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"B | WOMEN IN PHOTOGRAPHY Editor’s Note

FALL 1994

. = = To live is o have a story to rell. The arist, in partcular, often releses portions

VOLUME XN 4 Women and Te"'ﬁng Stor'es'- L'nks bEtween of her personal story to l::nuﬂd in |1:'r'v\.'ur|va—uE unique and powerful p::si[inrl

Art and I.'-fe indood. Bu it is a shared power. This revelatory process empowers the teller and

NUMBER 3 Nancy Solonton recounts the theme emerging in the fourth Wamen in enlightens the listener. From classical mythology forward, the art of storyrelling
STAFF Photography Conference—women and r:l]ing storics. From “Women and has been cultivated and cherished by many cultuns, not enly as a means of educa-
the Land” to “Women and Technology,” each panel discussion led 1o the tion, but for bonding the participants and crearing a feeling of shared purpose and

EmiTor basic act of sharing stories and strengthening the female artistic voice. history. For these reasons it seems inherendy nght and namral that women and

Karen Gillen Allen storytelling, the theme of the fourth Wosmen in Plotograpdy Conference be inextri

cably linked. This powerful tradition can serve women well roday by linking them

e 6 Womeﬂ as Wamen" Women as Arﬁﬂb’, to their histories while banding them together for the fumne.

Jean Caslin

"J{';E:‘;';;\':' Women as Ph D!‘O'graphers Carolyn Heilbrun, professor emeritus, English and Comparative Literature, at
: The fourth Women in Photegraply Conférence held in Houston Columbia University and keynate speaker ar the Wamen fin Photograply
Disiin March 24-27 is reviewed by Marfee Miller, a former co-editor of SPOT Conference, addressed the importance of sharing one’s story in her writings as well
Jim Tiehaut and a conference p;tnicip.':n[. as in her remarks 1o conference attendess in Houston in March, 1994, Excerpes
ADVENTISTNG SALES from her address are included in this issue of $POT. Mardee Miller, former co-edi-
MicHAeL G, DEVoL 7 Camfyﬂ Heifbrun_ tor nl'.%lf’(;'.{, SLMs up 1|'|r}mnﬁm:n(¢- itself with an overview of its strengths and
ProTo REseARcH Excerprs from her keynote address at Wamen in Photography Conferenc i l!? o i WW o %m o
Tuuy M. TeAN P Y graphy Conference Phatographers. Mancy Solomon recounts the fruitful explorarion of the Women

and storytelling theme that unfolded during Wanten i Photograplny in Wannen and
H IS - - S s i 5
;\lu:::lf:l::::.:lhn 8 Women and the Faces of Agfng f::z".l'n_rg_.\wm The .f..ru# :‘irrmwn Art and Life, According to &:h_mm.u\. the n:_n-:.q_-'lh
of this idea asserted itself in all aspects of the conference appearing in both infor-

Aging is what you make of it. This seems to be the essence of the varied
mial and p|.mnu.| settings. The A&"rwrmmhy K. Johnson Bowles, an interview

approaches to photographic portrayals of women included in two exhibi-
tions reviewed by Nels Highberg. "Women and the Representation of 3 & e aung Sttt :
SPOT is published Aging” and “Nina: Portraits by Herlinde Koelbl," both held in conjunction when shaping her life. Bowls” interview highlights Noggle's past books while pre-

PrINTING

Dhrake Printing with Anne Nngglc. recounts the l’;h{.‘illallillgnlul‘yufa waman wha rcjﬂ'lrd limits

Hu::::::du; lT:rll'n with Phosograply Houston / Spring 94, offered alternative views—hbaoth viewing her newest book A Dinee with Death: Personal Memeoirs of Sovier
Phoc A :‘__ ! light-hearted and serious rfrlgin[;_ Airroarnen in Wirld Wier If published by Texas A& M Press.

,,,M:pr':;,lm',-,‘. Fearured in SPOT is Sougs of the South, an essay by Holly Hildebrand, mracing
SIS per year the sources of the photographs of Bimey Imes on the occasion of his exhibition ar
;;g;::";l::}:} 9 The LOOk 0f Love the Galveston Ans Center. This photographer’s swenty-plus years of follewing the
independent opini Cara DeBusk evaluates Laura Lerinsky's efforts o explore issues of love and  trail of the Southermn restaurant/bar known as the juke joint have resulted in a time

[KI_Hishn.ﬂ by C intimacy, capsule of these vanishing social spots.

;i;:;:;:::‘;m?;t Reviewed in this issue by David 1. Jacobs are two books, Srnegen Cranmingham:

The ideas expressed do net 10 The Adven turer Teleas Withent Fnef, edited by Richard Lorenz, and The Enchanted Landsape: Winm
. i f Bullock, published by . Jacobs s the success of these books i .

I['(\mn?:‘i::um:m K. Jolmison Bewles interviews art historian and photographer Anne Noggle, r o pertuse. ) o e DL ENCE: DO I P

serving the reputations of these two photographers.

membership, and are solely cho was a ¢ ini : 1U.S. Air B . = roti in 1954 i
ip: ) who was a captain in the U.S. Air Force when she retired in 1959 to pursue e o e e et b v e Lo

the oplnlons ofthie e a carcer in photography. Noggle is the author of A Dawce With Death:

hctnc) SPOT ke e el i .
it Personal Memoirs af&'apin‘ Afr Women in World Wiar II. ]k i Thee e d.um = ;:: ﬁn w\l-:“!;l“:‘c :I:L s oSG RO
(:UF]"!l“ 1994, make It more EI'IWI‘IBID t [ w ome }TIIJI COMIMCNIS.
All rights reserved. 5 P
No portion of SPOT 12 Questions of Identity Karen Gillen Allen

may be reproduced

dea S The essential constructs of race are approached and answered in entirely

permission of different ways by two exhibitions. fo Ortel examines Par Ward Williams “1
!U"‘;::M‘ ‘-k";r' Remember [t Well” and the group show “Portraits of Community: African- Houston Center for Photography welcomes
et American Photography in Texas” and the separate paths these shows ok photographers and visitors to Houston for
Houston Center in search of answers to the foundations of racial identity. FotoFest: the 5th International Festival of
r".:"'f,‘::;']’f::ﬁ':} Photography, November 10-30,1994
organization thar F E A T U R E and
IO S Ehtogipsc the South Central Regional Conference of
resource for cducarional 14 Songs of the South the Society for Photographic Education
exchange through =
exhibitions, publications. Affter growing up in the segregated South of the 1950, Birney Imes November 10-12, 1994
I“‘:"d"‘_l‘dm"‘;;:'“ discovered the region’s juke joints, its patrons and proprietors, and with

them a stage for developing a style both technically and artistically his own.

mrl" *r‘“ﬂ‘ﬂ;ﬂ' in Holly Hildebrand examines the artist’s work and the methods he employs
e in capturing this vanishing subculture of the South.
fsarnonal Enddowiment
for the Ares, Texas
Commission on the Arts,
and Culwural Ars Council E x H l B I T ' 0 N S

of Houston/Harris County.
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WOMEN @Telling Stories

Links

This ESSTY WHLS based on the ﬁ)m'}h
Wamen in Phatograply Conference
lasted |!5_v Howustan C}Mrﬂ'ﬁ.lr
Phatography in association with the
University of Houston, Department
of Art, March 24-27, 1994,

Nancy Solomon

“Women and |L'||ing stories” was not the
announced theme of the fourth Wamsen in
Photography Conferenc
ceptual thread that captured the atention
of participants.

bur it was the con-

W. Snyder MacNeil, video still
The very strucrure of the conference

0oL 'Cd th lt'”i“_t.{ Gll-if:d i'\'i{IULII :-[uric.\.

The formar was one-track with everyone
focused on the same primary sessions and
ideas. Yet, rooms and time were scheduled

and available for breaking into small groups,
.1I'|.Li di.\‘.ll.\\i‘]]'l lIlll.'?*[iﬂFl 15 Wore HUE{R{'.\:‘IL
such as: If you had been supported in your
resistance to gender stereotyping, how

might things have been different for you?
Is it possible to resolve a difficult relation-
\hip with a parent while rhar parent is seill
alive? How does thar parent’s death facilitare
resolution?

The form of the conference also gave
rise: to fundamental questions, How do life
When does the individual

and are overlap?
become universal? Where is the IlendJr}'
& Why

grapple with personal issues if your art is

]5‘.’[\\'(1'“ 1[1\.‘!;][\:\.' dlll] l'll'll‘&.‘ll'l!' E

not narrative, realistic, or autobiographical?
lIIhL' ANSWETS were not neat or L'l]l]'lplt'[l’.'.
Months later, the questions still resound.
“Women and :e,'|]1.115 SIOFIES . Wils 1ol
the theme of Carolyn Heilbruns keynote
address, but it was never very far away.
Women'’s biography is the focus of
Heilbrun’s current work, and she opened
|1‘L'r d('.ll".'\.\ “.'i ll] a ﬂ'lll.{.'l\ii(]" 1'1-11 SIIL' .L\-l\'.\
when examining the lives of accomplished

women. How did it happen? And, whar

do .1\'|,'[1]11I1]i!i|‘|l;‘d women have in common?
Her research yielded an unexpected answer:
their ability to resist socialization,

How can this be donc? The first chance
comes carly; for instance, Gloria Steinem,
the subject of Heilbrun's nexe book, avoided
early socialization by not starting school

until she was 11, Reaching 50 is another
watermark when many women often
more risks, as if becoming 50 initiates a rite

ni'!m»;\‘agc milrking the passibility of change.

Between Art

Heilbrun said: “Every woman needs o
rename herself [to create a new story] and
make a list of everything she wants out of

and in her life.” Under-

[both meanings
standing the truth of women’s experience is
essential 1o making these changes. Women
fIL‘L‘(I o 1;|”\'. to LJ[|'H:r WOImen r{'g."u|.|r‘|.\'. o
share stories, and to trust and support cach
other. In the nineties, she sees the best
h[JE"L' .!l] \\11|'UL'I'|'H n.‘.idinp. grllllph‘ []'I-'It meet
regularly, particularly “those that transform
into something else.”

In the days that followed, severa
dll-‘] I‘J'\.'.

indi-

f1ons iil'ltl P l!- I'l’\'(.'illt'{l IJI!I-

ferent ways that transformation
grows from |¢-|]iﬂ!1 stories. Lorie
Movak in the “Women and
Aurobiography” panel discussion
deseribed a flash of understand-
ing. While choosing snapshots
from her own life for a large-scale
pmj:n:[inu pim\: she realized that
1h‘.' i)‘.'m"l;ll h;HJ llL‘LlImE: U]'lllVLT'
sal. She began to add imagery
from the lives of others, because
the art itself carried a universal
human message. On the same
pa nel, Ann Fessler told how her
exploration into being adopred was mani-
H.'f‘h.'d il'l. an Il".'Ii;l”ﬂl.lU" ;il'l‘.l an ;lrti.\ll.\ t"(){]k
titled Gemeties Lesson. The art was not overt-
ly about her personal quest. Rather, Fessler
confronted a homo-
geneity assumed by
\“‘.]L'l} ;l[]l{ .\-ﬂ.l"“}].\
and exposed itasa
mythology. She estab-
“.\l“.'(l an i.'l‘.' ment .Ir.\'
school serting, where
the viewer encoun-
rered a student lesson
requiring a family
|1i\[(11’.l' [11‘1[ mast
adopred students
would not know,
Here a J)q,'r‘;nl1,l|
K.'Nl‘l‘?r;“il.)" Wwas
rransformed into a
larger socieral issue.
Gay Block inte-
grated narrative with
i|'r'|;,||:'|<'\ na strong
and emotional pre-
sentation entitled,
“An .-"lumhinu!:lpll:.'
of My Mother.”
Block described a
moment lJfllf\.lnsElkH =
muation that occurred
as she continued o
work on the piece
ﬂi:[l'.'l hl’.'l mu ![]1l'r\\'
death: Suddenly, she
could nort distinguish
l“."l\'\-'L‘L'n l“.'l IIU.I[]H:F‘!-'

version of reality and

]'lt'r own Pl'r('\',‘l'”l n

at the time.
Mindy Faber's

videos Deltrisem and

Houston Center for Photography / SPOT / FALL 1994

Mindy Faber, video still from Delfrium, 1983

.5‘.'.'!5"?‘!’-\'.'” (znll'l'l?l star ]'11.1' |I][thL'f. '\-\'I"l
coms across on screen as direct and funny:
Faber explained thar her mother is manic
depressive and was often excluded from
family activities and decisions. Through
sensitive use of humor and obvious
exploitation of video formulas, Faber not
‘H'll:!- ‘L'ﬁp“.‘!\\{'d I'l‘.'r W CONCETns dlk WL
how women are viewed, she also gave her
mother a voice.

Ioan Myers, Mastectom); 1993

and Life

In the panel “Women and the Represen-
tation of Aging,” Anne Noggle discussed
the invisibility of older women in our soci-
ety—its benefits and its problems. For

Noggl

interesting until they are at least 60." She

, a person’s Face “docsnt even get

showed portraits and rold the story of
Russian women flyers who were active dur-
ing World War 1T and are now abandoned
by their society. Noggle devised her own
fundraiser 1o help

l'I'IL'Sd.' WOITEN; in

conference hallways
and ar the Fire-
house € i,|||;-r_\', she
offered her photo
graph Myself'as a
Pilat in exc |1.m§_'_¢-
for a $50 donation,

Herlinde Koelbl

presented Nira, a

series of portraits
and nudes exhibir

ed ar the Goéithe

Inst Houston

ages that tell a
story of dignity and
long life. As one
student observed,
“I never knew there
would be wrinkles
all over your whole
body.”

Joanna Fruch
lectured on
"I‘n]ynu'rr]'rh: s
Perversities, Female
Measures, and the
Post-Menopausal
Woman.” She
stressed the impor-
tance ui'u-lling
new love stories
for older women,
“women with flesh
thar moves.”
Another strategy
Fruch envisioned



Ann Fesiler, Genetics Lesson, 1991
15 artists developing the .lrr]'wr_\'pq: of
the crone.

Just as | was surprised to hear the
“Women and telling stories” theme in
Joanna Frueh’s lecture, | was equally

surprised to find it emerge in the “Women
and Advanced Tech nology” panel. During
her studies ar Massachusetts Institure of
Technology’s Media Lab, Wendy Snyder
MacNeil was intrigued by the way new
technelogies change the way thar stories
are told. She wanted 1o find a new narrative
form that encourages interaction and nar-
rows the gap between the maker and the
ViEwer,

Surroundings and interactions with
other attendess are often just as valuable as
the planned sessions at any conference, The
“Women and telling storic
ued to du'\."ulr)p. T 'Jlrnugi]uu: the city of

theme contin-

Houston, nearly fifty photography exhibi-

tions were on display, and many of them

ive elements, The

showed art with n:
Firchouse Gallery offered the opporunicy
to see the prints of work by

Gay Block, Anne Noggle, and
Joan Myers shown in slid

e

form at the conference, The
greatest impact for me was
Houston Center for
Photography’s exhibition

“The Visual Diary: Women's
Ohwn Stories.” Wall photo-
graphs, installations, artists’
bookwarks, and video art were

all presented in an exhibition

that took hours 1o see.”
element of time was crucial 1o
every work. If exhibitions were
reduced o equations, this one
might be: ime/narrarive +
personal imagery = intimacy.
In the “Visual Diary,”
artists used low rech Wilys [0
narrow the space between
maker and viewer. For i
stance, Sadie Benning used
a Fisher Price oy video camera
to create falfies, an exploration
of an emerging lesbian identity.
There is a sense of immediacy
in these videos with their sim-
ple, contrasty black-and-white
imagery. The viewer lives in
the moment with the artist;

even her titles and cred-
its are part of the pic-
ture, In Giving Fear a
Praper Name: Detrort,
Susan kae Grant grabs
the viewer's attention by
integrating parts of her
baody such as finger-
nails in self-portraits
I'Fll”l.':ll“.‘.l I":!' pi"ﬁ il"({
intensified by texr. If the
use of time and rext is
expected in bookworks
itnd \’i({‘:‘} art, it was .[I\"l
used by the artises like
Karen Johnson showing
Phn:("l.’_l ;l[lh.\ on “.'J]IH.
Looking at and reading
the photographs in
“Valuable Papers:
Constructing My
Father/Myself,” the
viewer is drawn into a story from different

viewpoints and creates his or her own ver-
sion of the whole.
The resistance of some conference par-

stones

ticipants to the impact of tell
continued 1o fascinate me, as if the artists
wns that added

another layer of inquiry o the conference,

who artended raised quest

Whar does self-examination have o do
with art? If art is essentially human com-
munication, isnt developing an authentic
human core an ongoing part of an artist's
waork? How does telling stories initiate
change on a personal level—for the arrist
and the viewer? When does the personal
become universal expression? lsnt all ant
For arists

whose subject matter is not overtly person-

autobiographical in some way?

al, telling stories, developing oncs authentic
core, might find expression in a freer line or
a more intense color.

For me, the best story thar surfaced
during the conference hq.'|un!$:d 1o several
people. During the panel “Women and the

Lorie Novak, Colfected Visions, 1993
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Representation of Aging,” Joan Myers was
showing slides of her large platinum-palla-
dium portraits of older women. As is char-
acreristic of her work, form and emotion
combine to create powerful imagery. When
of a woman

Myers' dignified nude port
who bears the mark of a rad
was projected on the screen, Anne Tuck

al mastectomy

curator of photography at Museum of
Arts, Houston, called our from the audi-
he woman in the

ence ;L'.'L'ing for the STOTY.
photograph had seen Myers' work in this

series and offered 1o be a subject. Before her
surgery, she had no image of what her body

Anne Noggle, Myself as a Pilor, 1982

was going to look like afterwards, and she
wanted 1o help provide thar picture for
other women,

Tucker, it rurned out, had her own
story about the phmﬁgmph, At another
conference, Tuckers track record (11-.11'L:Illil'—
called into

ing work by women artists »
question. She explained that fundraising is
necessary for all her acquisitions and thar
what she purchases is in response to the

interests of her museum community. A
woman in the audience offered 1o donare
the photograph to the museum, and it is
now in its permanent collecrion.

This is not just one person’s story; it is
four people’s stories. We can label them,
artist, curaror, subject, and donor. But thar
misses the point. Their interaction reveals
that tt'ﬂing stories is a complex expression
where internal and external experiences are
integraved. Each one. Spea
ing, Giving and getting.

Through this multi-layered example, we
return full circle to thar need expressed by

ng and hear-

Carolyn Heilbrun ar the star—ito under-

!i[dl'll.i l'I'I:l' lnllh i)r-\'-'lin]l_'“_\. C.‘:}l'l'i('lh.\:-

Sh:llil'lg stories is a way to find this under-
standing. Listening is as important as
tclfing. and giving is as crucial as receiving,
Honest stories are a powerful means of
growth and expression on all levels, both
individual and universal.

HNancy Solamon is an
artist who makes book-
works and video art.
She is also Director of
Publications and Public
Information at the
Center for Creative
Photography at the
University of Arizona,
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WOMEN «s Women, WOMEN as
Artists, WOMEN «s Photographers

The forrth Wonten in Photography
Conference was beld in Houston, Texas,
and presented by Houston Center for
Phatography in association with the
{;'}rflrr:ii:y qf Howuston Drp.-:rmm:.r 0f
Art, March 24-27, 1994,

Marlee Miller

Mationally renowned feminist, scholar and
author Carolyn G. Heilbrun set the stage:
“Women’s Lives—Telling Our Own Stories.”
She |Jp|'nr.'|| the fourth Wamen in Photog-
raphry Conference with s‘]1.1.||:.'11g.:s. insight
and humor about women and their lives.
It was an apt lmgilun'ng_ bur whar came
after her inspiring address were three days
of interaction with more than 300 women
who are living their lives as women and
showing it through their art, work and love.
Participants of the Wimnen in Phiovag-
n.ll,rrffr Conference were from all across the
nation, with thimy-rwo states represented
and four foreign countries. The conference
was held at the University of Houston,
hosted by Houston Center for
Photography. The lead sponsor was
Professional Imaging of Eastman Kodak
Company and additional support was
provided by Compaq Computer Corp.,

Texas Commuittee for the Humanirties and
American Airlines.

| I
Keynote speaker Carolyn G, Heilbrun

Keynote speaker Heilbrun, who is the
Avalon Foundation Professor Emeritus i
the Department of Englis
ative Lite

and Compar-

ure at Columbia University,
\'pnk;- of what it is that allows a woman

to become “accomplished™: it is her ability
1o resist socialization. Some women resist
socialization as girls and others have a
second upp(:ruinil}' past 50, ;lL'L'GI’din;__I‘

to Heilbrun.

She spoke of telling the advantages of
being past 50 to young women: “It’s a lot
more fun being me than you. One day
when you are burdened down with all the
marvelous thrills of youth, [ hope you'll
loak ahead to thar wonderful time when
you're 50, when you can really be yourself.
[3.;::1|'r]g- don't look at YOUL VETY much, bur
you will look ar them. It is betrer ro look
than to be looked at.”

Gloria Steinem is the subject of
Heilbrun's next book and she qumul
Steinem’s 1994 commencement address at
Wellesley College. Steinem suggested to the
rt the Golden
Rule: “To learn 1o do for oneself what one

Enidlh'l[t_‘:‘i [I'lil[ wormen iII (4

has been doing for others.”
As Heilbrun concluded her remarks thar

Thursday night, and answered a variety of

questions from the audience, we knew we

would soon be called upon w interact

AMONE ol rselves, We all tentatively “broke-
out” and sat with strangers to hear their
stories and possibly share our own, It began
slowly. Our group decided to go around the
crcle, introduce ourselves and rell a lietle
about our lives. It was a good beginning,
some of us were academics, some profes-
sional photographers, a few under 30 and

a few over 50

We discussed Heilbrun's theory on
power and where the women's movement
had gone. Heilbrun had said: “The hardest
thing about power is personal cost. We all
grew up thinking that if we are nice, chey'll
love us. If we're good they'll love us. When
you get into any institution—academic,
religious, business, government—they
don't love you. And power is Not a source
of love, it is a use of love.”

One of our group members had never
L'x!n'rir_'ncud lack of respect or power in her
academic career, yet her hushand had felt
it in the business community. Another
women had raised her children on her
own and fe
ment of her freedom after 50. Yet another
woman spoke of her struggle to do her art
while working full-time and mothering
three children.

t power from that and enjoy-

And so the conference began, We
ring
nd |3ringing it all back to
ourselves as women, some as visual

were starting to talk, we were sh

OUr STOFies

artists, others as scholars, curators,

mnlh ™S .'II'IIII d..“l;_:h":r.\.

This aspect of interaction was a pre-
dominate theme. We weren't allowed 1o
sit back and listen, We were forced 1o ell
our own stories through breakour groups.
The planners of the Women in

]"Immgr,lphlv conference—Jean Caslin,
Executive Director of Houston Center

for Photography: Adele Homne, Houston
Center for Photography Program Coor-
dinator; and Nels Highberg, a graduare
fellow in the Women's Studies Department
at Ohio State University—developed this
esscnitial difference through their experi-

Y

ences at previous Women in Photography

Conference participants shared their experiences in breakout groups.

conferences, similar events, feedback from
more than twenty focus groups, and a
desire to present women the opportunity o
share and grow from one another’s friend-

'\hil'ﬁ .II'I(.{ t.".‘PL'I'iE]'ILC.\. -[-h‘.')' hiLlI CWEI [

1
the advice of a few psychologists on how o
best set up the interacrive groups.

From the positive responses of confer-
ence artendees, the interactive groups
pm\-‘id.q':{ them with opportunities wo per-

sonalize the broader issues being discussed

at the conference. “Sometimes this was very
painful,” wrote one woman on her confer-
ence evaluation form. “However, women
must face their fears in the supportive envi-
ronment ul-n[ I'll.'l' WOIMEN. i .'11 rL"-\' WOIMen
expressed frustration

WOMEN IN PHOTOG|
OTOGRAPHY WOME
WOMEN IN P

PHOTOGRAP
HY WOMERN ,i:i.u'\."l .
EN IN PHOTOGRAPH A 1N P

RAPHY WOMEN IN

TOGRAPHY
HY WOMEN
EN IN PHOTOD

IN PHOTO

GRAPHY

at the groups not having a facilitator, not
enough time or losing focus, but most
agreed it broke the ice and kepr them inter-
ested. The breakout groups followed several
of the speakers and panel dis d
the printed program included questions o

help lead the discussion.
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RECURRING THEMES

Thirmy-one l.pmk:'ni p.ill'u.ip;l[ud.

including specialists in the fields of photog-

raphy, video, literature, art history, psychol-

. ethnic and womens

ofy, law, medic

studies. The panelists discussed women and

the representation of aging, women and
their relationship to the land, women and

autobiography, women and technology and

glass ceilings and closed doors.

The themes winding throughour the
discussions and panels, however, were not
Iy marked. Anrici

brating ourselves and our lives as we age,

s0 cle: ating and/or cele

exploring our relationships with our moth-
ers and how they have impacted our lives
and art, and l:lndinl_{ strength and kill\hip in
others’ stories as we struggle to keep
art from being a lost priority in our
lives.
In reading the participant question-
naires from the conference there

i

no favorite speakers or topics bur
there are standows and a few dis-
L'l'l"_)l’ll[“[]l‘i.'llt.\.
Warionally-

nown artist Gay
Block's moving slide show and
discussion of her mother and their
relationship clearly iIh|k1L'lﬂi the entire
audience. Block photographed her mother
for eighteen years but did nor work with
the images until her mother's death two
years ago. She said thar now maybe it is
possible to see her mother as a person.
Block began her presentation by show-
ing a series of family photographs—aof her
herself through the
years, and her own portraits of her mother.
As slides slowed, Block mumed to the
screen and said: “Hello mother, [ love

mather growing up,

you.”
She hated her mother most of her life,
Block said, and felt overwhelming gllih in
her presence because she had wanted her
dead. "My anger interfered with my life
more than my mather’s. The purpose of
this work is redemption for her and for

me.”



BREAKOUT GROUP QUESTIONS:
memgmpﬁ_}' b_j' Its very nature can pmr'.l'ﬂ"a'
vowtes of introspection thar differ from tra-
ditional media. The group will discus
other models for representing marernal and
paternal relationships.

One of the most favored
panels of the conference was
“Women & the Represen-
ration of Aging” moderated
by Linda Kaeser, professor in
the School nFNur\'ing and
the director of the Center for
Aging, both at the University
of Texas at Houston Health
Science Center. She was
joined by German photogra-
pher Herlinde Koelbl; New
Mexico photographer Joan
Mpyers; Anne Noggle, a
former captain of the U.S.
Air Force, a photographer
and photo historian; and
Ohio professor and photographer
Elise Mirchell Sanford.

These artists specialize in photographing
women over S0, They spoke of the fact that

to age in our society means to become
on and films have shown

invisible. Telev
little interest in the aging female except

as a canicarure and seek to counter existing
steTeorypes, g‘r:::uing new ways nfpir;mring
the vitality and sexuality of their subjects,

BREAKOUT GROUP QUESTIONS:
(1) Whar are your greatest fears about
growing old? (2) If you were to ask three
qm'ﬂiﬂm rjfm.l n{(&'i'pr'imu ‘er.-(g?muiux
old, what woild they be? (3) What are
three things that you wenld share with an
alder J.IJH-J‘_;.'J):::

Both of the
panels “Glass
C :uilini_w'(_'luwd
Doors” and
“Making a Living
While Making
Art (Oxymoron
or Occupation?)”
dealr with the
reality of working
in the world of photography—and working
as a woman in general—whether you are an
antist, curatorn, administrator or academician.

In “Glass Ceilings/Closed Doors” we
were inspired by Museum of Fine Ars,
I'IC'F[L\-[U]'I. ]TI'I[]“I!.'J—.[[]I'I}' CUrator A""L' \x'll.
Tucker telling us we just have to think of
Flip Wilson and tell yourself “Just do it
hnnq'. just do it!” Tucker url,',cd everyone
to network, to rmn to our colleagues for

Conference particpants share insights into each other's work.

o e e
Anne Tucker, photography curator at MFAH,
discusses Judith Black's portfolio

MINUSES

Only a few panels and speakers were
repeatedly listed in the conference surveys
as disappointments. “Women & Advanced
Technology” and “Women & Their

support. She said that women are not as
Jmlt‘.\\'i\"! as meen ill‘l!lll !:L'nlll'lg t]'ll.'ir ““}I’]’i
out there, Only one out of six portfolios
that pass over her desk are from women.
Tucker also said that of the 704 ]'rh{:tn;__:r.l-
phy curators in positions of power in the
United Seates, only thirty-four are women.

Relationship to the Land” were two of
them.

Throughour the conference, women
spoke of moving more and more into using
L‘(JIHpL:lL'r.'. o Create th"il.' art. MJ“) "dli‘{ |[
was a necessity in their jobs, others were fas-
cinated with the possibilitics, the freedom it
gave them. The panel didnt seem 1o meet
the needs of the audience. “Not only were
the presentations long and tedious, but
most ‘nr t]“.' Eil‘('illﬂ.'nb were ﬂ}!“'illllsl"\'
uncomfortable addressing a large group,”
wrote one attendee.

“I think the topic is just to broad.”

The high SUgAr con-
tent of the food, the lack
of audio visual experrise
exhibited by University
of Houston staff (trouble
focusing), and the some-
what haphazard car pool-
ing armangements during

Ideas of reorienting ourselves to thar
glass ceiling were given, Other panelists
gave encouraging words not to give up.
Others spoke of the “garekeepers” and cau-
tioned us against looking at leadership and

the conference were
mentioned in the
professionalism in aditional ways, Offer questionnaires, but only
briefly compared to the
praise given to the HCP
staff for their helpfulness
anel OTgAnIZation—
Caslin, Home, Sam
Lasseter, Michael DeVoll, and HCP board
member Deborah Garza were all men-
tioned.

Several of the few men who atended
the conference had complaints that they fele
excluded. One wrote o HCP 1o say: "1
bf_'lLL'\l' thi.“ tl“.' !H.'VL'[?L] I'Ili]l‘.'.\ ;I:ll'ndi“s Were

an .ll'l.\llir..“illflill \"Ull‘.l' at k{.'}' moiments, \Jld
Los Angeles photographer Par Ward
Williams, as well as L'u'p quiet when needed.

When it comes ro making art and mak-
ing a living, most agreed thar promoting
oneself and exhibiting rake as much time as
making the art itself, and that most people
don't make a living through their work buc
make a l'u.'in,‘_'| while n1.1l:i|1g;lrl_

K. Johnson Bowles gave us a list of
skills needed ro make a living—besides hay-
ing multiple per-
sonalities, She said
one needs the abili-
[y 10 communi-
Cate

looked upon as observers rather [than] par-

|iq;ip.1n:s. - . You will note that none of the
males ever were in discussion circles.
Although this might well have been good

write and
speeak abour one’s
work—organiza-
tional skills, abiliry
to edit one's worls,
create promotional
packets and know
how o |}:i|;k the ant
and get it sent where it needs 1w go.

BREAKOUT GROUP QUESTIONS:

(1) How do VU QU EXPEFIENCES COmIpATe
with those of the panelists? (2) Are there
experiences that were not brought out in
the panel? (3) Have you develaped personal
methods that .r’;g-,l:,n you wark .rll'er.-ngJ

pt'nm}.’n" g I,f!rrJJlri":lJ fonal barriers? O

) o », Ly 2
Kathlean Jlames and Herlinde Koelbl converse during a quiet

because of content of the discussions, it
made the males feel alienated and unwel-
come. Perhaps in the future there can be
some \'.'-l}' [{4] l'.'xf_'llllj‘: n l;ll‘.'} I-I'I WL II“.\ meet
ing, (Yes, | know thar it is illegal.) Maybe a
registration category called observer.”

During the first several discussion
groups, men were segregated to their own
groups, c:ip-,ri:l“_'.' when it came to gender
relations and self-esteem discussions. But
later in the conference, the groups were
1'l1cmlr.1gu|. to “adopt a man” into their
discussions. Including men wasnt a major
concern, according to the organizers,
IK'L';.U.‘H.' []'li.' con l;.'“'lltl' Wis d‘.’ﬁ]gllL‘LI I‘"l
female photographers and administrators,
and only twelve men arended.

NEXT TIME

The 1994 conference in Houston was
the fourth Wowmnen in Photograply Confer-
ence. The first was held at Syracuse
University in 1986, The second was ar
Bryn Mawr College in 1989 and the
third was held by the Center for Creative
Photography at the University of Arizona in
1992, There has been one offer to have it in
Kansas City in 1996. Nothing has been
decided yer, but it is clear that holding this
conference 15 E'_nnd for the
host organization, good for
photography, and certainly
good for women.

Marlee Miller is communica-
tions manager for a local non-
profit organization and former
co-editor of SPOT,

All photographs by E. Lynin
Baldwin from the Women in
Photography Conference.

Conference logo created by
MANUAL,

EDITOR'S NOTE: THE FOLLOWING REMARKS ARE EXCERPTED FROM
CAROLYN G. HEILBRUN'S KEYNOTE ADDRESS TO CONFERENCE ATTENDEES.

I've been thinking more and more that there comes a second chance in
woman's lives to resist socialization... One thing that happens to women or girls
who resist socialization is that they are often what they and others call lonely.

It has taken me many years to realize that loneliness is something someone
can feel anywhere. In a crowded room, in a first marriage, in a close partner-
ship...anywhere. We tend to think that those who go their own way are espe-
cially lonely. | think we have to learn to call it something else.

I've been working rather hard with the help of a lot of people, to find a ritual
that could be undertaken, say on a woman'’s fiftieth birthday. To metaphorically
mourn the possibility of this change. For one thing | think the woman needs to
take a new name. She should rename herself.

Then she should decide, make a list and write it down, of everything she
wants out of her life and everything she wants in it. Now | don't just mean
walking the dog | mean dinner parties, luncheons with no meaning to them, dry
cleaning, perhaps one's whole life and ask again what one wants in it.To ask
herself what went wrong here?

One of the things we need more of in this country is reaching out of hands
between generations of women. We have very little of that. We have teachers
and we have students... | think I can tell you what will happen... this young
women will come back in five or ten years and say you don't remember me.
“You know | thought you were terrible when | took your classes, but you were
right.” And that’s what happens when you teach feminism.

Our job as feminist teachers is not to be loved and when you grow up in this
world it's very hard to learn not to be loved. When they (students) meet mar-
riage, children, jobs and aging amd so that they’ll not think "My God, something
must be wrong with me” then they'll remember they've heard it before. That's
what we’re there for.

“Women's irrational fear that if they use traditional male power they'd risk
becoming like men. At a time when many women are learning to use power a
threat is posed to our psychological comfort. If women were familiar with the
delights of men’s privileges and powers they'd fight against giving them up just
as men do."—quoting Naomi Wolfe .

The hardest thing about power is its personal cost. And that is something we
all have to learn about power. We all grew up thinking if we're nice they'll love
us. If were good they'll love us. When you get into any institution (academic,
religious, government) they dont love you and power is not a source of love, it's
a use of love.

When there are women [in power] in the army, navy and all the military bod-
ies in great numbers we'll have fewer wars. Many men go to war to get away
from women.

| don‘t go to weddings much anymore. |'ve read too much feminism and |
know what weddings are about. Even when they redo them, the sight of some
woman who's been living with a man for ten years in a white gown always dis-
turbs me a little. | believe very much in rituals but we must keep asking our-
selves what they mean.
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Elise Mitchell Sanford, Margaret Deppen as Betty Grable, 1990
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Elise Mitchell Sanford, Nancy Adams as Marilyn Monroe, 1992

WOMEN & /Aging

Women and the Representation of
Aging: Gay Block, Anne N-:lggli:.

Joan Myers, and Elise Mitchell Sanford
at Firelouse G ,}:ﬂrr:y, March :2-,I;u-i! a,
1994, presented by Houston Women's
Casneus for Art. Nina: Portraits by
Herlinde Koelbl a¢ the Goéthe
Institut—Houston, Marclh 19-April 15,
1994, Both exhibitions were presented in
assoctation with Houston f_'ﬂrrrr_f&r
Photograply.

Nels P. Highberg

Carolyn G

third of life is likely to require new artitudes

Heilbrun writes, “[TThe last

and new courage.” ' In Whiting @ Wornan'
Life, Heilbrun reflects upon these chal-
lenges and |min1-;nu[ that there are few

outstanding women available for women

to look o for guidance as they age. One
example, May Sarton, began a new journal
on her 70th birthday and later published

Sarton RliM.lI_\\L'!- |IL'I

it as Ar Seventy In
attitudes vowards aging;

Whhar is it like to be seventy? If someone
else had lived so long and could remember
things sixey years ago with grear elarity, dhe
wanld seem very old 1o me. But I do not feel

Herlinde Koelbl, Portraits of Mina

old arall.... I suppose real old age begins when
ane loode buclard vather .r.l't.m_ﬁ}r.'.rkm."_ bt
."J'rm.l'.'_,lr.-}rr:-c.lm" with joy to the years abead and
expecially to the surprises that any day may
bring”

Far "!-"ho[ngr:1'|1|13' Houston/Spring "94,”
two exhibitions displayed photwographs by
five women that dealt with the representa-
mon ur',luin[_',. Like Sarton, these ||!1nln§:r;1
phers, Gay Block, Joan Myers, Anne Noggle,
and Elise Mirchell Sanford ar Firchouse
Gallery and Herlinde Koelbl ar Goéthe
Institut—Houston, created work thar artic-

ulared the experiences of older women with
L'l-lril.\- ar Hi I]l“".'.\:"l'.

A sense of fun infiltraved much of the
work, and Sanford’s gelatin silver prints
maost explicitly expressed this sense of |¥|;1}'-
fulness. In her images, women over 50
from Athens, Ohio, dressed up as famous
women including Harriet Tubman, Marilyn
Monroe, and Georgia O Keeffe. Ar the
fourth Wasmsen: in Phatograply Confércnce on
a panel exploring “Women and the Repre

sentation of Aging,” Sanford discussed how
the process ul_phnm}’_l ;l[lhiI|5 these women
revealed a group of strong, tough, indepen
dent women who did not fir the stercotypi-
cal docile older women who needed to be
cared for. Thus,
the images
expressed more
than the fun of
dress-up. They also
showed how the
subjects ook on
the role and mod-
eled themselves
after those strong
women from their
past.,

There was also
an interesting sense
of lightheartedness
in some of the
work of Gay Block.
In the Type C
prines Freda and
Mariamne, Block
photographed cach
of these women in
rwio ways, First, she

photographed them clothed and seated in
their homes. A sense of starchiness and
stuffiness surrounded these women as they
sat upright and formally for the camera.
Mext 1o these images were photographs of
the same women standing naked in the
samie setting. Literally stripped of confining
q"lnlhing and the social expectations associ-
ated with them and their surroundings,

the women I;u:t_'_lu-:{ and relaxed.

The emphasis on the real bodies of older
women carried over into the work of the
other photographers. For example, one
print from Anne .\Jt'r‘gl_"l:"s 1975 series
“Facelift” shows the stitches that ininally
remained after her CYE SUFEEY. Nclgglt
looked directly into the camera, con-
fronting both women like her who want
such surgery for themselves and women
who reject it as a rool thar subverts women
and makes them conform o socieral expec-
tations of beauty. In the photographs,
Noggle does not hide from either scrutiny
or approval. A similar sentiment holds true
in the work of Joan Myers, particularly
Mastectomy, (1993). In this image, a
woman stands before the camera holding
her bra so that it covers one breast while
exposing the space left by the removal of
the other by a full
mastectomy. Again,
the woman looks Y
directly into the cam- k
era, facing an eye thar %
has for years forced
women to hide such
bodies from view.

The work of
Herinde Koelbl
urilized a somewhar
surreal approach
towards the body.
Koelbl photographed
a longrime artist’s
model from Munich
named Nina. Some
of the ilTI.l!;‘J.'.\ are Con-
ventional, such as
Nina wearing an ele-
gant hat with a veil
while holding her
poadle. In others, the

8 Houston Center for Photography / SPOT / FALL 1994

camera moved closer to Nina's nude body
These images accentuate the results of the
aging process, the wrinkles and softness of
the skin. During the panel discussion
Koelbl described how these photographs
reminded her of a landscape. The use of
lighting to create long shadows in a doscup
of Ninas abdomen creates an otherworldly
landscape because it is an image so often
hidden from view.

Sanford noted that as feminist scholars
age, they begin to write and theorize about
aging, and this fact is reflected in the recemt
writings of Heilbrun, Sarton, and others, a
least as it pertains to the tradition of white,
Western women. The same theory holds
true for these ]1|11:[:}gr,||3|'11'r~.. as well. As
they age, they present their lives o the
camera and the viewer with candor, humor,
and, most importandy, honesty.

Mels P Highberg is a graduate associate in the
Center for Women's Studies at The Ohlo State
University in Columbus, OH.

FOOTHOTES

1. Carolyn Heilbrun, Writing a Weman's Life,
{New York: Ballantine, 1988): 124,

2. May Sarton, At Seventy, (New York: Norton,
19E4); 3-10.

Herlinde Koelbl, Portraits of Nina
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Laura I.ctinslt_v: Venus Inferred e
Lawndale Art and Performance Center,
March 26-May 7, 1994 and

Intimate Stages at Sﬂ.l’{r Sprout (.}iﬂﬂ:r.
March 10-Apral 16, 1994

Cara DeBusk

The subject of romantic love has fascinated
philosophers, writers, musicians, and artists
of all media for centurics. Expressions

of love and intimacy are as varied as the
humans who practice them, yer certain
images of love have predominared in
Western culture. The female body has been
used o represent “love” and “sex” from the
Ve pj".ir"jf.l'i'mﬁn_‘f'|1: contemporary adver-
tising and film. The symbolic equartion of
“fema
narrowing effect on the expressions of

e body” = “sex” has had a profoundly

female »;uhiu'li\.'il}' and female desire.
Individuals of both sexes have struggled o
explore female desire in ways that counter
g'umlm'n'i.d|:\'-pmdl|u'd irmages of women
as objects (not subjects) of desire. In partic-
ular, some women artists have tried to

incorporate a woman-centered experience

in work de

ing with sexual expression.

Yet few artists have lived up 1o the difficule
task of redefining in art what has been so
thoroughly co-opted by commercial media.
In “Venus Inferred,” Laura Letinsky, who

spent last year in Houston as a vis

Le %

Laura Letinsk tled, 1990, original in color

professor at the University of Houston,
es of love and

Jl[i'J'IlIﬂ!n [11] dﬂﬂj \-'\.'llil'l i

desire that incorporate a female subjectivity.
She ]\hu[cug;;Lph.-; heterosexual L'n'|||3|:':\, st
ally young, captured in intimate moments
in their own private spaces. She presents
these as framed 20 x 24 inch or 30 x 40
inch .I:\'Pt' C-prints. On first \.'im\'ing. the
in

we looking at real people who are really

ial reaction is a s

cs nr'-.!u:'.-:t ins: Are

in bove? What is the image of love in the
minds of people being photographed?

do they want Letinsky, and conse-
quently the viewer, to see abour their
relationship? The answers gleaned from
these photographs is that the couples show
us exactly what they think we expect 1o see,
-"'lﬂl no maore Lll](]'lll l} L'nl!{_'l\'L"\ ll'l.“l i?-
comfortable, which is very lirde

Of the sixteen photographs shown at
Lawndale Art and Performance Center,
im:lp,q's of one L'n|||3|:- {Robin and Ken)

seemed 1o dominare, although they com-
prised only three images. This couple is
E'x]".'rl at il"il;

ing the classic poses of
pormography: the straining, the arching,
the hjling of the |i|3. With

ir acceptably
blonde, buffed and ranned physiques,
Robin and Ken demonstrate how internal

@ IVIG=G\RR A P

n Color

ofiginal

0

Laura Lelinsky,

The DﬁQOk of 0@198

ized these commercial images of sex have
become. This acting shields the viewer from
any g|im|w.- of these individuals’ true feel-
ings about one another; complex feelings
that may not be present during sexual play,
authentic or posed.
These phorographs
contextualize the
images of other
couples so thae it is
difficult to read them
CXCCPL a5 \r:ii:'.g‘ti SOe-
narios thar explore
only the fmage of het-
erosexuality and cou-
pling. This in irself
could be powerful, yet

rumns Counter o

The female subjec-
tivity alluded ro in
“Venus Inferred,”
which Letinsky represents here by posing
many of the couples so that the woman
faces the camera, is 11,'[il’|:ii{:|r'.\ st n-nph_ She
forces the viewer 1o contemplate the possi-
ble realities of each woman. Whar is she
thinking? How does she feel abourt being
pluungmphml? What does she think of the
man with her who is gazing at her in such a
lovingly-proprietary way? How does she
relate to the female who is photographing
her? Why is she doing this? These quest

OIS

Laura Letinsky, Un!

ancesca and Don) 1992, original in

are never answered adequately in the pho-
tographs themselves. It is noteworthy thar
in the one image of herself with her parter,
Letinsky poses herself looking down and
away from the camera, Where is fer
subjectivi [}'.’

Letinsky’s stated goal in making these
photographs is to explore issues of love and
intimacy—tenderness, vulnerabilities,
regret, and disgust —through male/female
couples in various stages of intimacy, with
an emphasis on fernale subjectiviry.
Unfortunately the result is only a “posed”
intimacy, and very litde revelation beyond

sexual practice. The question is: s it really
|_\(1,\<i]!|¢ o get at the highl}'—r_'nmpk'x feel-
ings that couples experience only through

representing them in a sexual context? Is

it P wsible 1o achieve intimacy and authen-
ticity through photography thar is so
loaded with implications of voyeurism
and pornography?

|
subjectivity with greater success in the
exhibition “Intimarte Stages” ar Sally Sprout
Gallery. Again, using large Type C-prints,

nsky explores the isue of female

Letinsky presents both couples and women
alone. Far and above the strongest work in

cither of these exhibitions
photographs of women alone. One image

are Letinsky’s

c|.|‘|3i('r.\ A WOImEL, |)L'r]1;1p:- “30-ish,” Iulml.-_-
ing alone on a couch dressed in a silky slip,
The traditional pose, referencing a history
of art crowded with
paintings and
phu!lq.'_r;lp"h of
lounging women
who have been put
an display for the
|_\|.r-_1.1||r:' of men, 15
subverted by the
expression on this
womans fice: an
intricate mixoure

of desire, loneliness,

fear and amuse-
ment [J]ﬂl 5-[}'5
volumes about how
many waomen relate
L £0) l]'l{.'l'l]ﬁL'l"‘L'.\ 'ﬂ]'lll

their own !i‘n‘iingk.
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multa-

These quietly powerful images arc
neously beautiful and disturbing, The
women are seen in moments where they
are both vulnerable and strong, seeming ro
be feeling a mixture of emotions that draws
the viewer to look deeper.

Included in the exhibition are more
images of couples, with many of the same
-pruhlcnh as the work in the Lawndale
show, yet the context is much altered by the
presence of the phowgraphs of women. In
“Intimate Stages,” much more is being said
abour the ssues of self and desine thar
women face, in or our of relationships with
men, The women alone may seem some-
times sad, or frightened, but they are always
self-possessed. The women in relationships
look quu:.x[i: miu!ﬂ:\.' at the camera, as their
male partners gaze at them with love and
desire that seems o slip so easily into own-
ership. The work in “Intimate Stages”
alludes to the complex issues that women
face in relating o themselves and their part
ners with a power and thoughefulness
absent in “Venus Inferred.” These subile
155LICS I!'.‘il'lr-iﬂll'flli[.\' in the face of love are

delicarely and successfully addressed in the

less overtly-sexual images.

Cara DeBusk is a photographer and video artist,
teacher, and the curatorial assistant at the
Musoum of Fine Arts, Houston in the Film and
Video Department,



Ediror's Note: What follows is the
product aff(. Jobhnsan Bowles” interviens
with Aune Naoggle. A Dance with Death:
Personal Memoirs of Soviet Airwomen
in World War 11, Noggle’s latest book,
prblished by Texas A & M Press in fall
1994, The exbibie “Ohei af-‘f)e \.h-
Portraits of Russian and American Pilots
t)fW”" is _pfmlnr'rfﬁ)r November 7-
December 10 at Firehouse Gallery,
sponsored by the Honston Wonten's
Cancns for Art.

K. Johnson Bowles

“I think ['ve nfrm{r; had a sense
of adventure. It doesn’t happen ta
everyone."— Anne Nogele

Joseph Camphell, explorer of societal and
Fn'r.mn.|| m}'[h and “self-construciion,” has
examined the individual’s need and/or

desire to seek selfactualization as opposed

w0 rnnr-nrming [0 options thrust upon one
Hl]"l ‘Lh;lnﬁ.l.' oar i”aLtilNl. }‘]{.— EI‘.’.\L['[K'& t]]i.\
process as “following your bliss.” According
to Campbell, the path o fulfillment is
l'\l("ﬁ.l\'(‘d ]"} fﬂ-lll:\" Uh.\';l‘LI‘.'.'h. S0me ]l]'lli""d]
and some external, and great personal
effort

and risk—is required. The person
who successfully follows his/her bliss recog-
nizes the risks and accepts them as part of
life’s experiences. As one progresses, fear
dissipates and lifes “shoulds” and “should
nots” are forgotten. Such strong people
become the heroes of society, those that
break, or set, the archetypes o which the
rest of us compare our life experiences.
Anne Noggle is one of Campbell’s
strong people, She has always followed her
dreams and desires and lived a life filled
with the exceptional—exceptional to every-
ane but her. First she found her spirit and
breath in flying, both physically and meta-
phorically, as a pilot and as a photographer.
She has challenged conventional views of
women in her life and in prnt, lhli\.'ing on
the energy and fulfillment her experiences

10

dvent

have produced. In 1939, ac the age of 17,
she g.limul her piln[‘.u lici From 1943-44
she was a Woman Air Force Service Pilog
from 1945-53 a flight instructor, air show
stunt pilot, and crop duster pilot; and then
a caprain in the United States Air Force
from 1954-59,

In 1959 she retired from the Air Force
due to disability and decided 1o return o

college. About this time in her life Noggle
recalls “T was excited abour the paossibiliry
of going back ro school. At first, [ decided
1o be an art historian. | atiended the

Uni\tr.\jl}' UI- N‘L"\V I"r'1|.'_‘(i|.‘! I|.\']'|1.'|I 1 W
In my last semester Van Deren Coke
to the university as chairman of the art
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department and started the photography
program, S0 1 ok a class in |}1m[ngmpl1:.'_"
In NUE}&{IU"\ first Il!'ll!‘l[]t,"nill]'l_\' boaok, Siver
Lining, Noggle explains the power photog-
r.a]*rh:\' had over her: “It was the first dme
since I'd been grounded tha I felt com-
pletely happy. | knew whar [ was going o
do for the rest of my life.”

NU!@‘L‘ Fl[]d.‘t I‘l’.l"g a J‘il‘“‘ |ln[i I'H'.'il'l!_" a
photographer fulfilling in much the same
'“'-l)'. “-I.hL' 5i|'ﬁ1i!;lllltit.'& lJL'[“tE'I'I J"hl'[‘]gnll)ll}'
and flying are that you are totally indepen-
dent. Once you're off the ground flying you
are o I"'I]TI‘." an _'f'[:ll]r MWL l\\"' |Il'\'h' V5
wanted to be completely independent and
photography is a very independent thing,

Anne Noggle, 125th Regiment, Pe-2 Afrcraft, from A Dance with Death

urer

You either rise or fall because of that. There
1% no quu\[inn in your mind about who is
responsible.”

Be
|n¢1|{ing at the world when she |)rg,.|n o
photograph. “Initally, I used a wide-angle
lens wo take in all 1 wanted around me
which probabl

r a pilot also affected her way of

r stems from my years as a

pilot—scanning the horizon. Those were

in my carly photographs. It felt good to
photograph thar way. It ook me a while o
get closer to people, to really look ar them

as portrairs.”
Her influences are as wide-ranging as

Arbus, Sander, Avedon and the like. Noggle

contends, “The only one who influenced

Anne Noggle, Raisa Surmnachevskaya, from A Dance with Death



me was August Sander. [ liked the very
straight-forwardness of whar he was doing
even though he was categorizing the people.
My greatest influence was having lived

and done all the things that I had before

I approached photography. Some of my
friends had died flying. 1 had lived in
Europe. I had seen an awful lot nighe down

w li'li' rw hﬂ]'ll‘. I believe [I'l.'l[ it was my

expenience of life more than it was outside
influences that caused me 1o photograph

the way [do.”

Noggles insistence on doing things
independentdy and on her own terms is
deceptive. She is a humanist nourished by
her relationships and life experiences. Her
photographs are not those of an outsider
looking in or of cold scientific categoriza-
Ton h)' an .1|a||'am;m]ni_',iir_ "My :applw'u;h
is very personal. It is the way [ feel, it is
the rapport berween myself and the person
being photographed. What | wrote some
time ago | still find to be true. To look
straight into a face and find a pulse of what

Anne Noggle, Mariya Akilina, pilot, 1991

it is to be human, that is what fuels me,
that is the sum of my mind and longing,”

Her im.lg_',e-.\' express a collaboration with
the people she has photographed. The

images are non-threatening yet raw. There

is an obvious trust. Each of Noggle's photo
graphic projects is tackled with sensitiviey,
personal involvement and a certain level
of intimacy. This can be found in her first
book Sifeer Lindng, 1983, “Since [ began
photographing my mother and her genera-

tion when [ was still relatively young, | was
both surprised and then shocked by the
degree of discrimination directed against
the elderly, and its de facto acceprance by
the society at large. It became a cause for
me and a dominant direction in my

“'“lli-- =Moot pilfll.l]!i. t.l']'lil‘l['l]:\.' not “Tiflle‘.\.

bur strength, and beaury and humor and
the aging of real human beings whose lives
are so visible. Now I am one of the elderly
il'l a I'I'llfl" Hous

and I use my self-imag
way, being perhaps naughty, reminding
us of the sensuality and playfulness thar

g

rernains with us INCENE Citizens.

And [ offer it to the viewer in hopes that

while they are ¢ joying the images they

will also see us as viable human beings.
Artitudes are changing and the elderly
dare HF 4 |'i||
“The second book, Far God, Conery
anel the Theill of I, 1990, explored the
uniqueness of Women Air Force Service
Pilots. It was the first work [ had ever done
that was formal. | photographed a good

L up ll(]'\-\-'illj..l:\-'.\_

number of people in a shorn prrind of time
ar a reunion of Women Air Force Service
Pilots. T felr it was time to phnlugl;jph LS.

I knew we were special in relation to what
we had done. In the late "30s, it was un-
common for women to fly .1irp|.1|u':\. I

wanted to sec if there was something visual

that would distinguish us as women pilots.
In looking at our photographs | realized
there was not. Indeed, we were a cross
section of American women of our age. |
think I had expected otherwise but upon
reflection, it reinforced my belief thar
women can do whatever they are bold

I 1ug|1 wdo.”

Noggle's latest project continues her
focus on women and freedom. “[ had a call
from the organization of Women Air Force
Service Pilots saying 'Guess what? The
Russians have women pilots who flew com-
bat in World War 1" I sar there at my des
and thought "Oh, Lord. Now I'm going

to have ro go ro Russia and plm:m;r.Lph.'
I traveled to Russia four times and inter-
'\'.[I.'\Vl\.l -lnd ]?|1r3[n§_{l’.l|3|’h‘|l l;d."—'i.'l'l[_'\.' WOIMEn.
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‘A

¥y B

I re-photographed their snapshors
from World War II. The book is
called A Dianee with Death: Peronal
Meroirs ﬂ!‘ Kot Atrivomen in
Wirrla Wer 1. The text is so power-
ful T decided ro make the images
.l;-Lunul;lr_\", it is not a coffee table
book.

“They [the Russi
first women ever 1w be in combar,

15| were

I think it was the only freedom they
over krlL'\\'. h{l!‘-l []I.1hl.'|11 werne l](]r"
abour the time of the Communist

Revolution and spent their whe
[
1o fly an airplane was a real release.

They were such daredevils in the air!

s under that dicl.tmnihi]}_ To get

Onee [hr_\.' were off the grmlm], as
long as they fulfilled the mission,

they got away with naughry things
llk‘L‘ .\](]\\' lll”illl.; th' FiL'I{IL l]'lillgr\

they would have never done, never
illll’“'ﬂ'!i mw ll[] {!llring F"t'ilt'("T.Il'l'lt'.

The interesting thing is thar they arc

a lot like us ar least in looks,
There s a ]uw\.'::rﬁd l|1i|1g_ n
them that gives them a sense of
self. They have certainly proven
themselves!”

Moggle and the Russian
women developed a decisively
L'nling r-rirnd:;hip gr:ing beyond
the distance implied in the artist/
madel relationship. “When 1
arrived in Russia, the women
came to my hote where [ inver-
viewed and photographed. The
\'l.'r}' hl‘\l Ones Ill;lt came !:;l\'L'
me bear hugs and a kiss on cither
cheek. Even though | couldn’t
Ill][i['[‘;[ﬂ]'lll [J'lt' ]il"gllilgl’.' Ih:l'l".'
was understanding in a number
of ways. We were the same age.
We had been in the same war
helping each other. We were all
pilots or crew. There is some-
thing in those things that makes
you alive. We formed a friend-
.~i|1ip in spite of the lack of
language through our ranslator.
I never felt the distance that
migh( have been berween us,”

NU‘:'Q:I‘L"?\ concermn I‘.Uf ll'lﬂi[
well-being turmed to action.

nee [hr:.' e o *;EH;I'I!' all
their money on food they have
nothing left over. They can no
longer afford medications from
the Wist. [ cammed over a
lor of medicine. Whar |
ook over there did not
solve the problem, bu
every lirde bir counts. |
realized that in order to
raise the money for the
medicine | would have ro
do something. | made a
whaole bunch of prints of
myself as a pilot and offered them o
anyone who could give ar least $50. 1
raised $8,000. That's a lot of prines,”
The content of Noggle's pho-
tographs express the strengths of
women. “Women have many modes
of expression and cach adds to our
knowledge of thems style of hair,
makeup, cothing, almost everything
about her is chosen to effect her self

image. The body, the stance, pose and

then the face, the face—we learn 1o
TL'-'H' a IElL‘.— oven l“.i"l’\. W ICJ]]] o

speak. The subtleties of facial expres-
.‘;i[]" J]'li.l []1(‘( RCTLCSS ('I{'“'i’ll'll’.'” o

ls are free o

using them are legion. Gi
emote, to express their feelings ar the
SAME me as h(1.\'.\ arc T.lllf_"l'l[ mw |)\,‘ 5Tf!il'

‘A P H

Anne Noggle, Valenting Volkova-Tikonawva, from
A Dance with Death

and impassive. And on the face of an older
woman you can often trace a life, not just a
mood. | believe when women are old they
grow stronger. Not physically of course bur
inner strength. 1 find them o be beauriful, |
do and don't call myself a feminist. I think
the ideas of the basics of feminism [ certain-
ly agree with. 1 don't call myself that for one
thing: | donit call myself much of anything.
I'm no a joiner, but I do believe in the
”:_EII[\ (lj"“‘l!"“.'ll.l.

Noggle, in her life’s process (or progress)
did nor pulFm»;uf'nl].r reject the l:\.'l'!it'_'ll for
the arypical, for her bliss was not in being
a rebel but to be completely herself, an indi-

vidual in search of her soul’s desire and her

heart’s excitement. Just as with her subjects,
on her surfa

., from looking at her or talk-
ing to her in everyday conversarion, she
L(]“]d l“.' -"1}'1"lL'l'l{._\tl')\\.'l“'ll;l”. _Il“‘t as \-'I.'“h

her subjects, it's only through her photo-

graphs and writings that those who are

not inomares of hers can cxperience her
uniqueness. Through her documentation

of her own and other women's lives, she has
significantly contribured to an expansion of
expectations of what is possible/typical for
anyone/any woman, But Anne was just

being herself.

K. Johnson Bowles is an artist and the Director
of the Moreau Galleries at Saint Mary's College
in Notre Dame, Indiana. She resides in Niles,
Michigan.

Anne Noggle, Mariya Dolina, from A Dance with Death
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I Remember Ir Well

fr'p' Par Ward Williams at
the Community Artist’s
Collective, co-sponsored
fgv Houstan (,]-u.rrrﬁ;r
Photegraply, and
Houston Women's Cancus
Sor Art, with funding
fram Cultural Arts :
Conncil af Houston/Harris at
County, March 26-April
30, 1994 and Portraits
of Community: African
American Photography
in Texas, group exhibi-
tion, ar Diverseworks,
March 19-April 24, 1994,

s

S
A

Jo Ortel

In her ralk ar the Women in
F2 ’.lrm.ro:(‘rmpf)_j' [ .ha{.‘c"n'::c'e'. Pat
Ward Williams posed some
seemingly straightforward
questions: “How,” she won-
dered, “do we use the term
‘race?” " What does race
[!“.'JJI.; Hﬂm’ d.l' we ‘.“Tkl’.'
the images of race?” Two

exhibitions on display in
Houston in the spring of
1994, including Williams'
own at the ¢ ‘ommunity
Art
opposing but complemen-

tary ways of .Jddrt-.\\ing questions of racial
identity. “Portraits of Community: African-
American Photography in Texas,” hosted by

Collecrive, offered

Dhiverseworks, was representative of the
view of race as an essential fact, and from
this starting point it celebrated the richness
and va ricty of African-American ;-xpr.'ri-
ence.' By contrast, “1 Remember Ir Well,”
Williams' installation, looked more critical-

|.\ at lE'IE E]]'llIL'El_'u' !:L'IIIIEL'[]‘ llFliLl.l' Jl'lll

examined how racial identity is constructed
through representation.

“Portraits of Community” showcased
the work of fifteen Afncan-American
photographers, many of whom began their
careers in the 19305 and 40k, and most of
livelihood by providing
' Com-

whom earned th

services within their communitie
s and “1,]

shots hung beside photos of the urban

TLONLr

mercial studio porerai

|-_1|u|.~u'.1|_m; framed within a self-conscious! ¥
maodernist high art aesthetic. The photo-
graphs documented both the ordinary
-Llllj th' L'ﬁ[l'ﬂﬂl'dil'lill'_\' evenis ilf!d

individuals in various Afric
American communities in Texas,

: m ]1'1{![“!:5[[!!15 [JI- ]"-‘lrﬂdﬂ."ﬁ, “"L'd-
dings, confirmations, and church
ground-breaking ceremonies, to
Louise Martin's poignant |1hnm—
graphs of a moumful Coretta Scotr
King, and Robert Whithy's pleasing
Hiela H.'ml.ﬂs (1957} compe werd
within a more formalist aestheric,
the “portrait " of African-Amenican
community presented was rich and
multifacered. In its eclectic selection,
the exhibit offered a powerful and
rexrured al
{and often negative) iru;igu of Afncan-
American identity so pervasive in our
]'I'ILd;;l-!-.‘lllll’.liLd b i.\llﬂ] Lu]lll“.'.

ternative to the stereoryped

Defining one’s identity, whether
with words or with j]1l:lgr,‘:\', can be
empowering, and empowerment
CONSTIRULES an iMPOrtant step in any
liberatory struggle, as African-
American cultural philosopher bell hooks
has pointed out. She writes, ...a dimension
of the lJIl]'-r'g\\rurl"upEHL'!-sui. L’x}bhrilL‘n"
exploited relationship is that those who

12

®
hall.
The lynching photo-
E_'.r'.'ll"l'l\ srveasa 'i[.1|‘|i

"IDENTITY

dominate are seen as subjects and those
wha are dominated objects. As subjects,
people have the right to define their own
TL'.'lIil.\'. establish their own
identities, name their history.
As objects, one’s reality is de-
’l "J l1.‘. U:l'IL'Bu Un‘."} ]ldl.'J'l[il\'
created by others, one’s history

Immr.'d []l'll}' in 'V-'.!:p'!\' [l'L'l[
define one'’s m-]:n:inm'hip o
those who are subject.*

Later, hooks goes on 1o
write that “oppressed people
resist by identifying themselves
as subjects, by (Iuﬁning their
reality, shaping their new iden-
tity, naming their history, telling their
e;mr:\'.""l:lkun mgﬂhrl, the works
exhibition defined a reality, shaped an iden-
rity, just as individually, each photograph
had been framed by an African-American
photographer who had a story to picture, a

n this

Pat Ward Williams, Unhappy Children, 1991

reality to name. In its overall conception
and in its details, *Portraits of Community”
WaS CONSructive, ]1leL'|-I]], activist: it :imlgh[
to replace invisibility with representation

Calvin Littlejohn, Self Portrait, 19405

IRIAEA|

and recognition.”
Still, there was something troubling
about the definition of race thar lay just

beneath the surface.
“Porrraits of Communiry”
smbraced uncritically

the

'.Ul“.‘.'}'!l U'. race as
something permanent,
wreducible, and
(as opposed 1o socially-
constructed). As Rosemarie
Tong has written, “falling

into the trap of essential-

ism.... is an analytic dead-

end as well asa pnl'uic.ll
danger.” Because the

essentialism retains and indeed, celebrates

the categorics of race as rlw'lr have been pro-
duced historically, the possibiliry still exi
that these categories can be used ro justify

&3

i I:I[]_.’.I'IHJII'.'.'{II'UI! LIJ“J l’p[“L'f\.'oi‘H'l N
Ironically, *Portraits of Community™

included images, somewhat incongruously,
that underlined this very problem. In an
adjoining reom were displayed photographs
and memorabilia relating to African-

Houston Center for Photography 7/ SPOT / FALL 1994

Pat Ward Williams, Lovely Ladies, 1991

American life in the
nineteenth century.
l[ll_'!lld‘.'d ]'H:[‘.' Was

a sizable number of
tintypes made by anony
MoaLs Ph("’{)l‘;rﬂl‘l“:r\
of equally unknown
African-American sitters.
In addition, there was a
group of four or five
ph“illl.u—dl'll‘\ I'lll‘lidc“
from view beneath
draped panels of black
fabric. When the viewer
lifved the shrouds,

horrific scenes of lynch

ings and lync |1in§: victims
were revealed. Hanging
beside the door thar
served as both the
entrance and the exit

t0 the exhibit, these
phorographs brackered,
both literally and figura-

tively, the m

iin body of
photographs of Afric:

Americans by African-
Americans in the main

reminder of the “rrap”
of “essentialism,” of the
\“‘}' ‘.'.\.\L'f"llillif\l" can l"‘.-
used as a justification

li)r ['Il'llB[l‘.‘i.\ n iIJ'I.vl.l

exploitation just as readily as it can be used
as a strategy for empowerment. As Tong
has written, essentialist claims abour

“'l'lill JI!J.{L‘.‘,\ L('I"jlllfl P‘TUU}"S EI‘I-[‘L‘UP[L' lI'I{.'
way they are (for example, women, blacks,
Jews) are the political-philosophical
Construcis l!"‘l.'"ll.‘rL 5

I. IIhL II.\l'(rr.'.'
of essentialist arguments is one of oppres-
SOrs [I','“.Ellg [I‘l" [1'}"“".‘1'5{" w JL'I.'L'pl [I'l('ir
lot in life because “thar'’s just the way
it is."™

The practice of lynching in this country
is an example of what happened when, in-

stead of understanding thar race is a socially
L'[JlTﬁlfllf_'[{".i [LI]T(! []'lt'n'.'ﬁ'r‘.' -ilhi!nll-.\':' H_'p'ﬁt‘.'f"
of classification, a community of people
operated under the belief that race is fixed,

constant, and therefore constinuiive of a

given person: individuals were singled out
and murdered in the most gruesome ways
“because of their race.”

In her installation at the Community
Artists Collective, Pat Ward
Williams ook an alternative
approach to the issue of identity.
Whereas “Portraies of © :mmmlni[:\.'“
accepted race as an essential fact,
Williams' art reminds us that the
very concept of race is itself a social
Lli[].\lfll'.'[il" L l i‘:r '“‘“fiﬁ .\‘L":k_\ [(¥]
analyze and scrutinize the processes
by which identity and difference are
constituted.

For her pieces exhibired ar the
(.‘.l'l](.'L'[i\l-u w‘litli;”".\ ll.\-\'d ]'Fllll-
tographs and snapshots gleaned
from her family's photo album,
many of which her father had
taken. Some, c|1|.1rg|,u| to mural size,
had been overlaid with unalrered
!Gll.i|1ﬁl1nT!G_ F‘!L'Jl[ !n.\'.i.‘ihl."i {BE. I\‘i]ll.
and bits of handwritten or stenciled
text; others were combined with
found objects. In Ia’ufmp{:r
Chiledren, for example, nine snap-
';h[][.‘t were [;“_'kL\.i w tl“.' '\.\'ﬂ“
around a simple wooden shelf in a random
arrangement that recalled the way treasured
Il!"'t(]s ;l"[i mementos g‘.'l “'\.'Ijs:l"l -'lll'l‘“'ll,{
miscellaneous clippings and coupons on



kitchen bulletin boards. Only one yellow-
ing, 5 x 7 inch photograph, the type of for-
"TJJ .\tllLIlU [l(]!ll‘.l'll 1[]3' II;IH I"L‘.‘Il'"‘: a
fixture in every middle-class American
shelf. Tt
|"L'|:|'-

home, sar in a lucite frame on the
showed a young black gir| in her S
best dress holding her baby sister. The elder
sibling smiles shyly for the cam-
era, the younger one fairly
beams. The rest of the photos
documented predictable events
and moments in a girl’s young
life: birthday parties, Christmas,
school events, a summer morn-
ing spent with gigeling friends.
In one, the little girl, with hair
ngle curl
across her forchead, stood
before a fireplace mantel, and

\ll.:ilﬂuvm‘d MIGEE

beside a large TV, She proudly
held a blonde, white-skinned
l\.‘:‘:\' tl[:lil r(:ll [I'll: cameni.

“If I was so unhappy as a child then why
are all my pictures smiling?™ This question

was scrawled in metalli
side of the shelf in Undappy Chilidven. By

making the deliberate distinction berween

. :il[!l'lg []'I(' T[l[l

;

Curtis Humphrey, Weu‘dr'ng_ 19605

pictures,” ms compels us
to consider the w|.ufnn:i|1ip berween self

and the representation of self. Whar role,

she seems 1o ask, does the photographic

inu;:{' p|.1}-' in our :Jn.(lrn[:imling of who we
arc? Williams gendy prods us o acknowl-
edge that history, memory, and identity are
produced in and through representation.
Moreover, by phrasing a question that
has complicated implications as a simple
“if-then” equation, much as a child
ht, the artist allows us to see the

olures as a single truth, a single history
These concerns reappear with greater

subtlety in Lovedy Ladies, an enlarged wall-

size photograph of ten glamorous women

of color lined upina ﬂuup.ln'[umih]c row,

their arms clasped around each other’s
waists. The women wear formal evening
dresses and sparkling jewelry, and flash
beguiling smiles ar the camera. Their hair
has been straightened, curled, coaxed and
pinned into stylish coiffures. Super-
imposed on the enlarged photo are tiny
snapshots in which (presumably the
same) women are shown at other
maments in their lives, posed before a
shiny automobile, in a fur coar, or with

R.C. Hickman, Melba Theater Protest, 1955

some other signifier of middle-class American

prosperity.

To four of the women in the mural
Williams has added garishly bright paint.
One scems engulfed by flames: tongues of
red paint leap from her head and spread
upward onto the wall above. Two other

women have been -;ingh'd out, p,iu-n |'a.1in:-
ed dresses, bluc and green. Here, o0, the
paint extends beyond the mural and drips

down the wall below in sinpp_\' rivulets, as if
he elaborate care with which

in mockery of t

the women have presented themselves.
In an earlier version of Lovely Lacdres,

Williams included text that read, “As a child

of the '60s | often criticized my mother for
not uplifting the race by being more Afro-
Centric. | realize now that learning to use
the correct fork was her idea of progress.™

Earlie Hudnall, Jr, Ladly in Black Hat

This rext reveals a faule line in Williams

thinking abour identity, one thar the artist
herself apparently recognized before the
Houston exhibition of f.o.n-'.l_'p Ladtes.
Williams saw her mother emulate and

aspire to white, middle-class values and

5
a5 |'!L'(

lifestyles, and she interpreved thi
mother’s acempt ro elide differ-
ences berween black and whire
as if racial identities were mono-
lithic, fixed, and unchanging. Yet
W
suggests that race and identity
are neither stable nor permanent.
Owur various identities are always
Lh-‘.lll."]n!.', ll[] L'I'Id.ll'.\h ﬂ!l’_'l)l]i'i!."-
uration. Different company,
different settings, different cir-
cumstances: we continually slip

'I!: oW '\'-'(Bll\'

on identities like so many items

ui'dulhing from a sale rack. Sall,

W COMUTILNICALE Ol LICS Ty
others. Just as cultural values concerning
desirable skin
veyed to the liede black girl in Unhappy
Chilslen through her little blonde, blue-

L'}'L‘lj d[JIL Mullw!'_-. Ill'(.'l‘t.'l'l.'[ll_'L‘.‘i ﬂl'lll iL‘nl',I.lLl-

€YC -'lnd h'ﬂll] LUIUf were Oon-

tions were also transferred. One can almost
imagine the licthe girl in Unhappy Children
poring over the photograph of her mother
and friends in their elegant finery. It is with
these affects that the “lovely ladies” will
forever be folded into the family photo
;I“)lil!l'l_

In her novel, The Blueit Eye, Toni
Moarrison tells the tragic story of Pecola,
a young black girl in Ohio who prayed
every night for blue eyes, Pecala was
convinced that if she only had blue eves,
she would be beautiful, she would be
noticed and her life would be perfect.
Her parents would stop fighting, her
father would stop drinking, her brother
\\"]lllll ﬂllip ll]]'”l.l"!: -'l\'\';l_\' E-]T]"\ h[:ll]'li.'.
Of course, Pecola never acrually received
her blue eyes, but she was finally
noticed, by her drunk father, who raped
and impregnated her. I was reminded
of Morrison's story as [ viewed Par Ward
Williams' installation last spring.
w‘"[”id]'ﬂﬂl '\-\'Uik Il!- ot I'Fitl'_'hl'.'li ar tl“.'

same level of high emotional intensity as
The Bluest Fye, but her work does
explore the processes by which we learn

that we are different, the proceses by

which Pecola, for example, came o

Housten Center for Photography / SPOT / FALL 1994

I')I.'lil'\'l' II'I.I[ wi [I'I“ll[ I'I'Il 1€ CVES, .\l'll.' WIS O

one and nothing. In her art, Williams con-

ently addresses the construction of iden-

tiry. Her work interrogates “the intricate
-lnd l||'| lL'rI-'LC. i I ll,"’ I'NKL'!-S-E_\ '\-\'I'l i‘.]'l '\'t'{’fl'i
together to produce all scemingly ‘natural’

or ‘gi\.'l'n' * identities.” She w;plmu how we

learn whio we are by taking a closer, critical

look ar the sites and the mechanisms where

dar I{I ll:\.‘ '\-\']'Iii.J'l ll'i[}' -llld dil‘EL‘ﬂ.‘flL’L‘ are

produced.

Jo Ortel received a Ph.D. from Stanford
University and is currently writing a book on
contemporary artist Miki de Saint Phalle,

FOOTNOTES B

1. "Portraits of Community” was scheduled to
travel to 5501 Columbia in Dallas; to the Center
for American History at the University of Texas,
Auitin, and to the Tyler Museum of Art, The
exhibit was curated by Alan Govenar

2. Williams' installation was co-sponsored by
the Community Artists’ Collective, HCP, and the
Houston Women's Caucus for Art. It was partial-
ly supported through the Collaborations
Pragram of the Cultural Arts Coundil of
Houston/Harris County. The installation was an
view from March 26 through April 30, 1994.
Williams alio spoke at the HCP Conference on
Women in Photography on a panel discussion
entitled “Glass Coilings/Closed Doors.” In her
talk, Willlams addressed issues of race and iden-
tity within academia.

3. The photographers featured included A.B.
Bell, Marion Butts, Maorris Crawford, Rodney
Evans, Elnora Frazier, Earlie Hudnall, Jr., Curtis
Humphrey, Benny Joseph, Calvin Littdejohn,
Louise Martin, Herbert Provost, Carl Sidle, A.C,
Teal, Robert Whitby and Juanita Williams.

4. bell hooks, “feminist scholarship: ethical
issues,” Talking Back: Thinkr'ng Feminist,
Thinking Black. Boston: South End Press, 1989,
Pp. 42-43,

5. hooks, Talking Back, p. 43.

6. This theme was repeated in wall texts, many
of which were drawn from Ralph Ellison’s
navel, Invisible Man.

7. Rosemarie Tong, Feminist Thought: A
Comprehensive Introduction Boulder and San
Francisco: Westview Press, 1989, p.135.

8. Tong. “Feminist Thought: A Comprehensive
Introduction™, p.135.

9. As quoted by Celeste Connor in a review of
Williams exhibit at 5F Camerawork for Artweek,
25 no. 9 (May 5, 1994), p. 27,

10. Diana Fuss, Essentially Speaking: Feminism,
Nature and Difference. New York and London:
Routledge, 1989, p. 2.
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Songs of the South

This essay traces the evolution of Birney
J}Mts'l'wr.{' h‘ﬂf” i J'-J':Jpl'rﬂf b'_y Ii"(
exhibition Juke Joints at the Galveston
Arts Center July 16-Auguse 28, 1994,
J&Pl'ﬂf"rﬂ'{{ !9‘ Rﬂf&{mﬁ Mﬂfxﬂ’f l"‘f-ﬂ(
Art, Houston.

Holly Hildebrand

As a child growing up in the segregared
South of the 1950s, Birney Imes says he
never faced the question of race head on.
What he calls the “nchnes and diversity of
a culiure” had been hidden from him, and
when he began photographing in the
19705 he chose, as a Wy 0 Overcome his

“ignorance,” the rural life and culrure of
his native Mississippi.

Since those days in the 1970s when he
began rambling around the countryside
with his camera, Imes work has evolved

from taking black-and-white photographs

af people
port
juke joines and the “irresistible” world of
the restaurant-bar thar he discovered ar
Whispering Pines in 1976. Three books
display many of these photographs: Partial

nd events in Mississippi to the
5, in exotic, saturated colors, of

to Hame—Smithsonian Instmution Press by
Constance Sullivan Edigons, 1994— in the
Photographers at Work series; fuke foine —

14

Birney Imed, Walter Brown and Joe Savage, Greenville, Mississippl, 1982

-FEAOURE-

Uni-.'ursir}r Press of h-{i.l;uissippi, 199980— and
Whispering Pires —University Press of
Mississippi, 1994, Many of the Mississippi
dubs |_mr[r:|}-1'd in fuke foint are £One now,
and since he ook these clubs on as subjects
in 1983, Imes has extended his geographi-
cal range to Texas, A selection of his Texas
photographs were exhibited at the
Galveston Aris Center.

At first look, the world of Tmes' juL‘r_'

joints seems other-worldly, even ghostly.
Imes himself admirs thar although he's been
photographing the same subject for nearly
[\\":Jll‘_\.' _'\‘L"ﬂr’.‘ﬁ -il'l({ pl."'lpl{.‘ urlf]n.'rsl;llld “I'I-lt
he is trying to accomplish, he remains “an
alien of sorts, coming into a world in which
I'm an outsider.” Yet human beings in
general seem aliens in the world of the juke
joints; rare is the
figure who makes a
solid appearance in
one ‘Ut-:ll‘LS{! I'|hUlU-
graphs. For inst
P(!(Bl Pl;l;\"l.‘l's
Riverside Lounge,
(Shaw, 1984}, are
lr.]]L'.p;l[l.'nl hlur.\\ il[ld
in Lelaned fuke,
(Leland, 1983), the
face of 2 man, cue in
hand, is partially hid-
den by a translucent

e,

red curtain. Even
when figures are
sharply defined—a
man standing by a
“King of Beers” sign
in Frrma b_'nz.l";' Place,
(Marcella, 1989),
customers at The
Playboy Club, Ne. 2, Louise, 1983— they
only to remind how ar odds

often se
with their lives—and how far from the
realm of possibility—is the often regal, f
olous imagery of their surroundings.
cplains thar the ghostly blurs in
his juke joint photographs resulted from a
preference for a small lens aperture to

Imes e

achieve adequare depth of field. This
required exposure times thar ranged from
several seconds to several minutes, and
any movement within the frame usually
ﬂ]‘PL‘-{“:l] as one ‘Ur-ll 1 1._{'1:1\1-“]::: l"ill'l.\-

Instead of trying to
contred them, Imes let
the blurs occur,
adding ro the mystery
and the power of his
p|1mugr.|!1|1.'..

But even withour
ﬁguu-s or '"gho.l;[:u,"
Imes makes the
human presence

;II Most P;LIP;[['II‘:- L““.l.
therefore, poignant.
The textures of the
walls, the layers of

<, bright paints
signs promising
sexual Mirvana

(“Sooner or Later...”)
of waming against
“No Bad Language,”
the empty bee
]I'.'l-T an L'E]'Ipt;\r' tﬂi]it‘?\'.
and the empry
chairs—all these
11‘5"‘.‘Jk t]“.' d reams

LIS

and foibles of human-

Birney Imes, Alligator group, Alligator, Mississippi, 1982

ity. Someone might
have left his beer cans
on the table, a bed
might be rumpled
'.‘l].f' llﬂn]ﬂd‘:, ng onge
might be playing the
scarcered bal
oasis-like green of the pool table, bur Imes

5 0on lhl;'

seems to be saying, “They'll be right back in
a minute, maybe not the same person,
maybe somebody different, bur somebody.”
There is even a canpe diem quality to some
of them; in The Sacial fun (Gunnison,
1989), a dock marks the time next to an
orange, yellow and black mural of male and
fermale Playboy bunnies. “Yo Baby Yo Baby
You,” the male bunny is saying, It isa
Mississippi Dielta variation on the gift

of 2 would-be lover's rose, a reminder that

omormow we die. In one of the most beau-
tiful photographs in the Galveston exhibir,
Imes recalls Van Gogh with saturated,
chrome yellows, empry chairs and sugges-

. Curleys Place,

(Gladewater, 1993), is reminiscent of the

tion of imminent ret

painter’s portrait of his room.

Part of the power and interest of Imes’
phn[ngmphs comes from the juxtaposition
of dreams and grosser reality; in Monkeys
Place, (Merigold, 1989), a painting of lovers
I'lﬂ]'ll.".‘i next toa ‘LTlld(.' '-ir_n lh..“ \d}"\. ..I,IL_J.-'“.'
do not put cups or can on the table, Thank
you. Mnnkc‘_\'. The hriglﬂ :.'I'.'“l'l’“' Magie
Star, (Falcon, 1984), seems never to have
been touched by fortune, and Christmas
lights on a dilapidared Tirks Place beckon
at the end of a dirt road (Leflore L:r.nlllly'.
1989). Similarly, Dorothys Disco, (Tyler,
1993), in the Galveston exhibit offers 2
Conirast I“.'l'\'ﬂ.‘:]l ll'l‘: drﬂl‘ tK'lt."‘.' Ui“hl‘

Birney Imes, Blumé

rgdd Mary Dova, June 1988
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building itself and the promise of some-
r|1i|1p, exciting playing in the reflection of
lights in a puddle on the muddy drive. In
his introduction to fuke foint, novelist
Richard Ford tells the story of one of Imes'
friends who suggested that the juke joints
had never really existed on earth and were

only the subjects of Imes” imagination. Ford
says Imes laughs ae the story—and well he
should. For while Imes makes the juke
joints seem exotic, he shows us all too
much how they are rooted wo solidly in
this waorld.

Imves shows us places that, although
unable to stop time, still manage o show it
down: his prim:: »;uhjm'[ here 15 \X-'hiﬁgu 1
a restaurant-bar built in 1949 with
ide” and a “white side.” The lord
of Whispering Pines was Blume (
Tripletr, and when Imes found the place
in 1976, he struck up a friendship with
Triplett and Rosie, the black woman who
aking
operation but

a “blac

worked there for decades, graduall

cane t)"‘f![]l III'II.\' II'Il' I'!ll

Blume, who seems never to have thrown

decades of

anything away. Indeed,
collecting all sorts of trinkets and debris had
made the “white side” of Whispering Pines
unlivable, so Blume turned it into his
“archives” and moved over to the “black
side.” Fascinated by this world of the old
melding into the new, Imes began photo-
gmphing Whispering Pines and Blume.

A salty old character, Blume is caprured
by Imes firing off his guns, celebrating his
birthday, smoking his cigars, and resting in
bed. Mementos and memorabilia, ranging
from family photographs o old jukebox
title cards to newspaper dlippings abour
a Chuck Berry arrest, become elements
of fascinating time capsules as Imes
photographs them in bright colors stared
in the old cigar boxes that fill Whispering
Pines. But even here the clock hasn't entire-
ly stopped. The demarcation of black and
white is no longer enforced; after the death
of his wife, Blume came to depend more
and more on Rosie, and one of the most
touching photographs, Blume and Roste,
1986, shows him with his arm affectionare-
ly about her shoulders. Rosie wears a gentle
smile.

Joyful, skeptical, weary, calm—these are
the other faces Imes gives us in the phoro-
graphs of fartial to Home taken bevween
1979 and 1991, From barbecues to h;:p-
tisms, ball games to birthdays, Imes shows
us the spectrum of humanity and human
activity in rural Mississippi. In one of the

most moving photographs, we see the arm
of a black woman rr;-‘n;hin‘u down to hold
the hand of a white child. The child wears
1l you will

a pour, but trn a few page

see the contagious joy of Allfgator group,
1A||ig.lmr, Mississippi, 1982), o witiiess
the tenseness of Oaklined baptisn,
(Crawford, M ississippi,
1979). Intimacy, tender-
ness, openness and

ark: the work
of Bimey Imes, and his

le.ll""I'I ANy

involvement with the life of
the South involves the view-
er as well, 1o the benefit of
human understanding and
COMpUsSIon,

A former photo editor,
Hildebrand is a writer, critic

and playwright.




Seeing Isn’t Always
Knowing

Classify and Contain, an installation by
Emily Godbey, at Houston Center for
me.'ugrd_pbj (;(lf-’t!‘)' X, June _?-jm'y 3,
1994

Ed Osowski

A ];il'!"l.'. red, pi;l_-;lic :iign. |'|;|ngin§_'| from the
ceiling and positioned over a wooden desk,
greeted the visitor to Emily Godbey's

“Classify and Contain.”

ART INDEX
the sign announced.

REFERENCE & INFORMATION
it offered. And, then it encouraged the
VIEWET to

ASK QUESTIONS HERE.

a long way off look like flies.” Borges has
found—and Godbey is clearly taken by—
this systematic ordering that is, acrually,
illogical or irrational, certainly non-linear,
surcly imperial,

Her second cue can be found in five
medium-sized panels of text spread out
across one wall that reproduced the “ables”
or classification systems L'nlp[(:}u‘l b\ the
Library of Congress to catalog books in two
arcas— Technology (Class T) and Fine Arts
(Class N). Among the arts listed in Class
N—painting, sculpture, dawing—one
does not find photography. It is with the
other tools of technology that the Library
of Congress classification system places
photography, because of its origins in eigh-
l‘.".']'l[]'l a.m] I'lil'IL'lt'L'“tb L'1.'[|lllr}f t."x]'lll:rimr_'nl_\-'
with optics and related visual equipment,

What Godbey has done in “Classify
and Contain” is look at the ways in which
information and, here, specifically the
information found in pl‘l:}t{sgmpl‘l}' 15 used

Paul Hester, Installation photograph of “Classify and Contain,” 1994

Asking questions is at the very center of
Godbey's installation. Specifically, Godbey
is concerned with how the visual informa-
tion found in the photograph (and relared
mexdia) can trick, mislead, and misinform.
Her questions are basic to the very nature
of epistemology: how, why, and what we
know:

Godbey takes her cues from rwo
sources, both of which address the question
of how information is manipulated. In the
center of the gallery she placed a desk. Be-
hind it and waiting for a reference librarian
to take her place was a chair, quire ordinary,
on first inspection, seemingly quite sturdy,
also, with a passage incised rather crudely
inte its back. Quoting a passage from the
story “The Analytical Language of John
Wilkins" by the Argentinean writer Jorge
Luis Borges, the passage claimed to derive
from a “certain Chinese encyclopedia” that
contained an early system ﬂ)rcszif_\,'ing
animals. There are fourteen ways, the ency-
clopedia advises, not all of which are mutu-
ally exclusive, to arrange animals. First are
those animals “belonging to the emperor”
a category |a.rg|: cn{:ugh to include all those
that follow. Bur the caregory of “rame”
animals excludes those thar are "frenzied.”
Thaose that are “drawn with a very fine
camel brush” may include those “that from

and misused. |11fnrmi.ng her installation

is the belief thar the Library of Congress
system—or, for that marter, any system—
which makes of photography litde more
than a rechnical ool or merely a very acou-
rate way of '|l|u5lmring the flotsam and
jetsam of life is inadequarte and limiting if
one holds thar photography is an art.

Godbey raises the difficult question of
urility: if photography is an art, how does it
function? What does the photograph do?
What is its purpose if not to provide infor-
mation, if it is not an illustrator’s wol?

It may be that the Western mind cannot
rest until it imposes onder on the mndom
pieces of information that comprise the
“world of learning,” It may be that some-
thing in Western culture rages until discrete
Iits of data are boxed and contained. It
may be thar to the Western mind a Chinese
system that describes some animals as “fab-
ulous” and others “innumerable” is simply
unworkable,

The rather gr.md and beautiﬁllty crafted
desk which sat in the middle of the gallery
offered the visitor the chance to participate
in the process of filing, cataloging, classify-
ing, and containing, The desk’s surface was
covered randomly with a collection of index
cards, numbering approximately 150, each
one mounted with a small photo-copied
image of a photograph. Each card was

identified by the name of the photographer,
the work's ritle, and a date. One pulled our
the desk’s large drawer to find twenty-eight
compartments, each one |;Lrgc (,'Ilnllgj‘l to
hold one of the cards and each compart-
ment labeled with a category: “children,”
“nude male,” “nude female,” "purtmi[,“
“urban scene,” “botanical,” “the blur” (a
favorite of mine), “vacation,” “industry,” 1o
cite just a few. The cards, spread out across
the desk, were waiting, inviting, encourag-
ing the visitor to im]'l-mu order on them, o
box and contain them.

One began to work. Or began to play.
Because the seniousness of € ;udln,yk installa-
tion left room for great amounts of humor
and wit. One could rake the Chinese
perspective. Or one could proceed with
the perspective suggested by the Library of
Cﬂng[‘.’}! I:‘I']E!i. \x"]"u:[l.' d‘]‘.’.‘i one Pl“ tl“.'
female nude by Clarence White? Into the
b labeled “nude female,” of course, until
one spotted another category, “self-reflexive

s ~za

photograph,” and realized that White's
female also partook of that category. One
wished for an emperor whe could contain
all in one simple file. In Godbey's effort

to uncover the limiring strategies of any
system that holds no room for spontaneity
.!J'l.d diﬁ.u\’l’r:n O Was rl.'r‘.ﬂl.l (1] n]:lkﬂ
limiting choices,

The difficulties mounted as one contin-
ued to leok at 'Lma.gq:.& What does one do
with Cecil Beaton’s portrait of Muarlena
Dietrich and an orchid, each object as large
as the other, and each dmm‘uimll}' lit and
posed? Is it a “botanical? Is it a “portrait”?
And what if one wanted to place it in a
category marked “photograph by homosex-
ual™? A similar problem emerged when one
tried to plrlu: [Jrri.guu's pl‘lnmszmph ofa
bourgeois woman, wrapped in fur, walking
her dog. Is this an example of “fashion” or is
it an “urban scene™? Or is ita “portraic™? Or
a “streer scene”? (And, one asked, just how
does a “street scene” differ from an “urban
scene”?)!

Whar Godbey's installation instructs
the viewer 1o recognize is that information
what we learn are as much funcrions of
whart we already know as they are funcrions
of whar we are afraid to know. For Godbey
conrext is always important. For Godbey
the context within which we study

SPOT / FALL 1994 /f Houston Center for Photography
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EJI'IE}t{JF—JPh}' ih' l:l}mp]ic.lll:d 1‘}' []'H.' maost
fluid part of the information equation:
ART.

How context can skewer one’s reading
of the photographic image is made clear
when one uses the card caralog that sits on
the desk’s left udgc. Here the official s:.'m|'an|
of how the library controls and arranges
access to information is made into anything
bul dan Glll:J'l’Ufll[,' ﬁt.";llﬂ.'. l.{)llk L d.t.'r 1[]1‘
heading “Friends of Photography” and one
does not find the San Francisco nrgan'l?.-:'-
tion housed ar the Ansel Adams Center.
What one finds, barely larger than a postage
stamp, is an Alfred Stieglitz photograph
of Georgia O'Keeffe. Yes, she was indeed a
friend of photographers (Stieglitz, Strand,
Gilpin, among others), bur, how odd, how
enlightening, how funny is Godbey'’s choice
of illustration! Look under the category
"l{mmlhling Flies at a Distance” and one
finds two images—Kusukabe Kimbel's
1890 photograph Neww Year Dirill of the
ﬁ.rjuyme' Fire an@mfr and an other, dated
1865, by Alexander Gardner showing the
Lincoln conspirators/assassins hanging from
scaffolds. Yes, indesd, thr_'}r resemble fies
when the image is so reduced o fiton a
smiall card.

{. l(‘dbf,"p' Hllh'l}' Pl]ﬁl'li‘ﬁ one mw R"\I'I.(I Ll(i['
that any system that artempts o control
and contain by its very nature is aggressively
Illn'li[j“.g- II!‘ -'ll“llll ]'U.iuc:ll'lg :J'H.‘ Pl’\'\l'l' 9{[]1‘.‘
object thar is “contained,” is, in the case of
the imagcs which equate pmplv with flies,
about reducing the person to the non-
person.’

For Godbey information contained in
the photographic image is not fixed by
cultural schemes buc is ericky and unwilling
1o sit quietly in a box. She fills one corner
(af lhl: g.ll'.‘.'l:‘" Will'l ‘LTlII'I'I[]IL'lI SI'IL‘L't!i uf
newsprint that have scemingly exploded
(IT!I'II [h(‘ I'I'.'Ig{"‘ :\f[l‘lrr:(‘ W‘.Llpﬂ_lnll h‘nnl{s
that stand over them. Godbey urges the
viewer to recognize that the ways in which
photography functions are too many and
too alive to stay in one PI.'IDI,'. In “C :|:luif\'
and Contain” she acknowledges those
p(a'mls in a clever, intr_'uig:m. and ph:p'ﬁll
manner.'

Ed Osowski i a member of the National Book
Critics Circle and his reviews appear regularly in
the Houston Post.

FOOTNOTES

1. It is instructive and amusing to see how one
dictionary visually makes the point Godbey is
making, When one looks up the definition of
“décolletage” in the first edition of the
American Heritage Dictionary of the English
Language (1970) one finds a photograph of
Marilyn Monroe. Interestingly, Monroe herself
does not merit an entry in the dictionary
although President James Monroe does. The
date of Monroe's photograph and its photogra-
pher are not provided. Subsequent editions of
the dictionary dropped her illustration.

2. Godbey deliberately made the process of
seeing and knowing difficult. Two walls of
Gallery X ware lined with small specimen boxes,
each one about ene cubic inch in size, which
contained miniscule versions of “"The Twenty
Biggest Pictures in Gardner’s Art through the
Ages,” each one too small to be viewed with
much certainty of what one was viewing, One
lpoked and squinted and finally identified the
images only because ane had seen these
famous images reproduced so many times
before,

3. In the preface to his Order of Things, Foucault
quotes the Borges® passage that Godbey finds
50 important and goes on to deseribe how,
upon reading the section in Borges, he began to
laugh, lavghter coming from his realization that
systems of classification are based on the per-
ceived threat of the other and that it is predisely
because the “other” is so disturbing that sys-
tems are devised to impose order. Such systems,
e writes, are actually efforts to “tame the wild
profusion of existing things.”
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The Artist as Exposer

Celebrating my 40th birthday alone at
the blue hotel room by Lydia Schouten
at the Houston Center for Photegraphy.
Gallery X, in association with

Julie Saul Gallery, N.Y,, and the
Consulate Ceneral uf the Netherlands,
and Mendriaan Foundation, April I5-
May 29, 1994

Hans Staartjes

“Loneliness, great loneliness.

Need for contact, but the feeling

is mever satisfied.

1 hate myself because I foel s0 lonely and
long so much to touch someone, becanse
it ds bsemniliating,

{ hate everyone else in the world because
they are all potential lovers but they don't

&"pf me. =
Lydia Schouten, Perspekticf #40

Lydia Schoutens installation “Celebrating
my 40th birthday alone ar the blue hotel
room” was an ambiguous project. It
claimed uncﬂ.‘tm[mlinﬂrj]y 1o be about a sin-
gle woman's feelings of fear and loneliness
living in New York City, when in fact it was
a disp]uy n{muiriph: levels nf\'u}":un'sm_
I was formunate to meet Schouten and
exchange a few ideas with her during her
stay. Many of our observations seemed
similar, perhaps because we share the same
na[ion:llir_v (Dutch) and l.':(PL‘l'i:L'nLH.‘S of liv-
ing in this country. As European nationals
we have a pernicious habit of condescen-
sion towards the United States, deploring
the exaggeration that seems to cover every
faccr of life in this country. Life here is visu-
ally and physically more tumulwous (as is
the landscape); car crashes more spectacular
and the accompanying sirens and fashing
lights of the palice cars more loud. Murders
ane al'mays more callous and rn'qur:m, and
the television viewer's appetite for lugubri-
ousness is unfettered; the welevision preens
and manufactures heroes (0], Simpson)
out of athletically gifted bur intellecrually
atrophied individuals and then gloars with-
out compunction (helicopter videos of a
white truck driving down a freeway) at
their demise, while |;||1ghing all the way to
the bank. The public appearance of some-
one in the nude brings out loud protests of
“pomography”
while protocol
seems hJI'dI"
necessary for
sexual activity
behind closed
doars. Life in
Europe just
doesnt seem
as dramaric!
Her installa-

fon came to

Lydia Schouten, creating
“Absence makes the
heart” on the windows of
HCP.

Houston via

the Julic Saul
Gallery in New
.&‘in"\.'. \.\'I'I(.‘Tf_' Il[ ]'Ll.d bL‘l'l'l [J:I'L'\'it:luhl}' !ihu’l\']'t.
In addition ro being a photographer,
Schouten is a sculpture graduate of the
Rotrerdamse Academie; with a ]wrﬁammnw
art background; she is also well versed in
tl'l‘.' IT"K{llﬁli‘}n (ir |'|t.'r mIl Fll[".‘o. HL'I
installation combined sculprure, drawing
and photography. It was also proof of the
blurring of lines berween artistic media
presently taking place. Her drawings, which
wiore d]"?].]}rl".{ O [J'H.' ]JTS'.' fl'l'[lt \Vllnd.um
of HCR gave lirtde intimartion of the
thought-provoking work within, The show
Was a J".'H‘.tlll{!“ U" ]]Iﬁ.' A% @ WoIman l.(lj;l‘}'
under a constant threat of vielence, and the
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ensuing feeling of personal isolation. This
WOITIAN Wiis ljr:l.mat'IL.iJ]} Sf\"["h.l]]l?].d
through a bodiless female form lying in a
bed in the middle of a blue-green bedroom.
Inng locks of hair from her s]r:v:ping head
flowed over the bedclothes. The bed was
actually a bulbous, rransparent martress
filled with air. It was covered with a translu-
cent yellow, frilled bedspread. The glowing
effect nri.ginatﬁd from a strong ]ighl SOUrce
underneath. It creared what seemed like a
tongue-in-cheek, art-historical reference 1o
a Dorriition qf—t‘.ﬁr Vf}x?'u_

On the surrounding walls were the blur-
ry and ominous relevision-appropriated
images of captured murderers; male faces
that appeared to be the spectators ar a wake,
'[']'Lq.'y hid behind lines of text from m'xua.“}'—
charged personal ads. Superimposed over
the twisted face of a disheveled man with a
black beard text read: “SWM, 40, depressed
bur somewhar glib and has nice manners.

I need a kind woman to rehabilitate me.”
Another, over a herce, unkempt face read:
“GWM, 26, hm|l|‘|y with great appearance
8¢ is HIV + likes Levis jeans. Interested in
similar F who likes long weekends and fun
times.” Around the room there were five,
small round mbles covered in a manslucent
white cloth. On the surface of these backlit
tables were transparencies of female faces,
the victims of violent crime. The sculprural
execution of this family of elements was
quite extraordinary. The metal framework
1u1|d'mg up the tables and bed 1:|¢-Jr|;' ook
some careful design and thoughtful use of
lighting to creare these glowing volumes.
The use of these sculprural devices aided in
the objectificanion of the victims and the
assailants alike. Morcover, it was impossible
not to notice the glaring irony of the miss-
ing bodies. The suggested subrexts were of
a body under assault, a body denied, and a
hnd:.' "g,':'lchmting" its fortieth year of inex-
orable decline. The clearly sexual content of
the text and the persistent reminders of vio-
Iﬂti[]". I'L'&fl fra h()d}r “'lpIU; [i‘{lligh Yi.".ll.l”"\r'
absent, is strongly present in the mind of
the viewer,

The appropriated imagery (taken from
MNew York Ciry's nighty relevision news)
poignantly exacerbares this distance from
the body. The (sexual) murderer’s assault
of the lmd}'. echoes the elevision's remote
assault of its viewers” bodies, through the
nightly promotion of fear and sensational-
ism. Even the viewer cannot dissociate him-
self from this n,'|;uinnship. By .l'.1|i\-'.1ting on
the fates of the victims and their murderers,
the television viewer completes a voyeuristic
circle. Promoting the viewer’s feelings of
guilt is probably partly the artist’s intent,
but I doubt chis work is simply moralizing,
The artist is encouraging introspection and
highlighting contradictions. She is high-

Installation photograph of “Celebrating my 40th birthday alone at the blue hotel room,” 1994

|ig|'|ting the tyranmny of the HPU_T;IL'II.'. where
the spectator becomes the spectacle, where
the innocents become guilty. Perhaps un-
wittingly so, the antist can’t separate herself
from this game, in the position of the
provider of her own spectacle.

The l|nr:|,|g:r|}ri ng sacdness ﬂpn:.ssn’j n this
work left some lingering effects on me. and
added 1o a sense of consternation over cer-
tain current artistic trends, that [ have felt
for some time. MNot necessarily seeking to
categorize this show as such, it is neverthe-
less clear that the purpose of much

Postmodern art, ];a.1r(ir_'|1|;|l|.:,r pl‘u)‘tnpup]‘li.c
ar, is social criticism, which is often cen-
tered around issues of identity and gender.
Indeed, work without this rlgr:m.h or pn]iti-
cal bent is often thought of as not having
enough “bite.” The artist posits himself as
the “expaser” of ills, and actually places the
burden of responsibility in the hands of the
viewer. While not denying the importance
of deconstruction, the ariist can come very
close to smugness, as the delivery person of
another note of bad news. Can the artist
then be contributing to the spreading of a
rn:rv.lsiw nihilism? 1f

postmodernity are reflected also in ar,

There are certain features of Postmodern

art, says Sarup: “the deletion of the bound-
ary between art and everyday life; the col-
lapse of the hicrarchical distinction berween
élite and popular culture; a stylistic eclecti-
cism and the mixing of codes, There isa
parody, pastiche, irony and playfulness,”
J‘\nmng MY Exm ph:.s, .-’md}' Warhol isa
very good embodiment of this. The most
notable fearure is thar *Postmodern theory
became identified with the eritique of uni-
versal knowledge and foundationalism.” *
The rejection of the grand idealizing,
universalist theories of modernism, is cur-
rently felr to be a more realistic position.
But it also leaves a vacuum of dreams and
sources of hope. The thoughts of the
French phil(mnphr,'l Jean-Francois |_}~ul;m]
SEC 10 GUTY @ MOoTe positive note. Sarup
notes: “Lyotard. . .values the intensity of
experience and suggeses tha if we are
alwu}rs rhinking of what we are, we cannot
“let go.” If we are always theorizing about
things, we cannot enjoy them for their own
sake, In I_:."nmrd‘e; view there should be a
shift from the dominance of dry, abstract
thinking to a greater appreciation of the
emotional.... Post-strucruralists like Lyotard
are saying. ... that there is more ro life than
politics, If we are totally immersed in the
|1n]'|li|;1|, we miss what is going on here and
now, Marxists are always criticizing the sta-
tus quo in the name of an ideal. Militants
are so inflexible thar they have no time o
enjoy life as it is now. Ideals cut us off from
the present. Instead of having nostalgia for
an unalienated community that may have
existed in the past we should celebrate
aspects of contemporary life—its anonymi-
Iy, its fr:LgnwnmtitJn. it u|||.~iu|1|E'|l'[u[Iin|1l.'- :
Whether you agree with the idea of
“celebrating anonymiry, fragmentation and
consumptionism,” it seems clear thar the
loneliness we sometimes feel as artises is not
one created by arcumstance alone, bue by
our own conscious detachments, or w'l||i||g

our technological world
]-L.'L‘ L'Iﬂf_'l:l'l"-'lt‘.d I‘.".'Iil]i?
of alienation, isolation
and bitterness, should
the artist resinict himself
either to criticizing it, or
the ather extreme of
becoming an apologist
for it? Each day we seem
to be reminded of the
supremacy of logic and
mathematical formulae
over intuition and
emotion. Who, bur the
artist, can remind us of
the “human” in “human
beings?”

Making reference to current cultural
thought, the British writer and professor
Madan Sarup explains: “Postmodemnity
emphasizes diverse forms of individual and
social identiry. It is now widely held thar the
autonomous subject has been dispersed
into a range of plural, polymorphous sub-
ject-positions inscribed within language.
Instead of a coercive t[]l.lJit}' and a t{a[a]:".{'mg
politics, Postmodernity stresses a pluralistic
and open democracy. Instead of the cerrain-
ty of progress, associated with “the
Enlightenment project” {of which Marxism
5a p;tr[‘.l. there is now an awareness of con-
tingency and ambivalence. The productive-

ness of indusinal wech n{:hw which Marx
so much admired, and which he hoped to
ame by means of Communism, has ceded
place to universal consumerism. Puritan
asceticism has given way to the pleasure
principle.” The pluralistic tendencies of
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Appropriated TV image with superimposed text from HCP installation.

subjugation to sccularism. Perhaps some
kind of spirituality and humility or a cele-
bratory faith in Nature can balance this
scale that seems to be thrown wildly our
[lfl‘lﬂilil"{f_' h}' thf_' \'i.“n;.il CRCCSS0S llf.th'
“information age.” It may then be thar
we need not celebrate the age of 40 in
our own lonely, litde blue hovel rooms.

Hans Staartjes is a photographic artist, of Dutch
nationality, living in Houston.

FOOTNOTES

1 Madan Sarup, Post-Structuralism and
Pestmodernism (Athens, Georgia: University of
Georgia Press, 1993)p 130

2 ibid, p132
3 ibid p100

All photographs by Adele Horme



Controlling Posterity

Imogen Cunningham: Ideas Without
End, Edited by Richard Larenz. San
Francisco: Chronicle Books, 1993 and
Thlf Elll:il |'ll=!d Landscapl.': “"}'TIJ'I
Bullock, New York: Aperture, 1993

I?a_vid_ L. Jacobs

\‘v':’l“.']'l E
friends often try o assure her or his ongo-

MpOrtant artise dies, ﬁimil:,' and

ing legacy. Those who were closest 1o the
deceased often control the estares, and their
decisions can be affected not just by the
terms of the will, or the express desires of
the deceased, but more elusive e
that linger from their relationships with the

NS

artist. The t'|||n§__:i.'.ing_ im|r|1|w Can some-
times extend for decades after an individ-
ual’s dearh. To be sure, it is hard 1o general-
ize on such mateers, since the management
of artists’ estates is determined by the namre
s nothing of the abilities
and motives of the executors. One need

of the will, to

only think of the very different estare fares
of Ansel Adams, Minor White, Diane
Arbus, and Bretr Weston—to say nothing
of Mark Rothko, Georgia O'Keeffe, Joseph
Comell, and Andy Warhol—o g_|i|n|m' the

range of possibilities.
Still, icis generally the case thart the firse

Wave [PII Pl:l.\[hlll'lll]ll.\ iFlIllIi [illfl.‘i; retro-

spectives, and symposia attempt to place the
artist in a defined niche in history, usually
undertaken with the kind of enthusiastic
energy that precludes critical questioning,
I'he rhetoric of immorality is intended 1o
serve the memory of the life and work of
the deceased, even while it is fed our of the
needs of those who were left behind. Such
effores are deeply human and, in most
cascs, deeply felr, bur they also are tinged
with an unmistakable pathos. We know,
on some level, that eblivion is the fare of all
l"lll 'h(.' I.‘.r“‘.'.\l |’f.“5|. -“]d Tl'll“ [Iu!\ﬂ' “'I'll!
are remembered are seen dimly through
distorted lenses, [ daresay that not a single
reader of this essay knows (or cares) which
emperor followed Nero. Do you remember
the name of Chester Arthur's vice pn,-.\i-
dene? or, for that mateer, anything about
Chester Arthur (was he the 13th? 17th).
Today'’s household names will, doubrless,
rush into oblivion. The histories of art and
letters, music and philosophy speak to the

CUrTent genc NS Ill.ibl‘llll\' [0 assure or

predict which events or people it will be

remembered by, The music of Bach was
!IIIF'r\'ﬂ'nI'I'n(‘d for several generations before
Mendelssohn re-discovered him, and Arget
was the proverbial “anonymous™ until
Berenice Abbot |J|,|_\'ﬂF the midwife, We
may not even know the names of the artises
through which our epoch will be remem-
bered 200 years hence.
L

Imogen Cunningham and Wynn
Bullock lived for many decades within the
San Francisco-Carmel corridor that was the
seed bed for the West Coast \[_1,'|g_' of art
phorography. Although both photographers
were strongly influenced by Edward Weston,

Cunningham’s and Bullock’s seweres e

considerably beyond a single acsthenic.
many years Imogen Cunningham was a
mainstay in the small art-photography
community that fought the good fight for
photography’s status as a bosa fide art. But
ivwasn’t until the late 19605 and 70s, when

she was adopted by San Francisco’s flower
children, thar she gained her full measure
of renown., Imogen's ocrog n ]|ipm-,\:,

served as a reminder that the much-dis-

cussed “generation gap” wasnt inevitable.
Cunningham was a sprightly presence,

Imogen Cunningham, Unmade Bed, 1957

whose Jjoie e vivre shone th rmlgh both in
her photography and in her nimble wit.
She phowgraphed until the very end of her
life, and the years only seemed to heighten
her appeal.

Wynn Bullock was no less enamored of
|'.-hl'|l't':gm|'r]'|‘\1 though he lived a quieter life
in Carmel, within earshor of the fabled
Point Lobos, While his two best-known
images were among the most successful in
Steichen’s “Family of Man” exhibition,
Bullock was mainly a photographer’s
photographer who appealed to a relarively
narrow but influential audience through a
puristic dedication o the medium. He
worked closely throughout his career with
his wife Edna and their d.ull_-,lm-r Barbara,
who was the model in many of his figure
studies, and, later, the author of lf:”pm.l
Bullock: Photography— a Wiy of Life,
(1973). During the 1960s Bullock strug-
ghed in lectures and writings to articulare
whar he referred 1o as the “time-space”
components of photography. These efforts,
driven by extensive rmqlings In various
disciplines, were both compelling and frus-
trating to him.

Wynn Bullock, Child in the Forest, 1951
Although Imogen Cunningham and

Winn Bullock are still well-known ﬁgun_-.\,

there has been noteworthy slippage in their
repurations in recent years, Cunningham
wis the subject of a |1m.|b!u_lﬁ-'s.r,rr.|r:n_:lﬁ,
fmragen Cranningharm: A Portvait, in 1979,

and, more recently, a thin volume
published by the Clio Press. In 1984
Bullock was the subject of two book-lengrh
treatments: a highly forgetable scholary
analysis (Clyde Dilley, The Phowograply and
Philosoplry of Winne Bullock,) and a shont
baok on his work with the nude, written
by his daughter Barbara ( Winn Bullock:
Photographing the Nude). Both photogra-
phers were only sporadically included in

ke O the Art of Fixing a
Shadow, Photograplyy and Are and The New
Vision. In recent years their one-person

m;!iur LIV

shows have been small exhibitions centered
in or around the West Coasr,

Their images are scen by the new gener-
ation of photographers as late modernist
Aant,
age. Their highly crafted, formally sophisti-
nd-white images

work born in a different, if not very di

L'-llk'lj- !-irl;{':: "I’d me, I"I-LCJ{
Are Nat ﬂrl”l“(ﬂ.\'[ i|“I'!('lﬂ:lnL'L' [0 COMICTT M-
ators, who look

rary photographers or cur
to color, installations, mixed media, assem-
blage, and digital imaging for formal mod-
els. Moreover, the full-throated idealism of
Cunningham and Bullock may ring hollow
in some Postmodem cars. The artitude thar

most defined Cunningham, Bullock, and
many of their photographic contempo-

rancs- th'.ll f'“:;fﬂ'ff‘:b?ﬂ lﬂr |IJHB[('|gr.1|3|‘I).’
15 perhaps the thing which most sets them
apart from the cool, downtown cynicism
of the 19805 and 1990s. The subde of
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Bullock’s major monograph—Photography:
A 1135.:]' of i )_':fr-‘-—'_’l]lP“r.\ 0 very fow |_m:rni-
nent art photographers of our day.

Cunningham and Bullock, despite the
range of their work and their restless experi-
menkation, in the main have been relegated
10 the dust bin of comfortable historical
niches. Each s known for 2 handful of
signature images thar assure their place
in history while lessening their appeal ro
practicing photographers. These two books
provide the opportunity for prese ting
these photographers in a new light thar
could enhance o
rary photography.

Inn fragen Chnniinghean: leleas Wichout

r‘.'lt'\"ﬂ N D0 Coner I:1]"'t *

Ened, Richard Lorenz has assembled nearly
200 photographs that artest vo an artist who
was constantly experimenting with the
medium. The book includes virually all of
1|]L' !-il.’,.]l-llll“' “'ll;l!_‘.l.'ﬁ ll'l-lt ]Ll{l t[L'ril'li'(I [I'li'

popular perceprion of her ourput—early

ale nudes of her husband and sons, picto-
st-influenced \'ignc'um, flowers, studics
in abstraction, and portraits of artists and
friends. Bur the plates extend considerably
l‘l.'l\'l“".l IIL'F Mot ':Jll'ﬂlll'

images to give an

expanded sense of Cunningham’s versasili

Richard Lorenz's text conveys a good deal
of information while shedding light on var-
ious elements of her work, As a co-trustee
of the Cunningham estate he knows this
lurr'mrr:\' [|mmul_',]1|}'_ but he refrains from
becoming an overt advecate. Instead, he
wisely lets the selection of photographs and
his straightforward ,m:ilg.mi»; make the case.
There is fine, terse writing on the murual
influences that Cunningham enjoyed with
a wide circle of friends, induding Edward
Weston, Man Ray, Minor White, Lisette
Model, and Dorothea Lange. Lorenz ably
contextualizes Cunningham’s work within
a giwn puriu-al. Rc‘g.miing her nudes L',ll'l:,'

in the century, he writes:

She rr'ra'-’l"ﬁf']' u‘t'f'e}“h'r’lr the nude as a sbject,
a natseral ovitcome of ber liberal family
ul,'u":rir{gif{g, years of ,",.J(, .-e"r,.ugl.r.lr‘u', rr.lm'pm.b\-.l
"l”flif expainire to Die Bricke artists whe were
patniing and exhibiting i Dresden during
Cuunirringhants stay there. The Brucke theme
of the nuele in the landscape, of nedise
bathing and recreation, was an expression of
the aviginal and pristisee Being as well as a
way rgf}.'ru'mum'ng social veseraines, Man and
worman became integral parts of nature,

17



liberated and guided by Eros, and plysically
releaseed from the confinement of hypocritical
.ﬁrmrg:w.l'r menli

Tmogen Cranninghem: Ideas Without
Ene moves beyond the eulogistic tone of
Cunningham: A Partrait, a book undertaken

soon after her death by friends, family, and
L'I.J“t‘.'li_'lll‘\'. [Inu-rt':;lir:g|:.'. I find no reference
to Crunninghanz: A Porraic in Lorenz’s text,
even though the earlier book contains a
;:u:l deal of first-hand reminiscences.)
The two books represent a positive and
necessary shift of focus in evaluating
deceased artists: the first, an outpouring
Ui. |L'|'|li|ni.'|LI.'|'|§.t' ;"1([ -lllL"L'lI[][i".\, [iri\".‘ﬂ h"'
respect, love and grief; the second a more
neutral, and more scasoned, presentation
of her work and its contexts.

Wann Bullock: The Frcharied f‘.wr.lfamp:-
is a much more predictable affair. The
reproductions in the recent monograph
are nﬂupﬂim 1|u:i|i:}', and we should be
thankful thar these images are once again
widely available. However, the book is basi-
cally a rehash of earlier publications, which
is especially ugn'[t.ah]u since there are many
issues in Bullock’s work thar bear re-e
nation. Bullock wanted to investigate the

Ti-

VATHOLLS WiYS Ui-s::uing and hring with
camerawork. Although he was a masterful
craftsman, his first love was for process
rather than product. Yet this book is chiefly
concerned with the product of his photo-
graphic enterprise, and gives scant anention
1o the processes, visual and mental, that
mediated his vision.

OF the eighty-eight photographs includ-
ed in W}'.lm Bullock: The Frnchanied
fdmff\m‘pr'. ﬁi'[.\"ci;ﬂ it .'Lppu;l.rtd in the 1973
monograph, Wymm Bullack: Photograpln—
a Wiy af Life. We are given here chestnuts,
presented one-to-a-page, in the familiar

Aperture style thar was de rigieewr twenty-
five years ago. The book would have been
g:m.ﬂl).' enlivened la:.' inclusion of other work
in a more expansive format—one thinks of
recent monographs on Lisette Model and
Walker Evans, which transcend the master
piece ethos with stunning results. Bulloack,
for example, spent a fair amount of energy
in the 1960s making colored photographs
of light projected through prisms. The
“'(1]":

consistent with the same urges that led

l'xlu'rimunml. and as such was

him o do pioneering work in photograms,
MJ'.lriI:iﬂilIll. ;"1{[ nL1"JTi\'I_' plltlr[]gm]}'l'{.
Ihis seldom seen work might have taken
the book into more novel and unexplored
TErmitory.

Bullock’s ideas are interspersed through-
out the book, presented in a highly edited
and foreshortened way. Set in iralic, cen-
[‘.IIL‘I :'I'[‘L'\. ;l[“i‘llfﬂt !:l){){il:\' amounts (\j"\\'hill‘

space, the presentation is precious in the
extreme, especially since these excerprs
shed considerably less light than the format
promises. We might instead have gotten
one or two of Bullock’s unpuh]isllui manti-
scripns, where he tries o work our his ideas
miore systematically: a creative mind seeking
anchorage. Theorizing photography was a
difficulr task for Bullock, as it has been for
many photographers and analysts of the
medium, and these manuscripts bring with
them L‘llllill measures of lluminaton and
mud. The abridged presentation of Bullocks
ideas in epigrammatic, quasi-poerical terms,
gives the impression that these ideas had
come to rest for him, whereas his struggle
with them in fact pulsi-;[:'d to the end.
Fmogen Cunmingham: Jdeas withous
FEnel succeeds because it was not produced
l]}' those who were closest to her, The

Enchansed Landscape: Winn Bullack, on
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the other hand, fails to add a }'[]1ir:g of
consequence to Bullock’s sagging reputa-
tion, in large measure because it replicares
carlier publications without extending their

terms. The Cunningham book has moved
beyond the terms of culogy and well-
intended love; the Bullock book, unform-
nately, languishes in the past. Both of these
re deeply

113 \\‘l'” as

highly engaged photographers »
L(Jl'l"'llllllL‘ll w ]"I[l]“q_:r-lph:\'ﬂf']’ 3.

to the processes of knowing and communi-
cation through camerawork. In fmagen
f.'nmrr'u_g.l’wm.': Tedeas Withosr End, this spiri[
of inquiry is evident throughout. In The
Enchanted Landscape, Bullock is presented
as a master photographer in a manner tha
suggests stasis and stolidity instead of
process and passion. He deserves bener.

David L. Jacebs is Chair of the Department of
Art at the University of Houston,
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Herman Detering
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Michael and Deborah Hirsch
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Mondriaan Foundation,
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Carol Silverman

Sharon Stewart

Texas Committee for the
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Howard Greenberg
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Anne W, Tucker
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Clint Willour
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Richard and Janet Caldwell
Bill and Ginny Camfield
Bob and Mary Kay Casey
Patsy Cravens

Jeff DeBevec

Dena Edwards

Rhonda Fannin

Mr. and Mrs. James Fourmy
Helen Gardner

Harris Gallery

Earlie Hudnall, Jr.

Charles Johnson

Len and Cathy Kowilz
Roger and Marj Krueger
Etan and Nili Levy

Bill and Maud Lipscomb

DONOR HONOR ROLL

The Board of Directors and the staff of

Houston Center for Photography
would like to take this opportunity
to express thanks to those who have

given financial support over the past year.

This list is as complete as possible at the time of printing.
If we've failed to include anyone, we offer our apologies
and hope that you will let us know. Thanks also for those
who have given so generously of their time and talents.
You are important to us as well.
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Mew York
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Benteler-Morgan Galleries
Southwestern Bell Foundation
Hans and Karen Staartjes
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Stanford and Joan Alexander
Cheryl Alston and David Wilson
Claire Ankenman
Dick Arentz
Sara Astrich
Kenneth and Barbara Axelson
Susan Bielstein
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Jody Blazek and David Crossley
Edward Bornet
Mr. and Mrs. LW, Boyce
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Linda Broocks and
Michael Wilson
Edward Brook
Peter Brown and Jill Fryar Brown
Anne Bushman
Keith and Pat Carter
Jean Caslin
John and Isabelle Chapman
lohn Cleary
Harvey and Liz Cohen
Carol Crow
Margarel Culberison
Carolyn Cullinan
Dr. and Mrs. William Daily
Randolph Denosowicz
Joanne Devivo
Diane Dudley
Richard Duncan
David Elliott
Marie Fay Evnochides
Exxon Corporation
Roy Flukinger
lay Forrest
K. Lynn Foster
Eric and Holland Geibel
Grafikshop
Palsy Graham
Isabelle Ganez
William Haycraft
Paul Hester
Carroll Hockner
Hooks Epstein Galleries
loseph Horrigan
Julie Hutcheson

Richard Jackson

Charles and Mary Beth Jameson

Herman “Buddy” |ones

Barbara Kalmans

Garland Kerr and Jim Blackburn

Charles Krenzler

George and Toni Kyle

Annette Lamoreaux

Louis Lechenger

C.W. Light

E.W. Long, Jr.

Buz and Libby Marvins

Mr. and Mrs. Kaye Marvins

Mike and Mickey Marvins

John MeGary

Marlee Miller

Joseph Mooney

MNancy Moore

Murder by the Book

C. Scolt Norton

Maggie Olvey

John Parkerson

Robert Patton

Ellen Penner

Caesar and Barbara Ramirez

Beverly Ramirez

Macey Reasoner
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Gary Retherford

Gordon Rose

Robert Rosenberg
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Charles T. Wiese

Barbara Runge

John D, Rutland

Samuels Foundation

Daphne Scarbrough

Lee and Beth Schlanger

Barth Scharre

Stephenie Shapiro

Donald Skipwith

Barhara Smith

Sage Sohier

J. Donald Squibhb, Jr.

Paula Stephenson

Larry Stern

Roanne Stern

Jonathan Schwartz

Vin Talwar

George Timson

Tyler Todd

Pampa Trotti

Muna Tseng

Carol Vuchetich

Mary Carol Warwick
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Dr. Marris Weiner

Michael Wilk

E. C. Williams

Mr. and Mrs. Wallace 5. Wilson
Richard Waortham

William Wright, |r.

Todd Yates

IN-KIND SUPPORT
American Airlines
Anthony's

E. Lynn Baldwin

Brian Beck

Suzanne Bloom and Ed Hill
Caldwell Printing

Chroma Copy International
Color Images by Ridgway's
The Color Place

Color Reflections

Compass Bank — River Oaks
lay Forrest

David L. Jacohs

MNPL, Inc.

Pike's Peak of Texas, Inc.
Savage Design Group

J. Donald Squibb, Jr.

April Rapier Photography
Spec’s Liguor Warchouse
TEBO Dhesign

Thai Pepper

Village Greenery & Flowers

COMMUNITY COSPONSORS
American Indian Chamber of
Commaerce
Austin College, Sherman
Collin County Community
College
Cultural Arts Council of Plano
Community Artists” Collective
Department of Aviation,
City of Houston
DiverseWorks
FotoFest
Galveston Arts Center
Goethe Institut —Houston
Grady Middle School
Houston Area Women's Center
Houston Art Dealers Association
Houston Women's Caucus
for Art
Intertribal Council of Houslon
Kid-Care
Middle Tennessee Stale
University
Multicultural Center,

Corpus Chri
Municipal Art Commission
Museum of Fine Arts, Houston
Photographic Resource Center

at Boston University
Ripley House—Good

Neighborhood Centers, Inc,
San Francisco CameraWork
George Sanchez Alternative

School (AAMA)

Department of Art, University

of Houston
Women's Caucus for Art
Women's Chamber of Commerce

of Texas

The

AFTERIMAGE

Serving private collectors,

museums and corporations

since 1971

Hours: Mon.-Sat. 10:00-5:30
(and by appointment)

INVCE

Photograph Gallery

The Quadrangle #115
2828 Routh Street
Dallas, Texas 75201

(214) B71-9140

SPOT / FALL 1994 / Houston Center for Photography

Do you like working with old negatives,
old photos, restorations, unusual requests?

Then we have the lab for you (studio attached).

Posters Unlimited + The Black & White Lab
now offered For Sale.

Call Ray for information at 780-0978

Located on Fondren between Richmond and Westheimer
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FERRARIO
PHOTOGRAPHY

Hope 20" Processor & 5 X 7
Durst Enlarger: $8.00 Per Hr.

Custom Printing For
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PHOTOMURALS

4211 CAROLINE  HOUSTON, TEXAS 77004

QUALITY FILM PROCESSING & CONTACTS
C-41, E-6, B/W

CUSTOM SLIDE PRODUCTION
Slide duping, Photo-Drops, Title Slides,
Computer imaging

MACHINE & CUSTOM PRINTING he

From color & B/W negs. and slides

PRESENTATION GRAPHICS
Viewgraphs, Duratrans, Duraflex, Photomurals,
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