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MULTICULTURALISM

Discriminating Tastes:
Re-examining the Quality Issue

Myriad issues affect artists working in the multicultural environment.

Jo Ortel, an audience member at the symposium held in conjunction with
the "Message Carriers” exhibition ar the Houston Center for Photography,
examines the role of the issue of quality in perceptions of the artists” works.

Multicultural Message Carriers

Oilia Sanchez n:h'|mnd.'. o questions sunuund'mg the artistic tenets of the
American Indian.

EXHIBITIONS

The Work of Women

The distinctive work of women photographers in Texas relates the experi-
ences of the individual o the journey of all women. The recent show
“Re:Framing the Past: Recent Works by Texas Women Photographers”
highlights nine of these photographers. Reviewed by Mary Visser.

Montage: The Ghost in the Machine

Organizers proclaimed the festival's aim as revealing “the fusion of art and
technology.” Hans Staartjes recounts the high and low points of the event.

Drawn to the Light: Montage 1993

After attending the festival, Charles Wiese offers a comparison of modern
man'’s attraction to the computer that is net unlike his prehistoric ancestor’s
pu“ toward ﬁn:“ght.

Pea Pods and Pears

Musings on the unique personalities of collectors and what drives these
individuals. Maggie Olvey also offers insight into the distinctive “Allan
Chasanoff Photographic Collection™ ar the MFAH.

The Rite of Women'’s Autobiography

The process nfwr'lling a woman's life, whether visuali}' OF On a page,
repositions her in the patriarchal society. “The Visual Diary” at the
Houston Center for Photography is examined by Patricia Lee Yongue.

Measures of Light

In “San Antonio Project: Judy Bankhead 1976-1991" Bankhead has sought
to personify societal ills through her portraits of individuals. The revealed
emotions strike a chord of agreement in reviewer Pawul Hester.

Trees Abound
Ed Osowski reviews the summer Contemporary Ans Museum, Houston
exhibition “Forest for the Trees.”

Uncivil Wars

Cindy Sherman’s “Civil War Series” at Texas Gallery revealed yer another
aspect of Sherman's artistic personality, This show was an opportunity to
look at the photographer’s artistic evolution as well as her current means
of personal culwral critique. Reviewed by Ed Osowski.

Ezra Stoller Looking at Galveston Past

In his review Ed Osowski recounts the historical Galveston phnmg,r:lphic
project undertaken by Stoller to document the ciry's artistic past. The review
coincides with the June reissue of the accompanying book by Rice University

BOOKS

Just Plain Folks

By removing the slick guise of many celebrity portraits, Gus Van Sant has
lifted the veil and exposed the “sameness™ we all share. Grs Vion Sane:
108 Poreraits by Gus Van Sant. Reviewed by Michael G. DeVoll.

Press.

For Love of the Show
In Indian Circus by Mary Ellen Mark with a foreword by John Irving, the
itinerant life of the circus performer is examined.

Reviewed by Holly Hildebrand.

Pixel Vision

Traversing the hismr:,' of im-.1gc—|1m1(ing from ]-'liny the Elder’s account of the
subject to the impact of contemporary digital technology on thought and
practice. The Reconfigured Eye: Visual Truth in the Post-Photographic Era by
William ]. Mitchell. Reviewed by Mark Frofmman.

Books Received

Cover: Amy Blakemore, Sister and Brother, 1930, gelatin silver print. See story on pg 6.

HOUSTON CENTER FOR PHOTOGRAPHY

EDITOR'S NOTE

“The p(ar(rajv 153 magic mirror in which the dead return and come o life.
We see again in this mirror the men and women who were the artist’s
contemporaries. From this gallery of poreraits, the physiognomy of histo-
ry itself arises.” This description of portraiture, written by Edmund and
Jules de Goneourt in the nineteenth century, still provides a glimpse into
the allure of the art. What is so enticing to many of us when viewing a
show of portraits, whether painted or photographed, is the motivations
of the artist and his acquaintances. Hence, the frenzied attendance of
glitzy portrait exhibitions such as the Annie Leibovirz ar the MFAH.
Included in this issuc of SPOT are essays and reviews that wuch on the
wide range of image-making styles included in portraiture.

Just Plain Folls, Michael G. DeVoll's review of Gies Vian Sane: 108
Portraits, strips away the mystery of this flmmaker and photographer’s
often idolized friends and colleagues. DeVoll's review emphasizes the
“democratic” qualities of Van Sant’s portraits which express his deliberate
efforts to reject the aims and results of Hollywood glamour photography
and of photographers like Baron de Meyer or Cecil Beaton. Van Sant’s
own sexuzl pl’l,"‘Fq:[l,'n[,‘q,‘—ﬂT that aspect of it that is umutur-ulllur.d—m;i}'
also find expression here. The Houston Center for Photography and
Jamison Thomas Gallery (Portland, OR) have organized a traveling exhi-
bition of this series, Casting Conclr: Portraits by Gus Vian Sans.

Also in this issue, For Love of the Show, Holly Hildebrand's review of
Indian Circus by Mary Ellen Mark includes some unusual portraits of
people who make the Indian circus their life. The majority are children
who use the circus as means of survival—bypassing lives of prostitution or
crime to support themselves, Mark made several trips with numerous
competing circus troupes to compile these photos.

A special section to accompany “The Visual Diary” exhibition at the
Houston Center for Photography, which is part of the Women in
Photography Conference, is also included in this issue of SPOT. Parricia
Lee Yongue compares the awakenings gained through autobiographical
art to those found by a writer in the novel The Land of the Pointed Firs

Karen Gillen Allen

LETTER TO THE EDITOR

Editor's Note: The following letter was received in response to Linda
Benedict Jones’ review of Paul Hendrickson’s biograply of Marion Post
Waolcort published in the Sunvmer 1993 issue of SPOT,

Dear Editor,

It was my good fortune to get ro know Marion Post Wolcotr and Lee
during the last twenty years of Marion’s life. | was one of the people who
helped ger Marion back into the public domain, although Lee Witkin de-
serves the bulk of the credic,

I went with Lee Witkin on that fareful day when he found Marion and
Lee living in retirement in Mendocine, California. Marion had not done
any printing since before her FSA days. With the offer of a show in the
Witkin Gallery she eagerly embraced the idea of gerting her old negatives
from the Library of Congress and printing them anew. Lee Wolcott was
in fotal support of the idea. | took on the sk c}i-hu|p'|ng her re-learn
printing. Lee and Marion moved from Mendocine to San Francisco o
become my neighbors. Both Lee and Marion spent many hours printing
in my darkroom. We became good friends, and they let my wile, Brook
[ lm:,', and me enter into their lives as nnl_\" E;nmt friends can. | think we
know a great deal about their lives together.

While Paul Hendrickson did a fine service o photography with his
book, I believe he fell into a writer's trap when he depicted Lee Wolcott
as both Marion's lover and principal foe. Lover he surely was, but in no
way was he her foe. It makes a good read, and in this dime of feminist
rhetoric it comes off as p(aii[icﬂ]ly correct, but it does a disservice 1o Lee.

Lee is a strong personality, no doubt—bur Marion was no panty-waist,
In Lee's own words, “Marion was one wugh cookie.” She had o be, 1o
have the courage 1o travel the South alone and venture into juke joints
and other worlds forbidden to women. If any woman was a match for the
men around her, it was Marion.

What happened to Marion was a product of the times. By the time
Marion left the FSA, the whole project was going down the wbe, suffer-
ing much the same fate as the NEA in our time. A lot of political nerds
thought the FSA was a communist conspiracy. Stryker had a difficult
time keeping the operation going in the face of mounting criticism 1o the
effect thar FSA photographs were somehow un-American, Not too long
after Marion's departure the whole ball of wax melted. What happened
1o Marion after that ran parallel to what happened to the rest of the FSA
photographers. Their hot streak was over, Walker Evans became a
Fortune mag;u'im'. editor and anl}r wiorked sp(:mlir_':l“_v behind a camera.
Rothstein became a magazine editor. Dorothea Lange worked off and on.
She did manage to carve out a place for herself as some kind of pop icon.
What ever happened to Russell Lee? He continued ro work ar annual re-
port photography and the like, but his reputation is based on FSA. How
abour Vachon, Ben Shahn, Theo Jung, Collier? Whar do we hear from
them as pl‘mtugr:lp]‘l.cr.\' after FSA? \"'i:r_',' lietle, 1 would sy, 'nwjv all suf-
fered similar fates. The only difference with Marion is that she became
a wife, mother, farmer, world traveler, instead of a magazine editor. She
also continued to photograph. I've seen some of this work and it deserves
to be seen, No doubr, the rest of the FSA gang continued to photograph,
and some day we will mine thar silver lode. Lee Wolcott is trying to pull
tn[_f‘cthg:l' Marion’s later work and get it pri:ltcd. Ha.rdl)' the act of her
“principle foe.” continued on page 22



DISCRIMINATING TASTES:
Re-examining the Quality Issue

This essay is in response to a symposinm
arrdd exlibition, Mcssag: Carriers

at Houston Center for Photograply
September 10-October 24, 1993

O‘q{d siized fa_v the Ph u:ogrdp.’; ic Resource
Center at Boston University.

Jo Ortel

In 1990, Howardena Pindell, an African
American woman artist, published the first in
a [“U}'Ml'l H.Ticﬁ U’-'-lrl-lL'l‘L'& i“ jrl'rﬂ JN"!'l'{';’I-'T
Exarminer in which she accused the art world
of racism.' She included first-hand accounts
of racist treatment she and other artists of
color had expenienced at the hands of gallery
owners, dealers, museum curators, critics and
art historians, She further based her charge on
searistics she had gathered
l-‘]]— an L'-'lrli(.'l; |.1T‘p’l.'r IL'S{"JI‘L'II
document on the subject.
Her dara |;||,-.-l|'|:.' showed
:ll;l[ ﬂ"lﬂtl.\ (]1‘(_‘1](‘1 are
severely under-exhibired
compared to their white
L'u||c.15:uu.-;. For Pindell, the
appalling paucity of artists
of color in the venues of the
art “‘13r|(l Lﬂﬂllll l“ﬂ." 1"‘.'
artributed to racial discrim-

ination.

Not surprisingly,
Pindell’s aricle provoked

contro ll'l ll'li.\ ]“bl—

Civil Rights era of simulta-
neous high racial rension
and sensitivity to “political
correctness,” her charge is
serious and stinging—all
||-|L' IMAOre S0 “‘]1‘.‘“ l!irﬁ‘l_'[t'd
ar 2 sector of society thar
generally prides iself on
its liber:
|"l[1£|=.'.|r!~ !\ll%":.\lll]" li'ldl :llL'

m. Bur it was

art world invokes the issue
of quality as a veil to cover
overt racism that perhaps

rankles most. Pindell wrote,
‘Double speak’ and “double-think” codes are
used in the are world to imply the ability of
one group of artists {p::npl:; of F.uru}xﬂn
descent) 1o E\I:dll.a.‘l: 'qu'.l]i'l:." work, and the
inability of another group of artists (people
who are not of i"_um[m;m descent) to |1ﬂ1dllLl‘
‘quality’ work. The word ‘quality” is therefore
used as if it were SYNONYIMous with skin pig-
mentation and ancestry, bur is staved publicly
as signifying an unsullied and courageous
coler-blind sandard,™

Drespite Pindell’s solid artistic reputation,
one can almost hear her opponents suggesting
in retaliation that hers were the charges of an
art i'oi \\'ITU rl."ﬁl!ixl (1] L“.'I_'L'Pt lI'l‘.' IKT\\]‘II]‘I“}'
thar maybe her art was not good enough to be

exhibited: bitter, she E‘I]ﬁ!’l’.‘d her n|1|:,' rump

card and made the accusation of racism. Iris a
familiar counterattack, similar to the one with
\.\'hiﬂ.]l FL'n'lim'.\l -'ll'lil.\:L ane ILKJIL‘IJ '\-\'I“.'I'l t]“."\
accuse the art world of sexist practices.

1 could not h::lp but think of Pindell's ari-

cle when the question of artistic quality was

raised in one local review nF"ML‘s'.'.LgL'
Carriers,” the recent exhibition of photo-
L‘.TJIT]'liL' '\‘r'(’fl'( 1',:" Ellr’l'll L‘[JI]tL'mp(]nll‘_\\' N.‘lli\l‘
American arists held ar the Houston Center
for Photography. Included in the show were
Parricia Deadman, Zig Jackson, Carm Lirtle
Turtle, James Luna, Larry McNeil, Jolen
Rickard, Hulleah ]. Tsinhnahjinnie and
Richard Ray Whitman. The exhibition,
which travelled to HCP from the Photo-

graphic Resource Center in Boston, was

curated by Theresa Harlan (also a Native
American of Laguna, Santo Domingo, and

Jolene Rickard, from the serles [ See Re

Jemez Pueblo descent). The response was
tJ\'cr\\']w]mingh' pmil'lvu. Some reviewers,
however, suggested thar the organizers had
suspended their critical judgment in an effort
o p".'S‘.'I'l[ E Shﬁl'“' lhi]l '\\-"Ull!LI I."U[]jill'"'l o Cur=
rent standards of political correctness. Once
:.Ii_[.lin, we circle back o the uhiquimu.-; e
of quality.

What is this notion of quality? On whar do
we base quality judgments? Whar are our pri-
orities concerning “good” ar? More impor-
tantly, where do these criteria come from?
\‘:'11{’ ar “'II;I[ 'i.\ dc:l:.‘rlu]'ning—lll Ilil.‘i P“.l[‘L‘-
termined—them?

In an article entitled “Critical Reflections,”
Thomas McEvilley wrote that “the main-

stream tradition in Western philosophy. . .
has argued for universal and unchanging cri-
teria of quality that are supposedly valid for

92, ariginal in color

d in 82, 19

all times and p|.'|.C1'.\."' McExv i]IL'}' continued,
“There are differences in expression, . . but

it is a shared idea that correct judgments are
]'N'L\Ld Of 4 COrmect Ik."lﬁ:l_'p:il"l llf.llllll\-'l.'l'?tdj.\-
and incorrect ones on a misperception of
them. Absolute values, in this view, are inborn

to all humans identically in all times and
p|-_1|;c.i, .. Some pu,)ph: can ;ap|_=r¢'|]¢|1d these
inborn ideas clearly, and some, because of a
variety of obscuring factors, cannor.™

This belief in absolute quality and in the
JhJ‘]]l‘\' Ur SOITHE 1O di.\‘.'L'l'” || '\'-'Ilf.'“: EHI'IETH are
unable has informed much ar critical writing
in the past century, if not longer. A substan-
tial coterie of “cultiral arbiters™ continues to
cling to these belies. In a recent documentary
film about the feminist group, the Guerrilla
Girls, one are consultant was asked how he
identifies quality in art. “Thar is a mysterious
" he exclaimed, “Like describing how

I?ﬂﬂ:l' 3
one falls in love.™ Apparently, quality inheres
in the work of ant, the ability o recognize it
is a god-given gift, and the process by which

one discerns it is im-xplimhh-, ]11[:i11gih|c, bt

nonetheless real.
Yer, athe
base upon which such a belief in the univer-
sality of quality rests. As McEvilley notes, the
evidence would suggest that it is subjective
and relative. “First, there is the historical evi-
dﬂl“]:: Ihf.' .‘ti m]?|=.‘ "ﬂc( []'L'll aste ‘Cl'l.'lngc'.‘ over
time. Countless examples could be invoked
10 illustrate this; we're all familiar with them.
Jdll'tJl\L"J N as gﬂ.‘-ﬂ 1"_'" II'IL"ll' own g!:]u.'r.]ti[:[]
may scem mediocre to a later one, and vice
versa, The ve

b s

5 |'!II\'L' P(]il'l[l’.‘[i our []'IJL' l{l

notions of whar makes a work

good have been observed 1o change from age
to age.”

Eunice Lipton, too, de-mystified the
process in her essay for the caralogue accom-
panying the 1990 exhibition, “The Decade
Show: Frameworks of Identity in the 19805
“As scientific as twentieth-century art critics
hawe tried o be,” she wrote, “or insisted they
have been, any evaluation of style is obviously
a }“.'r.\[]n'd] matter, a qll‘.'.\lllli“ Ui‘ul_‘»lﬂ'."\
Assertions to the contrary notwithstanding,
quality does not inhere in cerrin works of ar;
rather, the notion lrl'qu;i['lt}' i a culural con-
struct, Judgments abour gr:-ml and bad ar are
fuid, shifting historically and culourally specific.

IIlI'I:L' \VII(][‘L‘ llf!\\'i‘.‘lli:\' ﬂl‘]"hl ratus we L'-I.]] iIIL'
art world is engaged in the business of estab-
lishing raste, serting standards. Arr crirics,
dealers, museum curators, art historians

EII]}'M!"- included) are all imp]]':'.'l[cd to one
degree or another. Pronouncements from the
cultral arbiters carry grear weigh, especially
l‘]‘j'd)'u EA.“!."C SUIms tr"lﬂullL‘}' k'h;ln(:tf |'l:llIL1L
careers are made or broken on the pronounce-
ments of the “art experts.” Through even the
mast guileless choices we make when we
curate or review exhibitions, ilLll’SliSll .«']]u|-.1r|l\'
articles, or design academic courses, we im-
plicitly help to determine which works will
end up in the canon of Art (with a capital
“A7), which works are great, mediocre, or just
plain kitsch, Sorting through the vast array of
cultural productio
llll;ll ll}' or ]1'I|.'E'Ll ;.“'lll '\'u'b;l‘ ‘.l‘lﬂ.'.\ not.

The authority of these garekeepers of cul-

n, we determine what has

mre derives from education and (miuing.
“They have learned the ‘history” of past ar
and know what ro look for in present ar,”
I.i}?t(]" I'L;L‘. \"Titll.'n." Hl.ll \\'I'Iﬂt []l‘l\]ll’.']."l'.‘i

have they enjoyed (or taken for granted) thac
enabled them the luxury of learning history,
anel whose history are they learning? Just what

is the re wri(mshi]_l berween one's socio-eco-

nomic background and one's conception of
art? As f\-icE".\-"L||ey has mused, “It seems clear
thar we rake as objective measures of value

what we have been conditioned o ke tha
.. One of [the conditioning factors] is
the cultural tradition in which one lives, In
the Western tradition in gcm‘r:l], for r_'mmplu_

any art thar rises from the Greco-Roman lin-
eage. . . looks recognizable as arc and thus will
tion of

L‘G}l’]‘r.‘:ip(]lld o some d‘.“:r‘.‘f_' ECr Ot
connoisscurship,”"”
Conversely, we should not expect arnt pro-

duced by artists with experiences that differ
I‘l{il]'l O W T H' [Iﬂ'il[]}' iIIIU our IHIKL'!-.
Bur this ought ro make us reflect upon and
perhaps even reconsider our criteria—nor the
art we ane 1r}'1'111.’. 1) II'I;ikL' {_l'llf-ﬂflll ilnd our
maotives in imperiously imposing our stan-
dards as if they were universal and absolute.
McEvilley is justified in suggesting thar,
_“'llL'n ong |_'nl'|1muni1)' I|I-TIL\[I;' il[[L‘l]IF]T.'\' (L]
enforce its idea of quality on another, an
irrational and dangerous act is performed that
can only arise from hidden, perhaps violent

! Again, Lipton: “Finally, the most
important question must be: Whose voices

motves.

have access to distribution and power, and
whose don’t? And why?™

Through cultural and social events of the
past thirty years, many of us have recognized
the necessity and desirability of being pluralis-

-

tic, “panoramic” in our definitions of art and
F
y. Yet for even the

in our evaluations of qua

most open-minded, certain parameters per-
sist, For example, we may embrace the obliga-
tory postmodern theories of the artist (T refer
to Roland Barthes” notion of the death of the
author), but ar the most fundamental, unac-
knuwlulgr,d level, our rxp:'n:[-.niun:. still en-
compass the person of the artist, and his or
producing art.” | was

her motivatiol
reminded of some of these unguest wned

boundaries and trenchant assumptions when,

a few years ago, a friend suggested we browse
a “gallery” thar catered o tourist rade and
WS [E”‘.".l \Vllt]'l [l'lll\\-pll)‘jll(.cd iMiliIillt_'\.\u

“Whae! Th ved. “That's

kitsch!™ I may be

not art,” | exe

I, but no self-respecting
art historian would set foor in such a den of
crass commercialization, just as none will like-
I;\r lﬂ.' Fi]l“]l[ at lhﬂ' llf\lar\'illl.; ;l['llfﬁl“ !-;l|:.'5 IL"I."'[['
lardy promaoted in tresome television com-

als,

We cultural arbiters have a vested interest
in maineaining hierarchies. Do away with
these dubious distinctions and the need for
'i'lf_' art L'I[]I’.'!'t \‘ﬂ]'li.‘u]'l‘.'ﬁ. Mﬂr." l{‘_{'“'-lﬂ'.‘t \";";i!kﬂ.'r.
nineteenth-century physician, feminist and
reformer, once said, “You [men] are not our
profectons. . . ]E._\'Irll were, who would there
be to protect us from?” Shift the focus and
Walk
CONEXL.

Like McEvilley, I am not advocating that
we di.\}“.‘n.‘a: \Vllt]'l \';lllEL' illdg["c“t.\ ;l[[‘ lgl:lllt.'l‘.
that need not be the ultimare goal. Whenever
we find ourselves making evaluarive judg-

 pithy comment would apply in this
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ments abour art, or dismissing work with an

invocation of “quality,” we might instead sim.-
I'FI"\' Pf{:ﬂ.ﬂ.‘d (.';.l'llliﬂll\]}'- \\l'lltll l."m;l:‘.'r .\‘.'“"L'll”'
sciousness. We oughe to take a moment to
Jul:nmﬂcdgu our assumptions and our condi-
tioning ro oursclves and ro our audience. We

would be well-served, I think, to notice how
our experiences—economic, ethnic, social,
political
of art.

arc FI'J]TII‘]'I!." our Pit‘ll.lﬂ! (Jf a \'\."U]'k

Let me suggest how this process can work.
“:\'C[ lh(.' COourse UF my .\llld}' lI[.”IL' SOMetimess

thormy issues swirling around the multiculour-
alism debate in the arts, | have been troubled
by the decision of some anists of color 1o be
very protective of their art and extraordinarily
selective abour where and in whar context
their works are seen, reproduced, exhibited.
I'he artists included in “Message Carriers” to-
t_';‘.-lhﬂ" W]lI] curator -]-I“.'Tk's;l !—;;lflﬂll L'){[]T\'.'.‘i.‘ﬂ."l
this sentiment in the lively sympasium that
took place at HCP on Seprember 11, 1993,
.l]'li.‘- ‘.;ilL'[.l.lI C(]]]tn]] \"“1["[[ li'l{."\' -'lr!:_l:]f_'d, !'li.']l?
prevent the work of artists of color from being
misunderstood, misinterpreted, and mis-
judged according to an inappropriate and ill
suited set of criteria.

g a0 \ 4 £ih %
Zig Jackson, indian Photagraphing Tourist Photographing indian, 1992

aped by these pervasive market foroes. Re-

cognizing where these prionities come from, |

am better able to critique or relativize them: is
there really any reason why this definition of a
work of art is better than one which conceives
art wholly differently, as larger (and perhaps
maore abstract, less materially-based) than the
object/artifact per se? A work which resonated
“'."h our Fn“'lll[]iill.‘n'.\'l g‘.‘nl‘fﬂ[in“ I"ll[ fl'l'.'”
today seems “dated” cannor, by our current
criteria, be a grear work of art. The definitions
we [JJ{L' l’(]r gn‘]l[t‘d ﬁl]l{(IL'“Il\' Socm Lll‘l}i":l!‘}'
and alrogether o rigid.

In fact, there is an analogous Native
American belief (obviously generated from
very different circumstances) thar art can
Ll’[“ll[]ul.' Lie] i.'r.n'l]'llu]'l‘[f-l[l.' i[]dt’]h‘”l!ﬂnll}' ‘lnd
beyond the life of its creator.” Significantly,
though, the panel discussion at HCP only
l'l1.‘lri;il1.]!|:\.' '(!l“_'bl’.'(i |J'I"|'|n [l-lt' Ph[![i]g[ﬂphﬁ
as objects, Eunice Lipron was right when she
asserted that market forces—largely unac-
knowledged but ever present—are whar drive
our culure's desire for “codified and con-
firmed notions of quality and originality” in
ant critical discourse." Indeed, t|1q' drive our
very conception of art and of how art should

The position seemed problematic o me. | function,
was disturbed by the implication that
the art could not stand on its own.
Ifiedid not convey its message effec- ——
—]

tively without words, speeches, and
symposia artached, withour a careful-
|!"‘L‘|"I'l’l!”‘.“.l ‘.‘ll\'il‘[]“n'ﬂ"ﬂ[, l"“ﬂ'
would the art possibly stand the test
of time? Whart was o keep it from
]’L‘i"l;_" |ni.\1lf]d‘.’rﬁ'l’l’l| ar “'li.'\'i"“.'r—
preted later? | wondered, oo, if these
.1I'li!i[.‘. C‘Hll‘.l l'l.'-'l]]l\' J+r(] I‘d fl“.' illxllrl\'
of being so selective about where and
how their works were seen. Did they
not desire visibility and recognition
within the mainstream and if so,
wasn't such protectiveness counter-

|=rlnlur_'[i\1 in.l”}', I was bothered
by the implicir re-introduction of
a hierarchical model, in which the
artist’s interpretation of her work is
given greater significance than the

viewer's.

Slowly, though, T am realizing
that my concerns are saturated with

Eurocentric, modemnist expectations

and assumptions—which m

not l]\'cl[itp \'\."ilh lh(].\-\.‘ "F:hL'

Native American artists included
" I have been
unthinkingly impasing my prioritics

in “Message Carriers,

for art and how art should funcrion
where they may not pertain. In probing why |
place such importance on the autonomy of
the art object, | have come to see that in a

society so dominated by capitalism as ours is

the self-contained, self-referennal work of
is valued because of its long-term market
saleabiliry. By extension, the modernist, uni-
viersalist decree that art should transcend its
cultural and historical moment has also been

Hulleah J. Tsinhnahjinnie, Census Makes a Mative Artist, detail, 1991

[ begin to understand why Hulleah
Tsinhnahjinnic and Jolene Rickard (10 name
tm|}' twa) are pm[u'livr of their work, T sit
uncomfortably here before my compiiter as |
reread the closing words of Theresa Harlan's
essay about native photographic messages: “So
often, the task of interpreration is handed ro
non-native art historians or anthropologists

cantinued on page 20
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AMERICAN INDIAN
MESSAGE CARRIERS
IN A MULTICULTURAL
ENVIRONMENT

Editor's Note: The following interview was
fakeen ﬁr}m talles with Ovilia Sanchez, a
panelist in the symposium accomparnying
the HOP "Message Carriers” exhibit.
KSanchez is an active member nf the Tner-
tribal Council of Howston, She is founder
af the American Indian Chamber of
Commierce and has been involved in
numerous auiveach programs on a nation-
af, regiom!fnmf local level She &5 af !"m;u.ri
descent.

Editor: Whart place does art hold in
American Indian culture?

Sanchez: The
Indian is his arv
flute, the drum, pottery, wood carvings,
beadwaork, paintings, pho-
tography, or songs. By

ing spirit of the American
w]‘u:lhcr lI'IL' ln{dillll'l i.\ 'I]L‘

is
art, the American Indian
perpensates his own identity

and cule n this sense,

artisa gl["[ (!l‘l]l]tlL'l".\ I"!{'
ing, His ar serves as a
“message carnier” about his
identiry to cultures outside
||Ii3- W= 'C}‘.Plili rlil!g '\'n'h(]
he is and whar molds him.
Serving as a message carrier
to non-American [ndian
cultures is an educational
})[lK."S.‘i l“\ \\'I'l icl'l 1'“.'
American Indian can avoid
the frugmr:nr:ilinn and isola-
lil1l1 (.'-']u&l.d l‘:l' I]lll.\HJL'
forces.

Ed.: How does the
“Message Carmiers” exhibit
fit this idea of are

Sanchez: The exhibir, “Message Carriers,”
is a fine example of American Indian belicfs
regarding the artistic process of photography
:||.1gmcnu'd h}' various art media and exr,
The eight photographers featured—Patricia
Deadman, Zig Jackson, Carmen Little
Turtle, James Luna, Larry
McNeil, Jolene Rickard,
Hulleah J. Tsinhnahjinnie,
and Richard Ray
Whirman—conveyed
compelling messages to the

audience, not m1|_v of iden-
tity bur also of objectifi-
cation and insensitivity.
These messages deal with
1) ver-
sider (Indian) views

er (non-Ind

of American Indian culture
and focus on history, social
conflicts, and art.

Ed: Where does the
notion of the “Noble
Savage” come from and is
there any truth to these
perceptions ?

Sanchez: Hismrig'a“:.',
ousiders have viewed the
American Indian as a
“noble savage” leading an
idyllic life in total commu-
mion with namre. If's inter-
esting to note that the label-
ing of American Indians as
savages, as Chief Standing
Bear wrote in his autobiog-
raphy The Land of the
_ﬂ:prlmvf fﬁ{g.fr', was “the last abuse” cast u pon
them. Bur all the years of calling the Indian a
savage has never made him one. . .”

This view is evident, for c.{.lm|:|c, in the
works of German writers and artists, most
|1m:1h|3.' the novelist Kard _\-i-,l}' (1870s) and
the artise .'\.ugu.\[ Macke ff.lr]}' 1900s). Theirs
was a highly romanticized lirerary image of
the American Indian, the natural man whose

life was apolitical and whose culture was not
materialistic. Indeed, modem-day Germans
\[i]i I'l'ﬂ\".- a [l‘"l;lf“i‘L '\'ll‘L'\'\-' (I'.u'l'l.”'lfriﬁ.ﬂl'l

Indians and routiney participate in

CICt-
ments of Indian dramas at the “Indian” ¢

of Bad Segeberg or retreat to the recesses of
Germany's Black Forest to revert to living
the way the Cheyenne did, donning authen-
tic-looking native dress, setting up tepees, and
cooking over open fires,

As Lakora Chief Standing Bear wrore, “Let
the American Indian write his own history;
let him convey his message to the outside
world.” The realities of American Indian life

and history, far from being glamorous,

more apparent o the insider than o the our-
sider.

Ed.: What is modern life like for
American Indians #

Sanchez: Life for the American Indian,
especially roday, is plagued by social, educa-
tional, economic, and health problems expe-
rienced daily. Socal problems deal primarily
with the issue of identity, addressed by

Larry McNeil, Americas, 1491, 1992

Tsinhnahjinnie in her black-and-white self-
portraits, Cersns Makes & Native Areise, We
are dealing with the problem of determining
who is Indian and who is not. Does a ribal
roll or Census number make one any more
Indian than not having a number? How doss
one determine who is Indian—by bload
quantum? Why is it even necessary to prove
s heritage?

he enactment of Public Law 101-644,
Indian Ars and Crafis Act of 1990,
requiring native artists to prove their her

places the burden of proving “Indianness” on

the Indian for the benefit of the oursi
wants to buy authentic Indian art. Why

.\]'I.(Illl'l] [I'll.‘ I'illldl’.'l'l l'R_‘ I'F]..IL'L‘II on 'Ihl'.' arist .lf!d

cr \'\-’!'IG}

not on the consumer? If the potential buye
of Indian art 1s not knm\-'l;-db-u:nhlg-, the prula-
lem is duse 1o the outsider’s own cast of mind
which has failed to seck understanding and
knm\.'h-dg:; of what is or isn't Indian art.,

Ed. : Are these realities at the root of the
art of many modern American Indian
artists?

Sanchez: This is often the case. For exam-

ple, objectification and insensitivity of ourside

ceuliures are addressed in Zig Jackson's |f|]u[n-
graph, Indian Photegraphing Touris

Photegraphing Indian. Indians have long been
treated as objects, and insensitive o)

S5

often thrust their cameras at the “object” of

their ﬁn].,\r', [u:,:l]:\- oblivious o the congept ¢
invasion of one's space.

Fach p!mmgr‘.lphn;r al.lfg'il'n_‘[lll' hring:\ a
message to the audience, both Indian and non-
Indian: and the audience leaves the exhibie
with a questioning mind if not with a betrer
understanding of modern-day American
Indian culture. If the observer truly wants
understanding, he will seck answers to the
questions raised by the photogrphic art in
“Message Carriers,”



The
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Re:Framing the Past: Recent Work from
Texas Women Photographers. Curated
by Jean Caslin, Executive Director,
Houston Center for Photagraphy for
Women & Their Work (l‘ﬂlrﬁ']’_‘}r., Auwstin,
Texas, fuly I-August 1, 1993, Galveston
Art Center, March 3-April 24, 1994,
]f:rmpfr Art lf.'fu{ﬂ;_]m}f f—fu.ll’v 1, 1994

Mary Visser

In “Re:Framing the Past” nine women artists
question the political, societal and cultural
content that has been given value by the sta-
tus quo. Fach image contributes to the whole
concept of what it means o be 2 woman in
a parriarchal culture. The exhibition presents
women who work as artists in the photo-
J‘_]'.iphi; medium as individuals and as part of
the concepr of weman thar is constantly being
redefined and expanded. The work asks that
the viewer reexamine their :l\\utnpliiarh abour
the role of women in this society.

In selecting this body of work Caslin has
|m-w|1[<-d WO INTETCONTHC Iil15in\u::\, The

first has to do with the expanding formar

of photography within the artworld and the
other has to do with how these women ap-
proach isues of gender and race through the
photegraphic medium, | found the arowork
1o be not just an exhibition of the individual
works of Texas women photogra-
|3hrn bur a rc.-v,li\.qu\.'c.-lj.'ur'v\.unwn as

|J[I\{iI.ILL'T?~ llr.LlIhllTL' ilf'ltl meaning.

These artists deconstruct the roles
women have had superimposed
llr‘(“'l l]“.'ll'l h'\. d ]‘-ll]]-ilL‘hﬂl \d.)i.ltl\
The violence that women have suf-
fered, the nu-r:'m:\.'pint_'_ of roles, the
very definition of what it means to
be a woman have been examined
and reexamined by these artists,
Barbara DeGenevieve, a feminist
photographer working o change
‘l]’PfL'\\i'\'{: ml'rl'.‘vl.'[“ ;l[iﬂ" 113 ‘l’r-
women and minorities in society,
has written, “Photographic images
carry ideological messages which
cumulatively shape the culrure’s
ideas, values, and awitudes, They
are :lll' |?’l'-|||§.-|\ ”i‘l.“lllll'd’ |'||F1I"|]U:;'|iﬂ'.\. “.'“‘.'

see enough pictures of a cenain type (women
being brutalized by men, minorities as ghetto
residents) we can conclude thar such imagery
is valuable 1o the cultare. Especially, if certain
aspects (1|'mciu:)' are not r:'prt-.u_'nrud, it is
most likely due to the face that no importance

Susan Kae Grant, Faith, 1985, original in colar

is given to them or that they have a negative
value for the culiure l\'|l|nrr.||3i|ir:\.' in male
sexuality, non-stereotypical images of women
and puaplg- of color).”

In this exhibition the photographers ques-

Amy Blakemore, Girl in Hedges, 1992

tion the images we have of women and of
ourselves. The exhibition records society’s
need o revalue women and let women define
their own lives, Each artist presents a view we
women have been told is ours in such a way
that we are confronted h).' the damage and

|i||'|i1.l[iil||!~ il“lh’\l&_’d upon l]lJI';{{.’Il{iL‘f.

K. Johnson Bowles, Post Catholic Relic #2: The Suffering of M.M., 1992, mixed media photo sculpture

Griselda Pollack and Deborah Cherry, both
fermintst are histonians, make the fi |l|m\.-ir'|g
point about how women have been posi
tioned in fine art, “Representing creativity as
masculine and circulating woman as the beau-
tiful image for the desiring male gaze, High
Culrure systematically denies knowledge of
WOImen as pnu]u.;u;n of culure and rnc‘mina_:,"
Contemporary photography has become
increasingly important as an avenue of amistic
:-x]ur;.‘;\iun. Modemists once demanded thar a

work of art stand on its own “withour relying

on subject maner.” This wenet looked to form,
rather than subject, as the important element.
This modemist theme moved photography
INto a p[;u‘c ni'-.wn-p:.nu.'q- within the fine art
world. Important examples of this work are
seen in Edward Weston's finely-crafied nudes
and formalistic im"‘i—-"‘" ||I'\<-ga;[:|h|u\ such as
the Pepper Series.

This approach ro image making can be
found in the work of Amy Blakemore who

works in the straight style which is the ba
for the modernist theme, but who places the
content of the subject over a formal approach
to structure, Blakemore uses the rechnique of
isolating the subject from its environment by
using extreme contrasts in tone development.
[his separation of the subject from its
surroundings gives the subject visual priority.
Her use of the

wpensive Diana camera
allows the derails and ronality of the image
to be defined by the qualities inherent in the
plastic lens.

Many modernist photographers used the
technique of compressing ronalities to height-
en the viewer's attention to the formal quali-
ties of their images such as shape and form.
But Blakemore uses it to focus the viewer's
perception on the content to be found within
the subjects. She understands thar when cap
turing the image one must allow the subject
o IK' i[] L‘|111l’|1| i)".hi\ or IiL'r owWn E1|L'\|_'|,L|_',
The photographer observes and then selects
the moment when the subject reveals thar
presence

In the work Girl in Heeges , a young grl
looks back over her shoulder as she runs into
a rectangular opening between two large box
hedges. You receive an impression of both
delighr and danger from this slighty blurred
view of the moment. Blakemore's photo-
!:mph:. are portraits of the subject’s interaction
with the environment and with the viewer’s

memory. It is up to the viewer o complete

the content of the moment ll_\.' biri ng his or
her own experience to the image. Blakemore
visually isolates the subject to create an int-
macy berween the viewer and subject. The
image is blurred and detail is obscured with
purpose. The viewer must depend upon a
sense of knowledge of the subject based upon
interaction rather than observation.

In Stster and Brother, Blakemore uses
Diane Arbus's confrontarional mode of image

making. However, there is a subte but im-

portant difference when Blakemaore uses this
maode, In this work the subjects confront the
viewer not the I"Jlllﬂib:__"l’_lpht;l. In Arbus's work
one is always aware that the subject is being
photographed. The photographer’s presence

creates a voyeunstic feeling in the images, and

the viewer is made to feel an intruder. In
Blakemore’s image there is no such feeling of
intrusion. You feel that sister and brother are
l{.“h]!'l'lL:“I'l\L', I.“IE'Ll'l.\' L0 VOLT g, The choice
of vantage point is important to Blakemore,
Vantage point allows the artist to declare a
Pl'I'MDII.I.I way IJE.\L'I.'iH‘g which I'IIL'\.I”\ even in
the most complicated field of view. In Thvee
s

the young girl ceneral o the visual data sur-

'.'{'-. Hlill-i‘L'II'IUIL' uscs l!'ll.' Camera |I.'|“- ' ]FI\IR ing

re'rundiug_', her relaxed, but :'nmln.umlin!; pres-
ence, Blakemore's compositions may be for-
malistic, but her intent is to deliver the con-
tent with impact and :-l'.nugh .Lt11|\i;1|i[}' o
force an interaction based upaon the viewer's
experiences. As a straight photographer she
has been true o the formalistic structure of
defining an image, but as a postmodernist
she has given content prionty. We are more
aware of the subject of the moment and what
we bring to the image than of the formal
Strucoure (ll ['h('\t.' lill:l.l_'\li"i.

Walker Evans stated that *We sense noth
ing in isolation, that we sense this for what

it is only by refere

: o another thing."

K. Johnson Bewles with her post-Catholic
relics of mixed media assemblages, calls into
c,|l|l_:\L;|1:1 the tenets of a i},||:i,|.r<_h.|| culture
that imposes upon its female members a role

Maggie Olvey, Fallout (Self-Portrait), 1992,
mixed media photo sculpture
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that denies the reality of women’s lives, In her
waork Post Catholic Relic #2, we are faced with
a pair of red stilleto heels as an icon for the
suffering women undergo to become accepred
within this society’s definition of female. The

nails leave no question thart the wearing of
these shoes is torture. Bowles examines the

absurdity of thi

CONStrct h:\' [11.1L'ing a relic
out of this well known signifier of femininity.
Its importance is acknowledged by the face
that women continue to submirt to small

and large forms of body pain w be anractive.
Bowles uses her Catholic heritage o decon-
SITLICT issties uf'whuu]ily and identity. Within
the context of a relic she gives these sus an
importance and value not yet accepred within
society. She deals with issues of self esteem
based upon a stereotype of beauty that is
unreal while ﬁxm\ing On I55Ues an_:lih and
original sin that have been laid at the feer of

AN ;
l‘!-ll.'h.;r Lova;, One of Two, (Detail), 1990
women for centuries, If the patriarchal culture
demands an amificial face and behavior thar is
so impaortant that women are judged and val-
ued by how well they adhere to the ideal, then
that ideal should be held sacred she argues.
But we are made acutely aware of the absurdi-
ty of these values when the relics of such poli-

cies are on view.

ra Catherine DeBusk takes on issues of
violence against women as a personal event

c. In wntitled (Daddy) com-
pleted in 1992, the image is composed of par-

and a general i

allel images, On the left is a sepia-toned photo
of a family scene coupled on the right with a
p]'ml:u:picd il'[]'d!:l' ofa young woman's face

expressing pain, anguish, and anger. The famn-

ily scene appears calm excepe for the underly-

ing tone of danger or threar. The
appears to come from the father figure which
has been replaced with a whire silhouette.

Twao small girls are standing in the back-

ground and the empry silhouette of the father
holds something in his hand in stabbing ges-
Tire. T—hf “ll If }'_‘lll"ﬁ cxi‘r‘.‘l\.‘iio“s H‘Tll‘l'lr
strange and tense rather than comfortable

in the presence of this ominous figure. The
accompanying photocopied image on the
right shows a young woman's face twisting

across the page with intense contortions of
pain. The same coupling of painful individual
memory versus the innocuous calm of a snap-
shot image appears in the photograph titled

Scottie Stapleton, Six o Six, 1991

waritled (Me). In this image the
face of a voddler girl has been cue
out leavi ng a black J_';aping hole.
The accompanying image is a
photocopy of a young woman
with her hands tearing at her

hair and her mouth contorred

in a silent scream. The conerast
berween the two images recon-
structs the reality of the snapshot
memary. DeBusk forces the viewer
to reconstruct the lives of these
litele gnirls thar is far different from
what the snapshor conveys.

Like Blakemore, Robin Diru
Germany asks the viewer to complete the
story from his or her own |)¢-m}|}.-|| experi-
ences and memaries, The image The Story
of the Earth is Long is a mixed-media collage
based upon images of individuals known or

unknown to the artist. In the

center is a photo booth strip
shot showing a woman of the
19405 in four different poses.
This strip is surrounded by
images of planes clmppin‘u,
bombs and other war time
imagery. Germany's photo
collage tells of a war time
madonna waiting for her

man, In the mixed media
work ttled Second View,
Germany has placed the
image of a young girl on
the lid of 2
rounded by stereotypes of women and their
body parts. When the lid is opened a dissect-
ed view of the internal reproductive organs

nging box sur-

along with a side view of the pubic region is
juxr
s profile. What must the viewer make of

-'lPl:I.\‘L'll '\'\-'Il[]'l a gL‘memr ]‘l'l[][l'l ﬂ‘i—‘l wom-

this collaboration of images? Germany states

Janice Rubin, from the series in Season, 1993

in the c;li.du-g: that in 1L'||ing_ these stories she
expresses her “own concerns abour her identi-
ty a5 2 woman, as artist: a person with one set
of futures who ended up in anothe
The influence of place and culture on per-

sonal iliunlit}' 15 the .~iu|1ju:'[ nr-K:lrh:,' Lowvas'
work. "ast and present are brought together
by perceptions and associations with images

HOUSTON CENTER FOR PHOTOGRAPHY

Cara C. DeBusk, untitled (Daddy), 1992

and objects, In he of Tiwn, a lace handker-
chief imprinted with the image of a young girl
is wrapped in paper taken from a rexebook.
The print is cleary visible and deseribes in
academic tones the expected behavior of an
older girl child when a new baby is broughe
into the home. Here the individual is reduced
to a stercotyped role of generalities of expect-
ed behaviors, The question is—are women's
individualities being observed or is this study

merely prescriptive for expected behaviors?
Who makes these observations? How objec-
tive

e these observations? How are they
used? As we continue to open the package,
the role for young girls becomes more and
more limiting, Just like the old nursery
rhyme, “Whar are licde girs made off Sugar
and Spice and everything nice.”

Susan Kae Grant's chromogenic rechnicol-
or prints are autobiographical dramas, Some-
times the narratives ane .unhi;:uuu!;, but in
others the meanings are technicolor sharp.
Far r_'.‘t.implu in Farh, Grant E}]u\[ngm]}lh
a young woman praying against a blue back-
ground that has been divided at the horzon
line by a thin shelf overburdened with reli-
gious statuary. This young woman is being

choked from behind by very lange male hands.
As a light shines on her pmﬁ|:,-, it becomes
evident that she is so lost in prayer she is

of his choking grip. The multiple
meanings are very clear in this image and the
are brought up
again in the image FExpectations. Wall clocks

LI

issues are many. Similar issue

Hl'K]T ﬂrl'!llnd E !‘!'llfl[_" worman .\il[iflg mna

white dress who appears to have shot herself
with a handgun. How long did the bride wait
fora groom who never showed? Society per-
petuates this myth of salvation through mar-
riage, The artist does not allow us to ignore
the abvious issues. She asks us 1o review our
own blind vision, cur ewn acceptance of the
STATLS (L0 l:_',' |1c}]di|1y_ a |ig_|11 up to the various
situations that constrain or define who we are.
Who we are is often predetermined by the
perceprions of others. Scottie Stapleton is well
aware as an African-American woman that
sterentypes perpenuated by this culoure are
damaging. Stapleton’s work causes the viewer
to recognize the absurdity of such stereotypes.
In the image S fo Sivher character's separa-
tion from her role is just as evident by the
crossed arms as it is by the use of color 1o
separate the subject from its h;:(kgjuuml.,
Stapleron creates a visual interruption of the
expected meaning of the image by coloning
ol'lf:r the fit__,"url:. Presence s very impﬂrm nt
to Stapleton’s working method. She uses the
VISLEL
inner presence of these women. And in using

elements of the image to establish the

her own image as the model in each photo-

graph we are forced to examine how lin ting
the use of stercotypes are in informing us
abourt individuals,

Janice Rubin’s work from the series fn
Season presents us with yer another view of
how women in our society are inculeated
with the roles that have been defined for
them. Rubin documents through the photo-

graphic image the social
Families

s created by
vl communiries. These riruals con-

nect individuals o their peers and their past,
but these traditions also define the identity
and role that women must play, Rubin's

images challenge the viewer 1o examine these

Lir

litions in the glaring sharp-edged light of
the camera. Isolared and detailed these images
make the viewer aware of the shallowness of
OUr perceprions.

Struggle, survival, and developing new
definitions of our own identities are things
that women have been doing for some time
now, Many women have been awakened by
the voice of others, bur more often than not
that call for change came from an intermal
struggle. Maggie Olvey's work is part of her
:-lmgl..]u for survival. The .1~i.l;um|3|,1gr.\' present
metaphors of her experiences while coping
with difficult diagnoses and potent trear-
ments. In Recollections, L'Hw-y stretches the
photographic format beyond the traditional
photographic print to photosculprure as she
reinterprets her lived L'xpr:lirnu;:; with near
death. Her self-poreraic Fallans redefines her
interior image as she focuses on the magnetic
resonating images of her disease.

Caslin has brought together a variety of
works that show a broad range ul‘-l_\ht'lﬂ!-
graphically-based styles from personal docu-
mentary in black-and-whire to mixed-media

photasculprure, Although the images are

diverse, the threads holding the exhibition

together are neatly woven into an intricare
pattern revealing the complexities of women's
||“T..l l'?‘i.l:'l.'rlcllu:.

Mary Visser is associate professor of Art
& associate chair of Women's Studies at South-
western University in Georgetown, Texas.

Robin Dru Germany, The Story of the Earth is
Long, 1992, mixed media photo sculpture




MONTAGE: The Ghost in the Machine

Hans Staartjes, Virtual Reality Helmet

Editor's Note: Montage "93—the
“International Festival qlf‘!'be' Tmage™—
was held for the fivst time in Rochester,
N.Y. in fuly, 1993, Organizers described
its ain as revealing “the fusion of art and
.rerfumfw. " The fﬂa‘i!wﬂ dedicated to the
latest advances in digital imaging, includ-
ed sixteen shows incorporating photogra-
,hb_'r. _,lE'.l':m1 two-dimensionial and three-
dimensional electronic imagery, as well as
intevactive media installations. Scheduled
events included performing arts, trade
show exhibits, educational events, and
m’so_ f"i'\ei.rl'.-a"e'.l'rI virtisal rrdﬁf_v. President o_,f'
Mentage "93 was Nathan Lyons, director
of the Viswal Studies Workshop in
Rochester. Sponsors af the proposed trien-
nial event included the City of Rochester,
N.Y., Eastman Kodak Company, Xerox
E,'q;r‘rwr.ﬂimr. Bausch and Lomb, Chase
Manhattan Bank, N.A. Citibank,
Greater Rochester Cablevision, Mobil,
Polaroid Corpam‘r fon, and Rochester
Telephane Corparation.

Hans Staartjes

.\i'[rll‘ggling with the question (ﬂ-!m]il}'.
[Dhes
h

I am.” The mental and the mai

-anes concluded he could only be sure of

cxistence of his mind—"1 think therefore

al worlds
were :nl;ill:\-‘ sCparate for Descartes, and the
difficulty of explaining the connection be-
rween mind and body became known as the
“ghost in the machine” dilemma. A reality
mnkerer such as virmual rm|ir.\' inventor Jaron
Lanier (one of the major personalities ar
Montage "93), might have solved Descartes”
problem by placing a virtual reality helmet
over the philosopher’s head and ruming the
ghost into a machine or the machine into a
ghost! Acany rate, during his lecture at the
Eastman Theatre, Lanier proposed making

reality an academic question, or ar least blur-

ring the lines of whar we consider “real” by
introducing a new artificial and computerized
“reality” in a body suit, with simulative sensa-
tions of sight, sound, and rouch,

Lanier’s talk confirmed in me the strong
1&_1;!51]5ni'1n-|_3h]:i=iun and excitement | had
arriving in Rochester. | was excited about
seeing the new possibilities of expression and
attending conferences dealing with the uses
and effects of this new lu.|lr1c|]u!_;r\' on art and
artists. In the back of my mind, however, |
felt hesiation; computer imaging, 3-ID pics,
holograms and virmal reality often do linle
except dazzle and impress. In terms of exhibi-
tions, a clear propensity towards the former
could be found in the shows ar Eastman
House ( The New: h}rr.lxm urg.mi?u{ h_\.' Crinette
Major and Hervé Fischer) and ar the Strong
Muscum { Perspectives, Provcimities, Perceptions:
Expressions in Thvee Dimensional Graphic and

Electronic Media, organized by Lance Speer.)

These shows were brimming with startling
im:igc':\', inuluding ]1u|n§:r.lphic and three-
dimensional male and female nudes thar leapt
out into your arms, interactive videos for view
er participation and Eml:\.'—rhmm.![i: computer
collages. I's interesting how the most stantling
of technical feats can leave you walking our of
a museum with a rorally hollow fcc'l'ln;-_.

On the other hand, lterations: The New
Digital Imaging ar the Memorial Art Gallery
(curated by Charles Srainback, associare direc-
tor of exhibitions ar the International Center
for P]m[ngr‘.lph).' and Tim l)mckur_v. a well
known eritical writer on digiral imagery) was
withour question the perfect encapsulation of
the Montage ¢li5i'r.l| and electronic mandate.
T
Graham Weinbren's piece Somata, English

is show, with interactive works such as

artist Keith Piper's multi-screen video piece
Tagging the Chiber (1992), and Alan Rath’s
(.Jff.-ﬂ"a"e'u_q:'r[ 1990), revealed the boldest srides
into a new artistic territory, albeit a territory
that could be fraught with curatorial disaster,
The complexity of the equipment invalved
must have presented considerable |c'pgi\[il.';i|.
headaches for the organizers. Some of the
artists themselves had some major difficulties.
A case in point was Ken Feingold's Child-
hoodHor & Cold Wars (The appearance of
nature.) It was comprised of a TV screen with

a superimposed pair of clock hands, and a
clear \ph:'n' in the ﬂlmp_rn:lnd (representing
the Earth) which the viewer could tum to
l_||;|,r'|:_|rl_' the di-.;}l;]:\.', Tucked in a dark comer,
the machine remained lifeless despite the
efforts of the figure crouched nexe to i, intent
on a pair nl':inldn'ring clips underneath a small

spot light. Bombarded by all the technical
wizardry shown here, the
viewer might not be

blamed for thinking ar first
this was a performance
piece. Graham Weinbren's
Sonata (a clever visual alle-
gory about a Freudian
dream), was out of order
on my second visie; on

my first, I was only able
to view the exterior of the
installation. “Interaction,”
was impossible because a
young boy (a Nintendo
addicr?) could not be
budged from the rouch-
sensitive TV screen. This
was a disappointment

for me; Weinbren made
some of the most inrerest-
ing and engaging com-
ments about interactive
art at one of the lectures

ar Fastman House, and

is at the forefront of this
new art.

Hams Staartjes, Photograph of Virtual Reality iImage

Among the glitch-free exhibits was Rarh’s
piece Challenger. Tt was a sight and sound
installation comprised of an ever-changing
oW nr"i::rl;r red LED) numbers and letters,
seven television monitors representing the
scven astronauts) and a cage of hovering ping-
pong balls. Footage included [.F.K.'s famous
speech about the space program, the landing
on the moon, and of course the news com-
mentary during the Challenger explosion,
The cold technology of the installation itself
lent irony to our faith in "Lli|—|1r[)(11-.\.‘\'sll.'[1|k."
Tagging the Other, an angry piece
by Piper, was mainly comprised of four video
screens with contnuous and confrontational
foorage of identification photos. Although it
was obviously a comment on racism, it was
also about surveillance and loss of human dig-
nity. Less subject 1o u|_u.ip:1'|rl!l failure, the
maore traditional digizally-manipulated fine ar
pieces hanging on the walls included thought
ful and quire well known pieces by Michael
Bire w.l.w.k_\-, Esther Parada and Manuat

Without a doubr, the main arraction at
Montage was virtual reality. The rechnology
expo ar the Riverside Convention Center had
as its central attraction the present manifesta-
tion of the Lanier dream. [ was as curious as

anyone o try out these famous virtual reality

helmets. Needless to say, 1 was not the only

one with this brilliant idea. When 1 arrived,

business execurives were twirling around in
gyroscopic cages wearing squared visorless
helmets; it was a very odd sight. A monitor
showed what they were seeing: a waving, pixe-
lated, serpentine tunnel with dolphins darting
in and our of the screen. (Perhaps an ideal sho
machine for a bored child ar a local supermar-

Dawn Dedeaux, Hall of Judgement, 1993, installation, photo by James Beving

ker.) The scieneific uses of this technology are
extensive. One of Lanier’s first contracts was
with NASA, which uses virmal reality in vari-
ous simulative situations. The possibilities are
iil'lll_[‘:l’_l ‘HLI_‘" |_'|.\' 1}1(' \l)}‘l‘i\‘i(.ll i|.|n ‘.r-[lll' ‘.IIL[L‘.
and by making the sensory input seem as real
as possible. Lanier foresees unprecedented
future refinements that could offer a more
seamless sensation; a design tied more directly
into the human nervous system with devices
thar “Hood the 1'I!.‘;L'tl|’§'_.ll]!i_“

Thankfully, Mantage was not all technolo-

on still existed.

gy, and primitive communi

One ui'm:\-‘ most memorable exper iences was
listening ro Joanna Fruch (professor and femi-
nist art critic at the University of Nevada) at

the Stare University of New York ar Brock
port. Her stirring speech (which included
some beautiful « cappelle singing) entided
Lope and ﬁy‘rnl"r._'rfx.uni|H.tl our relaric m\hip
with the rechnological world. The biblical
p.upl.u;-_..-ur'dm.m and a "Hhocl-;in!', and un
productive furure” in our culture, is a main
fuel for technology. “Technology.” explained
Fruch, “is the system by which sociery pro-
vides its members with practical things that
they need and desire. . . Love and prophecy
are knowledge applied to human beings” ways
of doing things. Most people don't think of
lowe and prophecy as practical, but love, or
lack of it, orders intimate and poll[iud rela-
tionships amongst people.” Fruch added, the
love of “practical things™ today has brought
about the triumph of technology and an in-
evirable effect on social and cultural reladon-
,\I!ip\, Today "u\'|1.nnp]1i|i.i has ll'zumpllcd
over art.” The fagship of rechnology, the
computer, has been “fetishized.” Now
“computer students get enamored with the
machine and forget abourt ant. Information
which includes images,” she warned, “is sim-

I'he counter force, ac-

ply hidden ideology

u[]nlin!: to Frueh, is “love.” “Love is the heart
of the scemingly dismembered body of reality.
.. where human flesh is indiscreet. . . iuinilll_',
people in sex, romance and familial, national,
and H]uh;al ties.” Love "rotates the earth on its

There was little of the love Frueh spoke
about in Dawn Dedeux’s Urdian Warrior, but
it was one of the most moving and jarring
shows at Montage, and an admirable revela-
tion of the courage of this white female artise.

It was a C(]!'IIPIL'X I'I'llllfi-ll'lk'dill i1]\lill|£

benefiting from a run down warchouse locale
{the Hallman's Chevrolet warehouse.) The
autobiographical confessions of African
American, New Oreans criminals and killers
were blared out l|1rnl|}‘_|1 lowid kPL‘.I'\L‘h onro

a derelict side street. Inside the warehouse was
a corrugared meral structure with a series of

wrought iron doorways that led you into indi-
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vidual rooms or “cells™ with “comfy” chairs.
Once inside the rooms, you could warch
video loops of autobiographical details of lives
of young crack mothers and Uzi-wiclding
gang members. In one room, an ddeﬂy white
couple viewed a street-side shooting scene
while seared in two living room chairs—not
much different from |wing at home. This,
however, was a half hour 01\1:51.1‘1&"1.'1[1'115 detail
of a dying victim, with his family and a crowd
gathered round him. Dedeaux uses the view-
er'’s voyeuristic interest in gang violence as a
double irony. Eventually, the viewer is lead to
the central element of the show, the Hall of
Sudgment and the Tomb of the Urban Warrior.
These are like Dante’s J’r{frmr: with surveil-
lance cameras. At the end of the hall is a full-
length portraic of Wizyne Hardy (former gang
leader) as Pian-Ku, the Chinese God of Fate
and Chaos, holding a dart board ar waist
level. The image is printed on translucent
tnyl&r and outlined with brush strokes of
gold. The Tomb af the Urban Warrior holds

a beautiful series of the Hardy Boys (Wayne
and his brother Paul) in various ar and
madern mythological guises, with titles such
as: Baal: ﬁ-‘ig'fﬂmi an Crod af Destruction, jﬂfm
Wiayne, The Frog Prince: Kinder Gentler,
MeFnroe: Class War, Nike: Cross Dressed One
of the last rooms in this show was a testimoni-
al entitled Hape. It included footage of wo-
men inmates singing songs of redemption in
the gos;w] wradition, of a reformed juvr_‘ni!r_'
offender, and of a street celebration for
Louisiana Governor Edwin Edwards, Bur
there was very little in the way of hope for
resolution of racial
more of a wn:nd]'mg exorcism that erred a lit-
tle on the side of gratuitous violence with the
videos shown, and the side of over-beautifi-
cation with the Hardy Bays.

Notice thar the word “art” in the Montage
93 9.']:1;;.1[1 “ the Fusion af Art and ]fh'fuquqy"
is sandwiched in the middle of two techno-
logical words. This is a telling indication of
the state of the arts and our culture woday.
Anrists, as all other pcupk. et L'.;:ugh[ in the
obsession with the latest vechnical innova-
tions, but amists should be among the indi-
viduals able to step aside from the fray, 1o
trust emotions and a sensitive eye; otherwise
they risk becoming unwitting participants,
Marvin Minski, E\IU';.‘.\'SUI’ of media arts and
sciences at the MIT media lab, has said: “We
are entering into a century in which you are
connected ro the world, to the virual world,

sues in this show. It was

and much more intimately than yOu are con-
nected to the real world. Our connection to
the real world is very thin, and our connec-
tion with the artificial world is going to be
more intimate and more satisfying,” These
mellow words can casily seduce one. They
undermine the complexity of a real world
which human beings are constantly striving to
understand. These words originate from our
present day mechanistic and dualistic menral-
ity which, in tum, can be traced back o
thinkers like Diescartes, who first separated the
self from nature. Gerting wrapped up com-
pletely in the world of computers might well
E"(. a lenl U'Im'.'lpllhll't ti'l-'{l |_'I1c(]ur.'1§_|'1.‘£ a dl"
concerting submersion into S<If, and a lack
[]I.C(]]'l‘.l'n'l r[]f nature,

Hans Staartjes is a photographic artist of Dutch
nationality, living and working in Houston. He is
studying for a Master of Fine Arts degree at the
University of Houston,

Alan Rath, Challenger, 1991

Drawn to the Light:
Montage 1993

Charles Wiese

Montage "93 was a promising and seductive
glow on the horizon, 1 work with digjtal
media to produce my own artwork, and so,
my expectations for the Montage festival wer
understandably high—a last, a city filled with
digital an! Littde did 1 suspect what awaited me.
The “lterations” show at the Memonal
Gallery was by far the strongest of the curared
shows. The range of anworks exhibited
spanned from Jim Campbell's haunting inter-
active videos which evoke issues of memory,
history, and self-awarenes o MaxUAL'S
ongoing photographic/video installation deal-
ing with culture, technology, and deforesta-
tion. Keith P'lpcr‘s installation (lrdigilal video
was a breathtaking barrage of montaged voice,
text, video, and graphics spread across four
synchrunim] monitors. Embedded in this an-
work are expressed concerns of the role tech-
nology can play in the determination and
structure of personal identity. Here technolo-
gy was focused to accomplish the goals of the
artist rather than producing the often lurid
displays of rechnological excess seen else-
where. The show effectively pointed out a
number of meaningful directions that the
artist may choose from when working with

Keith Piper, Tagging the Other (detail), 1992

digital media. Significantly, each of the art-
works on display stand as strong examples
of the potential that such tools offer.

The Eastman House and Strong Museum
both chose 1o showcase the various expressions

=i

possible using digital medi he diversity
contained within these exhibitions creared
some serious problems. One unfortunare
consequence was to create the effect of a trade
show exhibiting new rechnologies for advertis-
ing displays, rather than an art exhibition. The
hodgepodge of works could only be catego-
rized under the general thematic
of the rechnological twols used
to produce them. | did nor sense
an incisive exploration of a new
digi tal assthetic, or of su]ajcu.-;
that may draw strength from
their chosen methods of produc-
The arrworks seemed to be
abour the medium and no
enough abour whar could be
expressed with it

Cl
advent of a new set of aesthetics.

tion

more

ims are made for the

That somehaw, the use of a par-

HOUSTON CENTER FOR PHOTOGRAPHY

@ Weinbren, Sonata, 199153

ticular medium mandares a new basis for
judging the quality of artistic expression. It
would seem a convenient way to argue a lack
of sophistication that may be found in a body
of work—to resort to claims for a new aes-
thetic—and one thart seems to distance the

all
ic production. Further assertions that the
computer and graphics software provide new

work from the critical discourse that awai

are

possibilities for creating images were not con-
sistently demonstrared in the exhibitions.
The use of text and diagrams, collage, and
MONGZE are not uniqm: to digir:il art. One
can find these same wools plied by both the
Diaela artists in the earier part of this century
and contemporary artists, all using “tradition-
al” methods of production. Asserting a new
aesthetic seems premature. [c may be proven
in time, certainly the potential is there.

I wonder at the possible reasons for the un-
even quality of the curated shows ar Monrage.
I have pondered the relationship berween fire-
light and the animared glow of the computer
monitor as one explanation. [t is not a rela-
tionship of utility alone, but the Aames can
also set spark to the imagination, Could it be
thart the animarted ficld of the computer mon-
itor captivates in a similar manner 1o a danc-
ing fAame? Or might it be a consequence of
the passive relationship that many have devel-
oped when viewing television or the cinema
(1o which the glowing screen of a computer

monitor bears striking similarity?) Key to the
success of either is a form of acceptance of
what is displayed. One suspends aspects of

their critical aein onder to c'rrgq:n.(lrr an involve-
ment with what is broadcast. To enter into
the glowing image (television and cinema) in
this manner is to
UI)‘:]I ll"[‘.‘l‘] F b a
form of seduction,
Similar problems
may await the digi-
tal artist. Seared be-
ﬁ)m IhL' L'l""}‘l“'.'r
manitor ane’s criti-
cal faculties may be
challenged by the
learned passive
acceptance of a
EIUW'i'l |1.’. sSCreen.

I have scen artists
approach a new
r"‘.—d i LEEm &t Hj recre-
ate its sterentypes
ill tJ'l‘L' J’[l".l".‘.‘i [J!-
learning it. This
oceurs despite a
sophisticated aes-
thetic sense in other
Many of the
works on display at
Montage sugpested

mied

that they were cre-
ated by those still
enthralled by the
possibilities that
digital media
affords. I*'.xplf.ﬁiul]s
of beaury, intelli

nl wit

gence,
C{,lll[! |II.5l| 1‘.‘
found in Rochester, but vou had o look for
Ehl.‘"'l.

Perhaps one of the values of Montage was
to show the state of expression found in art-
works produced with digiral media. Wha [
=W [h‘:l'ﬁ were P'.}L'kﬂ.'i_‘i llri]‘]i“.‘. ["ﬂ am Thl’.'
vantage afforded by the best arworks [ saw
.'l];mdsﬂ:.{pct}i-}mmihi“[im, one that | expect
to be exciting and rewarding, Bur [ also saw
an all oo common problem. Many seem still
trapped within the glow of
monitors, and like moths drawn to the flame,
their efforts scem more a result of thar kind of

IiI.' oM pUeT

entrancement than of artists who understand
and command their medium,

Charles Wiese is a Houston artist.



PEA PODS x
AND
PEARS

The Allan Chasanoff Photographic
Collection: Tradition and the
Unpredictable, Musewm of Fine Arts,
Houston, Januwary 16-March 27, 1994

Maggie Olvey

We all collect images. Passively or actively,
obsessively or casually, mentally or physically,
W ‘u-i-ll[ﬂllLl[l'.' i"'l{l |)L“'||'"K.' |l(1'.\‘i|.':illlr!\. G}f-
pictures, Collecting begins early. The boy of
a few dec
proudly exhi
imprinted on the back; woday’s youngsters
plead for all the av

les ago amassed baseball cards and

bited his kluw.'in(lgv of the trivia

ailable video games for their
computer/game machine in order to conguer

the next electronic challenge. Collecting

out our lifetimes, Grand-

mathers collect family pictures while travelers
regale us with their scrapbooks and slide or
video shows. We recall images in dreams,
fashbacks, and musings. When it comes o
pictures, we all resemble pack rats,

Parker, Olivia (American, born 1941} Can Dance, 1976 Historicity/theme: One of several pea pod photographs in the Chasanoff collection, Parker's amusing

image harkens back to nineteenth-century prints wherein inanimate objects speak and interact as if human

However, the imugr; collector under dis-
cussion here is a different breed. His appetite
for pictures is more specific and its focus less
plebeian. According to a Wall Streer fosrnal
article, dealers say that generally photography
collections are centered on five categories:
themes (g pea pods and pears), styles and
periods (Post-modernism), techniques (plat-
inum), master |1ri|1[s {p!lnm |k'rfcclinn:l, and
individual photogeaphers (Paul Strand or Joel
Peter Witkin).

Corollary 1o these five caregories, a range of
individual approaches to collecting the medi-
WM may come into pl.'l.‘_\'. The intuitive pursuit
of “I like what I like,” or interesting presenta-

tions of, say, the hand, or photographs taken
in Mongolia necessitates lictle, if any, intellec-
ual effort. .-\\sr_'mhling historical or hingr.tphi-
cal collections entails some library rescarch
and lots of reading and looking, :\ml.ﬁur
print collecting seemingly requires a lifetiime
of experience. This is not to suggest, though,
that these approaches are so strictly delimired
as EhL'}' socm ]wm l'l'l lill_'t. C(]“L‘.‘t'il'l!." ||'|l;l1."k'3-
thar speak to you, that evoke an intitive or

emotional response, no matter their historical

or Iil’.‘.‘i[hl'[iL— \\T'H-lh. 5 l:]'li'\-'L'f\-]J].\' recom-
mended parh o rake.

Recently, Susan Sontag published T
l"l'ﬂ"(i‘"(l’ J'I.EH T, "il‘l]i \-'\-'h i‘.h SEVCT U! [l;?\il!.’.k‘-\
are quoted in this essay.’ Begging the reader’s
|3.1r¢|m1 for this Lli!;‘.l'l.'.‘n‘iiﬂfl, I suppeose that 1
should not be overly surprised that the author
of On Phategraply, a pivotal examination of

[]'I(‘ I'l]r.'[iilll'l'l H‘llltl mrn I'I('I' i.l"t!l'l[iﬂl'l toa

n[]\'i’ii-‘&.’ll €T

que of collecring, Both activities

are acquisitive, motivated by the desire to pos-
sess cither marerially or by proxy. Her incisive
commentary, while describing a single collec-

tor, presents a number of different facets thar

motivate acquisitiveness. Each aspect could

well describe an approach anributable o
various ypes urplmu@'_mph}' collectors: the
investor, the exhibitionist, the do-gooder, and
the tasternaker,

~ THE INVESTOR
A gravifying synunetry, that collecting nost

things requires money but then the things collect-
ed thenselves turn into more money. Though
nancy was the faintly diseputable, necessary by-
PJ’l’Jfl'le! q,l’ s l,nr.l.x'.'f.wr, coflect TR LTS still @ wirsle
accupation: net merely recognizing buet bestor-
e putlne om J;_.'H.tml‘, .{J_-p Fim F.lm".l'u.q themy i ones
collection. (22)

Corporate collections often are based on
this premise. | he pictures themselves may or
may not have an emotional appeal to their
owner, except insofar as they represent profir
as salable commodities. These collections are

10.

rarely accessible to the public. If they become
so valuable as ro constitute an important,
]'nil.l[,f I]'ll]f_'l_'[i"”l; tl“.'ir OWNers |'|'l;l_'h' Ll’”ﬂl“}'
rarc with an art muscum to provide a forum
1o exhibir the |=|mmgr.1p|'as_ A recent cx.1n1]1|u
is the Gilman Paper Company Collection
shown ar the Metropolitan Museum of Art
in New Yark.

Another aspect to collecting in general is
provenance—where an individual image
came FT(]]TI |l”[i \Vh{’ In\'ﬂL‘(! II'IL' p'lL'tur!_' I‘Tj(]]
1o its acquisition. As Sontag suggests, cermain
owners, by virtue of the quality of their other
hnhling\, bestow a value and/or pn‘s[igc an
a new acquisition thar it might not otherwise
have held. Thus both the photograph and
l]'l‘.' owner i“.]'l i‘."\l’ ]'li!."h‘:l I‘L}"ﬂld. -l-h(.' -ln\‘L'-‘i‘uf
capitalizes on this duality: he himself artains
a degree of personal
prestige and power
(as an exhibitionist,
e ﬁﬂ]nwing_ catego-
ry), and his invest-
ment—onginally a
pragmatic, fiduciary
Ll""ll'l(]‘.“ll\-
becomes an object
(‘lldn“'\'.'li “'i[]] an
aura of worth beyond
its insurance value.

THE EXHIBITIONIST
(:mwrrwh'. a

valtble object confers

value on its oumer,

A eollector s happy

to be known, mainly

as the propri-

Fror uj s

s wriech efforre—bias

been collected, (138)

Referring once

Jenaiom,

J.n"rm.lrgfr

again to recent
\Iurcu]\nli[::n 1[:[\.‘|,'|i|3f_'_ exhibitions, jnhn | e
Waddell's once private collection, acquired by
the Met part i:ill).' lhmugh pu rchase and par-

tially by don

n, provided the grist for “The

MNew Vision” exhibition, seen in Houston

during the summer of 1991, An example of
an historically-oriented type of collection, as
T\.'\'I'.'.II‘L"L l'\lk' th' Sfl'lﬂllL'l'-\i'fA.'lI L'ﬁ.hi[‘il‘ll\". it ;ll.\-ﬁl
offered an incisive view of the collector him-
self: cool, intellectual, and []mupjuﬁd.
Waddell's repuration as a savvy and dedicated
collector was well known o the small circle of
(.UI[‘L‘.‘[(‘T& -'l”d Curators lP'.t.h‘L- |I1R‘di1|ll1. hl'[
not at all to the public at large. The donation
certainly conferred a degree of fame and name
R‘C[J'_[I'I.'l[iult hl_' ‘l!.lli not I‘r‘.’\'i‘]ll.‘,‘l}- ‘.'||i1 "\'.

THE DO-GOODER . ;

Tio collect is to rescue things, valuable things,
from neglect, from oblivion, ar simply from the
ignoble destiny of being in someone else s collec-
tion rather than one’s own. (25)

Ostensibly, as put forth in the owner's
s “The Waking Diream”
caralosue, Howard Gilman felr some of these

staement to the Me

conservationist stirrings. To save photographs
from oblivion and/or destruction is certainl

laudable motivation, provided that the “savior”
knows how to supply the proper environment
for their longevity. Good collectors consult
with professionals to ensure the well-being of
their holdings: neglectful owners sometimes
prove to be more dangerous than the attic
trunk when it comes ro safekeeping their
charges. As o having to possess an image so

Moers, Denny R (American, born 1953) Untitled #16, 1980 Technique: This
print has been selectively fogged during development to eliminate everything
but this Jshaped line. What else had been there that we can no longer see?

that someone else can’r, just visit an auction. . .

THE TASTEMAKER

The nuweer doom of the collector (or tastenuker

.+« buit vasvemnakers are snally collectors): to be
iz advance and, as others catch up, to be priced
ot of the competition fm' wihat they have pio-
seeredd, (71)

This moniker most frequendy applies to
the curatorial enterprise, whether performed
in the service of a private collector or for a
muscum or gallery. Often an exhibition pre-
senting work theretofore unknown to the col-
lecting public, engenders a Aurry of purchases,
ting the market. A
good example is the exhibition, “Crech

rising the prices and dil

Modernism™ pu—.v:mui by the Museum of

Fine Arts, Houston in 1989, Whar once was
a moderately priced 19205 compaosition by
any one of a number of accomplished Caech
photographers, now has a value far exceeding
the means of most collectors. This once
obscure styleferaftechnique in phorographic
history now has cachet.

In |i1_-_hl of these various categories and mo-
tivations, The Allan Chasanoff Photographic

Caollection, recently acquired by the MFAH,
fails to identify itself as belonging to any one
of them. A self-motivated entrepreneur,
Chasanoff himself defies classification. Twice-
retired, never inactive, and abways on the fore-
front of innovation, this collector acquires
photographs to inspire his own work. It mar-
ters not whether the print is pristine, made by

a known or unfamiliar photographer, or even

whether the image is the “best” that may be
had for the price. What is important to
Chasanoff, it seems, is not the object iself,
but whar the picture stimulares in the viewer's
psyche: questions to answer, puzzles o solve,
constructions to analyze, Not one of the over
1000 images in the collection does not
rexqquire a second look. Whether it involves
optical illusion, manipulation, or irony, each

image insists on viewer involvement.

Maggie Olvey has worked with various aspects of
the Chasanoff Collection during the past two
years and has benefited greatly from the chal-
langes it poses, both from intellectual and artistic
standpoints,

FOOTNOTES

1 Susan Sentag, The Volcano Lover: A Romance,
MNY: Farrar Straus Giroux, 1992, Parenthetical num-
bers following guotations refer to this book.

2 Nustrations for this article are photographs by
artists in the Chasanoff Collection but not includ-
ed in the exhibition chosen to offer a wider appre-
ciation for the depth and breadth of the collec-
tien. Parker's Can Dance inspired the title for this
essay. Several instances of pea pods and pears
surface within the collection, but they do not con-
stitute a Chasanoff “category™ such as “the letter
1"—as represented by the Denny Moers photo.
After Chasanoff had acgquired a number of pho-
tographs, he recognized certain patterns in his col-
lecting. These patterns were identified and cate-
gory names designated; some photographs were
assigned more than one slot. However, this
process was specifically not meant to be a static
outline for future acquisition. It was simply an
assessment of what was already there.

Photographs from The Allan Chasanoft

Phatographic Caollection, courtesy of the Museum
of Fine Arts, Houston
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The Visual Diary: Women's Own Stories
argﬂui}:eﬂ' r’,:y the Houston Center

for Photography

March 4-April 10, 1994

Patricia Lee Yongue
Ediiors nove The Visual IJi:\r.v Ir an excivbiion
of eighteen women phatographers, video and
ook artists drawing on the tradition of the
weritten diary fo create visual fexts. The exhibi-
tion is held in confrenction with HCP sational
Wamen in Photography Conference. The show is
curated by Adele Hone, video artist and
Program Coordinator at HOP and Neli P

F .f.'_'g."félmrg, writer and g:'rr.v.l"r.-r.ln' amociate af (i
State University.
In the pivoral scene of Sarah Ome Jewert's
The € ountry of the Pointed Firs (1896), a
panoply of stories constructed as woman's
autobiography, the narrator imagines the lost
and found
a communion between herself and her sum-

“'lllllfl wss l!"- \\'G}I'[]J]'lh()()d 'hT(]llgI'l

mer landlady in the coastal village of Dunne
Landing, Maine. The writer secks in the
picturesque own and Almira Todd's house
I'klllt.'.[ !l'[ll'n SOOI ll“l"l.“.'llﬂ{'ll lll“ -'le[l.l iﬂ]"]t'
emotional crisis that had splintered her sense
of identity. She had planned o vacate her
personal fragmented self in the "dark woods”
of the country and, as a professional writer,

complete a “long piece of writing” she was
Ek.'l-]'l}’. p;.“d o d(].

Instead, she discovers thar fragmentation

and marginality had alw
reality and wholeness but an illusion. Viewing

ays been woman's

the problem in terms of the canonized duali-
s Ui-pum vl and pmfv_-;!;iuu:ll, interior and
ion and nature, male and
female, merely scratrched the surface, perhaps
the problem iself. She came to understand

exterior, civilis

the doubly doubled condition of woman's

dissonance and existence on the peripheries,
Patriarc] v had ancient |}' and IT“'I“{JI":.’ and

rigidly hitched woman's wholeness and holi-
ness 1o man, thus detaching her—and socien
|I(JI1I hl.'l (l‘Lh “ltE[IHt‘ 1"‘.[ S5 n'.'l| nare, \hl;'
had become a spectator bur not the subject of

her own life.

For woman, autobiography is the first st
the first thearer of operation in rediscove

The act of writing must, therefore, be an un-
writing and unmaking of canonized images
and processes, the demystifying of patriarchal
representations af woman which have fixed
her value as an objectification/ projection of
male desire and experience and into which
she vanishes.

The narrator of The Cosntry of the Pointed
Firs gers back (to) the self by writing autobio-
graphically. As Jewett represents it, woman's
autobiography is a rextual reclamation of

and her

womanly autonomy over her lif
discourse. Anticipating Carolyn Heilbrun's
perspective in both Retnventing Womanhood
{1979) and 'li"'n'.'ing a Woman s frlr'g {1988),
and even the core of Julia Kristeva's theory in
Revolutton i Poctic Langieage (1984), Jewent
.Lpprclwm,[»; that turning discourse around
is central to the renovation of thought and
social change. Those prosaic “literary employ-
menes” imimiing WOImen o P:I[I’i_l rchal [pre-
scriptions about art and representation are
rencgotiated, so that woman can have her “say.”
Woman's autobiography is the use of an
apparatus, in this case discourse, to reverse
what that apparatus was originally authored
and authorized by parriarchy to do: to rigidify
and ulJiuL'lil}' the female self, to curtail the

powerful feminine Aow, and to suborn

women into the ng
herself out of significance, Women leamed

'Il[lI[J.\'ITlI'.'I'Ilh“ {JE- wn

the dominant discourse and evenually w
rraffic in it
IL'fll Ol o

bur learned as well that they were

Poetic discourse is as close as articulated

language gets to approximating itsclf and the

reality of the repressed maternal, the essential-
|§|' feminine: its nonlinear prrocess, its interior-
ity, its integrative modes, its unsurprised

acceptance of difference and arbitrariness.

Karen E. Johnson, Valuable Papers with Museurn Case #1, 1990-91

Translared incorrectly by author and reader,
however—:thar is, only in terms of recog-
nizable, canonical standards—even poetic
discourse can be used 1o mute and mutilate
WO,

The woman artist in particular must per-
miit herself reattachment to her mother, for,
as Virginia Woolf said, “we think back ro our

maothers if we are women” and so “we™ must

bilitation. Having armived at the familiar pas-
ture and before she leads the writer to thar
secret place where the precious pennyroyal
grows best, Mrs. Todd takes out of her ging—
ham bag a daguerreor
maother's picture"—followed by another, a

ve mriniature—"tis

rate one,— Ih
third one, showing her brother “William an’
father rogether.” Mot unlike the religious

The Rite of Women'’s
AUTOBIOGRAPHY

\{GU

o PLA

EveEws
Every
o ‘,‘ F

LY IN YnuR"'ﬁ_ P'
PhGE - WE MOt %E"'P e

0oaY SChost PAYS You PLAY (R Waul
; PARE o 'mw\-i P aury

Clarissa Sligh, from the artist's book, Reading Dick and Jane With Me, 1959

have a tradition to draw upon, a “sentence” of
our own making. Withourt the artist’s willing-

ness to reclaim and accepr her womanly s

which means wnrliing [|1mu_g|1 WOmen, nei-
ther she nor her culture will see wholeness.
Hence, when the novel’s character Mrs,
Todd invites her young lodger to accompany
her to the pasture to gather pennyroyal, an
herb used Plirﬂ.ll’il}' for mq&qui:n control in
the region but also to remedy reproductive
tes a process of mythic reha-

health, she in

HOUSTON CENTER FOR PHOTOGRAPHY

iconography visualizing what meanings church-
goers are enjoined 1o believe, the daguerreo-

pe

“order,” and dynamics of patriarchy. Patri-

in Mrs, Todd's bag image the meaning,

'.uxh_\.'. rullrusunlud 113' “William an’ father

together,” is the result of the detachment of
mother from :Llupjm'! and the n1_1ki|1g, of the
womb the “places of great grief and silence.”
The transgression against women, and soci-

Ly, 15 not 50 E'I'IlII.'I'I HlH il'll_: WOmen o men

as it is the perversity of that awachment in the

demand thar women [.',i\l' up their atachment
to their mothers and thus o other women
reness, knowledge,

and a tradition of self
and meaning,
Heilbrun writes that women must begin
the process of reconnection and restoration,
and the creation of a new aesthetic, autobio-
graphically, by telling one another their sto-
ries. These truly “ancient” stories, rrivialized
or forced undfrgmumi and into a kind of
coding, must then be made public, as the
character of the writer in The Coentry of the
Pornted Firs makes them puHiL. as Jewett

makes them public, for acrual “lives do not
serve as models; only stories do dhat,”

The brief collaboration of photographic
image and written text thar Jewen negotiares
in this important scene of female vision is no
diminished affair for its brevity, Like every-
thing abour The Country of the Pointed Firs,
it is quier and ferile
llllk‘l.\ E IIIL‘JF‘L‘liLL‘i I““.Illir‘\' i.[lll] tl'l‘L' r‘.'];ilil’”'

and pointed. She con-

ship of technologically producad images and
art, and how they might be used in the behalf,
instead of toward the deletion, of woman's
voice and viston. Proposed almost one hun-
dred years ago, her im;uir}' Jn[ic‘ip.m-.\ that of
the exhibition “The Visual Diary: Women's
Ohn Stories.”

Photography in America saw its birth, its
power to promote radical social change, and
its ability to influence people’s sense of time
and space during the span of the Industrial
Revolution, Like the fiction termed “local
which describes a dimension of
Jewett's stories, the beginnings of photogra-

color,”

phy aimed at recording a way of life before
1t vanished ]x‘rm:incud:\.'. [-"|1c-l|:u_|‘.1l'r|1:.' also

i_\-l['l ill'l(.l accura=

played 1o the demand for res
cy (as opposed to representation) thus becom-
ing a medium for history, biography and por-
traiture. However, ironically, the Civil War

added to the carly stages of photography a

deeper association with finaliy and death.
The fixed photographic image was often the
continued on page 14
Karen E. Johnson, Valvable Papers with
Museum Cdsc #1, [Detal-? 159590-91

mn



Betsy David:

Barbara Robin Mollay, Fifth Street, from the artist’s book 5

Bea Nettles, from the artist’s book Life's Lessons. A Mother’s Journal, 1990 Mindy Faber, Delirium, video still, 1993

Susan Jahoda, Family Picture, 1991

Lis, 19491

Once, 1 called my mother
*“Mirs. Mu Ch i

She replied, “I have my own name.
My name is Hwaja Lee.”
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Susan Kae Grant, Giving Fear a Proper Name: Detrait, 1981-85

r

r
i

Cynthia 5. Grelg. The Silence of the House, 1991
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Margaret Stratton, Inventery ef My Mother's House (Detail), 1991

continued from page 11

last event of the subject’s Present existence.

In other words, the image used 1o confirm
existence, the r-|||ini_', ofa space; .tiimlﬂl,mum]ﬁl}'
predicted erasure, an emptying, a change or
death.

The daguerreotypes Mrs. Todd exhibits o
the young writer in the pennyroyal field cerri-
fy life and its continuum and continuity, just
as the “primeval” pennyroyal does. The por-
traits announce autobiographically, “I have
always been.” Most importandy, Mrs, Todd
verifies over and over thar she was a g.:il'| and
that she has and has always had, a mother.
There is connection. If there is a sinister com-
ponent, it is, of course, that the separare por-
traits suggest an inauspicious separation of
women, in light of the togetherness of the
Blackett men. Mothers and children are sepa-
rated biologically, bur patriarchy has, through
language and technology, separated mothers
and daughters spiritually as well, which means
they cannot apprehend the fullest meaning
and power of their original, material connec-
tion, Cynthia Greig's collection in “The
Visual [)5;.::\'" combines the diaries of nine-
teenth century women with photographs of
derelict interiors to metaphor and reverse
woman drained of her self and her discourse.

In the tweniieth century, p]mlu-!:r.q\h_\.'

evolved into a major agency of woman's

ilized

entrapment in a discourse, now vi
and repeated constantly and accessible
moment after moment. Woman—her role

had

and certainly her cosmetic beauty

ise she has

alw Ays been I‘i.:m'l;d. I]E_;iﬂli.ﬁn't‘i bec
become, even in her own eyes, an object-
ihcation of man’s desire and needs. In rerms
of popular appeal, pim[ni_"r_q_ah.\' immortalized
and confined woman to this scripr. They had
no need of their mental and !l|1y:iiu.l| fullness
or their voice, only of an ambition and a
capacity to stay young and ideally beautiful
for men—and silent—forever. The primeval
pennyroyal mattered not a whir.

Women became pr::n;:irinm-m of phnm!_',m—
phy forty years after its invention. They had
always been objects of the male gaze. Male
photographers acted as gods creating them in
their own idea of female beaury. The whole
and dynamic woman was destroyed and
u-pl,u‘::d by a com modified fixed im.li;l' which

14

woman herself bought. Appropriately, in
“The Visual Diary,” Karen Johnson depicts
her mother ||!mug|'| a series m'pimlograph-.
of objects and object fragments. Woman
became the ultimare object, a technology like
the camera itself, a ool of male power used
maost effectively against herself.

MNow, with the rwentieth century ending,

women are rewriting the story of photography

by using it to write and rirualize their own
stories and to make themselves the subjects of
their own unique discourse. Whar is so fasci-

Diame Tanl, Hard Glance, 1989

nating, from a theorerical perspective, about
“The Vis

photofaurobic)graphers are all quite involved

1l Diary”™ project is thar the women

in deconstructively rming the woman-preda-
tory camera, as well as the necessary fixed and
mute image, against itself. The artists hope to
release the woman from the oppression of her
objectification and into the place of subjectivi-
ty and continuous alteration signified by the
maternal space through their work. The grids
ul'im::%‘-u:.\ in the exhibition, |3.Lr.1|Jul'Lng the
rwenty-four separate bur relared (and relation-
al) stories that make a novel of The Counary
u‘.f‘.r.l'r.-- Painted Firs, are dynamic and develop-

mental. Even the rransformarion of the mure

photographic image into soundrracked

\-idq-n—.\-iiml:.' Faber's stunning Dielirisim,
for example—celebrates and symbolizes the
release into language and mobility while
reraining a connection with origin. Faber
gives her mother and herself place and voice.
Perhaps the most compelling technical and
theoretical process occurring before our eyes,
in terms of linking autobiography and
photography (two forms of making visible

text on a page) is the combination of photo

F_litphil.' il'l'l.lgL' ‘IIII.J WIILTET) teXt— II'IIILK.E['I:_E ill

the photographic book/diary—thar has tradi-
tionally been avoided for the presumed inva-
siveness of language upon the photographic

image. (

wrissa Sligh's book portrays vielation
as inscription on the bodies of African
American children. But in light of the male
tendency to privilege sight and the visible, the
photegraphic image is seen as purer and more
able to conrrol the spectator. And, in maore
sophisticated practice, using the visual ro pro-
duce an invisible image preempts rransgressive
text.

Integrating text and photographic image,
however, is consistent not only with woman's
need to redefine assthetics and establish her

own discourses, but also with woman's way
of relating to her own existence and to others.
She is more inclusive, more able to represent,
because her |)m!).' il.lk.'H-ri_']!rl'u'lll!-. p;l[.ulux.
and the human practice of objectifying is in
1, more amorphous, She is also

r

wish to relate to my subjecr, rather than crear-

her less fi

muore inclined roward openly admitting

ing distance and hierarchical authority. In the
process of composing autobiographically, she
can, in Emily Dickinson’s words, feel “my life
with both my hands.”

Patricia Lee Yongue is an associate professer of
English and Women's Studies at the University of
Houston.
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Measures

San Antonio Project:

Judy Bankhead 1976-1991

U}gﬁufmﬂ' J{r the Southwest Craft Center
Presented in conjunction with

San Antonio’s Contemporary Art Month
Juely 22-Anguse 31, 1993

Paul Hester

When [ was a student at Rice University in
the late 60s, we had a meter thar measured
light by comparing the value of ;
andard gray dot contained within the

ble light

. You aimed the ung at a su rface, and
wirned a dial uniil the gray in the meter was
the same as the light you were seeing,

| lhﬁll!_lh[ abourt the meter clurin‘u my drive
to San Antonio o see this exhibition. It seems
we are always using the comparative method
l}"[l'lil[ I|gh| meter o I'.'\'.'l]l e n'l;ln:\' Thil'lp‘.‘i.
Do | measure up to my ideal of someone else
that [ respect or idolize? Do I measure up o
what [ think I should look like? We are con-
stantly measuring the light outside, and twist-
ing our internal dials up or down to bring our
image of ourselves into conformity with the
external bright spot of the moment.

Whose San Antonio did | expect 1o see
i|1 tl“.'ﬁ-l.' phc}l()gmp' IF." A .\cl‘L'l'l]IU]'l l!} :lIL'
Chamber of Commerce of “What to See and
Do in San Antonio?” What I found, with few

L'.\fl’_'L'[l' OIS, We

[ll"_'['ll".'!\ ||'|L‘dl.' 'il'l []11_' }'llhl‘lL’
domain: streets, bus stops, parades, intersec-
li‘l,n.‘i []fnl'lt' Phn“.,g'l".]l‘hfrlﬁ \".‘J’I\' 'Pf.l'h';l[‘.'
responses to public situations,

In an era of photographers striving o make
'h(.'.l' E'|rJLti§.l'.\ L‘llu;ll o
those of the other ans
through the use of color,
i;lrl,;u prints, |ml'11ti||.g on
the surface, and elaborare
studio set-ups, these quiet,
unassuming observations in
black-and-white appeared
obstinately “untrendy.”

What I was confronted

with was the discrepancy
1“::'\\1:\.'" '“-]'l.ul.t l. saw i" ]'LL'r

pictures nd my idealized
preferences for the way

ti“.' '“'"rlﬂl .";'H’llll.l ll)l’k. S.I'H:
demanded thar | admic my
biases and assumprions and
fiikl' |l['l('l'|hl'.'r ll.)t,l'i at ||"L'
world. [t wasn't a question
of whether [ liked or dis-
|i|\".'(| |11.'r Ph(:l“ 3‘1,"]'.]!1]1.‘-. ]"l“
whether or not [ liked the

world! | had been going
around with my meter,
comparing this subject with
that, this moment with
thar, establishing a hierar-
chy of values, and her pho-
(nl;mphn '\.\'|1'L\prrcd. “Are
you sure about thar?”
Bankhead is certainly
playing by the miles of doc-
umentany: 35mm, eye level,
straight ahead, “everyday-
ness.” She photographs
what anyone ean see, noth-
ing obviously exotic or
bizarre or inaccessible. Bur
within this framework, what has she chosen o
show us? Whar does she intend for us to see?
She studied photography in the early
seventics with Russell Lee, one of the excep-
rional |_\immg_r::l}|u;rs q'mp]n}'c,ﬂ 11_\' the Farm
Securitics Administration (FSA) in the 30s.,
With these photographs, we have the privati-
zation of the public experience; the documen-
tary style has been cut adnft from any connec-
ron o a |:ar§_'_<,-r social purpose of the FSA. We
are NOW SUSPICIous of the ability ni'!_-_m'un-
ment programs to make any improvements in
our |]||,1|ip\' oflife, n Ispicious of all gestures in

the public arena, from press conferences 1o

Judy Bankhead, Untitled, 1983

of Light

beauty contests. Our expectations are reduced
o mistrust. One pir;um- shows a young man
seated in a church, looking down into a plas-
tic drinking cup. Worshippers in the other
pews are listening to the off-camera priest, but
this young man seems dis
here? In another, we approach an African-

llh"dgi.‘l. ‘5{-"}[\' 1'.\ []R‘

American woman seated ar a bus stop, look-

ifll_‘_{ .'-lL‘-}Fi'L it "ll!\l}' over ]ltT .\!'IULII(ILT Al us.

Meanwhile, innocent bystanders li

wall in shadow. In a third, a young
holding two balloons in the midst of hun-
dreds of discarded beer cans and the other
remains of a street party.

Daes Judy Bankhead love or hate whar she
is photographing? The FSA and the Photo
League photographers (among them Aaron
Siskind, one of Bankhead's teachers in gradu-
ate school at Rhode Island School of Design)
photographed from a stated desire to change

the world. Can we Flp,urc out her position

e [j'li.'n'.'

toward what we see in the picrures?

clues to decipher her artitude toward what she
is showing ro us? A man is standing with a
rn]ling !;ln-_'[:.']u.‘r. a b()d! c_u“.'rt:d \\'ilh a hIJLk
cloth embroidered “Angelus Chapel.” He is
waiting in front of two elevator doors. Will he
go up or down? Questions of choice.

The traditional stance of the documentary
style presumed an objectivity thar implied
n::ulm“[_\': “And that's the w

it was.” [ dis-

approve of much that 1 see in her picrures—
what it means to get old in our society, the

way cities are

[]ii’.ﬂ.‘!l -'lﬂ"'lllld th‘ conve-

nience of fire-belching mechanical monsters,
the roles reserved for women in society or the

imbalance between nature and things man-
made—so [ assume she, too, is critical of the
same things. | am projecting my own arti-
tudes on to her pictures, but is it a neucral
field? For example, we see two older women
in scarves waiting for the bus. One has her
hand on the pole of the bus stop sign, looking
R|l.m'l1. I]‘J]ﬂ1i||5 h(—f cane. "l-h(.' [1:'.\.'[ WO i\
looking at the camera. Half her face is covered
with her scarf, Her arms are folded, |ip.~.
pursed, She is mistrustul, closed off. Do
I recognize myself in this picture?

[*;l[]kh{"id Eil]!“'lfrtfi our L'K[K'L'[Jiiu".\, as in
a press conference with several still and video

HOUSTON CENTER FOR PHOTOGRAPHY

Judy Bankhead, Untitled, 198393

cameras all pointing the same direction, her
camera is looking the other way. She
wdentifies her pirmrt:\' with numbers, with-
holding any clues about why she rook this
particular picture, why the peeple are doing
what they are doing, no easy label of a shor

title that is too easily dismissed
as “what this picmn-: 15 about.”
She requires thar we determine
the story, cxamine our assump-
tions about what makes a good
picture, about what is ]cgili-
mare subject marter. She con-
fronts us with one of those
fleeting perceptions thar goes
right by without so much as a
second thought. It is right there
on ll'll.' '\'u'.'l” +;'!l' LS T rl.'l'"(.‘]'l!k)‘.'r.
analyze, dissect, peruse, and
ﬂ’n“.'"'l]"l;“t'.

Notice a street scene looking
woward an intersection, with
[(‘]l’_'l‘!'l"rll.‘ l'll'lll lll:l'lt EJ(JIL'.‘\' ]1i'
secting the sky. On the left, the
golden arches of McDonald's

rise above the artificial planting

of a gas station. In the right
half of the !qu"run-, the !:Il[_'.r.'
bell tower of a church rises
above a dense grove of trees.
Three neglected metal frames
for portable signs floar in the
wide expanse of concrete fore-
ground, offering to balance the
scales in our weighing of these
two culeural values. It is a sub-
tle and delicately composed
image, posing a philosophical
question at the same time as it
iu}QJ

street into a whole worthy of

s the fragments of a city

OUr serious attention.

Susan Sontag wrote thar all
phorographs attain the status of
art by becoming old. | am curious how histo-
rians in the future will decipher our culoure
through Bankhead's photographs. It is a won-
derful irony thar the pictures made in grocery
stores were funded by the HEB grocery chain,
showing us not the idealized shoppers of ad-
\.'n;r(i:i'mg, but 'Lm.]gn. o be |umi_- in the o -
rate headquarters 1o remind the managers
who the customer is, For example, the back
{JE-;I man Il" .\'\\'R';It'.\l;lilll.‘ll .\hi':. “'[h a f-.E
from a chenille bedspread in his hip pocker,

a six-p:lq:k in each hand. In the m.lg.l.-.im- rack
to his left an African-American woman on the
cover of Black Hair Care magazine advertises

“All the Best
MNew Looks for
Summer.”

The pictures are
full of gestures,
caresses, facial
eXpressions, pos-
ures, d:_-picl'm;:
with care how
people hold them-
selves, CArry the
baggage of their
lives and their
bodies. There is
an extraordinary
photograph of a
WOIMAN waiting
for the bus, stand-
ing in front of a
|li§:;lt_'.c SUOreE
window, holding
an empty F11:1~.[i:‘
clothes basket.

Her face is ti
eyes closed, facing

into the sun

w.lkinl_-,ﬂp |i!1|1[
1o keep warm. Her
jacket is butroned
UI'I mw hl.'l "‘.'\.'l\. |-“L
large whire sign
above her head,
aped to the win-
dow, is adverrisi

trash bags. Standing to her right with his foot
on some pipes coming out of the wall is a
young man. In contrast to his patient, bland
expression, we see her raune neck muscles, the
p:llrm:\\ of her skin. Her hair is pulled back,
her glasses removed and in her hand. The
shadow of a pole falls across the sidewalk and
up the wall, separating themn.
There is a photograph of a n

s face with

a mask of two eyes held over his own eyes.
The representation of the eyes are not “the
¢
without any of its function. Instead of secing,

-al thing,” merely a picture of the thing,

they obscure the vision of the man. He is
blindfolded,

been denied. The blindfold is also a disguise.

d the gaze of the male has

Are they feminine eyes? Is ivan armempt for

a man o see lllL' “‘{'rl(l ll'lﬂl"lll."h a Wilr":“]l.\
eyes? What doss it mean when he can'e? Is
thar his inability to sce in he
reference to the constructions thar she feels

have been forced on her, to see the wordd
through a man’s eyes (male teachers, male
curators, male father?) It made me wonder

about the curatorial process thar selected these

100 images from the 45,000 negatives she

made in this fifteen year period. It is different

in styl

from the other pictures. Here the sub-
ject is engaged, invited to participate in the
making of the image. Does it refer to the

protection of the self offered by the guise of

documentary objectivity, where you remain

invisible behind the ¢

expressing yourself, only showing whar was

AR, P HL'I'[I'.'I.J, not

our there?

The primacy of the visual in our culnre is
maost apparent in the pupuLil'il).‘ of ]>|:||Iu!:_i:i-
phy. Success is based on appearances; Miss
America is not the hiii_'.l'l[t‘:il or most talented,
bust chosen for how she looks when she walks
around in high heels in her swimming suit.
In one picture , we see the back of a beaury
contestant, her face and dress reflected in a
mirror, (1 Slggests the manner in which we
all evaluare ourselves in terms of how others
see us.) Burt the plnm)g_rﬂ]ﬂwr's flash and own
reflection are the central atrraction in the mir-
ror. Is the photographer comparing herself o
this traditional standard of beauty and wom-
anhood? If so, the bright light of her flash is
insistent that she be judged by her actions as a
photographer rather than her appearance,
which is obscured.

Among the many photographs of single
individuals, there are two of people cating
alone. In one an older woman is sitting in an
aluminum folding chair near a campfire at

continued on page 16
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Judy Bankhead, Untitled, 1388/93

continued from page 16

night. She is umed away from the camera,
pouring from a sauce pan into a big cup. A
large tree branch intrudes into the frame
between the woman and the viewer. In the
other a man is seated in a cafe with an empry
napkin dispenser, empty bortles and discard-
ed plares and cups around him. His hand is
stuck into a white paper sack. The camera’s
flash bounces brightly from a large photo
mural of trees on the wall behind him. The
im:|gs;'s are of solation, of the fL'L'“r!g :ll'lu."mg
outside, left our, shur our, alone in places of
litele warmth or comfort, of wandering

h, looking for something,
s observation prompts me 1o ask what

around, on a se
Th

the signiﬁwnn— of this show is for the photog-

rapher. Fifteen years is a large chunk of work
to summarize in 100 picures. Especially if the
FH,‘[III.M.] l'll'.'t_.'ﬂn [lll.' _'\'L'-'ll' _\'l]llT l:ﬂlh‘:f dicd- Lh'ld
ended in your fortieth year, with your mother

dying just as you are finishing the editing,
This is the exhibition of a mid-life artist, ask-
ing the question of whar comes nex []1rul!p,]1
the process of examining what she has been
t.|0illg for Afteen years. It is a di\"ulin}: line
berween one way and another, between what
was and what will be. To look at these 100
pictures in that light, is vo find in them an
attitude toward the future. In the opening
sequence of the axhibition is a photograph

made on the edge of town, standing on the

sicle

., looking toward the undeveloped
landscape. The sidewalk ends abruptly, grass
|.'13[11'|l11h.‘.\, an old IIL’\'\.‘_\[YJ'K‘I lies on the
ground. It is a question about continuity.
Skinny trees, worthless now, but implying a
faith that someone will enjoy the shade of this
trec, even if it's not you who plants it. Or is
this sidewalk an implication of interniption?
The absence of people in this photograph and
s others: the empty chairs by the

swimming pool, empty chairs at the awards
ceremony, empty streets and parks, abandoned
childhood roys, a vacant merry-go-round.

The question of whar comes next is both
personal and public. It deals with the photog-
rapher’s own life and work, and it involves a
|‘1|'1_'\L'f ||ll|.':i[i:ll'l ;ll)l]l“ |]].\Il?r{\' ;lnd |n‘.'nll1fl\'.

Judy Bankhead, Untitled, 1979

sally Gall, Untitled, 1584

How do we see ourselves

as part of the continuity

of culture? In these pho-

tographs Bankhead offers

a serious critigque of the

dominant cultral values,

.II'Id an L'llllil“)' :{rimls

questioning of what is

worth saving,

At the same time there

is clearly great affection
for the individuals she so

t.'ﬂl'!!l:lll |} l!h!.'l“'&_ Sh(.'

ACCCPs OUr WArLs, bE"L".'d

|3ump:;, and failures, ;

accords each a qu
nit,

rures both make me laugh

'I(.l

t clig-

id special place in
l]L' \‘il[] (x[]({][]'iﬁ]_ 1{(’[ p‘lf'

and allow me 1o cry.

Paul Hester is a photagrapher. He recently moved
his headgquarters to Fayetteville, Texas

Trees Abound

Secing the Forest through the Trees
Contemporary Arts Museunt, Houston
August 14-October 10, 1993

Ed Osowski

During the summer months New York gal-
leries mount exhibitions that do linde 1o ax
the brain but do much to please the senses.

One can almost hear curators breathing col-
lectively with relief and saying, "i",nnu;__;h of
theory! Bring on the pretty pictures.” Several
months ago, | saw “The Body in Mature” at
the James Danzinger Gallery. This exhibition
was filled with dclightﬁﬂ, haunting, and, in
some cases, downright-sexy images of people
out-of-doors. It was also filled with the subtde
message that there were better things o do
than to look at art. An acquaintance recently
described ro me a qu
photographs, titled “On the Elbow,” at the
Witkin Gallery in which over 50 photographs
called artention ro that under-appreciared

v exhibition of

anatomical feature, the elbow.

On first viewing, “Secing the Forest
through the Trees,” which opened at
Houston’s Contemporary Ans Museum
during the Diog Days of summer, it appeared
thar Lynn {erbert took her cues from this
New York tradition. Herbert’s curatorial
selections avoided intellecrual engagement for
something simpler, purer, and more direct
the enjoyment of secing a group of skillfully
selected works with one goal in mind—wo
charm the viewer with a very limited glance
at how some artists, most working roday, have
depicted trees. But in her selections a subde
intellectual argument emerges, an argument
that takes its cue fram the cardiest work in the
exhibition, Edward Steichen's Trees, Long
Teland, 1905, Steichen's work is beautiful, a
fine example of the ph:|1u-pi|_[mi:||i\r effort
1o establish photography as an equal panner
with other arts. “Secing the Forest through
the Trees” used as its critical vocabulary the

modernist claim of Alfred Stieglite and his
followers in which the medium is of less im-
portance than the image and idea presented.
artists included in the

Of the twenty-s
exhibition, thirteen were photographers
And in the installation of the works—hfteen

photographs and thirteen pieces in other
fields—the photographic images were equal
to the etchings, paintings, and pieces of sculp-
Ture capuring what Herbert called in pub-
lished notes the “sense of lawlessness [that] the
rules have been thrown our, order as we know
it has been turned upside down, and a sense
of abandon awaits.”

\‘C"ulking within the confines of the CAM s
somewhar restricting Gallery Two, Herbert
turned the room’s limitations into an asset.
The works were ;tmm;:ul with the same
dense, crowded feel one finds in a forest. Ir
was also an installation keen on setting up

visual echoes
to an equally stunning Sally Gall photograph
Untitled, 1984, which, in turn, seemed caught

A”tm’il’ll_‘. 'Ihf_' Stt’iﬂ.]lt’ll o _\p{'&k

up in conversation with 5}'| via .\1;1|11_-,u|t|-a

1990 exching Pin Oak. Earlie Hudnall's

Strangler Fig Tree, 1990 and George Tice's
1970 Oak Tree, Holmdel, New fersey, were
smiall photographs but ric

in feeling and
seemed partners with Page Kempner's delicare
bronze fn the Garden... Counting to Ten, 1993,
Hudnall's work, in turn, was balanced with
Lucas Johnson's small 1992 painting Ustreled
(Marie Le Veauw) .

The works by Hudnall, Tice, and Kempner

made it clear that less can be more especially

when ser against Rodney Graham's three enor-

¥
mous sepia prints of British oaks (all from
1990). Graham prints his images large—
approximately three by five feee—and hangs
them upside down. Thase two facts alone
make them of interest. Incuding three works
h_\-( rraham—ihe nn|}' artist s0 5.'1:11:|ul out
was Herbert's only wrong step. For size thar
conveyed significance one contrasted the
Graham works, inflated and self-important,
with Frank Marton's The Oldest and Wiest of
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Cindy Sherman, Untitled, 1988483

Al Trees in All the Warld, 1993, a magnificent
photographic monoprin, its surface a dense,
almaost abstract web of pattern and mystery.

Photographs by ManuaL Skeet McCauley,
and Perer Brown reminded the viewer thar
trees—as the most obvious symbols of the
natural world—aexist in a world thar is threar-
ened. They raised issues more pressing than
one found in the “romanoc” il'l}:lgq".\' thar

dominated the exhibition. To varying d
these four realized that irony is necessary
\.'\-'i'l('ll \'lll."\'\-'ll"!: a r!.llll]’.il “‘U![li |||1I1L'l -l[T-lI.'L'.
al i‘ul’-\.'c‘.\:.

by economic and polit
One could question how Herbert made

the Ic—.apfnrm Steichen's 1905 phu:nl_u;iph

to Tice's 1970 image with no stops between

them. But her purpose never scemed o be

to provide a scholarly overview of her subject.

One could just as easily have wondered why

other |3|mu51;1:;;1]1:'&—.-\|_1i|1 Clement comes

immediately to mind—who have worked

with trees as subjects were not selected. And

one could also have wondered '\.\'h).- Herbert
did not try o place her works within a larger

traclition of the "landscape” or why her inter-
st in raising ecological questions was so Heet-
ing. But these were minor concerns. “Seeing

the Forest lhmu;_:h the Trees” was a summer

show, one thar deserved close anention to irs

parts, and not to the absence of a shaping or

defining thesis.

Ed Osowski is president of the Houston Center for
Photography and a member of the National Book
Critics Circle,

Uncivil Wars

Civil War Series Ea_v f.'inﬂ.']- Sherman
commissioned by the Spoleto Festival in
Charleston, South Carolina and shown
in 1991 ar the Gibbes Museam of Art as
part of the group show Places with a Past:
New Site Specific Art in Charleston

at Texas Gallery

June 15-July 24, 1993

Ed Osowski

Ar ﬁm}', Cindy Sherman is :|E1|'r|'u;a|;hing:Iu;
chronological midpoint of her career. An ex-
hibirion of six photographic images from her
“Civil War Series” and a seventh unrelated
image provided an opportunity to review her
carcer and achievements.
Central to Sherman’s photographic work

has been her use of the human figure. As she
gained recognition as a personality, the pres-

actor in

ence of her image became a lil'[il'lif!t_"
her photographs, Part of the visual pleasure of

viewing her photographs was finding Sherman

beneath the disguises and identify what

had been added to create the image seen in
EhL' pb('\lt,!_‘.r-ip]'l.

[hroughout her carcer, what Sherman has
done by her persistent use of the body has
l'H.'LT]\. l]UiiL‘ ‘-il"]’ll\'u to lL'ii.'c'l [ITC \'lx.‘ﬂl}lll,lr.l'

and aims of modernism. Her carly works,
now so familiar that they seem to have been
always part of the visual and intellecrual ter-
rain of our times, hardly need to be described.
In brief, they are intelligent, politicized, and
charged by their engagement with social and
cultural issues.” But they are also anything but
mere illustrations of a L‘!E[i¢|LrL' of the culmure
The viewer of a Sherman photograph senses
that there is a narrative at work in the image—
that the photograph is part of a story—but
that the remaining parts of the text will not be
supplied. Sherman challenges the viewer o
provide the remainder of the rext and furnish-
es only thar one image with which 1o recon-
struct the text.

The second room ar Texas € sallery was
devoted 1o the six images from the “"Civil War
Series.” In these works, signs of death are every-
where—a leg, a foot, an arm, a hand, an open
palm. Pieces of bodies we believe have fallen
in battle, What makes these works unusual
for Sherman is her disappearance from each
photograph’s surface, The viewer never sees a
face and thus is never able o i<|¢-|1[iﬂ.' the sex

of these body pars. To suggest thar these

HOUSTON CENTER FOR PHOTOGRAPHY

“must” be men simply because women did
not fight in the American Civil War is to
fall into Sherman's rap: ?\'mhinl; abour these
images places them firmly in our Civil War.
They could be Sherman’s version of events
in Bosnia or refer more broadly to domestic
violence—the civilfdomestic wars that rerror-
ize women.

In two images, Sherman planted hur

skulls among the arms and legs. Whar

we to make of them? They seem to defy logic,
these ».3.'111|3u|\ of destruction and death, intro-
duced like metaphors onto a banleheld strewn
with fresh body parts, Bur the last thing dri-
ving Sherman is illustration. Her aim is to
remind the viewer that merely illustrating
scenes from the Civil War holds no appeal for
her. These images are works rc_-|_3r¢-.\:,-|u§n!; the
effects of any civil or domestic war, a reading
supported by one image in which a vaguely
feminine looking leg and thigh clothed in a
whire undergarment fills the horizontal space.
To search for actual images Sherman may

'/ UTDOORS, at the foot
of a tree, | noticed a heap

of amputated feet, legs, arms,

etcetera, a full load for a one-

horse cart.”

—Walt Whitman, Specimen Days

have used as models is a vain exercise. While

there may be hints of works by Alexander
Gardner or Timothy H. O°Sullivan in certain
images, they remain, at best, only tanwalizing
hints. Sherman’s concern, surely, is not to pay

I'I'i'ln:“_'_'.li.' oy War |J|Il1t'§" l}"hk’l!-. I‘;.l'lil'\-\ illl.'.ﬂ]t'

works of Marthew Brady and his compatrions
enhances our appreciation for what Sherman
has done but doesn’t explain whar she has
m':'um]}li:.]lqi.

We remember that her “history portraits”
point il1:|ir¢11|y at the works rilt".\' echo. So,
these six works, quiet and calm and eerie,
“feel” like Gardner's Home for a Rebel Sharp-
shooter. And, like Gardner's photograph, these
are also manipulated photographs, bodies and
props arranged to produce a powerful effect.
What Sherman does quote are the silence
and seasis of the |.Lr1;1- body of Civil War
photographs, Prevailing rechnology was inca-
pable of supporting the picture-making of
war photographers such as Comell Capa.
For Sherman and her nineteenth century
antecedents war images become part of the
meditarive act.

Instead, it scems more appropriate o
consider the works of two contemporary
artists—the Almmaker David 1 _\'nLh and
photographer Andres Serrane—when consid
ering Sherman’s serics. In the opening scenes
of Lynch's Blie Velver the camera focuses with
great artention on a body in the grass—a
striking similarity to Sherman's point of view.
She has shot them at gn:uncl level, her camera
barely removed from the scenes
it captures, In Serrano’s Morgue photographs
we 'Illl(l []1(' s|aame "lLil]L'[ ]'N(KKIillH .|I1l.! evercn-
tial qualities that underline Sherman’s images.

Always concerned with directing the viewer
toward the artificiality of her art, Sherman
aims to liberate photegraphy from s link o
literal description and free it from illustration
and verisimilimude. She has done this, not by
opting for locating abstract images in the
“real” world as Aaron Siskind has chosen, bur
Ii1|c|1|1.’j1 a more radical '.q'}SHI.IE.]I that teases
1

us with appearance of reality. So these s
“Civil War”

n]?r!!.id 'Ihil'll_'\' w R'.HL'['I'II!I{.' ]'Flil(lll. '\.\'iII'I 1\1(”:\'

" images—with their layers of jelly

created woundds, artificial grass and fake
INSECTS—COnaIn n |:||.in:_; o trick the viewer
inm Ihil'l"\.il:lt_: that Sherman has somehow
stepped back in time. Her images could only
lH: l;ll‘i.‘:ll Nnow. ll] l]]{".\-l.' Bi.\. \'\-'Ulk.'\. .\llL'rll'l;ll'l
has dropped the thearnics of her older works
for a new approach, a new angle.* These are
E?r.l\'lll’.l “‘Ul’l—i.'- 1[]-‘1 |l§.|lll{.'\"L' ll“.'lr l'l“‘lr.l on tllL'
viewer by how very different they are from

her other works,

FOOTNOTES

1 Born in 1954, Sherman has been exhibiting for
nearly twenty years, In 1976 she graduated SUNY
at Buffalo and was included in a group show at
Buffalo's Albright-Knox Gallery. Four years later
her brief apprenticeship ended with a one-person
show at New York's Metro Pictures—still her New
York dealer. She received a one-person show at
the CAM, Houston in1982 and was featured in a
1982 Texas Gallery exhibition.

2 Sherman's sarliest works resembled “B” movie
stills. Between 1976 and 1982 she cast hersalf

in various disguises—waif, victim, perky co-ed
Initially, these images seemed derived from
popular films such as those of Hitchoock, Vadim or
Gaodard. Clearly it was Sherman beneath the wigs
and costumes, both behind and in front of the
camera, controlling the image-making process
and, from an equally important feminist position,
controlling the content.

3 The author acknowledges and appreciates a
conversation with Susie Margan during which
Maorgan provided her views on Sherman’s
“theatrics.”



LOOKING AT
GALVESTON PAST

Fzra Stoller
Galveston Historical Sociery
September 4-30, 1993

Ed Osowski

In 1963, architectural photographers Ezra

SilI”ET ill'lll ]']L'HII t.:-.ll'lii'l- nl'ﬂ'\.\lln WeTre comi-

missioned to produce photographs ro accom-
pany Houston architect Howard Barmnstone’s
vext The Galveston Thar Was (Houston:
Museum of Fine Arts and Mew York: Mac-
Millan Co.,1966). Working in Galveston for

nine days, Stoller created a group of images

(lnx'unu-mini_; a wide range of nineteenth
century domestic and com mercial |3Lli|dil1‘u,.-:
at a specific and rather depressing period in
Galveston's his[nr}'—l‘wﬂaw preservationists
began efforts to save the ciry’s architecrural
heritage.

1}[|ti:1g Sq-p[r:mtwr 1993 []1im'-[\\!1 of
Stoller’s photographs (seven vintage prints
and the remainder modern prints) from the
Galveston project, including several omined
from the book, were shown at Galveston’s
Artists” Loft & Gallery, The exhibition was
funded by the Galveston Historical Foun-
dation (GHF), the Galveston Renaissance
Foundation, and the Stoller Family.

Stoller began his career in 1939 and was
a key player in the campaign ro establish
European modernism as the architectural
style for American buildings by the 1960s,
Barnstone, a supporter also of Mies van der
Rohe's modemist vocabulary, and Stoller may
have ar first scemed an odd pair for a project
seeking to rescue Galveston's past before it
disappeared. (Cantier-Bresson’s more human-
istic and emotional style seemed more appro-
priate to caprure the spirit of Galveston's
p:u;[.] Bur Stoller’s and Barnstone's mod-
ernism actually made them perfect partners,
Their skeprical vision may have made them

more R‘l.'l','!'lTi\'l’.' w fl'lt.' (= (.It.'l'i Ereasunes.

Looking through Bamstone's book before
viewing the exhibition, one realizes how
differently Stoller and Cartier-Bresson inter-
preted their assignments. (Cartier-Bresson's
images were not on displa

with them depended on fi

iliarity

iliarity with the
book, scheduled for republication by Rice

University Press in Jum']. Stoller's images are
precise, clearly lit, direct, ordered, cool—all

qualities one associates with the aims of archi-

[ECTLRL

are much more of their moment and location,

perhaps sentimental and warm when viewed

phnmgmph:,'_ Cartier-Bresson’s works

:Igﬂill\[ .‘1‘[{3”{.‘ r‘:; O III'H.‘.\\. Bllt Siu“cr Wias illMP

able to anchor the building's residents in a
|1q:n'n:ui.1r lecv—nw: gn:ll-; of architectural
photography—providing the facts of the
building and offering the viewer the experi-
ence of how the huifdinr_ 15 used. As the
exhibition demonstrated, Stoller broughe
these aims with him when he documented
Galveston,

Stoller’s approach eschewed m-;mlgi;:—l'or

him the airy's buildings could be likened w

pieces nf:a;u'lpnlrr:, abstract and pure, waiting

for his camera to focus on them. The o iz~

ers of the exhibition, however, ignoring
photographic evidence before their eyes, write
in gallery notes that Stoller’s mission was "1
d:;pin;( the hu'thllng!; as Thvy had been used in
the nineteenth century.” The photographs
speak otherwise: his Diarragh Residence, East
Elevation deserves a dose rmding. Dating
from 1886, the building was a grand structure
thar combined elements of the Greek Revival
and Tralianate styles and stood uneil 1991
when it was destroyed by a fire, In Stoller's
photograph, its grand days are past. One sees
cdlothing hanging to dry on the second floor
porch and seven mailboxes by the front deor;
the tower windows lack covers. Barnstone's
summary of its fate ar the time of Stoller’s
photograph is brief, “The building is now a
rooming house with q-jgh[ or ten apartments
in poor repair.”

Somewhat frustrating, from an historical
viewpoint, was GHF's failure to document
fully many photographs exhibited. Several
buildings—especially one of a wooden Gothic
Revival church—were sim p|:\' not identified.
And the description “demolished,” found in
a number of captions, failed vo distinguish
between buildings nuthlessly destroyed and
athers, such as the Darragh House, which fell
to an arsonist despite GHF efforts to find a
buyer for it.

Mot since 1971, when Museum of Fine
Ans, Houston showed the Cartier-Bresson
and Stoller photographs from the book (they
are part of the Museum’s holdings) have these
works been seen. In 1961 Stoller was the first
photographer to receive the American Insti-
tute of Architects gold medal. His Galveston
photographs offer the chance to study a mas-
ter at work, applying his sharp definition and
emotion-free stance, 1o a city and its romantic
architecture that seem the direct antithesis of
his modernism.

Ezra Stoller, from The Galveston That Was project, 1963
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Gus Van Sant, Scott Green, Portland, OR, 1990
Just Plain Folks

Gus Van Sant: 108 Portraits
Twin Palms Publishers
Santa Fe, NM, 1992, 112 pages, £50

Michael G. DeVoll

I've always enjoyed a good book. “To be a
good book,” the content will interest me, but
it should also be pleasing in its physical pres-
ence. This notion was nurtured during my
years in the retail book business, 1 began
noticing specific publishers or imprines thar
appealed 1o me. There were a few thar stood
UL as hil\'i]]g E'l!”fii.‘it‘.']'lli:\' ]'li!,{!'l—qlld]i'}' w“'lk"
manship—interesting cover art; paper that

was ples
delic

exceptional reproductions and press work.

g to the touch; end papers with

IngE ar ld

ntricate or unusual prir

Of course, once | have admired a book as an
object, the content also must have lasting
impact. Gus Vian Sanez 108 Portraits is such
a |)|.5{3|'i.

Published by Twin Palms Publishers, a
small company specializing in high-quality
i"]'ll’[('rf_’.r-ll‘h:\' ﬂ]'lli art l“"'k.\- Illi.\ I:‘I:ll?k :\T:.nd&
our on first glance because the dark, marre
finish of the cover with its stark, white letter-
ing has such graphic impact, a lictle severe
yet clean. When you pick up the book, it is
heavy, but not burdensome and the cover
feels smooth, almost waxy. If you look under

the slipcover (the only way o fully appreciate
the craft of book binding), the black fabric
cover is embossed with the title, appearing as
black-on-black. You then wm o the heavy,
black, matte, textured end paper inside the
front cover. The tite page (replicating the
sans-serif, capitalized type treatment from the
cover) and the introduction are on a marte
paper with white type reversed out of a lush,
rich black ink printed full bleed. Whar follows
is the real trear of this book, the 108 portraits,
With such a build up, you expect high-quality
reproductions and, typical of Twin Palms,
you are not disappointed.

The publishers decided to use an older,
more labor intensive proscess, the phullr-
gravure, that uses a chemically-ctched copper
plare. If the photos were enlarged, the dot
pattern of the standard halftone process
would not be evident, bur rather a mesh-like
pattern resulting in much more subtle grada-
tions, from crisp whites to deep, rich blacks,
But as mentioned before, the subject marter
of the book is what must ultimately hold your
attention, and again, this book does not fail.

The 108 portraits were taken by the inde-

pendent filmmaker Gus Van Sant between
1988 and 1992. These photographs started
in the casting sessions for his films Drugitore
(,:'.'r;-f'm_-p and .-‘mfv Chrene Private ldabo. In the
introduction, he talks of the awkward mo-
ment at the end of an interview when the
interviewer is tempted to rudely say “next.”
Instead, Van Sant asked the subjects if he
could rake their picture. Mo one has yet to
turn him down. Moving them to a pre-deter-
mined location with good natural light and
an unobtrusive background, he'd give no
other warning than “Okay, ready” and ke
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one picture. He used a Polaroid
land camera with Polaroid PYN
fillm char gi\'u\ an instant black-and-
white print and a black-and-white

negative. Van Sant explains thar

=
initially these small prints helped
him visualize the characters and
casting possibilities. Eventually, he
twok these snapshots of anyone he
met in “the business.” The result

of this progression is a collection

of port raits of the famous, the near-
famous, and the nowhere-close-to-
being-famous. The most intriguing
aspect of this work is that all of
these people are presented in the

same, straight-forward, uﬂ-ngm-

orous way. Many of the images
even have large scratches or flares
on them. These are nort the slick,
glamorous celebrity portraits of
Annie Letbovitz, Herb Ritts or

these are not even

[ :rg'f_: Gormal
the publicity stills that agents send
out. These are completely outside

the Hollywood framework.

All the subjects are shown half
l‘-'"l-:[h and the distuncuve Polaroid
rough border is always present.
This consistency of formart lends
iself o prq-.\cn[:n':u n in book form.
Each image is |\ru\r.'|m'a| full frame,
one image per page (almost to the
edge of the page), with an unobiru

sive page number in the inner lower

corner, This .L”n\\.'\ the reader 1o
turn pages and “read” each person
“'ill”‘l“ il\1l'rrll[1lillll. -'\I[ll‘?lll:'.ll
there is some variance in the back-
J'Jl\lll'll.ih. most are ['l(ll'l‘liL"-\.TiI'\[,
instead focusing attention on the
subject. Flipping through the book
\\'.Illll]lﬁ r]'lllL'h ‘hl“l!’l“. ] I)I."_L‘..“'l
recognizing a few of the faces. |
then looked for a listing of who

[l'l-'.'.\c' E"t'l]pJL' Were _1|I11(1?il Iil\'l’.‘ a

visual memory test. Those | recog-
nized from this movie or that TV
series or that music video didn’t
look much different from the peo-
ple 1 didn't recognize. I.[f}'n:l waich
many i|||.l.;|_u-n.,|¢-|1[ films, you will
probably do better on the test than
your friends who don’t.) Bur recall-
ing the premise under which the
photographs were made, | realized
that these were not images about
these people being famous, bur
being “just plain folks.”

This “sameness” caused me to
go back and look again, to ry and
E;:_'.t:‘u our \\'I‘:l SOmMc |:I'.l|!L'.\¢'\' ik'l"}‘tl'
were famous and others were not.
On repeated trips through the
book, certain common personal
characteristics stand out. You notice
the hair—long, loase, pulled back,
“fixed,” and the really |}.1‘|-|1.Lir-¢l.1_\'
hair. The stances of the people vary.
Mast are facing forward with their
arms down ar their sides with some
notable exceptions. Adult film star
Triaer Lovels is rurned sideways, her
tight black shirt accentuating her
figure against the white back-
F,l'unnd. Some of the |_n;upl|,- have
their arms crossed in front of them
giving two different impressions:
daring and proud (Sandra
Bernbard, Kevin Dillon, and
Lonehears) or protective and scared
( Heather Grahm and Pai
DrArbanonlle). Also notable is the
clothing; The bare shoulder, the
coat and tie, the bra strap :;ium'ini_',.
the \Il.\l"l.'llli'{.'r\. the grunge loak
(before it was fashionable), the scarf
around the neck, the Hower-print
polyester dress, and lots of t-shirs.
Most of the |_u-up[|,- |_\'u'[u|ul Were
Just oul and abourt on a normal d.ﬂ'

so these things at least hine at the

Gus Van Sant, Faye Dunaway, Portland, 1992

Gus Van Sant, River Phoenix, Gainesville, 1990
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individual behind the facade,

As you look through the book,
the eyes strike you the most. Those
“windows of the soul” become almost
haunring, Like the accouterments
with which the people choose o

adom themselves, the eyes are varied

and relling. Many come across as
innocent { Lawrie Parker, Jobn Knight,
Feliv Howard, RrJrn'IHr.'I.' Faseman, Kristy
.\..!c\q'h’;f]ﬂ,'_\. l‘llhl_'r\ AS NOLC 50 INoCcnt
(¥t Lind, fevnifer fason Leigh,
Scatt Coffey, Peter Gallagher, Peter

). Many, with their direct

- piercing eyes (Nichokes
Kallien, Meg Foster, Udo Kier, Rodney
Harvey, River Phoes

, others just
wht, Willsam S.
ﬁ.’rnurg.l'l_\. Inrul-:ll.l |'IJ‘;|'T\-1'."."."|". Bl Rechert,

seem tired (Amry |

Crrace Zabriskie, Pat Morita, Brise,
Rnl-f.lilsl . y

years and wisdom of some are

fradder). The

Steve Buscemi,

revealed in their eyes (David Byroe,
Dennis Happer, Allen Ginsberg, Tracy

Chaprzan, Faye Dunawad. Others

h\l\‘&' a l'lllu\\';l:l}_" \Il.lll.l'.'w'\- thar belies

rears ( Rebeeca Ross, Phong

their few 3
Truant, Balthazar fr'r'.rr_r'l_ For any
number of reasons, some have eyes
that just seem empuy (fosh Evans,
Tonte Skye, Keanu Reeves,
Kiedis, Bernie Condison, Danny
Perkern). The porerait of Bradiey

fJPE':-’d ]'I'l.lkt'.\ YOLr hl'.ll’[ ache

Arefrersiy

because he looks scared and lost,
As a whale, the book, with its
\l]:‘l'[h L:.l[:l\”LllI!-hI]T lIIIl] F'Kl\\\'l |li||
imagery, is one that impreses you
cach time you look ar it and stays
with you after you pur it down.
Wan Sant, in the introduction, alks
about the “power a single person
carries around with them” and the
fact that they "embody huge poten

llll'l'_ I'-lll' NErvoLs-

tials for success or
ness or calm, for sainthood or devil-
try.” He has caprurcd these people in
compelling portraits at varying stages
of their progression through their
potential. Some are more successful

at projecting their “power” bur the

“sameness” that is present indicates
thar there is also a cemain amount

of luck and timing involved in being
“famaous.” This book allows you 1o
pu,-k in on a moment in these |1un|\|-.-.\'
lives while reinforcing thar we are all

made of the same flesh and bload,

Michael G. DeVoll is administrative
director of the Houston Center for
Photography and a frequent contributor
to SPOT
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MESSAGE CARRIERS

continued from page 5

who cannot properly evaluate the work be-
cause they do not have access to native experi-
ence or ownership. . . Art reviewers who are
unable to understand MEssages tend o dis-
miss what is unfamiliar with avoidance, senti-
mental empathy, or trite comments. The
challenge for non-native viewers is to become
informed. The uninformed art historian and

critic alike must step away from the podium
or l_'ll"]],‘ﬂ"l—ll](ll.‘i l]"‘ll‘r;'ln'l'l.ﬂli[]nall 1.‘(][1[]‘(]'—
and acknowledge thar they lack the references
to understand native symbolism or dialogue.
This issue of control is essential; the unin-
formed viewer must grapple with the humili-
y of not knm\.'ing. While those with a formal
art education who visit museums and galleries
constitute a small, elite group, it is this same
Hrl.\ll[‘ lh.]l ﬁnﬂ{ [1“‘“15{"\'&'}; (h:ll'.c‘ng!:d as 'h':."
cannot r‘.']!' rl]“\' on t]“.‘ CAnomns U'I E';lil’t‘.ll\‘:'l.n
art history. The “universal” is no longer uni-
versal.”

At least initially, we all iry to understand
the unfamiliar in relation to the familiar and
the known. If the unfamiliar work does not
fir nearly and easily into our cultural frame-
work, we may find it lacking in some way.
Too often, we invoke the notion of quality and
dismiss the work without another thoughe.

Lippard has written, “Such sheeplike
Fld.l.'“h' o a $ing]‘.' |_'l'[[=.'I'J'G:ll'l E‘U[ B‘Mi A, ..
remains firmly embedded in educational and
artistic circles, producing audiences who are
afraid to think for themselves.™" 1 agree. In

our culture, it is usually a compliment to tell
someone they are discriminating in their
taste. | think it is time to reconsider.

Jo Ortel received a Ph.D. in art history from
Stanford University and is currently teaching at
the University of Houston.

AUTHOR'S NOTE

1 would like to thank photographer Laura Letinsky
and the students who participated in my seminar
on "Cultural Representations of/by the Other” for
helping me to darify and refine my thoughts
about multicultural diversity in the arts.
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For the Love of the Show

Indian Circus &y Mary Elfen Mark
Farewaord by foln Irving
Chronicle Books, 1993

107 pages, $40

Holly Hild_ethrand

Twenty-five years ago, a hippo in a pink tutu
helped seduce the eye of Mary Ellen Mark.
Dwring her first lrip to India, when she and a
friend went to the circus, she fell in love, nor
:ml}' with the country, but with its |vig ops.
Still in thrall two decades later to the “beaury
and innocence” of the circus, she ok, in
1989 and 1990, most of the SEVENTY-TWO
photographs that form the core of this book.

These are not photographs about perfor-
mances, however; they are photographs about
people, animals, and the families creared
while working endlessly and relentlessly o
preserve the “magic fantasy” of an institution,
In touching detail, Mark shows us young girls
durifully practicing thei
contorting their bodies into incredible shapes;
later, exhausted, one, still in full makeup,
SIL‘L'PH ona p;l“‘."{ \\l'.llh h(.'l liPS[i‘.k- EK1WdLT
and comb within reach.

In his foreword, novelist John Irving, who
was with Mark when she took some of these

phnrogmphs. points out the “atavi

acrobatic routines,

astic and

compassionate life” of the Indian circus. For
the child acrobars, he notes, the circus, dc!ip'llc
its tough routine of performance, practice,
rest, and more practice, is a humane alterna-
five, an escape from lwﬁ;ing. SEATVATION OF
prostitution.

Indeed, in one of the many moving ner-
views that Mark collected in her preface, Pinky,
a ten-year-old girl who is one of India’s most
famous contortionists, describes what her cir-
cus life means to her, “Only when [ came ro
the circus, that's the life | remember. Before
that | don't remember. Even when I'm old
I'll be in the circus. Circus life is good. If1
had not come here, it would not be good at
all. Here lm]'ynd}r hits me, When I'm |ﬁg. Il
become a superstar in the circus. Then I'll
travel all over. Everywhere in the world.

l‘;\"L' l—:f'\\' |1 e .“

The Indian circus is also a place for what
many would think of as the grotesque. Several
of Mark’s photographs focus on dwarves, but
through her eyes we see not freaks bu touch-
ing| human bq'ing.u. In the first of the book
photograph, the dwarf-clown Llmsan jﬂ}"ﬁlll:.'
carries his normal-sized infane son down a
dusty road at the Jumbo Circus in Bombay.
Stretched out on a cot, behind neming, we
see the face of exhaustion on another dwarf,
Like the children with no place in the outside
waorld, the dwarves find acceptance in the cir-
cus. The phnm of Usman, in clown makeup,
standing next to two performers dressed in
John Wayne-type gear, while a study in
contrasts, is also a portrait of acceptance.

Even the animals become more than beasts
in the cxtended family of the Indian cireus.
In one amazing photograph tken in 1974,
Mark shows us .Ft’;g\?. the star 4.'|'|i|11[!;l|1'(.ﬂ: of
the Gemini Circus, pushing the baby carriage
ofa r\-.'n-yg:tr-o]:.{ gill, the d-.mghwr of a tran-
er. "Chimpanzees are notoriously dangerous,”
Mark says of the photograph. “I could sce
that this must be a very special animal for
someone to trust it with a baby.”

Thar trust is pervasive; in the photograph
that has been chosen for the dust jacket, the
;'lcph:in( _'ggmﬂm Wraps s trunk around the
neck of his trainer, Ram Prakash Singh, in the
Great Golden Circus at Ahmedabad. Whar's
fascinating, besides the inherent danger, is the
looks in the eyes of man and beast; Shyama
stares \I\']} at IIIL' CAMEra, '\'\-'hill.' hi\ n'l.l&[{‘r"«

1 strange mixture of wild-eyed calm.

gaze i
“Animals are not innocent,” says an assistant

wrainer in Mark'

s preface. “The more you
look after them, the more treacherous they
are, but the ['Uur-luga;ul l|1irlp are still berver
than the two-legged things.”

Such a sentiment could be the theme for

ot :

Ly gl R
Mary Ellen Mark, Usman with His Son, Jumbeo Circus, Bombay, 1992

many of Mark’s |=|'|(Jlugr.rphs_ Ina 1989
photograph ar the Grear Royal Circus, Arjun
and his chimpanzee Mira sit side by side, their
arms around each other, a pose closer than
some in ordinary family albums, Bur the risk
of artack is always there, and Mark experi-
enced it herself when she entered the cage o
take the photograph of wild animal tainer
Pratap Singh, with his lion, Tex,
who was far from being in a good
mood that day.

Mark writes that the Indian cir-
cuses were “reminiscent of a purity
of days gone by, an innocence

impaossible to find in Western cul-
ture.” She documents this poignant-
ly, in photographs ranging from one
of a boy pecking sheepishly into the
shack-like room of a neighbor girl,
10 an old man wenderly holding two
of his performing dogs while anoth-
er one expertly poses, to girls

dressed in g|iuq-ri|1g costumes so in
contrast to their dusty, impover-

ished surroundings. But Mark’s
project was rife with difficulties;
WNCrs H’.‘.‘lﬂ.‘d ti]‘.'}' \ml(t 1“_' ]_'ml“'
wrayed negatively, and the circuses,
which are highly competitive, often
kept their schedules secret until the last
moment. Yet because the Indian circus may
be a dying art—the number of big rops
decreased from ffty-two in the 1960 1o half

Mary Ellen Mark, Acrobat Sleeping, Famous Circus,
Calcutta, 1989

thar number roday—Mark finally received
the cooperation, albeit sometimes limited, of
{”'cuﬁ OWIICTS w]'l.ii tl'l.llllg]'ll I“.'r p|mll.q.',|‘;lp|1\
might help them survive, She then followed
and documented eighteen itinerant circuses.
IIlI'IE' pl‘l(]luﬂnplu il'ﬂp[‘.’!ﬂ h(. 15C [h\i\' are
about people. People, in the widest of spec-
trums, have abways been Mark's subject—

Mary Ellen Mark, Shavanaas Begum with her Three-year-ald
Daughter, Parveen, Gemini Circus, Perintalmanna, 1989

from junkies, to the infirm, w Mother Teresa,
w '“"l-li:[‘.' .‘illl‘r‘:ﬂ];ﬂ.‘l.‘;l.\. .]-I'l‘.'.\" ‘Lin.'ll.\ Phl'r-
tographs portray people of hope—yet we
SCnse [I].ﬂ[ rﬂf some l}f[i](".il’_' I]I'_'rﬁ'lrrl“.'rﬁ l]“:
circus will not offer enough, Pratap Singh,
who trains both acrobats and wild animals,
explained it like this to Mark: “We've kept
them (child acrobars) so tenderly, but when it
comes time to leave, they wrn their faces and
they just go. What happens in my heart then
is like the biggest mountain when they put
the dynamite to break it. That's whar it feels
like, and then they just leave.”

Holly Hildebrand is a freelance writer and former
newspaper photo editor.
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Pixel Vision
The Rr_'cnnﬁgurr_'d E:

Truth in the Post-Photographic Era
By William J. Mitchell

MIT Press, Canibridge, MA, 1992
224 pages, $39.95

Mark Frohman

re of William ]. Mitchell's

.».:ud}' of the impact LJE-di!"_if-'ll 1L1|||1er]:lg}' on

On the first p:

contemporary thought and practice, three
short paragraphs [":;n,1p-.hnl.-."] traverse the
history of image-making, raking us from
Miny the Elder's mythic account of the origin
of painting to Henry Fox Talbot's chemical
fixing of a shadow in 1839 to scientist Russell
A. Kirsch processing patterns of light and
shade for the fist time into digital informa-
tion in the mid-1950s,

Painter Paul Delaroche’s familiar procla-

mation, “From this day on, painting is dead,”
upon secing the first Daguerreotypes that
appeared in Paris simulaneous with Talbot's
invention is quoted as an exclamartion point
tor this decisive pictonial ruprure (or is it per-
fection?) of Western modes of visual represen-
tation. Although no such statement of grand
importance accompanies the discovery of
Kirsch and his colleagues ar the National
Bureau of Standards, one can sense Mitchell
beginning o mouth photography's own epi-
taph. He continues mouthing, if not quite
articulating it, throughour the book; but more
on that later.

It is interesting to consider that while pho
tography’s radicality was seen to toss painting
into obsolescence due o its assumed vensimil
itude, digital-imaging processes are not
claimed to register the real more accurarely,

bu, if anything, to traffic in the uni

e I; in

fact, digjal imagery bypasses the question
or more profoundly, does away with the dis-
rincrion bepween fact and fction .lltuguthur.
One would think that given the history
of evolving representational straregies (even
we would hav

within painting and drawin

expected this. Yet the future is difficult
foresee, and photography has done a fine job
in .\|1.L|1in§: the appearance of the world o our

conception of it— and vice versa. Besides, in

I technolog

the case of di

£ is possible
today was barely co nceivable a few months
ago. It is not surprising then thar the intellec-
rual and artistic communities have been slow

in acknowledging digital-imagery as the enor-
mous paradigm shift that it is; while wenagers
across the country have embraced i, Some

of this, no doubt, has to do with s basis in
computer technology—the humanities being
t-'-‘-"“-"“”." innmidated hj\' []1in§_',\ scientific. Yer
italso, | suspect, is related to the fact that we
were just gerting used 1o the way that photog-
raphy functions, and dysfuncrions, in the
light of post-structuralist theories of meaning
and representation without something as radi-
cal as digital imagery clouding up the waters
again.

The Hmm;_ﬁ:-gmw.l’ Eyesets usup o delve
headlong into such issues, following the
ground broken by Fred Ritchin's fn Or Ovwn
I e The f.-fm;n.'_q H.:-rw"rr(.l}m il '.lr?\‘?.fﬁlq?’rllﬂuf n
{Aperture, 1991) which rook a more ethically-

oricnted and focused approach than
Mitchell's (Rirchin was concerned primarily
with photojournalism). Mitchell's book,
developed from seminars and th‘.\ign studios
taught at the Harvard University € sraduare
School of [ Jesign, is structured in ten chaprers,
then divided into smaller sections focusing on
specific technological processes or ideas abour
the meaning, use, and history of images. For
example, under the chaprer “Intention and
Anifice” are passages on “Claims ro Cred-

ibility,” “Onginals and Copies,” “Mutation
and Closure,” and “Image Ethics Redefined,”
to name just a few.

Issues of objectivity and truth, and the ends
to which photography has been employed in
their services, are raised thoughtfully, incorpo-

rating philosophical issues and historical ex-

am |3|c.s. Mitchell has a working grasp, ifnota

From The Reconfigured Eye, the effects of lightening, darkening and contrast enhancement, 1992

global knowledge, of visual history and pho-
tographic traditions. Although he is familiar
with contemporary theories concerning the
ways that a photographic image can be made
o serve different meanings in varous con-
texts, he gives the impression of being surpris-
ingly free of any particular position or ideolo-

E_:_\' an IhL‘ mateer.

From The Reconfigured Eye, caricatures produced
by displacement mapping, 1992

He assumes the reader is as familiar with all
the ideas

as he is, dropping the names of theo-
rists often withour the slightest elaboration,
but his writing is not weighted by jargon.
The style has a casual matter-of-factness that
makes i, for the most part, accessible to an
unspecialized reader. The reader-friendly
structure of dividing the book into small
fragments, as though a handbook, allows us
to skip around or read it selectively (random
access being a primary feature of digieal
recording). And you might as well; alchough
he begins with almost monumenial scope,

HOUSTON CENTER FOR PHOTOGRAPHY

any thesis he pursues gets lost among all his
channel-changing, The questions raised and
points made are on target, but Mirchell
¢|L:;|,L|:.' IITI:IP.\ them o move on just when
we are beginning to be persuaded. In this

regard, Mitchell's book has at least a structural
resemblance to that most seminal of works on

Maodernism and photography, Waleer

Benjamin's 1936 essay The Work af Art in
the Age of Mechanical fl’t;f:rraza"r.ra'r."mi.
Many of the chapters end with stunningly

A world-wide net-

Proviocat i'\'L LAMCITCMES,

wiork nfdigim! Imaging systems is _-m'il.[]}'.
silently constinuring itself as the decentered
subject’s reconfigured eye” or “We have
indeed learmed to fix shadows bur not w
secure their meanings or to stabilize their
ruth values; they stll flicker on the walls of
Plaro’s Cave” which, for all their dramatic
delivery, require the reader o follow up the
line of thought on their own, Consciously or
not, The Rrrru.lj.l;,rynrfi Eye reflects the world

view promoted by its very subject: its individ-

ual parts as relatavized and fm:_gmcl'lta‘d as
the multitude of pixels thar make up the digi-
tal image’s illusion of wheleness.

Mitchell covers a lot of territory: the ws

in which both artists and scientists have con-
tributed wo the ¢h-l.'r|npmr_'m of visual conven-
tions; the adaptation of the techniques of
drawing, painting and photography to com-
puter software, which has :-ill!p“liﬂl difficult
and time-consuming processes to the push of
a button or a roll of the mouse; the growing
im;lg;' banks accesible to ar IyOne w ith a

modem; and countless other Ihml!:,hr-h_\'Tn.

However, between such observations, several

chapters are solely concerned with explaining
the many different capabilities of current
graphies software in terms that seem too tech-
nical and specific for the book’s premise. Why
stich detail is necessary to get his point across
is left without explanation and gives The Re-

.:'.'rr;lr'fgnr.m" f;'w' the qu.ilin' of two VETy different

books: one, a critical history of image-ma

the other, a beginner’s guide o computer

graphics,

The one idea thar doss recur throughour is
that aspect of the new d]t_'_iml image process
that most forcefully distinguishes it from chem-
ically-based photography. Throughout the
705 and 80s, when photography came under
greater critical scrutiny than it ever had be-
fore, theorists consistently remarked on the
ane quality of photography that could be
claimed as an essential identifying feature
Mirchell even has a section tided after it—
“The Adherence of the Referent.” In semiotic
analysis, the “referent” is simply that which is
referred to, thar which a certain representation
means to depict. For our purposes, the refer-
ent is whatever the photographer aims his
camera towards,

In their various writings througout the 70s,
critics Roland Barthes, Susan Sontag, and
Rosalind Krauss all came o the conclusion
that photography is a “pointer,” an index to
the referent, in the way footprints point to a
human presence or smoke indicates a fire.
Photographs in the modern e have served as
proof that something existed in a certain spor
at a certain tme, In a section entitled “The
Missing Witness” Mitchell states: “The tradi
tional photographer’s essential message is

abways, as John Berger mrenchant Iy reminded
us, ‘1 have decided that seeing this is worth
||_u-|'q|ir'|g. " With di;_',im! imaging, a reberent is
no longer necessary, nor is the photographer
who previously served as witness and bearer
of the image’s origin in the abjective world.
People can be added, or removed, to events

"ve never

they never witnessed, in places they
been, with people they've never met, all with-
out leaving one’s computer workstation.
Images can be multiplied from a single

15 in .'\'r'u'.c(&{)":- October 27, 1989,

cover she wing‘ ci;:h!u‘n Grumman F-14

SOUrCe,

fighter jets taking off in formation when there

was really only one. Photographs of the rings
of Sarurn and the mountainous werrain of
Venus have been shown to the public even
:h[]ugh no human has ever actually gazed
upon their real surfaces; the photographs were

simulared from digital radar data collected in

space.
Ir’s true thar there have always been photo-
gl.'.tphi-: m:mipulnr]nn.\, but the processes are

difficult, and even the best results can usually

be detected. With digital imagery, they can’e.
It is a world of simulation thar digital imagery
most convincingly creates, and simulation
that is Mitchell’s field of exploration. “This
condition demands, with increasing urgency,
a fundamental critical reappraisal of the uses
to which we put graphic artifacts, the values
we therefore assign to them, and the ethical
principles that guide our transactions with
them,” the author insists. He's right, bur this
statement coming at the end of the book,
indicates that Mirchell is not going o be the
one o E_-|i\'¢- It 0o s,

The Reconfigured Eye is not as important a
book as we would like it to be {it's no On
Photography for the computer generation); it
may not leave us with many conclusions, yet
does offer a whole host of questions unglossed
by either oprimistic future-looking or apoca-
lyptic dread. What it does best is give an

account, almost an inventory, of the myriad

complex ways humans have developed for
representing not only the world bur, in this

day and age, simply representing,

Mark Frohman is a freelance writer based in
Houston.
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PARTING SHOTS

The cameras were trained on the “Eye of her Generation” rather than the reverse at January’s press luncheon and exhibi-
tion tour of “Annie Leibovitz: Photographs 1970-1990" at the MFAH. The woman whose wark has been dubbed by local
press as symbolic of the last twenty years of portrait photography seemed, at times, uncomfortable with the role reversal
but warmed to the overwhelmingly positive reception of the Houston media. Photograph courtesy of Marty C. Baldyga.
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LETTER TO THE EDITOR
continued from page 3

I spoke with Marion on a few occasions
about what might have been. There was re-
ally no |3|,1.e1' for her to turn. She could have
gone back 1o newspaper }‘Jlllﬂul__'_l'.lr\h!'. How
about Life magazine? Marion would have
quit the first fime a ."..f',l'.:"ﬂ{imr sent her out o
do a " Life goes to a watermelon feast”™ (com-
plete with “darkies”). With Marion’s political
beliefs, she would have been our of pt.u‘:‘ with
that conservative rag, It didn’t occur o these
FSA folks to move into a cabin and follow
the art muse as did Edward Weston. The
society put no value on fine art in any event.
MNo! Shl; -\Iili ||"|l; hl'.\[ Slk‘ |'L1LJH. as d:id 1h\.‘
other FSA photographers.

These people were not the victims of their
Spouses, '['IIL-:.' were viciims of an indifferent
Amenica which placed no value on the art im-
pulse and shunned the truch like some viru-
lent brew. They were ahead of their dmes. If
they worked today, they would all be doing
coffec-table books, like so many of the young
photographers who tread in their footsteps.
And the big museums would be giving them
mammoth shows. They could hit the lecoure
cirowit and |sq:ui]u the well-heeled with rales
of life in the under-classes,

Mo, Paul, your book was fine in many
ways, but you were suckered into a feminist
trap when you lay the blame for Marion's life

after FSA on Lee Wolcott. They liked 1o fight
over litthe things like what to put in the chili,
but when it came 1o photography, he was her
biggest fan.
Jack Welpor
Inverness, CA
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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

22nd & Strand

RE: FRAMING THE PAST —
RECENT WORK FROM TEXAS WOMEN PHOTOGRAPHERS

PROJECT GALVESTON —
EARLIE HUDNALL, JR. AND
THE CHILDREN OF THE GALVESTON
HOUSING AUTHORITY

March § - April 10
GALVESTON ARTS CENTER |

A409.763-2403
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* Since 1968 *
CAMERAS + LENSES « ACCESSORIES
New & Used/Warranty Included

HOUSTON CAMERA REPAIR

Sales ¢ Services * Rentals ¢« Repairs

Houston’s Only Authorized Factory
I Service Center For
— & Other Major Brands
Clear Lake/NASA
16928 Hwy 3
Webster, Texas 77598
(713)332-2400

Houston

3001 Fondren
Houston, Texas 77063
(713) 780-2607

Fax: (713) 780-2916
ssasssssassecssannsnsd

EXPAND YOUR HORIZONS!

The following organizations produce publications on con-
temporary photography. HCP is collaborating with them to
expand the audience for all of our publications. Mention
this offer and they will send you a complimentary copy.
This is a great opportunity to follow the acrivities of other

visual arts organizarions. We hope you will participate!

Blue Sky
1231 NW Hoyt
Portland, OR 97209

503-225-0210

Light Work

316 Waverly Avenue
Syracuse, NY 13244
315-443-1300

CEPA
700 Main Street
Buffalo, NY 14202

716-856-2717

Photo Metro
17 Tehama Street
San Francisco, CA 94105

415-243-9917

COMPANY

RALS

HOTO

4211 CAROLINE  HOUSTON, TEXAS 77004

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

CUSTOM SLIDE PRODUCTION
Shide duping. Photo-Drops. Title Sides.
Computer Imaging

MACHINE & CUSTOM PRINTING
From cotor & B/W negs. and slides

PRESENTATION GRAPHICS
Viewgrophs, Duratrans, Duraflex, Phatomunals,

COMPOSITE NEGATIVES
Photo-Drops & Composite Printing

MOUNTING & LAMINATING

From gsingle pleces to multi-panel wall murals

GRAPHIC SERVICES
Layout & Design. Typesetting, Airbrush & Computer Imaging

COLOR
DARK ROOM

For Rent

FERRARIO
PHOTOGRAPHY

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

Custom Printing For

Membership Category (chieck one)

Sitver Memberships
___$15 SeniorfStudent

_ 375 Friend
. 5100 Donor

Platimum Memb

(Contact HOP for information regarding our
Collectars Prints Pragram for Platinum Members)

_New Member

Renewal

: 5 ___My check
Artists Available Dk
CALL FOR APPOINTMENTS || | Aceunts
Expiration
Signature

(512) 285-3884

Se Habla Espanol

Visa and MasterCard are acce pled
Yaur membership cardowill b& mailed
along with the latest issues of SPOT and Center.
Questions? Call (713)529-4755,

HOUSTON CENTER FOR PHOTOGRAPHY
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Houston Photolab now offers Kodak Photo CD production in-house. Have up to approximately
a hundred images transferred to compact disk from 35mm negatives or film in just 24 hours!
Archive your images for use with desktop publishing. Or, with a Photo CD player you can also
view images directly on your own television. Visit

our newly remodeled 5250 Gulfton Ste. B location HOUSTON
and see the Digital Revolution in progress. 666-0282 PHDTOLAB

o

HOUSTON CENTER FOR PHOTOGRAPHY MNenProfit Org
1441 West Alabama U5 Postage
Houston, TX 77006- PAID
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