P@

Houstox CENTER For PHOTOGRAPHY ® SPRING 1992 85

George Krause, John the Baptist, Spain, 1964

BOLTANSKI « CHRISTENBERRY » RAUSCHENBERG
CENSORSHIP » 19TH-CENTURY AMERICA




© Luis Gonzales Palma

THE HOUSTON CENTER FOR PHOTOGRAPHY

SALUTES
FOTOFEST '92
AND WELCOMES PHOTOGRAPHERS AND VISITORS TO

HOUSTON'S INTERNATIONAL CELEBRATION OF PHOTOGRAPHY.

FOTOFEST IS A BIEMNIAL EVENT COMPRISING PHOTOGRAPHIC EXHIBITIONS, WORKSHOPS, SEMINARS AND OTHER SPECIAL EVENTS, THE 1992 CELEBRATIOM FEATURES
PHOTOGRAPHIC WORK FROM 20 COUNTRIES OF EUROPE AND LATIN AMERICA EXHIBITED AT THE GEORGE R. BROWM COMVENTION CEMTER, AMD B FOTOFEST SHOWS AT
MUSEUMS, GALLERIES AND OTHER SPACES THROUGHOUT THE CITY.

FOR FURTHER INFORMATION, PLEASE CALL FOTOFEST AT (713) 840-9711
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EDITORS' NOT

As we celebrate the Houston Cenrer for |'|1e1lu1_'.r¢|

‘s tenth anniversary

reflect on its accomplishments, it is clear that HCP was not alone in its prosperity

during the past decade. Houston was rich with photographic activity: the

Museum of Fine Arts was Jr\clupilll: 4 STFONE Program with exhibitions and relat-

ed activities; ForoFest grew from a dream to an international event; and the many

galleries in the region were gaining widespread support from patrons and artists
alike.

To meet the R'h.l”t'fll.‘,t' of this recepiive audience, HCP has soughe to find s

own niche by presenting a variety of exhibitions, lectures, workshops, catalogs,
lir”u\'-'s|'li|h, and issues of the journal you hold in your hand. Planning this issue
1o celebrate the tenth anniversary of such a diverse organization was a formidable,
yet stimulating, task. From a review of a book on nincteenth-century photogra-
phy te a roundtable discussion on censorship in the arts wday, a range of photo-
history may be sampled. We address the wpic of censorship in this issue because
it is a concern thar has affected our past and c,'-:rr,ginh' will impact our future. Just
as we were finishing this issue of SPOT, the Mational Council on the Arts struck
another blow to freedom of expression and the peer panel process by overriding
the Visual Artists Organization’s panel recommendation to fund Franklin
Furnace of New York and Highways of Santa Monica. The baule continues,

HCP forges abead in its efforts to bring challenging work to you, and we've
highlighted thase efforts in a feature article on HCP's accomplishments over the
years lI'Irl1IIEL|I the words of those involved. It is augmented by a timeline putting
these events into the contexr of the photographic activities in Houston at the
time. All rold, an ample buffet from which 1o sample.

As part of the HCP celebration, we would like to salute and express our grar-
itude 1o the entire membership of the Houston Cenrer for Photography, without
whase continuing support this home for photo-lovers would cease wo exist, We
would like 1o also acknowledge our loyal advertisers and the Forums Program of
the Mational Endowment for the Arts for their support of SPOT. Since is incep-
tion, HCP has been the product of collaborations of all types, and this issue of

SPOT is no exception, From the cooperation of writers—local and national—ro

the exceptional efforts of staff and interns at HCP, this jou s the tangible

resule of their invaluable coneributions,

Marlee Miller and f\.’;lggir L }|\.'r_\.'

LETTERS

Thank you for the review of my exhibition ar the center. | was greatly bemused

Dear Editor:

by Mr. Dobay's lengthy critical speculation (SPOT, Fall 1991).

Frankly, I doubr thar images offer an efficient path 1o greater spiritual
understanding. Quite the contrary, it is our addiction o images, | would negate,
in addition o the addiction to moral correciness so pervasive in our sociery, As
William Burroughs has so apily stated, “As seon as we say that something is true,
real, then immediately things are not permitted.” Who appointed whom the gate-
keeper? It is by letting a “philistine . . . into the realm of mystery” thar we are able
1o value a “realm of mystery.”

Whar Mr. nuh.i.\' s wr.'killi_:, I ]lr:lpr he finds, but it resides in himself not in
my work or for thar mater anyone else’s,

Rick Hock
Rochester, New York

Dear Editor:

I am writing to express my dismay at two overwhelmingly negative reviews in the
Fall 1991 issue of SPOT.

James Houlihan interprets Robert Wilson's exhibition at the Contemporary
Arts Museum as a form of attachment to materialism, which implies a conradic-
tion in the face of his attempted spiritualism. | find not only the entire interpreta-

tion, but many individual judgments, insupportable. For instance, 1 fo
presence of Wilson's own n.'m.\lml\' boors in the show a starement about his roois
and his I"L't'rln!‘__‘. of closeness 1o his home stare (Texas). But more impaoreant, by
concentrating on a cynical view of the exhibition, Houlihan Ilc'l'_iu ted 1o inform
the public as to why Wilson is so imponant. As a theatrical producer and director

he is famous all over the world for avant-garde Pruldu.;:icm,a that oddly resurrect

theater practice from all periods back 1o the Grecks, This work alone would quali-
fv him for more serious rreatment. That the objects he tl{'\lil.‘_l'l\ for his |lrmllu.uur|.-

and the draw

gs he prepares for the sets are objects of an in themselves is even

more impressive. Certainly he is controversial; his rew of seripes, his gadgers,

his combinations of theater and dance—rhis is a controversy that is enlivening
theater, not injuring it. I think the paradox Wilson expresses 15 not one of contra-
diction or II:\'F:HH’.Ii\:\' bt the dilemma ::E-\'IH1[\'IIIp|lI’.iI_\' life {..Il.lt;!n berween mate-
rial and spirit, loving cach and longing always for the ather.

The ather article thar dismayed me was “A World in Megative”™ by Diane

h. It has .l|h.i)'n been my umlrnl.lll{“ll_L: rll.u e st i|1d~_'.t' art

accordance with its intentions, not in accordance with our own preconceived
notions. We must enter its world and follow the rles it creates, Never should we
expect a work of an to do that which it does not attempe. Criticism is a ool to
negotiate between the artist and the audience, instructing the audience how 1o
make this Cniry. Bad work will fall ||.\ the w.l}.'ui(k‘ 1 believe the Kuwairi pho-
tographs realized their intentions,

The views I have expressed, particularly starements abour the purpose of
criticism and the nature of art, are subjective and cannot be taken as veuths, Bue [
firmly belicve that a positive approach is more constructive than looking for what
is wrong and “Nll‘-irlr_ on it. Afrer all, when we loak for u||1'|-g'|||ir||::, we “\L[,|I|.\
find ir.,

Elizabeth McBride
Howston, Texas
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Delving into HCP’s Ten-Year History

Elenlang

Emerging from the Houston photographic
community in October 1981, the Houston
Center for Phortography (HCP) has tried
to be many ||1i|1.g:. to many EH‘UPI:‘. The
k{1|r1€li|l11:3- lllT‘l‘JllIUHl- ldil.'“ lrill"l}!l'l;l]'l'.
evolution of this visual artists organization
reflects the dreams of the people behind

Areists, ‘.'{ﬂill.'L"(}rH, CUrators, pairons,
and students. A grassroots phenomenon
ations, HCP's aus

picious birth, ambitious expansion, stub-

with institurional aspi

hGFrI'I .\lll"\-’i\"-{l- lnLi IjC[L'Ilnlll'lL'Rl \'itﬂlit}' i!\' an

Amel

1 SUCCESS SEOry.
W
um-sized artists organization is awe inspir.
ing and cause for celebration, its early
hihl“‘r}- IE_‘\'L'“I]’I‘.'.\ a "'I:\."I'l, C”]Tlpli‘[t' “r'.l'!'l
nd dark horses. lts found-
count those first few

= a ten-year tenure for any medi-

proud heroes

i.1|‘z-.'| I[](.‘I11I‘L 'CArs

with pride

nd emotion. The SIOTY ApProx-

imates a genealogy of the Houston photo-

graphic community.

In the Beginning

Prior ta 1975, photography had little per-
manent foothold or mainstream clout in
Houston. The evolving popularity of pho-
tography in the city paralleled its develop-
ment across the country. Some multimedia
L.“f"n'lcrL].-'ll g‘.l”c:l‘llt.'s. .\LIC]I a8 Fr‘ﬂj‘.‘rl‘clﬂ;l
Hunrer's Texas Gallery in 1970, included
photography in their yearly programming.
The Cronin (';.1|lt'r).'. one of Houston's few
exclusive photography showplaces, opened
in 1975 and was followed soon by David
Mancini's Photopia, filling in where Geoff
Wi n'mgh.m]'.\ Latent ||1ugt- (;;:"vr.\' had

left @
Rice Media Center program, established in
1969, was strong; the photography depart-
ment at the University of Houston had
[1:'1_11“1 with pr{Jmiﬁt i 1975 under ('r:.'nrgc
Bunker; and the photography department
at the Museum of Fine Arts, Houston

in the early "70s. Winningham's

{MFAH), was matwuring under the nurtur-
ing hands of Anne W. Tucker. But, the
diverse denizen of phnmgr.l!}hcr.-;, collec-
tors, and “accomplished spec
Lynn Herbert, past HCP executive direc-

ors

das

tor, calls “the M:phiﬁlic;!lr_'d seers —wanted
more.
As the curator of photography at

MFAH, Tucker broughe together those

with a true love of |_311n[ng|r;]ph:.', She sent
out flyers inviting people to talk about the
photographic communirty at Frederic and
Berry Fleming's Paradise Bar and Grill,
and the word spread. As thirty to forty
people discussed their dreams, the idea of
the Houston Center for Photography

began to take shape. Although no perma-
nent mr:c[ing or exhibition p|:iq;c existed,
il.i(.'il.\ il“'d L']'lL'f}"'_\' -ll]"l]llﬂlL‘Rl_ -I.]IL' Org; II'Iil"'l-
tion was to move first to Sally Horrigan's

house, then to Buddy Clemmons’
gallery/home, and on 1o Bering Memorial
United Methodist Church before ».::[[|i11g
in 1983 invo its current locale av the corner
of Mulberry and West Alabama.

In addition to address ch,u]f_"u:;\, the

t|i|’t‘L’lqrr‘.\ [{J:Lh E"-‘“‘.\‘:l[ r‘r‘l“'ll l.:\.‘”fl ]'i‘:rbcfl
(then McLanahan) in 1983 to Lew
Thomas in 1985. In 1987, .-'\pril R;lpit_'r
held it briefly before passing it on to Jean
Caslin. As presidents of HCP's board of
direcrors, Gay Block, Dave Crossley,
Herman Detering, Paul Hester, Horrigan,
Joan Morgenstern, Rapier, Amanda
Whitaker, and Clint Willour have done
their parts. While diversity ha
a defining characteristic of HCP,

ll“'il\'h’ JIL'L' n

has

contributed to the center’s strength and

L]l;I”L'“P‘L'd s 5|1ﬂl!]l|
Much of thar vis
the first vear. HCP became more than just

wn was realized in

a meeting place for members to exhibit and

HOUSTON CENTER FOR PHOTOGRAPHY

HCP's first show: head by Dave Crossley, head and feet by Paul Hester. (This photo was first
repraduced in the second issue of Image magazine.)

discuss their work. Volunteers produced

\\'{!Tl\'.‘il'l[]!'lh' .'Illll |I.'L =3 IILII l'IH'-I'.'I'(‘(! [('CI'I!'I.I—

cal and issue-oriented education. They
organized exhibitions that explored the
range llj‘i'l[““(]!."r-'lph}', jll'lti t}“.'}' put I'lil!i]ll.'
fundraising, programming, and organiza-
tional structures into place. In addivion ro
a monthly newsletter, they launched

Image, a critical photography journal, in

'L'CHHiI'ILiC.\ L{&] l.'h.'l.ll.“.'“.'li'.’.(.' [I11.' EJFI.“.'I.I'I-II'.ItiUI'L
tod of tremendous organization-
il] L'I'I wWas HFJ'P;IN.'I'I[ l‘f[]l'l'l I!'II.

in spit

Just “rwo months into it, a community was
clear,” asseris [::n.\\'lr:}'_ “It offered oppor-
||][Ji:.“.'.\ Iliil lliill(]g'lll.', lh(.' 1_"1;!]“_'!.' b0 se¢ one
another’s work. It included professionals
and amateurs who in the true sense of the
word, were in it for the love of it . . .

One of the first members’ meetings. Photo by Debra Rueb,

1983, The |11:11_:-.1'J'inc was renamed SA0T
in 1984 because of a conflict with another
magazine’s name. Artist Ed Hill and
Crossley, a commercial photographer, con-
ceived the name, and Charles Schorre and
Peter H:J}']c dl:\"{.'ll\l'.‘td the or

1al design.
The community spirit, which enabled
so much work 1o be done so fast—and

There were no limitations.”
HCP opened a gu“ur_\.' in the Bering
Memaorial Church in July 1982, just before

its incorporation as a nonprofit artises

organization. The organization successfully

lIIH.i::rIUuk a l‘lllldl— |||§: L;l[]]!“lig]] '“'I“]'l a
$180,000 goal over a three-year period.
Muffy McLanahan, recognized recently by

the Houston Post as one of ten Women of
Distinction for her volunteer supporr of
the Housron Grand Opera, chaired the
drive beginning in 1983, When Crossley’s
wife, Jody Blazek (the CPA who secured
[t'll' L'i‘fl[i‘f“i [ll'l!'lpﬂ!rl'l sranus \\-'j[l'l [ht‘ !1(‘L1‘
af arrorney David Porez), notified the
members of a vacancy in some Menil prop-
erties in the museum discrict, the cenrer
I'Il‘}\'ﬂ'll (1) !l'ﬁ I?l'L'h(.'llt hil(.'. lf! ['I'lL"\'L'rllC]i I..l.\l'l-
ion, HCP installed a COMPULET to stream-
line operations, making it one of the first

alternative arts orga ions to do so.

With l:nrh.\]c_-.' as prt.t.itluul. the Imi:u,; af
Herbert as the center's first director estab-
lished a creative team at HCP, Prior 1o
that time, according to a founding mem-
ber, all center operations were conducted

on "a strictly democratic basis,” with every-

one voting at monthly mectings,

The center came together quickly
bf_'(.'-ll.]w ‘IE [h‘.' gld.\ﬁ“'{ﬂ) "”FP"“'
Longtime member, Ginny Camficld, a
photographer who sits on the current
board, recalls that “the membership that
came together for all activities was a real
I'('Mlul'L'('.'- ["Ur th' ”f\l .'ll1l1l:|.l[ h’[fn'lhl:l.\l
Exhibition, the ga
needed painting. Debra Rueb, a founding
member and photographer who works for
a NASA contractor, Faced a ;'r||m|1|ing
room that was to exhibit the center's first
ypical of the

lery space in the church

show in a marter of day
determination ar work, Camficld remem-
bers Rueb saving, “Just paint the room
white. it'll be fine.” So the two women
spent the weekend painting. Hester

" gave the

11.! resources

remembers that “human swe:
[Jrll.'ll'lll
that made up for limited funds. He recalls
using rub-on lettering for exhibition tides:

10N NMOme N

't have, we would make.”

“What we dic
In addition to marteria

s, members
F 'ﬂli[]"'ﬂl prui.‘L'dlln.'!- as 1|lk':\'

I11Llll|.' lI]‘ (‘fh
went along, devoting imagination and

seemingly endless energy to get the center
off the ground. Cros

remarks on his

tenure as the first president of HCP: *1 was
a ITIilllk FL'I[L'IIL'. .[Ih('ll'.' WEre no [llll’.'.\. \.\Iirt'
went whole hog.” It was a time of youth
and ambition before }-:lmilll' concerns and
Career F’l'l;ll.\ (](.'l'l'li.lfl(ll’.'(l more ;lllL'l'l‘]llll'l.
Doing everything included choosing exhi-
bitions from the work of photographers
both inside and outside the organization.
The Houston-based mem -r.»;hip was small

in comparison to today’s, enabling “house”
votes to determine all programming.
Members subsequently developed more
.‘-_\'.\t‘L'"I;][iL' .\ll.'ll".ti[]ll PTI II.'E'(.lllrL'.'h '“'hiL']l
have evolved ro juried shows for members’
exhibitions and o commirtee choices for
regular programming,

Founding member Paul Hester speaks
Fumll}' of a2 1982 exhibition, "(:hi”ynuilh
Farm: Mark and Dan Jury,” based on the
baok Gramps, which describes the last
three years in the life of Frank Tugend, the
her. Camfield remembers

artists” grandf
some unknown artists who brought their
portfolios to the church one Thursd:

night and presented work with unexpected
ght. She recalls secing some
sensitve pnru-.]ill; of women and p|.||inum

quality and in

prints of Connecticut factories that were
“unrivaled by whar I see today™ and earned
exposure in the Members” Gallery, Muffy
1\’1([.-[[“[!1;[“ T‘.'['ll('l“l:lf_'l'_‘: “Il'l SP;“.‘L'\ )"l
Photographic Journey,” presented by HCP
for NASA/Johnson Space Center in 1987,
A fifteen-foot hil:,h phmngr.iplliu mural of
the moon, John Glenn's special appear-
ance, and an astronaut reunion appealed o
many people, A $30,000 publicity and
I.llllﬂllﬂihif]g |J(1I,l1[1l‘ll_ tl!l.' i.':\'llil]il.lﬂll

exposed a broad range of people 1o photog-
raphy and HCP, bur it also broughr the



‘s

|

L

Members of the Houston Center for Photography at the annual selection meeting for the Second Annual Members® Exhibition, 1983, by Paul Hester.

debate over HCP's arristic idcn[ily wa
head, according to those involved. Should
the center focus on art photography,
reportage, or a diversity of views? Then
Execurive Director Lew Thomas, show
curators Crossley and McLanahan, and the

membership struck a compromise. They

“HCP once tried to be all things to all
people,” he says. “Now it needs to be what
no one clse can be.” His expansive vision

parallels the center’s artistic philosophy,

which “fosters a wide diversity of work.”
Individual voices reflect unique points

of reference. To Crossley, it's abour the

Anne W. Tucker makes her choice in the balloting for the First Annual Members’ Exhibition.

presented the exhibition ar the Transco
Tower.

Among the distinguished members
who showed their work at HCI's firse
exhibitions were George Krause, who
recently completed preparations for a ret-
rospective to be seen at MFAH this spring,
and Gay Block, whose solo show at the
Museum of Modern Art up:'ucd I;llul;ll':\'
15. The work of other &x r{.l_rf;c'a'n board
members, such as Fred Baldwin, Suzanne
Bloom, Peter Brown, Hill, Charles
Schorre, \\:":-mi_\.' Watriss, and
Winningham, also inspire pride in the
Houston photographic communiry.

Photography Explored

Clint Willour, HCP board member and

HCP board retreat, 1984, Photo by Herman Detering.

curator of the Galveston Arts Cenrer,
explains that “in terms of its goals, the
HCP is abour, for, and by photographers
,lmi p]lmn‘ur.iphy.“ He .lL‘lLIl:H.\.'h_'dgck the
breadth of aesthetic values within the pho-
tographic community and the difficulty he
ta

s when addressing divergent sryles.

]

wonder of seeing in ways that the eye can-
not: "i'hmngmph}' allows you to see
things, to share experiences with other peo-
|_\]<,-. There 152 hi;u:ﬂ crowd interested in
photography involved with life rather than
art photography.” To Brown, a photogra-
pher and teacher at Rice University, it’s
abour exploration and introspection.
Rapier, who handpaints photographic
imagery and teaches and writes about pho-
tography
on the fine art and interdisciplinary aspect

I'I[! Fl‘l'lﬂ[llp.l'.i'l'ih.ll_' |Iih:[]r}'. 'Il-'ll.'ll.\(_"'s

of photography. But, she laments, "1 find
most art empty, heartless, and pigheaded.”
Jean Caslin, current executive direcror of
HCP, appreciates a broad range of work in

keeping with her bi-coastal art history edu-
cation. She ~;p;',1L'~; with equal excitement
abour black-and-whire
documentary pho-
tographs and experi-
mental slide
installations

This diversity
of photographic inter-
ests 1s reflected in the
center’'s membership
even now, Winningham
explains that despite dif-
fering tastes, a common
desire “to show work
and get 1o know pho-
tography” has character-
ed the HCP
membership.

|{‘.'”'|;|rk||l:_= on Ldll(..'l
tional and local pro-
gramming, Tucker says, “The center has
always had a broader view, but it exists to
benefit its members.” Thar's often done
with partfolio reviews and members’ exhi-
bitions. Through its board and committee
structure, she adds, it “gives people the

chance to be involved in ways they cannot

at a museum.” This means being invalved
in bringing shows to town that wouldn’t
otherwise be seen, she says. Hans Staartjes,
chair of the Programming Committee,
emphasizes the t}p]mrluniliuh for active
involvement at a visual antisits organiza-
nion, i|1<;|uc|in!; “the chance to develop, see
work, meer interesting pvnp|c. and further
my career by seeing work thar really means
something.”

Willour concedes the center’s social
role and practical role as well, noting thar
it has always been a vehicle for arvists.
Camfield recalls the elecricity gL'Ih'r.'Ln:d
by HCP being one of the only places in
town to show emerging photographers’
waork. Before ForoFest and pht}lugra]:h_\;':-
mainstream acceptance as a fine art, few
photographers had the suppe

1, exposure,
and identification that comes with being
rupru-;g-n[rnl |3:|.' a 13,.|||.r_'r_\.'_ Willowar L'.\cp].'lll'l..'i
that now “there are so many other oppor-
tunities in Houston that we didn’t have
before. Work can be seen ar the MFAH,
ForoFest, DiverseWorks, and the artists’
regular galleries,” he says. “Because HCP
created other opportunities, its need to do
that changed. It can grow to a point, then
it outgrows itself, bur it is fulfilled in other
\'\"_I)'.\, k 1c,‘f-|::rling (1] L'I.I'Hl"tiﬂlj PT(F[_‘.r;IIn!-\
exhibitions, fellowships, and granes for
artists. Inevitable tradeoffs are a factor of
growth, For .'\lLIITI\' Mela

than, this

includes the exchange of intimacy for
influence. “There used to be arguments
and hugs; now there are commirtee
reports,” she says. HCP strikes a delicate
balance between being a membership orga-
nization for the Houston p]'lulc)grilphi(
community and a visual arts organization
with national stature,

HCP: The Organization

With growth, the center has increasing
opportunities and increasing demands
Common o an tlrg:t]ll'}.dtil]ll_ 1'\.3- l]ll Cenrer
grows, fundraising consumes more nme.
Michael DeVoll, HCP administrative
direcror, describes the center’s double life:

“Either you are busy doing what you do, or

you are getting funding to do whar you
do.” To help defray the costs of producing
and showing new work, HCF often shares
resources with St. Paul's Film in the Cities,
Boston's l'humgmp]lit Resource Cenrer,
San F
Portland’s (Oregon) Blue Sky Gallery so

isco’s CameraWork, and

|,||'.1[ E'lrug(ﬂn'l!]'l:illg PTI'II.][U_'E(I ]‘.V one i

tution may travel o one or more of the
others for viewing, This makes the work of
lesser known or emerging photographers
more visible and accessible. Through
national distribution of SPOT, the center
forges even more ties. Krause compares
SPOT wo Afterimage, VIEWS, and Photo
Review. SPOT addresses “the social and
cultural impacr of photography in the

world,” according to Jeff DeBevec, chair of

HCP's Publications Commirtee. He
explained thar its hiHh-pmduu[iml value
and inuig]l[fu] writing make SPCTa major
source of pride for HCP, as well as one of
its largest expenditures—supported by
advertising and the National Endowment

for the Arts (MEA).
HCI

with other organizations across the coun-

I]M] .\l!;lfL‘.\ IIl.\li[lI[iU“'&I CONCEINS

try, such as long-range planning, fundrais-
ing, and other bureaucraric realities. Hester
compares the financial environment of
today’s visual artists organizations with

thar of one ten

cars ago., “The big differ-
ence,” he says, “is funding in all the arts.
'I"hinp\ cost more to do and you have wo
have professional people to do it, but i
becomes like a perperual motion
machine—spending money to make
more.” Then there is “the concern abour
uﬂ'cmiin‘u those with money to -«.prlld:h it
becomes, he says, an issuc of survival.

Muffy Mecl:
money gets tight, “people hedge, since they

ahan explains that when

duﬂ‘l want [hl’_' l]ixl’_‘ll.\)i[]ll (1] g\l h-i(l\ o
the donors. In
to rally around, but they need ro feel all is

hard times, people are quick

right with the world.”

While the Cultural Arts Council of
Houston and the Texas Commission on
the Arts are sources of operating support,
HCP has also received National

it m |

The HCP Members' Gallery at Bering Church.

Endowment for the Arts support. With
this federal funding and national recogni-
tion, an artists organization changes in
L'!'.[“ET‘II.'N \\';l.\-.\. .LN_".'L'.-‘“I.'_" 'd(kl.']“il".l.‘(‘ i"-l\'l [h‘.‘
Advancement Program of the NEA, HCP
turned its attention to examining the orga-
nization's mission, standardizing opera-

tions, and doing long-range |‘h|:l|1|'ti||g. in

addirion to maintaining regular program
ming, The staff and board produced a doc-

April Rapier and Dave Crossley at the
opening of the “Coast-to-Coast” exhibition
curated by Rapier.
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ument that current HCP President Joan
_\"Url‘_t.'[l.'ih.']'r! fl’.'rf_'r'; fo as “'ll'll'.' |3(1“k [h.'l[
‘l."‘- \‘\'h(‘ We are, \"-'ht.'l'(.' W are, Jnli \Vi'lL'J".'
we're going.” It outlines the roles of the
stalf and board and details a task/timeline
for HCP's n1u|(i-!.':,',1r pl-,m,

To be matched by grassroots funding

and Lesbian Couples” by Sage Sohier,
“Convergence: Eight Photographers,” and
“The Scorched Earth: Oil Well Fires in
KU\\-'Hil." .]-II‘.'.\-L' l_'xi'llli"ll.‘i -'ll]lir‘.'.‘ihl’.'ll ]1[]"1{!—
sexual, multiculural, and working-class
issues and audiences.

Having found its niche, the center can

David Mancini holds a photograph to be sold at HCP's first auction as Clint Willour acts as
auctioneer and Lynn McLanahan Herbert looks on

over the next three years, the NEA
Advancement Grant goes o effect this
vear, It directs funding to enhance public
programs and will help increase staff with
the addirion of a development/marketing
coordinator and a membership
assistant/workshop coordinator, And,
HCP will create a working capital reserve
to facilitate cash management. 1t will no
longer be necessary for a financial wizard
to “save the day” or “perform his magic,”
as Crossley describes investor Mike
McLanahan doing for the center during
hard times, Acceptance into the NEA plan,
according to DeBevec, suggests thar “the
NEA is saying, "HCP is worth ir,” and they

l\.'i” ]I.illli 0n us o \llLt'L‘f_‘ll in lI'IL' FII!IIH'..-

HCP: The Community
As HCP implements its plan, it strength-
ens ties 1o the communicy. Rather than an
{.'[]'IITI]-L‘\I..'t on li[i:-]"i'-‘jlliﬂl“ Il'lull M'E'h'lli‘[('.\'
HCP from the audience and members it
serves, the Advancement Grant actually
enhances and cxp:am[s those ties. 'I"hrnugh
its refined mission and expanded goals, the
center will spend the next three
vears strengthening all public pro-
grams to showcase new national
and international ralent and
trends, As HCP creates varied pro-
grams, i|1L'|mli||1; muloicultural and
experimental work, it will draw in
new audiences. With artist sup-
i'ﬂ.” Ty .\lll.'h as :_zT.Ln['« d”d H.'”U'“'-
ships in addition to exhibition
space, r|'|I.' Cener nuroures emerg-
ing artists and appreciation of
photography from Poland to
Pearland (Texas). Willour gives
examples of the remendous com-
|'|l'||l'||1:\' n'\plllln:‘ !.IIT ‘\hlﬂ\\"i ﬂlll,'l] ias

“Ar Home With Themselves: Gay

HOUSTON CENTER FOR PHOTOGRAPHY

mnteract with other institutions more effec-
tively. To a certain extent, HCP?, FotoFest,
MFAH, CAM, DiverseWorks, and The
Menil Collection have always competed,

lllll [|lr.'}' t.‘f]l'lﬂlli.'l‘ I'.'_'It'l'l l]Tl'lt'r [hl’ﬂllgh an

L'dll(. d.. in'\-’ﬂl\'t’d. illlil .'i"pll:]‘.‘.[il_'d[t‘l] .lI.Jlii-

ence, Tucker explains the interactive inter-
ests: “There is competition for the same
limired funds. Sometimes we step on cach
other's toes in terms of programs and
I.lllld-ll'l.g_ HC}':PIHI lli;lt; we llll '\'I'Il.\h C;[Ch
other well and do what we can to help cach
ather.”

-]-]ll.\ 15 P;‘rtl‘.lli-lfl:\' irue i|1 llll_' Case {3’-
d Baldwin and Petra Benteler
initially conceived of the international
event as a program to be put on by HCP.
The idea grew mto an imlupl'ndcm nr!:,mi-

FotoFest. Fr

J;llierl!. \'\hll.]l ﬂlL'I'F;IIl‘.'lI F‘r‘l”]l lh‘: SI_'G'FP‘.' ;l"‘li
mission of the cenrer. Taking place every
two years, FotoFest—called the biggest
photography event in the world—fosters
‘.{J(]P'_'r;“i"" ;Ir"{,]'l[_" 'I'll.‘ I'_'i[.\'l.\ MUSCLImSs,
galleries, and institutions.
“Cross-institutional " is the word Peter
Brown uses to describe Houston's photo-

Proud Recipients in "84: (I to r): Director Lynn Herbert, fellow
Margaret Moore, President Gay Block, and fellows Debra
Telatovich and Peter McClennan.

1 Houston CENTER FOR PHOTOGRAPHY

graphic community. Krause remembers
thar when Baldwin taught at the
University of Houston, he would bring his
students to HCP. (:un«*ndy, Tucker 15 sec-
retary for HCP in addition to her MFAH
responsibilities. Krause sits on the ForoFest
art board—as do several other HCP board
IT]&'[]‘b{.'f.\—!PL'I\\'l'L'I'I ll_'.“.'hlll'lp’ E1Il(ltl3g[d|!l1}'
classes and tending ro his own work.
Morgenstern, once a president of Photo
Forum (MFAH's p]lmngr.:ph}' support

group) now presides over HCP as board
president.

The institutional overlap creates a rich
cultural environment that defines the com-
munity and encourages
Mments. Allh"l]g,]'l \x"’i]l“illgl“l"l ASSCTIS t]'l-i'[
HCP has had a powerful influence on the
photographic community in terms of its

s accomplish-

p:'nplr:, exhibitions, and seminars, he
insists that the MFAH progs
the community. “It was Annes influence,”
he says. "Thar's when it changed in the
" Tucker ;li:mp,n,'::s. l]mug_h

m changed

|1igg¢'5l Wi

not, she say
organizations “burttressed and drew
strength from one another,”

;- 1% .'ﬂllL']_'\' out l!j-l'llﬂldl'.‘-l}'. "I.]I II'H.'

she says. Brown notes the

role of the academic commu-
nity, citing Glassell School of
Art, the Art Institute, Rice
Media Center, and the
University of Houston.

The interaction of an

ares Orgar .]'.Lllilll'l “-'I"i'l U[llf_'l'

institutions requires a con-
stant .l.[:.uc‘u,ir balance among
funding
stituency, and artist support
networks, Thomas, now
curator of the Contemporary
Arts Center in Mew Orles
ecalls his challenging profes
sional education as HCP's

llll!!.;fi]l'[]fl'l‘ﬂl'l‘z{n con-

S5

second executive director, He
explains that, because his
“strength was a conceprual
emphasis with little adminis-
trative background in grants
and funding,” his arrival in
1985 was “controversial.” He
admits that by pursuing his k
professional goal “to open up
discussion, to exert a L‘]1:|]|q:ng-
ing influence, I alienated the
" But, people are

board ar different tim
quick to point our his contributions.
rause remembers the spirit of
change at the center and
-l-hﬂl'l'lil\l F“.'l'!i(”l-'ll \'i‘iil]]'l “'L'IL'!'I

I“.' .\'-'l‘\'.\; I‘l.-l:\.\' -]”h[lf";l.\ was :ll\'illg
to say, “This is whar modern
photography is about.”™ Thomas
acknowledges, “Despite the dif-
ferences, I was pleased o be
invited” to the tenth anniversary
[]-l(':\.' I1l]|1(:lr'l11g iT;l‘il llirt'L"l('lr!n
and presidents,

Focusing on the Future
]'1(:|) h-l.\ C\'Ill'\-'cll |I1 Il\ en :\'L'L‘l 5
through the determination and
diverse dreams of the individuals
who make up its communiry.

Pursuing and implementing the NEA
Advancement Grant helped to put the
whole HCP house in order and define the
delicate balance of membership, funding,
“:llﬂF\\'.\hip.\. i’lﬂ}‘.r;l]‘ll"iﬂg. '.l['lll P'llhlliL-l'
tions. With a three-year funding plan
through 1995 that provides for continuity
and overlap, HCP has focused its future.
The staff and board can now focus on
HCI's mission, which met with unani-
mous approval in the winter of 1991. It
states: The Houston f.'e'f.l.r:'r_ﬁar lrJJllr’Hﬂ‘g'?'n'lﬂJll ¥
srives to deepen the understanding and
appreciation af the photographic arts.,
Through exhibitions, publications, and edu-
cational programming, the center supports
emerging a ned mid-career artists and their
andiences. It provides a forum for the
exchange of ideas and promotes the study of
Pﬁmugmpfr_:.-, both as @ medinm ﬁf'gup Fession
igation. HCP

g a5 a

and as a tool of cultiral inve

. nonp rofit organization ser
resotiree to its members and the commanity
with programs that bave regional and

national fmpact.

First HCP President Paul Hester critiques members’ work at
the gallery on West Alabama, HCP's current home,

As HCP enters its second decade in
the black, Tucker sa
vitality is what will keep it gt:inu.“ HCP

“lts purpose and

will continue to serve and reflect its mem-
bers and the community as it fosters
I)I]lf[l]gl;lpl[:\' 1]|i|1. ill TlH.l'u.'r-.\ w(rrlik.
“becomes incorporated into the fabric of
the city, crosses all strata and intersects var-

ious communities.”

Ellen Lang is a MFA student in design at the
University of Houston and a freelance writer.



Ten Years of Houston Photography

Our timeline highlights museum
and gallery exhibitions, acquisi-
tions, and other important contri-
butions to the art of photography
in Houston over the past ten
years. This timeline mentions only
those museums, galleries, and
educational institutions that
responded to our requests for
information.

] 9&;;1:1:.'3 Houston

: el Photography.

1 allery exhibis “Cinaly
T I ar JIIJIIrn'.'l'JKrﬂ'l,'lJl'-\. 2

Texas Gallery exfibirs “Ti

rree Texcas
Phatagraphers: Nic Nice

d,
Suzanne Pawl, Caver Willians, "

HCP moves to ies firse focation ar Bering
Memorial Uniced Methodise

Chuirch.

HCP incorporates as monprofis, charier

FX-EXENIPE Fai

Museum of Fine Arts, Houston,
o] ur{.m:uc “Paper and 1
Jrf'! AT e
Carear Hrs
Trserenise

ype in France and
" with the Art

af Chicage i o

sion with the University of Texas
HCP holds first benefir anction.
MFAH receives “American [nages, "

T American Telephone and

F:'.’rj:;r..'f'\.l'l ol

299 phatagraphs.

MFAH ‘r:.urru"rrr-q“ “Lidszld Mobaly- Nagy.”
28 vintage and 16 modern prints
e fron .Ur.'-l'-'.ulll'-.\"..'x)"l FEg-

tives and archival material

(eanplesed in 1984)

MFAH purciases and is bequested the
Edward Stetchen Collection, 98
phocograpls (completed in 1 996),

Robin Cronin closes ber gallery three and a
half years after the untimely death
of “her Biesines IFIRER wiel Frii-

Biersed Tony Crowin

frer, with g gronp of "artises,
DiverseWorks arspace
to provide rjrnl,mrl'r,'r.'rr.'i{-_r and s p
part for artists through exfibi-
tions, performances, and readings,

EVANE Programs, aunad compmissions,

MFAH Jriery Frases and i groein

“Contenporary Mexic

W
l'l.lll.ll’ .l"'i'
o, n.l'r m‘m 19%).

] 9‘& ry shoics "Lee
ot T l.".'

Texas

" 223 photographs,

hes fivis ssue of Image murga-

tion, hires f._',JH.' (ML

Herbert as firt execurive director,
MFAH shaws “Photographs and Portfolios

by Pan! Strand, ™ co-organized

with the Art fnscitnee of Chicago.

HCP auowrds II’.-'--,;_,']'.".'}rrg '_-J'l,-l;r..

Texas Gallery ehibins “William
Wegmman: Polaroids.”

111} Hm:s-‘mN CENTER FOR I‘Ho'robnnrm

First exhibition at HCP's current location on West Alabama and Mulberry. Photo by Jim

Caldwell and Paula Goldman.

The Menil Collection shews “Tibet:
The Sacred Realm, Photographs
18801950, " orgarnized by the
P m"r.':.ﬂ."'.'.a Musewm af Art and
the Asia Sociery, NYC

Perra Benteler and Frederick Baldwin con-

ceive the tdea for Houston
FotoFest. Modelled after the
“Mots de la Phote ™ in Parts, the
purpoie af this biennial celebra-

FTon I5 to promote ;J:"a—ur-l_g:;.'m'|1-

and enhance the growing cultural

repuaracion of Flouston and Texs,

el arel Fetreat, writes
gl e,

MFAH exhibits “Faward Steichen: The

Condé Nasee Years.”

DiverseWorks exhitiits "Reserved for
Export I
of Mexican Photography, ™ 71
black-and-whice photographs by

A Comtemiporary View

contemporary Mexican photogra-

I
Plers.

The Black & White Ball.
Photo by Jim Caldwell

HCP bolds Black ¢ White Ball bemefic at

M, agmal liie Barllroam:.

MFAH wappor
fr

Arnie W, Tucker as first
Lyndlall Wortham

Curasar of f';"lr.-.'rukrn','nfa',.

HCP's Image magazine becames SPOT,

g -
Suzan Margan becomes a parimer of

Benteler Galleries, rewaned

Benteler-Morgan Galleries.

Petriz Bentefer retnrns to Wese
Crermiany (o apevate & private
anch af the busines,

heey and Michelle
e, ommumty
t|5 3 Ie-:twe to exhibit
andd marker the works af African-

Armerican artiis,

“Raj Remembered: A Night in British
Tl ™ i _IrJr.'-r.'.'n'r\-l" for the benefie
of the Contemporary Arts
Museum, Houston at
Transco Gallery.

DiverseWorks shows “Saws Tiere, ™ con-
.'rn.'l.'.!rm-'rl' Fremch I.f\.l'lr.ll‘r.:}:J'.J_,l‘J.‘l|
and videa,

HCP hires Lew Thanras as execusive direc-
tor and Chris Lunceford as
administrative divector.

HCP shows “Siliconstones: A Photographic
* (it |"ln.' snstallarion)

Installation
by Carol Gerbardt and Mary
Margaret Hansen.

MFAH showy “The Golden Age af British
Pflrj.'ﬂgrr;l.u."r,, 1839190, " arga-
nized I'IJ.I' the Victoria o Albert
Muserrn and the Philadelphia
Muserrn af Ari.

DiverseWorks shows “PMaying It Again:
Strategies of Appropriation.”

The Transo Tower drows "Presence, ™
exhibition af pharagraphs from

the ook af the sire mame.

1986
AT JJI'JI.'J i

1. O0K) ‘f.l.'ﬂ'lﬂlf.'r.'.ﬂ.ll_\._

HCP shaws Bernard Faucon for FotaFest

MFAH exhibiits “Robert Framk: New York
o Nowva Seoria " (Targer IV),

The Community Artists’ Collective

Texas Gallery exiibits “Robert
Mapplethorpe: Pl Prints.”

19

af HCP

rAoves fram pret-

FIFR EXECITTRE direcior

Moody Gallery shows “Private
.".l"r.'rl_g.llar\"|ra-|-_L.r;|.\'f AL

(Ed HilliSuzanne Bleom).

I ('rlrll,ﬂ'r'l'p'f.'-.'JJ.' with HCP, the East and
West Galleries of Transco
Tower show “fnr Space: A

the first

Large-scale exhilition of pho

.I“J"r!.'r.lr""fﬂ'lf\.'.'.'l ."rJ.'u-u:).

tagraphs taken for the National
.'rl'JI'J‘n'Jn’.'fu'J: ¥ flllllli,f_\llnlll‘.

Administration

The Menil Collection apens i a new
F'er"{.lrfu.i: adlex f;_'-la'ri' l"'_'. e arcdii-
tect Rewnzo Piano, The ars, collece-

ed over the years by Dominsgue

and fean de Menil, features vhe
works of Leger and Braque,
Picasso, and Magricte, as well as
fmpariant f.fl Team n'.'rr.lr_ph'-

Columbian work,

8 .ur.r.l':' 84 extviti
j irms, gallertes, and
carparate drueileliny T PN nel

Houston,

Diverse\Works shans “Rudy
Burckbards: A Survey, ";Jr.u
tograply fron 19371985

Lew Thomas ewrares "Nor For The Living
Roan, " exhibited ar Diverse-
Works, showing the work of
Texas phosagraphers,

MANUAL, Earth/Science, 1988
Ektacolor photo, 30° x 40°.

| The Moody Gallery ehibits

MANUALs “After Natnre™
and Ray K. Merzher's
“Feste de Faglio,”

Lawndale, in comjus
FotoFest, adbs
Exploring che Boundaries.”

The Menil Collection exhifvts Fenri
Cartier-Bresson and W
Epans re'u.'.lrl ¢ FotoFest.

lher

‘[’A ~ | HCP shows “Beyond the Image” corated by

Robert Blake fram TP,

Texas Gallery echibies “Awdy Warho!:

Photegraphs. °

7 | HECP shares “The Other, © curared by

Cymthia Freeland,

HCP Fires Jean Caslin as executive divector.
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Texas Gallery exhibits “Nic Nicosia:

Read Pictures,”

The Menil Collection edhibis “The
."‘fJ.,f-':'n'.'n.'." Mouifs The Are of Man

Ry, "

Ancherage Foundation of Texas
In".lu.'.".'r.l"r\ HCP with Macintonh

wcer; HOP inittaces Artises

ess Crranis.

;F @ﬁéﬁur

DiverseWorks exlibits “Mothers of the
|"}J.-.-|'l."_.“'¢'. rreed

R
—_—— Ll o= :"‘:1': N

ol

FotoFest 1990 at the George R. Brown
Convention Center. @ Houston Chronicle

HCP fires Michael DeVoll as administra-

tive dirvector.

MFAH shows “The Art of | 'JrlrJ.'.-JQ'I’.'.‘I.".""J A
18391989, " co-orgunized with

Roval Academy of Are and

Anseralian National Gallery

HCP shous "Beyord Permis
by Creoff Brune and B Lynn

for, " cuiriated

Faster, |

HCP coordrmares “Windows on Hossion,”
a priliic are projece for the
Municipal Arts Commission,

Benteler-Morgan Galleries evhibie
“Ellrore Evuive: Personal Exposeres.”

[ &
L

VW 2 ;
;;?téFiﬁn res 28 exhibistons
Moyl . R Broum

[

ot
enpention Center and galleries

around Howston,

HCP haies “3 x 5: Brown, Flynr, Joyee,
i
graphic inst;

TR

MacNes! l."'-"'-Jn'r'-

I
TLLT TR,

CAM presents “The fnternational Pinhole
Photography Exhi

bition. "

HCP Jwid,

“Phate Fresta ™ benefie ar

Magnolia Balfraom.

Nic Micosia, Real Pictures #11, 1988

Man Ray's Electricité, 1931,
The Menil Collection

HCP enters NEA Advancement Progran.

Sewall Art Gallery ar Rice University
“Other fmages: Other

I,
iy

|"ff'.un:'|' Mextean J“J'Il’J.'lel:l'urll'l.'l.l'J
Ninee 1930.7

MFEAH exhifiiee “Crech Modernism
T NNI—45."

] (’?9'\'3 iti "Martin Lutfer
AR g Hr. M the Civil Righis

Movemens. =

West Gallery, Transco Tower,
exhibies "The Pin Oak Hare
Show, " photographs by Geoff

Winninghem,

CAM exlibits MANUAL'S installasion

“Forest\Produces. "

Elliott Erwitt, California, 1955

HCF halds Birelaay Blow ap Bash ar the
Jernes Giallery celebrating the

organization ¥ rewreh amiiveriary.

MEA awares HCP S60.000 Advarncement
Crrant.

MFAH exhiibite “Pand Stram

by the Nattamal €

receives “Allan Chasanaff

MFAH {laens € f
Photegraphic Collection, ™ 950
phasographs,

CAM feattires Duane Michals as part of
its lectnre series, “Tapics in

Twentieth-Century Are. "

CAM shor Conmtermporary Latin

American -'-al’lﬂ-lfriﬁn'ifllﬂjllﬂﬁl s

CAM shony an fusrallation by Christian
Boltanski: Shadows.

] 9;{;}@"--'- an Larin
= g "’-“"'l'f"'f{."e'.

Sewall Art Gallery ar Rice Uniiversiey

shans “Iudia Along the Ganges

Photograpls by Raghubir Sin

cucrared by Mila ., Beach, direc-

tar af the Arthir M. Sackler

Crallery, Smthonian lustitution.

With funding from an MEA Special
Exhibition Grant, HCP shous
“Tieng Kwong Chiz The

.".\_,'\"r.".lr.'u.'r.-.'."| Warks, ©

Timeline compiled by
Tracey McEachern Moger

HOUSTON CENTER FOR PHOTOGRAPHY

GEORGE
KRAUSE
(“-C/. )/f) ()f;f(ﬂ.?/f eclvve

Anne Tucker

RICE UNIVERSITY PRESS

Produced with grants from the Coliural Arts Couneil of Houston aned the Tesns Commission om the Arts.

CAMERA CO/OP

fine used photographic equipment
and collectibles

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

BUY - SELL - TRADE
(713) 522-7837

Man With Atlas Moth 199(

KEITH CARTER

represented by

MCMURTREY GALLERY

K508 LAKE STREET
HOUSTON, TEXAS 77098
{713) 523-8238



BENTELER-MORGAN GALLERIES

Fine Art Photography and Custom Framing

Fromis Neusoss VicE VERsa, reOTOGRAM 1985

4100 Montrose Blvd., Suite D Houston, TX 77006
Gallery: 713/522-8228 Fax: 713/522-6098
Framing Studio: 713/522-0355

"IHE “GRAPES
H” PHOTOGRAPHS

LY e

Thomas

TOLAB

P HO

------------- 5% BB B B 8 HE B B FE 8 8B R R R e R e 4R R R SRR

A PROFESSIONAL, FRIENDLY
FULL SERVICE PHOTO LAB
952-0315

3939 Hillcroft Suite 115
Hours: M-F 8:30-5:00 PM
SAT 9:00-1:00 PM

JOBAR’S
CAMERA CENTER

‘Your One Stop Camera Store”

4909 Bissonnet 668-5773

Perhaps your limits as a photographer
stem from the limits of your camera?

HIGH PERFORMANCE. DEFINED.

* Three meters-Matrix, Center Weighted & Spot »
Automatic bolanced Fill-Flash » Top shutter speed
of 1/8000 ser. = High-speed outofocus with Focus
Tracking # Fost built-in motor—up to 3.3 frames
per sec. ® Full Nikon lens and system compotability

Nikon \\57Es
[ _ F_ F_ |

Trade in your old view for a new vision. See Jobar today about

trade-in, and watch your world come into sharp focus.

u Ereaiest pachies.”

15(010) K

10

JOHN CLEARY PHOTOGRAPHS

FINE ART
PHOTOGRAPHY

BY APPOINTMENT

PHOTOGRAPHY
+
BOOKS
+
APPRAISALS
5913 SUGAR HILL

HOUSTON, TX 77057
(713)977-1105

AnipRl KEnTiss

Photocommunications

at St. Edward's University
A liberal arts degree program that includes:

Basic and Advanced
B&W Photography
Color Photography
Digital Imaging

Large Format

Studio Lighting

Video Production
History of Photography
Photographic Criticism

Documentary
Journalism
Internships
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HCP Fellowships: Turning Money into Art

Nels P. Highberg

The Houston Center for Photography

began its annual Photography Fellowship

Program in 1983. For the first two yvears,
;l'\-\'.lr‘li.\ were F.i\'i.'“ (18] I](‘IET‘ PI][\[Ug‘JPIH_‘[\.
\IIIH'IE'PIL"L' an (llliz‘lirl"" [ll]l.'lll'l'l('“[*lf_\' PiiiiL‘C[,
In 1985, jurors- -prominent members of
Houston's photographic community—

mc |.‘L'|'5‘|‘:‘.i [},“ l;l.“li‘l': |.1'- fl'll:,' l]ll"gl‘l:'” o
||.\\-|.TK.I. Phlﬂ[l_l‘_"";li"h'.'l.\ i]l\'{)l'\'l.'ﬂl in |l]'|.\- E'Ih‘l—
tographic work in progress. A year after
receiving the award, recipients exhibit their
complered work at HCP. Since its incep
tion, the program has given awards to
twenty-six photographers.

After receiving the fellowship, many
recipients continued their education earn-
ing advanced th'gmc\ in art, Margaret
Muoore (1984) earned an MFA from
Arizona State University, and Dornith
Doherty (1985) earned hers from the Yale
University School of Art. ( :ulrg-mh.',
Monica Chau (1989) studies for an MFA
at the California Institute of the Arts, the

same school where Paula Goldman (1985)
carned her MFA. Carol Vuchetich (1987)
graduated from the University of Houston
with an MFA in photography, while Liz
Ward (1988) earned an MFA in painting
there, Also at UH, Roel Castillo (1986)
carned a BEA in photography and is now
enrolled in the MFA program, and David
A. Portz (1986) earned an MA in English
literature and creative writing, Elizabeth
M. Grant (1987) is currently .\tud:\.’inp, for
a BFA at the College of Santa Fe.

Many fellowship recipients have used
their photographic skills to teach. In the
Houston area, r\m}' Blakemore (1989)
teaches ar the Glassell School of Art, while
Vuchetich is a member of the adjunct fac-
ulty there. Bill Frazier (1986) is a member
of the faculty at San Jacinte Junior
('.n||r§_:t. .\l;llg:r Reece (1990) teaches at
the University of Houston, Ouside of
T'exas, Goldman teaches ar the University
of
teaches at the Herron School of Art ar

ifornia ar Riverside, while [')nhr:rl}'

Indiana University-Purdue University at
Indianapolis.

“I've always had an interest in doing
installations, and the fellowship gave
me the freedom and access to explore
gnililg beyond simple photos on a
wall.”

—Monica Chau, 1989

Other winners still follow careers
involvi ng photography. Sonia G. Yi (1990)
is a staff photographer at the Conroe
Courter Gulf Coast. Ben DeSoro (1989)
continues 1o work at the Howuston
Chrorticle, where he has won awards from
the Houston Press Club and the Inter
American Press Association. Paul Vincent
Kuntz (1988) is a medical and public rela-
tions photographer for Texas Children's
Hospital and St, Luke's Episcopal
I ]t}\pi[.l],

Other fellows continue to expand
their careers. Stephen Peterson (1985) is
the director of financial aid ar Texas A& M
University at Galveston. Portz practices
law with the firm of Ryan & Sudan in
Houston. Scottie Stapleton (1990) atrends

law school in Houston, and ] ill Goodman

“When a professional photographic
organization gave me the fellowship, |
felt very encouraged to continue work-
ing. It was the thing that helped most.”

—Carol Vuchetich

Paula Goldman, from the “Laughing® series, 1991

Monica Chau and Daniel Mirer, installation photo of Lofan/Shikseh, 1991 (original in color)

Caral Vuchetich, from the "Invisible People” series, 1991

HOUSTON CENTER FOR PHOTOGRAPHY
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(1987) attends law school in Chicago.

R. Lynn Foster (1989) owns his own com
pany where he is a broker selling used
industrial equipment. Now living in
Victoria, Texas, Frank lsaac {(1986) is the
director of education ar the ABC Merit
Shop Training Program, a nonprofir edu-
cational trust that provides training for the
p:'lruu|l:'|niu.1| imlul.lr:\'_ Most of these for
mer fellows srill practice photography and
exhibir ctheir work.

Afrer :::c:-'t\'ing an HCI* }-'L-Iluww.hi]x,
many recipients continued winning
awards, such as Frazier and Ward who
have won Mid-America Arts Alliance /
MNartional Endowment for the Ares
l’|u1mg_r.i|3|1:\.' Fellow \hip Awards.

“I'm still plugging away at the fickle
world of art photography. . . . | used
my fellowship money to buy a set of
Dynalights, and | still use them con-

stantly.”

—Paula Goldman, 1985

Some former fellows have begun com-
pletely new series of work. Goldman's
“Laughing” series began with her interest
in how emotional states are represented in
our culture. Chau's installation
Lofan/Shikich is a collaboration with
Daniel Mirer that chronicles their parents’
murual disapproval of their relat ilm\'hip. In
her “Invisible People” series, Vuchetich
photographs those who are aging and are
sometimes forgoren.

HCP created the Il‘||nwahip program
to help photographers find much needed
funds to complete their work. Isaac said:
“The HCP Fellowship was very important
to me; | was very fortunare to be a recipi-
ent. It came at a eritical time,” |'¢-ndil1l_',
funding, the program will continue, and
more photographers will be able to com-
plete prajects they believe in.

HCP Fellows

1983

Naomi Bullock
Martin Harris

Pamela Morris
1984

Peter McClennan

.\‘1.1rt_'_.tr<,-[ Moore
Debra Telatovich
1985

Dornith Doherty
Paula Goldman
Stephen Peterson
1986

Roel Castillo

Bill Frazier

Frank Isaac
David A.Portz
1987

Elizabeth M. Grant
Jill Goodman

Carol Vucherich
19858

R. Lynn Foster
Paul Vincent Kuntz
Liz Ward
1989
Amy Blakemore

Monica Chau

Ben DeSoto

Elbert [, | {owze

1990

Margo Reece

Scorttie Stapleton

Sonia G, Yi

Nels P. Highberg studies literature and cre-

ative writing at the University of Houston
and works at HCP as the curatorial assistant.
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The Houston Art Dealers Association welcomes you to ForoFest "92 and invites one
and all to visit our galleries. Many of our 20 members are hosting photographic
exhibitions.

The Houston Art Dealers Association is a non-profit membership organization
founded in 1977 for the purpose of promoting the visual arts in Houston. It is
often through the art dealer’s efforts and exhibitions that artists are first brought to
the attention of the public, collectors and museums. Responsible fine art dealers
build public confidence, encourage strong, continuing support for the arts and enrich
the community at large.
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Ed Danels, Houston, 1931

Photo

1. ALTERMANN & MORRIS GALLERIES
3461 West Alabama 77027
(713) Ban-1922
Monday - Friday, 9-5; Saturday, 10-4
19th and 20th Century American Paintings
and Sculpture

s 2. ARCHWAY GALLERY

2600 Montrase Blvd. 77006

(713) 522-2409

Monday - Saturday, 10-5:30

An Artists’ Gallery: Unique and Diverse
Paintings, Pottery and Sculpture by Texas
Artists; Commissions on Request

CONNIE MOBERLEY: “Nocturnes”

&= 3. BENTELER-MORGAN GALLERIES

4100 Montrose Blvd., Suite D 77006

(713) 522-8228

Tuesday - Friday, 11-6; Saturday, 11-5

20th Gentury Fine Art Photography;
Emphasis on Contemporary Work;
Collection Consulting and Appraisals

FLORIS M. NEUSUSS: Photograms

4. HIRAM BUTLER GALLERY

4520 Blossom Street 77007

(713) 863-7097

Monday - Friday, 10-5; Saturday, 11-4

Contemporary American and European
Painting, Drawings, Sculpture and Prints,
including Work by Area Artists

HELMUT FEDERLE: Drawings

ROBERT WILSOMN: Drawings for Parsifal

5. LOWELL COLLINS GALLERY
2903 Saint Street 77027
(713) 622-6962
Monday - Saturday, 11-5
Antiguities, Asian, Pre-Columbian and
Tribal Art; Appraisal Service for Same
plus Paintings, Prints and Sculpture

HARRIS GALLERY

1100 Bissonnet 77005

(713) 522-9116

Tuesday - Friday, 10-5; Saturday, 11-5

Contemporary Paintings, Sculpture, Works
on Paper and Photography

GEOFF WINNINGHAM: Photographs of Mexico
1979-1991

HOOKS-EPSTEIN GALLERIES

2623 Kipling 77098

(713) 522-0718

Tuesday - Saturday, 10-5:30

Late 19th and 20th Century Representational
American, Latin and European Sculpture,
Paintings and Works on Paper

HOWARD S. STERN: A 62-Year Retrospective
(fully illustrated catalogue)

&5 10. JAMES GALLERY

1

&5 12,

2930 Revere, Suite 200 77098

(713) 942-7035

Tuesday - Friday, 10-5:30; Saturday, 10-3; and
by Appointment

Contemporary American Art

ALLAN JANUS: "Panabasis”

Also work by Rick Dingus

.JANIE C. LEE GALLERY

1209 Berthea 77006

(713) 523-7306

By appointment only on Tuesday - Saturday, 10-5
20th Century Drawings, Paintings and Sculpture

MEREDITH LONG & COMPANY

2323 San Felipe 77019

(713) 523-6671

Tuesday - Saturday, 10-6

Contemporary Works of Art and Sculpture and
19th and 20th Century American Paintings

CHARLES SCHORRE: Photocollages

MIKE STUDE: Photographs

&3 6. DAVIS/McCLAIN GALLERY &5 13. McMURTREY GALLERY
2627 Colquitt Street 77098 3508 Lake Street 77098
(713) 520-9200 (713) 523-8238

Monday - Friday, 10-5:30; Saturday, 11-5
Contemporary American and European

Painting, Sculpture, Works on Paper
HERB RITTS

&5 7. W.A. GRAHAM GALLERY

Tuesday - Saturday, 10-5:30

Contemporary Paintings, Photography and
Sculpture: Abstract, Narrative and Still-Life;
Emphasis on Regional Art

&5 15. MILLIOUD GALLERY

4041 Richmond Avenue 77027

(713) 621-3330

Monday, 1-4; Tuesday - Friday, 11-4; Saturday, 11-5

16th to 20th Century Master Prints; Contempaorary
Paintings, Watercolors, Drawings, Sculpture and
Fine Art Photography

VALENTIN GERTSMAN: “Houston-Europe”
Fine Art Superchrome Photographs

&5 16.MOODY GALLERY

2815 Colquitt Street 77098

(713) 526-9911

Tuesday - Saturday, 10-5:30

Contemporary American Artists with Emphasis on
Texas Artists. All Media: Paintings, Sculpture,
Photography, Qriginal Prints and Works on Paper.

WILLIAM CHRISTENBERRY: “Southern Views:
Recent Photographs and Sculptures”

MANUAL (Suzanne Bloom and Ed Hill):*TwoWorlds™

SKEET McAULEY: Recent Works

&35 17.NEW GALLERY

2639 Colquitt Street 77098

(713) 520-7053

Tuesday - Saturday, 10:30-5

Internationally Prominent and Emerging
Contemporary Artists

MIGHAL ROVNER: “Decoy”

Also work by Neil Maurer and L.A. Clever

&5 18.PARKERSON GALLERY

3510 Lake Street 77098
(713) 524-4945
Tuesday - Friday, 10-5; Saturday, 12-5;
Monday by Appointment
19th and 20th Century American and European Art
SEBASTIAD SALGADO: Photographs from Brazil,
Ethiopia, Mexico and Kuwait

@5 19.ROBINSON GALLERIES

3514 Lake Street 77098

(713) 526-0761

Tuesday - Friday, 10-5:30; Saturday, 10-4;
and by Appointment

International Contemporary Art; 19th and 20th Century
American Art; Popular Art of the Americas; Art
Travel Studies

PABLO CORRAL: Cibachrome Photographs of Ecuador

KEITH CARTER: Images from his new book MOJO &% 20.JUDY YOUENS GALLERY

1431 West Alabama 77006 &5 14. JACK MEIER GALLERY
(713) 528-4957 2310 Bissonnet 77005
Tuesday - Saturday, 10-5:30 (713) 526-2983

Contemporary Photography, Painting and
Sculpture
ALAIN CLEMENT: New Work

&5 denoles photography exhibition

Tuesday - Friday, 10-5:30; Saturday, 10-4:30

Contemporary American Paintings, Sculpture, Works
on Paper and Photography. A Full Service Gallery

FERNE KOCH: Photographs from Europe and
Central America

DAVID GRAY: Photographs from his Mexico Series:
“¢Donde Estd El Sefior?”

P.0. Box 980693
-0

Houston Art Dealers Association

2631 Colquitt Street 77098

(713) 527-0303

Wednesday - Friday, 10-5:30; Saturday, 11-5; Monday
and Tuesday by Appointment

Contemporary Art Glass, Paintings and Sculpture by
Local and National Artists

JOHN HESKETH: Multi-Light Photography

PAUL CAPONIGRQO: Landscapes

Also work by Herwig Kempinger from Austria

Houston, Texas 77098-0693




The Perspectives of Censorship: A Discussion

Wihar follatws is the edited transeript of a
roundtable discussion anang Anne W.
Tucker, the Gus and Lyndall Worthans
Curator of Photagraply at the Museun of
Fine Arrs, Hoseston; Davied 1. f.nfc'yf';j, chair
af the Art Department at the Unjversity of

Houston; and William € ,}f::;f:':-“frf. prafesor of

art and art )'u'm.u_*, at Rice University.

These lacal experts addressed the issie
aof censorship in the arts as stimulated by a
lecture given at the University of Houston
this et Dyecerndver 4"-:;' Dennis Barvie,
director af the Contemporary Arts Center in
Cincinnati, HBarrie and the center were
P i'Jf..'J\_gm" W BRSHE M EaRar caniis r{.lr""."r.'.'rr-
dering obscenity and displaying minors in
.l.'.re.'f."rj--ﬂn}'.l.lrr'.-.l" wmaierial” when the center
exhibited "Roberr M I;.lpp.l'g'rf:\mpg'.' The f'i:'l_'llr.;:'t'f
Mornzent. " Barrie and the center were found
not guilty.

AnNE W. Tucker: Diennis Barrie gave the
histary of the Contemporary Arts Center
taking the exhibition, nf'ﬁmlin:_-_ ot about
:h(' LLIII\'{.’”;iliUIII ar -]-]'IL' (‘.III'LHI'-'UI (;:lﬂ:'rlr
of Are in Washington, D.C., then going
l'hlt'l‘i. (L8] hih ]}(J.lrﬂ .U'Il.i [l!ﬂ[ l]‘}.ll(i T‘.'.IE'H['"'[-
ing the exhibition, nor once, bur twice, As
he was telling thar story, [ almost had the

SCnse ll'. a (;ICL'L&. |?li1:\'. iI'I 'I'H.' L [h-ll I

felt he v

s caughr in an irreversible fare, |
had to remind myself thar it wasn't fare,

that Dennis chose the confrontation on the

14

%

it, he was r¢||i|1g it as |'|m||p,|1 it was a cup

is of principle. But, when he was telling

he would have been pleased ro have had
pass from his lips. Not because he had
I'l'l.'llll’.' [ht! commitment to [.lkL‘ [lll_' .\hﬂ".\-'.

I didn’t feel, but because he felr honor

bound, quire lierally honor bound.

There were a wide |',1ng:-uf decisions
he could have made. He could have chosen
o edit the show, Contracrually it was in
the contreact that he couldn’t. Knowing the
district attorney and everyone in
Cincinnati, Barrie, his board, and seaff
|]1m.|g,h| [lu;}' had done all their :_-J'uulld-

wark; they thought they had the mayor

and the newspapers and the city council-
men lll'ldl'f.‘;lﬂlll.lil'lg \\'I'I.'” [l!l’.'_\' were llni"l_‘.
and why. But, then this manufactured
groundswell from the fundamentalises’
lerrer-writing campaign switched people
who had previously said they wouldn’t
prosecute the center, So, ar cach step of
1]1L' \\';l.\'; ]'|L' 1|'iL'L1 &) '“';[i]i as C.ll:l.\ﬂ' oo 1'“.'
line as he could and do i rit_'_hr. And, you
know, it was just forced upon him,

David Jacobs: | question the idea of a
wholly manufactured groundswell, The
Reverend Wildmon [from American
Family Federation] is touching sensitive
nerves that are out there in the populace
and manipulating them rowards some very
unbeauiful ends. He s a |3m\1'1F||| and, in

my mind, dangerous force. But, it is not
just a mareer of a set-up, We should never
underestimare the depth of puriranical
strains within our sociery. The conser-
vatism in Cincinnati—where [ was born
and raised—is pronounced in a lot of ways,
bur no more so than in many other parts

13" [ht‘ country.

AT: One of the things that I really enjoyed
was hearing Dennis talk abour the after-
math of the trial. He talked about the
jurors that came to see the art museum and
the jurors who had not been allowed to see
other art in the exhibition except the seven
picces thar were on mal. He ralked about
whar thar did o pi:.]uc.- their curiosity and
pique their curiosity about the center.
When | was in Cincinnai, during the trial,
I didn’t meer a single person—whether it
was a cab drver or a bookstore operator or
a waitress in the hotel—who wanted the
trial to be taking place. Many of them
didn’t approve of the |1|1utu_L_ llll'h, bur all
of them resented deeply being rold thar
they couldn’t see the photographs. And |
think that was another [|1i||§: Dennis real-
ized, that they were playing on iv in the crial,

William Camfield: And I think that’s
maybe one of the lessons from this. To me,

one of the impressive things abou it is
that, in effect, freedom of expression was

lII'l(ii.‘l' J[l.'IL'Li '|3itT|.|}' an [hf_‘ PI’!.'[C.\:[ II[. pro-

tecting people from pornography. And it

M‘L'l'I'IL'LI 0 me 'I]'I.I'I IllL' il]I'.V. \-\lFI.'i{il'I:: lIIIEl{.‘F

the most adverse circumstances, sai
thanks, we'll take care of ourselves, We
don't need big brother to tell us whar we
can see or not see, We'll take care of it our-

sel " 1 think that's a major lesson that

came out of that, and 1 glory in it because
they had such a stacked deck o work with
given whart the judge permitted them o see

and not 1o sec.

AT: Dennis nor only had The Corcoran's
example, bur he also had Jock Reynolds’
example. Jock immediarely picked up the
show when The Corcoran canceled it and
|,1|'g-u;nu-|| it ar the \N'.].\hin_u,rnH Project for
the Arts, The crowds showed up in grear
muass, and pull“l. support swelled for the
WA, You know, the show closed ar the
WA without any legal confrontations or
any L'n|1§_'|n;~.:\in|1:i| confrontations. So, |

have heard people criticize Dennis, s
“Well he should have known this indict-

ment was coming.” | don’t agree with thar.
I think tha
after Washington, had traveled to Berkeley

ven the fact thar the show,

and other museums and nothing had hap-
|_1c,'|!|:,'(l ar those instrurions, | don't think
that he could have known. 1 think he
anticipated; he made perfectly clear that

they knew thar was a possibility, buc tha

[hi‘.\' were lililll'l't'_ L'\'L'I.\"hil'li'_ ll'lt_'_\' }1|_I_\\‘li"|.¥'
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E.Ul.lld [ (] il\'l]id a 1[iil] d iU&L’l"\.\'i"ﬂL’l T-i.lll'

ation with the city government.

WC: What ]mpru:ismi me p.]r:ig,'u]:ul}' wis
just his recognition of what he had to do. |
think beyond that, what really came
through ro me in the lecture was the sup-
port he got from all soris of p:-uph: 1o stick
to that decision, to that point. It became
clear to me how much difficulty and risk
was pressed on the trustees, the staff, prob-
ably family and friends. He could have had
dozens of Eu_‘ﬂl'll;', friends and impnrl.ant

[“.'l!l'lL' .Il'i]ll]ld iII]. “'h(! Wwene at ri)k OVER

this confrontation. They could have decid-
ed to put pressure on him, or, even if they
l](.'L'IllL'EI not to, l'l{.' L‘Plll{i S0 [h{.'lli h'll.\in{.'?*.\
going down the drain or see a marriage on
[h{.' IlIL'k.\ or 1-li(.'l'|‘d.\|]i[|_k \}3||l[ll1g

temptations to back off that point,

AT: There was a board member who
resigned from his bank rather than bow ro
the bank's wishes.

WC: 1 was very impressed thar the trustees
-il!(.l 1]'|L' .\[;li‘!‘—;llll’.l '“'hli ]i”ll\-\'_\ \\'l]ill kinli
of people—stood with him on thar.

DJ: 1 think it did create an extraordinary
sense of community in the city, but he also
said thar the other rwo major museums in
Cincinnati were not as supportive as they
might have been—tha is, the Taft
Museum and the Cincinnati Art Museum.

HOUSTON CENTER FOR PHOTOGRAPHY

S0 ITILNI)'

Sol LeWitt's Schematic Drawing for Muybridge I, 1964. Collection of the artist; photo courtesy of the Museum of Fine Arts, Houston.

AT: They did not take a public position in
SUPPOTT.

DJ: Riglu, Directors from museums
around the world and throughour the ULS,
were very forthcoming with support. The
community thar rallied around him in
SOME Ways would be those Eu-uplu who he
Pr(it'h'lhl}' \'\"llilll h.]\".' |I:L|.'ot i'lil\'l.' I_'XE“."L'IL'd.
whereas the people who would be his naw-
ral allies held back meaningful support.

WC: That's a fascinating point. Roto-
Rooter was mminl_i, for him, but not neces-
sarily the cultural institution down the

block.

AT: Well, he did say that they had to drop
out of the citywide arts funding organiza-
[iﬂ'” or “ \\'(1“](L Il;]\'L' COst th‘.—i' ‘.{J!—

other ans organizations—roo
much money, and in fact, donations to the

leagues

(:(Jllit.'mpllmr.\' -"'I.IL\ (.:L'Jllk'l anc \1'” R{l]\\'n
in Cincinnati. It has not recovered to a
funding level that they had before the trial.
So, there has been long-term inhibiting

factors.
WC: Did the center pay off its legal debts?

AT: Yes, it has. Dennis has been lecturing
o pay off his |L'§:',:|1 debits with his lecture
fees. That's been part of ir, so as of this
vear, he said he can get off the road and

return to being just a museum director.

WC: I'm sure he'll be grateful for char, bur
in the meantime, I'm glad thar the oth-
ers—ithe rest of us—can pnlﬁl by his wan-

dering.
AT: How did you profit from hearing him?

WC: It's made me think a lot more about
issues of freedom nr-q:xprg'xuinn: the respon-
sibilities of museums; the risk of museums,
trustees, people, neighbors, other art inst-
tutions or educational institutions; how
easy it is to say, “Well, it's their baule,”
p;l([i(‘l|1.1l1}' if:.'nu'n' not in fine arts, but
you're baller or you're s}-mplmny. You'll

“Well, that's not our block; it’s some-

body elses.” Bur it's not true, We're in that
together, and I appreciated Barrie’s style

;IF[I’-LII NP(‘,'I"&I;'I', !“\'-' |\'|,"\.', rhnugh[t-ul, hlll'l'l("—

ous; Ot Someone \-\'II“ COMES ACTO88 a8
bearing a cross or angry or out in left field.
He's someone, [ think, who could really
f_'('”ﬂl'l'lll"lll'_'dt‘.' \'(ll‘i'l ;l“ kinl[.\ li’. I'N_'ll}"l[' -1“15
really sensitize us towards issues of freedom
of expression and concomitant responsibil
ities of all kinds. I hope that he talks o
|I'|[]'l|.‘|.]||ﬂlf| -|[1(I lIE(lll.\-l['llI.\ l]j. I"L'U'p‘lk'.

The issue of censorship has become a
feature of all my classes now. And in every
class [ teach I ger into issues of freedom of
expression and censorship, patronage and
power. Mot that | hadn’t done that before,

but I do it in a different way. 1 turn it over

1o students. [ divide them; [ split the class.

I say: “You're on this side of the issue,

you're on that side of the issue. Here's
some res

rch marterial to get you started,
and you take it further. Next week, or
whenever we're getting back togecher, let's

go to it.” It has been ar g to me. Ieis

really unpredicrable. It's just as controver-
sial and :|n|_3rq:q,liq;[:l'|li:: as issues of homo-
M-xu.ﬂily or abortion or uulm::hiug of that
sort, where more established liberal/conser-
vative lines get mixed up. And it's impor-
rant.

DJ: 1 would say one thing in a slightly crir-
ical vein about the lecture, and that is that
I don't think Barric framed the brouhaha
over fl'll'.' \h‘l,\\' as |'|ll|L'i'| as hL' i it h-'l\": ”I
terms of a homophobic response. He
[I!llt'ht‘li l]P(T‘” [h{' I'll:l”]"ﬁl_'x";ll CIL'”“:“['* IH

the work, certainly, particularly in the X
Partfolio, but I think that whole other
coniext L'I!“l[i h.l\'i.' i"{'L']'I .\lrL"II:_EIh‘L'“‘L'Li.
Other speakers might have ralked abour
the same series of events with much
stronger accent marks in that direction.

AT: I think it was partially because those
were never explicitly expressed in the rrial.
There were two images that they were
prosecuting for child pornography and five
for pornography. All of those were images
that were either sado-masochistic or images

Continued on page 18
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Covers from the Past

As HCP has evolved, so has its magazine.
The Houston Center for Photography
launched Tovage magazine in 1983
provide its members with a eritical
photography journal. The magazine was
renamed in 1984 ar the urging of the
attorney for the lnternational Museum of
]'|1|:tu;r_1.|p||.\' at the l;:'nr!;v Eastman
House because it had a magazine with the
same name. Nearly a decade later, HCP
continues to bring its members provoeca-
tive features, reviews, and commentary on

the world of photography.

Copy photographs by Dave Crossley
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Dennis Barrie, director of the Contempaorary Arts Center, Cincinnati, with Robert Mappletharpe's Lucy Ferry

Perspectives of Censorship
Continued froem page 15,

of sex and violence, which, granted, were
homosexual, but I didn’t—at least in the
time [ was sicting there—ever hear the
\V(}fd ;:'HJ}II’IJ'{A'H«H{

DJ: This gor triggered by something that
somebody said to me afer the lecture.
Barric talked abour some of the X Portfolio
X work as being “rough” and “difficult,”
but some people in the gay community
might find the work not frightening or dif-
ficule to look at bur beauriful. They would
see the work as aesthetically significant.
I'm not really criticizing the lecture on this
ground, except to point out that a gay per-
.\!"L'Lli\-'(.' on .1\.1.1F1P||:;[h0r|_u_' opens up other
perspectives.

AT: Right. Both the X Portfolio and the
Sol LeWitt picce, which caused the contro-
versy at the Museum of the American Art
this summer, were exhibited in Houston,
Texas, at the Texas Gallery at different
times in the late "70s and early '80s. So,

you don’t know when the ax is falling. 1
would also say that Houston is a Very con-
servative city, and yet there was not a peep.
There was certainly ralk. | mean, [ remem-
ber vividly when the X Portfolio was exhib-
ited because I found it shocking then. 1
found it shocking again when I saw it, bu

I think you are right that for people whom
sado-masochism is not exotic, those pic-

tures have different meaning than for those
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of us for whom thar is an alien experience.
Burt thar is part of art.

DJ: Oh, absolutel
Interesting.

y. That's what makes it

Something thar Dennis touched upon
in his lecture as well is the kind of conser-
vatism thar is bred by the events in
Cincinnati and ar The Corcoran, and at
events going back well into the early "80s,
like the suspension of the NEA crirics’
grants. People throughout the art world are
more cautious and more gun-shy ar this
point. Part of this is a function of increased

private and corporate sponsorship for exhi-
bitions. Major corporations thar have their
vanners flamboyandy displaced ar the steps
of the Met and other places are interested
in putting their money behind relatively
safe art. Rembrandt portraits aren't going
to get anybody too upset, whereas
Mapplethorpe, whose work is a lot safer
than a lot of other photographer’s, will.

The aftermath of the Cincinnati trial is a
general conservatism with a lot of artises
and curators looking over their shoulders.
Thar's certainly happening with smaller
arts organizations as well, They're going
after NEA money, and they're concerned
abour all of the moves that have been pur
on NEA again since the early 'B0s.

So, I think that's a very troublesome
after-effect of all of this, On some levels
there was a victory won in Cincinnati, but
on other levels the problem is still very

much with us. I'm not sure that anybody

won out in thar trial. 1
mean, Dennis didn't go
to jail, and the arts cen-
ter is still there, and
.\-|;lp|1|r_'r|mrp|_"-; phe-
I".li_:rﬂp]'l.\ |1;]'\'L' .\L:r\'i\'t:(l
it; but I think we're still
living with the conse-

I

quences.

AT: One of the things
thar Dennis and they
believed all along was
that they would win;
they would lose on the
local level, bur win on
appeal. They &rew they
would win on appeal.
But the reason they felt
It Was 50 IMportant to
win on the local level
was first of all for the
support of the center
and the uil:\', but also S0
that local sheriffs, in the
midst of an election
campaign, would not
think thar this was an
easy ticket to come our
looking tough. And in
fact, this sheriff had o
answer to people for the
enormous waste of pub-
lic funds, which turned
ourt o matter to the
people more—especially
since he didn’t even get
a conviction

brought bad publicity to
Cincinnati, cost a great
deal of maoney, and ac-
complished nothing, 1
think that there was a
very important victory
in terms of what didn't

]'I.'IPP\'I'I b\l‘-lll'{' th'}' won.

DJ: I think that's a very

t_'_ﬂ[]ql point,

ATI’ F-'L(..lLI\eL Ul.'\'\-']'luﬂ
Jesse Helms did in start-
ing this whole fight on
Mapplethorpe and
because they are in need
of election issues, other
local communiries
might very well have
seen this as proof that the arts were a weak

constituency. They might have seen that

the arts didn't have a strong wmugh Con-

stituency 1o stand up, that they were not :
strong constituents as the fundamentalists,
and that it was something a polirician
could rake on. Winning the trial, I think,
really helped. It didn’t evaporate it, bur it
did slow down; it did rake some steam out.
DJ: What kind of effect did it have,
Ihol:g]h on curatonal decisions? And the
decisions of museum directors and NEA
panels in terms of work that is controver-
sial?

WC: It surely made them more sensitive
and probably a linle more conservarive.

DJ: How dogs that play out in the next

ten or fifteen years? Pare of thar Euess, 15

again the face that art is a part of a society,
and we are in a relatively conservative
swing cycle ar this point. It does go in

cycles.

AT: Thar comes at the same time as an
economic recession in which the arts are
ready; the arts are in the position of last
hire/first fire. When people are cutting
their |1Lk|.§_';rh. they'll cur arts before they
cut education, before they cur health,
before they cut other charitable causes.
And so, decisions are made in thar conrext
as well. It's not only because it's a political-
ly conservative time, but because we are in

an L'Ltl['ll!l'l'!i(' di!\\ nourn.

al solution, Anne, in

WC: There's a prac

terms of the problems faced by a museum

or curator. [ saw Mapplethorpe’s show in
Paris, which did not have the X Portfolio,
but had some other “difficult or relatively
more difficult images.” They handled ic
there by simply having it in a separate

room off the main room, with an alert or
warning posted on the wall, tastefully. It
couldn’t be missed, unless you were half
blind, thar the marerial inside could be

offensive or disturbing to some people. It

struck me that this was a very pracrica
solution. The exhibition still flowed pretty
smoothly in terms of the way it was
installed and everything. You have a liule
notice there, and it didn’t seem ro deflect

many people.

AT: One of the problems of being a cura-
tor is that you simply can't anticipate rich
art. Art that is really compelling provokes a

wide range of emotional responses, and if

really good

we can’t ant ipate what
it will stir in people. So, the pictures that
we think might be problematic will be
passed by, and the pictures that we hadn't
even anticipated as being offensive, or even
ones that we may have regarded as
L'.‘ﬁl.'n.'llh.'t_\' beautiful, will be (fi\[url\inl_" Lo
someone. This is another reason you have

to be careful abour L'L'It.\nln't'ip: because you

are censoring. The director of the Museum
of American Art found thar Sol LeWite
piece offensive, which just astounded me
because it was just a naked woman walking
htr.ligh: back roward a camera. But | don't
doubr thar she genuinely found it offen-
sive. Where | disagree with her is thar she
limired the work of art to that meaning,
She rook it out based on: “I read it this
way;: therefore, it is abour that.” And thar's
where real censorship and damage to are is
done.

WC: And it's the simplest trap of all to fall
into when you privilege your own perspec-

tive, less than consciously as often as not. |

think thart it’s especially important for peo-
ple in positions of some relative power—
and certainly curators, critics, professors,

(5 Catey (4] .IJW.i}':i be second -guessing that
reflex of self-assured judgments and maybe
that’s a legacy that's positive that comes
out of this, Maybe looking over the shoul

der is |unkint_'_ inward as well.

AT: .'\llhully.h I didn’t get to [g-\(iflr\ whar |
had been I-:ruuglu ro Cincinnati to talk
about was the facr that a curator hangs two
works of art next to each other for a rea-
son. Since then | have been talking to
more and more people and have been
absolutely stupefied by the vast percentage
of the public who come o a museum with
no idea thar, by comparing two works of
art hung next to each other, they can learn
something about both of them. The simple
act of comparison is a reaching tool, which
we have always taken for granted. Every
curator consciously hangs any work; every
piece in an exhibition is hung exactly
where it is for a reason, We have not done
our job to let the public know that they
can self-educate themselves by looking at
the order of the pictures.

WC: Anne, that doesn't surprise me. |
think the vast majority of people coming
into a museum or an exhibition or 2 gallery
never think, particularly, that there's any
reason why this is where it is and that's
next to it, other than |3|_'|'|1,|P\ from a pure-
ly mechanical or practical issue. I think it's
]ﬂcll:l.ilhi_\' extremely \L‘idi‘\plL‘.ld_ You just
need a nail and a hook, and you put it up.

DJ: On a subliminal level I chink they're
probably having responses to this sequence.
All curatorial decisions have their effect,
but the audience may not realize the
thetoric involved in some of the presenta-
tion of the work.

AT: All right, is there anything else that
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cither of you want o say about
Diennis or the lessons ro be
learned from his experience?

DJ: There's something thar I'd
like to touch on briclly—rtoo
briefly, I'm afraid. I think artists
Jn(l ares |‘lﬂ'"{".\h'i‘}[]-'l|!i II;]\'L' (14]
make a betrer case for them-
selves. There are a lot of mis-
q;u,uu;;-]u':nn.i our there about
what art-making is. As a resule
of the Mapplethorpe flap, in

SOIME Ways [hi.' arts I’_'G'I‘ll'll'l'llll'l.ll!'

has closed ranks, which may be
a natural reaction psychological-
l!’; Jf](l PI.'IIIH}I.\ ib a J.”Ulld lhllnt_"
straregically. But [ don't think
we ought to fool ourselves with
our own rlu.‘[[]rir_', {.'HIR.'L'.lLI”.\'

when our

rhetoric suggests a privileged
position for the artist in relation
to society. Arts people need o
think seriously about themselves

as imagemakers within a social

context and take some responsi-
biliry for che i|n;1‘|_1,q-\' T]n::\.' gener-
afe. ] ;."IIL'.\.\ I 'l\'llllld ITI'JR\' lh-ll
especially emphatic with pho-
tography, with its causal link o
‘Gﬂl'['l(‘[hil'l!"‘ [h-'l[.‘i out l]'u.'r{.' !lll

the world—the photograph’s

very special, if problematical,

1;'|_3f¢\|_'l][:||-lul’|:ll SIEATLS,

AT: | came away from the trial
Iu_-]inl; thar it was the arr world
that had failed in terms of our
making art, that our arrogance
had in some ways brought us to
this trial. Ic's

our arrogance to think, “You
lll'ldL'l.‘;[','lnq.E [I'l:'is or I\"‘l] tlf\nll,
you get it about art or you
don't.” And, “We don't need 1o
reach out o people, we don't
”Cl.'d L8] ”'l;l]{‘.‘ ‘IT{:'T] {I.'L'.l af ]1[]|[]‘.—
in our instioutions.” [ fele, in
part, that the attitude of think-
ing people should be able 1o
\\-'l'llk i"t{) A OImuscum .'ll1l| IIH\'\'
all the rools they need—when in
fact all of us have years and years
and years of training—uwas part
of it.

Bill, did you have .lr])'llliug more that
you wanted ro add?

WC: Cerainly the whele T|1i|tg has rased

difficulr issues abour freedom versus

responsibilities, and | don’t know if there
is any sort of resolution of that. | suspect
ll'l;it as ]"l]g as l]'lL' .\lH.'.lcl}' “'Il.\]'lL'.\ {1 Ihi"k
of itself, and try to act even halfway, demo-
cratically, then it's going to stay with us. |

Photo by John Stamstead courtesy of the Contemporary Arts Center, Cincinnati, 1991,

think we are still hurting in the ars com- limited 1o us and arrogance is out there in
munity from it; | think it

5 tl[JI'lL' llil]'ll.'lg{!. ll'lt_' E'HI.ill-lL.

The arrogance comes both ways. I certainly : ’
& g T DX We don't have the marker cornered.

WC: We do not

agree, 1t was in our diverse professions.

1 disease h

We're guilly of it, but it's

TSENG KWONG GHI

A Retrospective
Exhibition At HCP
February 28-
April 12, 1992

Catalog Raisonee
published by HCP
with an essay by
Barry Blinderman

Curated by
Jean Gaslin
and
Bill Shackelford
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Balancing Shadow
and Substance

Christian Boltanski's Shadows was an
exhibition at the Contemporary Avts
Musenm, Houston, Octaler 24, 1991
January 5, 1992,

Anne W. Tucker

Christian Boltanski derives from tradition-
al theater many of his insallations’ key ele-
ments. Just as you await 2 curtain rising
hetore a play begins, if there is more than
one other person ahead of you ro view
Boltanski's Shadews, your expectations are
held in suspension until those ahead move

aside. Your only access is a window thar

barely accommodates two adules, Over
their shoulders shadows dance on dimly lit
walls, bur unail you can lean on the win-
dow ledge, you must deal with anticipation
and impatience. ."\|[huu_|_'_|1 r-.a\'m'.lhlg.' dis-
posed roward Bolranski's work, 1 don't like
waiting. “This is manipulative. Why make
the window so small?” | thoughe. Most

red at the window, bur

spectators lin
when ffnally finished, they moved away
from the window smiling. Boltanski
understands thar the piece’s success
requires an intimate, singular encounter,

md the window, allusions o the

thearer continue. This is also the stuff of
campfires in dark woods and Grimm's
|:1il_\-' tales. We behold an ancient dance of
the spirits with the magician’s hand fully
revealed. Skulls and wart-nosed profiles
challenge spindly bodies armed with the
spears aned whips, These ancient armies
bob and overlap. See children, there is
1|u1]|i||','_ 1o fear. Those tin and paper

20
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'f_p:wmf:_'

I‘lgurr-: hanging fram wires in the center of
the room are blown by a whirling fan and

magnified into ghastly giants by five

lamps. The lights are brighe; the shadows
are crisp. And if you are patient, an aveng-

ing angel emerges on the righ[, crosses the

ceiling, and disappears into the left hori

Christian Boltanski's Les Ombres (Shadows), 1984

Seeing the mechanics keeps the piece
from being seamless, slick, and hokey. It
reminds us there is an artisc at play. This
has been created for our enchantment.
Like a child warching the mobile over a
crib, we can become momentarily lost in a
slowly shifting pantomime, Bolwanski isn't

Christian Boltanski's Monuments (La Fete du Pourim), 1989, is part of the permanent collec

tion at the Museurn of Fine Arts, Houston.

ron, “There he comes,” exclaimed a man
w0 his wike, calling her back when she'd
turned away before the angel appeared,
.‘\1.1L‘i|1§_', YOou Wil

again, the angel reap-
pears on the right piu‘hing.u'm“ these

mischievous goblins,

trying o trick us, It's an invitation to
release our imaginations and to ler “the
. ASSOCIATIONS

illL1i\'il1llLI] \.'\.'GII'I-&. <« o LUIEERCT

that exist already in the viewer's mind,”
says Bolanski in the gallery notes.

At CAM on Ocrober 23, Bolwanski

spoke of the audience’s rale in complering
a piece with their stimulated memories.
While

abour his own village, he also said aurobi

isting that an artst speaks only

ography speaks not about the writer, bug
abour us, He is relyving on the basic truths
that obsess him to engage the viewers as
well. He also emphasized his willingness o
let the picce mean whatever the viewer per
ceives thar it connores: "I someone EE e ]
me, your ar is so happy, | say vou are
right. I they say your art is s sad, | say
you are Iiyju_ | was in |_||_1.||'|, and they said
;\.'l“l Are so |:|I:|H||\'\\_'_”

Boltanski's shadow picces are unique
in his work because they do not employ
found objects or ]shnmg_l.mih_ bur are
entirely constructed from his imagination,
or rather from our collective imaginations,
Odther installagions r:u]}lu_r ]‘.lmmgr.nphu,

clothing, and other personal ardifacts chat

l'\“JLI\' ll.t.' L\l-ﬂ'\u’”_u (.'l - 'l.rL"\. TOLES OAWIICT.
Boltanski’s context for the object may be
fictional, but he relies on the object’s
capacity to be mnemonic of another
human. More than for their acstherie
propertics, he chooses u|3j:;v, I8, espeg i,Ll]_\,-
photographs, because they are relics of
reality, On the one hand he is an ethno
grapher of experiences through collecred
objects; on the other, he conjures more
primal manifestations of emotion, Each

wns shares this

of his disparare installati
sense of drama and unabashed appeal o
viewers collective memaorics, expericnces,
and imaginations, His gift is to balance
shadow and substance,

Anne Wilkes Tucker is the Gus and Lyndall

Waortham Curator of Photography at the
Museum of Fine Arts, Houston.
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Belonging to the South

Willicm (.‘l‘)ﬂ'-j!'.rﬂ.lfil‘i"ll'y s Southern Views
was an exhibit ar the Galveston Aves
Center in Galveston, Texas, October 19 -

November 24, 1991,

Patricia Carter

Ina 1988 appearance at Galveston's Grand
Opera House, dramartist and screenwriter
Haorton Foore spoke of how an artist finds
"An artist needs to know

his own voice
what has been done before his time: he
needs ro belong 1o a place.” In November
1991, again at the historic Grand Opera
House, an audience was introduced 1o
William Cl
embodiment of thar dictum. A few blocks
away, the Galveston Arts Center displayed
the works—drawings, photographs, and
s—of this unique Southern arist.
The place that William (:hriﬁtr:nh;'rry
to is Hale County, Alabama. It is
'.'II'!l‘i I'LL'
seems to have possessed from earliest child-
hood that most lasting of birthrights: a

'Il"L'IT:\.'. “'i'll! S0ems [ht‘ very

!il’_'lll I'!"

belon

his by birth, blood, and experience

feeling of connection to the land.

In 1958, Christenberry began making
photographs in Hale County, using a liude
Brownie camera thar he had been given for
Christmas. He sull mainrains, as he rold
his Galveston audience, that those first
photographs were made simply as refer-
ences for his paintings, but it seems clear
that something deeper was at work even
then, He admits that he felt a need to
come to grips with the landscape around
him. “ l’humgr.lph:. seemed the most

straightforward response ro what [ saw,” he

Christenberry spoke of his family, all
devour Christians, and its division on the
question of h-'l['l[i.\'ln berween “dunkers”
and “sprinklers.” He did not speak of his
own baptism, but it seems certain thar his
confirmation, at least as an artist, occurred
at the moment in 1960 when he held in
his hands a second edition of Let {5 Now
Praise Famous Men, the ¢

sic documen-
tary on Hale County sharecroppers, with
photographs by Walker E:
James Agee.

Surprisingly, in the hq.{inn'mg it was
ans’ photographs but Agee's words
thar struck (:]uihlunlwlr}' with full force.

ins Jflil ext I'!'\.

not [

‘.ir.h!ll-.ﬂ[y. however, he found in Evans’
work a permanent gift from which he

could draw strength and inspiration. He

n to trace the two
men's footsteps, often
phorographing in the
places that Evans and
Agee had been, but mov-
1“}’. il1L‘rl:;lhill1:J:\' 13f_'_\'[]n{{
their work to find ways
to relate his own experi-
ences.

Christenberry now
lives in \Vus.hingum,
D.C

Corco

1d teaches at The

n School of Ar.
But, he returns year after
}'L'i]r [{4] f\.lillli T LIl'IL{
Hale County, and in so
doing has built a body of
work that gives us much

more than a glimpse at a
vanishing rural South.
James Agee, striving to

convey the essence of his

experience in Hale
(::rlllll}' in 1936, used

every means at his dis-

}!ll“l: PUC[FI\'; stream l”-

consciousness, lists,

prayer, rhetoric. Chr istenberry, too, uses
all means—paintings, drawings, pho-
tographs, and sculprures—but it is the
Pl'll]'ﬂgrjl[‘h.\ [hﬂ[ hi"‘l [h!,' '\'n"‘rk [i.ly.('lhf[.
For after all, Hale (:Uum:\.' 15 not a land of
the arrist’s imagination. It is a real place.
Rain falls; kudzu grows, thrives, dies back,
and rerurns. Photo-graphs deal with those
realities of place betrer than any other
I'I1L'L]illl‘!'l. Cs[\:.‘li;!”l\' (:E'll'i.\h.'nhf.'rl—}'l.\' ITh'I'

tographs. They are as lucid and as plain, as
t-breakingly

.\imp|u as it is pﬂ-.:iihlr_' to be. Moreover, he

straightforward, and as he:

never puts himself between us and what he

1g to show us. But whar is it thar he
wants us o see? What is it that we can rec-
ognize and call our own?

OfF the Wenty-rwo F1|IG1[UE_’|!.]|3I1.\' dis-
played at the Galveston Arts Center, mast
are of structures and small buildings thar
Christenberry has photographed again and
again through the years—as the paint
igns are replaced by graffiti, as
the structures sag and begin their slow
descent back to the soil. These pho-
tographs are not populated with the citi-

peels, as

zens of Hale County, but somehow the
buildings and landscapes do not seem
bereft of peaple. A human presence is per-
haps most serongly fele in a small 3x5-inch
image taken in 1971 and titled Door Of

William Christenberry's Southern Monument VI, 1980-91

House As Christmas, Greensboro, Alabama.
The soft, color-saturated blue of the
impoverished door seems the very color of
|n|l§:ing, and we understand how much
dcpﬂ'ndh on [ill]r "i"_'\' (.‘.l'lriﬁl]'l'lﬂ.\ !il_‘.l".\
shining in the December dark.

There 1s something abour these rural
buildings that is beautiful. The simplicity
of form and lack of pretense is appealing.
But more than that, Christenberry’s per-
spective often gives us a real sense of the
way these structures occupy their space.
-l.]'lL'.\' seem o I“'ld Ii“.‘ir pl;ll_'L' i|1 ll'll' ];l['l(l-
scape with an integrity, a way of belonging,
that spes
small building seems as native to the
Alabama earth and sky as the big chinaber-
ry tree gru“"mg il]lll1‘|_‘..'.lldl‘_ His H[,'HI!I[LJH'H,
two of which were seen in Galveston, have
a similar kind of presence,

ks to the viewer. In one image, the

In 1977, Christenberry began working
with an 8x10 Deardorff camera, His beau-
tifully luminous 20x24 prints show how
surely he has made the large formar serve
his vision. It is no small trick thar these

photographs have the same poetic quality
as the images made with the litde Brownie
Holiday and Hawkeye cameras.
Christenberry is fascinated by the pas-
sage of time, and a large part of his intent

if'l !L'l'lllllill!_: lil'll:t.' it"t‘]’ tme to [llt‘ same

subject is to show us thar process. Yer,

- somehow, 1 would not think to describe

these buildings as

ng.” Surely it is only
the |\]1|17:|gr.t|1|1¢-r {and the viewer) who is
growing older, for these structures seem
:rnl:.' 1o pass without :_'llidt_".l]'lt_" trom one
state of grace ro the next,

The careers and works of most artists
can be traced in linear fashion.
Christenberry’s seem circular and sarisfy-
ingly whole, even as they continue to
evolve and expand. His mother was a quilt-
maker, and perhaps the quilt is a better

analogy. Each square is a cosmos; the
whole is a sovereign nation.
Christenberry continues to work with
sureness of purpose. He wants, he says, o
“]surm:.tin" that ]=|.1u'_ But he wants also, as

f\gk'l.' '\.'\-"Jl.lt.'ll. [ {#] }{i'\-’( T [or LS i! Wi Can Lake

it. As he spreads his work before us, piece

by piece and year by

AT, WIE Ay see a
country we can all elaim. It is the Land of
Belonging,

Patricia Carter is a writer living in
Beaumont, Texas.
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Simply Rauschenberg

Robert Rauschenberg: The Early 19505
s an exchibit shown at The Menil
Collection in Houston, Texas,
Sepeember 27, 1991-January 5, 1992.

Ed Osowski

In 1952, the first two works by Robert
Rauschenberg to enter a public collection
were acquired by The Museum of Modern
Art, New York. Surprisingly, the works
were not paintings, collages, sculprures, or
assemblages—the works one identifies with
the breakehroughs of Rauschenberg's
career, Rather, they were two photographs,
dated 1949 and 1951, purchased by
Edward Steichen for The Museum of
Modern Art's Photography Department.

These two photographs are among
nineteen included in the exhibition
“Robert Rauschenberg: The Early 1950s,”
which was organized by The Menil
Collection. Also included were four mono-
prints on exposed blueprint paper. (The
catalog of the exhibition includes these
twenty-three works and several others not
displayed.)

The two photographs Steichen boughe
are simple. Whar they possess is a spon-
taneity, an almost snapshot-like quickness,
yet an absolute certainty of purpose as well.
Intevior of an Old Carriage, the earlier
work, depicts a horse-drawn carriage. The
aother, Cy on Bench, is a meditative and
moody portrait of Rauschenberg's friend
and fellow artist, Cy Twombly, These two
works develop ideas in what might, in
short, be called the modernist struggle to
define the place of image and abstraction
in art—as Walter Hopps writes in the
catalog—which is ar the very center of
Rauschenberg's achievement. They are
also about new ways of seeing thar under-
score the antihierarchical qualities of
Rauschenberg's art.

Interior af an Old Carriage is neither
nostalgic nor descriptive. Fifteen years ear-
lier a photographer like Walker Evans
might have found the same object an
appropriate vehicle to convey some sense
of the loss or passage of simpler and purer
times. No such symbolic weight attaches
itslf to Rauschenberg’s photograph, Two

wheels, a cushioned sear and backrest, a
canopy, the rear window, a small white cir-
cle floating in the center of blackness: this
is the photograph. What it demonstrares is
Rauschenberg’s effort to strip the object,
not to some essential “thingness” but from
its normal context, and to affix, in a sense,
no meaning at all wo what is there, The
viewer stares into the carriage’s beautiful
and dark interior space and is stopped
short by the globe-like circle of white thar
appears ready to float off the print. This is
clearly not a photograph offered up as
description. Carriage Interior tells us noth-
ing about how this object functions; there
is nothing useful abour this photograph of
what once was a most urilitarian object. To
use different words, there is no narrative
content to the photograph; there is no
story, no plot, nothing about it to refer us
to anything beyond irself, just the inky
purity of its rich blacks.

Like Carriage Interior, the porcraic of
Twombly avoids description. More cor-
rectly, one mighe call it an anti-porerair.
Nothing abour the male figure allows one
o identify the sitter as Twombly; he car-
ries no brushes, paines, paper. His face, free
of derails, is a solid, blank globe. If chis is a
portrait of an artist, then it requires us to
consider the very nature of artistic expres-
sion. Is it in the idea or the execution of
the idea that art comes to exist?

Twombly's portrait was made during
one of Rauschenberg's stays at the experi-
mental school Black Mountain College,
outside Asheville, North Carolina. There,
Rauschenberg worked with John Cage,
Merce Cunningham, Franz Kline, and
others. A photograph by Rauschenberg
of Cage, made ar Black Mountain in 1952,
avoids the clichés of portraiture. Cage sits
at the wheel of his Model-A Ford, his face
in profile, framed by an open window.
Beyond him, through other windows, one
sees trees and bushes. Central to the image
is not Cage but an inverted “T." formed by
the door frame, and two door handles thar
serve as dramatic arabesques in the bottom
third of the photograph. Cage looks ahead
at something the viewer cannot see. For
the viewer, however, options seem endless.
There are five windows, each affording a
different view. In Rauschenberg’s scheme,
each window—and the view it possesses—
is of equal importance.

It would be an overstatement to talk
abour Cage's influence on Rauschenberg,

More correct would be to describe a gener-
al approach to making art thar Cage,
Twombly, Cunningham, Rauschenberg,
and others shared. This approach found
value in spontancity, freedom, and discov-
ery, based on what Cage has called remain-
ing “curious and attentive to what |
happen to encounter.” (A photograph of
Rauschenberg's studio on Fulton Street in
New York, c. 1953, documents a framed
Cage score among other art works in his
possession.) It would not be incorrect 1o
call this approach “democratic” because of
the presumption that the appropriate sub-
jects for art had not been canonized. At its
very core there is little that is elitist about
this art.

Rauschenberg seems indifferent to the
categories of doing and documenting.
Nothing could be more quotidian than the
subject of the 1950 photograph Ceiling
and Light Bulb. Yet, there are questions it
raises: Is this a photograph? Is it a photo-
graph of a work of are? Is it a photograph
of an idea for a work of are? Or, is it proof
that the world conrains, if one looks with
the proper vision, the subject of one’s art?
Most likely the photograph partakes of all.
Ceiling and Light Bulb challenges the very
notion of what is an appropriate subject for
art. What could be more banal—a blank,
black ceiling, a light bulb, and its pull-
string descending from it? It is a photo-
graph of what was there, in a certain place,
ar a definire time, But it also shares some-
thing with a sculprure by Rauschenberg,
The Man with Two Souls. Both works seem
concerned with finding objects, things
abour which one ordinarily feels nothing,
and then, as Cage would have it, becoming
“artentive” to them. One thinks of Ceiling
and Light Bulb, then, as a wonderful acci-
dent, an example of Rauschenberg's find-
ing in his privare space an “accident” that
resembled closely the sculprures he would
assemble.

In Hopps' installation at The Menil
Collection, photographs, paintings, and
other works communicated in a silent dia-
logue: one work reinforcing, redefining, or
clarifying an idea seen in another work. A
good example is Charleston Window, a
1952 photograph set against two large,
black, untitled canvases. In the photo-
graph, a torn window shade is pho-
tographed from low and outside. It is
framed by worn wood and seen through a
screen, Shapes—a hint of window panes, a
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ledge—are almost abstract. The paper
shutter is torn and creased. In the compan-
ion canvases, paint interacts with paper—
rippling, curling, creasing, and twisting
from the effect of the paint. The black
paint is the VETY ESSEN0e of blackness.

In the fall of 1952, Rauschenberg
sailed to Europe with Cy Twombly, He
rraveled through Spain, Greece, and
Morocco, and settled in Rome where he
-,t;l_\'u:l until .-\|Ui| 1953. Ina group of p|1n-
tographs taken in 1952 ar a flea market in
Rome, Rauschenberg found “art”™ every
where. These are street photographs—pho-
m'?'_r.1|1|1-. that record art thar exists on the
streets before one's eyes—ironically, not
the grand monuments one associates with
Rome's classical heri

i ‘_-_ﬂ'u I“ \L'\'L':-ll ])h'l'
tographs, fabric—canvas in one, brocade in
another—is owisted and folded, both con-
cealing and revealing the objects behind.
The trearments call to mind the way the
window shade is creased and torn in the
|:hu1u!;r.1|ﬂ1 Charleston Window, 1952, and
||'|l.' use :rll i‘;Ll"fi'L\ }J;Iinlfd ;l“d L‘:\'L'[{.'I.i- m
the monumental black “untitled” canvases.

As a group, the Rome flea market
|||'|;l:_'\L'.‘I seem Ll]llL‘t'r"L'li '“'.UJ] L'l’\'('f]l!g_ .1!](!
revealing, masking and uncovering, losing
and finding. In Rome Wall 2 poster

*Stalin E" Morto™ has been

announcir

-]

torn from a wall. The wall itself is a texture

of stains and random hatchings. Several

leters, MA, El, O, and a fragment of a
phrase, “. .. ovimento,” emerge gradually
from the wall's surface. These \_\'||,:I\I|_-~.
have no meaning; they do not add up in
any traditional sense to a sentence that one
can read and understand. Their context
has been removed |\_1.' the overlays of other
posters thar once covered and concealed
them. But like the wordless sounds John
C

[ons, ‘E]L’.‘L’ I.'.il!".l.l."ll'l iL'l.lG.'lh creaie a new

-:-mp|n_\.'-. in a number of his composi-

meaning Ui-liL"uij__"_ll and shape.
|L|uu']1|'|1lu-ri_', u:nlplulc\ his |_1|m[u-
graphic explorations with a series of five
||l1|J:L|gr.l|7|1\. Cy and Roman Steps, 1952,
The operative word in the tde 15 the small
conjuncrion and for these are not images of
Twombly but are images in which the
steps and Twombly are equal participants.
What the five closely resemble are snap-
shots a tourist would reject: in each image

the photographer has moved closer to his

subjects until Twombly's torso, from chest
to knees, fills the print. Never do we see

I'wombly's face. Never do we see anything

HOUSTON CENTER FOR PHOTOGRAPHY

||1-” ol |||L|L':L'].\' |"E;|‘.‘l'3! llll.'.\‘.- HIL'I“! i['l I{H‘”TL'.
Like the carlier Cy on the Bench, nothing
except for the artist’s words, rells us tha
this is Twombly. These are images of five
'cil{_'LII-li. maoments, H\'L' movements [hl'l!l”l_'\l’
space and rime, five ways of defining and
imaging Twombly's position on the steps
and his relation to the steps, and five ways
of recording Rauschenberg's movements
toward Twombly. The five photographs
IILL' |‘|-|ii}' :,'l-llqll:ﬂ”:\- l“."i.l‘ll'li“"'. maore (t'“[r:il
in cach work—coax and tease the viewer 10
apply some narrative framework to them.
Bur whar actually is occurring here?
Twombly himself isn't moving toward the
viewer, although he shifts his position

slightly, If anything, the group of five

|('\k'|n.|5|l.'\ :hL movement “r- '-l"ll'l'ld. l\r-
words without meaning, Trying o find
“meaning” in them leads only 1o frustra-
[{[i]i

More accurate, then, would be ro call
the five images an anti-series. Nothing
actually becomes clearer in them. [f any-
[hill:.". '|||I.':\' are Phl“n!:_l'.lpl!\ |'||. a4 non-

" T——

B+ B ST T e "",ﬂé"“—‘:".i‘ibyr“ .

P

Robert Rauschenberg's Cy and Roman 5Steps

Western way of perceiving reality. They are
photographs that find and lose perspective,
that lead one 1o expect a grand revelation
in the final frame, bur conclude, instead,
almost arbitrarily.

What the phnmgr.lphx in “Robernt
Rauschenberg: The Early 1950s" make

clear is that for Rauschenberg, art eme

fram the encounter between the im.]‘uir],t
tion and the object. These are photographs
that reject the hierarchical and raditional
values of space, time, content, and narra-
tive for a freer and looser approach to
meaning. In them one finds a puricy of
trust in the power of the object itself 1o
hold our attention.

Ed Osowski is a member of the National

Book Critics Circle and his reviews appear
regularly in the Houston Post.
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The Dallas Six

The Dallas Six wwas shown in I'-}:ﬂrr_-v X
at the Houston Center ﬁﬂ' .”p'joru_gm‘_pb_r,
in Heouston, Texas, November 9-
December 29, 199],
Cara De Busk
“The Dallas Six” exhibition was part of a
unique exchange organized by the directors
of the Houston Center for Photography
(HCT) and Allen Street Gallery in Diallas,
Its goal was to acquaint Houston audiences
to the work of Dallas artists and Dallas
audiences to Houston artises,

Six Dallas arvists were chosen from
slide submissions by nearly thirty photog-
raphers for exhibition ar HCP by Exe-

curive Director Jean Caslin, Administrative
Direcror Michael DeVell, and Hans
Staartjes, a Houston photographer and

HCP programming chair. These artists

were selected o represent current trends in
photography-based art coming out of the

Dallas area. Their work emphasized hand-
manipulated photography chat, according
o DeVoll, is char
work Dallas artists have to offer. The

acteristic of the strongest

artists were Robin Dru Germany, Mark
Luttrell, Kenda North, Glenys Quick,
John Meal |’|1illii1\. and Rose Marcus 'I'cﬂh-_v,
Robin Diru Germany is a familiar
artist to HCP members and visitors,
Germany has participated in several HCP
exhibitions and is a regular contriburtor o
the annual HCP Members' Exhibition.
Her work consists of dark, quiet images of
aged, low-tech machinery into which other
images—often human body parts—are
subtly collaged. Germany is exploring a
popular issue: the relationship of humans
to machines. Through the discreer quality
of her craft, she generates an alternative 1o
the usual .1p|3m.i|;|l to this issue. Due to a
cultural |lr1.'|ll|.|'lu‘ that encourages |_1:J|,'|_;r-
ieed |:|1il1kir15. many North Americans
(artists or not) approach “technology” as

the “other,” as an uncontrollable force our-
side themselves. By being outside and oth-
er, technology is bad to them. Philosophies
that describe machines as “dehumaniz

and use the word “mechanized” as a nega-

tive description of human behaviar, de-
monstrate the psychological distance many
Amerjcans draw between themselves and
these tools they describe as “technology.”

Germany explores the truly interde-
]‘L‘”d‘.‘n[ ]Cl;“i‘l)]'lﬁjl]l, |3I."|'“'L'L'|'| man .“:C[
technology by depicting an intimacy
berween the human parts and the machine
parts in her images. By anthropomorpho-
sizing the machines at the same time as
mechanizing machines, Germany chal-
lenges notions thar describe rechnology as
"“l"‘“.IL' LS. \\;"C are 1!'(‘}1"13Ell‘|__'\‘|' ,”]d [L'th“.:l!-
oy s us; therefore, we are responsible for
what technology does. Germany's unique
experience of working with printing presses
has creared a relationship of mutual respect
and connection with the machines, and
that rc!'rt-.hin:; insight is revealed in her
work,

Mark Luttrell has expressed a strong
interest in technology and how humans
relate to and use the tools they develop.
Yet, his interest is much less evident in his
work, which consists of small, finely made
platinum prints of still lifes containing
fruit, flowers, and dead animals. Luerell's
images, given such loaded titles as Pervistent
Stereatype, carry many elements thar are
used by this culture o characrerize the

notion of the “feminine:” lushness, decay,

food, delicacy, emotion, intuition, quiet-

ness, passivity, and death. Like Germany,
Lurttrell rewards the viewer who takes the
time to look closely ar these small, textural
images; however, the very subrle political
conflicts, which Luttrell almost hides with-
in the images, are unclear. The sense that
these images are attempting to be crivical is

there, bue Luttrell is very averse to letting
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the viewer know exactly what
his position is ru;-_.u:ling gq'ndur
issues or the “decadence” of
North American societies thar
he has said are his interest and

objects he

chooses to photograph.
Kendra North rakes a

much more straight, relatively

symbolized by tl

unmanipulated approach to
her work. Presented in luir\
consisting of one black-and-
white and one color prin,
Morth's images are a clever
exploration of the acts of look-
ing and being looked ar, which
she has ritled A ,\;,'w,l'_r (.lJ"
Spectators. Surprisingly power-
ful in their simplicity, these
pairs of images dq\il.'l young
men and young women
engaged in the highly gender-
stereotyped activities of the
California beaches: girl watch-
ing, bikini contests, muscle
competitions, watching and
l‘»till:_r‘ watched. By p.liring.\hn-
ilar color images with black-
and-white images in a skewed
11|irrurjn!_:, Morth allows the
viewer room for distance and a
critical eye when engaging
these “documents.” The slick-
ness of the prints and of her
presentation reiterate this qual-
ity and focus on appearance
that scem ro be the major focus
of energy for North's subjects.
The beautifully rough and
soft hand-colored montages by
Glenys Quick are probably the
most in

ing images in the
exhibition. The juxtaposition

of softly colored, degenerated
images of trees, sky, and small
appropriated photos, which
appear to be old family snap-
shots of women, create a map to
the concerns of this artist: ﬁnding
an alternative to the popular
representations of women and
of “nature,” and interewining
personal |1i\mr;|- with the
“great” issues of an—love,
truth, beauty, the nature of
man.

The unofficial exhibin
theme of hand manipulation
continues with the marked
portraits by John Neal
Phillips. L'-.J'ng scratches on his
negatives and marks on his
prints, he demonstrates anoth-
er papular approach o manip-
ulated photography, vet the

we of the artist’s hand in

se seems to be mornivared
purely by anger and disrespect
tor his subject. Phillips shoots
“stickir

cameras in people’s faces™)

{or as he phrases it,

B

grainy, contrasty portraits that
are creepy, urban, and suppos-
edly on-the-street, then
scratches and marks our the
faces of his models. Whart
Phillips fails to communicare is
why he needs 1o perform this rageful act on
his images.

The cr|l.~.u:r'm'l_'_ of faces and identity
can be a powerful effect. Artists have
explored issucs uf't_'_‘-ndcr, class, race, and
representation in general by using varia-
tions on the obliteration of idenity.
Phillips’ work lacks the intellectual direc-
tion found in work such as that of John
Baldessari. (In particular, Baldessari's use
of solid, colored circles to obscure pars of

cles are used to

his images, usually these ¢

‘!L'l":l-' |I1-l.' i“di\'ilill;ll features ('Ir‘[lll.' \lll‘-

ject’s face or head: therefore, rransforming

the persons represented into symbols.) By
kn‘cpin}: the emational qu.lli[i:::. evident in
this work and expanding on the dry intel-
lectualism of artists such as Baldessari,
!'hi“ip\' could have made a strong contri-
bution to the exploration of identity. But,
he has chosen not to commit himself in
this way, and the result is that he appears
to be no more than a basic misanthrope
with a camera and darkroom.

T'he final arcist thar comprises “The
Dallas Six” is Rose Marcus Tobey. Her
mixed media box is very far from the quali-
ty of the other work. A hodge-podge of

slick, color magazine images combined

Robin Dru Germany's De-fnvinkorader, 1991

Glenys Quick’s Flight (original in color)

with toy soldiers and other abjects inserted

€,

into a small diorama of Parisian party-
this piece is an interesting effort, but seems
lacking of real direction or meaning.

The most unfortunate quality of “The
Dallas Six" exhibition is the inclusion of
work that is not up to HCP's standards of
quality in craft and meaning. Gallery X is
intended 1o be a space for work thar takes
risks, either aesthetic or philosophical, yer
some of the work chosen for the exhibition
in this show lacks the strengrth, rebellious

ness, and emotion usually found here.

Cara De Busk is a photo-artist working in
Houston.
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Working-Class
Waplington

|_'|\'iug Room, pfm{ra_g:wp.’u f)_r Nick
Waplington with essays by foln Berger
and Richard Avedon. New Yovk: Aperture
Foundation, Inc., 1991, $35. 74 pages.

Elizabeth Claud

In his first book, Nick Waplington por-
trays the daily lives of two working-class
families from Nottingham, England, in a
manner that is at once chaotic, p:‘rph'.\'ing,
and above all intimarte. Perhaps due 1o the
four-year duration of the project, the fami-
ly members seem oblivious o the |1|1n[ni_;-
r;ll"h‘.‘l .\ E'Prl."i‘:nLL' .ll1l] [“:‘l’h'."[ |'|i1j‘: i‘l’(]lll
nor pose for the camera. The overall effect
that Waplington achieves could be
described as “fly on the wall” objectivity:
|Ill'.' F"IIIIH,E_’.T.'IPI\I’.'r ]1-i|3|7|,'“‘; (4] J'L' [I'll.'rq: at
lI“.- MmMost 1F-|f.dr1t- ;lllﬂl Ik'llllli'. moments ﬂ".
daily life, the moments that are generally
hidden from strangers.

“The photographer’s triumph is 1o
bring order our of chaos, without betraying
the chaos,” states Richard Avedon in his
essay on the book. "\".}";ip]inl;[un presents
lI]K.- \'il‘l{.'l'll.L' i" L‘H-I.'C.lillll, [l“.‘ Hi'.\:'ll;l“[.\- m
innocence, a chill ar the electric hearth, all
in a new vocabulary, without romance, all
in the same room at the same time.”

Most of the images are interior scenes,
full of curious and spontaneous action. In
the kitchens, two young girls feed their
father, an infant plays in a pile of paper
and laundry, a woman gestures at a man
with a blunt knife, and a ‘\L'Ti.‘.ll1'li[1g young
girl holds one eye as she wanders roward
the photographer. In the living rooms, a
!_‘.ill stares at her reflection in a hand mir-
ror, ;Hill]l.\- l“.k]‘: 'I]L'jr C.lliller'“ ar ]]LJ]‘.[
them aloft by their ankles, a man gooses
his wife, and a mother makes her child's
hair stand on end with a vacuum cleaner.

Waplington's style successfully unifies
disparate evenrs, r¢i|1i'nn'in_|_{ the i|1-:[;1|$i|ill\'
and humor of the subject matter. Horizon
lines are skewed, and the perspective shifts
from floor to L't'iling level. Many of the flg-
ures are l]l';l.\liL;l]I_\' Ll‘l""l!L'd at tl!i' pl‘ri]‘h'
€ry or are |3Ium—d |:1q-:.'<-n1| |'L'L'El!.:|!i[i[l||- The
details thar are inherent in the documenta-
tion of the individuals and their homes add
to the impact of the images. The houses
have not been cleaned for the photogra-
pher’s visit, and the derritus of daily life
gives the viewer more information, One
notices baby bortles, candy wrappers, over-
flowing ashtrays, figurines, cups, T-shirt
insignias, empry bags and bortles, par-
terned carpets and sofas, tattoos, and

l]'lll'll'l_\' ‘i“p]"L‘l”.\.

Nick Waplington, from Living Room, 1991 (original in color)

ln a SCnse, l\"".i]"linglﬂu F]Jl[]l‘}gr-l]?h&
the interactions of family members with
the sensibility of an anthropologist, bur he
allows the viewer to interpret the results of
his labor. We try to analyze the simations

|L'Jding to the final comical, yet disturbing,

images and are compelled to leaf through
the book over and over again. We want ro
know who these people are in relation to
each other, rhnugh the jl'l1:lE_'||_"i Are Not
L';I]ﬁli:lllt‘ll or discussed in those terms. We
note the changes in the people and their
homes over the years and try to order the
IEJl]-ll."CS L]lT"[]l’lUgi‘.;ll]!'. }J"I'\'\-'ﬂ"\'l.'r- 'i'lL'
individual images have a resonance thar
transcends any desire for additional infor-
marion.

Of the image on the cover of Living

Rooms, Richard
Avedon wrote: “His
I\X":iplingwn'q pic-
Tures h;l\'L' llll.' PlL‘Li
sion of good
writing—whar more
puri—:,\'[ opening sen-
wenoe i-ﬂr a .\-h"ll SO~
|:\' ‘LU'U!EI |||L'|‘.- El{.'
than “Three little
girls in gingham
dresses were
Hoovering the
lawn’?" Indeed, the
images can stand
Jll]llL'. [hl]“:_'_h [h‘.'
work as a whole pre-
sented in Living
Room adds to the
I'n:\'.\[('r.l'_

\‘:"-lpl‘l”"![l”l i‘|
sensitive to the fami-
lies and conveys his
long-term fondness
for them without
L"\.'llkiﬂt_" ]5ELJ\'. As
John Berger states:
“Whar is remarkable about Nick
Waplington’s photographs is the special
way in which they make the intimate
something public, something that we, who
do not know personally the two families
|3lmm:_'_r_1|_1|u,'n,|, can look at without any
sense (or thrill) of intrusion.”

One of the most compelling aspects
of Living Roon is that Waplington has
stepped ourside of the rendency toward
objectification of the u.'urking class.
Instead, he has achieved a rapport with his
subjects thar brings his images 1o a higher
‘..'D'r.'l.

Elizabeth Claud is working toward a

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

JANE HINTON

"URBAN ARCHEOCLOGY" AND "MEN WITH ROUND GLASSES™-
SELECTIONS FROM TWO SERIES

MARCH 7 - MAY 2, 1992

QOPENING RECEPTION MARCH 7. 6-8PM

INMAN GALLERY 11148ark0ULL HOUSTON.TX 77006

IN THE MUSEUM DISTRICT, 3 BLOCKS NORTH OF THE MUSEUM OF FINE ARTS
GALLERY HOURS: W.F 12-5, TH 12-8, SAT 106 (713) 529-9676

Encyclopedia of Living Artists
7th Edition

Expose your photography to artworld professionals in our
special section for fine art photographers.
Call 800-383-0677 for prospectus.
Deadline for review is April 30™.
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before the Lens

Jno. Trlica’s Photographs of Granger, Texas
BARBARA McCANDLESS

JOHN P. TRLICA'S WILLINGNESS TO SERVE everyone in his rural
community, without regard to race, has preserved a spectrum of early
twentieth-century small-town society. Selected from the archives of the
Harry Ransom Humanities Research Center, the images presented here
recall the studio portrait’s importance as an art form. 8¥2x11. 198 pp. 117

duotoned photos. $34.50

At booksellers or order toll-free: 1-800-826-8911
E; Texas Ac-M University Press
L¥ | Drawer C o College Station, Texas 77843-4354
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A Feast for the Soul

f_;cm'gu Krause, !';_}-' Anne W, Tucker.
Houston: Rice University Press, 1991,
$39.95, 152 pages.

Lynn M. Herbert
This book was published on the occasion
of an upcoming retrospective of George
Krause's photographic work, “George
Krause: Universal Issues,” which will be ar
the Muscum of Fine Arts, Houston, March
8-May 17. The book is a handsome trib-
ute to this artist's bountiful body of work.
T'he first four pages set the stage: four
photographs, one from each of Krause's
ongoing series, “The Street,” “Saints and
.\1_1rt}'r-.." “1 Nudi,” and "Qui Riposa.”
These four photographs are mysterious,
powerful, and compelling, They demand
our involvement in an inviting way. It is
clear right off the bar that we're not deal

ing with a lightweight here.

As a vereran Krause follower, I was
imri!_uu-d by these first four images. Seeing
them together made me realize for the first
time just how incredible it is that Krause
has worked on four different series for so

many years. Also, it was exciting to see
them jux:.tpowd_ A L‘“:i'cn!_'.lit‘ rnu'rl_l,qi
among themn that 1 had never experienced.
Up until now, I had, for the most par,
seen his series presented separately. Eager
for more, | skipped the essay that followed
and went right into the photographs,
which are presented by series.

The works are !N'L"-('IN('{; One o a
page, with few exceptions, without cap-
tions. As such, they are allowed to become
food for the soul. Krause's unique vision
allows the viewer easy access into his pho-
tographs. And once inside, there are so
many arcas of your own mind to explore.

Krause's work makes us think abour big

QUI RIPOSA: Baby Face, California, 1988

THE STREET: Elephant Girl, Philadelphia, 1965

questions, such as our relationship to spiri-
tuality, 1o our own badies, o our mortali-
ty. 1 nnkillg_ at his photographs will be a

[ Creme L'.\lln‘l":x‘lh.{' for each one of us, bu
ultimarely, it is very self-revealing and

r<-u..1n|i|1t_'_. I found myself turning the

pages o _-.|uu'l).'_ Afrver glli:lg thro

|3h|!l|\1_‘\l'_l‘l|!.\ once, | rl'\ﬂ!'lil'l'lt'['lt:‘ goung

I]Ilcru::h them il;.[.iin with one
page 141, the page that lists the ritles. Each
work has a title, the city or country in
which it was photographed, and a dare.

n with

Going over the photographs agai
Krause's titles in mind, opened new doors
for my inlq-:p:.-l_l[iun\ of each work.

aphs date back o 1958,

The p||(|ln:_|
and I found old friends as well as many

new ones. Interestingly, | discovered thar
some of the old friends had become, for

mie, timeless, universal, and permanentdly

engraved in my visual memory through tf

years. [t was jarring to see them in a book
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| NUDI: Black Veil, Rome, 1979

SAINTS AND MARTYERS: Wawork, Mexico, 1986

abour a specific artist. For me they had
entered a kind of universal domain.

Who burt a reviewer ever has rime to
.L(Ill'ﬂ”_\' read the essay, I'l!:]l[:-’ I'ake the
time with this book. Krause's body of work
covers a lot of territory, some of it spicy,
bur Anne Tucker's essay 15 more than up

to the challenge; it is a good read. It tells us

about Krause, his background, how he got
involved in photographs, who his early
mentors were, and abour his unusual prine-
ing rechnique and how it has evolved.

Appropriately, Tucker’s range is a catholic

as Krause's. She draws from sources as
varied as Mother Goose, the Bible, and
Joseph Campbell to llr'mg Krause's work,
his involvement with ir, and our own
understanding of it home to the reader.
The text pages also include small reproduc
tions of curious and problematic works by
Krause. Commentaries on individual

works are often poetic and always provide

HOUSTON CENTER FOR PHOTOGRAPHY

interesting insights, which broaden our
appreciation of both Krause as an artist in
today’s world and his work.

his book has whet my appetite for
the Krause exhibition, and [ look forward
to seeing ir. This book and the energy thar
went into it are invaluable to someone
with work as multilayered as Krause's. As
Tucker aptly points out in her cssay: “Most
of Krause's images are too evocative to
accept on liberal terms alone. . . . He
delights in layers of interpretation and even
conflicting readings.” She also points our
thart “the basic themes.

~.L'|L~.|l.a|i::|.'. spiritu-
ality, mortality, and mystery—are not
exclusive to any one series.”

In a museum exhibition, our legs can
only hold out for so long. Yes, there we
will have the opportunity to enjoy the
force of Krause's powerful prints, but in a
comfortable chair with this book, one can

perhaps delve deeper, I]1ur11hing back and

forth between prints, comparing or simply
dwelling on an individual work longer.
,\'uthin!{ 1% as pm\'ull-lﬂ as the 31(i|:| iself,
and one will have to see the exhibition for
that reward, but for a leisurely soul-enrich-
ing experience, this book affords a rare
oppornity.

[\IT.'IlIZ\t"H '\.\'I.Jrl\' j\ not .'II'\('PL![ [I'L'I]d\ or

-|l'|ﬂlll Startements, i: i'- ilill)ll[ “lll'll\'L'f.\.l[

issues” as Tucker's essay and exhibition
title suggests. It is about the big questions
that haunt us. They haunt us because it s
not always comfortable to confront them.
With this body of work, Krause bravely
bares his enormous soul. As he has already
gone out on the proverbial limb, it is easier
for us to follow. Thanks are due to Tucker
for bringing Krause our of his “elective
obscurity.” His largess of soul and his abili-
ty to give it a voice on photographic paper
are special gifts.

Lynn M. Herbert is associate curator at the
Contemporary Arts Museum, Houston,
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Britain’s Bigger Picture

British Photography: Toward a Bigger
Picture, edited 1.’9' Charles Hagen aned
Nan Richardson. New York: Aperture
Foundation, Inc., 1991, $29.95, 72 pages.

Linda Benedict-Jones
Br
Picture is not a coffee-table book. While it
includes many high quality reproductions

itish I ’fmmgmpf{r.' Towward a Bigger

of photographs, it also includes seven

L .'.\nd '\n\'hll{' [hﬂ' !,'.‘i.\.l!".\' are not I‘T[]g.
neither are they shallow. With much grist
for the mill, it is a welcome addition to the
current world of photography books.

For r\ugh:philrm this book creares a
yearning to have seen the Victona &
Albert Museum exhibition, “British
Photography: Into the 1990s,” which it
was produced to accompany. This is cer-
l.llnllv ll](‘ casc F“f me. Il :1 l]‘.".'" a ll‘.".‘-'ldl'
since | visited Grear Brirain, after ng
and reaching photography there for several
vears at the end of the seventies. My last
phnmgmphi( involvement—in 1981 —was

researching material for both my master's
thesis and an exhibition, “Ten

Contemporary British Photographers,”
first shown at the Massachusetts Institure
of Technology. With that as my reference
point, I came to the present book with
much curiosity and w:
¥

s encouraged by the

ality of the work revealed berween its
COVETS,

The volume opens with “Where
We've Come From: Aspects of Postwar
British Photography™ by Mark Haworth-
Booth, curator cf!llunugr;lphs at the
Victoria & Albert Museum and a }‘.-rnliﬁ{
author, Early in the essay, Haworth-Booth
lauds the contributions of England’s own
Bill Brandi—"1s there a British photogra-
phcr whao has not learned from him?™
and other postwar photographers such as
John Deakin, Nigel Hend
Mayne. He also talks about photographers
Tony Ray-Jones, Raymond Moore, and
the celebrated war photographer Don
McCullin, all of whom are quite familiar

and Roger

to a photo-educated American audience.
Haworth-Booth notes that in 1983,
McCullin was barred by the Ministry of
Defence from photographing the Falkland
War, which Britain waged in the South
Adlantic after Argentina invaded the tiny
islands. “1 sall work for the Snmfaiy Tirmes,
but they don’t use me,” MeCullin said in a
1984 interview. “I stand around in the
offices and don’t know why I'm there. The
paper has completely changed. It's not a
newspaper, it's a consumer magazine, really
no different from a mail-order catalog.” In
these comments, Americans hear echoes of
lh{ treatment ilﬂ'('(lftlf."l (1) jlll]fl'l;l]i!i'.\ !-llx

}' CAars J;ltt'r \v\']'ll_'ll a h.l“‘* |]1=|]|l]|l l.
headed off to the Pe
Booth also cites the works of Hannah

Collins, who, like McCullin, tackled the
Falkland Islands conflict but from a dis-
tance, using local materials and the cyan-

- [rOops

ian Gulf. Haworth-

tl[.l' pe [lr‘liﬁ.t’.\.\_

This opening essay is an engaging

picce of writing, :ﬂ[hnugh it included a few

too many names, which occasionally inter-

fered with the flow of thought. In some
respects, this is an inevitable problem.
Wishing no doubt to make his essay an
exhaustive survey, Haworth-Booth

acknowledges that for him, it is incom-
F"I‘-'“-" He concludes with the hope thar it
“will serve as a fruitful source of ideas and
imagery for the new work of the 1990s—
work that will both draw on and challenge
the traditions char have preceded ic.”

In “Landscape and the Fall,” Chris
Titerington, assistant curator of pho-
tographs at the Victoria & Albert
Museum,
of lands

ctches out an historical survey

ape photography, claiming that

until Americans added formalism as an ele-

ment in the 1950s, it was ba .\iL;I”}' a pic-
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Mari Mahr, from "A Few Days in Geneva,” 1985

turesque genre. This is an important and
well-written essay that suffers for one
unfortunate reason: alter n'e;lk'tng COm-
pelling points about many new people,
Titterington leaves us with only a brief
glimpse, or no glimpse at all, of their visual
work. He cannot be blamed for this, of
COUrsc, ll sums ll!], I'I(iwl"-'{.'f. one []'. [h‘.’
main frustrations of this book: there sim-
|'||3.r are not cnuugh plu]tn],{r;n"bh.'.. The other

problem, which is not evident until one
begins to read the book, is that many of
the photographs are in the wrong places.
For years | have lamented the lack of
attention those on this side of the Adantic

have p;,iiql to Brinish plmtngr;lphcrh_ | have

ﬂp]}l:ill[it‘[i al
imbalance, and this book is no exceprion,
It amounts to no more than an hors d’oeu-

attempts to correct this

vre, though; somehow the chef snuck out

before the entrée was served. The book
whets our appetite with a sumptuous list of
photographers’ names in
ys, but
ll’,'l.l'\-'l,'.'i us fl.'l.']ll'lg I'Ill Ilgry'

cach of the es

for the menu items that
never reach our plate,

Thankfully, in the
purely photographic
essay “Thatcher's
Britain,” editors Charles
Hagen and Nan
Richardson do afford us
of images

one parade
from a familiar cast of
the 1980s: Paul Trevor,
Brian Griffin, Victor
Burgin, Paul Graham,
Martin Parr, and Chris Steele-Perkins, plus
a few others. Together they offer us visual
information to help establish a context for
the theme of the book. The content of the
photographs is far from reassuring, but in
the company of such hearty essays, it is a
necessary treat for the righe side of the
brain.

Susan Butdler, former editor of Creative

Camera, contributes a compelling essay

ritled “Berween Frames,” in which she

explores connections berween individual
|1|'|n(ugm phir works

I'II'_{ L'I'IlllH.' Cl [IiI'H.'I“.\

of thought. First she clearly describes, then
analyzes a photographer’s work. Her trear-
ment of Yve Lomax's Divergent Series, for
example, is succinet, clear, and illuminat-
ing. Lomax, it scems, uses montage tech-
niques to oy with narrative expectations in
ways not unlike what Jean-Luc Godard did
cinematically. The viewer's participation in
inwrprr:Tini_-, the pit'r_'c 15 vital, [huu}-_h dif-
ferent viewers, of course, will have different
il][cllll;‘Tﬂ[i[]ns. l Was g;ll'!]'.' [ (4] [l'}' ;lJ\d l|1LI1
was disappointed to find but two examples
of the work many pages later in the book.
Ironically, Butler's essay concludes with a
mere four sentences on the photographers
who have the most visual presence in the
ten-page picce—Helen Chadwick, Verdi
Yahooda, M
an unfortunate apportionment in chat cheir

ri Mahr, and Karen Knorr—

tary and theirs

“.'I'"!{ li&“.\'ﬂ'r\'r.'s mare Comme
is the work we have been experiencing

Ily while ingﬂ.\ling the thought-pro-
voking text.

The flaws in the book layour reached
their zenith for me in Budler's piece. |

found it aggravating
tilﬂt lhf_'rl.' Wiere no IT;.E;‘L'
references to the work
about which I was read-
ing. Keith Arnatt’s work
i.\' a E‘I[]l{ I'_'x;lJ'HPI‘.': l
note that the front page
of the book indicates
that his work
ed; I'm reading along,

nelud-

immersed in two com-
P{:”i'ﬂg IT;IrﬂEl’ﬂI)hS
about him, but can't
find his most recent
waork. In perusing the
book, yer again, in
search of the photograph in question, my
train of thought is disturbed, and in the
final analysis, 1 am disturbed. Did the edi-
tors think this wendd be rL'g;m]L'd as a cof-

fee-table book to be looked at and not
read? | wish they would have known that
some people would actually wan to fully
digest the product they were making, As a
reader of the words, the pictures, and the
relationship between them, | consider these
avations to be significant.
f\l 1" rst glﬂ nce lI'I(' I‘(![]‘l\' ;ll'l[]‘. 5 'V-'E“ .'1}'"-
chronized, a healthy blend of ir and
text. Scrarch the surface (.., read the

book-layour a

essays) and the choreography falls apare,
Diespite this frustration over layout,
the qua
tion the book contained kc}:l me guil'l};..
Gilane Tawadraos, education officer ar the
Photographer’s Gallery in London, opens
her essay, “Other Britains, Other Britons,”

ity of the wri|ing;1m| the informa-

Ingrid Pollard, from "Pastorale Interlude,” 1987
{original is hand-painted)

Wi'h a (Iu(]'ﬂtlﬂl'l ﬂ]‘[]ll' tl'll_' i ':[ut.' EWE\I‘LL’
tive black people have on society given that
they are made to feel like oursiders: *
black man or woman who is born here and
grows up here has something special 1o
contribute to Western civilization. He or
she will participate in it, see it from birth,
bur will never be quite completely in ic.”
(C.L.R. James, Ten.&, 1984.) In what was
Pf,'rl'l'JPS th‘.' most L'U!:ﬂlll (.'!-.'ﬂl)' I’F [h(.' hi"'uk.
Tawadros introduce:
whose images (at last!
reproduced with the rexe thar accompanies
:hcﬂ]. .I'l\ numb;‘r (l}-[l'll,' '|}|1ul[1gT.Lp|I|_'r.H .\]IU

“The

are conve

cites hc|m1g to a group called D-Max, the
cal term thar refers ro the maximum
density of which a giv

ec
1 photographic

“or the group of black
n Britain, it “alludes to the

emulsion is capable.
|'r|'|nu|gl:ip|w
photographers
and political plurality of blackness in

eness of the acsthetic

British society,” writes Tawadros.

One photographer to exhibit with D-
Max, Ingrid Pollard, created a series called
Pastoral Interludes, set in the celebrared
Lake District, an area that more or less
epitomizes the “authentic” British country-
side nf-s.-iEhu‘q:n[h—cunlur)' landscape as
depicted in both paintings and poems.
This romantic region continues to be a
metaphor of individual freedom for the
British middle ses. | need only close my

eyes and | can imagine ic casily on posters,

postcards, and, yes, rea and biscuir tins
:hruughnu[ Britain. Pollard uses this inter-

pl'('“l”.l'll'l mw K.'!('PIE'H'L' i_‘i!ilH.‘!i o
when she presents a picture of a black
woman against this idyllic, lush green

haq:kgmuml. The effect is startling because
it is so unfamiliar. She maximizes the effect

with the addition of a few words: *. . . it's
as if the black experience is only lived with-
in an urban environment. 1 thoughe 1 liked

the LAKE DISTRICT, where | wandered
lonely as a BLACK face in a sea of white, A

visit to the countryside is always acc

mpa-
nied by a fecling of unease, dread. . . "

n "'I'hmul_',h the |.Lmkin§; Glass
Darkly,” Rosetta Brooks, editor of 26
magazine, gives another perspective of

Britain with her fascinating treatise on the
era of mass consumerism after World War
11 and the twists and turns of this phe-
nomenon to the present day. She com-
ments on the decades as they rolled by

after the war, providing an analysis of vari-
ous forms of popu

ar culwre, from film 1o
ion. When Brooks addresses the 1980s,

she provides a glimpse, reinforced fre-
quently in contemporary Bri
a _\igniﬁ;‘.m[lv e;plintcn_'d .‘iG'K.'IIL'l}'_ She

, of

sh ciner

believes that this societal breakup may pro-
voke many Bri
John Hilliard and Susan Trangmar, among
others, to deal with issues of idcn[il}' and

sh p]lmng,r;nphcrs«. such as

community in their work.

The final essays in the book by David
Mellor and Michael O’ Pray offer yet other
}"L' rﬂp(\':i\"uh‘ an ||11.' r.lf]'l ii‘.' Ill (8] ;lﬁf‘

n today. O'Pray, film and
video critic for Art Monthily, focuses his
atrention specifically on the moving image
e laundry
list of films to rent on the weekend or to

makers in Bri

and provides us with a veritab

watch for ar the local art cinema. His essay
does not shy away from an occasional dis-
cussion of money, since producing film, as
15 News [0 no one, is an L-xpcrl.\'l\'r under-
taking.

The strength of the British tradition
was always the documentary approach. In
the carly 1980s, | forecasted that this tradi-
tion would be self-sus

i1llrl!.{. \:':'Il.llilf [
think this can still be argued, it is equally
important to now recognize that photogra-
phers in Great Britain have an enormously
!"llgl.' rq:l'rq:[lnil;' l,I-HT_\'IE'.\' |||'|(l LI}‘ITFU-U.'I“:.\ o
their credit. New voices have r.‘nh.'r{.';l.'if: pri-
or forms of L'!(E'I'l't‘!iillﬂl'l have been chal-
lenged. The “Bigger Picture” of this book’s
title is not just about the growing numbers
of photographers in Grear Britain today,
though that is not insignifi
about the conceprual expansion of expres-

1. It is more

sion as it is now informed more than ever

by critical theory, politics, fashion, cinema,
popular culture, and even technical inno-

vation in the medium. Documentary alone

is clearly no longer a sufficient definition.

In his opening essay, Haworth-Booth
states that in the recent past Brivish pho-
tographers have adopred a large part of the
American tradition as their own. American
phnu:gmplu'n should not be content o
accept this as a one-way streer. They, in
wirn, can profit from lessons learned from
abroad. This book is a good step in thar
direction,

Linda Benedict-Jones is curator of the
Polaroid Collection in Cambridge,
Massachusetts,

Peter Cattrell’s Fenced in Gully,
Moorfoot Hills, Scotland, 1986
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The Social Fabric
of America

Photography in Nineteenth-Century
America, edited by Martha A. Sandweiss,
il 5SS f.-_y Alan Tmrfym:brrg, Barbara
MeCaneless, Martha A, Sandweiss,

Keich F. Davis, Peter Bacon Hales, Sarab
G Errﬂmngf:. Amon Carter Museum of
Western Art, Forth Worth, and Harry N,
Abrams, Inc., New York, 1991, $49.50.

336 pages.

Joanne Lukitsh

In the “introduction,” Martha A.
Sandweiss situates Photography in
Nineteenth-€ .E':um_'p America within a field
of study developed in the late 19305 with
the publication of Beaumont Newhall's
f'j"mmgr..rp.l'th 18391937 and Robert Taft's
f’f)ruﬂgm_lpf{r and the American Scene A
Social History, 1839-1889. Unlike
Newhall's transposition of an art historical
narrative of master practitioners and inter-
nal stylistic development to photographic
activities, Sandweiss g"x|1|:|ins, Taft's inten-
the effect of photogra-
phy upon the social fabric of America, and

Hon was o trace

in turn, the effect of socal life upon the
progress of photography.” Sandweiss
acknowledges the importance of Newhall's

waork, but credits Taft's .l.'uug::s.[im] that “an
intriguing field for further study would be

how photographs were created, used, and

perceived by their original audiences”

the inspiration for Phatagraply in
Nineteenth-Centery America and the exhi-

bition it accompanies.
The terms of Sandweiss” contrast
berween Mewhall and Taft would seem o
IllilL'(.' [l“.' l]i“lk -'ll'lll (.'K]'Iil"l“i‘lﬂ U\-'itll]lll lllL'
sm of

context of well over a decade’s cn
the aesthetic autonomy of the photograph-

c .i11l.11_‘.l', but

15 | will discuss, this is not

entirely the case. A more rroubling conse-
quence of Sandweiss’ contrast between ant
|1'L-;anlv and American social ilis[nrlv 15T
“America” is left as the unexamined rerm.

har

How does Taft's interest in the study of
how photographs were used by their origi-
nal audiences speak to contemporary ideas
al fabric of America?”

abour the s

Phatagraphy in Nineteenth-Century
Amterica features six essays, interspersed by
a color plate and portfolio sections that

“.'P"HIILL'L' il'l'lLI!,:l’_'.\ E-I'{BI'I'I an IllBL'J' lII.

American museums, libraries, and histori-
cal colleetions, and an appendix consisting
of an exhibition checklist and |1ingm|,3|1

This formar is similar to recent national

surveys of nineteenth-century photogr
phy, such as The Galden Age of Brisish
Phatagraphy, but the lengthy essays (with

extensive references o plim:tr_\.' sOUrCes) in
T ’.l'mmlgn.'pfty in Nineteenth-Century Amevica
seem to address a more serious audience,
The six CSSAYS Are .l!'r.ll1‘|_‘.q‘u.| in :||7pmxim:il::

L]IIIIIIGII{J;{IL;I' ['|rl| Ild :ht.'ii _kll]"t'tll gen-

erally coincide with Taft's (and with New-
hall’s, for thar matter) discussion of the

period: the early reception of photography
in the United States, portraiture, the C

War, photography produced during differ-
ent periods of westward expansion, and

teur pictorial photography.
The theoretical approaches of the

late centun

cssays differ from those of Taft and from
each other. In the essay “Photography: The
Emergence of a Keyword,” Alan
Trachtenberg analyzes the different mean-
ings generated by and artached to the word
“photography” during the era of the
lillRllL'[rL'lJIl\'p‘:u \\'II‘.'" "thﬂ' i]'lld}’.‘.' -'l"‘li tllk'
idea of a photographic medium took shape
in America,” Barbara McCandless' “The
Portraic Studio and the Celebriry:
Promoting the Art” discusses how the pro-
duction and display of photographs of
celebritics was as significant to the careers
of portrait photographers as the more
widely recognized production of portraits
of family and friends, and develops this

HOUSTON CENTER FOR PHOTOGRAPHY

Mathew Brady's James Brooks (Editor of
New York Express), ¢, 1858

idea in an extended account of the careers
i I!'IL'V-' Hl'jlli}' ..II'IRl N.I]‘[!IE‘I[] Sil]’l'll'l_'\'_

of !
Sandweiss” “Undecisive Moments: The
Marrative Tradition in Western
Photography,” recounts how photogra-
phers working in the West from the pre-
Civil War period through the end of the
century used different means—from the
exhibition of hundreds of daguerreotypes
in formats derived from panorama paint-
ings to descr
ic mounts—to place individual images

ive captions on photograph-

within a narrative text that would meert the
I_'][](.'E.[-'ll‘l[]l'l.\ ll[‘L'l]]'I[L'I'I'lIHIILIr_\' -Ill(ll[L'J'IL'L'.\.

In “A Terrible Distinctnes
Photography of the Civil War Era,” Keith
I)LI'\'-I.\ CXL”“i“L'!- th' LllllUriII Context EF'.

Civil War photography through an analysis

of the |1mductiun. dliss i, and

appreciation of the imagery in relation
the interests of what Davis identifies as its

four primary audiences: the civilian |m|7|'u_'.
individual soldiers, the illustrated press,
and the official military hierarchy. Perer
Bacon Hales' “American Views and the

]a[]ll]ilnl.l‘ [JI- M[]dL‘llll‘IL‘lilI““ dt'hc]'il]t'.\ [hﬂ

of what he describes

ca an
“American photographic view tradition,”
which represented the urban and Western
spaces under development in the post-Civil
War period in a form consistent with dom-
nant American values. In “OF C :I‘l:l]’l‘l‘lil‘lf_‘.
Glens, Graceful Glades, and Browning
Cliffs: The Economic Incentives, Social
Inducements, and Acsthetic Issues of
American Pictorial Photography,

Timothy H. OSullivan’s Field Where General Reynolds Fell,

Gettyshurg, 1863

1880-1902," Sarah Greenough provides a
lengthy discussion f:l'pirmri.tl |3!1u[(:i_',r:iph-
ic activities among amatcur photographers
in the 18905, after profess

ll.ll I'th'l[llt_‘.l'.t—

phers had relinquished “the new aesthetic

of pictorial photography™ as a potential

bur unsuccessful—means of

dding status
to a profession threatened in the 1880s by
ll]L' s."'"?'u\-'i"!: amateur ]'||J|'|'EL'|.

While the essays all approach their

subjects JiH'l'Ir:mlj.', toa L"{.‘.l' liq_'_rcr they
share the concepr thar photography is a
“medium,” a concept thart suffices as the
reason \'\'h_'\' none lll. [h‘: L'f\.‘u‘}'i)t.‘t t'xpi.]i".\
her or his premise for distinguishing nine-
teenth-century photography from contem-
I'H’lﬂrl\' 'h'i\l].'ll ill'll.{ li[l’.'r;lrl\' ﬂ'l"[!.'.\t'"f.'”il!”\' as

a subject of study. As used here, the con-
C‘.‘pl (]F ni"‘.'t‘:‘.'n'l'l-f_'ﬁ]'l'llr_\' pll{:l()grdph_'r' as
a medium is uncasily transported from
Greenberg's late modernist formalism:
there is a photographic medium—encom-
passing daguerreotypes and gelacin silver
prints—and it follows a purposeful course
T]]l('llll:h ll-".' nin‘:l‘.".‘f"]'l—[_'l’_'lll“r}'. J1 i!\' a Pr‘:'
dictable “Newhall” approach to the history
of photography; Sandweiss is not being

d isingc NUoLUs in |;1;1i|11ing Taft as prece-

nt; she and the essayists are ar pains o
ist “aestheticizing” photographs, but
T11L':||' h;l\'f_' r‘.'\'.'l.‘l lll]i‘ll“ﬁ Jl‘[)ll[ |If_'.\l|1l'.'li(.'ii’.'
ing nineteenth-century American history.
While Sandweiss” “Undecisive
Moments” challenges what she describes as
a photographic art market's preoccupation
with the “aesthetic qualities of the individ-
1l;|| pli"l." I]‘.'f I'_']'l;l“‘.'ngL' ]Tl(]t‘.".'ll!b on 'l'l-'ll
market’s terms and she does not evaluare
> different
phnmgr:lphic narratives, save to indicate
their affinity with “themes made familia
in contemporary literary tests: the taming
of the wilderness, the subjugation of the
native peoples stward cxpan-
sion of Amer

the historical

and the w

an culiure.” Sandweiss
provides some valuable informarion

about the reception of this imagery, but

ssion of this material

her disc

E1_1r[iL'l|—
|-'li|}' h‘:F ;1l|1l'lili1ll1 b0 FeConStrict I‘.ihL'
ariginal narrative context” of the pho-
tographers or to their public audi-

ences—is surprisingly indifferent to the

stakes involved in the conflicting con-
temporary historical interpretations of

the westward expansion of American
culture. Additionally, her belief in the
-.1‘.':|i|.1hi|ily of the nrig_'umi context of view-
ing exists, at the expense of, among other
factors, a productive investigation of the
historical sigﬂiﬁ;‘un(g‘ of differences in
viewing. In contrast, Davis’ "A Terrible
Distinctness” is less concerned with pho-
tography as a medium, than with the com-
]‘Il.'x []}-UWH ]‘E]ll[ligl’-ll?hit [L']'.ll'_'.\{:n'ldtili".‘i
played in the Civil War, “the first ‘modern’
conflict to combine mass armies, industrial
1(.'(:}"1[]"1.’\:(- ril(.[lFr:l' [1r\ILi'LlL'l'i|rll. ‘L‘"Rin‘:‘:i-
ing skills, and mechanical invention.”
Davis’ Lhnmugh account of the production
and reception of C
relation to their four primary audiences is

“ivil War pl]amgluphs n

i]l.\'[ﬂ ]'ll[]]?(!.‘il’,'d as an “:i"r,'ltlpl O SL 1 §
some of the original meanings and func-
tions” of this imagery, but
he also describes the diffi-
culty of ths

attempt;
maore importantly, his
concluding remarks locare
his own essay among the
inventions and interpreta-
tions of Civil War imagery
written since the war's his-
rorical conclusion.

I .rulL'I'l[t'['l.l‘L'lg‘.‘i ‘.'.\\-ll\- an
the emergence of photog-
raphy as a “keyword” from
the 1840s through the
1860

to modernity irself™—

ad “]’it.'}'“'llﬂ.l Iiflli‘.'{l

CSEAY CONSISEs of nuanced,
excellent readings of the
different meanings of “pho-
tography” in a number of elite and popular
sources. The meanings under discussion
encompass issues of erotic anxiety w expec-
tations of civic order, and the essays
include an impnr(.m( discussion of Oliver
Wendell Holmes™ three Atlantie Monthly
CEEAYS 0N I'Il'lﬂlﬂ‘l_‘.r,lpl'l:l.'. '|'|':n;11u-|1|3|,'r!;':i

csay \\-'l]ll!l.i sceim o hC I I -l"-’lL'I'IL'd 1]

the cancept of nineteenth-century photog-
!'.1|3|1,.' as J'lll'.'ili'll"'l, l1[,‘.l an one IL"\'(" |I'|i‘; i.\
the
the daguerreotype, the stereograph, and
[‘-‘lpc[ F" il1[\ Ill’-ul m ||i3‘ .\li“d)'. ‘lr‘L-I. ]'IU“":\-'E-[

: the specific material propertics of

complex the concepe, photography follows
i'[‘u 4'|P]'|ll.1|‘li.'|[i" COUrse; ‘hﬂ' cssay c,'u!'l{llulu-i

with a summary notice of Alfred Stie

campaign for photography as an art and

the modern movement in photography,

which “would restore the critical edge in
the keyword, making it seem once again a
word worth ﬁgh(iﬂg for.” The o
berween Holmes and Stieglitz is a tenuous
one, serving more to bring a provocative
ysis to a familiar point of closure,
M

concerned with the photographic medium

WCCTion

ana

I'I{I]t."’.\!i‘ LIIIEJ |'L1IL'!|‘ [ n s

as manifested in the production of, respec-
[i\.'v|.v, Fmrlmi[\ and landscape .tiuhjcun;,

over extended periods of time.
MeCandless” discussion of the importance

of the studio-produced celebrity portrait
for the development of a popular market
for I'I'I'In[ul_‘_l':tp"liq,' imumi:\', :'u|min.t|ing in
“truly democratic portrair,” produced by
the Kodak hand camera, provides much
usehul informarion, bur is di:..;numgingl}'

Vague on “'h-l[ L'Ull.\lillliﬂ'.\ a IHJI?[I]-[[ ITar-
ket and its changing expectations of por-

entations. Hales” examination of

trait repre
the Ame
“integra
the economics of laissez-faire

AN View [I'it[i.lllt}fl A8 one [hd[

d the rhetoric of expansionism,
apitalism
andscape

and the visual conventions of

Alfred Stieglitz’s Weary, 1890

discourse 1o re Present 4 new &'ll|lllr¢ Colmi-
ing gloriously into being within a special
L1|1¢|.~ig',1pr: of viriue and lmp:-," rather
romanticizes this tradition and its pracri-
tioners, though Hales' readings of view
imagery and the images preduced in the
wake of the disintegration of this “tradi-
tion” are interesting in their discussion of
viewing practices and the representation of
.\pi“.f.

The affiliation Photography in
f\".fur.rr\r.’u.lla-l!'.:numy America claims with
Taft would seem 10 pmmisw a social histo-
ry of nineteenth-century photography: for
maost nl- [l'IL'S&.' CR5AYS, ll'.'ﬁ‘.‘-'l[l_']'l il'l [|1L' Slll'l-
jects consistent with modernist histories of

ituted the effective

photography con
extent of their thinking abour social histo-
.;.l a liI'I'IL' “'ht‘['l t'[l]lllil'\'t'r.‘..\' aver Whil‘d.‘

:s of American history will be taughe
in schools and exhibited in museums, the
book is udd.ll\' derached: while it doesn't

advance different voices, neither does the

medium of photography authoritatively

maineain traditional values,

Joanne Lukitsh is a visiting assistant profes-
sor in the art department of the State
University of New York at Buffalo.

Unknown Photographer, California Forty:
Niner, ¢.1850




We've Seen It Before

The Power of I‘hmogmphy, by Vicks
Goldberg, New York: Abbeville Press.
1991, $39.95. 280 pages.
David L. Jacobs
In The Power of Photography, Vicki
Gaoldberg has written a comprehensive and
readable book on photographs that have
changed our views of ourselves and the
world. Goldberg discusses the impact of
|1hnu:t_'_r:|]lh:.' after its appearance in 1839
in such diverse work as photographs from
the Civil War, early scientific photography,
police and surveillance photography,
Western landscapes, and the time-efficien-
cy studies of workers by Frederick
Winslow Taylor and Frank B. Gilbreth.
The emphasis of the book, pre-
dictably, is on documentary and photo-
journalism, There is a pnwcrflll SeCtion on
Emmett Till, a black adolescent from
Chicago who was beaten to death on a visic
to Mississippi. Jer magazine published a
phatograph of his battered face in 1955,
but it took more than 30 years for the
white press to publish it, and then only as a
part of the first episode of the TV docu-
menary f'._'yr'; an the Prize (1988). lconic
images such as Lange's Migrane Mother,
Raothstein's cow skulls, the explosion of the
Hindenburg, Bourke-White's photograph
of prisoners at Buchenwald, and the
Marines raising the flag at Iwo Jima, are
reproduced and discussed at length.
Special attention is given to the 1960s
and early 19705 when several images
achieved iconic status ||1mut_'_|'1 document-
ing the violence and turmoil of the period.
There are ample discussions of Che
Ciuevara's death phmngr,lph (1967), Ron
Haeberle's photography of the My Lai
massacre (1970), Eddie Adams’photograph
of an assassination in the streets of Saigon
(1968), the Kmmud_-.' and Oswald assassi-
nations (1963), the Birmingham race riot
(1964), the Buddhist monk immolating
himself (1963), the screaming girl at Kent
State (1970), and Nick Ut's photography
of children fle
Goldberg discus
cal contexts of the events depicted in these

-'ng r1.1p.1|n1 {(1972).
ses some of the sociopolit-

|3!1[!lngr.1p|1.‘i as \\'Cll as ll“:lll' \l]l’ﬂﬂ'(lllcfll
publication in newspapers or magazines.
This 1s well-ploughed rerritory, and
oven [h[lllg_:l] [.;II[L“]!.'T“:_ ‘lf}l‘.\"l[ mrn UP
much new sod, her discussion is cerrainly
well-rescarched. Her writing, although too

breezily casual at times, is clear and well-
paced. She has a good ear for anecdores,
Gaoldberg reminds us, for example, that in
Woody Aller

blow-up of Eddic Adams’ General Loan

s Stardust Memories a huge

Executing a Viewong Suspect serves as a
“backdrop for dialogue about human suf-
fering and the complaine that “everything's
over so quickly, and you don’t have any
wdea was it worth it or not."” And |\"ll!i(_']1:|.'
references like the following on Joe
Rosenthal's Iwo Jima picture, enliven the
book: “This may be the most “'ltLit'll\’ repro-
duced and re-created photograph in histo-
ry: 3,500,000 posters of the i|11,1‘|:'5‘ Were
printed for the Seventh War Loan drive,
15,000 outdoor panels and 175,000 car
cards were puhli:uhq'ul, and the |3|1um§_:1.1pi1
was reproduced on an issue of three-cent
stamps. In 1955 the P]1[]1I'I!_"I"l[l|lL'l' said: "It
has been done in oils, warer colors, pastels,
chalk and match sticks. A float based on it
won a prize in a Rose Bowl parade, and the
fag-raising has been re-enacted by chil-
dren, by gymnases. . . It has been sculp-
tured in ice and in hamburger.” Someone
somewhere must have entombed it on
black velver as well.

Goldberg characteristically develops
her themes h:\.' d iscussing r_'.lr!_\.' ox ;m|p| o5
and then jumping to subsequent examples
culled from more recent times. In her
i_I:,||_'|u-|' “The l.'||im|,'|::-,1q;h,1h]¢- Witness,”

30

Jack Beers' fack Ruby Shoots Lee Harvey
Oswald, 1963

}-(]T L'.‘(-'l[]'lill‘.'; H]ll' Eli.\(.ll.\.\‘:?- O ;J\suml‘.llii‘rtl.';
about photographic truth through pho-
rographs of Civil War atrocities,
h‘ju_\'l'lid!{t‘\.‘i gﬂ]ll’i]i"g II"F?‘U.\- "ll (]LII'ﬂ.‘IT!
concentration camps. In another chaprer,
“Fame and Celebn
rage for cartes-de-visite, Brady's Gallery of
Hllustrions Americans, and John Mayall’s
|=humgmph.\ ni-Qm_'cn Victoria, before

" she touches on the

pnwixling a more extensive discussion of
Sojourner Truth, the famous emancipated
slave who .\up"umud herself in |;|r§,:v part l::\.'
Wll]‘"g ]lL'I Phlll[]!{rﬂph‘ll PUr'
rant. (Her motto: “I'll sell the
Shadow to support the
Substance.”)

There are several pages on
the lis.qlm: I'I'I'It}[(lj:_‘_l':llll'l.‘i of
actress Adah Isaacs Menken and
her lover, novelist Alexandre
[Dumas, which were all the rage
in mid-nineteenth-century
Paris. Goldberg then mrns o a

1902 law suit q_'mu.':'rninga p]m—
tograph of Abigail Roberson
thar was used o advertise
Franklin Mills flour without
Roberson’s permission—an
interesting early example of how
the courts u'g.lrti questions of
photegraphic infringement and
personal righes. A frer discn 155ing the famous
Clark Gable's bared chest in
It Happened One Night, Betty Grable's

and the sexy

]L‘}-’.}- Marilyn Monroe's :.1.-.'ir|inl_'_ dress—

Joe Rosenthal’s lwo lima—0Oid Glory goes
up on Mt. Suribachi, 1945

Goldberg shifts to how Jackson Pollock’s
career was advanced by Arnold Newman's
photographs in Life magazine (1949) and
Hans Namuth's images a few years later.

5 1-.!7—I'itl'l ng {.'h.'lplk'l' L'l]l'lL'I'll{it!k an

Phatographs sign cru-

the I;:I]n\\'ing notes
el pacts with youth and beauty and public-
ity. Lainie Kazan, the singer and actress,
told a television interviewer in 1986 that
she did not g0 out of the house for seven
vears because she could nor live up 1o her
airbrushed and retouched portraits. | went
1o bed in 1969 and didn't get up until

1976 . . . . | would not come our unil |

looked like my photograph.”™

The Power af'f’}'.lr:mgr,rlpf{y brin Es
together photographs that have unques-
tionably changed our ways of seeing and
knm-.'inf_". The book has the considerable
virtue of being accessible 1o a broad audi-
ence, However, this is not a book that
poses new questions about the medium or
its impact upon society. Despite her ambi-
tious scope and solid research, in the end
Gaoldberg doesn't shed much light on the
inner worki ngs of plmlugr.iphic rhetoric.
She gives short shrift to ways in which
these images were used roward persuasive
l.'[!(l!i_ I"UW. 1ilT th;&hu:l:‘. \'dil(lr\ (Il'ﬂ.illl'
which pictures should and shouldn't be
Pllbli.\h"{l, ;ll]lt i[l SOIMe CASCs Cfl(“L'.\.\l_'»'
republished until they achieve near mythic
status, We don't learn much abour the
(IL‘(‘PL'T SIrUCIures Il'lil[ I.'ﬂ'-'l[l'(l [|1L' (lL'ITi ci L'd
events il'l lE]‘.’ I‘Il.\l }ll;iﬁ.(.'. =« OF h{'\.\' ll'l\
phatographer decided what and how to sec
and know them . . . or how the editor/pub-
lishurh‘llr;ul]r ll(.'lﬂl'f"lll'lt‘d \\-'I'Iill Lilld hl.F'\.\' o
rll'\“tl'l'll IE'll‘ﬂ'I « s« OF lI'lI.' i'l'll_'.l](.'ll!ﬂl\l(' \\':I!'H
thar viewers (and, h:.' CXICNSION, SOCIees)
process and assimilate photographic infor-

mation. Snapshots are ignored, despite

their pervasive, if elusive, effects on our
self-definitions. And scant artention is paid
that photography has represented
and reinforced our notions n!'p,cmlul,

LCER LY

Death of Che Guewvara, 1367

whether through fashion advertisements or

pornography.
While Goldber,

these issues, it's usually in a glancing rather

ouches on some of

[h;lfl ('L‘\'L'E(]]?L'l] wWiay. Sht’ Il.\ a '-hl'fl-\‘\'inlll'il

writer, which has its benefits when writing
columns for phote magazines or reviews in
the New Yark Times (or book reviews in
SPOT ). Bur a book with the subritle
“How Photography Has Changed Our
Lives” demands a more rigorously theo-
rized perspective than what we get in these
artfully assembled short essays. And oo,
Goldberg's reflexes are still grounded in
the rah-rah-photography mode, which may
prevent her from divi ng Fuuuﬂunl; into
some of the thornier political and philo-
sophical questions that photography pre-
sents.

T'o understand why photographs have
exerted such power and influence, we final-
ly must grapple with why people, past and
present, seed to invest authority into repre-
sentations of experience. In any rhetorical
rc:|;|[inr:.\hip there is the |H‘E5l|.ld:‘l’ and the
persuaded, and Goldberg, like many pho-
tographic commentators, in large measure
sidesteps the psychological and sociological
dynamics of the later. Since 1839 we have
used these wondrous banal, clogquent mute
paradoxical images ro pursue, in John
|Jc‘wr.'].".~; |3i1r.l.~;u, our “quest for L'url.li.nl).'."
In order to understand photographic
rhetoric we must eventually confront our
ancient ongoing rambling trembling quest
for fixed knowledge of our flecting times

and lives,

David L. Jagobs is chair of the University of
Houston Art Department and co-curator of
“Ralph Eugene Meatyard: An American
Visionary™ organized by the Akron Art
Museum.
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Ten foot prints? No problem at Houston Photolab. We can custom print up to 50" x 120’ color or black & white.
Dry-mounting, Canon CLC500 color copies, or two-hour turnaround on E-6 processing? No problem, either.
For conscientious, professional service on big jobs, or small ones, make tracks to Houston Photolab.

53250 Guliton, Building 3, Suite [ Shepherd at Westheimer in Shepherd Square 12145 North Freeway
830 a.m.~6 p.m, Mon~Fri 9 a.m.~9 p.m. Mon~Fri. / 10 a.m~5 p.m. Sat. 830 a.m.=6 p.m. Mon.=Fri.
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The light through the doorway pressed gently
on her face,
showing mie her world, her house, her bed,

her eves.,

She looked info my eves through the camera,

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

She always cried when | showed her a pictire

af herself.

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

old and wrinkled.

“ulics camera wever lies,” Eloina said,

I mever thought of her as old and wrinkled.

[ saw a woman, a friend.

And she always asked me 1o take another picture.

Julie Newton is a photographer in Asstin, Texas, and a facwity member at the University of Texas af Austiv.
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