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Dennis Oppenheim: No Photography

Phnrm;mp]w as evidence. -’\|Ebmlgh he i3
nis Oppenheim does not consider himself a phorographer and

believes that “the photograph was necessary only as a residue for

ks miany |‘r|'mmgmp|1s, [Den-

communications,”
By Alison de Lima Greene

A Most Excellent Dog and Pony Show
and Its Audience

I‘hnmg_r:zphﬁ as obsession, William \x-'cgm.m's' |1|1nmgmphs of his
dogs Man Ray and Fay Ray have brought him recognition, but what's

beyond the “dog and pony show:”
By Ed Hill and Suzanne Bloom

Man Ray and the Art of the Idea

Photographs as the embodiment of an idea. Are Man Ray's object
Eraf ) i
ph[]Tng.m Pl-l\ 'l'lt'n'l 'GL'I\'I.'H l}hil'f_"”i, Ph[!l[]gnl]}hs, or .‘.‘EITI'T'}' ‘.{[Jf_‘llnlt'"[.‘i?
By Shannon | Talwes

Nadar

Photographs as inspiration. Richard Howard constructs a poetic world
fram historical fact and visual information suggested by a portrait of
the nineteenth-century photographer-portraitist Madar.

Max Ernst: Dada and the
Dawn of Surrealism

Photographs rransformed. Max Ernst started with photographs and
made them into fantastic pieces of art through the collage technique.
By William Camfield

Museum without Walls

Books have held tightly wo their place in this complicated world of
high vechnology, and the photographic artist’s book has developed
into a genre unto itself.

By Judith A. Hoffberg

Sex Sells
Madonna has made herself an object 1o sell. The photographs from her

book Sex bring up many issues of fantasy, art, and the profit motive.
By Ann Cyvetkovich

EXHIBITIONS

Paris in Less than a Month

A Houstonian's view of “Mois de La Photo i Panis: Movembre 1992,
Revi h}' Ed Osowski

Fiction, Sex, Violence

“Critical Fictions,” featuring David F. Donovan, Frank Golden, Peter
Harvey, Richard Hinson, ‘\'i‘-lt-'i-'-i“ [)lvcy, and Donna R}'l:md, ar the
Dishman Art Gallery, Lamar University, Beaumont, Texas.

w by Hans Staartjes

BOOKS

The Force of Living Faith

Nifio Fidencio: A Heart Thrown Open, photographs by Dore Gardner
Review by Mercedes Pérex-Meyer

Carter’s Magic

Majo, by Keith Carter

Review by Elizabeth McBride

Postcards from the Edge

Tongues of Flame, by David Wojnarowicz, and From Media to
Metaphor: Art abowe AIDS
Review by Mels P. Highberg

The Struggle for an Authorial Role

W, Eugene Smith and the Photographic Esay, by Glenn G, Willumson
Review by Mark Frohman

EDITORS' NOTE

This issue of SPOT contains a series of articles written by arrists, art historians,
and scholars thar artemprs w address some of the issues of the photographic
abject.

As it turns out, the “phorograph” can be many things. It can be an idea:
Shannon Halwes discusses how

n the 19205, Man Ray introduced conceprual

photography into our visual vocabulary. The phorograph can mask irself as
evidence: Dennis Oppenheim asserts in no uncertain terms thar his work is
not photography: Alison de Lima Greene explains. A phovograph can inspire
the imagination: Richard Howard's poem abour Nadar based on his pororair is
a uniquely resonant response o the photographic medium.

A photograph can also lose its proper identity and become something alo-
gether new and different. In the hands of an artist such as Max Ernst, the real
becomes fantastic through collage; Bill Camfield tells us how. Photographs can

be instruments of ¢ |1JI1l_"t' or umlrri_'p rr|r|:|||1||r|:||‘||m'\. themselves i rder to com-

municare, Judich |'||1|Tlu'|t; reviews the "I"‘lulng;rjphil Book Ar in the Unired
Stares” exhibition with a high regard for the Huidity and currency of the medium.
Ann Cvetkovich analyzes Madonna's self-metamorphoses before the camera in

her review of Sex. Photographs decument; they can also enterrain. Ed Hill and

Suzanne Bloom ke issue with anistic obsession in their review of William

\K"q‘gm:lnlu wark,

In the end, as Susan Sontag observed in O PJ‘Jr.lmxn.'lﬂ.l'Jr. "]’l!u!r:lt;nqﬂ'ln ane,

of course, artifacts, Bur their 1 world lintered with

:pp-r:l| is thar they also scem,

photographic relics, to have the stas of fi 1 objects—u

the world. Thus, they trade

|!l|:|11::||lt_|l1.1j slices of
ultancously on the prestige of art and the magic of
the real. They are clouds of fantasy and pellets of informarion.”

We, the edivors, have derived a deep satisfaction from producing this and the

three previous issues of SPOT, as they have cach presented new challenges and

unique rewards. Editing the magazine has been a wonderful opportunity for us 1o

blend our diverse backgrounds in publications, art. and photegraphy. As we pass
the baton to the nexe editor(s) we would like 1o take this time 1o thank the saff of
HCP, the writers, and the readers of SPOT for their support during the past year,

Marlee Miller and Maggle Olvey

Cover: Max Ernst, La santé par le sport, ¢. 1920.

Courtesy of The Menil Collection.
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Women in Photography Conference

The third Women in Photography Conference, held Ocrober 16-18, 1992
successful because of the spirited, informal dialogue created by each event, The
environment supported divergent viewpoints, allowing for a meaningful exchange
of ideas and real personal growth among participants,

Organized this year by the Center for Creative Photography (CCP) ar the
University of Arizona, Tucon, the event was subtitled *Creativity, Body Image,
Biography.”™ The conference featured presentations and discussions by twenty-
seven speakers, and it attracted 240 attendees from tweney-cight states and four
countrics. Major funding for the conference was provided by Eastman Kodak
Corporation and the Arizona Commission on the Ars,

The opening event of the Tucson conference was a performance by Carolee
Schneemann: The Delicions Arousal of Destruction: or, is there a Feminist Erotic
Teonography?

slide projections, formed a semicircle on the stage and showed a fetrospective

wWis

The Meminute muli-media piece, which involved simultaneous

selection of the arst's work. Schneemann, a performance arst, painter, wrirer,
video, and filmmaker since the "60s, in a free-form performance style, moved
around the stage, then laid down and recounted storics aboure her life and arimak-
ing. The performance closed with a memorable scries of gesture paintings in

which a violin shape gradually metamorphosed into the outline of a woman's
body. Unlike the usual keynote speech, this perfformance offered a provocatve
beginning to the conference. Many

n the audience felt, however, that Schnee-
mann's self-referential performance style never transcended her personal experi-
ence to address larger issues of women's sexualicy.

The second day of the conference featured three major presentations, includ-
ing a talk entitled Women s Creativity: Women Photographers in which Nancy
Solomon and C. Diane Ealy discussed their collaborative interview and research
project concerning women's artistic processes, Deborah Willis enlightened the
audience with a discussion on the work of some developing and established
o work |'r_\.' E
whom produced biographical or aurobiographical work, Barbara DeGenevieve's
Sexual Subject/Sexual Objecr: Revhinking the Female Body was a dense ver lucid
overview of the history of women's representations of the female body—from the

mixed-media artists, She presen

tists of diverse backgrounds, all of

W on art i the late "705 1o recent

virtual “morator ing the female nude i

explorations in picturing women’s body and desire,

O the last moming of the conference, artists’ presentations were given by

Judy Fiskin, Dorit Cypis, and Graciela Tiurbide, Dorit Cypis’ presentation was

the highlight of the conference for many; it was an opportunity o see a broad

range aof her work that nuny know :Jn|3' ‘H‘!ipht‘l:t”_\' |||n1|:t_"|:| articles in national
art magazines. She discussed her multi-media ins
on issues of sexuality, power, and rhe body. Cy

ions and performance work
work deals with the dynamics
he body; she explained how her struggles with the power of “the
gize” changed her methodology from picturing a female model w imaging her

owmn l:-udy. This work served as a form of art :||<'r:||1y for € Vs, conlror

af \.g'xu:||i1:.',||1d l:-ud_\' shame with bath her mother and Gither, She now

workshops on picturing the body for individuals wishing to explore the

sues on sexuality. She is an important artist whose career deserves to be followed,
although some were troubled by her attempt at providing a form of therapy o
others.

The Women in Photography Conference is a vital forum for continuing com-
munication on issues important to women artists, Each conference is planned and
financed by a host nr}_l;,||'|i.'.|1iu|'|, The Houston Center for Photography plans 1o
IITF

coincide with Fe

vize the fourth Women in PPh
wFese "4, B.\' off

HCP will prov ide increased uppuﬂllnilir.\ for dijlul:m and sup

h!;uphr Conference in late March 1994 o
le,

rt in the com-

ChCE 2 Year ahead of schedy

munity of women photographers, as well as offering the benefis of partciparing
in an international photography festival,

Jean Caslin and Adele Hormne
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Dennis Oppenheim:
No Photography

One f.l’rf_r the phatagraph is going to become
even more important than it is now—
there'll be a )'Jru:g}'a.re'uml’ r.a-_c‘m'e':‘_ﬁlr ‘flJrMJ.‘r?K—
vaphers, Let'’s asswme that art bas moved
;n:rﬂ_}-_fl:map its mrarensead P.‘lr.r.ﬁ' and that new
it’s concerned with the location of matevial
and with speculation. So the work of art
now bas to be visited or abstracted from a
phetograph, rather than made. | don'’t
think the photograph could have the same
rickness of meaning in the past as it has
norw, But I'm not parvticularly an advocace
.u_-ly"r,’u-‘nhmnﬁrwp.‘r_'
De

nis t"l|'|pr,-nhr;im, 1970

Photography has played both a cenrral and
a peripheral role in the conceprual work of
Dennis Oppenheim. On the one hand,
phaotographs provide the sole documenta-
tion of a key series of L-|=|1:-|m-m| Earth Art
installations and Body Art performances
created by Oppenheim in the decade be-
mween 1968 and 1978, On the other, the
artist has never considered himself a pho-
tographer: many of his documentations are

iphs taken by others;

made up of photog
viewpoints are frequently informal; and the
actual printing was executed by standard
commercial labs, Indeed, even the pho-
wved o be ephemeral.

tographs have pr

\|e>\[ ol |‘||r E||;||I<|{Eu|\|:||:|\'I|I.|II| WICTC
created for exhibition purposes and only a
few survived past the initial presentations
of ;h.ll Cra. {n\.l impcul':.mr. |i'll'\l' |3hnrn-
documentations were never intended to be
regarded as |‘hcr[u-,'r.t§1|'.i. works of art in

themselves: rather, as the arvist recently

commented: “They were there simply o
indicare a radical are thar had already van
'|'|I||_'L|_ | ||L' I\l]i’tl'\:;'\r,rl’l'\ WaAs NCCCsSsary l||!|l'
as a residue for communication,”

In 1991, Alanna Heiss mounted a ma
jor retrospective of Oppenheim’s work at
P.5. 1 Museum and Institute for Contem-
porary Art, New York. In preparation for

this exhibition, Oppenheim reproduced a
numbcr of his carly photodocumentations
from material thar he had maingained in
his personal archive. With the assistance of
Amy Plumb, Oppenheim’s archivist since

1977, these documentations were recreated

truc to the original scale and configurations

of the carly presentations. Three of these
documentations were \uhwllllrnlh' donar-
ed by the artist 1o the Museum of Fine
fe.!

In the light of developments in photog-

Arts, Houston, as part of a major

raphy over the past two decades, these
photedocumentations have lost some of
the shock value they once held, Jean-Louis
Hn1|rgt-m'~., \\li:ing on ()pp.;ll]u-im in
1969, accurately summarized the senti
ments of a public not used 1o looking at
photography of this nature:

o

i
tend to trouble not only the casually

When shown in the

curious bur the devoted galler
well. One reason is that in a gallery
CVETYONE eXPects [0 find works of art.,
\\-hclL you E"'L-I '\I1IL|\. \\'i1|'| |'||'||||:|\ of ant
instead—whether of masterpicces or
junk doesn’t matter—it hurts. Going to

a gallery and finding ‘only’ photos is a

lietle like going o a whorchouse and
finding only pornography. You feel

pped.

At a time when p]lniughlph_\' WS Wi

regarded as a peripheral activity compared

(T8 |:.u'|u;||g and u|,|||_-||||r|-, the substiturion
af a |‘|14stm1m|.||l1{'r1ldliu|| for the actual
object was itself demanding. Furthermaore,

“I’.‘I':\'_ \ll\.ll |‘l'|i?[13‘|

the sculprures recorded by these documen-
rations issued an addinonal "|1.i]|<-u.5_',r in

that they represented an aggressive move

away from the u||||_'-,l., Nor only were view
ers asked to relinguish the one-on-one
experience with the actual abject, but in a
post-Duchampian gesture they were also
asked ro accept as art an object that no
longer existed.

The photographic communiry, which

tht have been expected to supporr this

new direction, was affronted by the un-
orthodoxy of the photedocumentarions.
The large scale, the intermingling of black
and white with color images, the casual

authorship of the images, and the combi-

nation of commercial printing and non-
archival mounts alienated many of the

scholars who were beginning to cstablish

important photographic collections, In-
deed, in many museums Oppenheim's
|’h“‘[|’lil|'\.l|||'|||l.'||‘|ll](||'-\ .\_CF”linllL' o |"L' \Iill
lecred primarily by sculprure and painting

CLUFATOrs.

OGRAPHIC OBJECT

Ihe function of photodocumentation
mn ru.urding', uphun"r.tl activities had a cer
tain ancestry before the conceprual artists
of Oppenheim’s generation. Yves Klein's
1960 Leap inta the Vaid is perhaps the
maost |:||[1(.l‘\ }‘1I.'I\I.'Q|l'11[ .|1]"E \\l‘('lhl'f Or not
the image of Klein hurling himself from a
second story window had been docrored
continues to be debared. The Actionist
artists of Vienna—~GCGunter Briis, Otuo
Miihl, Hermann MNitsch, and Rudolf
qus\\_lukui_',lrr used photodocumenta-
tion in the carly 19605 to record perfor-
mances that were oo ».!un'killg o be
executed before a general andience. In the
United States, the evolurion of | |:1|3p.;||-
ings and Performance Art as conceived by
Allan Kaprow, Red Grooms, and Claes
ljld._-uhn.u:_; among others was ;'“'l:"lf" pro-
moted by photedocumentation

Mot surprisingly many of Oppenheim’s
q',lr[I\ pl'uil.'-;l- can be relared to Perfor-
mance Art as the artist’s presence as fabri-
cator is clear |:\-‘ evident. For q'\:||1|]'r|{"
Crronnd Musations, 1969, was created by
the artist’s self-conscious peregrinations

across the urban landscape. As recorded by

a five-part photodocumentation—amor

Oppenheim's earliest exercises in this for-
mat—the |m|i(‘\| is a combinartion of a
carefully prepared premise and random ele

ments. In the ext |'|.II'II.'| I]'H.' artist I'I.'l'l_'\l(l‘ni

.‘ilLu-:' Prines. MNo-
vember 1969, HL'.UII}- MNew I-;l'\l'_\ and
Mew York, New York. Shoes with 1/4

<|.-I.1¢_"L|IL.i| EroOvVes dn\kll the “lls'\ .ill\l h&'el'\

“Ground Mutations

were worn for three winter months, | was

connecting the patterns of thousands of

individuals . . . . My thoughts were filled

with marching diagrams.” On the lower
lefr is a |_-|]1nma_-,r.=|1|1 of the left and |'i;l_|1|

shoe }nirn\, This image is surmounted by

W |1hcrln .|p||\.: on the lefr the shoes

have shaped a three-dimensional ridge in

the snow; on the right the muddy soles
have printed a track on the pavement. In
this fashion the artist esrablishes a basic

lexicon. A dramatic L]I.l1|:_L\' in scale, on a

Extended Armor, 1970, black and white photographs and text mounted on board, 60 x 80 inches, The Museumn of Fine Arts, Houston, gift of
the artist, 92.231. Video set-up by Dennis Oppenheim and photography by John Gibson.

HOUSTON CENTER FOR PHOTOGRAPHY



HE PHOTOGRAPHIC OBJECT

Ground Mutations, 1969, black and white photographs and text mounted on
board, 62 x 78 1/2 inches, The Museum of Fine Arts, Houston, gift of the artist,
91.2030. Photography by Dennis Oppenheim; stock satellite photograph,

conceptual level at least, is introduced by
the satellite view of midtown and lower
Manhattan. Despite a lack of knowledge of
the history of photography,” Oppenheim
had an almost cinemaric grasp of the effec-
tiveness of montage techniques. The staric
shoce-prints lead to the charted parhs,
which in nurn reflect the urban er id. The
narrative of the text panel gives the work
an extended temporal context and is a
combination of objective notations and
introspective commentary. The Auidity of
these transinons leads the viewer o accepr
the immensity of this projecr as Oppen-
heim leads us through the conceprual
jumps that unify the work of art.

Extended Armor, 1970, documents a
55-minute performance ar Reese Palley
(;:]lh-r_\.', Mew York. The p|:crlminLl|r1'|L':'|:;L
tion is therefore both temporally and phys-
ically compressed in comparison o Crround
Mutations. Whereas the earlier piece falls
into the category of urbanized Earth Art,
Extended Armor explores its microcosmic
counterpart, Body Art. Here Oppenheim

I'IL'_II'k:\' takes center stage as |‘rt'rl1:r|m-r he

-risk sit

is shown in an ahsurdist hig
tion. For close to an hour he confronted a

rarantula trapped in a narrow chure, keep-
ing it at bay by pulling hair our of his head

and blowing it towards the spider. This ac-
tion was recorded 13).' video cameras, as well
as by photographs taken by Oppenheim’s
dealer, John Gibson. To some extent,
Oppenheim sacrificed a degree of the pic-
torial control he exercised in Grownd Mu-

tations. However, once 3

in the montage
of text, still images taken from video, and

the oblique gallery view maintains its con-
ceptual urgency. Oppenheim has insisted
thar his p|mrmlmulm'nl.uilmh are not 1o
be regarded as pictures “but information
about something, Some of my contempo
raries, like Gilberr and George, are empha-
sizing a strong image. I like to emphasize a
strong concept. The photodocumentations
carried a lot of weight because they were
referencing a new concepiual arr,”

Despite these disavowals, certain
|:hc>:m_|¢:L'||_|r'n|_-m.|[inn.:. are uxu.mrdin.lrﬂ_r
beautiful. Polarities, 1972, is perhaps
Oppenheim’s most successful synthesis of
conceprual premises, on-site execution,
and documentary processes. As described
in the two text panels, the generative im-
ages for the work were the last graphic ges-
ture created by the arnist’s father :.]mll|_r
before his death and one of the first draw-
ings of the arnst’s da

wer. Oppenheim

plotted these images with magnesium fares

GROUND
KEARNY ,

MUTATIONS= SHOE PRINTS.
MEW JERSEY AMD MWEW YORI
SHOES WITH K™ DIAGONAL GROOVES DO
AMND HEFLS WERE WORN FOR THREE WIN
I WAS CONNECTING THE PATTE
IMDIVIDUALS. ..
MARCHING DIAGRAMS .

on a five-hundred foor scale in the felds of
Bridgehampron, New York. Lit ar ewilighe,
the Hares burned for about twenty min
ures. Given the scale of the work, it could
only be (c-mpru,-hcm.h,-d from an aerial view
and fifteen aerial photographs taken by
Steven Pearlbinder record the images in
the increasing darkness. A map of castern
].uny| Island, with the location a|c.u]_\'
marked gives the work a geographic con-
text, complementing the genealogical map-
ping which occurs on a concepiual level.
In retrospect, looking at these works in
the context of the photographic develop-
ments of the past two decades, they appear
remarkably fresh and unmediated. In con-
trast to Cindy Sherman’s and Sophic
Callé's manipulations of documenrary pro-
cedures, Oppenheim'’s photodocumenta-
tions have a naive immediacy, free of the
layered interpretations discovered by the
subsequent generation of artists who came
of age in the 1980s. Instead of treating
photography as an end in itself, he reduced
documen-

it to one of its basic functions

tation. And while formal links can be made
o the New |'u|m§_:r.1|\!1iu.~. MOVEmaent in
photography of the 19705, Oppenheim
was never interested in interpreting the
I!II'II.1.\('_[I|\'.‘. Instead, he transformed the
landscape and his body into new arenas of
action, and his photodocumentations fulfill
the basic purpose of any documentary:

they give evidence.

The artist has commented onthe work
of this era, “1 didn’t know what it was, but
I did know what it wasn't. It wasn't paint-
ing. It definitely wasn't photography. 1

Polarities, 1972, printed map, color photographs, and text mounted on board, 40 x100 inches, The Museum of Fine Arts, Houston, gift of the
artist, 91.2031. Photegraphy by Dennis Oppenheim and Steven Pearlbinder.

KROVEMBER ,
MEY

TER

MY THOUGHTS WERE FILLED

1960,

YORK ,
THE
MONTHS .
S OF THOUSANDS

SOLES

OF
WITH

think of myself as a sculpror, so | called it
sculprure. If history was being made ar all,
it was being made in sculprure, not in
documentation,”

Alison de Lima Greene is curator of twenti-
eth-century art at the
Museum of Fine Arts, Houston.

Bibliographic Note: The most comprehensive
publication on Oppenheim to date is the
catalogue of the P.5. 1 exhibition: Allana
Heiss and Thomas McEvilley, Dennis Oppen
heim: Selected Works 1967-1990, New York,
Harry N. Abrams, Inc,, 1991,

FOOTNOTES

1. Dennis Oppenheim, Interview with Lisa
Béar and Willoughby Sharp, “Discussions,™
Avalanche, no. 1, New York, Fall 1970,
Reprinted in Lucy Lippard, ed. Six Years: The
dematerialization of the art object. . ., New
York, Praeger Publishers, Inc., 1973, p. 184,
2. Few photodocumentations were collected
by individuals or institutions in the late
19605 and 1970s and the transience of early
Type-C coler prints has rendered some of
Oppenheim’s early photodocumentations
virtually illegible

3. Telephone interview with the auther,

16 December 1992,

4. In the autumn of 1991 the Museum of
Fime Arts, Houston, purchased a monumern
tal drawing by Oppenheim, Chain of Pearls,
1980, The artist later donated the three
photodocumentations discussed in this arti-
cle, as well as a sculpture, Virus, 1989, and
an additional monumental drawing, Study
for Heart with Paper, Carved Hard Foam,
Black Glass, Rolled Paper, Ceiling-Mounted
Turntable, 1992, In 1983 the museum had
acquired Oppenheim’s Traps and Cowhide,
1969, gift of Eve France

5. Jean-Louis Bourgeois, "Dennis Oppen-
heim: A Presence in the Countryside, ™
Artforum, vol. 8, no 2. (October 1969), p. 35
6. Oppenheim remembers that "my inspira
tion wasn't coming from photography, it
was coming from sculpture.” 16 December
1992 interview

7. ibid.

8. ibid
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THE PH OGRAPHIC OBJECT

A Most Excellent Dog and Pony Show
and Its Audience

Ed Hill and Suzanne Bloom

In the Hpring of 1975 we received a short
note from Bill Wegman that contained the
drawing reproduced here of a parking me-
ter with its arrow in the red zone—"ex-

pircd' and labeled on its face, “video
applause meter.” The occasion for this
crypric message was a letter we had sent
him following an exhibition of video art
we had organized for the Smith College
Museum of Artin the fall of 1974, The
show consisted of a series of daily tape pro-
grams plus video installations representing
most every major American artisg work 'Lng
in video at that time (including Andy
Mann of Houston, then g in New
York City). Wegman's “Selecred Works"

were the clear hit of the wu:k—lm:g event,

and we wrote him saying our rabulations
from the video applause meter indicated he
wias :h" [lllpllliﬂ' 'I-'l\'l"it(.' Ul-lht‘ Inll!il'lll‘fh
tic audience,

enthus
From carly in his carcer, Wegman's re-
lation to his audience—"fans,” more accu-
rately—has been that of a comic actor who
knows how to transform stra ight-ﬁlcul,
dumb situations into the enduring pleasure
of wise and gentle humeor. No party is in-
jured: everyone is amused. The effective-
ness ‘}r |'|ll.'o ;llTSI]f’d I]'l[:lni}]l!gut.‘s il]'ld ‘iigl'l‘
gags only seemed to be enhanced by the

ridiculousness of his means: a chair, a
(slap)stick, ladies” pocketbooks, spray can,
photo lamp, his own face or stomach. Bue
no prop in Wegman’s world of plain and
banal things could equal the pure charm of
Man Ray, his first canine partner, straight
m ir of the 19-inch lumi-
nous screen. [t is safe to say that through
these droll man and dog dialogues, the
combination of minimal staging and Man
Il;l!'IL IE.\}‘{“'I J
man recognition beyond the general run
of video artists in the early 1970s.
Bur, as we know, this is no one-t:

. and video co

Vi IN.'I'E-(J“;II]It)' |vr{:u}{]1l \\;.r‘_ i

Bill. His use of photographs and drawing
lII.'I'!!I

trated, from the |u'1.:inning. the
same canny humor addressed 1o our collec-
tive cultural pretensions about the serious
business we believe Art must be. The oper-
ating standard of Wegman's videomanship,
Illh' JPIN[[L'I'[I JF‘EL'.\‘I'“.'.\\' ill'ld Iﬂi'k ‘}F LITS !r—
conscious, ad lib invention where familiars
are enlisted to play out largely silly roles is
also characteristic of his black-and-whire
photographs (e.g., Deing the Dishes, 1972).
hv1'i|f| I{Al}' Ihiltl{' mﬂlllﬂr LI}!IN.'-'E“]"C{.'S i'l'l

these conceprual photo works, many of
which were r_'nmpm;ud mn multip]v frames:
however, the static image of subjects kepr
ar a distance from the lens limited the im-
I‘;lf_'r '[hL'
on an audience and did have in the videos.
One exception ro these limitations is

the four-part piece, Loaking As, 1973,

m.un‘(lng l::la[i[m.lil'lip could have

Phorographed ar fairly close range, a rriad
of woman, dog, and car take turns looking
at one another, As the unseen f
ace the alternating triangle of dead-

al dog,
and paper cat (head nn|}'ﬂ whose pupﬂs
shife appropriately. All the permurations
of looking and being looked ar are carried
out, as in any respectable conceprual
work—and, typical Wegman—it's the flar,
black paper cat who articulates the visual
its delightful

arth party,

sSEares ht‘[\\'L‘CII I'K.'-'l: WOITEA T

NJ \VI'IU iil'l]lll

!:L'U |'H‘.'tl-_"
pointlessness,

It didn't take long for people, many
|u,'u|l|q:, tor realize that \x"cgrn,m, master
of low-budger video and the photographic
joke withour a punch line, was a brilliant
humorist { Saturday Night Live embraced
him in the mid-1970s) and humanist (em-

s on the small “h”). Somchow his au-

l‘h'-'l
dience sensed there had 1o be in all of his
absurdities something simple, honest, and
true. Besides, his dng (hnmughly trusied
him. What he was dishing out 1o us really
was a good dose of anti-aestheticism on
four legs, inverted dogmatism about the na-
ture of established url—i[}':}u will pg:rlnil
the pun. His best work has always appealed
Lo OUF constructive imaginations, and
inl;lgin:lt]'l'lll .l.\ l"]IJ' c{’l'l!il“ll_'li\'i.' [ (4] t]lﬁ:
degree it is liberated from dogmaric con-
straint., This prnicc[ was not his alone,
however; others had led the way, John
Baldessari most conspicuously. Bur only
\x-'u[;m an had Man Ray on his team:
Baldessari might try 1o teach the alphaber
o a house plang Bill Wegman could cor-
rect his dog's spelling!

}:tntl_'r th‘.‘ p“"
alous contraption, the Polaroid 20 x 24
camera, had a large presence on the photo-
the 1980s. Well, not ex-
era but its rich, glossy
at provided phorographers in-

IIll'l.'l[ I'Il'll'l'lL'I"\r'. Anam-

graphic scene
actly the ¢
product th
stant gratification on a scale such as never
before possible. Given his origins in video
and phmugr:lph_r. it's surprising 'Wi:gm an
was ever seduced by the Polaroid aesthetic,
although apparently he did resist. Artists
change, of course. There were very likely a
n“."'ll]‘.'[ ‘}r F;Ic.'tl.llﬁ t]l;lt Cl"]trllITlllL'd [ (4] ]lis

turn to the handsome prine as art object.
We might speculate abour one of those:
Man Ray had entered the bare stage of
Wegman's work as easily and innocently as
-'ll]_'\' oL l'“.'l' Pl'{!r' ar acror; once '[hl"l'ﬂ,‘, i“m—
ever, the dog's winning ways inevitably
made him a principal, not just another
walk-on. An audience was gr:m,'rau:u,l
around the appearance of this gorgeous
Weimaraner (a perfect Zone V) and cthar
audience wanted to see him as often as
w‘.‘gl’";l" f_'h{ﬂ.‘“: (1] .“I'l{iw hilﬂ_

The large formar “instamt” Polaroid of-
fered Wegman the immediately viewable
result that he liked so much about video,

William Wegman, Fay on Board, 1989,
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which meant an idea could develop our of
the kind of spontaneity with which he is
comfortable and confident. At the same
isfving
in the ways it enhanced Man Ray's “in-

time, the camera was so infinitel

scrutable” presence. The rest is well-docu-
mented history—including the sad loss of
Man Ray and his eventual replacement by
Fay Ray. Over the last decade, Wegman's
prodigious output on the Polaroid has se-
cured his reputation, and, even though

he has done many strong

ces \\'i[hl]lll

William Wegman, Arm Envy, 1589,

canines, it is nonetheless the widespread
perceprion thar he's “the guy who does
d'.?l.’,.'o." [[l L'll";]l‘[!rd[i{]rl \\'i:il JU]'I." J{(.'llll:l
(as the “pony master” from Polaroid) he
has become, in _\;piw of himself, dng trainer
to the art world—incidentally pushing the
pony into deeper water than anyone had
before (i.e., in a Maine lake on the back of
a pick-up to do the dogs-in-the-canoe
shot).

Returning for a

with which we introduced t

moment to the drawir
is piece, it
seemed curious thar a so-called “video ap-
plause meter” would be turned into a park-

lll'lg meter. \x'FL' J'l';l‘fj th{: -'lul.lsi(]n r.‘l[|'|=.‘r
directly: Wegman was apologizing for the
six-month del responding to our com-
munication; he had been “parked” on it so
|{al1g the meter had r_'xpj'n:ti. []{alwldming
the pleasures we had derived from his arc
during the past eighteen years, it may ap-
pear ungrateful to apply that same graphic
metaphor to his photographic production
of the last several years, bur perhaps there's

no better way to say it: in our opinion, he
has been parked too long on the “dog and
P(]ll_" .‘ih‘}\'ﬁ'“ oven th[)ug]‘l lI]‘.' Rpl'illlllﬁl.' me-
ter may be suggesting otherwise, It is a hard
act to sustain at the level he began; bril-
liance inevitably diminishes into cleverness.
For all the commanding ease and appar-
ent innocence of the dog photographs,
tl'ﬂ.'lc are rl.l“d;lm‘.'"t;i] -'ll'ld il]h‘.'ﬂ.'[lt p“lh—
lems with man representing animal. His-
torically speaking, modern man has been

purting nature on a shorter and shorter
leash, fully intent on controlling if not de-
riiru_ving wildness, OF course, canines threw
their lot in with humans a very long rime
ago; so it may be said they have been com-
I'F “.it i|1 ll“:ir own .\d.'rvlll‘.' d'"l“:.\l]l‘.'-l‘lli‘"‘
Nonetheless, we humans see them as

ril-.m;{ing far closer 1o -,mi||1:||it:.' than our-

selves, In this ambiguiry of hicrarchical sta-

tus, the dog represents the ascendancy of
man over beast or the gn“' between. Such
is the case no matter how many human ar-

and satires. The power of representation,
of representing, lies in our hands and i
itselfamounts to domination by signi
gion. It is our own stories we humans
telling when we enlist the dog, the bear,
the fox, the crow, or the frog in the staging
of our “truths.” When we do artempt
gh their eyes,
our description of whar we see in their
inscrutability is alway:

look into their world, thr

construed

5
mysterious or ineffable. 1t is the animal
inevitably viewed as Other.

It mu

be said thar Wegman is not
without a savviness in these subtle ma

TS,
and that he has effectively used absurdity
and irony to convey his perceprivencss.
Arin Enwy, 1989, a tongue-in-check owist
on Freud, is a marvelous if rare recent ex-
ample of Wegman's ability to carch us up
in the trap of received ideas. On the other
hand, the more the “dog and pony show™
finds irself |\erlimniug to meet demand,
the less able it is to do more than entertain

us within the comfortable setting of our
collective preconceptions about nature as
pet. Meanwhile Wegman’s fans continue
waiting for the curtain to rise on yet
another canine tableau.

Ed Hill and Suzanne Bloom are collaborative
artists exhibiting under the name MANUAL.
Both are professors of art at the University
of Houston. They are also recent recipients
of an NEA fellowship grant in photography.



HE PHOTOGRAPHIC OBJEC

Man Ray and the Art of the Idea

Shannon Halwes

Mast of Man Ray's art making between
1917 and 1921 was devoted to assembling
everyday objects into what the artist would
come to call abjets de mon affection. Often,
he discarded these objects afier having
photagraphed them. Bur not necessarily.
t:l!]]\L'lIllL'l”]:\'. noone cGan qll“k' -||._'|| e On
what to do with the object photographs:

are they themselves objects, photographs,

or simply document
I'here is no |_1|c.-v,a_-dc,-|:| for these ]I|!tr-
mgr_||,1|1-._ While photography of art works
was not new, nor was the photography of
the mundane items in our surroundings,
Man i{,l:\..\ intentions for this work were
a distinct departure from the norm. He
pushed photography beyond the experi-
mentation with rechnique and formal
composition encountered in Paul Strand’s
c',llll.\' \\'l"ll\. Or even [Ilg' ;[‘\'l.'\|i‘|_".|[i|'|n i|l]l|

time ;If'l(l MOonon, \llkll A5 WAs seen in -'\I!

dadaphoto, 1921, collage, whereabouts unknown,

dadaphoto

mark Heg

ton Giulio Bragaglia’s futurist photographs
and the abstract Vertographs of Alvin Lang-
don Coburn. Man Ray's object photo-
graphs were made in the pursuic of a new
art of the idea—one based on the theories
expressed by the French artist Marcel
Duchamp and embodied in ready-made
sculprure,

Man Ray's photographs record his

ideas, but they represent more than mere
documentation. In his hands, photo-
graphed objects are more complex than the
abjects themselves and, as Merry Foresta

has suggested, “were, in fact, many things

in one, E1|u||-:||_"l'.ll'||'|\ .|Ih| ||]}i|'t'|\. iilll\lr.l-
tions and works of are.™ The artist himself

would have ]'rruh_lhl_\' agreed. One th Is

coertain: in m.Lkln;( use of |‘[|19l|1:_'\r;1|)|1.\' Lo
record his objects and to develop his ar,
Man Ray became the first conceprual art
photegrapher.

Duchamp creaved his first ready-made
two years prior to meeting Man Rav in
New York in 1915, In Breyele Wheel

(1913), [ }||-;|a.||t]p selected a commaon,

utilitarian object and proclaimed it ar. It
became art essentially because the artise
willed it so. Once Duchamp wrenched the
objecr from irs urigin.tl purpose, he fur-
thered its transformation into are by alrer-
ing its normal orientation—in this case, by
,|!hx'|ng the bicycle wheel to the wop of a

kitchen stool. For works like his 1915

snow shovel, Duchamp added an ironic

title, fn Advarce of the Broken Armi, 10
change its original intent and to distance
the object from its normal context.

With the ready-made (in essence, art by
appropriation), Duchamp asserted the pri-
macy of the artist’s decision over his skill as
a craftsman. The n'.u|}-|11.ldc Was a way in
which Duchamp attempred to return art to
the service of the mind—a clear rejection
of Lart powr ars, of formalism’s absorption
with the visual aspects of art. The idea was

the art.” The ready-made was the evidence.

Man Ray’s use of photography estab.
lished his role in the development of this
art of the idea. He liked the fact that this
mechanical process was even further
removed from the artist’s hand and wradi-
tional notions of craftsmanship. At abowt
the same time a few European artists,
Christian Schad in 1919, Liszlé Moholy
Nagy, and Max Ernst slightly later, were
experimenting in cameraless photography
and phorto collage with the same desire 1o
rCmove ar r‘ll'\‘ll |||L' I|.l|||" Uf [l"ﬂ' .|’|i\|.
Man Ray often stated that he considered
the photograph to be a record of the con
cept not of the arifact. |’i1|:l[|l:_'.[_a|1h§.' wils
the means by which all of his abjects (or
the idea of them) remained permanent.
Consequently, some objects existed only
for the rrhuru_u _lpll- where Man Ray had
In these

absolute control over the imag
cases, once the idea was recorded, the ob
ject became redundant, The ||h15[|3'?'_l'.l|9|1
was an equivalent, if not more successful,
vehicle for the concepa.

The object depicted in Maw, an egg
bearer, could be considered a ready-made,
but the work of art, complered in the pho-
tograph, is the simple kicchen utensil and
iL\ cast x||.:|;|||'\.\, |'|h; u|'|i(1r .!I‘n'“.i-. not
altered, but as it melds with its shadow on
the plane of the photograph, it is trans-
formed into a phallic form. Borh the visual
and the conceprual aspects of Man rely on
the controlled perspective—including the

.\|l.1£|ll“'~ ol t|1;‘ p]mlng Ph. l'|:il1:.|r('|)

it 15 the title that makes the anthropomor
phic connection and converts the object
into the image of a man (probably a self-
portrait),” and links it to correlation
I"l"\\(‘ﬂ.‘n man |I||I.{ maac I'|.||'|L' I_"CE"IJ!IL".I mn
contemporaneaus work by Francis Picabia
and Duchamp. Historic photographs of
Man Ray's New York studio show the e

bearer irsclf ||i-.|=|.z:\.'rd as a work of art, but

eventually Man probably was returned ro
its former life as a kiechen utensil,

Clearly, Pormantean (19200, an object
illl Glrl“’f.‘lillr_ a Il\‘t' |'||I.|tlL'| |'|L'||||'!k| a {|I||||L'\
display stand, existed only for the photo-

graph.® In the photograph, a creature—half

human, half mannequin—appears o
emerge from a mysterious black space. The
model wears one black stox kini_: that gives
her the appearance of ||:i-.\1u:_: part of a leg;
she seems mutilared and subhuman. The
artist’s control over the image 1§ essential:
the illusion would \i|n|\]\' self-destruct
upon sceing the higure in the round. Man
I{,L:L later iluurpur.uud the p|lu|e>:,'_r.1|1|1 inko

a collage entitled dadiaphara for reproduc

tion in the anly issuc of the magazine New
York Dada” Man R.l}' |i-;\i§_'.nﬂ] F ..'f.'l.fr'.'f'rllrl
to look like an advertisement. To reinforce
the commercial aspect, rather than signing
the work, he attached an anonymous tag

line: ¥radesmark K

evolves into not only an object, butr a com

I'he woman thus

madity, an item for sale.
New

contents of a spilled ashrray. A phoc

» York 192015 a photograph of the

raph

that acstherically and conceprually breaks
completely with existing artistic standards,
this truly absurd image of the city is also
his miost radical work of the ]H'Eiud.
Whether Man Ray created New York 1920
for the purpose of being photographed or
was simply recording a chance event, the
CIFCUMSEANCe is an issuc less \.I!'_II;“\.II'!I
than the content of the il'l'l.l.i_'.l' As a subject
for art or ]1|mm;-_|.lp|1_\'. the \pi||rn| ashrray
was completely unprecedented. Carl Belz
noted that while the various clements of
the composition are discernible, and even
the text is legible, the contents make no
sense, constitute no literal theme or stare
ment, and cannot be related to any tradi
tional type of subject mateer.” In its
rejection of acceprable aesthetics, New York
1920 calls into question the validity of the
concept of an appropriate subject matter.
.\1.”\ k.ll\.\ i|1|l.'ll'\| i art as idea and |'|i-
disdain for art as mere craftsmanship do
not mean thar his |\]1||:nl-.:|_||\||x were not
\l'l'lll |'||,|\il_. \IL'I'l’l".ll\' WOT !\\ 13!-.1”. | |ll|..

artist IL\l'-l IIIl' |‘hi![|'|'?':.1|‘l'|\ L (4] \IIII[[|I|

the way the viewer |1L'u-:'i\r\ - abjects
recorded therein, carefully composing

them—by including shadows, by changir

the scale, or by defining a new conrext

in order to present more than the object

itself. This becomes apparent when com

paring Man Ray's photograph of Tie
|'I'J|',l‘:'l'H|'|J' rJ_.f',lr-,.'r.lr.'.'."r' Diveasse with a lager,

three-dimensional edition of the ject,
I'he photograph transforms what is other
WIsC an ||[|r|_"|||..|||\||I|||" L(.r1]|1i|1.|r;l||l iil"l’ll"ll'

and '\\.'lltll'.'ﬂ |1|_|nk|-[ e \L'\IH\'[".IHE: Vague

ly anthropomorphic, mysterious, and even

cerie,”! Nothing illustrates this more clearly

than when |-\|1i||i|ir1_|_; these three-dimen-
sional editions; the curators often Fepro
duce Man Ray's oniginal photograph in the
catalogue mnsiead of a p||u|u;*_r.lp|a of the
II]’|L'l.| in the show,

Walter Benjamin wrote of the loss of
aura one l'\'pL'I'iL'I'IL'L'\ with the |I.'l|||'|l|||ll.|i|"l|
of 2 work of arc.” With Man Ray’s objects,
however, it is the mechanical reproducrion
that provides the aura and clevates these

|s|'1|>|:n5u,1|:-h\ from the level of \i:llj'rh' docu-

mentation. If the concept of making art by
declaration were enough, then Duchamp
would have had no need 1o make more
than one ready-made. Man Ray would not
have made these photographs. In fact,
there would be no need o document the

concept at all; it could all just be a rumor.

Shannon Halwes works at the Museum of
Fine Arts, Houston, as curatorial assistant
for the Department of Twentieth-Century
Art.

SPOT/SPRING 1993



¥
L ¥

Man, 1918, gelatin silver photograph, private collection.

FOOTNOTES

1. For example, Woman, a concoction of
photography paraphernalia, is included in

the catalogue raisonné of Man Ray's objects,
yet its companion piece, Man, an eggbeater,

is curiously excluded. Both, however, are in
the monagraph an his photographs.

2. Merry Foresta, introduction to Perpefual
Maotif: The Art of Man Ray. New York:
Abbeville Press, 1988, page 25

3. George Heard Hamilton discovered in
Duchamp's notes for Bride Stripped Bare by
Her Bachelors, Even that Duchamp had giv-
en a name to the idea behind the art work:
the word cervellités, or brain facts. G.H
Hamilton, “In Advance of Whose Broken
Arm?," Art and Artists 1, No. 4 (July 1966),
page 30

4. Alexander Watt, "Dadadate with Man
Ray,” Art and Artists 1, No. 4

duced in New York as early as 1917, but
American artists took no particular notice
until about 1920. Man Ray and Duchamp
produced Mew York Dada in 1921, It was
abandoned after one issue, which as some
have noted, is very dada.

9. Foresta, Perpetual Motif, page 24.

10. Carl Belz, The Role of Man Ray in the Da-
da and Surrealist Movements, Ph.D. disserta-
tion, Princeton University, 1963, page 20.

11. For an illustration of an edition of Enig-
ma, see William C. Agee, “New York Dada
1910-1930," Art News Annwal, 34 (1968),
page 112,

12. Walter Benjamin, Muminations, transla-
tion by Harry Zohn, New York, 1968, page
225,

{July 1986), page 33. L'énigme dlsadare Ducasse, 1920

5. One of Man Ray's favorite
methods of self-portraiture was
to employ the word Man (or
the French equivalent, Main) in
the title.

6. The photograph was titled
Portmanteau after Man Ray ar
rived in Paris in 1921, Foresta,
Perpetual Motif, page 24

7. Francis Maumann suspects
that the model is the Baroness
Freytag von Loringhoven, a
German member of the New
York avant-garde. Conversation
between this author and Mau
mann, 5 October 1989

8. Dada, a revolutionary Euro
pean art movement, was intro
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Nadar
A porevair by Nadar feune for Rosalind Krawuse
You will be obscured by a cloud of postures
and a roster of great names,

bur here, in your high thirtics, you can hardly

he more distiner, distinguished

by hair, ]m|1a' and the heroic resolution

to present life with an imag

unretouched—had it not been the fallacy
of centuries 1o correct?

Edited, glossed, conflated, expurgated—

'\.\'I'Ii]l Was IL'E.: [{4] I“.'.“R"\'U .
All men are mad when they are alone, almost

all women: that was your text

and your testimony, the acknowledgment
of a balloonist whose pride

it was to announce that countless things have been

seen .Illii I'{'Ill.lill [{4) llL' SCCT,

,[HL{ I'-i1|' \.l'hi]ni ]'Illl'l'l!l][.\' Wis L't'llli\"lll.'f"

to seeing things as they are,
opacity being a grear discoverer.
Why else is it vour |Jta1'l|';ﬂ|l.

loom likelier for us now than all preening

identifications since?
Because you made your Act between consenting
adules a Sacred Game

wherein the dead god is recognized, the change

being from darkness o |i5: 1

and revelation—-—the god reborn. You were
our demiurge: from a world
where chaos and cosmos are superimposed,

from a world where anything

can happen but nothing happens twice, you spoke
vour fiaf fux or I:".'d!

nax 1o bring torth the creation of nature

against narure within nature,
Mow vou have sixty years in which wo retrieve

]I'IL' '\."i‘nillll.ll\' I.llll'l'l ||'II.' '\.'iHll.Il.

then fade into the once and future classics,
]J.'.\l'\. ||]\-_L us o q'lll.'ll"_'\t' On

\\'h.ll Cinnot l‘l' I.ii'\'ilIL'{l. i['lkEi'\illll..lI\.




Max Ernst:

Dada and the
Dawn of Surrealism

William Camfield

This text was excerpted fram chaprevs IV and
V of the manuseript for a forthcoming cata-
grogr.rr WTEeN 0 ACcompany @ majer refro-
spective of Ernst s work organized by The
Menil Collection with the participation of
the Musenm of Modern Art, New York, and
the Art Institute of Clicage. It is r(pn'nrm" J’)_r
kind permission of the awthor and The Menil
Coflection.

While r¢-|:uinnu|1i|14. were g'hi|l}-' in Pans
over the fall and winter of 1920-21, Emst
experienced one of the most productive
maoments in his entire life. The basic
course of his work durinl_{ this time 15 es-
tablished by a number of dated works, by
his correspondence with [Tristan] Tzara
and [André] Breton, and by two exhibi-
tll[:lll.\: one a gl‘ullp CN]]il"ilil'l) \\'i:h l-)-'t.\
Junge Rheinland in Febirus
1921; the other his important solo show
at Au Sans Pareil [Galerie] in May.' These
documents indicate thar by the end of
1920 he was working simulaneously with
a variety of themes in four or five different

r—March

processes: overpaintings of illustrations tak-
en L'|1ir.'f|}' from the [c.lr_']ling aids f.':ll;ﬂnguc.
collages made with parts of photographs
and illustrations (many from the same
teaching
l’\".‘rl‘-'l
enlargements of some collages, and, finally,
a special category Ernst called “Faragaga,”
|1

ids catalogue), combinations of

gs and collages, photographic

ion of

mding for Fabric
anteed Geometric (Fabrication de Tableanx

uiuting.\ Ciuar-

Gasoméirigues Garantis).

Ernst's work ar this time is, in fact, so
EJ“’IiFiC -'II'HJ ‘.'Lirlll'd ll'l;ll lI'H.' s[]'ﬂl Ui-plk'.'ﬂ.'lli—
ing it in a coherent, structured manner be-
comes a daunting task. . . . Material and
Processes are important—
how Ernst sees, thinks, and creates—but
these processes do not provide an adequare
structure for the study of this period. In-
deed, given Ernst’s will and adepiness for
r_'uncc:lling
specific process employed is not always ap-
parent, and to this day errors of media and
sist in publications of his work.
Still more s

trinsic even 1o

w:}rking methods, the

pr[](.'t.'b.‘i p'L‘

ificant is the fact thar the
irlmgc:r}-‘
images and inscriptions—is of paramount
:irl1|:Jc}rl:ll1L'L'
ploys serve his intellect and vision, and our
own personal experience of these works
begins with a visual-literary encounrer.
Consequently . . . [ will rely primarily on
thematic structure [but] th
entails problems of its own . . . [Themes

"lI'I(I l'll—ll.'l'l a di:.l]ll[:ll(,' bt.‘[\‘-'f_'[_']'l

The processes that Ernst em-

.'ll)}!")-'{l_'h

in Ernst's work are rarely—if ever—clear
and simple. They are instead multivalent,
veiled and overlapping, and quickly expose
the arbitr:

iness |)f:l|1:,' l.'n-ﬂ}l'l [ (4] IlI'I'lI)ll.‘iL' a

rigid thematic order.

Several collages from the winter of
1920-21 appear to deal with the theme of
War, ;Ilth[]llgh lll'l'll.lgl'_'.“ Sl]%ﬂsti\".‘ lil. \'i{]l‘.‘flct‘
are frequently charged with themes of sex-
uality and/or religion that simply do not
yield to rigid classifications or to pat inter-
pn,'m(inn;_ For these i.m:igr::s it is necessary
to [turn] ro Ernst's work featuring human
beings and hybrid beings. A common ele-
ment Ill'l lI]l.'EL' w{“'k_'i i.'o a tilin!{ ara l'ﬂ.'il'lu
which flics—an airplane, bird, angel,
or some hybrid of human/angel/bird/
ﬂ{l.'\'lllli{'l}rl"'lp' nluch;m:. h rir_'lll!l.'s.li uf.‘.‘llch
associations already existed in Ernst's expe-
riences, beginning with the dangerous con-

10

fusion berween birds and humans aterib-

uted to the simulaneous discovery of the
death of his pet cockatoo and the birth of
his sister Loni, Through church,
room, il"{! .ll'lllﬂ.

"(Ii'l'“ rl.'.‘lLiillg ||f_' I'I;i({ cn-
epts of birds and Rights thar
ranged from the dove of the Holy Ghost o
the wlg_h: u}-_lu|
tion of dreams abour flying as a longing ro
possess sexual prowess. From Apollinaire’s
poem “Zone" he had been exposed 1w a
]'I:;Jlt.l' []r‘."\\'ﬂr ;l.\.\lﬂ.‘il‘lil’" ‘]1- r‘.'lllgll‘:”l.

countered cor

er and Freud's interpreta-

m}'llml:w', -.md lL'L']'lI'IUIU!,:}"_

Christ who ffies bigher than the aviasors....
Tearns Enoch Eligah Apollonius of Tyrana
Haver near the original airplane....
Everyene eagle ploenic phis

Fraternizes with the fiying machine.

From the war he was educated in the
hypocrsy and corruptbility of such high-
minded unions.

“Massacre of the Innocents” is a major
representative of this genre. [t s an explod-
ing, Frﬂgnwnuﬂ (cmpm;][iun that leimum
our attention. We seem to be looking

down ar a

y under an ominous sky, a-
lﬂ.l.'kf.'d l‘f[]]'ll thﬁ: ulvp::r lL"-I Il"\ a4 monstrous
green hybrid fashioned from a Lilienthal
glider and an angel guiding shepherds in
Stephen Lochner's painting of “The Viegin
Adoring the Christ Child.” Three male
figures—made with a stencil fashioned
from the figures in “Young Man Encum-
attempt

l'H.'l::Ll wlllh al i-llim'cri"r‘ I:-'lp,}""["
to flee the scene, seriding over collage parts
thart have been described as |un|{ing like
railroad tracks, ladders, or conveyor belts.
They are actually parts of photographs of
the facades of grand public buildings with

]ung rows of columns or windows and
arches—some viewed from sharp angles—
which have been turned on end. Sensa-
tions of awack, flight, and confusion are
vivid. The title painted 2
left implies the biblical subject of Herod's
massacre llr Il“.' l.'Ilildﬂ:l'l. I'lll l]'lL' mature

sss the lower

victims in this collage and the monstrous
airplane suggest a reference to the recent
war where for the first time man and his
fying machines visited destruction on its
'-'ii.'l.ll'l'l.“ El'l"'l'l an hig: Fie

Such references are not upique for Ernst
at that time. This fusing of birds and air-
plum':s cmr_'rgr,'d in Paul Klee's work as ea
as 1917-18 when one of his tasks in the
army was to photograph crashed planes.
Werckmeister has interpreted Klee's im-
ages of plummeting birds as references o
falling and crashed airplanes, with an addi-
tional dimer

Iy

100 ing‘nqmm[ing( o and
man. He observes the tradition from
Leonardo onward of comparing men in
"‘V; ng ]TIR.I.'[!iI“.'S [ (4] :’l“g&'lsr il]'ld il!i.\u‘.'ll
1917 passage in Klee's di iry to the theme
of birds and war planes: “Something new
is preparing itself, the diabolical will be
merged into a simulaneity with the celes-
tal 5

A somewhat different, muted version
of this theme appears in an untitled collage
which depicts a hybrid airplane/woman

s

H],'ing over a barren plaiu with three men
in the lower right corner, one of whom is
injured and being carried off by his com-
panions. The context implies an injury sus-
tained somchow by an encounter with the
monstrous female/machine hybrid, bur the
[f.'lali{"'l!il'llll) h‘.'t“'EL'll tlll.' men and tlll.' l'.'—
male/machine is not clear. No aggressive
action or fear is expressed, and, indeed,

HE PHOTOGRAPHIC OBJEC

one’s sympathy could be attracted 1o the
female/machine, given the gesture of her
.[hL‘t ll]liw-'l[;ll?lt' en=

arms ;I]'ld ll“.' furr
gine/head which seems ro recoil from che
scene below.

Two other 11|v|3ri¢| creat “Health
Through Sport” and "Above the Clouds
Midnight Passes . . .\ were produced in
a Phl"(’glill]hiﬂ ne
document of something unworldly thar
really exists. The extant collage for “Above
the Clouds Midnight Passes™ provides a
l;'l]iug l:x:lrnplr,' of Ernst’s EI'IGIE in this in
stance. On a photograph of clouds viewed
fl'f] m j[hll\'l_', I'“.' hLI.'o construct L'I'j a st r.'ll1],’,:.'
hybrid female being from details of three
black-and-white reproductions: a cro-
chered form which serves as a bifur
wing-like head that surmounts a ball-of-

1 which sugg

54

ated,

twine torso and the bare legs of a female
maodel in i:ig_h heeled shoes. The evidence
of the curting and gluing of these three
parts and their contrast o the tan color
of the cloudscape attract attention to the
the creation of this work.

artist’s hand
Bur in the photographic enlargement of
this cu";i!;r_' (28 3/4 x 21 5/8 inches vs.

7 1/2 % 5 1/8 inches), the presence of the
artist is removed by the suppression of
1|'|q_‘ L"\Ilﬂg" Cdg"‘ ﬂ]ld b}' 'l]\' I.’\'(,'lilll
black/white tonality of the photograph,
further muted by the softer definition of

Ilill

the ph:}mgmphic print. With some
effort, we may conclude chat this strange
creature was derived from some sor of
photomontage—the tradition had been
established carl}r on in the !1i.'.mr}' ul'phu-
tography—bur that conclusion is not
comforting for long in the

e of the mat-
ter-of-fact presence of this armless creature
wl]u&ﬂ: ‘:‘VL'.“ lr-'l"&!iﬁ us !ik‘L‘ lhll.\(.' l'll Ih‘.’ €=
chanted plant creatures in Ernst’s animated
landscapes. There is a more convincing
quality to that crochered head than o the
]'ll]rl]-'lrl ll_'“!;, ﬂnd rI'H.'lI.' is a more '.'li"'\'i[“.'-
ing quality to this creature overall than o
the traditional hybrids of Emil Bayard.
The crocheted head of her male coun-
terpart is likewise more riveting and ani-
mated than his body which appears to be
an ‘.'"‘l-'llgt‘d []ll{:l[]gmph {Jf;l f"-'[l[: "]lld(.'l iﬂ
a conventional art studio pose, His murky
space is not defined, and he is accompa-

nied by a “hockey stick” and a curaway
view of the brain of an .|||i[_"..zmr held up
like a trophy of the hunt.” Both images
SCC The
extended title for “Above the Clouds

o be relared 1o their ntle

Midnight Passes . . .”
“Above the clouds midnighr passes. Above
the midnight hovers the invisible bird of

15 Il'llli_'. .'lI'IlI P(]t‘liL’:

day. A lietle higher than the bird the ether
extends and the walls and roofs Aoat.™ The
title for “Health Through Spornt

is bricf,

crisp, and, | suspect, satirical. The “hock-

L'!'“ .\lit’l&. .'Ifld. thl'llt![il.' IHI[]"\' 0 Commen-

surate with the title, but what manner of
sport is this, and what is one to make of
this sportsman with his gruesome trophy

and vaguely feline/female head thar estab-

.lih'l'll'!\' I'.'!'L' coneact '“'.III'I lJ.\'? (_1“]' l::(l‘L'TiL'I'IL'L'
is further complicated by a recognition
that the nude model injects the theme of
art, cx[]uc"ll])' the classical rradition based
on Greco-Roman sculpuure.

[ The ﬁ\”nwingj summer in the 'I'!'r[ﬂ
was 1o be a period of fruitful experimenta-

tion for Ernst. In addition to [a new type
nfq;al!-.lgv (umpﬂsul of nincteenth-century

wood engravings, his work consisted of

rubbings and more
ploying parts of photographs and repro-
l{llf_'li[]l'l.\'. il'lt.'lll(lil'lg -'I.(Idilil'l[l..ll I'Iil H 'l}"d.\. s s
The new collages from wood engravings

amiliar collages em-

waould, however, comprise the bulk of
rof 1922....

[The] uniform texture of these ¢

I'I_li 181 \'\.’llll&. ifllil llll.' 51

-
i|1g.1—g'nup|r::_{ with prﬂ.‘i:si(m in cutting
and piccing the parts together—permitred

the appearance of a scamless whaole, fully as

af-Fact as the over-

convincing and m

paintings and earlier collages based «
PIT("[]SFJ PI]\' :il'l[{ ITI‘"}[' IEr-lITIIiI.' “.'P"HI‘[L'—
tions.

William Camfield is professor of the history
of art at Rice University.

Felivars mate: flﬁﬂ' nl'a."_f_wrrr of extensive and
active nse of photagraphy in bis work, Erns
r'f'r;mr.l'.l_"r abandoned the medlinm in Ir'.:n'wr r:f £
ather felds of exploration and experinentation.
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FOOTNOTES

parts of this collage, including the landscape

1 Regrettably, virtually nothing is known
of Ernst’s work in a third exhibition at the
Kélnischer Kunstverein, "Drei Generationen
in vier 8alen,” November 1920. One unin-
formative review has been reprinted by
Spies, Max Ernst Collages, p. 20.

2 Guillaume Apollinaire, "Zone," gquoted
from Apollinaire, Alcools, Berkeley, 1965,
pp. 2-13; translated by Anne Hyde Greet.
For Freud's interpretations of dreams and
flying, see his article on "A

setting, are halftone reproductions of parts
of photographs. See Foster {*Amour Fou,”
October 56, Spring 1991, p. 80) for another
interpretation of this collage as an image of
military-industrial shock with colliding im-
ages of war and peace, sex and death.

7 For the alligator brain, see p. 552 of the
teaching aids catalogue . . . The sources for
the other forms have not been found and
the identity of the "hockey stick™ is uncer-

Mazx Ernst, Untitled (formerly, *I"avionne meurtriere” (The Murderous Airplane) 1920. Courtesy of The M

tain. Although this is a photographic en
largement, it has an "original” signature

in pencil, not a reproduction. Because the
“original” collage is missing, it is difficult to
know what sort of surface was recorded in
this photographic enlargement. The socle
may have been done largely in pencil; there
are black specks on the thigh and sugges-
tions of ink brushed over the shadowed side
of the body. The man's right foot, the socle,
and the hockey stick all lack the definition
of the torso and crocheted head,

- .

enil Collection,

8 The inscription in French reads: “Au dessus
des nuages marche la minuit. Au dessus de
la minuit plane I'oiseau invisible du jour. Un
peu plus haut que I'oiseau I'éther pousse et
les murs et les toits flottent.”

9 Spies, in Max Ernst, Collages, p. 93, uses
the term "total collage” for these new col-
lages entirely composed of collage parts
fitted together to conceal the joints.

Childhood Memory of Max Ernst, French, born Germany, 1891-1976, Le Massacre des Innocents (The Massacre of the Innocents), 1920, photomontage photo heightened with brush
Leonardo da Vinci™ (Max and ink, gouache, watercolor on tan paper in wood frame, 35.6 x 43.2 cm, Lindy and Edwin Bergman Collection, 120.1991. Photograph courtesy of The Art In-
Ernst Loplop, New York, stitute of Chicago.

1983) and in introductory
Lectures on Psychoanalysis
{Mew York, 1977, p. 155;
trans. James Strachey)
Spies presents the most
extended consideration of
the human-bird theme in
Ermst’s work: see Max Ernst
Loplop, esp. pp. 99-103 in
this context.

3 The collage parts are
difficult to identify. They
include the building fa-
cades in the center of the
composition, but the owver-
all process is mysterious.

4 Aerial bombing was
introduced early in the war
and develaped apace.
Allied planes bombed diri-
gible sites in Cologne and
Dasseldorf in the fall of
1914, and on June 3, 1917,
German planes bombed
London.

5 O.K. Werckmeister, The
Making of Paul Klee's Ca-
reer 1914-1920, pp.100-05,
241,

6 Ernst rejected the title
"The Murderess Airplane”
once applied to this collage
(Spies/Metken, Max Ernst
Oeuvre Katalog, no, 395),
indicating perhaps that this
woman-airplane was not
presented as an aggressor,
The three men (civilians) in
the lower right were cut
out of an illustration in the
teaching aids catalogue

{p. 472) depicting arm

holds for carrying an in- LE MASTIAC

jured comrade. All other
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Photoboo

Photographic Book Art in the Unired
State

wraated lr)_'P Nusan kae Crrant, was
shawwn at the Houston Center for Photogra-
plry November 6-December 20, 1992,

Judith A. Hoffberg

In this most |,|||n|_-|]i;.t1|_1| world of hi

technology, in the midst of this, our sec
ond, industrial revolution, the book—a
product of the Renaissance—has been a
source of experimentation, a forum for
i(IL'.l\ |'|L"|'||IIL| \\I:ﬂ(l\. \\':]llgll J”l"\\‘c WILCr
and artist alike to express themselves in

much decper tones than by words alone or

through single images. The book, a cultur-
al symbol of iconic proportions, has now
entered the discourse of the p|l(|l=r!.;r.l|r|1i|.
world as a rich source to mine for visual
expression, for image transmission, for po-
etic experimentation, and for political and
social discourse. Nor is this a novel gesture,
inning of

since photographers from the be;

the art form turned o the book as a natur-
al vehicle for several reasons: first of all, the
sequential nature of their work lent itself o
visual communicarion through the book
form. As early as William Henry Fox
Talbor, inventor of the .;,1||:1_\-|_1c.-. arcises
have assembled photographs into book

form. Pasting photographs into books was

a labor-intensive effory therefore, artists
had to make very small editions. The intro-
duction of photomechanical reproduction
and improvements in book production
t1(‘;|||| in the mid-1850s, some of which
still exist roday, increased photographic
book production.

With the inventions of the offser press
and the copy machine in the late 19505,

photographers could arrange their pho

[u;:l.lp]n in well-edited, |i_r_|1|l}' knit, orga-
:ni.'n| E;umi'r\ OF 5¢T8 4:!‘ ill1.ll_'5‘\ ina |.i|h.'.||'
sequence in order to create narratives,
events, progressions of things, conditions
that Aow as experience. As Alex Sweetman
has pointed our, serial arrangements of
}III.I”(.:_'\I ,till)\.. W |)|‘ }'l I‘.\|\'C X P[C‘i\i'\.'ﬂ' .|||'|‘|‘|_'\L"\.
and information, “can produce series,

SEQUENCEs, JUXEapositions, rhythms, and

recurring themes.” (Areises” Boaks, Layton,
Utah, Gibbs Smith, 1985). This trend
has continued from the invention of pho

[I'\s._:l.'ll'\]'l:\'. llll‘ Il'nl!ll.llll!;_'.:\-' h_l\ .1||I]'\.\t‘l!

artists to use any and all photographs in
any sequence, manipulated or rational, to
create a book, either with the Xerox ma-
chine or the offset press. The early images
were not well resolved unl“-|m|_|ll_|., bur

as the echnology improved, the photo
grapher easily made a museum without
walls, | '~in; the best distriburion system in

‘hi' '\-\'"F]LI.. ||IL' il'lli'l'll.ti'li"'l\ll iNJ'*l.Il syster,

works: Museum without Walls

The Homeless Address Book, Page Moran.

the book could be sent vo any and all col-

rues, friends, and connoisseurs of the

1605, artists such as Ed Ruscha
r-ll.lil. -1”:\' i.l‘.'lnj:l'l.l |I'|(' W |l(1|(' l'l.llll.'l'l'\[ I.1|.

aphy, formerly viewed as the hand

l‘]ll1lll
maiden of Modernism, but not an an in

iself. 26 Gasoline Stations (Los Angeles,

1963) signaled the photo

raphic arrise

hook's entrance into the museum and the
library as an autonomous art, reorienting
the whole art world. Responsible for not
only a bookwork revolution bur also a revi

rules, Ruscha in

sion of |ii1r.l|\' L;Il.lll";',l.lll

Land(scape), Amanda Degener and Barbara S5chubring

12

one fell stroke established ir as an art form

III'I.lI !'I.lli (£4] hi‘ Spe i.l”.'.' cal F['I(L'kl even n

the library woarld, since for years the Li-
brary of Congress catalogued 26 Gasoline
Stations under I'ransportation” and 34
Parking Lets under "Real Estare.” They
were not “miscatalogued;” they needed 1o

be recategorized, and it took more than a

decade o do ir,

In the 1970s, ]}|!c|ln‘|_1 _|F1|||'|\ blossomed
1t |'|I |‘||1[]|;I1\\'|\._ '||'c'|||5" E|IPI||IH.||[|'|- ma
chines, halftone-printing techniques,
silkscreen, photo-transter, black-and-whire

Xerox, as well as 3-M and Color Xerox.

Becoming their own publishers, photogra-
|’r|l|;|'\ also found a ||||1:_:.'L||hi||:_: distriburtion
I|I|.|11\lr).' o |'||IIJ\\ [I]K.'l“ (4] rl'.fl.ll art l(l”l'l.'

Tors, arsts, connoisseurs, students, and in

nocent bystanders who were encouraged 1o

see the “book™ as an innovarive, energe
dynamic form of visual expression. Any
thing was possible, and in the 1970s, arusts
further challenged the form, structure, and
L'ulh-:"\! (||.I|lr book, | \.rl':\'l||:|lli_'. was dis
riburable [|1|1:-||:_;|| the international |;|u~.',.1|
system, and even a few commercial outlets,
such as daring muscum shops and artises
hnn:nhllp\, serviced the pllh“. . To para
phrase Marshall McLuhan, with the
invention of the offser press and the copy
machine, everybody could become a puls
lisher—and usually did.

In the 19805, the marker \||.1||:_'L'|| and
so did MY Artsts. .-'\diuuling', o the
“boom,” book artists decided to make one-
ol-a-kind books, unique books, impaosing
a dehnite “prec lousness upon the book

he audience for

work, as well as limirin

their work, and as a result, prices skyrock

eted. Even photographers could make lim

ited edition bound books that served as
L'Nprlhi‘\ ¢ unl“h'rl.'lhlr |)|:l|||\\ oar lu”n or's
items, But technology marched on—and
with duotone and tritone, with exquisite
color laser urpi;'\ and with COmpuer
graphics, laser scanning, and other 1ech
niques, artists were equipped with a vast
array of choices for creating visual book-
works. As a resulr, \._'l-:|1c,|1|\||_\ and the for

[{TTIRRTNES 1i|.'\'|.'||||1:1||.'||t ol a I.\I:‘.L'I ol ol

collectors have allowed photographers and

Artists uxin; |_-|hut||:_-_1.||1h~. o Creare a

myriad of diverse works in book formar.
And now on the cusp of the millenni-

um, the photographic bookwork has

reached an apex: varicty in form, function,

and concept through the melding of tech

nology and aesthetics giving rise 1o a body
of work that has far exceeded anything
dreamed of in the 18505, Artists alw avs
have been adventurous, and this has al
lowed the form of book to be cur, pasted,
constructed, and deconstructed. And the
.|c|'L('|'|I||I|.' umri:nuu 45 30Cen in the illll1|\|-\'
hensive—nay encyclopedic—exhibition,
"l'||u|u:_-|'.|pl1h Book Arcin the Unired
States,” curared by Susan kae Grane, Stop
ping in Houston ar the Houston Center

for Phot

"I.lF|||_\'|||| its two-vear tour, the
exhibition contains a wide range of book
waorks using photography, rext, and state-
ments. From the physical photographic
lli.”L\‘-lilI\ o |h|" L'l('{[[l.lll;‘ |||l"||.| ‘i'\.\l'l'F"
g Across the whaole spectium of our con
temporary expericnee, the exhibition
'nl"u|!_'\-;~. hook artsts and Illlllll.l:_'\_l ||_1||.'|~. (82

of them), techniques of production as well
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as rechniques of binding styles, acstheric

movements and I’ld:“lil'.l], social, and A ANNOTATED GUIDE TO_ARQLLD JEST: AN ;
¥
cultural issues. pictures are not always what thoy seamj sinc t of those ifages operate ss visusl
Some of the books are tny, Roting neat it's Important to eredit the original sos r, and Intgntion of borrowsd Lmec
5 2 ek k paint. The gquality of its rescnacge iz
ly into the palm, making an intimate page- intand to mock or parady amy &

b page {'\|:|_'|iL':||L|_' Yet other books, such mythology. If myth's Functio
g there is something here to

as Douglas Beube's Aloe Vera, a virtual
tapestry of photographs neatly joined w 411 photographs, unlessil
create a “hanging garden” in the literal
sense, are wall-size and spectacular, The
exhibition is a Herculean exploration of
book as handmade, one-of-a-kind, sculp-
wral book object and installation. Bur no
hookshelves can hold all the ideas, issues,

concerns, and structures thar are included

in this mammaoth survey. Categories in
clude the .nlu:hin-t'_r.1|1hir.1| journal, the
book as object, handmade paper books,
pop-up baoks, appropriated (recycled)
bhooks, and themanc works dt-_||i||5_', with
gender and sexuality, politics, and war.
I'he rransformartion made by the arnst
using appropriated page, images and rexrs,
as well as a reworking previously printed
materials, creates a totally unique visual
starement, one thar has resonance In-)'umi R RS A ILEE
I|IL' |[1.|l-§_'l1.l|\ (I\L‘d. T.Lk\'. tor in\l.llh'u. |’.Igr
Muoran's The Homeless Address Book, which

includes hardware found on the streets. [t 19, Los Angelss, 1977

is a book thar has irony and sarcasm buile 20. Cantral California, 1976
; 3 . 5 21, San Francisco, 1975

into its title, a book that screams our “dan 2,

ger,” recycling the very materials the
homeless find in their “neighborhoods.”
Death and Life by Terry Braunstein is an

altered book, in which one explores the

theme [hrnu;:h incised pages, some of
which have been glued together. The book
is almost like a 3-13 theater in which pages
become \.I.|::_\' SCIS ||\|I!:; |b|'|n[|:l|'|:-:nl'|l.|‘|_"-;' [ €8]
develop the theme. Several of the books re.

sulted from artists” granes funded by major

book arts centers such as the Visual Studies

Nexus in

Workshop Press in Rochester
Atlanea: the Women's Studio ‘\.‘."an'-.ih:p mn
Rosendale, New York; SUNY ar Purchase;
Pyramid Addantic in Maryland; and Mills

L 'nE].;:_"c in Oakland, California. among
others. Carol Barton’s Less , created ar
Pyramid Atlantic, takes an old Victorian
tunnel form with a peephole and creates

a skein of the universe, -.|I:1|1|_I[i|'|:_" fabric.
I'he sides of the munnel have }1||||I<n;l .Ip|n
of a total landscape with plants.,

Several of the books deal with travel
both in a literal and figurative sense.
Amanda Degener and Barbara Schubring’s
Laned{scaped) shows photographs raken
along the road, bur the documentation
of the road and the Ih'ull]-; involved in the
[.1i||u.|d\. '-!1!1\\\ Ways i .||:|\| Ot c||'l|'.k'
memaory tracks of a person’s life. Both the

real and the imaginary, together with a

hint of poerry, are combined in this power-
ful m._inl.|~_;|.,,||.'.|u|h|.||m|1:-_-_i._.|| wme, In

contrast, Laurie Sieverts Snyder documents

a trip o Colorado with photographs,
decals, cyanotypes, stitching, handmade Loom, Carol Barten

paper. collage, and ||.ii|m'¢l papers. leisa

stunning record of a visit to a stae full in Welster’s, Mo longer is the
of history, natural wonders and the serik- book a mere container for
':||:;'\|:L beauriful colors of the Rockies. ideas: in this inc |'1-.l~.i|1;l,l_\.'
Humor also is a theme within the book-  complex period of humaniry,
works in the exhibition. Areists, in fact, it is also a ferdle laboratory
have found that the book is a facile vehicle for experimentation. The
for the comical themes of evervday life. book serves not only as a
Jim |JI||!1q'r|I.\'.\ / Il,rm.l',-'.n.u Jese: An American means of ||'.|n\!':-r|in!_- infor-
Myihalogy in Depthis a brilliant example. mation, but also as a wrans-
Pomeroy combined a provocative text with formanonal vehicle for ideas
images that are so unrelated thar the whole  and feelings, for constructs

picce becomes a humorous commentary on  and concerns, for meaning
the relaric |||\||1|\ of word and image as they and mewaphor,

appear in our everyday communications. ) )
Judith A, Hoffberg is editor
and publisher of Umbrella,
scrutinized with this example, as newsspeak  a newsletter about artists’
revisited. publications, including peri-
odicals, artists’ books, and
audio and videotapes created

Obviously, the Concept of illustrared text is

I'he book, in its reverence for memory

and information, through the effors of by artists. She also is a pub-
artist-photographers, has developed into a lisher of several catalogues
i and books.

genre unto itself. Beyond the pages, bind
ing, and strucrures thar make a book, there
is also the book as artifact, strerched by

artists imaginations, innovations, and

creative intentions bevond any definition
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Sex Sells

Sex, by Madonna, photagraphed by Steven
Meisel, art directed by Fabien Baron, edit-
ed by Glenn O'Brien. New York: Warner
Bools, 1992, 549,95,

Ann Cvetkovich

Sexisn't called
Merey bue it might have been, especially

Money, Commodiry. Sex.

since, under capitalism, sex and money can

be two ways of saying the same thing. One

of the most interesting things about Sexis
not its content bur its status as a comm

adity. There has been considerable critical

hostlity toward Madonna's unabashed

profit motive, but to me that only adds o
the book’s power, Even if it lacked origi-
nality (and it doesn’t), Sex would still be
distinctive in its ||1.l'||n|r|:;:|nin}-_|rf' high art
and low art as it [lllh]'lL'.‘i Steven Meisel's
fashion photography and Madonna's
celebrity image in contrasting directions
as both respectable art and pornography.
Photographers and cultural eritics have
some lessons to learn abour visibility and
marketing from the model of a $50 book
that can sell in such numbers.

Which isn't to say thart the book’s con-
tent is irrelevant or uninteresting. Sexis
abour sex because sex sells, Bur what kind
of sex? The jaded critics who find Sex bor-
ing on the grounds that it’s “just” pornog-
raphy don't seem have looked at their
copies very carefully (or, for thar macter,
at pornography, which is by no means a
maonolithic or uninteresting genre). As
maore sympathetic commentators have
pointed out, the gay and lesbian images
in Sex shouldn't be
if they . Madonna has succeeded rather
than failed.

For its queer content alone, then

aken for o anted, and

Sex

ally since its gay and

deserves notice, espe
ight

I, who thereby makes queer desire every-

leshian images are the fantasies of a st

body’s desire. Not thar that automatically
makes the book radical either as politics or
as art, for Madonna could e:

ily be accused
of appropriating gay and leshian sex for its

shock value,

marginalizing it once again as
ns that

kinklr or exotic, But the fact rer

no one is buying $50 books of lesbian sex

by lesh nd as long as that's the case,
Madonna's work will be of interest. Sex
rlligh[ llM'[‘llII_\' ]’L' ‘.l’"li';l'cl[ "I"h lh‘: “’1lrk
of leshian photographers such as Della
Grace, Susan Stewart, and Deborah Brighe,

who depict lesbian sexuality and fantasy

in innovative and controversial ways.

Madonna's lesbian images, ranging from

poses with “real” sfm dykes to “pseudo

leshian” scenanios with well-known and
!:,]ulnnrmlx l:'li_:lll'\'\ \LJ\'l'l as Isabella Rosselling,
aren’t necessarily original or cutting edge.
O the other hand, given the marginaliza-
tion of more radical work, the visibiliey
that Madonna gives 1o lesbianism poren-
tially coneributes to a crucial project.

The importance of Sex and other works
by Madonna in the context of feminist

14

debates abour pleasure and sexuality
should not be underestimared. Altho

within the academy and feminist and les-
bian communities, pro-sex feminism has

gained a strong voice, it is still a
MON ASSUMPHON in mainstream circles that

ly com-

to be feminist is w be anti-pomography.
Madonna embodies the possibilities of a

feminism that can embrace sexuality, fash-

ion, self-display, and femininity without
capitulating o the patriarchy or the
\'lmil_',hi male gaze. Although many femi-
nists have articulared more nuanced and
sophisticated positions than Madonna,
whose defense of s/m, well-intentioned
though it might be, is highly problemanic,
their views rarely receive the mainstream
attention she gets from a press that is all
oo willing to ignore or stigmarize femi-
nism.

Lost in a too obsessive focus on Sexasa
book abour sex is its concern with Fantasy,
and the role of the photographic image in
the construction of Ilml.u.:\-_ Whether
they're her real fantasies or not, Madonna
reclaims the power to represent women
and sexualicy that has iraditionally be-

vd makes herself the
subject of her own dramas. Divided into

![]IlgL‘d O mer

sections in which recogniza ble celebrities
appear with Madon

or “characters 0

di-

images cnable the construction of

create a range of scenarios, the bool

vidu:
NArranves espec
text or laid ourt in a serie

1_'\ “'ht‘ll ill'!(lill‘u.‘iL'(.I '\.\'i[h

as they are on

some of the pages. Reminiscent of Cindy
Sherman's “Unritled Film Sulls™ series,
Madonna plays with a series of sexual

the d,u]‘_llr'\ E_"ir|, the dominairnix, the
thar reflect her
ongoing interest in female stereotypes and

roles
leshian, the exhibitionist

masquerade. Bur while Sherman tends 1o

t
them haunting or disturbing, Madonna,

defamiliarize her images and roles, making

despite her potential to shock, primarily
secks to represent or produce pleasure. In
both cases, though, they use the seductive
appeal of the sall image, which, in freezing
or decontextualizing narrative, makes mul-
tiple interpretations or fantasies possible.

Fanrasy is a more wseful category than

pornography for ulldtl’.\lalldillg Sex. It em-
braces a wider range of texes and images.
Morcover, the feminist project of articulat-
ing women’s fantasies, of exploring whar
women want in a culture thart fails 1o rep-
resent or precludes their desires, is crucial,

As fanc:

v, Sexs power docs not necessarily
depend on the explicitness of the images or

the radicalness of its sexual content, bur on

its ability 1o creare 2 mood or desire. Some

of the most successful images, such as the
shor of Madonna masturbating over a mir-
ror or the one in which she serikes a burch
pose on top of a radiator, are not particu-
larly outrageous, but that does not lessen
their power,

Another signihicant difference berween
Madonna's work and that of feminist pho-
tographers such as Cindy Sherman or Nan
Goldin is thar she is not the one behind
the camera. Yet her choice of Steven
Moeisel, and her work with other fashion
photographers such as Herb Rius, Bruce
Weber, and Helmur Newton, is entirely

HE PH OGRAPHIC OBJEC

appropriate given fashion photography's
relation to

ANGEISY. I\llitlfl }1'1{"[];{[3‘1'1‘\'

re

es fantasy by depicting luxury, glam-
.]l'l[{ |I'|l'

our, and the power of appearanc
|}E1ll[l!gl.i]1ht’r!i \'i'h" h-l'h'k' waoar k‘L‘d '\\”h
Madonn:
powerful and seductive images in contem-

have produced some of the most

porary culture, Often nh'nigr.nvd as low art

in favor of realist or more n\'cl'll}' acsthe

photography, fashion photography has

been unjustly condemned not only for its
commercialism but for its content. | think
Meisel’s work should be taken seriously

bath for s :',Lp-.u'il:\.' o ]lmdmc p||:;t:. 3

and its commercial value. In some ways,

the packaging of Sevas an expensive book
makes the [l]l()lc1!=r.l[1]15 More iﬂL‘L’it:tn than
they should be, The usual context for
Meisel's work is a magazine in which his
images stand out against a backdrop of text
and less visually interesting ads. Part of the
pleasure of consuming fashion images is
that they provide a delicious thrill on the
streer or in the waiting room, during idle
moments when distraction is welcome,
More than that is not necessary. The cul
tural impact of such consumprion is, how-

ever, far greater than time spent in galleries

or reading books, and Madonna's choice of
this genre is a shrewd one.

Which brings me back to the question
of maoney. The cost of Sex to the consumer
is formidable, as is the amount of moncy
required to produce it. Persuading the
mass public 1o buy $50 books doesn’t nec-

essarily make art more accessible for pro-

k.

|
H

ducers or consumers. On the other hand,
given the competition the book industry
faces from video, film, and music, it is in-
teresting to see such a luxuriously packaged
book make it big. Obviously, print and the
still image are not dead. Madonna always
treads the line between a democratic im

pulse that says anyone’s desires count and a

maore elitist implication that only someone

Madonna in the Movies

A group of people sit i

who has her money and prower can indulge

as she does, h the production values of

the multi-million dollar fashion indusery ar
her [“.‘ilﬂ!hﬂl. Madonna can be the subject

of photographs that are beyond the reach

of many alternative thuzugl:iphcrs_ Ideally,

I'd like to see her work pave the way for
maore widespread production and distribu-

o5 WOImen s

tion of photography thar expl

and gay and lesbian sexuality, work thar
already exists but that is marginalized,

In reviewing Sex, [ find it hard 1o look
ar the book iself rather than at s recep-
tion, But its context is equally fascinacing,

nst [hi‘ ll.'lll reasons

and defending S

for dismissing it involves the important
work of discussing crucial issues abouw
pornography, women’s pleasure, and mass
culture. When | focus on my own respons
es rather than speculating about those of
others, | find that some of Sev's images
waork for me, and others leave me cold.
Figuring out why is important, as is the

more immediate pleasure of just looking.

Ann Cyvetkovich is is an assistant professor
of English at the University of Texas at
Austin. She is the author of Mixed Feelings:
Feminism, Mass Culture, and Victorian Sen-
sationalism (New Brunswick: Rutgers Uni-
versity Press, 1992).

FOOTNOTES

1. See, for example, Kiss and Tell Collective,
Drawing the Line: Leshian Sexual Politics an
the Wall (Vancouver: Press Gang, 1991); Tes-
sa Boffin and Jean Fraser, eds., Stolen
Glances: Leshians Take Photographs (Lon
don: Pandora Press, 1991); Della Grace, Love
Bites (London: GMP, 1991).

2. For discussions of the 1980s feminist sex
wiars, and pro-sex feminism, see eds. Ann
Snitow, Christine Stansell, and Sharon
Thompson, Powers of Desire (New York:
Monthly Review Press, 1984); and ed. Carole
5. Vance, Pleasure and Danger (Boston:
Routledge and Kegan Paul, 1983)

1 restaurant having a critical discussion abour Madonna. It happens in

real life because of the recent hubbub over her book Sex, but it also occurs in scenes in two re-
cently released independent films. In Reservoir Dags (written and directed by Quentin Taranting,

distributed by Miramax), a group of professional thieves has been broughe together to pull off 2

diamond heist. The ilm opens with the men sitging in a diner after ('.Itih‘: while one of them

gives his theory on Madonna's oeuvre. He believes thae all of her music is autobiographical. His

main example is that “Like a Virgin” is abour Madonna's sexual experience with porn sear John

Haolmics, whose size made it feel like her first time. You can't listen to her sic without seeing

her life story, he believes,
Simple Men (written and direcred by Hal Hardley, distributed by Fineline Features) concerns
vwo brothers (one a thief and the ather a philosophy student) searching for their father who has

been in hiding for 25 years for suspicion of terrorism. Their search takes them to a small New

England rown w here they meet the owner of a diner, who is an ex-wife of an ex-con, and their
father's girlfriend. One evening, the four of them and a local fisherman sit around one of the
diner tables discussing whether it is any different for a woman, whe has taken contral of her life,

(4] l'l!"lllif herself than for a man to Ir:lq:lh'il a woman, The p.rlu'r;ﬂ consensus is thar Madonna s

in complete control and it is her decision o uiphul her wﬂl.llit_r and therefore .!u'l.'p[.lhh'.

.'\||||4||15_'.|1 hoth scenes |lr11'|i', up interesd |I-|'|il."~. what is most compelling is thar the scenes

exist at all. In creating these characters, with their links to the criminal (either implici or explic-
ith, the Almmakers needed o tie them 1o a mainstream segment of the |K1pl||.||'in|| in order to
|1|'||1 insaill L'um|u.-\inu in the audience for the characters. Madonna was thar link. The Madon-

na phenomenan is so prevalent in popular culture thar everyone is exposed o it and therefore

ralks about it. She has become an "\:;meh' ()f.l:fpit.ll table conversation.
Michael G. DeVoll
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Paris in Less Than
a Month

Fed Osouesks, .':ﬁ'.-.rj'uru.r SPOT contribitor,
bael the apportunity te visit Paris during
the Mois de la Photo ™92 in November. The
Sollowing is his assessment of the world-fa-
maus photography celebration.

Ed Osowski

Three days before 1 flew o Paris in mid-
MNovember | received a piece of mail from
the friend with whom I was planning to

stay. His letter included a brief no

“Good luck! You have your work cut out
for you.” I had asked my friend to send me
information abour Mois de la Photo and
he had c-||]ig¢-u.| with a page torn from the
magazine Art Press. As | counted the exhi
bitions listed—rwenty-one in galleries and
rwenty-five in museums and public instit
tions—I knew that | would need more
than just luck to see them all. With only
five days to take them all in, I'd also need
a geod pair of running shoes,

This

'\'L"\'L'l'l[h |!Ir.'

cear’s Mois de la Photo was the

nnial appearance of the celebra-
rion ul'p|m|n!_-_r.|pl1_\' that inspired, seven
years ago, the establishment of ForoFest

in Houston, To see it all | hie the gmumi
running.

The Palais de Tokyo, buile for the 1937
World Exposition, sits on the right bank
af the Seine directly in line with the Eiffel
Fower. Adjacent to it is the Ciry of Paris’
Muscum of Modern Art, Several vears ago,
the Palais de Tokyo evolved into the Na-
tional Center of Photography, an institu-
tion that mounts an impressive number of
shows annually, In addition, the National

Center of Photography institured a re-

markable series of im,-xpn,'nii\-;- p_1|1|;r|3:a.;k\,
published in the Unired States by Pan
theon, that trace the history of photogra-
phy with volumes devored o individuals
Rabert Frank, André Kertése—and to
themes—the nude, American photogra-
|_'||1|;r~\. of the |'J|,-]m;~.\in|1, for m:lmp[u.

I was one day late to see "En Avion,” a
show, ial{iglll:_', from its L;l1;1||:|_.;l|t:. that pre-
sented the romance of flight. Onee inside,
I discovered not one but four other exhibi-
tions installed in the impressive, starkly
modern halls of the Palais de "|'nk).'n_ The
pl'inLi]'-|L' show, “Images d'un aurre monde:
la photographic scientifique,” was also the
basis for the center’s forty-seventh small
publication. The show itself was stagger-
ingly huge and flled five large galleries. 1
reminded of the close link thar exises
sraphy and
the questionable belief that photography,

W

berween technolog

and |‘r|lu[n

as an aid o science and medicine, some-
how caprures the “truch.”

The first photographs to see were nine-
teenth-century images of the mentally and
physically difterent and early examples of
efforts to photograph the planets and the
hidden world of cells inside plants and ani-
mals. That “truth” is a construct of its time
became immediately clear in examining
these “objective” im:ig:,':; of persons suffer-
ing from physical or emortional illnesses

and the naive belief thar some understand.
ing of their state of health could be found
h_\' cx:al'ninin‘g F'\I'l('ll'x'.‘l_‘.l"tl'll'lig' imngg-‘ af
them.

As the show advanced, huge color
works dominated, demonstrating the con-
tinuing link between photography and
science: NASA photographs of the sun,

L'I'IlLlf}’,(.'(l 'IIIiL'IIl\d.U]"IlL \'iCU\-‘.\ UI- I'II{IHL]('_L il'lllj
tissues. For the nonscientist, it was a daun-
[ng, experi I.'i'll.'ll', a National fu'rjgn.rp.r'rrr'- like
exploration of unknown territories, some

deep within the body itself, thar le
odd feeling: little of what I saw made

Aan

sense. Bur it was also very benign, Science
here held no threats, no dangers. If narure
15 4 li:luign world, '"[rn.tgr.l; left one trou-
bled by the reduction of its foreign-ness 1o
a collection of swirling shapes and patterns.

Roland Bonaparte, Paris, 1892,

You don't rest at the Mational Center

of Photography. Even its card shop was a

venue for a small, charming show, *
danse,” with works h:\' Eve Armold, Comell
Capa, Eadweard Muybridge, among oth-
ers, and all reproduced in the center's 1993
calendar.

A show of photographs of series and

sequences, “L'épreuve numérique” came
next, Here the decorarive qn::li[iu of the
first show were jertisoned: normal, orderly,
and expected How of sequences was broken
or discarded. | li|_',|'| art mixed with low art:
‘ui\'n,'rrhing hung nexr oo pnrlr,li]-:, B
“Lépreuve numérique” suffered from be-

ing too large an assemblage o make a co-

herent statement, Its curators seemed so
-l[[r-ik‘lt'lt o [hi‘ "i“.lnll ‘IE-.\l'qlll']'ll'L'h [h-il
they f

tween a series used to adventise Chanel per-

ed to establish any distinctions be-

fume, to cite one example, and portraits of

the I wnier Francis Bacon in which Bacon's

face dissolves into an uncanny likeness of

his own paintings.

The remaining show, “Dhgial |'|mm§_-

also an experience in coming

raphy,” v
home. Here were photographers familiar
to Houston Center for ]'hn[ugr:lphy mem-
bers: Paul Berger, Carol Flax, Esther Para-
da, and MANUAL (Suzanne Bloom and

HOUSTON CENTER FOR PHOTOGRAPHY

EXHIBITIONS

Ed Hill), A |1ilingu.1| |;:1r_1|ni_',uc came with
the show, The works were beaurifully
shown and complemented each other
|F1uugluf'u|]:.'_ Here one saw that E1|1nrn-
graphs can rewrite what and how we

sce, thar the facts of history aren’t frozen,
thar social patterns are open 1o redefini-
tion, and that nature itself is an artificial
creation,

MNear the Bois de Boulogne, the Nation
al Museum of Popular Arts and Traditions
atrracts busloads of school children o its
dioramas of life in France over the past
cenruries. Whar drew me was “Kalifia:
des Amerindiens 4 Paris,” 2 small show
of ethnographic pictures taken by Prince
Roland Bonaparte in 1892 when a group
of natives from € R E visited Paris.
While the exhibition’s caralogue repro-
duced more than fifty photagraphs, only
thirteen were displayed in a tiny

gallery.

The French fascination with the “exoric”
runs deep. One recalls the grear success

of “La Baker,” the American performer

It).‘iL‘]lhi!k‘ Baker, three decades afier these
were made, Bonaparte’s images are cool,
remote, surprisingly modern. Like Irving
Penn's im::gc-\' of the Indians of Peru,
Bonaparte portrays his subjects “out of
context” in neurral, white spaces, making

them into abstract ll,'i'l{l"it'lltiliulh of the
other, the different.

Surprisingly Paris’ two principal public
museums devored o an since the inven-
tion of photography (Musée d"Ovrsay and
Cemre Georges Pompidou) paid livde ar-
tention to Mois. At the d'Orsay, the muse-
um’s permanent photography galleries
were closed for physical repairs, a peculiar
way to celebrate Mois, [ thought. And
where was "Hill et Adamson: la premiére
reportage photographique,” the show |
had come to see? Three _|_-,u::|'d:u sCNE me in
three different directions. A fourth simply
pointed her hand to two small galleries,
quite close by and empry. The d'Orsay is
filled with treasures—major works by the
| |n|_3l::-.:sinni:.rx and post- | |11|31::.“iu||i\u.
But it is also filled with I""r'-‘\ pompous,
tasteless works that are, actually, quite art

home in a building thar seems 1o iy 1o

overpower its ant. Seeing the calm, reperi
[lll".- |||'|-|F‘("\ Ul-i [i“ -ll'lll ,I"ll.lll'l.\ful'l wWwas not
a high priority to visitors to the d'Orsay:
1 had the exhibition o m:,'.wH'.

Ar the Pompidou, participation in Mois
was even more low-key than at the d'Or-
say: thirty-four portraits of Latin-American
writers by Sara Facio and Alicia d'Amico
were shown in the public library, a facility
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Uwe Ommer, 1992,

that shares physical space with Paris’ prin-
cipal museum of modern art but is admin
istered separately. Facio and d'Amico work

with a style thar is indistinguishable

direct, clear, .~.|1.arp, pmduuing the kind

of image one might find on the jacket of a
B g

book by one of their subje

. The images
of Fuentes, Garcia Lorca, Vargas Llosa,
and others demonstrated the dangers of

urning the artist into a celebrity. Facio

and d'Amico offer romantic images tha
turn their subjects into Saturday matinee
idols,

At the Musée des arts de la mode er du
racared because of
LM, Pei’s redesign of the Louvre, | found
“Man R
Cx
title indicated, the exhibition explored in
depth Man Ra
ism and his efforts at dismembering and

textile, in a building

=5 Anndes Bazaar, 1934-42.7

period actually longer than its

ering §

5 fascinavion with surreal-

reconfiguring the female body.

Parisians love Paris. A visit to the Musée
Carnavalet confirms thar statement. Locat-
ed in the Marais, not very far from the
Musée Picasso and the Place des \"u.\gu.\.
this Renaissance “horel” now houses the
Museum of the History of Paris. It was al-

so the one institution that seemed o ake

Mois mast seriously, Posters with a photo-
graph by Claude H.li”:lrl;u-n-—_l camera
cleverly placed on top of the Eiffel Tow-
er—Iled viewers to the museum and s
p|'i11|;1'|3:|1 exhibition, “Portraits d'une ¢ ipi-
tale.” The Carnavalet has a huge collection
of photographs that it has only recentdy

\L'.;un]p,]niud by a ¢

begun o inventon
“p

alogue, “Portraits” was a huge show that
documented how Paris and Parisians have
changed over time. At the Carnavaler, the
emphasis is always on “documentation.”
Even the new photographs it purchased
have a conservative feel 1o them, The in-
stallation of “Portraits” solved the problem

of how to display hundreds of im

a limited space: viewers were given white
gloves to wear and were allowed 1o flip

as I'l(llllL'I"n II'Il'llIﬂL'Rl on llll.'

! |'Ill.lll'z"l'l pli

Wil which ¢

ntained the photographs.
Cartes-de-visite were displayed in all, thin,
vertical holders mounted on posts, And
slightly larger photographs were propped
in rows in oversized easels,

Ihe Carnavalet deals heavily in noseal
gia, a dreamy reverence for “les temps per-
dus.” It was the Carnavaler chat employed
."\LE:L'I. ,|l'|{i \l\1|t||'|i!.\'i0r1('d I|i|11 L[] (llh‘ ument
Paris. It bought and displayed his work
during his liferime. “Les voitures d'Arget,”
a show of sixty photographs of horse
drawn carriages, trams, carts, and trucks,

wWias ['IIl\III'I[l'd in two :_:il”{'fll.'\ oan |]IL'
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second foor. Arget himself was no slave 1o
the cult of nostalgia, Only his fans seem o
T

were more interesied in ‘W.iILIIiII;{ a video

be. While the visivors to the Carnay,

of motorized buses and cars in Paris several
or's work, this

s alter the date of

visitor had the chance o look at Arget's
images with few interruptions. What a
close look reinforces is .—‘ui_',rl'» Concern—

nearly a compulsion—ro use the camera

to record things, without desiring to hold
naively onto a Hc:u;:iﬂl_', or disappearing past.
At the Bibliothéque Mationale, “La

photographie pictorialiste en France” com-

pared several copies of Camera Work with
im,ll_-,c-\ by French Plh!l[]gld|3|1t'{!i—RGThL'I|
Demachy, Georges Berteaux, Georges

Guillaume—who worked berween 1890

and 1910 and strove to impart to photog-

raphy the same “fine art” qualities Alfred
Stieglitz championed in the United Stares.
It was a wonderful exhibition, small and
g the con-
tinuities thar link phu]n!;r_lp]]ir expression

precise, yet clearly demonstraci

ACTOss E'I‘l[.ltlll.“l l“lll'l'lli;ll"ll.'.\.

Mois de la Photo held surprises of

course. Mot all exhibitions were exemplary.

Cialerie du Prévor showed ﬁi'l.\' small, in-

significant photographs of Parisian street

life by Daniele Buertin, The majority were
warks a tourist would recognize as “rypical-
Iy Parisian.” A few images of homeless
Parisians held one's arention :.imp|_r -
cause they were so unexpected among the
maore charming and quaint works on dis
play.

A a small gallery in the Marais, “A
l'image grenier sur eau,” there were
crowds to see “Enfer et collection,” a dis-
play of nude and erotic images. Not aim-
ing at encyclopedic thoroughness (any
show with only four male im.lgr». CANNOT

b .HHI]P'L'IL';' s \'i!.'_'ll_\ plllﬂtl‘_‘ trom

aphs
the 1880s to the 1950s—included recog-
nizible names like Baron von Gloeden and
a large number of works by unknown ]'I|lu-
[ny_:.iph:'rh. It was a jolting, confused show,
with beefcake and cheesecake IAgEs strug-
gling for space with works that scemed
more intense (that s, |m|'nu!_',r.lp||i. ) in
their appeal, and other works even more
disturbing in their violent depictions of
women, How the camera gazes and how
‘IH" 1||..||(' L':\.{' my .ltiﬂ'\ wWere i‘[l'.l‘ never 'lf.".:l'
far from the works on display.

Litle did I know that 1 had saved the
best for last. The night before | was sched-
|||L'|1 o |r;.|\'-r |'.l|i\. my host inv irqi i o
a small dinner party. The guests included
several g.til(‘l'} OWIETS, 3 |_1.1inu-r_ and a
sculpror whose works the host admired

and collected. | wold them thar [ was in

Paris to write abour Maois and asked what
was the one show not 1o miss, The agree-
ment was unanimous: the American pho-
tographer Andres Serrano at Galerie
Lambert. The sculpror was rhapsodic in
her praise. "'.‘\1.11:_|1i|iuu|||\“ she rL'pL';LIL'd.
“like works from the Quatrocento.”

I was back in the Marais ar Yvon Lam-
bert early the next day. Galerie Yvon Lam-
bert is stunning: its principal room huge
and rall, lit by an enormous -.l;_\.'iigil[. It
regularly shows, [ was told, the best new
art in Paris and rarcly shows photography.

Serrana’s series of eighreen huge (three
by four feet) photographs was taken in a
morgue. The works have titles like Rar
Poison Swicide, Hacked to Death, and
ALDS-Related Death. | thought of Georges
de la Tour and Caravaggio whose dramatic
lighting and lines echoed Serranc’s works,

Binder-Mestro, étude, vers 1903,

or, indeed, of Quatrocento paintings of
Christ and the martyrs, The work also
called to mind photographers like George
Krause whose images of Mexi i

were echoed here. Serrano’s im

dead—victims of murder or hire or sui-

cide—are dramaric, assaulting, disturbing,
andl incredibly beautiful. One does not
|.L|I"|_'Lq'r them L-.|.~.i|).'.

Thirteen exhibitions in five days. 1 had
barely cracked the list sent me before 1
traveled to Paris. Bui | had added 1o that
list—the exhibitions of nudes and of
Serrano, for example, Mois contained
more than | could see; | actually knew thar
would be the case before [ began my trip.
Bur there were exhibitions listed in the
hefiy catalogue of Mois that had not
opened when [ went o see them. (The cat-
alogue actually lists seventy-owo different
exhibitions but 5:'1\'1'\ no dates for them.)
| went to at least six locations only 1o learn
that exhibitions like “La Lithuanie au tour-

nant du sitcle” had not yet opened. And
| also knew thar | had seen Bert Stern's
photographs of Marilyn Monroe or
Helmue Mewron's tired im:l:_:l'\ 11'l|JI|_|\_LIl

rimes to make visits 1o those exhibitions

UNNCCessary.

Muois de la Photo in Paris makes
r that Houston's

demands on the viewe
FotoFest never does. Quite simply, by
grouping the majority of its exhibitions
in one space, in the Brown Convention
Center, a viewer is spared the ask of get-
ting around. And even though Paris is a
wonderful city 1o move through and its
Metro makes travel fast and inexpensive

cwept when there are slowdowns; 1 expe-
rienced one when 1 was there), 1 siill had o
move qui.;kly and often to see even a small

number of the exhibitions. But moving has

its merirs, | visited several galleries simply
because | passed them on my way to the

Metro. And moving gives one the time 1o
absorb the images—thousands of them

that pass before one's eyes.
Ed Osowski is a member of the National

Book Critics Circle and his reviews appear
regularly in the Houston Past.

SPOT/SPRING 1993



The Force of Living Faith

Nifio Fidencio: A Heart Thrown Open,
Jrr,f)umgrwpf)s anred interviews J{r Dare Card-
ner, essay by Kay F. Turner. Santa Fe:
Musenm of New Mexico Press, 1992, 135
pages, $34.93,

Niiio Fidenc
traveling show organized by the Houston
Center ﬁu' f’fm.r.-:-_grdﬁf{r. IS 0F PIENY 11
Houston January 8- February 14.

A Heart Thrown Open, a

Mgrce'd es Pérez-Meyer

In her book entided Nice Fidemcio: A
Heart Thrown Chpen, Dore Gardner ex-
plores the force of living faith based on the
interesting \pirim:ﬂ movement of el Nifio
Fidencio aided l1l\' a series nr.l'lhulcrl_'.l'.lplln.
and personal accounts, Although this
mavement originated in Mexico, it has

spread across the bord

and has goten

as far north as Sear

nd Chicago.

In 1898, José Fidencio Sintora Con-
stantino was born in Guanajuato. He lived
mast of his adule life in a poor rural area
in E

pinazo, in the state of Muevo Léon

in northeast Mexico, Ar a very young age,
some \..i.\' Aas _‘|"|L|||:_'\ as l_'!:_::][‘ f.'l .\:il-ltl I'il{"[]'
cio as he was called, became a ewranders

or healer. His talent with medicinal plants,
curing potions, and his charismatic person
ality drew many followers, .“L.llhl'lll't'_h he
died ar the age of 40, his followers contin-
e to call him “el Nifio" because they
believe he was a child from God, a holy
person, and a man of faich. He was a healer
\}'ltlac I\\‘(II\' .l]ll] lII.L' r'||.|||t1 \\II('\I.' ”,('\\.!a_"l'
was friendship, peace, and love.

This movement began at a very volatile

time in Mexico. During the first I.nl'[g.' years
of this century, Mexico was going I||1m::,']1
many changes as a resulr of the Mexican

Revolution. Also due to the economic de-

pu,-:._\ic-u of the country, many Mexicans
migrated to the United States. During this
time of unrest, el Nifio Fidencio devored
himself to the poor and the needy: he was
a healer and a real live miracle worker,
When he died in 1938, he was the most
famous healer in Mexico. El Nino even
cured the Mexican |slu\i|1cnl of the time,
Plutarco Elias Calles,

I'hanks to the intervention of the cam-
era, many of ¢l Nifio's miracles were cap-
tured in photographs, some of which have
been included in Gardner’s book. These
powertul photographs are undispured
proof of the reality of the miracles he
performed, and more importantly the
photographs were distributed widely
among his followers very much like the
images that are distributed of other saines
among Catholics. El Nifo Fidencio has
reached the level of folk saint |:} |_1up1||.1l
acclaim, albeit as an unsanctioned interpre-
tation and expression of Catholicism.

Following in this search for the force of

Outside the tumba. Espinazo, Nuevo Léon, 1988,

I'u.in!_-L faith, Dore Gardner has created a
body of photographs thar uncover for us
some of the mysteries of this interesting
and pu'\.\'rrl'u| \]1i1im.\| movement. The
photographs help us understand how this
living tradition continues 1]1m||t_'_|1 active
practitioners. Some of the
photographs depict the pil-

grimages that take place in

Espinazo. They come in
March, which marks the feast
day of el Nifio Fidencio's

id

patron saIng, St, [nwph
in Ocraber, the month of ¢l
Niiioe Fidencio's birth and

death. Pil

very popular in Europe during

5. which were

E

the middle ages, are continued
towday by followers as a form of

offering pain or discomfort.

The fidencistas believe thar this
pain and discomfort touches
their spiritual belief and helps
them renew their commitment
to el Nino.

The photographs included
n '|.|||\ I\\\‘lL not l||||-r \.i\ll:llll:|'
document the actual concep
tion of a miracle, but they are .
also accompanied with written
information describing the
type of miracle or healing that is taking
pl:h ¢, These p|mm§1r.|p|1-. are very reminis
cent of the Spanish old rradition of ex-vetos
or retables (as they are more popularly re-
ferred o), u!'r'::rin!_-,\ of 5_:1.1|iml|r that are

placed on altars. It seems as though pho-

El Camino de penitencia. Espinazo, Nueve Léon, 1987

4 LA PA
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tography has replaced this old art tradition,
since photographs can be mass-produced
and therefore reach many more followers,
Also, photographs are more believable and
are regarded as true depictions of reality or

an event.

Remedio for a blocked ear. Nifio Fidencio Mission, Natalie, Texas, 1990,

Probably the strongest elements of the
book are the actual testimonies and ac-
counts l'|.\' |.||L' Arerias ,ll]"l uflll'f&. I.Ill'hf.'
testimonics are sometimes personal and in
timate expressions of their contact or expe-
ricnce with ¢l Nifio. The materias usually
become chosen pracutioners as
a resule of a miracle performed
for them by the Nifio and then
wark as channels to the power
of ¢l Nifo and his prophesies.
They are not the ones that
make a miracle happen; itis el
Nifio who, through them, per

forms miracles. The marerias

establish missions, usually in
their own homes, ina -.|n-|'i_||

b room that has an altar called a
& tronito filled with images of

- Christ and photos and images
of el Nifin. Using the accounts

and the photographs, we are
able to learn more about the
different rypes ol |_3|;|||3[|' and
the different types of miracles
his followers have experienced.
Even though the stories, opin-
ions, and way each materia

waorks differs, evervone agrees

that there is only one |

and you must have faith for the power of el
Nifo to help vou.

Also in the book, there is an insightful
essay by Kay F. Turner filled with informa

tion and details abour this movement. The

essay really h-g'||;1\ o summarize and ¢ |.l|i|‘:|.'

e S

some important factors of ¢l Nifio
Fidencio's movement. Turner has written
and published widely in the area of
Mexican folklore,

]]1':! Il\“lL 15 \'L'l:" {'r‘il):\..ll]l(’ .I|||.1 [l‘(ll-'
uugl\l\.- done, The phu[u;l_r.aph». and pe
sonal accounts go hand-in-hand and
complement cach other nicely. The book
can be a reaffirmarion of the belief to this
MOVEMEnt or it can prove o be an in-
"'I""l‘l'h look ar the force of liv ill:_: faith, A
Heart Thrown Open will clearly spread the
message of ¢l Nino Fidencio to those who

believe

and it does provide a comprehen-
sive look into this, a most interesting
phenomenon, whic h has crossed the physi-
1..I] |llllll1||.1l||.‘_\ ol our Lﬂlllﬂl\"\ border and
continues to be a popular and powerful

force o this day

¢ among his followers,

Mercedes Pérez-Meyer was born in

El Salvador and now lives and works in
Houston at the Museum of Fine Arts in the
Education Department.



Carter's Magic

Mojo, photagraphs by Keith Carter and
fntroduction J’J_y Rasellen Brawn. Honston:
Rice University Press, 1992, 124 pages.
$39.95,

El1zaheth McBride

A trne acconnt r)f‘r;h' actual is the rarest
poetry, for common sense always takes a
hasty and superficial view.

u
Born in Wisconsin, Keith Carter was
u.nhpl:nun;;l as a very _1.'n|||1_1'_fhih| to

Beaumont, Texas, where, excepr for small

intervals, he has lived and worked since.

This East Texas culture remains the center
of his imaginative world even today—how
ever often he ravels—a definitive world of

mystery and absolutes, and most impor-

tant, 1:i'i|n_|!_',¢-r seductive, \pinlu;ﬂ. and

sensual, Tt was into this img - and the

world it represented, whether through in-
formation or myth, that he became im-
mersed, deeper and deeper, as he lived
and |3hun 3_:1_1||11n|. I'he pictures that have
resulted testify o an intense dedication

and faithfulness, vo an affecrionare vision

of extreme clarity,
From Uncertain to Blue, (
book (1988, Texas Monthly Press), matches

“arrer’s first

the names of small, decaying Texas towns
with |,1|1n|n];r,|p|l.l. that, although com
pelling on their own, take on additional
layers of meaning when ridded. Names such

BOOKS

In Fram Uhtcertain o Biue, this aspect is
minimal. A town seems deserted. A house
is r,.ll;u‘u down. A ».uin!;ur' H_l_u.\ is |u|[1;*_u[1
the American flag, the Rebel flag,
and the skull and crossbones.

a line
A dog is
caught in the act of eat ing the |L'5::. of a
squirrel, whose head and eyes remain
disgustingly intact.

Carter's second book, The Blue Man,
|3uhli\|1:'¢l by Rice University Press, was
photographed almost exclusively in South-
CAst .|_1_'N‘|\. |\Q1L1|<' LI.|||'|F‘|‘\(‘I |h:|n ]1‘[5 Ii[\[.
more calculated, and even more saturated
with death and violence, the book repre-
senoed a hl'L'.lLIlHllllt_'_h. liﬁiu,'_ the veils that
mask the natural world (including its hu-
man inhabitanes) in all its cruel beaury and
L-\c.|||i\i|q- horror, But in L'xfh_m!’,u. Carter
gave up a certain richness, the presence of
everyday life amidst the magic. In Boy with
Birels, Hardin f.rJ,'prf.'_j', a young blond hu}'

3-_;_'11”_\ cut Il.iil' I'H'llll\ a \I1..I|-iL' JI"I.III(.I

his body, displaying a scar on his torso and

with js

The ima

a tattoo above his right nipple.
seems somehow off, as if we are uncovering
another, more potent and frightening
universe.

Other images suppart this reacrion:

a full-sized man dressed in a surprisir
threatening rabbit suit, trash piles |"n|lu|
by fires, ghost-like horses, and the ]1r1||.||
scenes of slaughrered animals. In contrase
to the excruciating beaury of |'|]¢m|11'mg
trecs and of animals playfully phote
graphed against heavenly painted back-

drops, another armosphere emerges: one
of divisions, of life lived ar the margins, of

Boy with lce, 1989

i .I“:'I 'J'Illl'J
Ef

EIJL'I'.!Ph\ thar concentrate on

nd Birthright and Blessing and

stan Fields inspire insistently rural pho-

|;1;-u|;'||¢-. animals, and nature. Some of the
bravest selections are Splendora, a study of
blank planked walls meeting in loneliness
in the corner, and the excessively sentimen
tal Fare, whose insistent morning glories
climb up and over a window sill, ﬁ”ing a
wmbling-down house with fresh life.

TI'he structure of this book dicrates
choices that could be too obvious, bur are
usually imaginative visually and concepru-
ally, their simplicity pushing toward an un-
accustomed honesty. And each confrones
humans with the power of nature. Not

only Fare, but Fearless, a woodland scene

depicts nature as overwhelming man's con-
structions, which could only fall back o
inconspicuous heaps, drowned in a dark
p:inlurf.h | mix of lichens and mulch.,
Perhaps the most surprising, most se-
cretly urgent aspect of Carter’s work, is the

emptiness and violence that is portrayed.
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a beauty that both uncovers and hides
superstition and discase, But by alternating
images of narure, pu-ph-. and objects,
Carter unites the three, creating a dark and
mysterious but fully realized world.

Carter's tendency to avoid interpreta
tion continues. Man in Thicket 1s a study
of dark and light, mosidy dark, of a man
whaose entire head seems hidden by leaves
and rwigs, whose torso is either covered or
shadowed. whose only obvious body parn
is a leaf-covered arm. Such an image, allied
both to paganism and male self-awareness,
could be cither ternfying or steadying. We
are knocked off balance |3:\.' our inurmph-u'
understanding, so much so that it can be
disturbing 1o look at these picrures, bur
that’s as it should be.

Majo, Carter’s latest book (1992, Rice
University Press), presents, withourt a
doubt, the best of his work. The settings
range from East Texas ro Mississippi, from
Lowsiana to Mexico, bur the book success-
1'||||,.- absorbs the variety of images one

Raymond, 1991,

might expect. The identification of human
and animal life seems intensibed, while all
the work scems richer and more eloguent.

Human images are closer, more personal,

the L'I'I.I'LH. ters of lIIL'I[ OWnNers IR.I.II ihyir

through carefully chosen details,

Because of its except ional value to the
book, the essay by Rosellen Brown should
.I’L' ment |‘|‘r'|L"|__ \\. CAv i"l!_'\ .l‘\L'.“ ir‘li. ..”li our

1 world of

GI'. [lil.' I]!'H“I.'\"_L‘l\['l‘-_ C |(-|l[l||l
recognition that both translates the work
and speaks its own language, this essay
SUPPOrTs and L-\'p.nuh he L]u.i]i[_\' of
Carter’s work. Writing in an uncommonly
clear and sensitive style, touching the very

depths of the photographic work, Brown

has made a commentary of sheer poetics, Iv
is rare to find an introductory essay thar is
a work of art but does not overshadow the
work it considers, It is rare 1o read any-
thing that taps so surely into the secret life
of art and offers it to the public life, in
cluding the reader in worlds we could
otherwise only distantly perceive.

In .-'I.,fu)l'.u, (

tial of working with sentimenral images.

‘arter fully realized the poten-

He uses sharp, cutting lines with ever in
creasing skill. The clear curve of a butterfly
rainst the soft dark skin of an

African-American man (Aclas Moth) raises
provogative questions. What is beauty? Are
humans fared 1o dominate? Who will in-
herir this poor injured earth? Or is this
another kind of juxtaposition, a mystery,

metaphaoric, and metaphysical? Straight
lines, and clean, curved ones also, exist for
L.:ll'[l_'r now not i,“ll\' (L8] !'H'r'l('[ru[ll' ||'|l(|ll'?r.h
the thick, highly romantic imagery, burt to
connect the conerete to the abstract. They
maove vertically, horizontally, and on the

diay

mal. It may be the sharp point of the
tooth of a dctgul."\n.:v-: its blurry fur. It may
be the woman in Garlic with her back to
us, throwing the garlic out with her two
hands, lerting it lloac and rise, connecring
the carth to the sky.

Carter employs light and dark, black and
white, with breathiaking dramaric appeal,
varying from high contrast to a lack of ir,
as in the almost vorally dark and completely
c.-n\.-:']upin_g image of the African-American

man in the black ree-shirt { Raymond), whose

torso is covered with the crawling kitrens,
which constitute his family.
It would be ignori

g part of the book’s
content not to comment on Carter’s por-
trayal of the communication and affection
between blacks and whites thar is real and
that has existed for generations. Bur chat

15 only part of the story—the Southern
\1l|h

sensitivity to Carter's work that reminds us

And there i

a1 M ll II'I[(‘“II’L'III

of this. The brilliant use of skin as object,
skin as acsthetie value, is part of the inclu
sion of another kind of magical realism in
his wark, that which demands thar we re-

consider our first impressions, that which

makes |_-|hn1u- aphs seem o mean one
thing while allowing the apposite to come
o 1!“' surface, \1||_|‘1 |_1||||Ic|:_1l.||_1||\ force us
to face the racial injustice thar has |m|'__:
prevailed. It is the very affection thar
brings into high relief the more common
redies of our

occurrence—the racial tr:

lives, the many ways we have lived opposed
to each other, in ignorance and harred.
Metaphor depends as muc h on the
differences of the objects compared as on
their similarities. Thus, when Keith Carer
haorh It'l:\'*.lif-k'\ and clarifies t|l|.l|i|i1'\ held
common berween two things, complexity
is created. And -'I'Ir:lf.lﬂl'. the pnu'ilti..ﬂ for in-
terpretation, naturally expands. The dark
and the light, the magic of Carter’s work
C]h" nun| is |,|\.;'q_[ |itL'1.|||:l h('l’l'), s |_'|Lr'.\'l'l'
almost 1o hypnotize, its Hirtation with a
spirituality, which is so complex it might
be cither God-like or demonic, are used

[0 penetrte into meaning.

Setting up a series of disagreements, he

brings them into resolution. What distin
guishes his work from that of others are the
extremes of the disagreements and the suc-
COsS \|||c| IN’\.\'(" ||| |]|L' resa |]Il|iu|1\. [n .11'”.]‘-”.
Keith Carter has combined the natiral
surface strength of From Uncertain to Blue
with the perverse undercurrents of ffue
Man, Maja is his strongest book yet, the
darkest, the most honest and serious, the

maost accomplished.

Elizabeth McBride is a Houston writer who
publishes poetry, fiction, and non-fiction.

Atlas Math, 1990,

SPOT/SPRING 1993



Postcards from the Edge

From Media to Metaphor: Art about
AlDS, .-Jr:gmri::'(f F;.v hmfe'p:'uda'm Crrators
fu:'rn:;om'::m:f. New York, 1992,

Tongues of Flame by David Wojnarowicz.
Naormal, Wineis: University Galleries of
Hiinois State University, 1990,

Nels P. Highberg

When my lover, Blane F. Feulner, dicd of
AIDS in July, 1992, 1 went through the
normal reactions: shock, anger. | did not
really 11L'!.Lir1 o deal with the siruation and
begin 1o accept what had happened unil 1
started to write abour it

Creating art as a means of dealing with
rraumatic experience is cerrainly nor a new

idea, especially for the many arrists who

have faced AIDS in their own lives. Poets
Poets Respond ro AIDS

is a collection of poems written on the

for Life: Sevenry

subject, while Persenal Dispatches: Wrirers
l"erJ_lurJ'm.'.' AIDS edived |1_\ .|u|"||t Preston, is
¢ 1992, a

traveling exhibition organized by Indepen

a collection of essays. In Janua

dent Curators Incorporated, New York,
entitled “From Media to Metaphor: Are
abour AIDS™ began touring the country.
I'he exhibition and accompanying cata
logue bring together the variety of methods
and mediums visual artists have used in
their attempts 1o deal with AIDS in their
life and work.

The r.n.i]uy_nu ik‘;;in». with a l“.IIII}UIL' h.\'
the two guest curators, Thomas Sokolows-
ki and Robert Atkins. They place the work
into an historical context by discussing
carly ruiu'l-q-nr_uiu ns of persons with AIDS
presented by journalists on television and
in print as horrific, emaciated victims. As
the title of the exhibition suggests, artists
mewved from the images presented by the
media to create their own representations
of AIDS in socie

All mediums are represented in the

show, from |3:u'|1|-n|1-.;_|m'.!.~. and i_'.l'l.ilill-
silver prints to video and sculprure, The
exhibition includes well-known work, such
as Roberr ,\i,LpPIL-qhm]}u'\ stark. |3hu[u-

aphic self-portrait and the billboard de

sign by Keith Haring originally produced
for Are Against AIDS

“On the Road” pro-

e Lo o I

Mancy Burson, Visualize This, poster.

ject. The show also presents work by artists
who use a medium thar is more accessible

L8] I|I|.'

-neral population. Mancy Burson’s
poster “Visualize This” uses photo-micro-
scopic images of an HIV-infecred and a

E'Ii'.lIIE'I"

I'-cell that was wheat-pasted on
buildings throughout New York City.
Diane Neumaier's photographs document
:k'lg' \l{'tll'\i“’l]l.\”l i Il_',til]l .'\\H(l\;.‘li(“\.\
p|.|-:u|in§: of AIDS information, such as
how to clean needles and how to use con
doms, on New York subway placards. Use
of more public modes of expression shows
how concerned these artists are with not
"“;.‘ le‘.lli:n‘u. work thar leads oa ‘ul.'l'lﬁ'l'.l]
discussion of HIV/AIDS but also educares
viewers about the syndrome.

Some work in the exhibition is inher-

Steven Evans, Composition in Pink, Black, and White (variation), 1986; gelatin silver prints and latex and oil paint on masonite and wood.,

ently personal, such as the photographs
of Kathy Vargas. Her series, “Valentine's
Day/Day of the Dead,” “began as a re-
membrance of two friends who recendy
died of AIDS, One loved the Day of the
[ead; the other mer his mate on Valen
tine's Day.” The hand-colored pho-
tographs contain images of milsgras, or
miracles, tiny metal charms offered o
saints and deities during prayer. As Varg

states, the miracles never came. Her clegiac
images do what many artists attempt to do
when they creare work based on the loss of
a specific person: to acknowledge and vali-
darte the dead one's life by im'nkin_ﬂ it'll.lg_'.ﬁ'\
of what made up their life, be it the enjoy-
ment of a specific holiday or their belief in
the meaning of objects like milagros.

Onher work confronts political issues

brought to the forefront by HIV/AIDS,
Commpositton in Pink, Black, and White by
Steven Evans uses both photographs from
Mazi concentration camps where homosex-
uals were imprisoned for their sexual orien
tation and stills from contemporary gay
pornographic films. The struceural place-
ment of the individual components

of the picce alludes vo the construcrivise

tradition in art, The images refer o discus-

SHOns I.||.|||'|\\ B0 ERcat l|||:|~¢ \\.'il|| Hl
AIDS, whether to quarantine them as has
been done in Cuba, tattoo all those who

are HIV
rs as William F. Bucklev has sug-

nfected like concentration camp

pr 10T
gested, or kill all those with HIV as has
been done in some Asian countries. These

HOUSTOMN CENTER FOR PHOTOGRAPHY

images, coupled with the linear nature of
the piﬂ.L‘. suggest the Iigiti mode of |n|__',il
perpetuated by those ignorane of HIV/
ALDS: If A (sick), then B (quarantine);
or if A (infecred), then B (label).

While in no way exhaustive, the exhibi-
tion does an excellent job presenting the
many different mediums and themes
found in art abour AIDS. A more compre-
hensive study of one of the artists in the
exhibition, David Wojnarowicz, went into
its second printing this year. Tougnes of
Flame is an exhibition and catalogue pro-
ject curated and edited by Barry Blinder-
man for University Galleries at [llinois
State University in Normal, Hlinois, The
catalogue contains essays abour Wojnaro
wicz by Carlo McCormick, Curtis Whire,
and John Carlin; an interview between
Blinderman and Wojn
ographical essays by Wojnarowicz: and one

wice: five aurobi

hundred reproductions of his wark be-
rween the years 1979-1989,
Wojnarowicz's name has been associar-
ed with the federal funding for the arts
CONUOVErsy since MNovember 1989, when
then Marional Endowment for the Arts
Chair John Frohnmayer rescinded a grant
1o Artists Space in New York City for an
exhibition, “Witnesse
Time,” for which W

ten the catalogue text. In 1990, ULS. Rep-

Against Chur

narowice had writ

resentative Dana Rohrabacher (R-CA)
\“lglgd aur \‘i“”]”:“(.“']gf as one |.|| 1]]"
pormographic artists funded by the NEA
for this catalogue and exhibition. The
debated work is Wojnarowice's Sex Series,
a collection of eight black and white pho-
tographs. The background of each photo-
graph depicts an unadorned, ourdoor
SCCNET A Crow li of rees i“. a I‘.a\-k\\ |'||.|f\|\
bayou or an aerial view of bridges con
necting Manhattan with the surrounding
boroughs. Inset inte each photograph is a
still raken from a gay pornographic film
portraying various sexual acts. As he states
in the interview with Blinderman, the
series grew out of a trip Wojnarowicz
ook o Mexico City, Wojnarowice was
\I:'|||L1ir'|:_- on a cliff ourside the ¢ iy, above,
as he stares, “one of the most |1u|‘ril').in_|;
slums [ had ever seen.” He looked down
through the lens of a super-8 camera into

a _\':ird where a one-legged man tried o

help a baby ride a rocking horse with no

head. Waojnarowice used this experience

in his series o create a feeling of surveying

suppressed information through a distanc-
|[]"_: ||_']|_'\il?lF|l’.' 0or I}‘II||II_|,|I,I!‘|. lJ.]'II' \\l’l’]\.
establishes a mood of \u‘in:_'_ u!llll"lliﬂ‘l.',

forbidden and asks why these images are

g rded as such. He makes people uncom-
fortable in the hopes thar they will con-
template why they feel that way.

A common criticism of work of this sort
i\ \\'|||_'li1{'r Oor not l"\(‘{l:l:l'l[l'l"\(_'r‘hi.ll pirl'r is
art. Blinderman confronts this issue in the
foreword to the book when he presents his

definition of art:

I'he primordial utterances we call art
reflect the undying need to track our
experiences in some poetic gesture, Art
is not an end—it is a means of con

fronting an iota of the [rassion, strivi

Arr is a post-

.IINE MVSICTY Wie O

card sent from a place an artist’s been,

While Blinderman’s discussion of art is

thought-provo and the place of work
such as the Sex Series in the context of
artistic discourse is understandable, some
of the most interesting work is found in
ather parts of the book,

Obviously, art about ATDS deals with
issues of life and death, While this work
may not save lives, as Sokolowski says, It

can |IL'||F |i'|i' rest EF'. us |I'\.‘i'.“

Nels P. Highberg will earn a degree in
English from the University of Houston
this May.

Kathy Vargas, Valentine's Day/Day of the
Dead #9, 1989-90; hand-colored photo
graph.
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As of February 9, 1993, the MUSEUM OF FINE ARTS, HOUSTON has
been unable to locate the artist-photographers listed below. If you can
help, please contact Maggie Olvey, Coordinator of the Chasanoff
Catalogue project at 713/639-7352 or fax 713/639-7399. Our publisher's
deadline is imminent and your help will be greatly appreciated.

Mennin, Georgeanne
Maoren, Cathering
Morwich, Philip
Opalenik, Elizabeth
Palaia, Frank

Atmore, Samuel L.

Bamberg, Steven

Blanca, Paul {borm Viaswinkel)
Bleviss, Shirley

Chalfant, Henry
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Dru, Gregory Rogers, Bob

Rome, Stuart A.
Rubin, Steven D.
Schapiro, Carla
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Fox, Sharon Lee
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Green, Gary
Greenberg, Jill A,
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Kelly, Joe Smith, Dawid

King, David Smith, Paul
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Limer, Lisa Sonneborn, Barbara
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Love, Robin Stenzler, Michael

MacLeay, Scott
Maine, Tony
McBride, Tom
McCarty, Mark
McCormack, Dan

Sullivan, Christopher
Teller, Alan

Thompson, Mark T.
Ulick, Michael Ackerman
Zupnick, Peter
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The Struggle

for an Authorial Role

W. Eugene Smith and the Photographic
I"_\'su"\' -’:_r Cilenm G, Willwmson. New York:
Cambridge University Press: 1992, 351
pages. 63,

Mark Frohman

W, Eugene Surith and the Photographbic
E

Mo

oy has the ir

| appearance of a typical

‘f.ll'\!'l on yer .II'Ill'Ii'H.'I' k-ll'lt'f'li.’t.'{l

“photographic master.” Upon further in-
vestigation however, it becomes clear that
Glenn G, Willumson has compiled a rigor-
ous study, particularly noteworthy for its
nal
sources, and exploration of the historical

extensive n.'\d.'.lEL'.l'I; r:'PIIf'Il("ll [}

and ideological implications of Smith’s

work. This last characteristic is one thar,
regrettably, is often absent from such un-
derrakings of phumgr.tphic history writing.
Willumson's study does not claim to be
a definitive or oral lg‘.l{!ilil_; of Smith and
his work; the author prefers rather 1o ex-
amine Smith’s combarive relationship with
the discourse of photojournalism, speci-
fically the edirorial structure of LIFE maga-
zine, Willumson introduces his subject
with a brief tracing of the picture maga-
zine's ancestry, tracing its lineage o
illustrated newspapers, chronicling the
hierarchical l\'!\llil:l:'l\hip of editors and staff
artists, as well as the rechnological advance-

ments from L'Il;'.f.l'\'.lﬂl,"\ .I'I'Id {II-I\-'\.’II 5 [0

the development of photography and the
halfrone process. The author is quick to
point out, however, that his is not a tech
:10|L1E_'_ltn|| history, but an attempt to situate
Smith and his work within the institution-

1 move that is

practice of the time

Photograph of dead man from “Country Doctor,

necessary 1o the understanding of both
Smith's successes and failures.
In 1936, LIF

frst issue. The el

" magazine published is

cment di\[inl_',uiahing:
LIFE from its mostly European antece-
dents, as well as defining its commercial
success, was its abundant use of pho-
tographs. At a time when photographic
lay
the United Stares, used mostly to illustrate
facts from the wext, LIFE made pho-

t was remarkably |1||.~.up]n:i|ic,uud in

tographs the dominant narrative device,
Publisher Henry Luce promoted the cam-
era’s ability to not only “report,” but o
“comment” as well, comparing the photog-
rapher to an essayist. The staff photograph-
er, previously considered simply as a

“visual thesaurus” by editors, was now
endowed with a certain authorial role and
encouraged to develop a “style™ and the
skills of interpretation. Analogizing photo-
. Luce wanted LIFE

to present a point of view, constructed

t_'.l'itl'll'll\' \.\'i[h I;ll'l!_‘.'l

:hrunl;'h the rhetorical \,Lpahiii[iuh of the
photographic essay,

Reaching a mass audience of more than
7 million, LAFE ma

source of visual informartion and knowl-

FINE Wik 2 primary

edpe, having a profound role in shaping

BOOKS

Photograph of children selling bread in Barcelona, from "Spanish Village,” 1950.

|_-|||h|i{ discourse and opinion in post-war,
pre-television America. Yer with such
power and influence, LIFE had ro retain

a highly complex and structured organiza-
tion. Despite Luce's theoretical empower-
ment of photojournalists, LIFEs editors

retained the ultir

e decision-making
authority, thereby controlling meaning
of the final product through selection,
sequence, layout, and captions. It was this
hit_'_hl_\.' mediated process that would ulvi-
mately lead to Eugene Smith's resignation
from LIFEin 1954

Willumson's book focuses on Smith’s

s for LIF

four major photographic ess

“Country Droctor” (1948), ".'\p.ml.\h

lage™ (1951), "Nurse Midwife" (1951),
and “A Man of ?\11'!(.\'" (1954).
lly appeared in the

ch is

I'{'Plil'll("ll as .ll O]

pages of LIFE. Dividing his analysis of

sach work into sections entitled “Concepr

1948.

and Publication,” “Narrative and Aesthetic
il Read-

ing,” and “Public ]lun_'up[ion_“ Willumson

Reading,” “Political and ldeologi

&

He proposes the first reading (narrative

and aesthetic) as the most obvic
" directed toward LIFE's

AT
reader.” Such a reading consists of examin-
ing the way in which the subjecr is por-
trayed—the country docror as “secular
sainthood,” a role model for others o

follow—

d how the formal aspects of
-”'lll

camera angle, pose, |i5:htin;:. |.L:|
sequence directed the meaning and atti-
tude of the essay. The second reading (po-
litical and ideological) then views the essay
in relation o the historical context of its
production, revealing “a number of hidden
implications that the contemporary reader
must have subconsciously absorbed.

For example, “Country Doctor” re
ceived widespread praise for its mnovative
layour as well as Smith's “emotional under
serting the

standing” and visual intensity
example for future projects, However,

“Country Doctor” was not innocent of its
poliri

al context, as it comncided with a key

issue of Truman's 1948 campaign: the de-

ll_'llr_' i

I'I‘l[iI.JI'I.II IlL'.l]lII care. f”"f“lﬂ;lt.;;l-

HOUSTON CENTER FOR PHOTOGRAPHY

acts what he describes as “close reading.”

#ine openly opposed Truman’s package for

“socialized medicine” in its editorials. It

sided with the New York Academy of
Medicine’s plan for a redistribution of doc-
tors from urban to rural communirics,
LIFEs publication of *Country Doctor”
partrays a romantic reverence for this hard-

jon as it also demonstrates

working profes
the community’s spiritual —and finan-
cial—support of its country docror, It is
uncertain how aware Smith was of the
essay's broader political i|1||l|i|;.1ri13|1\.
though Willumson makes it clear thar
Smith’s superiors understood them quite
well based on their choice of the |1.|rﬂ|u||;||
doctor and communiry. In this context,
“Country Doctor”™ not only argues for the
recognition of the ethical rewards of rural
doctoring bur als for rural communities
to develop and fund their own medical
Facilities and staff in order wo ateract
young modern docrors like the featured
Dr. Ceriani.
As [l'li.\ L=

pubslication ui'plmmgl:\phif essays served

ample demonstrates, the

"1-[[].\' ]H’.\.\i‘l’lt il“l.'lﬂ"\['\ Al ance; I.Ll'l“'t"i'l'.'r.
their meaning—upon which such interests

depended—were not always univocal or

unanimously determined. This can be
seen throughout Smith’s career ar LIFE as
he constantly fought for authorial control
equal to that of the editors. Willumson
demonstrares Smith’s commirment o his
projects by citing insightful legers written
o his mother while on assignment, which

reveal his emotional and personal invest-
ment in his work. Smith's perfectionism
andd skill are also evidenced by his personal
research, extended stays on assignment,
involvement with the individuals pho-
tographed, prolific note-taking, accumula-
tion of thousands of n:-l:_ni\.'u:., and his
determination to accurarely represent his
perspective in the final publication.

With a studied understanding of the
editorial process, Smith attempred to make
his photographs convey his interpretation
as much as possible before submining

them. By publishing Smith's contact

sheets, Willumson examines Smith's
careful manipulation of his phorographs,
Repeated shots of the same scene reveal

Smith’s posing of his subjects in order to

create a certain interpretive effect, as in

ing Spanish soldiers in “Spanish

lage” face the sun and shooting from

a low camera angle. The result, showing
stern-faced soldiers in harsh contrase,
contributes 1o Smith's condemnation of
Franco's military dictatorship, When mak-
ing his own prints—an uncommon prac-

tice for photojournali Smith would

L

darken, |iF,|1.u'n_ or bleach areas to enhance
both the emotion and interpretation of the
work, u,|:|'|n'|in!; he was justified “if the rear-
ranging that | have done is of the spint

malicy.” While

techniques should not shock those Familiar

and the truth of the s

with photojournalistic practice, they are

questionable given the rhetonic of “truth”
surrounding such work. Yer ar the same

time, as Willumson points out, these

activities reHect Smith's active desire for
control in the contest of meaning,
Morivared by his moral and ethical
beliefs, Smith did not measure a project’s
success by personal recognition or praise,
bure rather ]I:\' irs .||li[i|‘\' ro affect |'|I||3|i¢

apinion or help those photographed.

red much

“Spanish Village,” in facr, rece
artention from the photographic and artis-
tic communities, yet Smith ultimarely con
sidered iv a failure, feeling that LIFE's final
E1|<-~.L-||L_|[i|1|| of it watered down his anti-
Franco statement, Centering on the efforts
ni‘1'||1“iu||;||_\' docror Albert Schweirzer and
his hospital at Lambarene in French Equa-
torial Africa, A Man of Mercy” was
Smith’s last project for LIFE, leading 1o
his final resignation. A greae admirer of
Schweirzer's humanitarian actions and
writings, Smith initiated this project with

great enthusiasm, yet ran into serious

prablems once on assignment. Mot only
did Schweitzer restrict whar kinds of scenes
Smith could shoot, preferring to pose him-
sclf in his own preseribed positions, bur
Smith found contradictions berween
Schweitzer's personal interactions and his
humanirarian ideals, After delayed produc-
tion, deadline and competition pressure
caused LIFE 1w publish “A Man of Mercy”
on November 15, 1954, knowing thar
Smith was unsatisfied with its reduced
length and had threarened 1o resign if it
WEnt o print.

Though Smith's work was well received
in his life

me—he did achieve an unprece-
dented degree of freedom and decision-
making power regarding his work—he was
rarely satistied. After his resignation, he
worked irregularly facing the same authori-
al difficulties he had encountered ar LIFE,
Some constder him a Eragic artist dL‘.\;N;r

ately struggling to realize his vision of

truth, while others perceive him as a victim
of his own liberal humanism, which made
him unwilling to negotiate within the
mass-audience instivution in which he
chose to work. Willumson trears Smith
with obvious respect, while also exploring
his subject with a deserved criticality, At
rimes, it seems Willumson does not take

it far enough, though, stopping shorr of
fully delving into the important issues of
representation and power thar his wopic
demands. In this regard, Willumson's book
often makes Smith’s story scem more of a

clash of egos than a conflict of ideology.

Caonsidering the institutional and discur-

sive specificity of much of the book, it con
cludes on a somewhat oo individualistic
note, leaving Smith as a victim of his own
personality and idealism. These relatively
minor criticisms aside, more photographic
studies like this one are much needed and
long overdue.

Mark Frohman is an artist and art eritic for
Public News, an alternative newsweekly in
Houston.

Photograph of doctor from "Country
Dactor,” 1948.
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Fiction, Sex and Violence

Critical Fictions, an exlilsition curared L:i"
Richard Hinson and including David F.
Danovan, Frank Golden, Perer Hﬂrm:}',
Richard Hinson, Maggie Olvey, and Don-
na Rydlund, was shown at the Dishnan
Art (;:{.l'fei}l, Lamar University, in B
mront, Texas, November 6-25, 1992,

Hans Staartjes

In a show that intended to be “critical

of some aspect of the (contributing) artist’s
life,” it is curious thar chese aspects are
mainly sex and violence, Even more cun-
ous is the unwintingly pitting of feminism
as in the work of Maggie Olvey and Don-
na Rydlund a
istic work of David F. Donovan and Frank

w5t the somewhat chauvin-

CGiolden. Both Peter Harvey, with his comi-
cal video and Richard Hinson with his
,|r|;|||\-:;i\ of random violence, seem to stay
well clear of this fracas.

When VOul siy “orime scene plmmgm-
phy,” vou might expect bloody night
scenes, body bags, Hashing police lights,
and jostling video cameramen providing
visuals of the latest homicide for the
“news.” Richard Hinson's black-and-
white photographs of convenience stores,
bridges, street corners, and alleys in Hous-
ton, on the contrary, are disconcertingly
normal and show no physical evidence of
violence ar all. The indifference of these

images are nic reflection of the pub-

lic indifference to the daily list of vielent

acts, This apathy seems only stirred by ever

more bizarre and callous crueley.

The only hint of disorder in Hinson's
images are in the text. A photograph of a
“Stop 'n Go” store tells of a man trying o

s [I.'“L'T ll'l-'lt'l'lil“.'.

get cash from an auton
but he can’t because he's overdrawn
“as he walked our of the store, a th

and

ch-

_\,'t,‘,'l(—['ll(l -_||3|1ru:|u|1ur.| llill'l ..Il'ld tit. lI'IlIR'd

his cash, He told him he didn’t hav

any
money and the thireen-year-old accused

him of lying . . . the vouth then pulled out

jacket and shot him three
es. He was pronounced dead ax the

un from

scene and was still holding on 1o his bank

Maggie Olvey, "Mixed Messages,” 1989-90.

receipt when he was loaded into the ambu-
lance.” A photograph of a phone booth on
a street corner reads: “A man stopped 1o
use the telephone . . . two men got out of
their car, walked up 10 him and shot him
repeatedly until he fell dead. They then
calmly got back into their car and drove
away.” The more cloistered life a citizen is
forced to live, the less interest he will have
in the suffering of others, permitting, per-
haps, more callousness,

In contrast to the cool irony of Hin-
son’s photographs, Frank Golden presents
us with perhaps the most intriguing and
powerfully emotive work in this show. His
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Richard Hinson, Untitled.

original images are black-and-white nega-
tives that are scraped on, painted on

subsequently printed on color paper,
found frames chosen for this work add a

feeling of “individual pieces of art” com-
pared to more “straight” photography.
The thematic content of this work, it

can be said, is like Hinson's, also about
violence. Bur this is an anger that comes
from within the artist and is not only evi-
dent by the heavy scrarching rechnique on
the emulsion, but also by the subject mar-
wr -l[l({ lI'lt' 5““[[]“"\. lilI‘L"- Ill“hf I*iflf.\'.
“Diazepam” (a tranguil

ing drug) is an

image of a winged fe

le nude in a heavily
mutilared surface. “Uneinled” is a scrarched
orange shadow of a dead body in an alley
with hypodermic needles and garbage cans
scattered around. “Fear of AIDS™ is a fe-
male nude with glowing blue eyes holding
a mask to her face in a somber curtained
scene, with a skull in the foreground. “Fear
of Christmas™ is a |1.|||nring image of a

ale child sic

vulne £ MexE o a Christmas

: a ghostlike human figure
h the
tree; in the two corners of the frame appear

tree with gi
appears to be falling from and thire

the letters U and R. Golden's work is a
J.IrL‘. Iﬂtl'l'liL'_ .'l"(.l L'I'l-ll]\'.lll-l.\lit lUGFL an e

Auty,

and Chiristi nd irs appeal lies in s

voice,

unashamed perso
David F. Donovan's superbly printed

black-and-white portraits of women, in

contrast, seemed perhaps to fit the agenda

of “crinical fiction” least convincin, v in

this show, Donovan phorographs female

maxdels in various rural or small town
locations with the intention of giving “the

viewer the

ea that they are intruding into
e portion of

avery p subject’s lives
and (making) us think we are being ex-

cluded from their seerer.” The images have
a sexually titillating and voyeuristic intent,

as in the image of a girl pulling on her top
revealing more of her breasts, or the image
a black
negligee and drinking through a straw em-
braced from behind by the other, also in

1ll. W0 j'ﬁ'ILI'Il: WOITIETD O \'\'l.'iITifI'

black. Some of the other images are remi-
niscent of Arbus, such as the im age of a
girl pricking her finger with a needle and
thread. A more successful and compelling
image is of a girl in front of a water tower
holding her hair back from a gust of wind
and holding a book in the other hand,
While Donovan ha

I hml.\', [Monna ]{lulluml rEACts in anger

a ferish with the fe-

ma
ands a male-dominant socicry
1's phys

at lll.l.' (.lL'I

and the media place on a woma

appearance. Her -II'I|L'J'I‘\'L'|.\' pcr-.m];tl waork is
an installation of “scrolls,” seven of which

are images of a pin getting progressively

Iullgl.‘l '“'hill.' li“.' pexi ﬂlll]'\.": l.'.‘:t"\ [Hlill_"r‘\'\.\'i\'k"
ly smaller. A center “scroll” has three pairs
Ill. ll.'l| \llllri'{ \\'i[h fexi L‘r"lllld llll.'nl- .ll1t|

three “scrolls,” on the right, decreasing in

sz, show p|mmgm|3ha of the backside of a

nude woman in a studio serting. The text

above the pin images mentions the "good-

ness of thinness™ and how it was believed

in the Middle Ages that "’.l'-liﬂi_'. became
associated with virue and purity.” [t was
thought that “angels were so good, so pure,

thar they must be awfully thin. People . .

debared over how many :Illt_'_t'l'i could dance

. This last rext is
barely legible above the head of a very
enlarged pin.) Current expecrations leave
women with a “bitter contempr for the
feminine nature of {their) own |l-uti)'."

el

writes Rydlund “The sense of fullness
swelling of plenitude, which filled me with

:li:.;_,

st, (are) actually the qualities of a
woman's body.”

Similarly, Maggic Olvey's work deals
with the oppressive expecrations often de-
manded of women in houschold and child
rearing roles. Olvey’s "Mixed Messages”
was an installation of six double-sided pan-
¢ls that were suspended from the gallery
ceiling. The panels provide two views, one

ouisi

e and one inside. The ouside panels
are living room interiors showing, among
others, chairs, windows, |3iumu' frames,

and a dining room table. There is a warm
i_|'|vi[i:1g }F_Icn\' 1o these interiors I\Fll\'il111| 11}'
a late afterncon light coming through the
windows. The familiarity of this living
room is deliberate; it is meant to represent
a generic living room in any house. These
!5\'illt.', rooms, however, E'|F|I'L'i1.|k' nn|:\-' a sti-
petficial and “feel good™ view of a house.
The true interiors are on the inside panels.
The inside views include a plunu;mph of a
clothes dryer with rext that reads: “lingerie,
a look to keep your eye on,” a phrase with
double meaning contrasting sexuality with
the h_|r1_1|'t|:|.' of the w.hhing. Another inte-
rior includes a view of a dishwasher read-
ing, "Mabel, Mabel, strong and able, keep
your elbows off the table.” One gets the

feeling, with this work, of witnessing a

. theatrical piece of the daily drama of a

domestically trapped life.

Peter Harvey's video art is a pleasant,
lighthearted addition to this show.
“Werism” is a witty look at self-help books
abour personal image improvement. In i,
Harvey follows his book's suggestion of
gaining a better self-esteem by gerting a
haircut and wearing a pair of glasses.
Sporting a crew cut and nerd glasses,
Harvey discovers it isn't working. This
hilarious fare is topped only by his piece
“Verist,” which is an analysis of the visual
cliché. In it he mentions all the things you
should do to avoid making clichés “if you
want to do anything remotely resembling
art.” The piece is ;||_'|;=-n1|,3:i||iwl by a pur-
posefully annoving sound of a loudly rick-
ing clock. To aveid being a cliché, he
q:x]l':lillr; |miming at his 1|r.u-\'il|;: on his
hlackboard, a picture should not be oo
central or oo far w one side, it also
shouldn't look “oo gnud or too bad.”

He proceeds to erase the drawing because
“it might be a cliché.”

A good definition of a photograph is
thar it is
experience, tainted by the selectivity of the

rivical fiction” of a human

artist's expericnce and reinterpreted larer
by the viewer (who is, of course, also taint-
ed). The stronger and more prmm.l.i the

artist's expressions, the more likely the

wer will be drawn into the amist's con-

victions, “Critical Fictions™ is ar certain
times, quite powertul in this regard,

Hans Staartjes is a Houston freelance
photographer and writer.

Frank Golden, 1991
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The light through the doorway pressed gently
ait her face,

showing me her world, her house, her bed,
fer eves.

She looked into my eves through the camera,

as if she knew she woudd be looking at the world,
and withou! fear,

She always cried when | showed her a picture

I."J[ fh'r.\'l'llf.

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

old and wrinkled.

“hulie’s camera never lies,” Eloina sard.

I never thought of her as old and wrinkied

I saw a womnan, a friend.

And she always asked me to take another picture

—Julie Newton

Julie Newtan is @ photographer in Anstin, Texas, and a faculty member af the University of Texas at Austin.
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