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FOTOFEST '92

5 FotoFest Revisited

.I-hf event i.\ a [{Uu.\lll“ llfigin-’ll; |"r'1-{[l"\' ]IiII'L‘ lI'IL‘IIT own l.lE'Hl[]i{BI'I!i c}l_

how successful FotoFest was this year. Were the exhibits up to par? Is
FotoFest fulfilling its mission? What's to come in "94? Some of those

most involved in this celebration nt-phnlu[_',rdpll}' share their views.

19 The Benetton Photographs:
Selling Social Change?

“Advertising and Social Issues, United Colors of Benetton” lecture

By Marlee Miller

LATIN AMERICA

6 Dona Flor and Her Two Shamans
Mexican photographer Flor Gardufio’s “Witnesses of Time”
Reviewed by Fernando Castro

8 The Force of Grief

Guatemalan photographer Luis Gonzilez Palma’s
“Mupeias de Soledad”
Reviewed by Maria Cristina Orive

9 Beholding War
“In the ["__-.'c of the Beholder, El Salvador, 1980-1991"
Reviewed by Jacqueline M, Taylor and Pamela Dean

10 Defining the Cutting Edge
“Ohn the i':d.t_',u—(‘.(llﬂll‘lllliﬂ,“ fr.:zulring_]u:ln Camilo Urbe, Bemardo Salcedo,
Jorge Ortie, Fernell Franco, Miguel Angel Rojas, and Becky Mayer, and
“The New City, Medellin, Colombia: 1890-19207
Reviewed by Hans Staartjes

11 Photographs of the Day Before
“The Urban Landscape: Argentina and Uruguay”
Reviewed by Di Mines

12 Letters of Hope

“Inside Our: Black Brivish Photographers,” featuring Rotimi

|".1ni-}{:1:\.'miu. Claudette Holmes, David A. H.li|cy, and ]11p,rit{ Pallard
Reviewed by Linda Benedict-Jones and Chiris Johnson

14 A Glimpse into the Past
“The War of the -J'rl|v||.' Alliance, 1865=1870: Estaban Garcia;”
“Photograpl
1919-1933:" “The [lleg:
“Art, Indusiry, and the St
Reviewed by Maggie Olvey

15 From the Streets of Old Europe
Charles Marville's “The Modern City—Reconstruction of P3
1865-80," and John Thomson's “Street Life in London, 1877-78"
Reviewed by Linda Benedici-Jones

t the Bauhaus: The Formation of a Modern Aestheric,
“The Netherlands, 1940—-1945:" and
R in Construction, 1930-1936"

liS;

16 Discovering Teige
“Surrealism/Czechoslovakia: Karel Teige, 1935-1951"
Rﬂ.r\']l‘.r\'\-'ﬂ".l I)}' 1'\.' IE.\UH d‘: l;lllil'ﬂ {.‘; reenc

SATELL SHOWS

17 A Challenging Par Three. ..

William Christenberry’s *Southern Views,” MANUAL's “Two Worlds,”

and Skeet j"tic.-ﬁmh:.\"s “Recent Works” at M(m{ly {:nllr;r_v*, Flons M.
Neususs' “Phorograms” at Benetler-Morgan Galleries; Michal Rovner's
“Diecoy—Works from the Gulf War™ at New Gallery

Reviewed by Lynn M. Herbert

18 Switching Places
“TAFOS: Talleres de ]"mgmﬁ:l Social” ar INNOVA Diesign Cenrer
Reviewed by Fernando Castro

20 Books Received
21 Suggestibility is the Secret

ffnf!:fr Eugene Meatyard: An Amevican Visionary
Reviewed by Adele Horne

22 A Clear View of Their Reality
Living with the Enemy and Shaoting Back: A Photographic View of Life
Reviewed by Ed Osowski

Cover: ior Gardunfio, Sixto, Bolivia 1990
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EDITORS' NOTE

ForaFest "92 had everyone agreeing that it was the best ForoFest yer. The
presentation was more coherent, the installation more [huugh[lhl o the

viewer and reflective of the art, and the George R. Brown Convention

Center gallery more visually attractive. Those that ventured outside the
Brown found that the sarellite shows also had much 1o offer.

-H'I(' n:\'iL'W.'. Ii" lhll\ if‘.‘“.l'.' Uj— _\‘;J(j-‘r\'\l'm L'I“IHL']I '“"lElI'l a ]‘.l.ll‘l[,‘:‘.‘
between the thirty convention center shows and the ninety shows in the
other galleries, museums and art spaces in mind; but, an overriding em-
phasis on the FotoFest "92 theme—Latin America and Europe—was a
clear priority. Ultimately, however, this issue was dictated by the pho-
tographs presented 1o FotoFest viewers: exhibitions with an agenda
extending beyond the purely aesthetic.

We found thar as we were editing this 1ssue, national and world
events were ;tircu.'l'mg the signiﬁc:muu of bath the plmmgmplh and the
perspectives of the critics reviewing the exhibitions, This is clearly the
case with Linda Benedict-Jones and Chris Johnson's exchange of views on
the black British photographers’ show, which was written before the riots
in Los Angeles erupred this spring: Fernando Castro’s exploration intw
the issues driving Peruvian and Mexican arr and politics, written as the
upheaval in Peru was aking place
.SlLIEiL‘ﬁI&- l't.'.lt‘llli:ll'i.\ (4] lh': ll]'[l'i‘g‘.’.\' {J’ 'I'H.‘ S-'ll\';lll‘}r.l]l .\lrllggh_' l-(]r I}L".'(l[]nl
after the peace treaty in El Salvador had been signed.

The Houston Center for Photography's mission includes putting
photography into a social context, This issue of SPOT provides that
insight from a multicultural perspective. We hope you enjoy reading it as

1d two non-native-born American

much as we've enjoyed working with this diverse group of writers and
examining the influences of the changing world around us.
—Marlee Miller and Maggie Qlvey
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Correction In the Spring 1992 SPOT anicle “The Perspective of Cen-
sorship: A Discussion,” we failed o credit the Blaffer Gallery for initiat-
ing the lecture given by Cincinnati Contemporary Arts Center Executive
Director Dennis Barrie. The Blaffer was a major funder of the event,
which was co-sponsored by the University of Houston's Inventive Minds
Speakers Series and the departments of art and drama. We apologize for the
omission,
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FotoFest Revisited

Marlee Miller

ForaFest has become a Houston institution
with the quality of the exhibits improving and
the level of visibility around the world increas-
ing each festival year. Bue the discussion follow-
ing this month-long international photography
not withour conrradicrion—high
reistic success, but complaints

abour its overestimated audience and underesti-
mated expenses. Mow is the time ro ask: What
will change in 19943

ForaFest, the invention of photography
dealer Perra Benreler and photographers Freder-
ick Baldwin and Wendy Warriss, was modeled
after the “Mois de la Photo” in Paris. The first
two festivals in 1986 and 1988 were based ar
the Warwick Horel with exhibits installed in
siery-four and eighry-four (respectively) non-
profit, corparate, and commercial locations.
According 1o ForoFest, no official attendance
figures were recorded for the first two festivals,
but the published estimate for 1986 was
175,000 people. The third festival, FowoFest
"90, which was located in the George R. Brown
Convention Center, had an estimared 25,000
people atending, with 50,000 viewing the
seventy-five satellive shows. This vear, 33,000
people visited FotoFest "92 ar the Brown Con-
vention Center and another 215,000 visitors

arended the ninety stellite shows, according to

FotoFest. Viewers came from thirty-five states,

and rwenty European, cleven Latin American,
and four Asian countries,

The budgers for the first twae festivals
held steady ar 3500,000. In 1990, the budger
quadrupled vo 52 million in cash and in-kind

expenses, with a 400,000 debr resulting. Two
vears later, the budger for the fourth fesrival
wis $2.6 million in cash and in-kind expenses,
resulting in a $400,000) debr and a carryover
debe of $200,000 from the previous festival.
This debt has already been reduced substantial-
ly, according to FotoPest. Executive Director
Harla Kaplan believes all the rer
will be paid off by December as a resulr of

ning deba

_kmk‘killg on a lor of dooars.” ForoFest hu]_w,ﬂ,'
w i||i.'ll.';l.';l' i[h bil\(’ I..F-huEJEK.” E!j L'S:}u"dil'lg
year-round activities such as the Literacy
Through Photography program conducted
h}' David Brown in conjuncrion with the
Houston ||ld|:;p¢'|1dg'u1 School District.

Much of the dramaric increase in the
budget, according to Kaplan, can be directly
attribured o the 1990 move to the Brown
Convention Center, which includes rent, urili-
ties, M'Ellri[.\', CONSIALCTION, |.'|1‘ur, ;|||d,| Erins-
L)l.”ul[iﬂ“ COsts, Illlli\ MOV Was 11{'!.(’*,\,|r_\ o
centralize operations and clarify FotoFest's
identity. The convention hall enabled FotoFest
to create a unified artistic concepr, and allowed
control over the viewing environment through
installation design and standardized lighting,
FotoFest also gained more curatorial freedom,
saied Kaplan. FowoFest exhibitions occasionally
include controversial material, which often pre-
sents JI!IF!INN\'.‘II problems in corporare spaces,

“In some ways, | think you can say that
1990 was the first FotoFest,” said Baldwin in a
1991 interview. “It’s the first event that is un-
derstandable and located in one place. . . .Go-
ing into Brown was a quantum leap. Ir was a
huge gamble on our pare bu it paid off in
delivering a major professional festival,”

The curarorial responsibility of the festival

organizers grew from coordinating the programs
of the various spaces around town and provid-
ing minimal programing and curatorial services
o sclecting, transporting, curating. and funding
a much more ambitious program. Watriss and
Baldwin also curated or co-curared half of the
30 shows ar the Brown for FotoFest 92,

The $600.000 increase in the 1992 budger
can again be atribured, in part, o the rising
costs of using the Brown, bur also for the in-
creased .\|H,'|I:|i|1|_'. an ||1;||'|;c|ing—a "Img{'

1" according to Kaplan, FotoFest hired
an outside consulting firm to coordinate much

amaoy

ol its public relations efforts. These expenses
aren't projected o be as grear for FotoFest 94
cause the “breakthrough™ of a first year visi-

gn has been done, said Kaplan,
e exhibits themselves also cost more this
year. It was the first year FotoFest had a theme.
Baldwin and Warriss went to Latin America
and Europe to meet with artists and curators,
taking a proactive role in FotoFest's artistic vi-
sion, Curatorial costs can be substantial and of-

ven include travel, air transport, and securiy

HOUSTON CENTER FOR PHOTOGRAPHY
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identities, for themselves.

to Latin America and Europe.

FotoFest ‘92

Latin America and Europe

IV NDIIVNEILINT

The following is an excerpt from the introduction in the FotoFest "92 catalog written
by FotoFest Curator Wendy Watriss and President Frederick Baldwin.

Curiously, and coincidentally, one of the greatest movements of people in
human history occurred during the first hundred years of photography. From
1840 through the 1940s, more than forty million pecple left Europe for the
Americas. The coming of age of a new ecenomic order made a migration of
this scale not only possible but necessary. This process left an indelible mark
on all our cultures. It brought to the world both unprecedented prosperity and
unprecedented destructiveness. Technology and industrial development were
the engines of this migration—and photography was part of it.

Itis appropriate in 1992 to look at the importance of these movements
and the way they have shaped our world; 1992 represents an unusual inter-
section of these forces. On one part of the European continent, unprecedented
unity between cultures and countries has been achieved—a testament to the
inherent strength of European civilization. In another part of the continent,
societies are splintering under the resurgence of old enmities. At the same
time, the whole population of Europe is in metamorphosis as the sons and
daughters of once-colonized peoples seek new frontiers, and even new

Across the Atlantic, the countries of Latin America are confronting the
heritage of 500 years of European immigration and its insertion into the evo-
lution of pre-Columbian civilizations. Through Spain and Portugal then to The
Netherlands and England, gold and silver from Latin America helped initiate
the Industrial Age. The legacy of Europe, not only its economic domination but
its political culture from colonialism and Christianity to capitalism and social-
ism, is being re-examined and reshaped by new generations of Latin American
scholars, artists, and social activists. Recognizing the significance of these
forces, FotoFest dedicated the central part of its 1992 exhibition program

courier expenscs, loan and custom fees. and
marring and framing costs. As it had been in the
past, however, a number of loan exhibitions
were proposed o ForoFest, such as “Modernity
in the Southern Andes, Peruvian Photography,
1900-1930," which was broughr 1o their
artention by curarors Fernando Castro and
Peter Yenne.

FotoFest bills itself as the International
Manth of Photography that “provides an op-
pertunity to see major photographic works by
well-known and newly-discovered photogra-
phers from around the world.” But, ForoFest
has added other programming activities over
the years, including performing arts, a lecture
series, workshops, interactive activities, and the
literacy program. For the ever-popular Meeting
PMace, considered ll}' many to be the “heare of
the festival,” FowFest transported and housed
nearly 200 distinguished leaders in photography

i

and cx ons from twenty-seven coun-
tries to exchange ideas, develop new projects,
and review 500 portfolios by Meeting Place
participants. The cost of this single aspect of
FotoFest reached $5300,000 in cash and in-kind
services in 1992 $50,000 of this was offser |l_r
participant fees.

Quality vs. Quantity

Many have said this year's ForoFest was
the best ever. Each of the 30 shows in the
Brown had its own clearly delincared exhibition
space with its own signature color. Unlike the
sun burst rnllﬁ;,um:inn of 199, the 1992

festival was easter o navi | the signs and

labels were clearer, according to many who a-
tended barth, 1‘\|l|!t1ug|p 75 percent of the dis-
play materials from the previous festival were
reused, the appearance was improved with paine
and plaster,

“It was much, much better this time in the
Brown than last time,” said Galveston Art Cen-
ter Curator Cling Willour. “The overall q||;||it}'
of exhibitions in the Brown was greatly im-
proved.” While the 1990 festival fearured 3,500
photographs, he praised the fict thar in 1992
the number of images was reduced to 1,900.
The overall level and consistency was there,
Willour said, and there weren't a lot of bad
pllnIUgT.lF:hs.

“Given the size of ForoFest ar the Brown, |
thought having a theme like Latin America and
Europe, and themes within these locations, was
a tremendous aid to the viewers—sophisticared
or general—because there was a lor to see,” said
Anne Tucker, curator of photography at the
Museum of Fine Arts, Houston, and a member
of the ForoFest Art Board and Board of Direc-
ors, “My criticism was that there were oo
many shows, Linking them made it much more
user friendly.” She said she visited the Brown
exhibitions four or five times and sill didn’r feel

she had absorbed it all. A major complaine of
the general public was that it was overwhelm-
ing, Tucker said, “A number of people said they
never could gee a handle on what they wanred
1o see,” she said, so they didn’t go ar all. “Even
given thar the Brown is so large, they could
have cut five or six shows easily and not hure
the image that it was a ‘grand show.'”

Mot all whe attended the Brown were
overwhelmed. Marianne Caldwell is an avid
muscum-goer who works at a Houston world
rade organization. She found the Brown very
'ln\."llin!;! “I think the way |||'_v set it up was
wonderful. You £OL A privace l-|_1'|i:'||_l. from the
armosphere. You can focus,”

The Brown hosted Afieen European and
fiftcen Latin American exhibits representing
twenty-one countries, racing historical and
social developments through the work of past
and contemporary photographers in those na-
tions. More than 60 percent of the work had
" nor rl.c !HN-'H-

never left its country of on|
!;I".lphir region.,

As did Willour and Watriss, Houston
Center for Photography President Joan
Muorgenstern pointed o “Surrcalism/Crechoslo-
vakia: Karel Teige, 1935-1951," and "Photog-
raphy at the Bauhaus” as two shows thar were
z. “The Bauhaus was in-
credible,” said Morgenstern, I went o see ir,

1 don't know how mes, To go :hruugh
the Bauhaus and then Teige was so special.”
Several viewers remarked that the Teige exhibi-
tion was a remarkable example of Surrealism
and noted the thoughtful juxtaposition of Teige,
Bauhaus, and “Arr, Indusery, and the State:
USSR in Construction, 1930-1936" exhibitions,

“Especially with the Latin American show,
the introduction of shows never before seen in
this country was a rremendous contribution,”
said Tucker. Some of the picces were “old
friends” for her, such as the Teige and Bauhaus
shows, but thére were several anists whese work
she knew, such as Flor Gardufio [“Wimness of
Time"], and thought it was “wonderful” 1o see
maore. She mentoned Grewe Stern, who was fea-

part i|,'u|ar|.v CHLLESEar

tured in *Crossing of Culmres: Four Women in
:'\rgumlnm 1930-1970." Tucker was familiar
with her work in Germany but hadn’t scen any
of Stern's work after she had gone to Argenti-
na, fle E from Mazism in the 1930s. Tucker
was, as was Morgenstern, delighted to be intro-
duced o Luis Gonzilez Palma (*Mucias de
Soledad”), The MFAH purchased Gonzilez
Palma’s La Lisna and hopes to acquire several
picces from other Latin American photographers,

Attendance vs. Audience

With a budget of $2.6 million, FotoFest's
audience and spansorship must be broad-based.
Comparable festivals are confronting the same
izsues about audience artendance and artistic vi-

sion. As the organizers of the Houston Interna-
tional Film Festival discovered in April of this
year, those interested in film are already arend-
ing. "I sincerely thoughe thar by offering the
ity a wider, bigger selection of films, we would
increase actendance,” Film Festival founder and
Direcror |, Hunrer Todd was quoted as saying
in a recent Howsran Post article, “But it appears
the base of rrue film buffs in this city is small,
and the festival overloaded them.” Todd also

said that the reasons the attendance was low at
the Film Festival was because the weather was
ional Festi-

too beautiful, the Houston Inte
val was competing for people’s time, the Casfy
Shone aived its last episode, and the destructive
alt th of the Rodney King trial had begun.
Supparters of FotoFest had their own justi-
fications: there were too many shows, people

were reluctant 1o go to the Brown at night,
admission prices were confusing and too high,
and the exhibits didn’t have enough entereain-
ment value for the general public.

“The question ForoFest has ro ask iself
is, How important is the gate?” said Tucker,
“If thar is the goal, then they have o strucrure
accordingly. What [ know abour asendance is
that it is directly related o fame—the degree o
which something is known. No question that
the largest atendance ar the MFA was the

Pompeii exhibir. It was not a marketing

problem.”
Willour disagrees: “Even if you throw in
Ansel Adams, it won't draw thar many [people].
You reach a samuration level.” Willour believes
that level has been reached. “They didn’c mi

5§
anyone who likes 1o look ar ||||:au1gr_||;!h:.," he
said. “It’s not the kind of thing that gets the
anendance of the rodeo, Ir docsn't matter how
lang FotoFest has been around. Many of the
blockbuster shows at museums don't draw a
huge crowd ™

FotoFest "94

As of press oime, varions Forobest ;u|l-'i:.1:|'ry
boards were MeCTing 1o discuss s future, but
Ven An atempr o decide the direction of the
94 festival won't be made until the Fall, Foro-
Fest "94 may be comprised of four separare
curatorial components, 1o be funded as separate
entitics, and markered o distiner constituen-
cics. These four tentative concepts are: The
Mind of Japan; Latino Voices in the UL5,;
Environmen: A Global Picoure; and Fashion
anel Advertising: The Last Twenty Years, Two
options being considered for the location of
ForaFest 24 seem the most probable. The pre-

ferred choice by FotoFest is to return to the
Brown Convention Center with the hall divid-
ed into quadrants to contain the four exhibition
concepts. FotoFest says this will be possible in
1994 only with substantial advance underwerit-
ing for these costs, The second would involve a
return to the 1986 FotoFest model with the
Warwick Hotel serving as the center for Foto-
Fest's administrative offices and the Meeting
Place. The four FotaFest exhibition concepts
watld be placed ar host sites in the museum
district, downtown, and Galleria areas, with
shurtle buses linking these sites,

The overriding concern of those close to
FotoFest is that the exhibitions in the Festival
are of the highest quality, Kaplan said that
FotoFest would only broaden the target audi-
ence if the aesthetics didn't suffer. Without a
broader local audience, other sources of fi g

must be found and COSE-CUTTIE MCAsures must
be im plemented. To broaden the audience,
FotoFest wanrs local educarional instimunons

o take over administration and implementarion
of the lectures and workshops and host them ar
diverse sites around Houston. To increase na-
tional visibility and credibility at home, accord-
ing o Watriss, FotoFest may develop a rraveling
exhibitions program. A limited portion of the
FotoFest "92 Latin American exhibitions is slar-
ed for a high-profile traveling program, accom-
panied by a scholarly publication to be issued
in Fall 1993 by Rice University Press. IF this
mraveling program is successful, FotoFest would
consider rouring portions of Fotalest 04,

To ensure FotoFest’s future, its business
farecasts must wark in partnership with irs
artistic vision. Realistic I_.ru'_ll_\ and objectives
must be set, audiences must be targeted, and its
budg&'t must be balanced, If the OTgANIzers of
FotoFest learn from the lessons of past festivals

and organize the next one accordingly, this in-
ternational celebration of photography has a
strong future in Houston,

Marlee Miller is co-editor of SPOT.



Dona Flor and
Her Two Shamans

Witnesses of Time, Flor Garduno, Mexi-
co, was exhibited at the George R. Brown
Convention Center during FotoFest 92,
cnrated f.'_y Lawra Gongales and argan zed
by the Center for Creative Photography,
ekeat y

Taeson, and l'»{'-'i. Mexico.

Fernan_do ;Céstm

-an novelist

nths a

A few 2o, the Mex
Carlos Fuentes lectured ar the University
of Houston about the baroque spirit in
Latin American art. From Bernini's Ecstasy
af Santa Teresa in Rome through Aleijadin-
ho's sculpred prophets in Brazil o Flor

Garduiio’s photographs of rel

ous syn
cretism in Latin America, Fuentes distilled
the extravagant substance of the baroque

in the New World.' The model of culpural

ested by his lecture is

hybridization sugg
one based on European pictorial schemes
modified by forces native to this conti-
nent—aoften 1o the point where the origi-
nal scheme becomes merely a fagade for the
presentation of indigenous themes. The
world depicted by Garduifio’s images is one
ir'l \.\'ll'l\ll lILL' ||i:_:.ll. ‘|[1{] [I“.' "l]"ri_":b 1,1“[]1,\['

nts of cultural integration lie. In ir those

il'l{lll'lgr:lnu\ muskereer '1”3':""\ |'re'.ll:|'Li |'|_l'
the mestize painters of the eighteenth-cen-

TUry cscort P_'I[I'IBI'I saints, “';HB.&L‘ FL'.Il ili{'l'lli

ty is a pagan earth deity.” Gardufio’s n
photographic sensibility probes into that
hermetic yer magic al realm strewn
throughour Latin America; her ways of de-
piction, however, do not necessarily ik-|u|1-?'_
to that same world. Confusing these two
different things has been common in much
of the literature about Garduiio’s images,
which more often than not '.U‘LLJ\('\ an the
referents of her woark rather than the work
itself.

FotaFest 92 provided us with the
unique opportunity to understand Flor
Garduiio's work by \huwin:_: “Witnesses
of Time,” her largest American show yer,
simultancously with other shows tha, by
contrast, should give us a grasp of the
uniqueness of her current work. l:r.'l'l'Llpn
|I|_L' mast ir'||[|(.|'1i|l1 (lr [I‘(IHL' \hll\\'ﬁ Wias ‘,i.
Houston's Museum of Fine Arts’ recently
acquired collecrion, "Contemporary Mexi-

ANSCO

can Photography,” shown at the T
Gallery East and West illl(il'ii_: FatoFest
(now on view at the MEAH). There,
Gardufio’s work is pretty much indistin-
!.'JH\I\-II";I\' 'll‘ll‘ somc iJ!-‘!]‘.' “‘l!rl’\: 131. F"Ill\-
tographers like Pable Ortiz Monasterio and

Gracicla lturbide. The widespread strategy

followed by many of the photographers in

thar show seems o |\L' [0 capturc \.li.ir.lt.h.'lx
._'m,'n|i||,u\' of Mexican culwure J_|+’|i:'|~.[ a
maore or El_'\'- ]1|'l|lr.l] Il.ik Li{ill![l {'I.'I.'IL-Ili'\.l'

at most because of rexture or props.

Flor Gardufio, El Rayo, Bolivia 1990

Flor Gardufio, Canasta de Luz, Guatemala 1989

Whether the photographers know it

or not, this formula nFclrpiniun is a legacy

from the traveling nineteenth-century Eu-
ropean artists who toured the Western
Hemisphere making visual reports for
European eyes. Some of these artists were
trained academically in the neo-classical or

romantic schools of Europe. In the process

of depicting the New World, their academ-
ic schemes suffered the modificarions sug
gL'\1L'C| t'|\' I:llL'lllL'\. |t1|’l]('| S0 flll'il “i‘flﬂ
often becomes a mixture of bias, fantasy,
and visual record.

Moreover, the depiction of what is
locally commonplace as extravagane is
;I._-._-pl:\- entrenched in the Latin American
mind because, in a sense, that mind is both

native and alien to the land: In order o be-

come less ali o their own land, and

theretore to themselves, Latin American

artists—like Gardufio—aoften look for the
characters of their oneiric life in the scenar
i0s of the native cultures around them.* In
this quest, there is a sense of urgency de-
rived from a realization thar those culwures
may soon vanish—taking away part of

what the anists themselves are. Their im-

periled survival makes it scem as if the very
|>|_'|~.0|'|,|| art of Garduiio were fundamen-
tally an anthropological document.
MNevertheless, it is crroncous to classify
her photography as documentary or direct
as opposed to artistic, creative, or expres-

sive. As suggested, there is a history of art

in Latin America that dissolves that di
chotomy. The subject matter of the George
. Jackson show, “The Essence of Mexi
co,” at the Museum of Natural Science,
Houston, overlaps with that of Garduiio.
And yet, Jackson's images are primarily
reportage, whereas Garduno's are not.

like

pretty unexposed, it is

.'\III'I'F[I:_:]I ]II‘III.:\. FIII.II'(IJ_'.I.I‘I'II.'I\ arc
their unused film
not the case that any photographer is a

rabaila rase—a blank abler with no cultur-

o evidences

:l] ir1\|_[i|1!1(||1\ an i, {;.lll]ll
a plethora of cultural and iconographic
influences; national as well as global.
Whether she likes it or not, her Camas-
ta de Luz (Basker of 1
Diego Rivera’s 1925 painting Flower Day.

L) pays homage o

Rivera's Pamnung is ted in the work of

'I]'Iﬂﬁl.' II'.I\-'{Ii]'I? arfisis .i”lllIL'l] (L3 .illn\-\_’ .l'lll.i

concurs with the reevaluation by the 19205

> Indian

Latin American avant-garde of 1l
or so-called “primitive” cultures of the
Americas, But, whereas the nineteenth-
century European artist was probably moti-
l.lh'li ||_|. |]Il' ]'rill'.llrn||u'l1r\\ IJ’..l.l'l Indian
woman carrying exotic flowers, Rivera may
have been inspired by the weight of the
symbol of phanerogamic fertility over his

generic Indian women. By medium or by

design, in Gardufio's
photograph that schemat
ic woman has found a
tace, a ll:_'ll‘.., a4 moment,
In a sense, Gardufio is re
constructing the history

of her own iconogs |||'||:|.

| |l.\| I)L'I' own I"il\'l name

means Hower must not

be taken lightly. 1s
Garduno's image of a
white Hower tenderly held
in rough Indian hands a
metaphor of her own
waork s @ vis the cultures
she is depicting?

Some of Gardunio’s
detractors object that her
il‘]ulh‘l'\ Arce o COmnmco ||.'l|.
"-\'h\'n \hi' \]r:'.lln abaoin
her modus aperandi she
\lL"i\l.[EN'\ IlL'l\l"l! as a \l}l.'l -
tator in the theater of life;
witnessing, how life’s

scenes unfold before her.

Ofren it is not she who
chooses how her characters
are to be photographed,
she claims, but the actors
themselves, Thus, her
work assimilates not only
Elg'r way |;||' w-:'i:n!_; |||||: .'||\.|:l
that of the people she
photographs. Like theater,
her vignettes mix fabrica
tion with imitation of

like

Ficator is not ||c'u'-n.||'1|5'

except that the fab-

Gardufio herself

Gardufio moves ¢
gantly from the rngidity
of a nincteenth-century
studio portrat o a
modernity of downward
and oblique viewing w a
precision of composition
;I.ﬂ}.' perfect still lifes and
animistic landscapes. It is
as if through her, Edward Weston, Tina
-all

became

Modor, and Henri Cartier-Bresson
fllll\.'E'Hﬂll. I,l“’“l‘:l"‘lji“-.li .‘\1("\ 1COr
incorporated into Mexican art history.

Having started as a painter herself (she re

gards |_3.:i|||in1; as “her i:'ll!'l1:l~.\i|'l|" love™)
rlos
Academy must have Familiarized her with

Gardufio’s art educarion ar the San

works of those 1920s Mexican |1.Ii|'||f;l'\
\\-'5]1) |1||'!'|'.'I.J ll!L‘ir 3'_-1(1' o nanve lllL'll]L'\.

! Tarite

Amado de la Cueva’s paintir
(The Bull) is a predecessor of Garduno's

own image of I|Il' SaIme I'illl.ll. .I['H! |IL'I Wo

images of trees in the show echo Guillermo
Meza's La Milpa

about death and Garduiio's trees are about

although fa Milpa is

life. Indeed, if her ttle, *Witnesses of
Time” must resist the Kantian accusation
as time makes

of being a witless p|.|l:':|1|dr

witnessing or any other consciousness pos
sible—one must rethink the phl'.m- in light
of how artists have relared 1o mythical cul
rures across time. On one hand, arusts’
mMotivarions o J.E.;|::_.,| them change in the
history of art; on the other, the depicred

ritual reenacting myths both endures and

evolves in iself and in the understanding

of the artist of it and of themselves. Myth

and life accordi

according to Eliade
to Nictzsche—follow the path of eternal

return. Repearedly we find ourselves in at
erossroads where we face the same choices

we did before. Only the long distance tray

elled since the last time makes the situari

different—although the mythical mind

may not regard as such, If Garduno's

bather of

Gauguin vt ritually

cleanses hersell time and time she

does not do it on the same Heraclitean wa
ters; analogously, neither will artists ever
remain in the same relationship 1o their
mercurial subject marter

What is Garduiio's relationship to the

rituals she l‘l"""'-:"'l'l'"':' Ohften she appears
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to be secularizing the riruals by showing us
the people behind the costume, the effigy
or the mask. (Albeit somewhat materialisti-
cally, that would be interesting enough.)
At other times, however, she appears o be
lirl|[|!.; il.l\[ the upEuml:'; thar is, \Il'liliiltlﬂl__',
people and narure with mystical or even
divine powers. The tornado over Lake
liticaca, which she regards as a gift, is an
unlikely apparition thar moves one o ke
seriously the hallowness of that body of
water where many civilizations were born.
And whar of that masked character, decep-
li\'\'h named e _,".'H.gr', e||;||'|_|r1el||)3_: from

miners L'I|||l.'| h-ll'l.l |1C|_l|1" '\ll]-l.'li'lll-.','- or

blood? He is one with his mask; almost as
if no one were behind the mask or that the
mask WERE niot a mask Al .|:.|. | |ll.' arcane
power of the shaman is never secularized
by Garduno; rather, she seems o be mar-
ried to its mystery. It is only with her best
rechnigue and urmost sensibility thar she

faces the Tarahumara governor and the

Bolivian shaman of Ef Abuelo del Tiempe,

in the process, even ordinary objects sur-
rounding these characters, like a plaid
blanker and the iron ?in ks, ||:'|L1r|';<s a

yrarion.

How, if at all, does this new direction
in Garduio's work relare to thar of her
Mexican peers! Une ||'.||1§_; she does nor do
that some of her Lll”t.l:"_U:\ do, 15 focus on
the i|n|1.u,l ol p-::|1||..\. o ':|l|<'|||:_;_\. and 50

- on these ethnic groups. Neither

cial ch g

15 her concern for the marerial welfare of

the pcuuh' she |"::|l‘:|l\_:|‘|“.||k or about tl

fave of their cultural beliefs in the modern

'\\-'Ilfill. .\Illlll 1 I\I|'IL"I Pl'll"ll.l"l.lpllt'l\ L'I.I\-'{

shared her themes—their individual images

must be interpreted in a way consistent

to

with their respeclive | rifolic

instance, Pedro Meyer's lgnanena (1983),

a characrer made famous by Gracicla Tour-
bide’s Nuestra Seftova de las fguanas (1979).
One feels inclined ro find something
shocking in Meyer's portrait of an old
fgnanera (iguana woman); instead, it is

the exotic made digestible. Inurbide, using
an .|||g||; that rends o exale, follows folk
religion in its sanctification of popular
idols. Her ignanera is a mature, not partic-
ularly attractive woman wearing a halo of
iguanas. In a sense, lturbide is following a
very current artistic exploration of popular
culture in its route to becoming dominant.

(‘l-lfdll“ll‘k nera i\ If[llf.\l.'llll.'d i'l'l a way

that is classical both in its approach and
its penchant for beaury. The black back-
l."rlﬂll'lli i.‘| no |l]|l§:L" a l‘-'lL'Iiﬂll'(]l’ I‘lll a4 con=

tainer; a dark celestial sphere where shines

the angelic face of 2 voung woman in the

n of the i

constell:

na. I is an imagy

born of popular culture, but no longer as
a .\Uﬂ..l;.l] leL']ll]J[“.'”{'['l b'll‘ as a .\:I'HIJ"U] |’I.
something more enduring than particular
social circumstances or anthropological
‘lL“.llIi-lF]liL'H.

Flor Garduno, Agua, Mexico 1983

HOUSTON CENTER FOR PHOTOGRAPHY

l£|'|II'I&' of th' 'Iln-l_l‘_','i."- t o ;illli'llf'll? anc

absurd ro the point of seeming somehow
unreal. Although Gardufio has on occasion
given inte the tempration of the comical, it
is not comical absurdity which is linked 1o
that unreality but one that is enigmatic and
uncanny, and thus inviting further scrun-
ny. Such is the absurdity of the Indian
kneeling before the small equestrian image
of Spain’s patron saint, Sefior Santiago (St
James), slayer of infidels. Absurd because of

the Indian’s submissiveness to something

Flor Gardufio, Tres Velas, Guatemala 1989

so small and so foreign; and irenic 1o
when one learns that “Santiage”™ was the

signal for Pizarro’s cohorts to capture the

Inca Arahualpa. Perhaps it is an absurdity
akin ro Surrealism. Indeed, it is hard 10
keep Surrealism out of one’s mind while
i:mking at Garduno's masked rider of the
3

nation one gets about the ritwal of fertility

ant tirtle—no mater how much t'xpL‘L-

involved.
Although two of Gardufio's mentors,
Manuel Alvarez Bravo and Kati Horna

had associations with Surrealism, she resi

Ihl. .ldb('] Pl{li.\\']'\' ]R‘L;lll\(‘ i: i\ ll\‘.‘li as a
label. Gardufio’s resistance is better under-
stood in relation to the powerful influence
Horna exerted on her, A self-avowed Surre-
alist, Horna became the center of the Mex-
ican Surrealist group in the 1940s. Yet,
Horna's relation to the Mexican
mythical world was external in the
sense that the artst had no roots in
that culture (Horna is Spanish-
Hungarian). Inspiring as she was,
Gardufio secks to distance herself
from the intellecrualism or psycho-
logical automarism of Horna's sur-
l"."dli.\li‘. \-'isllgll 50 llnlllk(.' h(.'r own.”
The container or cloister-like
space in many of her images of inte-
riors expose how very Catholic and
Mediterrancan Gardufio's vision is.
The image of a small wooden coffin
.\llrf[]ll"tll’_".l I‘}' G.';l"(“t'.\ il'l a tiﬂrk
room is constructed with an un-
baroque simplicity, which recurs
throughout the show. Also of
Catholic/Indian descent are many
of her stll lifes put rng:.-[hu like
revables. In those compositions
loaded with amulets and symbaolic
objects, her froneal .1p|7m-.u,'h sug-
gests the presence of an altar. When
she does depart from that frontal

approach and adopts unusual angles, which
add o the dream-like quality of some of
the images, it is to show objects more

pagan than Christian; as is the sacrificed

llama or the candlelit corn-offering where
the plane in which they lie is oblique to
the film plane. This syncretic array of ap-
proaches can only be rendered harmonious
by a mestizo personality thar has come w0
rerms with its own schizophrenic nanire
and a photographer reaching marturiry.
With very good intentions, but often

with not much dexterity, many avant-garde
Latin American artists and writers in the
1920s turned their gaze to the native cul-
tures of their FESPECHIVE COUNITICS as a
source of inspiration for an art that was to
be congruent with their imes and national
character. Some of them looked beyond
their national borders and theonzed about
a Pan-American cultural continuum as the
muse of a future, braver an. Flor Gardufio’s
photographic pi|griu1.1p_v—:;lnni|1g in her
arive Mexico and going as far as the Boli-
1 highlands

"F l]llJSL' WIL[‘ IFI('I'!.'I‘V .\kctchcd a (lL‘Hifill‘lE

has fulfilled the promise

program. Her subject matter exvends to all

those native American cultures where myth

and its representation in rituals still survive,
Although very much in the mainstream of
PI“"‘UE:IJ]‘IT}', ht'r 5 "ll‘ l'lt
markings and rer
Mexican and European iconographic tradi-
tions. She follows two shamans: one pulls

I“.'T oo 'I“.‘ d;lfk ‘.'ll"fi"(.'.\ l’l- a LI('iﬁtl'r or Cave

5 VETY prmm.ﬂ

ns consistent with

where unspeakable
other hring.-; her out into bright open spaces,

crets are kepe; the
where trees grow and people dance, bathe,
eat, sheep, and keep unspeakable seerets,

The book Witnesses of Time, with text by
4 .'.'rn’r.'.c_ Fruentes, will be pu bifshed this year i'f_}-

Jean Genoud, Lansanne, Suntzevland. Con-

tact the Center for Creative Photography,
Tucson, for more information.

Fernando Castro is a Peruvian photography
researcher, critic, and curator currently
living in Houston.

MNOTES

1. Born Antonio Francisco Lisboa in 1738,
Aleijadinho (“Little Cripple™) was the son of
a black slave and a Portuguese father. He
lost the use of his hands at thirty and yet
continued to work as a sculptor to an old
age. Fuentes showed his sculptures of
prophets at the Sanctuary of Bom Jesus de
Matozinhos, Minas Gerais, Brazil.

2. “Mestizo” in the Webster dictionary
means “a person of mixed European and
American Indian ancestry;” but its range
must be understeod to include cultural as
well as racial mixture. As such, it is one of
the key notions in understanding Latin
American culture.

As to the musketeer archangels, these crea-
tures were concocted by the eighteenth-
century mestizo painters of Bolivia and Peru
The logic behind them is the belief—assimi
lated by their mythic Indian imagination
that the archangels were the soldiers of
God. As such, their weapons could be no less

powerful than the King's soldiers. In the
meantime, manuals illustrating the use of
the musket circulated in Europe and found
their way to America where local painters
used them —adding to them the attire of an
eighteenth-century European gentleman
and the wings of divine treops. Thus, though
the materials are European, and the pictorial
decarations are hybrid, the logic is native. In
other icons, the setting is native, the pictori-
al conventicns European, and although the
character portrayed is officially Christian, he
clandestinely refers te an Indian pagan di-
vinity. Houstonians may be able to see paint-
ings of those angels in the show of Colonial
Latin American art “After the Arrival” at the
Transco Gallery East and West.

3. | am referring to artists like Debret, Rugen-
das, and Alexander von Humboldt. Their oc-
casional fits of fantasy arise from their
European mind, which tended to see the na-
tives and their land through the myths avail-
able to it—biblical, literary, philosophical, ete.
4. There seems to be a resurgence of this
type of artistic quest. Marta Palau, another
Mexican artist, presented at the XIX Biennial
in 5ao Paulo an installation called "Recinto
de Chamanes” (Enclosure of Shamans). In
the April ‘92 issue of Smithsomian magazine,
she says, "Art begins as ritual magic® and is
paraphrased as stating that even civilized
people carry the memory of magic in their
genes. The work of Guatemalan photogra-
pher Luis Gonzalez Palma and Brazilian pho-
tographer Mario Cravo Neto (both featured
at FotoFest), although following less anthro-
pological strategies than Gardufio, also
touch upon papular myths.

5. Diego Rivera’s paintings of women with
flowers recurred for over twenty years:
Flower Seller (1926), The Flower Carrier
{1935), Profile of an Indian Woman with
Calla Lilies (1938), Nude with Calla Lilies
{1944), Flower Vendor (1949), etc.

6. In some of Gardufio's images of interiors
{and some outdoors as well) there is an inti-
mate, cloister-like space that echoes the
work of another Mexican-5panish Surrealist
painter, Remedios Varo. Of course there is
also the possibility that said space has a com-
mon root in the proximity of both artists to
Catholic convents and churches.



The Force of Grief

Nupcins de Soledad, Luis Gonzilez
Palma, Guatemala, was exhibited ar the
Grorge R. Brown Convention Center in
Heuston during FotaFest "92,

In each work, in every exhibit, Guatemalan

plmm 'l'.1|\11|'l Luis Gonzalez Palma \pr,'_ﬂi-.

of gricf. Like a pounding force that echoes
through time, pain seems to spy in ambush
like a stigma. Every
title of his exhibits: “Nupcias de Soledad”

AL eV MIOVEITC

(Nuptials of Solitude, or betrer still, Nup-
tials im Solitude), FotoFest "92; *El Sueho
Tiene Los Ojos Abiertos” (Sleep with
Open Eyes), Buenos Aires and Paris, 1990;
“La Fidelidad del Dolor” (The Faithfulness
of Pain), Mexico 1991,

Despite Gonzilez Palma's relative
}'ulllh (born in 1957) and his short |ﬂml0-
g_mphir carcer ni-nnh' SIX years, his work
is surprisingly powerful and original, and
possesses a defined and personal style
clearly rooted in photography.

In Child s Partraie (1991) and Chern-
G (19920, the ETI‘I:}[‘)_E_'_I’:Iilhif ill]n[_"r he-
comes the evidence of life, of existence, a
restimony against death, time, disappear-
ance or oblivion. Like an artisan of memo-
ry, he reconstructs the portraits picce by

piece; some pieces are darker than others—

traces of time or suffering?—glucd along
with ledger paper, another proof of exis-
tence, official in this case? The emotional

impact grows through the expression in

the eyes, the frequent use of religious sym-

bols—crown of thorns (martyrdom)—as
well as in the coarse way in which he
paints the prings with tar, scratches on the
\I.Jl'il.ltl'\. and uses nails to hold the Hmages
on the flaking backgrounds—the walls of
his hometown? The manipulative miscrear-
ment of his works is yer another symbaol

of the constant suffering of the being—
the everlasting crucifixion,

I'he richness of his aesthetic langy

ge
seems to find root in his quest to determine

the profoundness of the grief, Through the
use of images
on Kodaliths

superimposed

Luis Gonzalez Palma, The Moon, 1989
courtesy of the Museum of Fine Arts, Houston

Through the repetitive use of the s:
image in The Silewee of a Lookor AT
without Repose and even in The Secret, he

k“l'uk‘.'.\ thf il'lll.'['l.‘-lll.‘- lﬂ. I‘-lll]'l an l]]L' L'|'|]‘|[i'\|'('

memaory.

Death is ever present in Gongzdlez
Palma’s work. It is the epicenter of his
grief, but the poet in him replaces blood

with a red-colored ribbon and death itself

with a pair of winged fect in Awair Me in
Heaven.

Imbued with decorum, Gonzdlez
Palma’s work never falls in the category
of “arte povera” or “miserabilism.” On the
contrary, pain is expressed through beaury,
both formally and conceprually. It is
shown through the beauty of his charac-

ters, '['hg-_l.

-
mestizo Indi-

ans, for the

1
upon others Most part:
printed on seeeBli el s o g COMMOon peo-
such as ’ = -

]?;[IN.‘['
in the beauriful
Intimate Memeo-

=
“J‘

riei—Conzdler
Palma repre-
sents the inti-
macy of their
sorrow: the
memory of a
loved one, the
probable
disappearance
of a whaole fam-
ily or a village,
and so on,

ple full of
serenity and
dignity with
an impassive
foree that
\'\'(Ikl‘.\ an
ancestral wis-
d'l“'l. an ances-
tral resistance
1o all evils
\"i'ii.\ in'lENFf-L'd

by others, by
destiny, or
l'|)' Ullk'.'ﬂ.-li-.

- The Rose,

Luis Gonzdlez Palma, Child’s Portrait, 1991

Awmierica, The J‘\'.r'a.'g, The Moo are hand-
seme examples,

The artist exalts these canons of Latin
American |n-:|:|[3' with |3|1ulugr_|p|1i., exoel-
lence and studied mifs-en-sénes, Using masks,

small wings, crowns of flowers, fish, and

other ruuog',nir..:hlu cultural icons, Gong
Palma not only accentuares their Larin
American-ness but reinterprets reality. He
has transported them into a timeless, uni-

versal plane. As it always happens when

confronted with a “new” image, the viewer
||||1.:||l feel a certain confusion at first, but
emation has its own [:Illgll.ll_',{' of Coimipre-
hension.

If in the beginning Gonzilez Palma
was influenced by Joel-Peter Witkin, later
influences from the Doug and Mike Starn
or the German Anselm Kiefer have sur-
passed it. But these influences represent
only aesthetic horizons that open up
his continued experimentation. As he
sums it up: “To make it importane, |
have to portray our own experiences,

l‘Jl" Wi:h A \ur:l:'mlmr;u)' ]-If'l!,.','ll.l;."L'_"

Editars” Note: This review sas originally written

i .S‘rwu.u."J and then transiaved &y the author.

Maria Cristina Orive, born in Guatemala, is
co-founder and director of La Azotea Pub-
lishing Company, which is devoted solely to
Latin American photography. La Azotea will
publish a book on Luis Gonzalez Palma by
the end of this year. For more information
about the forthcoming book, contact Orive
at La Azotea, Paraguay 1480 P.B. “B~, (1061)
Buenos Aires, Argentina; (54-1)41-0931/812-
0562, or FAX (54-1)812-7720.
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Beholding War

In the Eye of the Behalder, The Secret
Archive, El Salvador, 1980-1991, curated
by Katy Lyle,was exhibited at the George R.
Brown Convention Center in Houston
during FotoFest 92, courtesy of Panatecal
The El Salvador Archive.

“The archive from which this exhibit is
dlraum—B80,000 negatives documenting the
past twelve yeari—was prepared by Salvado-
rans bt preserve and profect an accurate
recovd af their lives,” wrate curator Katy Lyle
in the FotolFest catalog, " . . Some contribui-
ing _I.'J.r'nra.'qgmpfu-rs are jornalises, l,‘.l'.l’wﬂf:a'r;,
or artists, and others acquired their photo-
graphic education through expersence. Mast
are Salvadorans; the work is presented
<.H.'r.'J.'_|-JJ.'rrr.r:l.lfJ' ia Jrl'Jlr-:"‘Qn'rfJ."r’l" rheir lives
and the lives of their relatives, .. "

'H'J;-_fr).l'.l’u.l.'-rug PEUTENS .'_af' “In the
Eye of the Bebalder" are by twa
waomen whe have been touched by war
first-Frand in their lives: hoth are eur-
rently undergraduate students ar the
University of Howston, Jacqueline M.
;I'.'{s. for is _-.."m{] TN it J"fis.'ruj- dnid Pamela
Dean 15 studying interior design.

Remembering
El Salvador

Jacqueline M. Taylor

This is not the El Salvador | remem-
ber, but | was anly a child then, and
children see the world in different
ways. | remember the sampapes—big
ants the size of your thumb that
crawled around in the garden, My
brothers and 1 would sit and warch
them for hours. | was only three,
bur | remember thatched, palm leaf
cabannas as we played in the black
volcanic sand. -\.t_\' mother VS I was
too young to remember all this, bue
I'll never forget the smell of the
tropical fruits as we picked them

off the branches and hmugh[ them

home to ¢

, the juices dri|_3F'ri;1‘|_-L,|n-,|
the sweer, sticky residue left on my
‘.ulL-l.'.

As this same child, | don't
remember the political and social
u|311|':n':|] thar was just |1-q_-‘u_i|]|-1i|15 in
the larger, immediate world around
me, but a child’s world is dominared
by the ||1iug~. that give her pleasure
and it is a mother’s iuin o protect

her young from the things that brr

pain. My mother had said that Dad-
dy would be away for awhile and
that is why we were at my grandpar-
ent’s home in San Salvador. | would
later learn that my father was an
American in the Marine Corps,
Iigluinp a war in Viemnam thousands
of miles away. All 1 remember is that
Daddy wasn't with us. Who could foretell
that a decade later El Salvador would be-
come the bardefield, mirroring all the pre-
s bloodshed thar ¢
t to kill one another.

(=3 W]IL‘II men

decide it is all i
I see the pain in the photographs of

El Salvador. Bur [ see Mnnc[hing maore—

a struggle berween two groups that think

is best for their coun-

'I'lL'l\' L'il(.'l'l ]i[“'lv-' '\'»'I
try. To put it a bit simply, it is the elite
l'll.l'ifls: |-(.'\'f' \\'h"l own [h‘.‘ lJ]ld .l]'ld 'V-'ﬂ}lli({
like to keep things as they are versus the
opposition of the campesiiios led by an
L'dllc-'lll."‘lj ﬁ.'\\'_ I'_l S;I!\':Id{:r h'i‘.U [I'Ii.' I'I.lght'.\'l

illiteracy rate of all Central American coun-
tries, but one does not have o know how
to read to feel the pain of social and politi-
cal injustices. These photographs show the
l'llH.‘Il}" ll:l lh‘.' gi}\'t.'rllrlli.'llt |{!w}[ll{ i[s oawn
people and the people fighting back o
preserve their existence.

H istory has shown us that civil wars

HOUSTON CENTER FOR PHOTOGRAPHY

are some of the bloodiest ever fought. Itis
Ei'ﬂ(E o Ehirll\'. ll'lu'll a i:l"]ﬂ[r:f' .‘-hl\llJlE 11:.\‘1.' mn
take up arms against its own, but we know
what has happened and can happen.

Rl'llﬂ'r[ t:;llnl once

1. “I would have pre-

=

ferred to be an unemployed war phorogra-
pher.” But, the biwer truth of war can be
painfully felt in his photograph Deatl of
a Lovalist Saldier {1936), made duri ng the
Spainish Civil War. Capa’s work is reveal-
ini_: and |mig|1.1|1[. It does not glnmnrjr.r:

it documents, Capa died in his effores 1o
truggle to the public

bring photographs of
because he felt that “if the picture wasn't
good enough, you weren't close enough.”
The anonymous |1||nu'nl_\_rn|}|n:rs of “In
the Eye of the Beholder™ have o get “too
close™ in order for us to see the struggle for

Mational University, San Salvador, 1980

human rights as we sic in our relativ
environments hundreds of miles away. We
know only what we hear in the news, but
a few know a lietle more. My great-aunt’s
wis ‘.lL'Ei[r":"‘.'lI ‘1}' a g"’,'":ill{l‘ illll.1 I'H'f

house was ransacked as she hid in the base-
ment. A friend of the family
.‘olL'L'I'i"g l“'l a I'I-il'l'll'l'll"_'k: hl‘\ I'K'd}' v
torched and burned beyond recognition.
“In the Eye of the Beholder ™ chroni-

shot while

[|'|r_'J1

cles the struggle of a decade lost in pain,
bloodshed, and hope. It is a heart-wrench-
ing picture essay of the irratonality of war,
an q::(pn:ssiml an‘mup.].u‘inn for the victim-
ized, and of empathy roward its subject.
The exhibit is not just anonymous photo-
journalism, but social documentation thar
encompasses the need for social change.

han just visu-
al fact, many are artistically brilliant. The

These phnmgrnph.»; are maore t

guerrillas training for mine ficlds and the
camouflaged guerrillas are especially eve-

catching photographs. Bur the one phoro-
F_mph that affected me the most was of
the assasinared Irma Elena Contreras, jux-
taposed with a cross lying next to her

E]]il!’t}'l‘.'(l I'Kld_\'_
To think thar these are just a few pho-

nong thousands is an overwhelming
ment in itself. Bug as [ think of this, I
recall the last image of the exhibit. It is of

a young child running down a dirt trail
lined with trees toward an unknown desti-
f];ltill]'l; Jfl(l as ] T‘:-'lli lhl' PL'JC‘.' |I§_Ell.'i'|nt'”[
an the wall, I hoped for the future of this
child and all others like him. M:l}'hq‘ :h:.-:.'
can share in my memories of the sampopos
and the black, volcanic sand beaches.

Remembering the Truth

Pamela Dean

I remember hearing my father curse for
the first time. It was late one night and

he'd just returned home from a “mecting
an event he never talked abour. Bur that
night he was talking, rapidly and angrily in
Farsi. The subject of his irc? A picture, or
rather a series of photographs, extracted
I-r‘l"'ll a ]"ll.l.‘;!iid[l rl::\‘-‘.lil'h.‘lpg‘l'.

“Look ar this trash . . . you'd think
that those Russian dogs were heroes . .. of
COourse, [hc"\"l] never Et]lm' ﬂ[!)' ‘}r lhl’_' l{[]]l.\'.“
The “dolls” were exploding toys left behind
by the Russian soldiers for the Afghani
children, many of whom had become am-
purees in shore order. But the photograph-
er had made his decision: the Russian
populace back home would be fed a strice
diet of images that portrayed the dignified

valor and bravery of their fighting m
abroad. The atrocities would remain out

[Jf.\ip,ht and, if those in power had their

way, out of mind.

Meanwhile, scavered on the frone
s a dif-
ferent image: one of hardship and carnage

ET-[H(.'& [JII many Amencan Papers, w.

and the countless other brutalivies tha
accompany an invasion.

As a young Afghani girl living in
Afghanistan at the time, my first taste of
propaganda was not an casy onc o swal-
low. Whart was most “real” 1o me was the
suffering of my people. I was the beholder,
and what [ beheld was thesr situation—a

terribly unjust and ugly one. If my eyes
had been u'cunﬁﬂl:, the event in phn[u—
graphic form, then naturally they would
have focused on the misery common
o my own people. Never for a mo
ment would my sensibilities have
been informed by the concepts of
Russian courage, valor, and dury.

So it is with the exhibit ar the
Brown Convention Center, .mahigu-
mnl}' titled “In the Eye of the Be-
holder.” Immediately, the cliché
“beauty is in the eye of the beholder”
comes to mind, which is ironic be-
anything
SCry, sre

cause the photos depict

but beauty. Pain and n
violence and hate, VES; rc,‘|_3rq'\\in['| and
death, OK; but |
core sadist would find

ity? Only a hard-

auty here,
This is perfectly understandable given
lllL' r\.'[;il]l"l'l_\'hip ]‘L'l\\"."‘l.'" [‘hﬂ'“ll_‘.l’-ll‘h'
er and subject. The photographers,
whose work is on view, are from
among the people who are variously

labelled as “rebels,” *freedom-fghrers,”

“insurrectionist 1er-

rillas,” or whatever politically-charged
moniker you happen to choose. This
is relevant because vou will not see
portrayed any grand traditions of the
rich, land-owning El Salvadorans.
Mo gliczy deb balls, or lacy first com
munions; no overly starched military
reviews, or visits from forcign digni-
tarics; no g|.|mnru1|~. cockiail part ics,
or sophisticared soirées; and certainly
no “rravails of the rich” swuff, such
as bombed Mercedes or devastated
swimming pools, are pictured here,
But if the vocabulary is different
and darker by necessity, it is not

l.'nlnl‘]ﬁ'[li.'l:-' 1iL"\'||ili of I:_[['Il. ("kt-l'*lill]-

ally, we are treated to glings of opu-
mism and hope, Often it is reflected
in the children's eyes. Most notably,

however, it is contained in a not-so-

grand finale photograph that caprures
the playful walk of a child, coming
toward us long a st of railroad
rracks, It may be a whisper, but the

m is clear: this generation of

Salvadorans has suffered the hellfire
of political and social reform so that
tomorrow's generation might benefir.
Accordingly, the trees on each side of

the track could symbolize tradition and

change, standing equally wll and reverent,
in placid observance of that which is new
life—the child.

As | left the exhibit and walked 1o my
car, never once !!;1'.'ir!!_{ o [!\"1_'[.‘-[(1" a 'ﬂll“‘
lared corpse or fear a government bullet,
several questions lingered in my mind.
Had [ fallen prey to an artfully executed
E\i\'L’L‘ GFFI P(:lllllllﬁ.ﬂl ITrUI';l!{-'Il'Hj-]? {:E'Tlﬂll"ll\'u
the right strings had been pulled, My em-
pathy with the Salvadoran masses had been
‘L';l.“il}' '.'\'ﬂTkl.'d b}' a h;lrr;lgL' ‘IF il'l‘ilgl'.“ (In'nt'
so compassionaely that only an insider
could have pulled it off. My sense of anger
and desire for change had been aroused;
anger that reform had exacted such a
hllll'l;il'l tﬂ}”. .'{ngt.'r Ill;l[ a !_'_(]'\'I_'rnl“‘.'n[ hﬂll
been complicit in such barbarism roward
its own people, and desire that the fragile
peace be kept intact.



Defining
The Cutting Edge

On the Edge—Colombia, featuring fuan
Camila Uribe, Bernardo Salcedo, Jorge
Ortiz, Fernell Franco, Miguel Angel Rojas,
and Becky Mayer, and The New Cirty,
Medellin, Colombia: 1890-1920, crrated
by FotoFest and fuan Alberta Gaviria from
Cenira Colombia Americans in Medellin,
weve exhibited at the Greorge K. Brown
Convention Center in Houston during
FotoFest 92,

Hans Staartjes

When [ left Colombia in 1974, | had never

held a camera in the seventeen years thar

as there. Now that 1 have had about thir-

teen years to verse myself in this arc and

profession, accumulating a mindful of

technical and artistic ideas, | confess that
an undeniable feeling of nostalgia fell over
me when | saw both “Medellin—The New
City” and "Colombia—On the Edge” dur-
ing ForoFest "92. To see Jorge Obando’s
panoramic photographs of raxis and taxi
drivers, Meliton Rodriguez’ photos of the

and privileged classes of Medellin,

amin de la Calle’s touching studio
portraits of barefoot mestize peasants and

their f

ilies, and ro see the exc

ing artis-
tic directions of photography in Colombia

today, was for me all the more moving hav-
ing been a part of this country of warm,
greatly passionate people.

The Chibcha Indians long ago paved
the way for art and culwre in Colombia.
The Chibchas were nort architects like the

Aztecs and Incas, but sculprors, ceramici:
and g:;lu,l\mi:hs, with rich :113':[1ulcjgi{ili
and religious traditions and a deep sense
of morality. The Spaniards introduced
Catholicism and scientific innovation,

and of course other less savory idiosy
crasies. Bogotd, the capital of Colombia,
came to be known as the “Athens of South
America,” because of a ravenous apperite
for cultural and rechnical knowledge.
Medellin, the second city, was a rapidly
growing industrial and mining center. For-
cign technical in

U\".I[ii!ﬂ\ ]ikL‘ P]'Il!l(]!_’]d-

phy were received with grear enthusiasm.
Photographers like Rndrigllca. De la Calle,
and Obando, operating in rudimentary cir-
CUMSLANCES, ;u]tiL'tl status and il1l11'ln|'l.1|i[3'
to their subjects in their ime, and educa-
tion and pleasure in ours,

On

the Edge” was a show that clearly indicared

But whar of today? “Colombia
new directions in photography. True, these
images reflect the clichéd image of a coun-
try under the violent influence of the drug
trade. But rather more interestingly, this is
a country clearly under the influence of
artistic trends and ideas from the rest of the

waorld that still reveals a unique vision of its
own., Artistic influences are creating a new
profoundly Colombian photography in the
works of Jorge Oriz, Juan Camilo Uribe,
and Miguel Rojas. Becky Meyer's phato-
graphs of murder victims at the morgue
and Bernardo Salcedo's reworked photo-
graphs are a protest to daily drug violence
and a corrupt establishment. Fernel Fran-
co's images are more gently evocative
memories of indoor life and aspects of
Colombian sociery,

Three stacks of rotting newspapers
gn_-g-u-gl_ the viewer at the entrance to the
show. They were covered with |1|L‘>:ig|..|:is.
and next to them were three acrylic cubes
containing charcoal (the artist’s original

intent was three cubes: one with coal, one

with 1“!\\-’('!’.‘“.‘1.! developer, and one with
powdered fixer.) On a panel in the back
were a series of images with grids of small
intriguing abstract images. This is the work
of Jorge Oriz, from Medellin, a teacher at
the Universi

1d de los Andes in Bogord,

10

o

Bernando Salcedo, "Los Fusilados®

Oreie” cameraless work is concerned with
the photographic process. The stacks of
newspapers have in fact been dipped in
exhausted color developer, bleach and fixer,
to represent the standard photographic
process. (The newspaper dunking was done
personally by Ortiz, with his bare hands
while in Houston!) The cube of coal is a
symbol of the layering of time itself; a
photograph is the human cl|ni\'.1|tl1l ofa
mark in time, though a pathetically more
ephemeral one. The soaked newspapers
were in constant flux as the chemicals crys-
tallized and browned the paper over time.
Not only was this 2 visual spectacle bur a
rather pungent olfactory one too! The news-
papers, like coal, both made of vegetable

m * kL‘L‘I'I a rl.‘f_'[]l'(l K}Flil'l'll.' Rnd arc l'!'i'l!h

subject to inexorable change. The grid-like
photographs on the back panel were subtle

Miguel Angel Rojas, “Cupido Equivocade,” 1989

abstracts created purely through the effects

of developer on outdated photographic
paper. The intent of the work is for it to
change as ir ages. Certain areas of these
pieces remain undeveloped, others devel-
oped, but never fixed, never static.

Three large-scale prints with partially
exposed and partially developed images
welcome us to Miguel Angel Rojas” work,
Like Ortfz, Rojas is intere

ed in the effects

of time on incomplete photographic
processes. Rojas, however, combines an
extensive background in drawing and col-
laging with phnmgr;lph}' and film.
Thematically, this work is about eroti-
cism and religion. The three large-scale
pieces include erotic statues, Christian
icons, and Chibcha ﬁi_"urc!;_ This work was
profoundly Colombian in radition and yet
distinctly contemporary. A strict Jesuit up-
bringing and a taste for voyeurism arc
strong elements in Rojas’ work. A casc in
point is a row of grainy images of two men
in a movie theater, one sl;lll.ding and one
d towards the back of the theater. The

photos were shot surrepritiously (some-

rimes the shutter’s noise was hidden under
the puise of a cough) in the Teatro Faenza,
a well known gay movie thearer in Bog

The images are framed by unequal black
borders, evoking a feeling of a poor quality
projection. The mood is pervasively sordid;
the images gradually become smaller and
smaller, unail barely perceptible, when i is
revealed that the two men are engaged in a
sexual act. Another series of images include
keyhole phorographs of male subjects on a
black strip of paper and pasted on large
pieces of crumpled paper. Again here, the
mood is sordidly sexual, The viewer must
strain to see the lictle images. The crum-
pled sheets of silvery textured paper be-
come the projection screen and the small
images become the movie, The acr of look-
ing and the art of photography combined
1.§L'L'I.'| mea S"‘.{IJ‘IE act.
Perhaps the
mast humorous exhi-
bition in this show is
the work of Juan
Camilo Uribe. Hun-
dreds of strings with
little souvenir slide
\'llt'“'{'l.‘; arc Sllﬁl‘L'l'lli—
ed from the ceiling
above. A large photo-
graph of the city of
Medellin hangs on

one wall. The ridge
of mountains sur-
rounding the city
contains hundreds of
lietle faces of Christ,
looking down in pro-
ashion. On

tective
the other wall is an-
other framed and
backlit photograph
of Christ: this one

is winking at you

ar regular intervals.
Looking through the
lictle slide viewers are

amongst others: a
picture of Christ
holding an announce-
ment to Uribe's
show, viewers look-
ing through slide
viewers at a different
show, the artist’s head on a plate on a table
with a balloon reading “art, you silly girls."
a picture of the artist’s face surrounded by
heads of Christs, and an assortment of oth-
er hilarious images. Through ].1I.I!_:|'||:1.“r at
the notion of ;

ous or high art, Uribe
not only makes fun of the notion of “high

religion,” but makes fun of the audience
as well.

Moving past Uribe, it's perhaps un-
fortunate to be brought down in such a
shocking manner as with the images of
Becky Meyer, The effect of seeing these
victims of violence in full color i

ment is in itself a relicf to look at, but not
necessarily convincing, Meyer writes thar
she wants to “present the reality of death in
Colombia” through the effects of the drug
trade, and to remove the *negative stereo-
types” of “less |1m|-:'ssiml.|!" disseminators
of information whose only aim is personal
financial gain. The poor image of Colom-
bia internationally is unfortunare and is at-

tributable to a great extent o sensationalist

, but of course the

elements in the pres

facts of violent ¢ n Colombia

e un-

deniable; not just woday, but in the not
too-distant past with L-pi.-.mlu:. like the
“Violencia” of the late 19505, In view of

this notarious fact, the value of seeing these

images is probably (l||{'\lic\ll.ll!]:‘. The revul

sion of these images seems 1o fulill few

purposes: the negative international public
perception of Colombia will not be
changed but reinforced by these images
and can create nothing but morbid curiosi-
ty. The effect of this work, though perhaps
well intentioned, is o leave the viewer
totally cold and in a hurry 1o move on.

By contrast, the black-and-whire
images of Fernel Franco had a soothing

effect. Two scries of imag shown:
“Interiors” and “Prostitutes.” One billiard

hall interior had particular appeal: through

o5 WCTE

six old window panes are several old men
in suits and hats playing billiards on tables
with green-tinted cloth. There is a feeling
of timelessness, of a ritual that has gone on
for years, But Franco's more interesting,
images are his carlier “Prostiture” series.
These images revealed an insight into a
world rarely seen. One image was of a
young girl, barely twelve years old, lying on
a bed. Her face was a contradictory look of
innocence and knowledge, Other images of
fat mestizo prostitutes in their underwear
had charming empathy. The sticky squalid
surroundings tended 1o create more affiniry
for the subjects than aversion. The subjects
embaodied an iconic femininity that is un-
expected in this context. Some of these im-
ages were solarized and tinted, adding a
feeling of antiguity. Others were printed

in multiple strips and mirrored frames; this
technigque was perhaps of more question-
able value and created an unnecessary pop
art feeling that seemed inappropriate, par
ticularly in light of the subteties of the
subject matter.

Bernardo Salcedo’s photo sculprures
were a mixed success, The artist appropri-
ates old photographs and adds clements o
them to throw on a new context, In the
case of Los Fusilaslos (The Execured), where
Salcedo has placed empry bullet shells over
the faces of a large group photograph, the
message Is a clear subversion of the bureau
i, 1978
(The Obsterricians) is a more humorous

cratic establishment. Lo O

poke at the medical establishment, where
Salcedo has pasted lightbulbs over the
faces of a group of lab-coated physicians.
Another photograph has an old ice bag
pasted on the face of a man in a suit, prob-

ably a compress for an imaginary bruise.

Somchow this work gave a fecling that
there was more potential 1o these ideas
than expressed with these picces,

rhit
iew of work rarely

“Colombia—On the Edge™ brou

fnrw:anl l.'llL'I'It illll.i a

seen this side of the world. Though recent
photography in Colombia has definitely
been influenced by work of Doug and
Mike Starn and other conter

]'U'l-lf.\'
American artists, certain Colombian artists

are forging their own vision, and in doing

s, are turning the heads of a visually over-

indulged audience his country, and be-

coming in their turn influences on us.

Hans Staartjes is a Houston freelance pho-
tographer and writer of Dutch nationality.
He grew up in Colombia and is currently the
chair of programming at the Houston Center
for Photography.
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Photographs
Of the Day Before

The Urban l-.:ml:u,:lp:;: .'J\.fEL'lllll[hl and

Uruguay, featuring fuan Travnik,

Oscar Pintor, Edwardo Gil, Mario
Marotta, mu."fmm /Iug.a'f Urrizola, was

exhibited at the Geerge R. Brown Conven-

tion Center in Houston d

g FataFest
92 andd was curated by FotoFest,

Diana Mines

FowoFest "92 |l|-npn\u| a g:|u|1.1| interpreta-

tion of today’s photography in Latin Amer-
ica. Be it totally or partially correct, it was
the first serious attemprt to analyze whar is
being produced in our countries.
.-\unl:fln;r_ to that interpretation, the
photographers in the countries facing Rio
de la Plata—Argentina and Uruguay—are
foc using their attention on the oppressive
solitude of the urban environments. With
the varicty of styles thar characterize cach

individual. our photographers are acting

like witnesses, or perhaps sur

ors, of

some terrible catastrophe that killed most

af ||II.' Ifll\-ll"ll..ll'll\- |JI.I|. |l.'|‘| ||IL' sCCnery imn

tact—the photographers of the Day After.

At most, a few men who q-u,:iprd dearh
wander around withour direction, home
less, |s>\'c'||'“. hi\lnl’_\lr\n.

T'his tendency to the melancholic,

critical, or even trs

- view of society can
be rraced back 1o the VEry |.1('1_'.i|||:il'|:,' of our
music and our literarure. Withourt a doubr,
this attitude toward life among our people
and our artists was consolidared by the
mi|i|.1|'y dictatorships thar both countries
suffer ed almaost xi:'||1||¢:i||t:|un.|;\' from the
mid-70s to mid-80s. The particular brutal-
ity of the repression had traumatic effects,
both for Argentina—in spite of its authori-
tarian tradition—and for Uruguay—con-
rarily, a country with a strong democraric
wradition. The 1L'L'“l'|:_“\ that rose dmil];z that
period were rebelliousness, fear, and impo-
tence, bur there was also a sense of loss
Our countries threw themselves into the
hands of multinational capitalists and thar
action was followed by the destruction of
our traditional architecture and many
forms of |'m§‘rl:|.|t communication. [Jhnlug-
raphy played an important role in raising
political awareness and in restoring the
links with the real world. So much so that
many people who had worked in other ar-
cas, ook up the camera o \|'N:;lk in the
visual language, a more appropriate one

to elude censorship.
I'he case of /
."33

Juan Angel Urruzola [
: ; W
1

{one of the |_'||||||||'=_;-
raphers featured in
The Urban Land-

scape at ForoFest) is

in part representi-
I:i\l.' .4Iui in |>;u| &li|'
ferent from this
situation, Urruzola
was 20 years old ar
the time of the mili
tary coup in Uruguay,
and was arrested for
his political actvity.
A few months later,

he was set free bu

told to leave the
country. As many
thousands of Uru-
guayans did, he
waited twelve years
before he could re-
turn, During that
ume, he lived in
Paris, where he stud
ied art pllnlﬁl\l:_l.lpll:\-‘.
He showed his work
both in Mexico and

Colombia, and

worked as a photog-
rapher for Latin

American filmmak-
ers living in Europe.

In 1985, once
the new democratic
OVETMMENT Was in-
stalled, he visited
Buenos Aires and came 1o Montevideo,
Uruguay, where he stayed a few hours. In
his brother's company, he walked the near-
|'. CIMpry strects of the st while l\lk-lll:_'.
photographs. He printed them in Paris and
brought them for an exhibition in Monte-
video one year later. He returned to Uru-
guay in 1987 and has lived here since,
although he travels to Paris regularly 1w
visit his daughter.

In Montevideo, he has worked as a
graphic designer and an advertising E1|h|-
rographer, He took part in several group
exhibits, where he showed the Cibachrome
prints that he had done in Pans.

I 1990, a |.ugr exhibition was put to-
gether by the City Council of Montevideo
that celebrated the anniversary of photog-
raphy in Uruguay. It was called "150 Years
Later.” There, Urruzola showed photographs

Juan Angel Urruzola, “Granja Pepita”™ series, 1990

HOUSTON CENTER FOR PHOTOGRAPHY

L|

=
S
=
=
=
=

R 11| Lt

Juan Angel Urruzola, "Granja Pepita”™ series, 1990

that were part of a series called “Granja
Pepita,” which he completed and exhibited
one year later ar the Gallery of the Alianza

Culrural Uruguay—USA. That series was a

maovirn

g homage ro a beautiful old mansion
buile at the turn of the century for the
Mendizabals—a traditional Montevidean
family. The building would soon be torn
down to make room for . . . a shopping
center. Most of the p|1n|n!;r_1p]1~. in the
series were taken from a lower angle and
show large shadow areas, giving them the
mood of Eugene Atget’s photographs of
the Parisian parks.

During his exhibition ar the Gallary
USA,
Urruzola showed a video that he made on

of the Alianza Culwural Uruguay

the same subject. There again, the camera

was P!;'I\'.Ct! af a IHU-' |(‘VL‘I .ll'll! [r.l\'t‘ll'li con-

tinuously around the old house, whose

walls had been lite

||_|. devoured by wild
vegetation. The tender, detailed representa
tion of Granja Pepita resembled a farewell
tour. At some moments, it looked as
though the camera would enter the tall
rooms still inhabited, but ir preferred o
stay ourdoors, unable, as it were, to scare
away death.

_||I.II'I .r\l'lt;r! Urruzola's |!|'|0!|:|:‘.;|.|Ph-.
‘ll”lll (I':h' Over ||IL' qlL'E.rll'i .:I’ lE"{' il,“c‘ .Ilt'l{'lv
rather stick to what is still up but seon
to be gone: the photographs of the Day
Before.

Diana Mines is a photography critic for
BRECHA, an independent weekly in Montey-
ideo, Uruguay; a teacher at the Catholic Uni-
versity of Uruguay; and a curator. Mines
was curator of 150 Years Later.” This was
the first time in Uruguay that a photogra-
phy eritic was asked to put a photography
exhibit together, according to Mines.

Juan Angel Urruzola, “Granja Pepita” series, 1950




Letters of Hope

Because of ber interest in British photogra-
phy. Polaroid Collection Curator Linda
Bevedict-fones was asked ro veview “Inside
Out: Black British Photographers,” featur-
ing Rotimi Fani-Kayode, Clanderte
Helmes, David A. J’.’wife:}r. and fu_grin"
Pallard, shown at the George R. Brown
Convention Center in Honston duving
FaroFest "92. She suggested presenting a
dialogue with San Francisco photegrapher
Chris Jolmson to reflect more acenrately a
malticultural Novth American response

to the exhibition. Their correspondence,
robrich _,ﬁ)ﬂamn rovas toriiten .Eu_',l"'r)n' the
dramatic events occurved in Los Angeles.
—The editors

Linda Benedict-Jones and
Chris Johnson

Dear Chris,

I'm sitting ax a gate of Houston Hobby
Alrport waiting for the |3|:1m- 10 CArry me
hlllt]". .‘;l[]({' we llll.ll' il,l.'-f \l:ll[{'{i our t1i\'
cussion abour the photographs from the
“Inside Our: Black British Photographers’
exhibition, 1 thought I'd continue it in a
letter—rthe fast -(Ii.‘-ﬂp])l,':“it]!_"_ form of com-
munication.

1 thoughr the show was really quire
rich in its offerings. Two of the photogra-
phers—Ingrid Pollard and David A. Bai-
ley—were familiar to me from their work
reproduced in the book Briersh Photogra-
I.r.-ul':_r_' Toward a Bigger Picture [see her review
in SPOT, Spring 1992].

Pollard's work had the same resonance
for me that 1 felt when 1 first saw it It was
gratifying, of course, to see the whole series
of Pastoral fweerfudes. The prints are beauti-
ful with their rich hand-colored 1ones, but
their primary strength is thar they engage
me. | have asked mysell many times what
15 50 c_nnl]n'uir]!’, about this work. The an-
swer, | fear, is simple: we don't see images
of black people in lush countryside set
tings. We may or may not, depending on
where we live, see black people in the
L'nlmlr_\.'-.in.ll', but part of the force in her
work is that she is offering fmages of this,

I find them startling, and it rartles me that
I am startled! Pollard seems aware, of
course, of the effect her images will have
and the rexe that she uses o accompany
these pictures furthers this notion of dis-
placement: “. . . it's as if the black experi
ence is only lived within an urban
environment . ., . A visit to the country-

\E\lr is .i|\.'.':i_\.'\. ACCK |Ir1|!:i|li(1l by a |.L'L'|in|:_ of

unease, dread . . .7 Or again, “. . . searching
for sea-shells, waves lap my Wellington
boots, carrying lost souls of brothers and
sisters released over the ship side. .. ."

| suspect, as does Derek Bishron, the
editor of TEN 8 magazine who helped
organize this show, that elements in this

SCTICS W i“ I]L' |III'I Ihlif]!:_ -J-l'lL'Tl' I5 2 new

voice at work here, Pollard has succincily
captured the notion of ambivalence, some-
times bordering on alienation—shared by
a growing population of people of color in
the United F\":nt_'_dnm—.'-.l'c a s the often-
times heady and impenetrable world of
English heritage and rraditiens. Her single
images may become icons for this expres-
sion, and [ would not be surprised to see

SOIMC tl'. [ll('ll'l :IEIPL'JI' li;!:!ir'l .'ll1l! AL m

the yet-to-be-written histories of photo-
graphy.

Incidentally, did you know that Ten 8
is the British expression for 8x10 Many
Americans miss that reference, 1 think.
Bishton did an admirable job of helping
to pull this show together. His ambitious
magazine will, 1 believe, be getting wider
and wider lr,'cugni[inn in the States within
the near future.

In the show, David A. Bailey had one
Lirl_{c SCTiCs nr-im:ign;r. about his native Bar-

I.I\Ill.ll'\. I‘\'Ililh ] ll'll]"\' ;I{II[]ifk‘d. Asa I'l(]J'[lI-

12

Claudette Holmes, Carol {original in color)

erner, | must confess o frequent dreams
of guidrn sand and translucent warm
waters (especially in February!), bur his
pictures remind us that these Canbbean
climes are not only for \l]ll-.‘\(‘l‘l’iilli_" SNOW-
birds., Real Ikwph' live there; [, 1:-1' COUNsE,
know thar, The travel pictures thar saturare
The Bostan Clobe, however, would have us
forger. His pictures are a gentle reminder,
not angry, yet determined. 1 felt that 1o be
the case with most of his work, in fact.

As well as being an articulare spokes-
person for the group of photographers in
the show, ]S.liic'}' 15 smart. In his lecture, he
demonstrated his knowledge of the current
rhetoric surrounding image-making in the
|

for lectures. His pictures are not so stecped

: twenticth century. Wisely he saves this

in the rhetoric, to their advantage, and
ours, | believe. Do you recall his piece Ab-
sencel Presensce—where the profile of a black
man moves gradually our of focus through
a series of four pictures? In reverse order,
gradually coming into focus, is a headline

in one of the London papers, e Sum,

boldly stating “Fury Over Lazy Blacks.
I think Bailey has effectively used this se-
quence of images, including the newspaper,
this channel of human communication, to

offer evidence of racist notions in the press
The opposition of person and headline is a
good one. Headlines we all expenience dai-
ly; our various interpretations of them are

u\u.l”.\' kupl 1o ourselves.

Claudette Holmes' work was the
nicest discovery for me in this show. [ was
l'spu'i.l”y drawn to the PI.'I'\IBI'I.I’ and inti-
mate nature of her work—with the hand
applied colors and the hand-written
messages. | hese pictures felt .\[r:mg_‘-h.- fa-
miliar, though I've never seen them before.
They suggested memories to me; they of:
fered glimpses into my dreams and differ-
ent states of mind. Below one image she
noted, “1 can be quite pm:‘[ir:l] and realistic
"and

lll:ﬂ was Ilik(.' 4 gL'!'ItlL' SO0, J |ikL‘ 1|'lL' care-

but my thoughts let me down . .

ful, yet free, spirit in her work.

While | appreciated the work of both
Pallard and Hemes, | had wo sy it was for
dissimilar reasons, even though they both
use hand-applied techniques and they both
employ the use of words in concert with
the pictures fior L':.l;]hliahing 4 Contex,
They are both black women, but I think it
was the "blackness” of Pollard thar reached

out for my attention, and the “womanness”

of Holmes that did. In other words, 1 ap-
preciated Pollard and identified wi
Holmes. Is Holmes” reach only effective for

women? ['m eager to know your thoughts.
One thing thar these three photogra-
E'|Ill.'r.\- h-l\'l' i" commaon \n\'i[h ﬂ'ull'h I,]iTl'f .'||lt|

with contemporary British wrends is their

artraction ro the combination of pictures

and words, W

ve seen a lot of compelling
work of this nature in the Staves in the last
decade, too, of course. | remember, l|1m|y_|1,
that people like Vicror Burgin, Jo Spence,
and others were challenging us with im-
ageftext combinations in Great Britain
already by the mid-1970s.

By far the most challenging—and per-
haps approachable—pictures for me in the
show were those by Rotimi Fani-Kayode.

I understand that some of his work was
created with Alex Hirst, a white artist with

whom he lived for several years before

Rotimi Fani-Kayode, “Abiku® series, 1988

Fani-Kayode's recent death.

There are a couple of things I'll men-
tien that seem quire obvious. First, when-
ever | hear that a young person has died
of AIDS, 1 die a little, too. Learning this
about him undeniably made me feel more

receptive to his message, more u."|||'mt_-_ [T)

hear his cry.
Secondly, the pictures on display were
technically and ﬁ\rm:l”y u,-x:.]uiaiu_-, They

reminded me of the virtuosity of Robert
Mapplethorpe, complete with the best of
l}|-|11.|."|.‘|i13l1.li \.[U.liil" |igr1li[|l_'\ "|I|{! |IIL' ||i:_:||L'\I
standard of printing.
native of Migeria, he grew up in the United

il ||m||'_h }\L.1_\'t|:lu is a

Kingdom, but then studied in the United

States at P'rare before evenmally returning
P

1o the United Kingdom. Perhaps he even
studied with Mapplethorpe? Surely he was
influenced by him.) From a formal point
of view, his pictures were a feast for the
eyes. However, in spite of my desire 1o lis-
ten to these images, I'm afraid that the for
ality of them hindered that very process.

I fele distanced, unable w appreciate them
except at that superficial level of technical
expertise. Most of the message, I'm afraid,

was IU.\[ on me, [hilll!:i'l III'H not sure at .I”

that this would be the response from a gen-

eral audience. Perhaps it was unfortunate

that [ learned that F Kayode died and

that he died of AIDS—before seeing the
work. (:|:—.u13' that served as extra *bag-
gage” in my .1p|»n1'i.l:i.u||. of his work.

There was one image | found to be

licllllillL'l}' arrest in!_'._ on |3[]r|1 a t'l]lll'!'l"ll].ll
and a formal level, though. Escape from the
Amniotic Sae, made in 1988, showed a
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man enveloped in plastic, trying 1o break
through, and issuing a silent, painful cry

in the process. Symbolically 1 trusted this
picture; the yearning it expressed was force-
fully conveyed and it had the power ro com-
municate a range of possibilities. These
possibilities felt within the reach of us all,
black or white, man or woman.

In closing, I'll just mention that by
and |.u§_:u I feli this exhibition npl'm'd an
im!'n:i’l’;ﬂ![ door bath for the viewers and
for the photographers themselves. Many

of the old, negativ rpes were not
perpetuated here, and that has got o be 1o
everyone's advantage. Looking forward o
YOUT FESPONSE.

— Linda

Dear Linda,
Thank you for your letter, and for taking
the time to respond to the show in such

derail. It Bives me an opportur o air

SOITIE -:il“l'lt‘tnl'llpit‘:i. mixed feelings
have, not just about the work in this show,
but also about being a black artist in this
remarkable phasc of our cultural history.
This is such a charged time, when all
assumptions are subject to critique

to whart had

of our

and must be seen in relaio

emerged as fascinating questions: What

roles do we play in the over-arching prob-
# Whar is a

civil society, and how can it best sustain

lem of creating a civil socie

and nurture human poren 1? Berween the

positive developments in South Africa and
the disturbing events here and in Europe,

WE SCC [ﬂ'ﬂdk "“'Vi”}" }"]'\‘-'L'Tl-llill\' ].ll |I[|J‘[J—
site directions, leaving the rest of us in a

d)'n.imiu void with few models ro guide us.
Here's a g‘und example: I casually used the
expression “black artist” just now, well

aware that even those seemingly obvious

“’GFrl.i'w arc i I‘L“.[ Iil.lllt.'d Wlﬂl'l L'[](.lL'I.I

1ean-

ings that could inflame painful debare,
Am [ in fact a “black”

course, but just as definitely, no I'm not.

tist? Yes, of

And it isn't just the question of appropriate

labels. 1 respect the concerns of those who
petition to be called “African Americans”
but I frankly don't consider myself to be

African in any significant way. For me

il

al

term “black” suill carries the pn|i|'

ht of the 60s when being “black”

meant embracing a healthier social
identiry.

So, ironically, | find myself much
more comforiable with hq-in‘u_ “hlack™ than
I am with being defined as a "black arist,”
especially when the term suggests that my
ethnicity necessanily shapes the core of my
creative practice. In simplistically obvious
ways it does of course, bur 1t doesn't mean
much to claim thar my life and work are
informed by my background. With thar
said, yOu very 1|||'Lr.'k|3.' have to ask, “What
else do you have to say about the content
and meaning of your work?” This explains
why some of us tend to avoid being curar-
ed into “black” shows in “black”™ venues.
Doing so risks reinforcing the audience’s
preconceptions of what “black an”™ should
say and mean. In general, 1 find it much
more important, both personally and pro-
fessionally, to upset those assumptions by
demonstrating the universal nawre of the
human condition. More on this later.

As you can see, | bring a heavy load
to the act of uL'r,'ing a show like this one.
With this in mind, you won't be surprised
if what follows is full of conflicting apin-

ions and artitudes. It's fair 1o say thar, ar

times like these, I'm much more likely o
trust an hﬂ”‘.’.\-ll!’ L'Uni-l].\d.'li pt.'r!;[]ll 0 some-
one who projects confident, well-resolved

positions. In general, I mistrust ideology in
favor of the blur of undifferentiated human

nature. Someone said, “I know I'm hearing

the truth when what's said contains its ap-
posite.” That's how [ feel.

I find it impossible to look ar work

HOUSTON CENTER FOR PHOTOGRAPHY

like this without considering the question
“". \'\-'I'lll l]1L' “"l’rk i]llL'"tI.\ (L8] 3}‘L'-ik Lo, -Ib(]lll

what, and why.

Clearly didactic arowork intends both
1o “speak from” and “speak for.” By this |
mean that it represents both an immediare-

Iy felt pur.\nn.tl, emotional, social, |us|i[iq:;||,

O, Ellll It ill.\‘? in some

or spiritual posi
represents the position of commired

artists of color 10 the mainstream audience.

ons: Are

.l-lli‘- mi!n.'.\ lliht'l' ].I'n(.'rt."\iiﬂb: q'llL'. 1
there codes thar indicate whether or no
the work is direcred inward, back ro the
home community, or outward to the “oth-

er”? IF the direction is outward, then whar
d'.F ll“:f*L' ‘.'Mi‘:.‘o ﬁll}'&."l.'.\l ;ll]‘}lli "\'I'l-ll ||'|1.' |IT[i.\'[
assumes the intended audience is to know
or feel? Are you as the reader of the work
L'[ll'[ﬂ":lrl:lh'l.‘ \\'ilh hﬂ\'i"g l]]l].‘l‘.‘ ;l.‘i.‘ill"'ll}til!]"\'

David A. Bailey

projected onto you? For example, much di-
dactic work assumes bias and insensitivity;
or conversely, that all like-skinned people
have the same experience. Also, does the
work try to celebrate or lwlsu:ldr? Here's
where it becomes problematic for me.
Celebrations that “speak from” are unchal-
]cngmhlu. It’s the artist’s inherent right.
We as the audience gain insight and are
close to seeing into and sharing another’s
soul. If the work seems both intended for
the “other” and is didactic, then assump-
tions and messages must be critiqued.

My :'lP;L-ll 1‘:-'“.“"‘".\ run \l’"'ll.'\'f'hﬂl
like this: “What are you trying to say and
why?”

I

Fll'llllll, \V[]I'[l'lll', E'Illl]'.'lﬂ(‘ﬂ.l, Q‘I'!'IPI.'H\'L']'!.‘(I, CIC.,

Are you trying to say, “I'm beaunf

erc.?

To my ear, this harkens back to the

it loud—I'm black and I'm proud”
days of twenty years ago. It's a message |
Iry o Ei\'c 1o and get from children; but
atherwise, I'm sympathetic but frankly,
I'm also somewhat bored and tired of this.

“Blackness” and “worthiness” are as-
sumed, now tell me whart you have learned
;ilﬂiu[ ;l]'ld can J(ld (L8] l]'lL‘ gll.'ﬂ[ (Illt"“in'nﬁ
that confront all of us.

Another way of putting it would be:
“OK, I hear you, and I accept you. Now
|:11'|p me to kuew yoir. 1 can only know you
o the extent thar what you say reflects

lhing.\ I've t'xpuricnccd." I'his brin‘u,s us
back to the desire ro hear broader, more
universal human expressions. Speak “for”
yourself. Speak “from™ your heart. I have a
heart too, and 1 want to beteer understand
us both.

I may finally be ready 10 comment
abourt the work in the show itself.

Ingrid Pollard clearly anticipates whar

you describe as the dissonance of “black
My

&y

people in lush countryside sertings.
reaction o her work is similar o y

'.I|Ihl)llg|1 ] h“d II“.' i"l;li."L'.\ l]'lL'l'll\‘:l'h":\
bit redundant and simplistic. She is clearly
expressing deeply felt sentiments, and I'm

looking forward to sceing more of what she
lm.\ o uﬂ‘;'r,
This is an aside but I was v Ty moved

by the fact that you were disturbed by your
own response to her work: the slight guile
of lJciug “startled.”

You may know that there are those
who argue against the concepr of “race” as
a valid way of de Hnin[g‘ human differences;
the idea being thar two Asians (one tall and
rent

one short) can be genetically more d
from cach other than two people of differ-
ally truc

ent “races.” This may be biolog
but I'm sure that we will continue w per-

ceipe racial and cultural differences (among

others) as being significant; and these
always with a twinge of guilt. My view is
that what's important is how we respond
to these differences that we will continue
to perceive, It's a marter of developing
tolerances to “otherness” whenever we
perceive it, internally when we encounter
things about ourselves we don’t understand
ar accepr, or externally in social situations.
I love your reaction to David A. Bai-
ley's Barbados pictures. It reminds me thar
another British artist, Roshini Kempadoo,
has also done important work based on her
expenences gmwing up in the Caribbean.

(She’s a wonderful person. Did you meet
her in Houston?) [ also agree thar David
balances refined il'!l:ti_"r—ll'l'ﬂl\'.lﬂl_'. and F\nliﬁ-
cal bite very well. 1 do remember ©
Absence/Presence.” It's a grear piece.

I'm going to skip your comments
about Claudette Holmes for a moment and
address the work of Rotimi Fani-Kayode/
Alex Hirst.

You
ity of the work, together with mixed feel-

r appreciation for the formal qual-

ings about its content, is a perfect example
of whart | was rying to say about the trou-
bling aspects of “black art.” If you ask
yoursell who is the intended audience for
those images, and what do they intend 1o
convey, you :|ui¢'k|:|.' CNCOUNIer c.|1'a:u|'|ui||g
issues. | was frankly upset at how those
photographs overtly elaborated stereotypes
of black male exotic/sexual alienation.
Compared to the work of Lyle Ashton
Harris, or the film work of Marlon Riggs,

these pictures seem forced and a bie

Sper-
ate for effect. | think we can sense the dif-
ference between genuine expressions of
outrage at the alienating effects of homo
phobia and the internal identity disputes
that result, and work that is more or less

"|np|}' a (Ii.'.p].l_\' of mannered ﬂ.lltﬂm.\':nn;:-_
This may explain the distancing you felt
despite the emotional appeal of his death.
ot .F:'i.-'..rp.-'f}'-mn the
ties Felt

Your comments

Amniotic Sacevoking “possibili
within the reach of all of us, black or

white, man or woman” are a perfect pre-

-'l"'lhl‘: 1o ir |-(.'{'|i|'|L“,\ ;ll““][ i:IJlldC[[‘L'
Holmes” work.

]I” [1.'“ }'I.]ll arrue .‘|ll.1r:p'.

After listening to David A. Bailey's
lecture, | went over 1o see the show. |
qlli\klf\' I"L"\-'i‘L-\\".'{l mosi UI-1]'|L' \'I'l!rl'i -lnli
s beauriful,
small, densely-worked pieces. The collage

then was struck by Clauden

work was so spirited and precise thar [ im-
mediarely thought of Max Ernst, burt then
I began reading the texe. . . .

I've paused here because [ couldn't
find appropriate words to describe my

reactions . . . until | glanced down ar your

leteer. . . “strangely familiar” . . . “suggested
memories” . . . “offered glimpses.” Acwally,

your words speak directly to whart 1 fele. |
have a good friend, an East Texas photog-
rapher who [ wanted to see this work im-
mediately. I went to get him, and he felt
just the way I did: that Claudette’s work
speaks in a delicate bur penetrating univer-
sal voice,

Just then, David A. “:iih':\.’ came in

with some friends and 1 introduced myself

as the person who had co-curated his work

into a rraveling show last year. When |

asked who is this person Claudette

]']I]l[l'IL'.H. |It.' san

, “Claudette? She's right
Over 1J1|.-rc.“ Nrﬂncm o say, | Wwas dd 'Lt_(h[
ed o meet her. We spent many hours talk-
ing and looking at work wogether.

The distinction you make between
Pollard's *

“wor

kness” and Clauderte’s

ness,” 15 almost |_3;-|'ﬂ;q;(, | would
only change that word to “humanness”

1o include ar least me, a black kid from
Brooklyn, and Robert “ast Texan.
That's a very long reach. Her work

whirte

couldn’t be a better example of what 1 was
rying 1o s
universal human expressio

¥ L'L.Ifl-“.'l ililﬂlll "bﬂ!'ldL‘l, maore

This has turned into a much longer
letter than [ thought, but as you can see,
I have strong feelings about these issues.
This is such a remarkable time. Actually,
I'm very optimistic. We stll ha

¢ s0 much

to learn abour “humanity,” abour the na-

wire of our bodies and souls. As long as
;"’li&l.\ ]ikl.' 1]1".\ L'{BI]Ii]ILIE o ‘.'xl'.l[:lm |ht'.w
questions, interactively and with social
content, there's every reason 1o hope.
Thanks again for your letter. I'm looking
forward o hearing from you again soon.

— i



A Glimpse into the Past

The War of the 'I'fipln: Alliance,
1865-1870: Estaban Garcia, from the
collections at the National Library of
U'J-'M_g'rm_r in Montevideo; l‘hntogmphy at
the Bauhaus: The Formation of a Modern
Acsthetic, 1919-1933, curated by fean-
nine Fiedler, from the collection at the
Balans Archiv in Berling The llegal
Camera: The Netherlands, 1940-1945,
curated by Flip Bool and Veronica
Heldking; Art, Industry, and the Stare:
USSR in Construction, 1930-1936, cn-
rated frp' Rune Hassmwer, Hasselblad Center,
Gothenbuirg, Sweden. All these were exhib-
sted at the George R. Brown Convention
Center, Houston, n‘uriu_g ForoFea 92,

Maggie Olvey

For the first time in its six-year history,
FotaFest arranged to have a number of
historic exhibitions hung in its George R.
Brown Convention Center galleries. In it-
self, this is remarkable because it reveals a
commitment to the roots of much of
today's most innovative work and a com-
|'|'|i[n'lt'“[ mw $PL']1[“"E [il'l'l‘: "ll'lli U'l(!]'lL'}' 1w
properly take care of ephemeral photo-
graphic archives lent to FotoFest. Two
of these exhibitions, those highlighting
(:I];ll]‘.".\ ,\":In'i]lt“h 'ﬂnd Il’l'll] -]-]“3"15{]]1‘.\
photographs, are reviewed elsewhere in
this issue; four others—three European
||]1d one l;lllgllﬂ}'ﬂrh \\'ill'l a di.\lil“.':l}' l:ll-
ropean look to it—are addressed here.
The first is an installation thar traveled
extensively throughout Europe before com-
ing to Houston for its only American stop:
“Phutngruph}' at the Bauhaus, The Forma-
tion of a Modern Aesthetic, 19191933,
Accompanied by a significant and gener-
ously illustrated c:nabg. the show was
ion of the Bauhaus
Archiv in Berlin (the repository for much

E.lll]t."d Elruln [llt.' L‘U"l.

= T = o

From "The War of the Triple Alliance, 1865-1870: Estaban Garcia™

of the oniginal arework created by the stu-
R{l!rll!i Lln{{ masicrs (!rll'll.' Billlhﬂlls 5[_']1{!(]']-
but represents only a portion of thar collec-
tion—and only a fraction of the original
travel g exhibition. In sp'm_' of this smaller

scope, the viewer cannot escape the sense
of joie de vivre that emanates from these
images. As editor Jeannine Fiedler apidly
states in her introduction, “To observe the

Bauhiuslers in the group portraits rev
the collective spirit that n,-ign::‘{ at the
school.” From rooftop parties complete
with Oscar Schlemmer costumes o adver-
tising material, nothing was too plebeian,
too ordinary, to place before the camera
lens of the Bauhaus photographer. Light
bulbs, friends, theatrical productions, and
Bauhaus I‘ruihlingﬁ were among the myriad

subjects for both masters, such as Mahaly-

Nagy, and their students.
It has been often stated thar there is
The indepen-

no Bauhaus “seyle” per

dence of artistic pursuit fostered by the

teaching atmosphere precluded such an
academic outcome, Students were encour-
aged o experiment quite literally with
every available medium—from photogra-

5. NI’.'\'-
ertheless, the spirit that pervades these

I'!I'I_'\' (4] II'Iq,‘ IlL'Wl:p'—.lI'I[([]dIJCt‘d P].'IJ\

d

images provides us with a singularly 1
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From "Art, Industry, and the State: USSR in Construction, 1930-1936"

aspect of school life ar the Bauhaus. The
exhibition reveals, with great pr_'r.\picui[:,',
the artistic experimentation, the cama-
raderie between the Bauhiiuslers, and the
quotidian accoutrements of life in avant-
garde Germany of the 20s and carly 30s,
Installed next to the Bauhaus show,
“The Mlegal Camera: The Netherlands,
1940-45" exhibition wrenches you away
from the high-minded ideals of Bauhaus
philosophy into the harsh realities of MNa
occupied territories during World War 11
The hand-held camera—introduced into
use (]l'll}" jll.‘i( OVET O
decade before—he-
comes a formidable
he hands
of amateurs and pro-
fi nals alike as it
peeps around cor-
to hiding

weapon i

'I.{i UL Oneo

the occupied streets,
During this time,
CAIMEras Were an
l.I[l'\‘-'L'IL'I.Fi]'H.‘ .‘iil.’.lll ]I[I‘

stead of the ubigqui-

tous machines every
Bauhiusler held in
his hands for ar least a short time. Pho-

[lii{lilp!].‘-' in 1l'llE!i t.'}tl'lllllilli[:lll- \VI'IL"E]{.'[ .'ﬂii!,.',ﬁ!d

after the fact or taken “live,” have never
been exhibited ourside the Netherlands
before, and, to some, are still too painful
wo view at all fifty years lacer. Absent most
certainly is the Bauhaus jore de pivre.

T'hen there is the mcpi:m {onstruc-
tivist-influenced assemblage of the periodi-
cal USSE in Construction, an illustrared
nmgn'{.inu p:]hlishul from 1930 o 1936

with arristic contributions from noted
artists Nikolai Troshin, El Lissizzky,
Alexandr Rodchenko, and his wife

SSSR na Stroyke, as it
was known in Russian, was an illustrated
magazine of the type popular elsewhere in
|".||m|w durinp, the 20s and 305 and m
ubiquitous by the introduction of Life
m

Vavara Stepanova

ine in 1936 in the Suates, Arberter
f#n;(rirrf.-'-fu'fm.:n_' (ALZ) |m|1|i.~i|u'd in
Germany and Crechoslovakia berween
1924 and 1938, is now one of the mast
well-known of these

. Bur there is a sig-
nificant difference between the Soviet
publication and ALZ where the German
magazine used John Heartfield's pho-
tI"'l'lUl'“ﬂi:f_'s pfi“t‘."l sir.
pointed effect, the idealist and ideologs
messages purveyed by the Sovier publica-

htforwardly to
al

. oy

tion were enhanced by innovative die-cuts
and fold-out pages. And while most page

layours were strikingly similar, content and
intent diverged. USSR in Construction was
an avowed arm of the Soviet propagandist
machine secking to put forward its pro-
gram in order to hr}nlngcni;u- society, bhoth
internally and externally. ALZ was for all
intents and purposes an underground pub-
lication Hingu lar for s CONEMPOraNEous
i."‘".".'tll\"."& ;Ibn.li'l'lfﬂ H'illt.'r'.s [‘.'girl".'-
Inclusion of some of the Heartfield
montages in close proximity o these three
exhibitions might have provided an apt
counterpoint to the uropian ideals of the
Bauhaus and USSR exhibitions and 1o the
harsh realities of occupation imposed by a
foreign power seen in the Netherlands in-
stallation. As tl'lq—' wiere plcsr:ntud. however,

these shows did prm.'idq: a cnm.'incing
glimpse of life and community during
three of the most crucial decades in mod-
ern European history.

On the other side of
the exhibirion hall, across
a rather wide chasm (per-
haps the Atantic?) you
could find the earliest of
sixreen installations of
Latin American photogra-
phy. The War af the
Triple Alliance,
1865-1870, with pho-
tographs by Estaban
Garcia, depicts a Euro-

pean war fought on
Paraguayan terrivory that
nearly obliterated an en-
tire people. Not only was
the fighting Euro-moti-
vated, but the photogra-
phy, learned at the hands
of European masters, has
much the same look as
Marville's strikingly
haunting views of Paris
streets (in Garcia's work
we see similarly composed
unpopulated views of city
SIrects, hll' '[J'lL'!nr are un-
paved) or Thomsen's London streer life
Woodburytypes. (Gareia’s unflinching
views of the

res of war have the same

directness, but are grilticr.ﬂ These are albu-
men photographs, mounted on period
paper surrounds, aged and spotted and
Hawed, victims of the ravages of time and
climate. The condition of the photographs
was redeemed by the fact that here were

Erich Consemuller, from “Photography at the Bauhaus: The
Formation of 8 Modern Aesthetic, 1919-1933*

phovographs taben and printed at the time,

Oicher installations of Latin American his-
worical photographs in FotoFest relied on
modern prints of original negatives and/for
copy prints. While interesting as docu-
ments of their ime and evidence of their
makers |1|'mmp,r:||1|1]¢' |1r¢-dil:'|_'| wns, the
modern prints lacked the aura of the
weathered Paraguayan views and thus
some of their charm and immuli,u;y. After
all, the Garcia images arose from a conflict
that began when the Civil War in the
United States had just ended, and more
parallels and contrasts could be drawn
from thar fact.

In all, these four historically-oriented
installations provided a welcomed insight
al

circumstances of their own times. How

into the lives, communities, and pol

much they helped to convey the general
theme of ForoFest '92- i
between Europe and La

the rels

nship

problematic. While the organizers of the
festival should be congratulated for their
programmatic approach as structure, the

exment oo \'r'hit'l'l II].'l[ r 1w L'd

ESSLEC WilS recc

and/or understood should be assessed prior
to the inception of ForoFest "94,

Maggie QOlvey is co-editor of SPOT.
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From the Streets of Old
Europe
Charles Marville's The Modern City—

Reconstruction of Paris, 1865-80, crrar-
ed by FotoFest and Marie de Thezy, and
Jokne Thomsen's Street Life in London,
187778, on fmurﬁ'ﬂm the Victoria o
Abbere Museum, London, were exhibived ar
the Crearge K. Brown Cenvention Center
in Houston during FotoFest 92,

Linda Benedict-Jones

The nincteenth-century photographs of

Scouish photographer John Thomson and
['mf]‘.llll'l-”] (;h-'lrl\'\ l\[;l"“tl]‘: are I:lnlilh"’ [{v]
all who have studied the history of photog-
raphy. Less familiar, by far, is the opportu-

nity 1o gaze upon origi
two European masrers. Th
ForoFest offered visivors just that oppor-

il prints by these

s year's

nd it was a rare treat.

nity

“The Modern City—The Reconstruc-
tion of Paris, 1865-1880,
original collodion prines by Marville in

pristine condition, though one of them re-
vealed what happens when there is consid-
erable cracking of the collodion emulsion
on the original glass plate. The prings be-
l"“t—'~ to the ]iih|i|:||1i'quu Historique de la
Ville de Paris, which was kind -:nuug,h [0+]
loan them for this occasion,

When the negatives were made, it was
a time of enormous change for Paris, the
largese city in continental Europe. As with
their nci[_-_h'hnrs across the ]'.|1gli:s|l Channel,
industrialization was changing the way
people lived and worked, Napoleon 111,
hoping to be remembered as a modern
ruler, wanted to make Paris the model
of urban existence, with :;mph:t-.ja on the
grand power of the state. With Prefect of
the Seine Baron Haussmann, the archirect
of the vast rebuilding of Paris, he succeed-
ed in [r.ll'.:;Fnrming much of the ].l_rmll of
the city, demolishing existing alleys and
impasses to create wide, new avenues, and
annexing adjacent villages to increase the
size of the city itself. A second aim of this
‘1._"_|_'|I|IiFiq,'l.l.I(IH wWas 1o di:up].n e the poorer

quarters, often the centers of popular

"Ull. l'(‘r ll“’ﬁk' lll'ﬂl ren 1i|1L‘d- Ihf I.'_'J;'“d
boulevards offered an casy means of access
and control o Parisian police forces.

One of the unsertling realizations in

viewing this exhibition, as noted by curator

Marie de Thezy in he llery tour, is tha

much of whart is represented in these pho-
l‘)u[:il,!‘\ no ||1'||L'.‘:r q'k.i\[\. E'lfl‘l-‘l”,.l[‘.'ll\'.
about 1865, the municipal government

of the city of Paris commissioned Charles

Marville to photographically decument the
condemned neighborhoods prior o their
being demolished. It is because of this that
a remarkable collection of some 400 pho-
tographs of urban camera documentation
was created. Some prints depict the then
recently completed Boulevard Haussmann,
wide and regal and lined with impressive,
stately buildings. Some preserve the more
humble symbals of the time, such as the
reverbéres or streetlamps, which Marville
|}I|:|[u!_-,r;|phﬂl systemanically.

Marville was not the enly photograph-
er working under commission in the mid-
nineteenth-century. In the 1850s,
Edouard-Denis Baldus documented the
building of the new Louvre and the Aood-
ing of the Rhéne. And in that same decade,
other recognized photographers—such as
Henrt |r.~.\|'L':|_ Gustave LeGray, and
Charles Négre—along with Marville, Phn-
tographed France's mediaeval architecture
at the invitation of the Commission des
Manunsents Historigues. It was a unique ly
active period for photographic documenta-
tion in France in spite of the fact that it
was the mere beginning of the new medi-
um of photography.

The commission alse purchased pho-
tographs in the first decades of the twenti-

HOUSTON CENTER FOR PHOTOGRAPHY

From Charles Marville's “The Modern City—Reconstruction of Paris, 1865-1880"

L'l]T I,'t.'nl'”f.\' i‘rl]lt‘ [hl’.' mun '“"l'l(} 50 l!}[ul“:\'
aphy thar
he lived on bread and milk and sugar for

devoted himself o his photog)

vwenty years: Eugéne Arger. More recently,
since 1970, phenomenal architectural
changes have again changed the complex-
ion of Paris—the Centre Beaubourg, the
new L.M. Pei entrance to the Louvre, the
reconstruction of Les Halles, to name a
few. We can only hope that this venerable
commission is continuing to extend its
SUpport o dm_mm-m,ur:\.- plmmgmp'lu-r:.

in France.

“Srreer Life in London” by John
Thomsoen was also created during the late
nminereenth cenury, when England was the
greatest industrial power in the world. The
city streets, however, did not necessarily re-
veal this |_31cnp¢-ri|.\'. Instead, Ih:‘.\-' were
home 1o women and children who had
no permanent shelrer, the unemployed, the

ponr 'IFIII'IT lI'lL' count F\\I(I My 4 'Il! E'thi’l’& “'llﬂ

didn’t share in the affluence of the peried.

John Thomson, a fellow of the Royal
Geographical Society, is best known for
photographs in his four volume work,
Hustrations of Ching and fts People, pub-
lished in |f|:§:|.1|n| i 1873, This enormous
work, complere with 200 images of

scenery, peasants, and archirectural studies,

attempted to make life in the Far East less
exotic and more comprehensible to a
British audience at home.

After returning from his four-year
stay in China, Thomson trained his camera
similarly on the street people of London:
market vendors, public disinfectors, street
doctors, and others. According ro Mark
Haworth-Booth, curator of p]l(:mgmplu at
the Victoria & Albert Museum in London,
Thomson was always careful to say these
pi.;uuc;.w. were made with the permission of
the people depicted. Haworth-Boeoth also
mentioned that Thomson, in his ample
writings, noted how it was “social skills”
that were of primary importance in pho-
my;lph:\.-, rather than technical skills.

Preferring the book medium, Thom-
son published these images in twelve
monthly episodes. Though cach photo-
graph originally served o illustrare a story
WrILTEn |1I\' A liuiphq- 1 il'!]ilillf_‘.l.\'_ who was
exploring the living conditions of the ur-
ban poor, this exhibition is comprised of
mwenty-four photographic images only,
Compared o present day pho[uinl|rn:a|i-.li:'
studies of poverty, this work is tame. In its
day, however, it was persuasive enough to
provoke the embankment on the Thames
River to prevent occasional flooding in the
dwellings of London's poor people.

As with the Marville display, the lighe-

ing was necessarily low for viewing “Street

Life in London.” Nineteenth-century
processes, such as albumen and collodion
prints, are vulnerable to fading under nor-
mal levels of illumination. At the request af
Haworth-Boath, however, it was amplified
somewhat for the Thomson show because
his Woodburytype (Jrit_'_in,dr. are actually
richly pigmenred prints, made from me-
chanical |_1rimin!; presses, which are con-
sidered to be more stable than many
nineteenth-century processes. The Thom-
son pictures were more difficult to discern
than the Marville images, largely due to
size. Each of these was roughly 4 x 5 inches,

and in the process,

dl!l'lll'l'll.'l'lll.'li \n\'l‘u]l
might be regarded

as the earliest look

at inner-city slums.
During World War
I, photojournalist

Horace Micholls fo-

cused on women

doing “men’s work”
while the gents were
off fighting the war.
And though none of
the aforementioned
provided the primary
influence on Bill
Hr;l]ldll‘\ Ik':_[l.'lld-l[:\.
studies of class in
Great Britain done
i the c'.1r|}' 19305
{we now suspect thar
Arger gers credir for
that influence via
Brandt's exposure
to the Frenchman's
photographs while
working in the Paris
siudio of Man ]l.l:\",
they collectively form part of a strong
tradition of documentary photography
in Grear Britain,

Although it is challenged or aban
doned entirely by many contemporary

photographers in the Unired Kingdom

[ild.'l_\', [ht! .\tlII_'l..'ll d{!l_'lll'l'lL']'ll.lI'\' IL‘l.'.-'

¥ is
still in evidence among a great number of
oday's British plwmgmplw
k Waplington, Martin Parr and Chris

including

Killip, to name but a few. Because of the
great diversity of photographic expression
coming from the UK. in the 1990s,

British photography circles have no need

From John Thomson's “5treet Life in London, 1877-1878"

whereas the Marville prints were approxi-
mately 8 x 10 inches, and sometimes larger.
These pictures are iIMportant to us to-
day because they offer us evidence of carly
sustained efforts of social documentary
|v||c1l:rRr;lE1|l_1.'. Thomson was not alone in
this pursuit in the United Kingdom. A fel-
low Scotrish phn[ng_mp]]cr, Thomas Annan,
was commissioned in 1868 and again in
1877 to record old and interesting land-

to feel apologeric abour their long docu-
mentary tradition. It is no lenger a burden,
'l'hc}' can now share their rich ||uril;|gu

with considerable pride, as this exhibition

of Thomson's “Street Life in London” so

apily demonstrates,
Linda Benedict-lones is curator of the

Polaroid Collection in Cambridge,
Massachusetts.
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Discovering Teige

Surrealism/Czechoslovakia: Karel Teige,
19351951 was exbibited ar the (;mr:g(' i
Brown Convention Center in Houston dur-
ing FotoFest 92, cuvated by ForoFest and
D, Rr.my'mm Dicera, divector a_f-i"bl'
National Museum of Literature, Prague.

Alison de Lima Greene

While virtually unknown outside of
Karel Teige (1900-1951)
was one of the truly innovative proponents

Crechoslovakia

of the avant-garde in the laboratory era
between world wars. A founder of the
Devetss] movement in Prague in 1920,
he was also a p.h\iunnu— |']1.l|1|]1'mn of film
and photography, a prolific theorist and
art eritic, an inventive typographer and
witty collagist

A year before André Breton published
the “First Surrealist Manifesto,” Karel Teige

issued his Depetsef E1|‘|1|,'|_|m:lliun on “Paint-
ing and Poetry.” Seeking to reconcile the
iconoclasm of the Dada movement with
Functionalist idealism, he proposed a new
!'rl"ll'l\.ll.:\. E;:E [t 1:!].15 - “We i‘.l.\'l.' a ]l.r!_'.it'.il con-
sequence of the fusion of modern P.Iin[iﬂ!_'.
with modern poctry. You will see . . . the
VISUAL POEMS which represent a solu-
tion of the problems shared by painting
and poetry. Sooner or later this fusion will
probably eliminate the traditional methods
of painting and poetry, not instantly but
5_-_|_u,|n- lly. The visual pocms ,||1:.uluu-|}'
conform to present needs,”

Ieige produced an enormous body
of photocollages throughout his career
(approximately 374 have been preserved in
Crech museums). His L'.i|'|). Deversil col-
lages of 1923 ariginated as ravel souvenirs,

combining maps, nautical and astral im-

wents ol ext, .U]l! Pll\[(-lﬁl‘--

L !r_'!_‘.'lrlii.'ll lIlL' moan (s |L'L|l||[(.|llk' s a

new artistic lang , “These hints should

be sufhicient o evoke an impression and
represent reality in a way that is inaccessi
ble to words.™ In 1926 he collaborated
with Karel ]'.L-.]}.L and Vitezslay Nezval 1o
publish in book form the wonderfully
energetic Abeceds, which combines bold
Caonstructivist typography with pho-
rographs of the dancer Milca Majerovd
interpreting each letter of the alphaber' A
1930 visit to the Bauhaus in\|\in-d a tribute
made up of reproductions of other
Bauhaus photocollages, and it 15 possible
o recognize t}.:g_nu;u:». of T, Lux Feininger
and Edmund Collein in Teige's crazyquile
COMpPOsition,

Several of these early works are repro-
duced as an introduction to the remarkable
exhibition “Surrealism/Czechoslovakia:
Karel Feige, 1935- 1951, p]cwillui ||_\'
FotoFest "92. The exhibition was organized
by Dr. Rumjana Daceva and presents
forty-six photocollages, a selection from the
long-supressed Teige archives now in the
Nartional Museum of Literature in Prague.

The Prague Surrealist Group was es-
tablished in 1934 with André Breton's
blessing, and the first issue of the Bullerin
internacional die survdalisme was published
in Praguc the following year. Teige was a
reluctant convert to Surrealism and only
joined the Prague Surrealist Group in
1935; however, the poctics of Deversi!

translated with ease into the aesthetics

of Surrealism.’ Teige's photocollages from
1935 unal his death in 1951 were con-
ceived as a private chronicle by the artist;
rich with erotic content, they are also an
irreverent résumé of the themes and morifs
that dominared the Surrealist movementi.

Teige drew inspiration fram his fellow

Surrealists and in several instances appro-

k'd mn llll.' Sllrl'l.'iili.\l

}ﬂiil' L'd il'll.'ll.'.{!\ I_']ll't'l.ll.

periodicals. For example, a 1939 photocol-

lage incorporates the solarized silhouetie of
and a 1942
composition features the reclining figure of

a Marcel Bovis nude study

16

Karel Teige

the actress Musidora, taken from a film
still published in a 1929 issue of Viriéré.
At tmes these ;|p|1|'|:i'rri:]| ions reach further
back into the history of art; Ingres” La
Sonrce is transplanted to a modern uled
hath. In 5_',1-|1rr.i|. however, |:'ip_c'-; SOUTCES
are arcane—rthere are no Kertész Distor-
tions nor Bellmer Poupées.

I'he artist also delighted in making

reference to the compositional strategies

karel Teige

of the Surrcalists, The cadavre n\'qm'_c 15
evaked by his hybrid F;guru; René

Magrite’s disjunctive bourgeols interiors

¢ echoed by a number of Teige's compo-
sitions; and Max Ernst is mined for a vari-
ety of disquicting allusions. However, the

example of Man Ray provided Teige with
some of his most haunting im

. A large
l'd- il!ldrd

1951 composition of
figure Hoating over a SCAPE SUMMONS
[hcghn.\[ of Man Ray's 1934 Hewur af the
Observatory: The Lovers,

Most of these works were produced

during the traumaric years of World War II.
Caechoslovakia was one of the first victims
of Nazi expansion, invaded by Germany

in March 1939 and for six vears almosr all
public activity ceased in the ans. Direct
references to combart are rare in Teige's
work—maore typical of his disquicting
wartime compositions is the !}m-hudin;
coupling of a truncated wrso in a baby car-

riage with shell cases. The historical events

of 1948 once again marginalized the Crech

:I\-.‘Li'll-g,.lni\'. Asa l.'[l”L':Li_:l:l"C af '|_vit_',1."\ ]'.‘ll:vr
recalled, "Surrealism remained for us a
flame, thin, pure, and unfailing that gll'uiul
us in the ever heavier Iimp .. W ]\r:lc'ric'rd
(poetry)
Teige died in 1951 and his possessions

tor Ulll'-l.'h".'!- [0 Savie ll'w.-.

wiere seized: dulin!: his lifetime, (]11'_\' a por-
tion of these photocollages were seen in a
Paris exhibition of 1947, Twenrty years
later they were shown for the first time

in Czechoslovakia in an exhibition held in

Brno; to date, no comprehensive catalogue

ar L'NlLi|$iIi1nt1 |'1.|\ |:1n'l'| L‘ir.'\.'nlﬂl o IEK'\L'
fascinating objects. The Museum of Fine
Arts, Houston, introduced 1 eige in the
Czech Modernism: 1900-1945 exhibition
of 1989 and Fowlest is 1o be thanked for
:_':\'illl__', us this unigue hance 1o \nnhr this
artist in greater depth. However, the pre
sentation is seriously compromised by the
lack of a catalogue. While financial re-
straints, as well as Central European red
tape, may have made a scholarly or com-

ication ||:1r::'.|\i]s|l' ar this

prehensive pul

time, some form of documentation should

have been atempred. Teige's ac hievements
have been removed from the public realm
for far oo long, and these photocollages

deserve to be recognized as a unique con-

wribution to the history of Surrcalism.

Alison de Lima Greene is associate curator
of twentieth-century art at the Museum of
Fine Arts, Houston, She was co-curator of
the 1989 exhibition “Czech Modernism
1900-1945."

FOOTNOTES

1. Established in 1920 by Teige to promote
what he termed “poetic naivism,” the De-
vetsil movement defies any simple defini-
tion. The membership was varied over the
years and included painters, photegraphers,
graphic designers, architects, writers, and
poets. Devetsil artists broke with the Sym
bolist, Expressionist, and Cubist conventions
that dominated the pre-war avant-garde,
advocating instead a visionary modernism
that embraced both the tenets of Dada and
Futurism, as well as the quotidian aesthetics
of Constructivism and Functionalism. The as-
sociation formally dissolved in 1931,

2. Karel Teige, "Malirstvi a poesie” (Painting
and Poetry), Disk, vol. 1, 1923, p. 20. As
translated by Jaroslav Andel, The Crech
Avant-Garde and the Book, 1900-1845, The
Visual Studies Waorkshop, 1984, p. 9.

3. Karel Teige, “Obrazy” (Images), Veraikon,
10, nos, 3-5, 1924, pp. 38-39, As translated
by Jaroslav Andel, The Czech Avant-Garde
and the Book, 1900-1945, p. 9.

4. A selection of these works, as well as later
Surrealist photocollages were featured in
the exhibition "Czech Modernism:
1900-1945," Museumn of Fine Arts, Houston,
1989

5. For exceptional summaries of Surrealist
activities in Prague, see Frantisek Smejkal,
“From Lyrical metaphors to Symbols of Fate:
Czech Surrealism of the 1930s,” and Antonin
Dufek, "Imaginative Photography,” Czech
Modernism: 1900-1945, pp. 164-83, and
122-147.

6. lindrich Chalupecky, “The Exquisite
Corpse in Prague,” published in André Bre-
ton, The Exquisite Corpse, Its Exaltation, Mi-
lan, Galleria Schwarz, 1975, p. 42
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A Challenging Par Three

William Christenberry: Southern Views,
MANUAL (Ed Hill & Suzanne Bloom):
Two Worlds, and Skeet McAuley: Recent
Works were exhibited at .'”am:.‘v Gallery in
Houston, March 7 - April 11, 1992,

Lynn M. Herbert

Seen altogether, these three exhibitions
offered a varicty of approaches 1o dealing
\\'ill'l kilnli‘r]]p‘llﬂr}' ||||1I.|‘\L'JPL' i\'fi'llt'f\. SkL'L'l
McAuley's amazing large-scale panoramas
cri'l;ull' courses somehow MANages 1o both
seduce and repulse. Twilight on those lush
greens surrounded by generous landscaping
|l'||ll:iL':| _\'(T‘ll want to l|il I\l'l('l'i '“'il |1 a L'l\"ll
drink and warch the sunscr. As your eye

be

ill.\l |'|L'_\.'l\|ll.| II'I(' l‘lll]llll.!]’_\' El[. [h(‘ COUrse—

rins to take it all in, you see whar lies

in one case desert and cactus, Suddenly,
you'd rather know just what the water hill
must be to lu;q-p such an _mumnly verdant,
The exhibition included five such slick and
alluring courses. How tragic that some-
ll'l-ll'la: so dramatically beautiful is also so
“environmentally incorrect.”

MANUAL, Warldmaker, 1992 (original in color)

Equally engaging is McAuley’s
"I‘un.igr CGlacier, Alaska,” which offers
untouched nature at its most powerful. A
‘||'|1.||[ 1“3.\' [(Nll‘i\ OUL an cnormaous I‘il"lll(l'
window at a glacier from the comfort of a
climate-controlled lookout point. Despite
the archivectural sirucoure, the unbridled
power of the glacier makes you fear for the
hch:,"\ \:lIL'|l1.,

MANUAL's work reflected their con-
tinuing investigation into the divergent
needs of mankind and forests. There were
some familiar motifs, including stereo im-
ages, historical lumber mill photographs,

compurer "hip-. and diprye h formars. Yer,

HOUSTON CENTER FOR PHOTOGRAPHY

as one would expect from MANUAL,
there were many new associations. Enter
Kasimir Malevitch and El Lissitzky. Enter
three-dimensional objects including the
handsomely erafied “Maple/PCB.” And,
enter Warldmaker, which depicts a com-
E1|L1L‘|-1_',q'|::'l.|lu1 ball ]'m\'('riltt_" ina i‘nfnl
clearing,. Its inviting and playful colors
would suggest “Toys R Us,” but it seems
to have blazed a path of destruction
through the forest. This is no ordinary
beach ball. It's hovering, and if Nintendo
doesn’t already have a forest-clearing game,
this ball could score quite a few points in
the Amazon.

William Christenberry’s “Southern
Views” brought us back to a more roman-
tic and traditional approach to landscape.
With photographs and mixed media works
from 1975 o the present, Christenberry
captures the indigenous south with store-
fronts, country signs, tombstones, red clay
and lots of vernacular architecture. As pre-
sented by Christenberry, kudzu swallowing
llp an U]‘.l ]'ll.'\ll'-l.' i” -J-u'\L';i]""l”-;I (.:"lll'l'

Alabama, has more charm than menace.

It just seems o belong.

From CNN to Bigger
Unavoidable Truths

Michal Rovner: Decoy—Works from the
Gulf War was exhibited ar New Gallery in
Houston, March 7-April 5, 1992,

Michal Rovner warched the Gulf War on
television just as the rest of us did. Burt she
was watching from her loft in New York,
knowing that her family’s home in Tel
Aviv was under a scud attack and |3:'ing
destroyed. The photographs in this exhibi-
tion represent her way of dealing with this
nig]l[m:tri\h situarion. Photographing im-

ages of the war from \'it[t'llf.ll!l'h |31q-\¢-nr¢u.[
on television, Rovner produces results thar
are timeless and universal images of man
confronting man. Her soldiers don't wear
a particular country’s uniform or have any
ru'ui_',ni?..thh- ethnic facial fearures. All such
particulars are lost. As Rovner has pointed
out, these photographs are not about
npl'rifiu.s or about who's li‘|_1|1| or wrong,
They are about the general threat she fel
to her own existence. Looking at her blurry
figures, it is frightening 1o realize how
commonplace their gestures are in our vi-
sual vocabulary. Though she gives us very

little in the way of specific information—a

shadowy figure with his arms raised, or a
blurry group of figures running across the
landscape carrying objects close to their
chests—rthese images powerfully resonare

and hostility. The lumpy forms in the

IT.lL'lCi:[('Ill]'lli l'13l||l.1 il])[ as t';l\ll]}' I'H.' l.ll'lkh as
l]ll.' [lllli'i'll_' 1'r-l.'l |]Ii|llll|ili|| I-ll'l_\l_.',(.'. .'\I.I'Id lllk'
crasshatch lines inevitably mean thar the
landscape below is now in target range
Jllﬂl ill (.Iill'l“(.'l'.

It is interesting to see how Rovner can
achieve the same power withourt the |1;!_;]1|y

R'l'li”gk'ﬁl in‘-l 'r'l\' of a recenrt war. E[L'I' 'i'i.'lii'\

of photographs of a lone hut in the Negev
Desert, taken over a period of years,
reminds one of Monet's obsession with
haystacks seen in different light conditions
and at different times of year. Rovner's hut
sits along in the landscape in much the
same way, and is presented in the same
\[r.tigiuﬁrrujni yet impressionisic man-
ner. Such a simple structure, alone in a
vast desert, it has not survived. Its vulnera-

|3i||[_\' ;I[Kl I'I!(I'r[.llil_'.' ]?L'L'(JI'IK‘ OuUr own.

Photogram, Photograms,
Photogram’

Floris M., Neusiiss: Photograms seas
exhibited at Benteler-Morgan Galleries
in Houston, March 3-April 4, 1992,

Mever assume thar Floris Neusiiss has done

all there is 1o be done with the photogram
ll.".ll]llﬂlul.'. :\IL'\'E'r. [.‘H’k at a ]'“.]ll'll\l."[ 13"‘[“.'
warks that were included in this exhibi-
tion. A recent series of works entitled
“Nachtbilder” were made ourdoors ar night
with perhaps the help of Hashlights and

maybe a bit of the moon or lightnir

I'he

tions with an occasional recognizable ob-

E
Are pl’(‘!ll]ll]ill.ll][l'\.‘ ,III\I racy g'(rll][lll\i -

ject such as a fern leaf, The unusual paper
used o make these [ll‘i:'l!h offers up an in-
triguing blend of positive, negative and
solarized i|n_1!;|,'|':.'.

The exhibition also included several of

his elegant ULO's, or "unidentifiable lying
objects.” The simple forms and curves of
his lying objects are very lyrical against
their stark black or white h_u'kgmnndr..
-]'hL'I\' also _\[lt:.‘lk to one another from a
diptych format as in one where two shoes
seemed 1o dance back and forth berween

From "Skeet McAuley: Recent Works™

]m-.ili\.-c and n.,-:_;:ali\-.; space.

Neusiiss’ series of “Roppongi” reflect
the work of one who knows his photogram
history. The recurring object in them is
the roppongi, a wire revolving basker thay
wrns lotwery balls, similar 1o those used in

-

Michal Rovner, Man 1, 1991

bingo. It is the kind of object one could
comfortably have found in a Man Ray or
Liszlds Moholy-Magy i'r|!|||0|_"l':t1'|:. An ob-

ject associated with chance, Neusiiss has
taken the idea a step further, |1|_1:"lllg inside
it torm ]niuc\ |:|1.|'r|:|:|l0|__.r:l||:\. With any
Meusiiss exhibition, there will always be
more to learn abour the 11|:\~.i|1i|i1i.;x of

the p|lc|l=r|__'.|'.u1|.

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

| A"

Floris M. Neuslss, Vice-Versa, photogram 1985
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Switching Places

TAFOS: Talleres de f-'.-)mgrwﬁu Social was
exhibited at INNOVA Design Center,
February 1-March 30, 1992.

Fernando Castro

TAFOS is the acronym for Talleres de Fo-
tagrafia Social, which means “workshops of
social photography.” The idea is not new:
photography as a means to effect social
awareness and, hopefully, improvements in
society. What is somewhat novel is that the
age-

chinery are thase who, up until recently,

people empowered with i fg ma-
were only the subjects of phnmgr.lph_\.', not
the agents. Photographic glimpses of the
Andean world and its people occur in the
work of Penn, Frank, Salgado, Chambi,

out-

Garduio, cic. Burt as is unl:\.‘ natural
siders see different things than do insid-
ers—albeit not always less or worse. Suill,
what Andean people themselves find inter-
esting in their own world is something thar
the TAFOS project

ple—promises to re

ar least in princi-
al. And yer TAFOS

is conceived so that the main recipients of

e

these revelations are their communities and
not necessarily the international F1|L|'-|ik'.
Although last year TAFOS had a show
at Photographers’ € };]Ih_-(.\.' in London and
this year at INNOVA Design Center, ex-
hibirs of this work usually

ke place in the
mining centers, peasant communities and
shanty towns of Peru. TAFOS photog)

a-
phers are elected by their communities to
be their representative in1.lgu—|n.1ku1.s and
visual record keepers. Paintings as visual
records in Peru date back 1o pre-Columbian

[i"'lL'h, -l][hnlli:l] none !blln'i'\'l.'d ll“: l‘.'li!.{llﬂll.\
zeal and ethnocentric vision of the Euro-
pean invaders. At every TAFOS exhibition,

one community familiarr iself with an-

other distant community with which the

E-OHHE‘I' may mo m|1|.'n = I'I.L\'C Any reason

o interact. A sense :1['11;-|:|nging o a 1.1r|:1,cl
community L'n.'l!':ull;ﬂillv?] |\-q_',in§- 0 emerge
as viewers realize they share similar prob-
lems or learn visually how other commur

ties deal with the problems of drought,
education, commerce, termorism, or repres-
sion. Thus, photography becomes both a
socially cohes
educating,

If some of the images of TAFOS have
that militant look, which has almost be-
come a Latin American cliché, it is because

e force and a means of

1ts members live in a ]uﬂi[ir_'u“;' risk_v envi-
ronment. In such an environment, you
need to quickly define your position, and
t]'lflv I'l:l\".‘ (_'I'l(”“.'n lh(.']lf!. Mind )'Ull- :h(
project was not conceived by well-meaning
activists cager to wurn photography into a
weapon of the socialist avant-garde. In facr,
its beginning was rather serendipitous.
Some cigh( years ago, its founder, German
photographer Thomas Miiller, was wravel-
ling in the Andean highlands when one of
the townspeople asked him to teach him
Ph(’t[)grﬂph}'. l[‘h:lt l"'lL'id('l'll 1Tigg:.'r‘1:d sl
chain of events that only later shaped the
ideological contours of the project.

Many writers covering the Latin
American FotoFest shows with themes of
political upheaval have failed to notice how
timely the TAFOS show is perhaps because
they ignored or failed 1o recognize the Pe-
ruvian political situation. The war in Peru
is going on now and the political situation
is o unclear that it is hard to say which

team one really wishes to win—altho
is clearer what ream ought to lose. People,
those in TAFOS who are trying 1o
build rather than di::itnr_\c. :Jsua]l}' end up

in the crossfire of the incompetent military

ians

forces accountable o corrupt polit
and of the Maoist terrorists of Sendere
Luminoso (Shining Path). Sectors of the
American and I",umpcnn left, eager to jump
onto the wagon of radical chic-ness, have
unscrupulously endorsed the sinister

m.

Senderistas, maybe because they sound
like Sandinistas and/or because they have
h(,llp'h'[ [I-".'if IT[[JIT;
“Only power is real” is Sendera’s
maotto. The phrase not only describes their

I'I(ILI.

l_)n[ﬂluglv hu[ .\ilm [l'lL'ir |'|ﬂ—[,'l}n‘.".".\.\'il}n.“ P“\'
gram on the way to absolute power. Thar

they will stop at nothing in pursuit of tha
g:_ul is r_'|g'-.1r|y shown hy the recent 2
nation of shantytown organizer Maria
Elena Moyano. (El Diario, the official
medium of Sendero, voiced Sendero’s

55 )=

claim to her killing accusing her of being
a sp}r,} And yer, 5o far to the left was Moaoy-
ano that some suspected her of being a
Senderista herself. Her real crime was to
organize neighborhood soup-kitchens o
Cl]fh [h‘: .‘.‘[;tr\';lli:}l‘l llr 1.'"'['3'5 I)(I(IT| ;Il“.!
probably, not to have followed Sendero’s
dictares.

During the period of 1985-1990, on-
ly the Aprista party, which governed Peru,
rivaled Sendero in dr_'!itrnying, the tuuntry's
economic infrastructure. The cconomic
damage caused by their sabotage and de-
struction c{]uul]t‘d the Peruvian foreign
debt and the number of victims of terror-
ism went—like hyperinflation—ro five
dig'ﬂ_s, Every successful praject to improve
production and/or the lives of people—
whether by forcign sponsors or by indige-
nous ones—has been targeted by Sendero.

In one of the TAFOS images, one sees
how the Quisuni cooperative, one of the
maost .‘i‘.lcf_".'ssrll.l t.'l.l(ipt'[;itivt.'s l'[‘.';.lt‘.'d b}' :h{'
radical Agrarian Reform of the 1970s, was
:iq;s[m:.'c\d by Sendero. From their actions,
one L';l.‘ﬂll:r' Il"i-'.'l's l]'l;ll Sfl]dcm‘! d(!ig" i."»
to create such an acute crisis in Peru that
nothing will be left standing except their

Today, nolhing can conceal whol was hidden for many
years from the sight of rulers, businessmen and
intelleciuals, Migralion has pul the life and cullure

of the majority with thesr rarsery and heroiam, on

their doorsteps The
those who lve in the cities and those who remain
in the countryside has crocked the dark gloss

that had Hecked them from view

miense search for progress by

arganizatio
Alw}ll\'ﬁ hi(ll{l.‘" i'"'l[] llndl.‘f ]l'H.k ﬂnﬂ.{ l“.'}'
in order to protect those who appear in the
images, TAFOS archives provide clues o
the daily life of most Peruvians. Although
|h‘."} f

illl].'lu!’ I-l“ prey [ 4] [ht! me!

emotive or picturesque, TAFOS photogra-
phers also record compelling scenes of daily
life, ranging from situations of struggle and
despair to those of work and celebration.
They constantly run the risk of recording
wo many things for which people on both
sides of an invisible trench would rather
noi I)L' r‘.'m'.'f"b‘:f‘.d. Il ].S not CI::.'{[' wl“.'l]'“.'r
grucsome images of torture
tilated bodies have been obliterated from
TAFOS shows in an effort to de-escalate
the level of violence in Peru. That the
latter has always been a top priority in their
agr,'nd;t 15 2 moral lesson more should heed.

ictims or mu-

Photographers and curators who saw
the TAFOS exhibit were impressed by the
outstanding quality of the prints, TAFOS
has a team of local technicians thar devel-
ops hundreds of rolls of film rnnn[h]y, and
then edits and prints the work. The process
of editing is indeed one that casts a shadow
in their otherwise democratic process. [ am
rﬂr rr[]m b':l'il.'\']l l'lg t]'l-lt d‘L'l'I'IUL' l';lc}' IlS a
panacea or that there are unpollured vi-
sions, but how would a TAFOS show look
if the editing was done by the photogra-
phers themselves? The photographically-
adepr technical team of TAFOS may
simply have a different set of biases about
the importance of certain images than the
p!‘l{:t(]gmplu:lﬁ anl”:}r ll'll.' {JilH.'r n]l.'[llt:l::rs

of the communities to which they belong.
May we one day see the later's biases?
Last _\"g:*.'lr'e; show at |’|'|umgr;t|1|1r_'r.\"

Gallery was democrarically and
optimistically concocted 1o ourrage

ging to
it a barrage of objects of “chicha”

the European public by bri

culture, * [t was meant as an anti-
celebration of the Quincentennial of
Columbus’ arrival in this continent.
Bur 1.|;|Ilk|:\'. three quarters of a cen-
tury after Duchamp’s urinal and the
lavest pissed-on-deity, the interna-
tional art world and irs |ru='-|:<. have
become virtually shock-proof
{although their spansors may not
be). To its credir, except for being
framed and maned, the photographs
at ForoFest more closely resemble a
diluted form of the actual shows
TAFOS holds in its own territory

than the high-schoolish London in-
stallation. A show with all the pho-
rographs pasted on banners (the way
they are usually held in Peru) would
have been specially appreciated by
those who attended ForoFest's
Collogquium on Research of Latin
American Photography. How a
TAFOS show looks when its ta

get
audience is miners, peasants, and the
urban proletariat is certainly of inter-
est to those working in that field.

As to the photographic gravity of
the images themselves, a clever cura
tor could probably pur together a su-
perb show from the TAFOS archive,
But as | have already suggested—
and in spite of the editing issuc-
that is not the point of the TAFOS
project. [t does not exist to turn out
Magnum photographers. Neverthe-
less, it is interesting to note thar the
TAFOS postcards credin individual
photographers with copyrights.
With those cards and the rather

1-like) catalog from
h:rmt_'_r.lpha-r.-.' Gallery show ti-
tled *Viva el Peru, Caraje

identify the work of individual pho-

" one ca

mgl;iplu-r»; as hc'mf_'_ rnn:.i.\u-mly sol-
id." The work ni. Sr;r.'lpiu \'-.L'rtlllv'.l.'l?.
Sebastiin Turpo, Severo Salazar,
Melquiades Ramaos, Sabine Quispe,
and Gabino Quispecondon seem 1o
be more than just statistically correct. It
will be interesting to see what the future
will hold for the project and its photogra-
phers in the ensuing tensions between
communal and individual objectives. Final-
ly, it is worth thinking about what kind
of photography by outsiders is rendered
sup;'rﬂun:].\ E‘r:,' TAFC )S—ifﬁny.

Fernando Castro is a Peruvian photography
researcher, critic, and curator currently
living in Houston.

NOTES

1. Recent political developments in Peru
came about as | was editing this critique.
President Fujimori dissolved the congress
with the support of the armed forces; thus
becoming a dictator. The polls indicate that
this move enjoys 70 per cent of popular sup-
port. Peruvians now call him "Chinochet;* a
mixture of "Pinochet” and "Ching,” (Fuji-
maori is obviously oriental ) Although | was
against Fujimori during the 1990 elections,
the situation in Peru merits that a statesman
govern with emergency powers—specially in
the light of the widespread inefficiency and
corruption in the legislative and judicial
branches of government. The question is
whether Fujimori is that statesman who will
use the power wisely,

2. Although “chicha” is a quechua word for
a pre-Colombian corn-brew, the term is also
used today to denote the syncretic popular
culture of Peru.

3. I find it curious that TAFOS chose to use
this phrase for its catalog because it was a
phrase made popular by the populist mili-
tary dictator Juan Velasco Alvarado, whose
leftist followers were mare numerous when
he was in power than they are now. The title
phrase, whose lewdness is obviously imper-
meable to the English reader, may be rough-
ly translated as “Long live Peru, fucking A"
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The Benetton
Photographs:
Selling Social Change?

Advertising and Social Issues, United
Colors of Benetton was a lecture given by
Olsviera Toscani at the George R. Brown
Conventian Center during FotoFest '92

Marlee Miller

If you had a $100 millien 1o place images
in magazines and newspapers, on bill-
boards, posters and the sides of buses
around the world, accompanied only by a
company logo, what would you choose to
show? Would you celebrate the beauty that
the world has to offer, or would you reveal
its injustices? Would you commission
works of art or choose 1o sell a produce?
OMiviero Toscani, a fashion photogra

pher born in Traly and living both in Paris
he

firector for Benet-

and New York, got such a chance

YVCArs Ago as [l'!i' creati

ton Group SPA, an international clothing
chain. With the support nrc'nmp.lu:\.'
founder and Managing Direcror Luciano

Benetton, Toscani says he is using his

hicle for social

advertising budger as

change.” He believes he can focus atention

on social issues through the photographs in
his ads, raise people’s awareness, and even-
'|||1l|]_'\' Jr}-l.'L'l ('h‘l“g{'. .llh‘.' I.'l“l.'ﬁlil”l i\-; (.:.ll'l

he ever get away from the fact that adver-

tising's maost basic function is to sell prod-
uces?

Patrons of FotoFest "92 were given
the opportunity to debate the many issues
prm'nkrd by the Benetton ad campaigns in
a one-hour discussion with Toscani. His
presentation was the last in a series of 26
wide-ranging lectures offered during the
month by ForoFest. The debate was heated
at times during Toscani’s presentation, bur
it seemed none of the arendees missed his
poine: advertising is powerful. Their reac-
tions were also the calculated result of his
manipulation of that power.

Benetton has more than 7,000 shops
in 100 countries around the world. In the
carly "80s, it ch

Q
9,

B0
O

e ™Y

ged Toscani with creating

U P
1@,

O

™~

an image for “a global company known
for its use of color” in its United Colors of

Benetton campaign. He began by creating

photographs filled with young people of
different races, yer rarely showing the
Benertton clothes—ihe "pmduul." The
company currently uses a combination car-
alog and magazine “of world events™—as
one Benetton shop salesperson described
it—called Colors to display the clothing,

“Maost u:mp.mic\ say in their advertis-
ing, “We have the best product in the
world, the cheapest—go buy i Toscani
said 1o the capacity crowd. “Benetton

doesn’t do that. lv says, "Diversity is

HOUSTON CENTER FOR PHOTOGRAPHY

interesting, take a look,™

In 1985, when he prmhu_'ud a pimm-
graph of a young man dressed in Arab
clothing hiding a young man dressed as a
Jew, Toscani got a lesson on the in:p.‘ul of
advertising. The image was censored by the
Jewish community in France, according to
Toscani.

“It made me think thar even Ihruugh
the advertising media, which is normally
used to sell clothes, you can reach and
touch a different problem,” he said. "You
can disturb some people because they have
prejudices.”

Inn his lecture, the photographer
discussed these prejudices and how the
responses to them vary from country o
country. His photograph of three children
of different races sticking our their tongues
was censored in Saudi Arabia because in

that country the display of internal organs
is prohibited. The Japanese simply laughed
at Toscani's image of a priest and nun kiss-
ing, but it caused an uproar in Iraly. His
favorite photograph, thar of a new-born
baby still attached by an umbilical cord,
is the mast censored photograph in the
world, according to Toscani.

[t's not necessary to show the clothes,
he said, because it is the impact of the im-
age thar lasts in the consumers’ minds;
therefore, they remember the company.
“When we look ar an advertised product,
we don'’t just drop the magazine and go
out to buy that product; we think abour
the image and what it’s trying to tell us,”

“With all the money and all the power

that adveru:

ing has, it could do something

more interesting than sell products, We
will go on consuming and buying
praducts but we can make it more

interesting.
(__ The crowd ook issue with his

maotives and expressed its views

when the leciure turned o discus-

sion, One member of the Foro
audience claimed thar Benetwon
was really no different than Calvin
Klein or Marlboro in its advertis-
i”H ;:]n|_1|u;u_]|; “IF1 l)u_l' these
clothes because 1 bought the
Benetton image—that people who
wear these clothes care about the world—
how is it different than Calvin Klein saying
that if | buy this image, I will get lucky
tonight?”

Another member of the crowd said the
sues—such as with

ads “prostitute” the
the photograph of AIDS vicrim David Kir-
h}'—l() shock the ]ﬂl]sl:: into It'ﬂ'lL'ITLh{'r-II'Lt_"
the company. The photograph of Kirby on
his deathbed surrounded h:\' his rdrllil}' was
ariginally published in black and white in

ne. Toscani “colorized” it and

Life mag
has been accused of altering the photo

aph to make Kirby resemble Jesus Christ.

Tascani has denied such charges and has

UMNITED COLORS
OF BEMETTOM.

|‘llﬂughl issue with the fact that [u'up]c
accepred the image when it was printed in
Life but now it is much more controversial
as part of the company’s seven-part “disas-
" serics.

114
In the April issue of furerview maga-

zine, Toscani .t.pul-u' of the CONTIaVErsy fur-

ther: “Ar Benetton, we are trying to create

an awareness of issues, AIDS is one of 1o-

day's major modern problems in the world,
s0 | think we have o show .-..-:nll'wlhil:g
about it. That's my work: o report some-
L]]iﬂF_ thar exists. We can't be like ostriches
who put their heads in the sand. . . . Com-
munication is the responsibility of a com-

pany as much as it is, say, the I'tspnnnihi“w

of the media. [ don’t believe we're using
I'Il]fl'l.ll'l [(-igL'd_'l' (L1 5\']' LIII[]'IL'.\."

In his lecture, Toscani said that he
cannot claim all the credit, but Benetton's
PIUHL\ |IL"\'L' g[]llﬂ' lI.[‘ llllflllg 'h{' recent

campaigns. Toscani
has received exten-
sive media attention,
amalysis, and inter-
the kind of

coverage of which

views

marketing directors
dream and the name
ru._'n!;niliun that in-
creases sales.

The dialogue
these photographs
provoked at ForoFest
scemed expected by
Toscani. One photo-
graph that was re-
peatedly criticized
- was of a blond J.;ir]
dressed as an angel
and a black boy as
the devil. Critics
claimed this perperu-
ates the cultural
myth that white is
good and black is evil. A portraic of a black
woman nursing a white baby was also dis-
liked by many because they said it remind-
ed them of the role of black women as
slaves and wer nurses for whites. No words
explain these images; the viewer has wo
listen to his or her own reactions. Toscani
said he did not present a white woman
with a black baby because he simply wants
1o show cultural realities. He displays the
stercotypes, draws attention to them, gets

negative reactions d makes people focus

on them. The crowd danced o Toscani's
tune.

“Today, we started with an advertising
campaign and ended up discussing AIDS,
racisim, overpopula-
tion, and picrurcs
thar we don’t wang
1o see,” Toscan said.
“We've been dis
cussing different
issues starting from
an advertising com-
munication. I think
thar is a lot to do.

I'm not saying this

is the right way, bur

thi

is probably the
£k

y to get out of the
plastic world thac is
advertising.”

Now, could you do thart with $100
million—and still sell clothes?

Marlee Miller is co-editor of SPOT.

LOOKING FOR A NEW IMAGE?

HCP is the focus for photography in the South and Southwest.
Your membership entitles you to publications,
exhibitions, and education. Join today!

Please complete the form below and mail to:

HCP Membership Office 1441 W. Alabama Houston, Tx 77006

MName__ _ O
Address
City _State_ Zip Phone (w) (s
Membership Category (check one)
Silver Memberships Platinum Memberships
$35 Member __ 3200 Contributor
$50 Household _$300 Sponsor
$75 Friend %500 Benefactor
415 SeniorfStudent {Contact HCP for information
$100 Donor regarding our Collector's Prints
Program for Platinum Members)
New Member Renewal

Payment (check one)

My check for § is enclosed.

Charge to WiSA

Expiration Date ___f Signature

__MasterCard Account Number_ r

Visa and MasterCard are accepted Your membership card will be mailed
along with the latest ssues of SPOT and Center. QuestionsT Call (713)529-4755.

FIND IT AT THE HOUSTON CENTER FOR PHOTOGRAPHY
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CONVENIENCE

QUALITY SERVICE

500 N. SHEPHERD
B880-2505

2403 POST OAK BLVD.
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CAMERA CO/OP

fine used photographic equipment
and collectibles

3509 5. Shepherd (Near Richmond)
Houston, Texas 77098
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(713) 522-7837

THE WAY HOME

Photographs from the Heart of Texas
June Van Cleef
Essay by Bryan Woolley

THESE DUOTONE IMAGES capture the essence of rural and small-
town life. Like a family scrapbook held in common, The Way Home calls
to mind the culture from which many of today’s city dwellers came, 168
pp- 71 duotone plates. $24.50

—

At booksellers or order toll-free: 1-800-826-8911

Texas A&~M University Press
Ye Drawer C ~ College Station, Texas 77843-4354
= FAX:409-847-8752

Thix Houston Center for Photography periodical
ly receives review copies of books from publish
ers around the country. They are available to
wisitors for perusal during HCP™s regular gallery
hvours,
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York: Abrams, 1992)

Miller-Clark, Denise, ed. Open Spain/Esparia
Abierta: Contempovary Documentary Phologra-
phy in Spain. (Chicago: The Museum of Con-
temparary Photography, 1992)

National Commillee 10 Save Amenca’'s Cultural
Collections. Caring for Your Collections. {Mew
York: Abrams, 1992)
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Suggestibility

Is the Secret

Ralph Eugene Meatyard: An American
'iunar}'. edited J.ry Barbara Tannen-
baum, with essays by Tannenbawm, David
L. facobs, Van Deren Coke, and Wendell
H!'i'!_'}h New Yorle: Rizzoli International
Pulblications, Inc., and the Akron Art
Musewnt, 1991, 207 pages. $25.

Adele Horne

Wihen a feeling reaches its highest piech we
remain silent, becanse no wards are adequate.
Even seventeen syllables may be too many.

In any event Japanese artisis more or less
influenced by the way of Zen tend 1o wse the
fewest words or strakes of brush fo express

their feelings. When they are too fully ex-
pressed, o room for suggestion is possible, and
sugwestibility is the secret of the Japanese arts,

David L. Jacobs, essayist for the book
Ralph Eugene Meatyard: An American
H}FJI‘HHH:FJ'. notes lll'ﬂl thi}i !';I.\Mlp‘l' wWis |1|." \-i—
ly marked in Meatyard's copy of Suzuki's
Len Buddbism. Underscored three times
were the words “suggestibiliry is the secrer.”
Mearyard's photographs are master-

[l]lt.'t'L'.H in the art of suggest u]i[y. Three

children sit on bleacher steps wearing gro-

tesque masks, They confront us with the
simultaneous realiny of youth and old age,
tograph, fa-

1.’_||n.\'l|| 'd”‘.l ‘.lL'l.'J:I'. .].]TL' ]‘!1
mance (N.) of Ambrose Bierce #3, is unser-

l|inp, not so much because of the ghuuli\h

masks, bur because it is impossible 1o as-

sign a clear meaning o this powerful im.
The ambiguity of much of M

.I'I!-'ill'll‘.‘-

imagery may be pare of the reason his work
has not received the critical avention it de-
serves. He was not mentioned in Be
mont Newhall's 1964 cdition of History
of Photography, nor in the 1982 revi
that book. In the rwenty years simce Mear-

ion of

vard’s death there have been only a few
publications of his work, and certainly
|1l]1]'|'||'|'z': as .‘il_'ll(:l]-l(i!' J[Ill l'_'ﬂ}l'l'l[]rt'[lt'"ﬁi\".‘ as
this 1991 book, Ralph Eugene Meatyard:

An Ame

ican Visionary. The book is pub-
lished in conjuncrion with a touring exhi-
bition of the same title, organized by the
Akron Art Museum, and co-curated by
Barbara Tannenbaum and Jacobs. The
exhibition is currently ar the National
Museum of American Art, Smithsonian
Institution in Washingron, D.C., and will
continue touring through 1993,

Although Mearyard has not always
been recognized by photographic histori-
ans, he has had an impact on many young
]:lmmgmphun. His work is mpﬁ;i;ﬂly rele-
vant to today's contemporary art and its in-
terest in ambiguous and muli-layered
narrative. (.'imi}' Sherman, a \l\.'idc|:\.r exhib-
ited artist known for her photographs of
constructed tableaux, counts Meatyard
as one of her |‘rrim-_1rl\' p'lnlt\gl':lphi{
influences.

This book 15 a long-awaired feast for

information-starved Meatyard Best
knawn for his figurative work with blurred
images, masks, and shadowy interiors,

.\'{C-ll}'-lld \\'IIIJ’“."II iI'I SEV 'ldl I.j 3

nct sy It‘.\

throughout his life—sixteen according o
his own count. In this publication, several
photographs from each of his major series
are gorgeously reproduced in more than
1e hundred places. Here, for the first
time, we see the breadih nf:\’luaq':iml's vi-

sion. Accompanying the images are four es-
says, full of anecdores about this enigmatic
man’s life and work, as well as lhnug_hlful
insights into his images. All the essays are
well worth reading, each providing a differ-
ent perspective on Meatyard and his are.
The first essay, Fiction as a Higher

Trueh, |l_\.- Tannenbaum of the Akron Art
Mous
with critical commentary on each of his

um, outlines Mearyard's life work,

seven major series. One of his early series is

HOUSTON CENTER FOR PHOTOGRAPHY

:,'.11'[1 spent three months i1|\|
looking at the world through an unfocused
camera—without taking any pictures—in
order to acclimate himself o this new w

nllu:tillg.

The No-Facus photographs explore the
:'.1p;||1i|1'l)' of the unfocused camera lens 1o
soften and dissolve the edges of objects so
that they appear to have lost their solidity.
Tones of black, white, and grey melt into
one another, forming abstract patterns that
only sometimes border on being recogniz-
able forms. (:urnp]clui in the late 1950s,
igation of the camera’s unique
way of secing is nothing like the straight

this inv

landscape and documentary photographs
that were being made by his contempo-
raries. Mearyard scems to have been more
influenced by other art forms such as poet-
ry, literature, and painting. He was an avid
reader, and educated himself in art history
by studying reproductions in books, Per-
haps some of the inspiration for his No-
Focus wark came from the Modernist credo
of faithfulness o the essential qualities of
one's medium.

A particularly compelling series is Zen
Tiwigs. In these photographs the depth of
ficld is limired to an inch or two so thar
only a small segment of a twig is in focus.
The sharply focused area emerges like a
bold calligraphic stroke from the soft wash-
es of grey in the unfocused background.
Tannenbaum likens these images o the lit-
erary device of “synechdoche,” in which a
part stands for the whole: the small focused
area representing the life of the entire tree.
Thi
cially considering Meatyard's interest in
Zen philosophy.

The Romances, Meatyard's

seems a very plausible res

ling, espe-

urative

waorks, are qua
bling buildin,
in the dram

-narratives staged in crum-
His
s Creares,
ly masked or blurred, :
and contemplative, Although these images

mily serves as actors

eir faces, usual-

¢ both questioning

bear little resemblance to his more abstracy
work, there is a likeness in the images” rela-
tionship to Zen philosophy. In teaching
the way of Zen, a wol called a “koan” is
sometimes used. A koan is a deliberately
paradoxical question or riddle that baftles
logic and encourages contemplation in-
stead. The Romances have been compared
to koans probably because of the way they
combine the absurd, the grotesque, and the
beauriful.

One of Meatyard's final series uses
mullip]c EXposures of one .\'uhi::n;(, with a
slight shift in camera position berween ex-
posures, to create the illusion of vibration

or movement in !HI'LI.'I'\ S n'll'.llii'rn

€8S M-

ture scenes. He entitled the series Motion-
Sound. This work :n;u;nmpli\'hul a goal he
had set for himself in the No-Facus series:
to “represent in the area of a single picture,
the ﬂlu'w.lll'm of several frames of a mo-
tion picture, or several actions of life . . . o
express the movement and the passing of a
time that is relative to me, to my life.”

The appearance of vibration in these
plmmgmphs im|=|ig':i sound as well as the
passing of time. Tannenbaum observes that
the Motion-Sound images are an amplified
version of the potency of nature expressed
in the Zen Troigs photographs. She goes on
to make a rather stretched comparison,
likening a particular Motion-Sound image
ofa bui]ding to a mask of the human face.
Most of Tannenbaum’s insights are very
enlightening, bur there are a couple of in-
stances where she should have heeded
Suzuki's caution about over-expression
stifling suggestibility. For the most part
though, her interpretation of Meatyard’s
imagery is thoughtful and intelligent, a
valuable piece of work, considering how
little serious criticism his photographs
have received in the past, and thar Mear-
yard himself said almost nothing aboue
the meaning of his work.

Daavid L. Jacobs, chair of the Universi-

ty of Houston Art Department, con-
tribured an essay entitled Seeing the Unseen,
Saying the Unsayable: On Ralph Engene
."L.l'a'u.r_}wm". J.iualn. pieces toget her Meai-
vard's artstic and intellecrual influences,

creating a fascinating account of the devel-
aprment of his p]unngmp]'lir; vision, Al-
though it is tempring 1o look to Meatyard's
life history for some clue to his mysterious
ailable can only make
one more curious about the m:
photographs. Meatyard's life is as much a

il'l'l.'lt_‘.t‘r}', Il'lt' ["ll'l.‘i E

and his

paradox as are his images. On the one
hand, he lived a very ordinary middle-class
existence. Born in Normal, llinois, in
1925, he larer moved o Lexington where
he owned an optical business, “Eyeglasses
of Kentucky.” Waorking six days a week
and devoting much of his time to family
life, he had, at mosr, one day a week 10
spend on photography. On the other hand,
Mearyard created an enormous amount of
photographs—an archive of more than five

thousand prints—and developed a unique
and memorable artistic vision.

Jacobs quotes Guy Davenporrt as say-
:'ng\ 3 L\dc:l[_\'a rd lived an (:n{ijmr_\,' life, b
he was far from an ordinary man.” Meat-
yard's study of photography introduced
him to several giftut artisis and writers in
the region who stimulated his

intellece and

sneouraged him in his work. In 1956,
l\l"lk';ll!';lnl Jll‘:nﬂlL'li a J‘I""{,gldph}' W(Wk—
shop where he met Minor White, who in-
troduced him to Zen and its relationship wo
|‘r|'ll|[ut_;l";t|"|l)'. ?\'1(.‘.{[_\“.1”.! lJL'(.'J”'H.' a lI‘.'\'UlL".l
student of Zen philosophy, incorporating
it into his art and his daily life.

[{': lcﬂll an t"l.'l‘:‘.'liL' assorcment I!’.
books, mastly ones that his literary friends
recommended, but he was no mere diler-
tante. Any baok he read got a |humul_;h
reading, with lots of notes made in the

margins, Mearyard had a lively curiosity

-'ll“l '\.'\.'[1'l||d dup\gu:ll.\' pursue any .‘iIJl!jEC[

that interested him. He even read tel
phone directories, g}:',ming unusual names
o add o a list he kl‘E\[ in ane of his note-
books. An especially delightful example of
Meatyard's eclecticism is that, :I(gd:llc,lil'l!_: 0
Guy Davenpaort, he had in his house a
recording of the Andrew Sisters singing
Edgar Allen Poe’s The Raven.

A Hil[]il h-'llilllL'(.' {1 ll'll.‘ maore hi'}lﬂ'l.tll_\'

essays by Tannenbaum and Jacobs are the
essays by Van Deren Coke and Wendell
BL‘IT_\'. hoth close friends of Mt‘dt}';irll.

wal insight into his
acter and vision. Van Deren Coke, his
mentor in photography, explains Meart-
yard's formative influences. He asserts tha
M

by pictures, which accounts for his vora-

d Was more ill!erJ.rL'd h:, “'I.BF(I.‘G [I'i:il'l

cious reading, Coke admits that even he,
who knew Meatyard well and with whom
:\:I&.‘.‘H}dl‘d must |1.'|'\-'=: di':L'llF.‘ic‘.l ]'li!b 'r\"'lfk b
some extent, “cannot decode the iconogra-
phy of his work. That is part of its appeal.”

Wendell Berry, who collaborated with
Mearyard on a photographic book docu-
mrn[ing the Red River (:n!gu, tells of
watching him transform an unremarkable
scene into a magical, other-worldly picture
II1 lh‘: t.'.l‘l:lllnlE gl;i_w. Ul-]'l.l!b Camer. ! iL' -1[‘;(1
speaks of Meatyard's courage in his baule
with the cancer that led to his death in
1972, Up to the end, Meatyard continued
(4] Wl'!rk '.'”:'.l "Fh"!lFt_'.r;lI'Fh- Il'\'l."g ]if‘.’ o ll'“.'
fullest, even as he was dying. For all of
Mearyard’s examination of the dark realm
of the psyche (many of his photographs
contain large pools of deep black, often ar
the very center of the image), his work and
his life assert the transcendent power of the
spirit.

Berry summed up Meatyard’s artistic

achievements best in an essay he wrote for

their collaborative book of photographs,

The Unfarcseen Wilderness
[His] picrures . . . are not ornaments or
relics, but windows and doors, enlargements
of our living spaces, entrances inta the myste-
rians world owiside the walls, lessorns iy whar
to ook for and bow to see. They make ws a
lietle afraid, for chey suggest aliways the pres-
e r;,l'-:f)r' tennderanom, H'Jk:p suggest J.l'l.-'J.rm;_rf'.lrnF-
ity of the sudden accesses of delight, vision,
beanty, joy, that entice ns to keep alive, and
reward us for the living: they can serve as
spivitual landmarks in the pilgrimage to the
earth cach one of us must wndertake alove,

Adele Horne is an artist who works in pho-
tography and video, and is membership asis-
tant at the Houston Center for Photography.

Ralph Eugene Meatyard, Lucybelle Crater
and One of Her Good Mertonian Friend's
Seven Children, 1969-72.
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A Clear View
Of Their Reality

Living with the Enemy by Donna Ferrato.
New York: Aperure Foundation, Inc.,
1991, 176 pages. $24.95.

Shooting Back: A Photographic View of
Life by Homeless Children &y Jrm
Hubbard. San Francisco: Chronicle Books,
1991, 115 pages. $14.95.

Statistics can never tell a complere story.
IlL".'J”."lg '\.\'hdt Wi k"l’\\’ “Iniut Il“.' (.-;F‘L';ll
Diepression, we are stll caught short when
|un1(in}__'_ at Walker Evans and James J‘\i_'
Let Us Now Praise Famous Men. In their
collaboration, the
fects of the Depression in the rural South
b‘:c'"]'ll_' .l'l;lil"lll"gll" Eilkﬂ.'llflc. ']I]'lL'Ilr Eiul]i‘.'l':.‘i

conomic and social ef-

were not simply statistics: they were living
persons, victims of a system that had failed

them, prisoners of war, losers in a battle

fought not with bullets but with dollars.

Two recent |,3||h1i1::nin|1.\', f.iuing il
the Enemy and Shooting Back, underscore a
point that Agee and Evans knew well: to
u"({L'lSt-'l[]d ﬂnll .\"l\'l' a p"}hl‘:r"; it .[.“ nec-
essary, first, to feel the problem. Donna
Ferrato's photographs of battered women,
their spouses, children, and the individuals
who staff the agencies that serve them, cou-
pled with photographs by homeless chil-
dren collected by Jim Hubbard, address
wor .\U‘.'Il;l] l‘n'[]l‘.‘[ns \'\lll]'l ‘:lnl'lllﬂll -'{n'j dll‘
rectness. These are photographs engaged in
r_']l.mp,inp hearts, and then minds. Whether
these images fir standard vests of
photographic excellence is nor a
qlll.'.\lil"'l ll'l;“ Conoerms ::ililt.'l’
Ferrato or Hubbard, Writing
recently in The New York
Times, Vicki (:nldht'r!__: consid-
ered the issues such photographs
raise: “Photography of this order
cus (hmugh the net of aesthetics
with the sharpness of its emo-
tional power,”

Ferrato, a gifted photojour-
nalist, has been documenting
domestic violence in the Unired
States for more than ten years.

Her position is quite clear: she

does not stand apart, watching
and photographing objectively
from the sidelines. She calls her-
self “obsessed” with her rask
and frustrated by the resistance
of magazine editors to publish
her work. Her camera is her
w':-'l.l‘(' \]1(' l‘:”.‘ us. ..
Living with the Fuemy
record, then, of Ferrato's ab
to win the trust and respect of the women
she has photographed. Gaining the permis-
Hi"lT o enter lI'lL' Ii'\".'s (3{[1-1[[(."L'(.{ wiomen
was a rare gift, she writes. Domestic vio-
lence is one of society’s great secrets. That
its victims, shamed and powerless and
;ll'l

'\-\'t)ll]d e

Cl ht!l' “.'l.lut.'}l!- IlS l.'.'G-'{L'lI}'

what she came to expect.

Sall, e
Ferrato enter their lives. Two are famous:
Charlotte Fedders, whose husband was an
m t]'lL'

rht women ugrccd o let

n Hdl'l'llllli!“ liililil'l. Hlld

Hedda Nusshaum, whose companion Joel
Steinberg was convicted of murdering their
adopred child Lisa. Her other subjects
could be any number of women. Staristi-

cally that claim is no exaggeration.
I_'.i]l I'jl'll]'ll.'ﬁli(' \'ll[]JI.'ﬂCt' uSl.'(“\llﬁl}' lll'l[!(.'l'l‘.'-
ported” and guess that one in two women
will be physi
Qua

ly battered in a marital or

i-marital relationship.

In one of the book’s chapters, “Lisa
and Garth's Story,” Ferrato records the
American dream rurned into a nighrmare.
When she met them, the couple
an estate just north of New York € :'u)'.

ived on

Donna Ferrato

Japanese Playboy had commissioned Ferra-

Lo by I'Fhi}tllgf;ll'h t.‘uuplt.'.\ W]'H’ E}!Illﬂllli-‘.l.'lj
the glamorous lifestyle of the 1980s. At
first, Ferrato writes, she found Lisa and
Garth to be “privileged people with all the
happiness money could buy.” She moved
!.nlil Il“.'il ]'l[]l'[]{.'. “N‘) ane ever SLTI]'H.'[] un=

comfortable with my camera,” she said. “A
sense of trust and ease was quickly estab-
lished.” But their parties quickly turned to
slug fests; Garth forced his wife to have sex
with male friends, and aleohol and drugs
{U(,'I L'li a r;lH(‘ llh'll SO0N .\'L':'l'l'll,'ﬂi o consume
Garth. He beat his wife repeatedly, always
denying his actions even when confronted
\'r'l!ll'l lI“.' f_'-im'.'f]‘.‘ '."u'idc]'lf_".'. SU g]'l‘-'l[ was

(o f =

Mario Lamont {age 12), Sewer Grate

his desire to injure his wife, Ferrato writes,
that “he hardly noticed my presence, nor
dlld h‘.' seem o care ll'l;ll ;i]'ll\'{"'lt' wias '“';[IL'IT'
ing.” But Ferrato warched and, as her book
demonstrates, cared as well.
Many things are lost when the facade

Ul‘. Iliarli;{t',l: l.'r-ll.'k_\ LI.IHJ
physical and emotional abuse. Bodies are
broken, .\'piri[s weakened, the bonds of
family torn, and children become victims
as well in the wrenching, uprooted world

r th l]]l.ll\'.'- ull

Ferrato records. Diana, another subject in
the book, is photographed in the hospital
after one of her husband's attacks. She ex-
amines herself in a mirror, cautiously,
skeptically. Her photograph painfully re-
casts classic representations of the woman
at her mirror: here, it 15 not vanity
time’s cruel passage thar Diana considers,
but the blows, unmediated by metaphor, w
her bady and to her spirit, from her husband.
Ferrato's Living with the Enemy has as
its goal to depict with text and photographs
the evidence of spousal abuse. But she does
not stop there. When Ferrato photographs
the actvities nrgmupﬁ that offer counsel-
ing to spouses who batter and to their vic-
tims, there is some reason to hope. But

T

optimism is not the feeling she wants o
IEJ\'C \Vlll]'l I'II:F I".'Gldﬂl'_ IH lll(.' ]KJUI(..E ﬁl]-'ll
section, “Women in Pri

on,” her subjects
are women 'n\'l'l[! |'lil'|.'L' I'_'I'l[!:it'l'l [I'I.I'_' most €X-
treme form of escaping their spouses—
murdering them. Withourt irony, Ferrato
wf.ll(.'.“ tl'l..lt a |'|'I;i](.'-L'[J]1'[U|lL‘d p(.'ﬂ:;i] b:\.'.‘t“.'ﬂ'l
places “heavy sentences” on these
women—most of whom are first offenders
whose only crime was ”'wlf—pmﬁcn’;uinu.‘
One turns to Jim Hubbard's collec-
tion Shoeoting Back (an exhibition of these
Willl{.‘b l‘| g‘urr«-ndy [IIUI"U]E [hl’,‘ (Il"n[r:p'l [£8]
understand more abourt the problems and
effects of homelessness, Like Ferrato, Hub-
bard is a photojournalist who has devored

more than ten years documenting home-
lessness in the United States. Several years
ago he founded h'hcmlinp, Back, Inc., which
teaches homeless children in the Washing-
ton, D.C., arca how to use cameras to

ms” 1o
cir .'t[l"'ll‘:.'o L'Ul.lld l]‘:c(?[l'll: a '\".'r.\' .'.lIITll‘L'

record their lives. Gerting the “vic
tell ¢
way to invade the privacy of a group thar

r.';:rmiul}r does not deserve the \-xplnim(iml,
bur nothing aints Hubbard's commitment
to these young people. His book offers an
]Inl(.'ﬂ.'.‘\':lllig I‘O\'JISI ll'llffi i.‘i I]{’w a gl‘}llp {’1—
children, aged nine to cighteen, see them-
selves when they are empowered. In this
case, they are empowered with the seeing
eye of a camera.

Like spousal abuse, statistics on home-

I‘: SNCSS are dil-['—“."llll (1] (!htﬂl" iIJ'ld o EIPI'IH,'—
ciare. One study suggests thar there are
more than 500,000 children in this country

Il home. Shooting
ings (joy, anger,
pain, love) and the “things” (toys, a room,
a place to play or sit or fight) that add up
to some definition of home.

Several years ago I {3rg:|r|i7.r,1,{ a similar
project for Houston Public Library 1o get

\\'h‘] h:ﬂ-‘t‘ no p]a.‘:t‘ o G
Back is abour those fe

children to understand, by looking closely

ar :h‘.ir W‘J']li.\ [ll'[{" }:,h a '.-'H'lll.'r-'l‘.\ IC[]";
what it meant to live in a city. The results
wiere -1[“'11_}'.‘. Hllfilricfiin!_'.—llﬁllﬂu}" ]'liI]l\'L', .\'L'I-
dom “professional”—yer frequenty reveal-
ing of how children respond with awe and
“"l”'ld‘.'l'l]'lL']'l' [ 4] EM'\ l]];ll Jllull.‘i rl]i!ifi or
dismiss. This was very apparent with the
photographs of abandoned cars. For
aduls, the plmmgmplw summarize urban

d{'L':i}'. ||('i1.’.h|"u[]1l“]ll.\ }"I”’C o .\C‘:II- 1.'[“':‘-
ronments at risk to children. In their com-
ments, however, the children show
anather way 1o see these hulks. The aban-
doned cars amused them. Do children

er awareness of the limits

and breakdown of technology than adules?
Probably not. But whar was clear w

d‘L'l.'I‘II" -'““J lrli||_\.' l.'h“ljl’L'n Wiu Fi“ud i
ment where leas

The same spirit—call it hope or opti-
mism—fills Shooting Back. Mario Lamont
(age 12), in Sewer Crrate, photographs a
young girl, smiling, as she clings wo the
gr:llirlg Over a siorm sewer. 'Hn.'rl.' i.‘t |'|lllh-

ious about her life as we read it

ing pre
in this image. In these I]Ilii:ug!:lplh, chil-
dren play wherever they can find a place o
play. The smile of Lamont's subject makes
this point obvious. In a caption beneath
Daniel Hall’s (age 9) Twins in Bah, is a
child’s commene: “This exhibit shows the

way homeless people want us to see them
and not the way magazines want us .
One finds children ar play and at rest, pos-
ing in an alley, jumping intw a swimming
pool, examining a dead bird, showing a
trophy, hugging their parents, their sib-
|in§:5, their toys, their pulﬁ—ﬂw world
most children rrustingly in-
habit. These are photographs
remarkably free of cant, free of
any hidden tricks, free, ina
sense, of the burden o prove
how inhumane it is to live a
homeless life. That joy survives
is a sign, for some, that the hu-
man .-.piril can take great
amounts of abuse before it

crashes,
Were these the only im-
ages in .\'J'mr;.r.l'ug Rack, one

might be hard pn.-“ul o un-

d‘.—r.\l“”d \.\'ll;ll makes Ih‘.w
children homeless. They in-
habit rooms; they have beds
:Il1lj p]ﬂL'L'.“ to i‘l-l.\ i 'Hj (1] I“.'
quict. Bur Shoating Back does
not ereate a place called
“homeless™ that we would all
enjoy visiting some day. Caris-
sa Etheridge (age 15) pho-
lllgfﬂp!].‘t a rat i."
through garbage. And the con-
Cll]lling l"lgl.'h' I‘E’ [ht‘ b‘“lk

awing

show how deeply violence is woven into
the lives of these children. Daniel Hall and
Kevin |3|mmgn3|'3|1 boys posing with guns.
In St'n_fﬁe'. Chris Heflin 1,;11.-_;- oy |:|1u-
tographs two youths fighting. Facing his
opponent, one young man smiles. Is their
fight just a game for Heflin’s camera? At
the right edge of the photograph stands a
young girl, warching us and warching the
fight. A welevision, its image blurred, stands
in the middle of the room. Is it turned on
o \"ldn]'lil \!:
broadcast? He

*Ortoa {J[]l'l!i Lll'ld "}l’!ll{.‘l'!i

IFQ.‘I}" [Le18] \':'rlti'lf_" o rl'ﬂl-

ize i, has summarized a world of violence,
a world in which vialence is just another
fact of life for the homeless.

Ferrato's and Hubbard's projects
e;pq:.-:k dlrcq.‘[l}r 1o our hearis, Her |1|'m-
IU!{[;‘PI‘F are raw, -'lnl.’.r“'; -].]ll.' “'[Jrk_'- I?:DI

Hubbard's students belie their youth. They
range from formal, posed portraits to im-
ages that have the feel of scenes quickly
seen and then photographed on the streer.
Both projects are serious, committed, and

Impaortant,
Ed Osowski is a member of the National

Book Critic Circle, and his reviews appear
regularly in the Houston Post.
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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.

HOUSTON
PHOTOLAB

5250 Gulfton, Building 3, Suite D Shepherd at Westheimer in Shepherd Square 12145 North Freeway
30 a.m.~6 p.m. Mon.~Fri, 9 a.m.=9 p.m. Mon=Fri. / 10 a.m~5 p.m. Sat. #:30 a.m.~6 p.m. Mon.~Fri
BE6-0282 5225400 876-2186
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The light through the doorway pressed gently

on her face,

showing me her world, her house, her bed,

ler eyes.

She looked into my eyes through the camera,

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

She always cried when [ showed her a picture
L‘_F'Jh'm'y

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

olfd and wrinkled.

“Iulie’s carmera never lies,” Eloina said.

1 never thought of her as old and wrinkled.

I saw a woman, a friend.

And she always asked me to take another picture.

—Julie Newton

Tulie Newion is @ photographer in Austin, Texas, and @ foculiy member at the University of Texas ar Angtin.
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