'l]t.'c.‘u::—.'._'.‘l'[]—
bolic of domestic bliss. The scene is sur-
rounded by a tall fence wopped with barbed

Patrick Nagatani, Waste [solation Pilat Plant tTauract 1 Accident, Afomic
1990. Original in color.

Auto Wreckers, near Las Cruces, New Mexico,

wire, and a mountain in the background,
a scemingly harmless and beautiful topo-
i_:mph'u'-.ﬂ feature. The only hint that some-
thing is amiss here are the two military
planes at the upper left of the image. Upon
rt-:ujing the title of the image, the insidious
reality of the scene is made all too clear:

Fo 16 Fatcons (LS AF, Thunderbird Team),
Residenrial Ba -me’ Facing Hollowed-out
Manzano Mountain Nuclear Warhead
Storage Area, Kirtland Air Force Base,
Altrieqaerquee, New Mexico, 1990,

In another photograph (plate 2), the
I\hn[ugr;lphcr'\ message is more obvious.
In the foreground, three men and a woman
with Japanese features prepare to take pho-

1[]1_:|'.'|F\|1\ il{ilﬂ r man .'”!(l f,'l'lilll S[‘l"ll—
ing in front of the marker commemorating
the detonation of the first nuclear device.
-[Ih‘: l]l“.'kufoll"d .l!| 'P;lif]l‘:ll an :.'L'l'i:.' IL'CL
and a replica of the Enola pspended
by monofilament, Hoats over the scene.

Trinity Site, Jornada del Muerto, New
Me

J'!.'PH.'VL'I'I['- not IFI'Il}' tht.' hi!-l[‘fiL'i]l [L']-ltil|||'

g, 1989 s an ominous vision and

ship berween the Japanese and the atomic
bomb, but also the naiveré of the general
public (represented by the stercotypical
tourists) toward the dangers of radioactive
waste, a problem thar will remain with us
for tens of thousands of years.

Many of the photographs in Nuclear
Enchantuent are similar to Nagatani's
works executed in the 1980s in collabora-
tion with Tracey; three of the images are
in fact partial collaborations with Tracey.
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As in Magatani’s earlier
works, the theme of

n lll,']t"'l! a P[]CJIL}’PSK.' recurs

and the photographs are
staged using bright colors

and obvi

s prl'rp!i .';l“.-h as
model airplanes and mis-
siles, paper cutouts, and
oys. However, for this
series Nagarani ventures
out of the studio, away
from p:iin[ul ba hhnps,
and instead photographs
nuclear sites throughout
New Mexico—the “Land

of Enchantment”—to
serve as backdro ps. Before
constructing his final
images, Nagatani photog-
raphs places related to the
nuclear industry, from the
relatively safe—the Rocket
Lounge in Alamogordo,
Air Foree bases, and sci-
ence museums—io |I'|l.'
verifiably radioactive—the
markers at the Trinity Sive
and Project Gasbuggy ura-
nium mines. The site pho-

tographs serve as the basis

for the final images, and the effect of using
r(';ll ﬁi[l‘!\' r;l[h‘.'r II'I.II'I rh'l.l“[t'(i biifl"(lﬂlps
seems more germane to the real problems
faced by residents of New Mexico, and, by
extension, everyone.

'I-hl’l!u}_’J'll:llll
his photographic
carcer, Magatani
has explored the
potential of the
Ill.'{[]ipllt:lit'd or
staged image
vehicle for artis-
l]ll' L'IPT‘.'."!-.IU n.
He painstakingly
arranges people
a n‘.{ ITr(!IH.'

a

against his own
photographs of
Nt"\'-' ML‘IILL'GJ..'.

scape, often
adding bright

L'lll[]T.\ o l]'LL'

images in the
studio and
rephotographing the result.

While the subject marer of Nagatani's
p]l[ﬂ()!_'_,l’dr.l]ﬂi |'\ 5‘.'ri0|.|5i\ tllL' .\tﬂ}‘,‘."[ qllﬂli':\"
and bright colors add a degree of humor to
the work. The objects su]u;limp:m\l on the
PI]{J‘U!.'J-IPh?‘ ‘}'.f\-llll.'.\ dare Ill‘l\'iuu.\l;\' i‘ﬂll‘\"
and play against each other to create visual
puns. Nagatani's uncarthly bright colors,
often noxious greens, bright reds, and
glowing yellows, draw the images out of
ll'l:r.' H.';l]r” l’j-ll'll: h‘.'“l.'\';[hl‘: ;IJlLI il'lll’ l]'l;ll
of the dream or nightmare, Nevertheless,
Magatani’s treatment of the subject does
not overwhelm his serious intentions.

The layering of comedy and rragedy

within the images relates to the contradic-

tory nature of nuclear power itself. A
theme that runs :hr-.:llglmlu the series is
the conflict between myth and realivy.
Ower the years, Nagatani has collecred
clippings from the popular press and from
government publications about various
military and nuclear operations and “inci-

dents” in Mew Mexico. He uses the infor-

mation he gleans from various source

starting point for the photographs, inves
s often dif-

E‘,’l[illl_“ the idea thar “orutk
ficult or impossible o decipher from
licli‘l;n- N-'lr‘\.lt-'l"i i.\ L'['||I‘.'cr”‘.'li “Ilih II“:
idea of history, not only the long history

of the nuclear im[lmn n Mew Mexico,
but also the histories of other peoples,
notably those of Native Americans and
Japanese, and of future generations. Native

Americans established their cultures in

New Mexico long before the United Stares

nuclear experiments in
Nat_‘,‘l[.lﬂi shows his sensitivity 1o
that by including pueblos, Navajo tract
homes, kachinas, ritwal clowns, and histori-

government bega
[l'lt.' sgare.

cal sites in his r;nmpn.si:iml.»;. In addition,
due in part to the fact that the Chicago-
born Magatani is Japanese-American and
in part to hi
porates Japanese elements into many pho-

nterest in hi:itur_\". he incor-

mgmphs, i|1|_'iuding a Ffim:;hig:; <,-.1l_'_|r, carp,
Japanese tourists, and occasionally the style
of wkiyo-e prints. Because radicactive waste
will be around for future gener

N

10N5,

ill'lll l!E‘lt’ll lj(_'pllk'l.\ t.h'illl ren llI'I I'Ill.\

a Native American boy watches
a television program abour the Waste
Isalation Pilot Program (WIPTP), the phn-

mgr:nphvr's SON CIMETEEs in a glnwiug green
from Radium Springs, ghost-like students
are juxtaposed against the missile display in
frone of their high school, a JH[\JI}(‘SC child
holds a model of a missile in her hands.
Diespite the fact cthat Nagatani deals
\\'i[h da [lu“ll‘t.‘l“y IU-{dcd l(]}'ll(.. d \'llﬂ'“"L'l on
appreciate the aesthetic qualities of the rich
images without knowing the context of the
pieces. Fortunately, though, the introduc-
rory essay hlv F.ugunim I’Jrr'\'_hni\' offers a
hul:nl;lrlli;{| amaounit (]Frﬁ]clll;l] il'l[‘l?l'l'll'ﬂli{"'l
for those viewers who feel compelled o
learn more about |\';1p,,-.,1(,1ni and the series.
In the essay, Janis analyzes thirty-nine of
the forty plates in depth, discussing not
(]]'ll}' content l)lll -'ll.‘uU N-‘ll.{.'lt-'l"i‘.‘i Ll'L'il'i\'L'

.- i3

Patrick Nagatani, Koshare/Tewa Ritual Clowns, Missile Park, White 5ands Missile Range, New Mexica, 1989,
QOriginal in color,

process, She even accompanied the photog-
r.lphul on the shoot for pi.lu 20, B-36/Mark
17 H-Bowmb Accident (May 22, 1957), 5 112
Miles South of Gibsen Boulevard,
/F.l’.l"n.-;‘rm'n-lmg-, New Mexica, 1991, and
details the photographer’s exacting meth-

ods. Janis” discussion of the series is adepr,

iII'I[i hur ns [ COmMes across as maone {Bi-il

collaboration with the photographer than

a mere introducti

1 1o the series. The i

Il”‘.lill:ll[”l lrlll”n[‘.ll.\ .l'l:\" k'l‘.'cl[i"l’. a l'-'ll;]l'lk.‘.'
between the essayist’s well-researched

e and the plmmgl-aplu-r\; {umpll'x
ll]'lld!.'.‘.' r:r'-

Overall, Nuclear Enchantment is suc-
cessful on many levels. The photographs
are \'i.\llﬂ“l\' L'(]rl1p|t.'5: ﬂn(l G:nll'l(-i”.l"p'. -l]'l[i
despite being exciting as objects, they also
bring up themes that need 1o be addressed
although the Cold W.

over, the prnh]crm: of radioactivi

l]"\' LI” I]rll..\

very much with us. The introductory essay
and the two maps at the back of the book,
which show the locations of raw materials
mines, nuclear power p].ml.'.. lu:.ling SItes,
weapons productions facilities, and nuclear
waste sites throughour the United Seates,
extend the scope of Nuclear Enchaniment
to remind us that, whether or not we live
in New Mexico, we are all surrounded by
|];1n1;g'r|ll|& Ihw.»;'lhi“:i:;:;.

Elizabeth Claud is working toward a mas-

ter's degree in art history at the University
of New Mexico.

Patrick Magatani, Kwahu/Hapi Eagle Kachina, White Sands Missile Range, New Mexico, 1989.

Original in color.
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The Curator’s Eye

The 1992 New Ovrleans Tricunial
Exhibition: New Southern Phatography
was held at the New Orleans Museum of
Art, May 9June 28, 1992, A :we‘m'agw: is
available from the show through NOMA.

Bill Frazier

The 1992 New Orleans Triennial
Exhibition includes 118 photographs by
thirty artists chosen by John Szarkowski,
the former director emeritus of the Depart-
ment of Photographs at the Museum of
Modern Art, New York. Eight hundred
artists from twelve Southern states submir-
ted work for the juror.

The New Orleans Museum of Art's
triennial format is important. It allows
artists to submirt work and participate in a
museum-sponsored exhibit and have their
work published in a catalogue. It is rare for
artists, whether they are established or just
|;1|::ginnin§_-| their careers, to have such ap-
portunitics. OF the artists in this show,
some of them, such as Nic Nicosia and
Jerry Uelsmann, have received significant
national and international exposure. Sally
Mann and Debbie Fleming Caffery are
representative of mid-career artists, There
are also many who are just now finding a
regional audience and several have just
finished graduate school and are beginning
their exhibition careers. Such is the natre
of juried shows, and that is their strength.

In general, the work chosen is quite
gnnd. It is not surprising that, given
Szarkowsl

i's curatonial proclivities, the
exhibition has a strong formalist stylistic
bias. Szarkowski first defined photographic
formalism in a 1964 exhibit at MOMA
rided The f’fmmgmpf:rr's f'_;m' Much of his
curatorial career was spent refining those
ideas. To see the NOMA exhibit, one
would inevitably conclude that formalism
is the dominant p]unug;mphic pr;lcti(\‘ in
the Southeastern United States today as
well.

The exhibit has some very strong qual-
ities. Women represent eleven of the lhiH}‘
photographers included in the exhibic.
While that ratio could stand improvement,
it is better than many other such exhibits.
Partricia Dalzell, an artist from ‘v"il'g'llli.l. is
represented by six large black-and-white

ts of women who return our gaze.
They are thoughtfully composed, honest
and direct images of subjects who present
themselves with confidence. Sally Mann,
one of the better-known photographers in

Patricia Dalzell, 1990,
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David M. Spear, Mam/ie Neugent Washing Her Hairilee, 1989

the show, has three romantic, wi'[|:-' fior-
cused prints most aptly described as lovely.
Her image Night Blooming Cereus is
strangely evocative of Gauguin's Tahirian
paintings made in the last century. The
|.1t1guid eroticism of Mann's images seems
primitive and remote when compared o
the deadpan style often adopted by con-
r"n'lp[]r;lr‘\' IT["Ttl’ng?h‘.’rF.

Several of the artists work in a docu-
m‘.‘ntﬂl—_\' nll)dl.'.
New Orleans
artist Richard B.
Oliver records
folk life in and
ﬂlnll“l! M)ll["l::r[]
1.U|.| L\J‘;ln:l. [ [l\
portraits of
musicians and
[]1]]1:'.“ are
straightforward
records of indi-
\‘idli;{'!- Wh“ PT‘«."
sent themselves
l-[]r [b‘: camera,
and in so doing,
indirectly reveal
something of
their [_u-rmn:i“-
[il:H .H!d E"llllllrL'.
He is a latter-day
August Sander,
traveling the
I’ill.'k ll}-'llih mw
small communi-
ties portraying
individuals who
give southern
Louisiana such
a distinct flavor

and culture.

David M. Spear, from North Carolina, has
photographed people who live close to the
economic edges of our society. The image
titled Mawmize J'\":fﬂg!'ﬂ.f Wm.l"y'r{[; Her
Hair/Lee pictures some of the harsh reali-
tics that people must endure in their daily
lives. His work also includes the Hup‘;\:‘c.'.tiun
of narrative, which is an important part of
the Southern tradition.

A more political approach to documentary
is found in the work of Texas photograph-
ers
af Texas, Stewart insists upon making very

haron Stewart. In her series Toxie Tour

specific indictments of the corporate pn|i-
cies of the petrochemical and def
industries in Te
and text to illustrate the disastrous affect

15
s, She combines image

that the actions of these industries have
upon the environment and those of us who
live near these sites. Hers is the unl:v work
in the show that undercuts the apparent
insistence thar the formalist qualities in

a wt:lrk are .\ll"itiunl.

Not surprisingly, the color photogra-
phy included in the exhibit bears a striking
resemblance to the kind of work that
Szarkowski promoted in his role as curator
of MOMA’s Photography Depariment.
MNew Orleanian William K. Greiner and
Birncy Imes from Mississippi both have
works that are suggestive of William
Eggleston in their deadpan observations
of the small incidental detail. The work
by Larry E
could be mistaken for |".gg|c.\'mn':i as well.
Lawrence McFarland from Austin, Texas,
is represented by some black-and-whire

McPherson from Memphis

work that is remarkably reminiscent of the
New Topographics photographers, which
Szarkowski promoted in the early 1970s.
While much of the work in the show
is very strong, there are several impressions
that emerge from the exhibition. If this
show is indeed representative of photogra-
phy in the South, then photographic activi-
ty in this rather large twelve-state region
has been almost completely unaffected by
the photographic activity of postmodern-
ism and photography’s i

ction with

politics and popular culture. It is possible,
f”t Course, '|I'||'l| Tl'ldl'l}-' ]3i]u:{igll‘}ll1f|’.\ L'hll\r\-
not to submir work if they worked in pho-
tographic modes that were beyond
Szarkowski's tastes. But this show is actual-
ly like a srylistic time capsule and bears an
uncanny similarity to the shows from the
early 1970s at MOMA.

Much water has passed under the tri-
pod since photographic formalism was a
\'Chlc1c FI1I IhL' ‘.'x(_'it‘.'nTl.'l]t ;l]'ld sense UE'dif"
covery that it carried twenty or thirty y

5
ago. Now it has matured, bur it seems
mannered and out of wuch. In the rienni-
al exhibition at the New Orleans Museum
of Art, the Southern manifestations of for-
malist im.lt_‘_;‘l’}' are 1 curious .\l}'l].'.lit and
curatorial anachronism,

Bill Frazier is a Houston artist.

PARTING SHOTS

This issue of SPOT would not be complete without mention of two recent pho-
tography exhibitions on view this summer in Houston: “Ansel Adams: American
Icons,” June 13-August 30, 1992, at the Blaffer Gallery on the University of
Houston campus, and “William Wegman: Paintings, Drawings, Photographs,
Videotapes,” May 16—August 23, 1992, at the Contemporary Arts Muscum.

The Ansel Adams exhibition comprised 59 photographs chosen by the artist
to present what he considered to be his best, most significant work, The show
provided few surprises but did serve to remind us of Adams’ superior craftsman-
ship and dedication. William Wegman's exhibition, organized in Switzerland,
included approximately 119 artworks created between 1970 and 1990. The press
release from the Contemporary Arts Museum began with a description of the
photography—more specifically the Man Ray and Fay Ray portraits—and appro-
priately so, for this was by far the most extensive element in the exhibition. How
the artist, working in multiple mediums, plays one medium off the other, incor-
porates one into another, or simply shifts from one to the other—questions
raised by this exhibition—will be the subject of a future SPOT article.

Maggie Olvey
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Ten foot prints? No problem at Houston Photolab. We can custom print up to 50" x 1207 color or black & white.
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The light through the doorway pressed gently

on her face,

showing me her world, her house, her bed,

her eyes.

She looked into iy eyes through the camera,

as if she knew she would be looking at the world,
and without fear.

She always cried when 1 showed her a picture

of herself.

Eloina told me later her mother was unhappy
with how she looked,

old and wrinkled.

“Inlie’s camera never lies,” Eloina said.

1 mever thought of her as old and wrinkled.

1 saw @ womian, a friend.

And she always asked me to take another picture.

—Julie Newion

Julie Newton is a phofograpier in Austiv, Texas, and a faculty mtember at the Universiry of Texas af Austin.
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