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On First Looking into Sontag’s Photography
Susan S[Jnl;i!:'.\ seminal examination of the art form still evokes creative
responses to phatography as well as licerature after thirty years in print.
English professor Terry Doody recounts his introduction to this book and its
role as a [c,u.'hinp, tool for his students.

ESSAY

A Collection of True Reports of Life’s
Confusions

A ill'iﬂ\'i"k':l'[il-'l.' IL':[:;EI Buc _\}‘Jlil'l:_".\ |-I]I'[|I |}U[11 'I'H.‘ I'I'II.IL'[]-ldll‘lt‘d-ilblrlll Phll[{i—

graphic collection recently donated to the Museum of Fine Ans, Houston,
The Allan C _'.lrm.irurn}_‘,? F ’!'Jrjrugrr.ll;ahj.' Colleceion: Tradition and the Unpredicrable,
catalogue is reviewed by Vicki Goldberg.

The Los Angeles Riots: Images Without Effect

The often split-second selection of photographs and video footage to accom-
pany breaking news stories has impact that ripples far beyond the lives of the
subjects of the news stories. Daniel P. Younger traces the effects of media
upinitm makers’ decisions in the context of the 1992 Los r‘.ngulr::; riots,

Risking Sincerity

A message of hope and healing was offered by artists pa

iL‘ip:iring in the
EXAS/ Berween
Two Worlds™ at the (.'13:1u'n1pnr.tn' Arts Museum, Houston,

Reviewed by Jennifer Elkins.

Risking Sincerity symposium based on the exhibition

Through the Body

“Unfinished Legacy” by Peter Hite at the Houston Center for Photography

L'xpln:ud the sacred aspects of male ancestral rel mnhip»; and their link 1o
individual destiny.

Reviewed by Fd Osaroski.

On Higher Ground
Keith C

anized by the Houston Center for Photography and now a traveling

arter's images of the Mississippi Delia included in the show

o,
exhibition are accompanied by the words and impressions of writer
Suzanne Winckler,

Lifting Albania’s Darkness

Martha Grenon traveled to Albania to uncover the hidden truths of a sociery
shrouded in the secrecy of autocratic rule and found that the people she mer
were cager to share their pl'rﬁnn,ﬂ histories with her. Karen Lilfis reviews this
exhibition at Pro-Jex Gallery in Austin, Texas.

BOOK

Creating An Art Form

Liberman’s career achievement was nort anly hi

rise o success from an
inauspicious start but the imp:lc;L he conrinues to assert on phutul_{mjﬂ':\'

The Life of Alexander Liberman

through the world of magazine design. Alex:

is reviewed by Holly Hildebrand.

Where the Boys Are

Men, their crimes, perversities and other oddities, dominare Stranger Than
Fictian by Jim Stone. The book caprures true images of the American male

I
in the revelarory positions that are often thought to be confined to supermar-

ket tabloids, Reviewed by Daniel P. Younger.

Books Received/Parting Shots

Cowver: Peter Hite, Untitled, 1990, gelatin silver print. See story on pg 9
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EDITOR'S NOTE

All things are subject to interpretation—muost certainly are, Individual

rt'.]diu].;;i ofa plmlnumph and its messages (or lack thereof) are often as
unique and surprising as the arowork itself. In this summer issue of SPOT,

we've run the gamut of viewpoints, ranging from the modernist interpre-

tation that a plmlngm;rh is incapable of containi g ideas or informartion
to the assertion that art is capable of healing physical and spiritual
mualadies,

Terry ]'Mmly L'xpiun-.\ _'\'nlu,q__; and the modernist }wrxp_-\;f:\.':; that the

depthlessness of a photograph itself often leads to a redefinition of reality
in O Firie Looking tte Sontags Photegraphy. He also recounts his intro-
duction to this book and his continued relationship to it as an instruc-
tional wol.

At the nid poing of the in[crprt'w:t[inn.ll spectrum, Ed Osomski
explores the Baroque tradition in Peter Hite's “Unfinished Legacy”
shown at the Houston Center for Photography in Wihar Religton is This?
Osowski reveals ancestral links that determine male relationships are often
hinted at in Hire's work.

At the far end of this spectrum stands those whio assert that an possess-
es the ability to heal |‘rﬁ}-‘{]m|ngi(_1| and |_3|'1I\-siq';i| ills, In T Poesic Hm.{lj'
Jennifer Elkins shares the insights of those participating in the Risking
Sincerity symposium based on the exhibition “TEXAS/Between Two
Worlds™ at the Contemporary Arts Muscum, Houston,

Also included in this issue is Newe Yord Times |_3hu|uy:||f|]y critic Vicki
Goldberg's reflection on the unique caralogue created by the Museum of
Fine Ans, Houston 1o acoompany its Allan Chasanoff |’hc1luj.;r.1p]|it
Caolleetion and the ramifications of this unconventional compilation in
A Collection of True Reports of Life’s Confresons .

A sampling of the images from “On Higher Ground,” Keith Carter's
images of the Mississippi Delea from the show organized by the Houston
Center for |"hnmgn|p|1}' are h i:_-_hiiglur,-d in this issue's cenrerfold \pn_-,ul
along with the words of Suzanne Winckler.

Among the books reviewed in this issue is Alex: The Life of Alexander
Liberman. Here the impact of this muli-talented man on the worlds of
magazine design and photography is explored by Holly Hildebrand in
Creaing an Avt Form.
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ON FIRST LOOKING INTO

Terry Doody

The night | read On Photography was very

cold, and I sat on the couch, wearing my
overcoat and drinking hot coffee, until three
or four a.m. It was November 27, 1977, then
November 28; Susan Suu[.‘Lg wrate the first
date beneath her name when she signed my
copy of the book at Brazos Bookstore, | hadn't
read the essays when they first appeared in the
MNew York Rewieie af ‘Books, so | felt as Kears
says he does, on first looking into Chapman’s
Homer, “like some lone watcher of the skies /
When a new planet swims into his ken.”

The p
world—I didn’t know then [ also felt like
little fasmriree in Disney’s Abeddin—and 1
didn’t even know whar | did and didn'c
l\'.”['l'“' .||)(JU[ il

Anet ]’hlll[]:_{l';lpl'l)' Wias a '\.\'l'l[JIL' new

“[]]“Iltrgl'.lllll.‘;_ which cannot them-
selves explain anything,” Sontag says
right off the bat, “are inexhaustible invi-
tations to deductions, speculation, and
fantasy.” To be told, with such great
au [J'l‘l’lll[\', IhL'IT E'l'l'll lll!!_'.l':]]_’h.\ cannot
themselves :'xpl;:'m .'m:\.‘th'mg, that [|u':,'
are not information, much less knowl-
edge, w: =at relief to me, because |
had a
never say to myself what they were

\\';II\"‘w [hl-’lll:_{hi :lIL':\.' wiere .'lfld o lltl

knowledge of. One of Weston's volup-
ous bell peppers couldn’t be just a bell

pepper; it had to be of something clse.

And so did Arget’s pictures of urban
stonework. Was [ intended ro feel this
desolation? Or was | missing the point
of some kind of monumentality? Or
was it both: Ogymandias at a staircase
at Versailles? Images like these did not
invite me to deduce, speculate, and fan-
tasize. What [ felc was hoter and more
urgent. Scrlll.‘ll_', wrote that E*rhnmgmph\'
say, “This is the surface. Now think—
or feel, intuit—whar is beyond ir, what
the reality must be if it looks this way.”
This is what I felr: the imperative to dis-
COVET an GS8Cice -llltl Eli.\l.'l'l“.‘ [I'li' i'!k.[l.'
thar explained what bell peppers were
abour, and | couldn’t do ir. Photo-
graphs, art photographs, made me feel

as helpless as anybody does when
.\lL';ll.i U}- l)L'.ll'Ig_ [I!Iti |hl;' answer, ‘\'l Wl are
ordered to guess it, as in the old game
of What Is Teacher Thinking?

What [ knew (}fpilii[!.\:.'.':lp]'l:\: was

limited o family snapshots—cameras

go with family life... A family’s photo-

graph album is generally about the ex-

tended family—and advertising: “Images
which idealize (like most fashion and
animal photography) are no less aggres-
sive than work which makes a virue of
plainness.” But these ad picrures had
not been problematic until the summer
during college that I gota job asa

copy trainee at an advertising agency

in Chicago. One of Foote, Cone and

4

Beldin's accounts was Dial Soap, and the Dial
print ads ar the o

e showed the s

niling faces
UI'}’L‘(’P[L' if] 1[".' Eil'l“'\‘—'l.'r. \\'hl\ 1[\(}1{{'\_{ as
i.llTI'I'L“I\' had just sw ung, their heads to shake
away the water, above the headline: “Aren’t
you glad you use Dial Soap? Don't you wish
everybody didi”™ [ was told that 400 separate
shots were taken 1o get the one image the
-1!:’.\'"‘.)' ll.\L“j ].ll an Jd. lIlhl'.' |1'|[)(i('a.‘; []"‘[L'I] \F‘\n[
an entire day in the shower, shaking their
heads ro throw the water away with the smile
of deep security they felt from using Dial
Soap, though their hands and feet were, by
the end, growing as wrinkled as the face of
Lillian Hellman. And then [ watched an
agency art director, with a magnifying glass,

study these hundreds ui-im,lgu-; On Cconact
sheets to pick the next perfect one. The differ-
ences among the photos were indiscernible

to me and therefore, | came o realize, more
completely seductive. For the beaury of the
models in .ul\'ur[i.\in[_'_ and fashion phnm—
!_',F.'Iph.\ like those, the perfection of their
clothes, the ripeness of the moment caught,
usually in some beautiful setting, pulled me
very powerfully into a depth 1 couldn't define.
I |Cll1g!.'li ﬂ‘l SOt I'llll'ls: ] t'l’llld I'I-[ TERITIC,
something such as the story thar rold their
essence, and have fele since that this is the
dlosest | have come o I;r“ng whar Kears
dramarized in the speaker of "Ode on a
Grecian Urn.” Or, it may be my one experi-

Rice University Professor Terry Doody, Photograph by Adele Horne, 1994

ence of the kind of desire Lacan defined,
which is by his definidon unappeasable. Bu it
is very strange and very climininhing o realize
you have this feeling for advertising photo-
graphs rather than for a woman, fame’s love,
or some irreversible loss,

As | came 1o those realizations thar nighe,
I was not .Il.‘.w'lhr.'[i('ﬂ”ll' naive, bur | was visually
illiverare. So, reading On Photography was an
additional reliefas | began to realize tha
Sontag's essay was not only abour photog-
raphy, but also about the aesthetics of
Modernism, and it was as good, as brilliant,
as anything I'd read on Modemism, even the
first several chapters of The Pownd Era. The
excitement | felt reading also came from her
style: from the kind of “brilliance” that

15 1n

is actually the effect of her ellips
which contradictions aren’t explained
or reconciled, bur simply elided; as the
speed she maintained indmared thar

IL'L'li a nill'l_'.lﬁ‘ maoment

she never experie
of hesitation or doubr, ever. Thar kind
of certitude can be a lot of fun when

it deals with issues ar the very heart of
rwentieth-century an—the status of the
object, the correlative status of the sub-
ject enjoined to be impersonal, and

the natre of the real. “Photographed
i"'l;l‘L'.l'.'f\' dn oL SCCm 1o l".' sarcments
about the world so much as pieces

of ir, miniatures of r ity that anyone

can make or acquire,”

By the time [ got to page 87 and
read, “Instead of just rece miinl_', I'l'.llil:\.',
photographs have become the norm
for the way things appear to us, therehy
changing the very idea of reality, and
of realism,” 1 felt freed. The secret, |

ieed, is thar there is no secret: the
Iy, like

all Modernist aesthetics, a metaphysics,

res

aesthetics of photography is rea

but one absolutely opposed 1o the classi-
il systems built on the q!iu'lup:in(y
[K‘l\-'.'L‘L'n matter ;l”r.l |.[JII11. X i_‘\tt' noe -l”[i
essence, appearance and reality, surface
and secret depths. Sontag explained,
“There is the surface. Now think—or
rather feel, intuir
tther
This is exactly the
promise, a depth of being and meaning

what is beyond i,

ity must be if it looks this

I1'>l E.'.I]] o

that doesn’t exist in a photograph. The

appearance is the reality. The essence is

of the surfice. Weston's volupruous bell

peppers change the idea of bell peppers
by making us pay attention to exacily
\\'h'dl d l‘l.” }'K'[‘i":r an ll)l]k |.l|'i1.' 4t 1'“.'
vegetable counter wo. And one of
Sontag's most important, and for me
most lihur.uing, wdeas 15 the work anc;f—
ception she calls “photographic seeing.”
I | surface
that is very focused bur estranging:

“intense and cool,” she wrote, both

AN AMENION o 'II'lEl mare

“solicitous and detached.” These are

perfect formulations of my own state of

SPOT/SUMMER 1994



mind, which 1 could never have made myself,
as | tried o see and understand ar photo-
gruph.li, 0 soc i]l'ld lludd.'l'.\'lumi \'\-‘h:lt 'V-'.I.‘il'llt
there, the absence we call depth, which isn't
even an absence in the thing itself but an
expectation we bring ro the thing thar it
should be more than it is, not merely an
uhim_': but an idea too, n1|:ta|1|'|ysim] r_'x.u‘tl!'.
By the time [ got to page 96, | knew exact-
ly where | was: home on the couch, not in
the middle of the night, and no longer in
Pynchon's phrase “buffaloed under the

l.'pi!ill.'f“lllliﬂ]lt'.\_“ SI]]'![H.}" I’_'[JI'I[ifII]{.'dZ

graphs and the necessity 1o say them, as it
were, would reach the students, | hoped, the
!'[lr:.lniugld.‘.\\nr_‘is lir ill'l:f' l—l"-lgrl'll.'"[ oar Lll'l}' iITIIIE_"\,'
outside some kind of discourse; would reach
them with Sontag’s help that there are no
essences that determine the truth; thart the
thirteen ways of looking at a blackbird could
Just as well be 113 or 1,300, Words' verbal
signs always mean something in a way that
visual images don’t necessarily have to, and
writing about photographs, | hoped, would
help explain the ways in which meaning is
;]I\\':l)'!i I'I'I;Idﬂ. Fllllﬂ.“!'., n[:llhl'ng ]II'I S'.'.‘Lrlu‘l\\'_'ik'i.

!As painting has become more and more conceptual,
poetry (since Apollinaire, T.S. Eliot, Ezra Pound, and
William Carlos Williams) has more and more defined itself as

concerned with the visual.
("No truth but in things,” as
Williams declared.) Poetry’s
commitment to the con-
creteness and to the auton-
omy of the poem’s lan-
guage parallels photogra-
phy‘s commitment to pure
seeing. Both imply disconti-
nuity, disarticulated forms
and compensatory unity:
wrenching things from
their context (to see them
in a fresh way), bringing
things together elliptically,
according to the imperious
but often arbitrary
demands of subjectivity.”

All of chis I already knew because [ had
been teaching these poets in English classes,
And [ liked, especially, two things in this
passage: first, the way _\'umrl[; finesses a
definition of Modernist “impersonality”
as “bringing things together clliptically,
according to the imperious bur often arbi-
trary demands of subjectivity,” which is as
apta way to think abour Flaubert's prose,
the verse paragraphs of “The Waste Land,”
and her own pages as any I'd read; and sec-
{]"d; :hl'_' \\"J}" Ehﬂ: I'I'Iiﬁqll(’h.'.\ Wi” i-"ll'l'l.'t. II'I
Parerson, he actually wrote: “Say it! No
ideas but in things.” The “Say it” is just
as important as the more famous slogan
because it can be read as "Say IT.” Thar is,
speak the object itself, not words about i,
Or “SAY in.” which refers poetry 1o the
|'L\'in.g vernacular instead of 2 culiure-lan-
guage like Pound’s or the subsequent rext of
derigure, In any case, it's nice to come upon a
mistake like this to let you out from under all
the grave aplomb.

What | decided to make of that night was
a course in Modernist poetry that used On
Photagraphy as its Cliff Notes, but | didn’t
make the decision that night. The plan need-
ed another element, as | discovered when |
found John Szarkowski's anthology of images,
Looking ar Photagraphs, Quict, beaunful, and
mysterious, every page of that book I still love
now as much as [ did the summer Saturday
afternoon in 1979 1 read it for the first tme,
without the need of an overcoat. Szarkowski's
.‘.il‘llpli:., lueid, gmumh'd commentary Eu;'mg
every image seemed like light itself and gave
me the idea that assigning a one-page paper
about ten or so of these pictures, as they were
also reading and writing about T.5. Eliot,
William Carlos Williams, Ezra Pound,
Wallace Stevens, and Maranne Moare,
would be at least interesting for my students
and, with luck, even valuable, The photo-

| was quite sure, would inspire in anyone the
fear and impotence monuments like “The
Waste Land” or the opening “Cantos”
inspired, with the history of their meaningful-
ness written inio the fooinotes in the texi-
book. | hoped too that writing abour photos
would help students learn to write about
smaller poems like Williams' “Berween
Walls,” “The ‘IJ(BLITLE Housewife,” or the
“Poem” that begins “As the cat f climbed over
Ir :J'IE :l'Fl {]I-__ .“ \'r'llll'l{illt L'I(."r'-'lling tl‘l.l.'rn int(’
allegory.

| asked the students ro page through the
book without reading Szarkowski's captions
and note that first time the image that seemed
casicst to write about and the one thar secemed
the most difficult, in order to save the latter
image to write about last. | suggested other
topics: a paper about the most narrative pic-
ture, the mast emotional, the SUTANEest, the
most erotic, the most “photographic” as the
students came to define for themselves what
“photographic” meant; and 1 photocopied
examples of cach assignment t pur on the
reserve shelf, with an eye 1o showing everyone

not only good prose but the vast differences in

HOUSTON CENTER FOR PHOTOGRAPHY

interpretation thar could occur among a rela-
tively small, homogeneous group of twenty
students.

I'm happy to say the experiment has
always worked. The students come 1o like the
one-page papers with all the rherorical fat
boiled away. The images of the early “Cantos”
nao ]nngm' seem so Eleusinian. Willi
courage and the absolute delicacy of his phras-
ing and lineation—his typewriter's equivalent
of perfect pitch—become apparent. And
Marianne Moore, who has nothing to do
“'i'i] ITl'I{].'(%niIT]'I}'. I'f_'l'l'l;lil'l.‘i as (}lllr‘.]gl:(lll.‘i ;Il'l(t
incomparable as she should be. The acsthetics
of photography don’t make Modemist poetry
any simpler, just apparently more familiar.

S

Sally Gall, Andrea, 1983, Courtesy of the Museum of Fine Arts, Houston

In the opening pages of The Order of
Thisgs, Michel Foucault wrote:

HB ut the relation of language to
painting is an infinite relation.
It is not that words are imperfect, or
that, when confronted by the visible,
they prove insuperably inadequate.
Neither can be reduced to the other’s
terms: it is in vain that we say what
we see; what we see never resides in
what we say. And it is in vain that we
attempt to show, by the use of
images, metaphors, or similes, what
we are saying. The space where they
achieve their splendour is not that
deployed by our eyes but that
defined by the sequential elements

of syntax.”

The force of his insistence thar “neicher
can be reduced 1o the other’s rerms” is espe-
cially interesting in the context in which it
comes: his great essay on Veliaquer's Las
Meninas. But it s, perhaps, a different thing
to write about paintings than phowgraphs
because paintings more clearly record and
cmhnd}' the P:Iil'lt(,“'l"!i initiating intention.
For all of its “momentariness,” Las Meniras
is never perceived as an actual spontancous
record of “that™ moment; and however casu-
ally ordered Diegas’ Place de la Concorde
{Vicomte f.q')inmcf His fJeu.lgfm'rs) nmay seem,
we know he worked to achieve the noncha-
lance thar gives the four figures in the fore-
Emum{ such indr:lu:ndcnq' of each other,
We have a visual focus in the arched gate ar
the rear center, bur the figures have no center

“‘hut}xn_'\'r_'r Ill'lll H.'“'lll"l[ me l'E‘il" tl'IL' PL'(]I)’E
disconnected by Garry Winogrand's pictures
of New York Ciry streets. Intention, like the
“depth” of “essence,” is an idea casier to write
abour, to articulate, than the surface and
m:m:ri.nlir'!,' nf:\my [l]ing, and
w]l ll[:ri;r.uld hilTlﬂJlilm Said
about the assthetics and teleolo-
gy of his work: “I phowgraph
[14] Enfj oL whllr M"'l'l‘L‘l]'ll"'lg wi]i
look like photographed.” So
much for metaphysics.

And we are left with surfaces,
not only the look of things,
but the look of things photo-
graphed, and the look of things
as they would look if we could
photograph them with the by
now “un-naked” eye. Oscar
wj]('.‘.' wWrobe: “I[ ]I.\ C}]'Il‘}' “h;d]‘m
people who do not judge by
appearances. The mystery of
the world is the visible, not the
invisible.” Sontag quoted this
line as an epigraph o her
famous essay, now thirty years

old, “Against Interpretation,”



which she ends with the ringing call: “In place
of a hermeneutics we need an erotics of art.”
This ¢rf seems even more de coeur now than it
did then and, in many ways, less |mui1:|1.'. for
the kind of erotic address to formal and sur-
face qualitics (another of her contradictions)
that she calls for and exemplifies in essays like
Randall Jarrell’s hymn of joy to Whitman, is
way out of fashion. Burt it ‘|_1,i1.11. me another
idea, to which she herself lends some support
in her book’s final cssay.

There she not only sees the nostalgic fal
lacies in Walter Benjamin's argument that
photographs have no aura, authenticity, or
presence, she also exposes the grear power
photographs have insofar as we regard them,
in the confused Modernist Wiy, a5 primili\t‘.

Again Sontag:

i) hat defines the orig-

inality of photogra-
phy is that, at the very
moment in the long, increas-
ingly secular history of paint-
ing when secularism is

entirely triumphant, it

revives—in wholly secular
terms—something like the
primitive status of images.

But a photograph is not
only like its subject, a
homage to the subject. It is
part of, an extension of that
subject; and a potent means
of acquiring it, of gaining
control over it.

This primitive notion of the
efficacy of images presumes
that images possess the qual-
ities of real things, but our
inclination is to attribute to
real things the qualities of an
image.”

In Modernist acsthetics, within the logic of
Sontag’s own discourse, the *primitive” is al-

mast always the “erotic” as well because both

of them are nonrational and very
for our conventional systems to articulate
without appropriating. So “an erotics of an”
would not need and couldn’t be a new kind
ofla nguage or discursive style. Yet, we have
an erotics already, if not exactly in the sense
she originally intends, in photographs them-
selves, They are, as she has explained, not
information, not certain knowledge, not
interpretations which are obvious in their

hermeneutic dimension. They are difficult

1o read because they are mure; tactle as well
as visual; unnecessary to urilize; physical and,
therefore, time bound and decaying: more

in every way like your body than your ideas:

and, as such, if asked to be no more, satisfac-
tory. Photographs can love and praise the
world in the terms of love and praise that
miake “the truth” irrelevant.

Writing can't quite do this, and On
Photography itself is not an erotics; it is, after
all, an essay on photography withour any
pictures, which has outraged two friends of

ming, a painter and a I?]ll][ﬂ?!,.’,,l’.l[l]lt’r. who do

not appreciate Sontag's great discursive sweep,

her attempe to do photegraphy, as Derrida
l'l,'l& !.Ii,n[' !:lngu:!gl‘. Asan i’nl{)l{]l_‘;\' it\‘.'l!

Il Nhotographs do more

than redefine the stuff
of ordinary experience (peo-
ple, things, events, whatever
we see—albeit differently,
often inattentively—with
natural vision) and add vast
amounts of material that we
never see at all. Reality as
such is redefined...”

Because photographs do the unfathomable

mystery of depthlessness.

v

Sa, there is nothing more to write or say.
What I should do is hire Richard Avedon wo
muke a breathraking portrait of Sontag and
then _L"t-.-:: it 1o her in thanks.

Terry Doody is a professor of English at Rice
University in Houston.

A COLLECTION OF TRUE
REPORTS OF LIFE'S CONFUSIONS

Larry Sultan, My Father Reading the Newspaper, 1985, original in color

The Allan Chasanoff Photographic
Collection: Tradition And The l:l‘lpﬂ.‘—
dictable, The Musewm of Fine Ars,
Houston, 1994, Specially designed box

in three parts: 171 S-x-8-inch cares
reproducing photegraphs included in the
MFAH exhibition, a pamphlet of writings
and essays, and a book reproducing the
1,050 photograph collection in duotone.
$75.00

Vicki Goldberg

|'1l li".“.l]"'"l]l‘i. [1[;[}' h-l\'L' [llL' llp‘hl o .\Sllln(l
anonymous, but a collection ought to have

a frame of mind or a philosophy of life. It
should hint thar behind the choices and com-

binations lies .-;mm'[hinl_', as imc'u'-;[ing as the
images themselves, Sam \V".l};pl.'tfr.\ personali-
ty loomed large in his collection. Pierre
Apraxine, curator of the Gilman Paper
Company collection, has given an individual
cast to a corporate collection,

Allan Chasanoff, a photographer whe rel-
ishes ambiguity in his own work, has an idea
about collecting that, so far as | know, has no
large-scale precedent. Essentially he says thar
life is confusing and vision imprecise, and
|‘|1"U“5m|-‘hf|' that snarls the lines of commu-
nication is simply documenting the way
things are. “For the sake of this collection,”
he writes, “[1] assume photography is true
to life and perceprual confusion is a direct
instance of life itself. Thus this collection

corroborates this primal doubrt or racher the
problem that the psyche has to deal with ic.”
Chasanoff recently gave 950 photographs
to the Museum of Fine Arts, Houston and
loaned them an additional 106, The museum

has published a catalogue entirely in keeping
with the spirit of his enterprise, The Aflan
f.i"a.r.vm.'_!ﬁ "Collection: Tradition and the Un-
prediciable. A nicely designed box holds a
slim pamphlet with essays by Charles Traub
and Anne W, Tucker and an interview with
Chasanoff by Vince Alewi and Tucker; a
somewhar larger volume with small images
of the entire collection; and 171 duotone or
color reproductions of the pictures (replicat-
ing a show at the museum this spring), each

ona .\L'F1IERI1E B8x8 iIlL]l E.illll. -I-l'l(!’\'l[' II'!('I.*.' L'-'”'Kl'\

are a bit perplexng at fisst. They do not behave
like a book. Which is precisely the point.

The photographs don't act exactly the
way photographs are expected 1o cither,
though all are made in standard ways, in
the camera, without manipulation or double
exposure, and most are fairly recent. Some
are relatively explicit documents (Hockney,
Ourerbridge), but most play with mirrors
(Jan Groover, Bill Brandr, Barbara Kasten);
abstraction (Siskind, Mearyard, Metzker);

the unexpected, inc:;plir. e, or dislocated
(Joel-Peter Witkin, Michael Kenna, Gordon
Mara-Clark); or trompe I'vetl (Feke Berman,
Miro Svolik).

Straight photography then, but not
-lr;li!_;h: informartion, Some IMages cannot be
fully deciphered even affter long study, others
have a surprise in store, or a disruption, and
many play with the nature of perception.
This concentration on unlikely photographic
evidence over a period of years arrives just as
music relevision and commercials |_1L|r|1nu'|_\'
cut too fast for images to be fully legible,
belief in one’s own eyes is challenged by the
Rodney King and Reginald Denny cases, and
computers play havoc with visual experience.
Perception is an issue nf't_'_run CUTTEnCY, as
attention shifts from the visual object to the

*es ANC [ransmit-

viewer and the ways that imagy
tedd and seen, including their different recep-
tion by different groups.

Many of the phurugr.tpiu—r\ here are little
known and some well known names tum in
unknown images. By no means will everyone
find all the marerial equally good or interest-
ing, but there are enough conundrums, un
sertling moments, i|'|-1]‘.ru|\;|hi]i1i|'~. .melﬂpliml
delinums o wake up a tred ey from
Winfred Evers’ discombobulated chairs to
Luis Camnitzer’s recumbent Fioe with a livtle
house, tree and animals atop it from Lee
Friedlander’s carp swimming in a reflected

wree to Arthur Siegel’s nude figure, veiled and

half-dressed by patterns projected onro her
skin.

Ifit is puzling 1o realize thar the camera,
supposedly the most accurate of reporters,
dwells in confusion, well, the world & confus-
ing, |i1;|1r and shadow do play tricks, glass
I)lli](“lla{'- and windows and mirmors repeat
the environment inaccurarcly and bewilder-
ingly, wishes and daydreams distort vision,
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Weegee (Arthur Fellig), Spiit Personality, 1946

and yes, photographers are very good ar carch-
ing generally hidden or overlooked moments.
The caralogue cards can be laid out on
table or floor, compared, grouped, reshuffled.
I'he reader (or viewer, or whatever) rather
than the ]J|1I.I|l'|'_;'|f.lpil{.'r. collec tor, or r.'|.|i[ur,

controls the progression and “story” and

dicrates any message he or she thinks the
dara will bear. This represents the coming
era, already upon us in one place or another,
in which information can be called up and
shifted abourt ar will. Already hypertext and
children's books on CD-ROM offer more
than one story line so the reader can affect
the ourcome. Back in the sixties, before inter-
active meant anything ourside of sociology, a
couple of unpaginated novels were published
as loose pages in a box; readers could sequence
them in various ways (none of them, appar-
ently, very good literature).

I'his catalogue, which theoretically gives
every viewer the power to construct his or
her own version of the collection, is one more
tiny step in the movement thar is taking the
authority, production, and creative initiative
the TV net

“CFl'k\. Iilnl l‘lli'(.lllkl."l\ curarors

out of the hands of the fow
and putting
it into the hands of the many. Already person-
al tales course over the Internet from one

rather ordinary houschold ro hundreds, even

Florence Henrl, Potrraft Compostion, 1937

thousands, of others, and the CD-ROM from
London’s National Gallery lets anyone with
the proper equipment rearrange the collection
ar will,

Chasanoff, who says he is not interested in
LHJH[I!]‘HIL'(!]i"I photography, nevertheless con
siders himsell postmodemnist by namure: it is
*a movement for the receiver,” he says, ot
for the producer, not for the artise. It is very
democratic.” The catalogue is an attempt 1o
endow a by now old-fashioned technology
with some of the freedoms of a newer one,
(Actually, this had an earlier existence with
loose reproductions for study in art history
courses, but then the freedom stemmed not
from an ideology but a lack of textbooks.)
Unfortunarely, information retrieval is still
primitive in this form; try finding an image
onge you've restacked the cards, (A least the
habetized.) And

£ YOUr 0wn L'('I]IL'I.'[iIII! Yoy \\'ﬂlll(l

book of small images i\:]]il

to truly ma

have to inpur your own dara rather than

Chasanoft's. Some day soon just about any

one will be able to do that on a compurer,

as the copyright laws fly our the window.
I'm thinking of sending Chasanoff a sign

for his door saying, "'['h'tnl;-. are seldom wha

they seem.”

Vicki Goldberg is a photography critic for The Mew
Yark Times.

HOUSTON CENTER FOR PHOTOGRAPHY

Zeke Berman, Interior, 1983

George Platt Lynes, Untitled, 1941

Whynin Bullock, Tree Trunk, 1971




RISKING SINCERITY:
Reconciliation And Healing In
Contemporary Art

A symposivom beld fanwary 22, 1994, ar
the Contem parary Aris Musesern, Houston
and based on the exhibition “TEXAS/
Berween Two Worlds™ that exanmined
the theme of tension betrween the worlds
of science and spirit.

lennifer Elkins

The neoplatonic concepr of the artist as physi-
L'i.;l[] [14] t]u.' il'l[]]l\'i(ll]iil ill“.l llu.' C"I“LI’.'[i\"I.' ]'l\}['hL'
has reemerged at the end of this century as a
[]T‘}}‘hf_" .l‘L' |]1L‘!i\-'l|¥.l’_' {]"I ]'I{JIN.‘ f(ﬂl [hl’.' fll[lln‘ {!f
western culture, This idea, interestingly
enough, has risen out of the feminist eritique.

(:J"lll'lg 'ill’ GL(IIICJI f_'l'ldng‘.'.\ inlt‘[“.ll"l w

te paradigm wherein
healing of the Cartesian split might reunice
the body with the mind, the Contemporary
Ans M

cept’s re-cme

develop an appropr

Houston recognized the con-

e and boldly chose o focus

the artention of its annual symposium on a

conversation among ArTIsts wi]]ing o address
the inherent possibilities of the direct or indi-
rect healing potential of ant. Speakers included
ley, performance artist; Eric Avery,
artist/physician; Rev. ]. Pirtman MeGehee,
Jungian analyst and director of Houston's
Broadacres Center; Liz Ward, artist; Roberio
Sallas, amist/visiting scholar ar University

of Houston; James Freed, architect of the
Holocaust Museum, Washington, D.C.;

and Jcr.\.qhh Hawel, anist. In so dmu;,. CAM
created an atmosphere wherein the implica-
li[]lT!! l'Fl}liS C[]ll[r‘.“'l.'nii.;ll -'En!{.'l'li[]]l |]'li+d1[
become the ground of an ongoing dialogue
addressing, as Claire Champ, the director of
Education at CAM, expressed it, the healing
properties of art as it affects the physical body,
the societal body and fnally the environ-
mental body.

From the symposium’s beginning it was
clear thar the emphasis of the day was the
poctics of the body as the complex metaphor
from which the artistic ]mugcs evolved—
naked bodies, dead bodies, feeling bodies,
diseased bodies, rging bodies, burned bodies,
starving bodies, viral bodies, mortal bodies,
and male and female bodies. The body
remembers and carries the psychic pain not

Hursley Timoth, The United Stares Holocaust Memorial Museum

only of our own woundings bur also those of

the ger ons before us. The artist working
out of the body, risking sincerity and embrac-
ing vulnerability, brings that pain to con-

sciousness and is able to constellate the body's

|I1t.'1'(l::lrl't.'ﬁ il'l hﬂ.[ iln\\'[]lk. -1111' ilﬂ.']'l‘i.‘l!'pill
images of this ar, then, evoke feelings and
responses serving the possibilities of reconcili-
ation and healing, This movement into the
body is also a movement into the feminine.
For the femini l;ri[iquu reclaimed the '|'>n(|y
from its objectified status within the parri-

arc]l_v, dignif_\'ing it as the seat of fee nd

a symbol of wholeness, reconnecting it w its
}‘IIII'I'IiIL _‘I.'I'I!il.lﬂ.]]ltll' J.Ilfj L'L'rrL'hr.ltillg lll.‘$ ]'H;\r'.'il{!r_\'.

It is in this mystery that the veneers of the
rational world are stripped away, leaving us
to grapple with the chaos, the primordial
ooze, the prima materia, the excrement of
[Iu.‘ !.’.[)‘.15 ORLE l'E-\\']'IlIL'h I'lll"'l-ll'li[!’ Was t‘[]n'["_'d.
This chaos confronts us with the reality of our
mwortality and the intrinsic interconnectedness
of the whole and becomes the essence of a
new paradigm. As an critic Suzi Gablik
describes it in her book The Reenchantment
af Ars, it is “an understanding of the organic
and unified character of the universe.” For
excrement is the equalizer of humanity and
as such it contains the |mtr_':1[i.1| of reconcilia-
tion, individual and collective. Or as the
French phenomenologist Gaston Bachelard
expresses it, “In the depths of mater there
!.'.[l]'\-\'.'. an l’l]!ﬂ_'um \".'E:‘L'll‘ii[]]'l; l‘Lll.k “U\\".'f.\
bloom in marter’s darkness, They already
}l[‘l"]llﬂﬂ.‘ a \'L'l\'[.':"\' IULIL'II. E 1i’r|]1l||;l l-l"f }‘L‘f—
fume.”

The artist who chooses the images thar
bring the chaotic into consciousness will
inevitably be forced ro step into the dungheap
of the collective psyche, that place where the
the “not so niceties”

unmentionable, the u
‘1{ ll[l: are H[l'[l."l unt IJ ("IK."\" I.'\‘L'ﬂll]ﬂ]l!r' Can no
longer remain repressed and are projected out
onto the “less fortunate” or “the enemy” of
the culture, It is then thar this psychic dung-
]11.'5{[] l](.‘\'_'{]"'lL':i []'lL' l'l'-'ljit!' llf[jjs&:l’in]in;llilln.
the AIDS epidemic, the Holocaust or the sys-
tematic destruction of our planct. These issues
were the focus of the images thar gained the
most actention at the symposium. The arists

represented by these images were clearly

undaunted by the chaos, and dedicated 1o a
mission of healing, Gabl
to attend the symposium but whose remarks
were read to the audience, has described this
“'li_'ﬁillll asr

, who was unable

g{!ut {EI-LI lN“ll'l'I[)dEnli_‘il
deconstructionism in harmony with a recon-
structionist philosophy characterized by an
aesthetic of inter-connectedness, social respon-
sibility and ecological arrunement with healing
as its most powerful potential,
Panelist Pitrman McGehee, a Jungian ana-
% .‘lp[l!.' noied that in the discip“nr,' (:qu,'p[h
psychology “permission to bring the chaotic
10 CONSCIOUSNEsS 15 |'|L'.'L|iug." And thus, we
laud “the artists who are willing to express the
human experience rather than stereotype for
ego ease and pleasure that which keeps us
from facing and experiencing life. .. the more
disturbing the art the more important, for
that which palliates heals nothing bur sustains
denial.” Then quoting another Jungian
lyst, James Hillman, he added, for “The si
gular nourishment of the soul is experience.”
-
ways subversive—underground. Arc is always
subwersive, sounding the dissonant chord w
whatever goes for ‘correct” in the day world.”
Karen Finley, a performance artist tagged
by Sen. Jesse Helms as the “Chocolate
Woman,” was one of the artists whose work
wats considered in this
SP(]I{L' (!fﬂlul I'I'.';N_'“.'L{ (4] Ihl_'

lys

Hillman would have continued, “Soul

nner in which

Sh(.' h(.'liL'\'('.\ II\\'[]"]L'|1 ]L:l'-‘u h]l.\llllllL';l“}' b{.‘l.'n
treated as ‘shit’ by men.” In her piece, Keep
Ohir Victims Readly, her ritual enacement of
this perceived trearment created for her a
FIZIL'L' 'Vt'l“."]'l'i!'l S]'IL' [l'lllJ:I'lt EI}‘L‘fil.'nCL' l“.".llll"g.
and therefore justice, because for her “healing
is justice.” The anger expressed in her work
revealed a righteous indignation at the horror
of the treatment of feminine values by the
patriarchy. Finley made no apologies for her
anger as she took on the voice of the perpetra-
tor or the victim in a shamanic incantation.
She seemed to delight in the uninhibited
contempt her work unleashed ar those
denying the dark, repressed, or unrecognized
aspects within the self.

Physician and artist Eric Avery, respond-
i g o the inium_'tiun. "l'h}'.'.l'cian. heal l]l_','-
self,” makes art that is a result of the personal
transformation he experienced as an Amnesty

International
i ) ’
%o

\'C}qu T il'l
Somalia.
Pirching his tent
n TI“.' CXCTeMment
of the Somuali
p::np]r,' and
treading through
it each day on
his way to per-
form
lent act of feed-
l| gﬁl;‘r\'i[]g -
children,” he
abandoned his camera because of the distance
it put berween him and the artistic process
and chose instead the woodcur as his medium
of expression. Currently a psychiarrist serving
those dying of AIDS, his printmaking reflects
a social consclousness spmking froma p|.wg-
not of anger but intense compassion. In
Avery’s words, “Healing is about transforma-
tion, renewing life.” His personal psychoana-
l}'tl[{_' Pl{)f_'l."&.\' F{JrCL"S I'Iil'l'l o '.'l'ln'l"'lll(ill.‘ill" Con-
frone the chaos within his psyche, conse-
quenty providing a healing touch in the

“the vio-

images he produces.
James Freed, the archirect of the United

: . ‘
—

Eric Avery, The Stuff of Life, 1993, nﬂgmal in colar

Stares Holocaust Memaorial Muscum in
Washington, D.C.

and within moments moved the audience

epped up 1o the podium

IE"iU lh‘: lk';ll"l l’illh‘.' .'lll.l!ll["“.' \\-'-“h hi\
Fart in the healing

process, His opening statement made it clear
that the connection with the sublime would
not Ccome [hl[!ugl'l '[I]R‘ '[nll'lM'ﬂ'ndl,'l'l['J] I‘Ll[
L'll]'ﬂ.‘f l]\l{]l]i:h a \'i&‘.‘.’l—dl I“K“I}' react lll"'l [i4]
the feelings evoked by the experience. Freed
began, “Before we talk abour healing we must
talk abour feelings. Feeling is what we have 1o
do with the hmly, not the mind. Twenneth-
century modern architecture is retinal; bue |
had o do something physical in this building
because the story
l)L' t“](l t]ll{]l]?)] a rJli[]l'l-'lJ l“;l[{)g‘[u‘. lllll Ill ilJMP
must be raught through the feelings of the
He explained th

CANNOL just

ur&h'r 0 AT~

body.”
plish this he had subverted his normal way
of working because it was impossible o do a
|3uilding that was neutral. He descnibed the
interior of the museum as a metaphor, using

glL's'cripli\.'L' words such as zones of transition,

symbaolic ruprures, weakness translaed into
.‘ot]'l'_'l'lglh. LI]HI Imrdl"lil.' 'Pi!l;lb{]l[]]ld_\_ Ill: i[ﬂ.;L!."‘-
ines the archirect as a storyteller, the conveyer
of the culture’s mythology. As such, he com-
pared the architectural images of modernism
-'lnd it‘| |'|'|L'9i.‘:|.y.f_' []"-lll:l’[]‘}l"}' “'i'h Il'li.\ l‘i!il-
modern design that sets forth a new para-
digm, a new mythology of inter-connecred-

bjectiv wnal not

ness and inter
autonomous. Thus, he creates a negative win-
limest

e pane with a glﬂ.\\ fi

dow, a 1e 0
[l.'PIL'H.'”l [lIL' b{]il[d{."i \Vi“(.l{l\\'.\ (lj-;'\ll.“.'h“'i['(.
which were boarded not to keep those on the
inside from looking out but 1o keep those on
the outside from see

.ll'lg W]'lil[ WS h._II'PL'“iI'I":
inside. This architectural device creared a dia-
logue. The coherence is derived from a spiri-
tual or physical or non-intellecrual way of
approaching it.

Crossing the treshold of the Holocaust
Museum, one is grounded in the body and
connected to its feclings in order thar the
aestheties of beauty are experienced not asa
transcendent experience of escape out of this
'\'u'[]lld LIIHJ il_‘\ w[]l{'}llﬂt’ l'l'illlllllL'Ei l]ill i]'l!-“."-id
as a manifestation of the capacity for human
relatedness evoked through a compassion for
ourschves, others and the planet isclf.

These were some of the imaginings of the
artists that day in January. These are the fan-
tasies of those that dare ro dream the
of another millennium. €
as she observed that *C
are the tools of the soul, but rhq' are often
ridiculed by our seciety, which has been weak
in the empathic mode. Empathy welcomes
back the full range of feminine values—fecl-
that
af our culwre

ns
blik would concur

“are and compassion

ilfld 5 Flll-l.li['lh&.]li}'lL\lIL'\\

i"i:l l".'];‘tLd]‘L' 51
have been vire
by our patriarchal mentaliy.

ly eriven o

It was apy

et o 1'1([“_’ }JI‘L'-
sent ar the end
nfrh:ll day thar
l'J\M had created
a sacred space in
‘ ri.'.king its own
-.m:ln-nn'ciw by
.uldnming this
pnmwtiw sub-
in:cl of the poten-
:iﬂ]]y healing and
1 reconcilling
propertics of
I(!l“l

art, It was a response o the feminist ¢
which has had o violently call forth a para-
digm capable of sustaining and nurturing
the human species in an evolution of

CONSCIOUSNESS,
Jennifer Elkins is a writer living in Houston.,

FOOTNOTES

1. Bachelard, Gaston. Water and Dreams. Dallas:
The Dalllas Institute of Humanities and Culture,
1983,

2. Hillman, James. Suicide and the Soul. Dallas:
Spring Publications, 1964,
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Peter Hite, Untitled

Through The Body

Passages from an Unfinished Legacy
by Peter Hite. Houston Center for Photog-
raphy fanwary 7-February 20, 1994

Ed Osowski

As | write this review, | am looking at an illus-
tration of Bemini's The Ectasy af St. Theresa
in Rome's Sta. Maria della Vittoria, What
1 always notice about Bernini's sculprure is
how it combines and compresses religious and
sextial ecstasy into one majestic and highly
di-;mrhin!_" |3'u_u'.

Whenever | see the Bernin, | feel as if |
The

saint, her head thrown back, her lefr arm and

||il'\.'i' I-|'I[HIL1{1| On a Very Ill'i\'il.[t.' maoamer

leg limp, wairs passively, openly, for her lover,
Her face records both pleasure and pain. An
angel, its face lit by an impish grin, prepares
to picree her with an arrow. To our eyes the
saint’s ecstasy is physical. In iconographic
terms, the .||11_’,u| I3 (:upi:l IL"lti.\' tor do the
waork of the pagan god who sent him.

Peter Hite, Untitled

\\::IPFL'.-”]'!" ilhill a condrete r‘.‘ligl(]“.\ \‘K.J!'ll'
lary, Bernini's was a rhetoric highly charged
by the theological struggles thar animared the
Catholic Counter-Reformation. His saint’s
emotional and |1|1:|.:\ic;-.1] CUSEASY become a visu-
|.i ;ln-ll“!.’,“c I‘Ul tIIL' !-Plri'l]'ﬂl k‘l_"-ld.\l\' li'l-'ll occurs
when divine love pierces her soul—when the
believer and God become one—awhen she
receives on her body the stigmara, the wounds
where, according o religious traditions, the
body of Christ was picrced by nails before his
death.

The Baroque vocabulary of Bernini's
hruipulr.d pin;v—[lu- way it \(m‘ué_;h-.. o Con-

\'t’:\' a k|lililll;i| |'||L'5|.‘-ll_‘.l.' lh]’tll IL’.IT ll'l‘.‘ |11|.'l.lpi1:lr
of the body—comes to mind in considering

Peter Hite's installation of nincteen photo-

I
gra ph:., “Passages from an Unfinished
Legacy.” His photographs ostensibly explore

the dynamics of father and son re

ionships.
Bur they do so by alluding indirectly and
sulu]:\.' o certain modifs, certain events that

IL'L-'l” PIIN-GIJ.;(.'.\ I.ﬂlll'l ]MB[JI lllL‘ (1'{' iII'I(l Nd."\\'

HOUSTON CENTER FOR PHOTOGRAPHY

Testaments and from the

legends of the
saints. These are not photographs thar "illus-

trate” biblical scenes such as F. Holland Day’s

images of the crucifixion. But they are im-
bued with something approaching religious
sensibility as they present scenes from a
privately held and practiced religion.
Consider Hite's ninth image: lts pose and
lighting recall images from the Baroque tradi-
tion. Hite offers his right hand to his facher
who finnly holds the arm. Hite's hand pushes
awkowardly into his father's chest. Here I am
E‘L'”'lif]ﬂl‘.".l lii. [ll:rf".“i: -I -I“.' .\(]]]I.\ I'l'l”(.l i.‘o ]'il
beam thar

. In his pose

dramatically by a beam of light

also edges the left side of his

[l'll.' S0n Sllgl;‘.t".‘il.'i []Ll[ J'I.i.' |'||
receive the stigmata. He appears bewildered,
confused, a sheep being led o its slaughter,
Lsaac about to be sacrificed by his father
Abraham. Hite's father, his massive body
practically flling the entire image, confronts

self is about o

the viewer directly.
It would be a rel
Hite's images autobiographic

atively casy task 1o read

|}'; as Ph('ll[:l'
graphs representing various stops along the
(male) road vo marurity. In his gallery note,
Hire encourages one to approach the works
in this manner. He writes, “To better under-
stand my ]1\1_\'|,'hn]ngiq;,1| inhenance | deaded
(1] ]FIIU'{JHFJ]""L-‘I“_\' L'.\'I'l‘?r‘.' 'h‘: IL';I["[ {JE-'”]L‘IL'
relationships | have in my family.” Hite's
image of father, son, and grandfather, their
heads the

arms linked as they raise over th

image of a male ancestor, hins ata pr

ritual llurint_'_ wi

e

ich a sacred icon or relic is
revealed to it u‘ul.\hip[k'l.\.

Bur the ambiguitics of how generations
relare or fail 1o relate
seem lhk' iL'-L‘-l i]'l[‘.'r—
esting aspect of
Hite's work. His
self-portrait in his
gnil1c.ll§11h¢r‘-; closet,
||;Il'i.L'I.1, H!“Hll‘lIL'n
bent, hemmed in by
the old man's suits,
presents the subject
as either |_|nwi|ii|1‘|_1
of unable to put on
his gra ndfather's
t]iﬂht‘.\ ;“l‘.l- meta-
phoncally, to accept
the life ulllupun si-
bilities and respect-
ability, a life that
will evenuually lead
him to be one with
his father and
grandfather.

The uncert:

ity
of Hite's response
to the pressure of
his ancestors is bet-
ter represented by
the sixth im;1g|_- in
the exhibition.
Originally ritled
The Blessing and now, like all other works in
the installation, untitled, it places the photog-
e, naked, his
head held l':j:',h[ |}'_ as 1f in a vise, |r:.' rwo male

Peter Hite, Untitled

rapher at the center of the ims

arms, his father's and t.{l’.{lldj.:lt]lt'l"_\, |m.~hi|q_;
against him. The pressure coming at him
from two directions appears enormous. But
HilL' iI[lI'K.'JI'S iIII'I'I[J.‘iF serene, .'I]I'l]('lt“ |l!‘|[ iI'I a
trance. Whar holds one’s anention, however,
;il'lll \\'11.;[[ rescues

photograph from being
merely “illustrative,” are the men’s wrist-
watches. They “date” the image, plant it

firmly in the present, and |'rrm‘i.dr.' the viewer

with clues in what would otherwise have been
a photograph with nothing o anchor ivin the
present.

Hite's nakedness, finally, separates him
"rll"'l ll“.' "tl“.'r Wi men. N‘."\l‘r t[{J W SOC
them stripped below their waists. Bur Hire
appears fully unclothed in a number of the
images. Ona symbaolic level, it is absolutely
appropriate that his vulnerability before these
two figures of male authority be shown in this
manner. Nakedness can be the great leveler;
it removes all pretenses. In Hite's patriarchal

universe, the son has not yet won the right to

wear clathing,

In five of the ph:rlugr;:plu Hite fondles,
maneuvers, and manipulates his father's head.
What privace ritual, one asks, is being enacted
here? What scene, one wonders, beteer left
private is being made public? These are dis-
Illrhil'll:[ il'l'l-'lgL'.‘\' l)L'L'j[l“il.' lhl_'ir |Llrr|lti\'1.' S0 I'IL'"IL'
is s0 deliberately jarring. As Hite pushes on
his father's head, as he holds the head against
a table, and, then, as he caresses the head, one
senses a transference of power. What one also
SCNSes l|5| h""\'\' t]'l‘L'.“.' }3}!(]1[]":“[}'*1.\ ld" [ (&) ”'li['lﬂl
Salome's erotic request for the head of John
the Baprist.

Hiee's im:igu‘.\ :'1p|mu, with an .||1|bi5_:uil:.'
that seems quite deliberate, the area where the
spiritual and the psychological combine. The
sexually-charged nature of many of his images
returns us to Bernini's sculpoure, Hite's pho-
uugmphu frame a central belief of Christian
[]11.‘3"!1:"—['1‘[[ O COMmes o (. :I.)l.j 1'“13[';.:'.
the body. Hite shows his sensitivity to the
belief that the body functions as metaphoric
er il.|1l'l\' on which -.|1iriuL;:| and p\:.'.;'|m|ul:',i(:1]
.\-L!.";I.H anc f[l;iL"L‘I\ d(_'l"i‘. ll'd- '-llld r‘.‘P‘L‘-‘llﬂ'd.

Hite's photographs tease and evade, refuse
1o reveal their meanings, are indirect, and are
unr-nri_"c[l.:hlr_ His I:mel::dgr of and use of
lrﬂllili"llh l]l. Il;ll(]‘]ll{' ffli!.“jﬁﬂl\ Pill"lillj.;
arranging the subjects in highly dramaric situ-
ations, lighting them with care and delibera-
tion, posing them oddly—are the tools he
uses to hint ar the meanings of his images.

Ed Osowski is a member of the National Book

Critics Circle and his reviews appear regularly in
the Houston Post.
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MISS TOT

ER NAME I3 ALMETER but people call her Tot, Miss Tot, or Tee Tot. Her broth-
ers call her Lonnie. She also has a succession of surnames, McKinny, Lofton,
Cole, the last two the names of husbands, a subject on which she is vague,
Miss Tot is not versed in matters of the Constitution but she has an inborn sense of her
right to privacy. She did allow that the most recent husband “gor the hot feet.” If she
once harbored hard feelings abour his departure, she doesn’t now.

She keeps a photograph of him, hanging high on the wall near the ceiling. You have
to climb on a chair to look at him. He was good-looking and slight—a bantamweight
which suggests he probably was quick and light on his feet. In the photograph, he

leans in a jaunty pose against a fine, shiny car.

Tor herself is small and agile. Black people never look as old as they are. Tot is sev-
enty-four. It’s not so much that she looks fifteen or twenty years younger than her real
age bur thar she looks ageless. This does not mean she had led a life of leisure or ¢
she has not been sick or near the point of death,

She was born and raised in the Hills, the rolling. wooded section of Mississippi to
the east of the Delra. She came here in 1951, with her two boys but withour Evert
Lofton, her first husband. She lives in a tenant’s shack at the bend of a gravel road that
snakes west from Highway 61 off toward the backwarers of the Mississippi. Her house
is in Tunica County, up in the north end of the Delta. Tunica County is a case of

Mal

poverty raised to a higher power. In the poorest region of the country, it is the poorest
county. Roughly 7,000 people live in Tunica County—the population continues to
dwindle—80 percent of them black. The white minority of Tunica County is particu-
larly defensive on the subject of poverty.

There are fewer and fewer shacks like Tot's lining Delta roads. With the mass migra-
tion begun during World War I, of rural blacks from the South to urban centers of the
North, their abodes, hardly built for the ages, have fallen down, enveloped by vines,
razed, or burned. Scattered around the Del

ta you can see squarish piles of rubble and
blackened earth that have an eerie resemblance to scorch marks left by the rockets
of departed spaceships. Tot lives here with her bachelor son, whose name is William
Henry but who goes by Jim or Jim Tot. Her other son lives with his family in Texas.
The house and yard are ady and decorative, though its flourishes—like the plastic
pelican in the front yard—and the accretion of items of pote
and cluttered by the standards of white suburban America. In the back is a hen house,
a bin for collecti uminum cams (the earnings go to support her church), a wood-
pile, a shed, an old Thunderbird rusting next to a now abandoned sky-blu
house, and Tor's vegetable garden fortified against the chickens by a crude fence,
Thisi
been leveled and compacted for the cultivation of rice. It is so flat and packed thar it
looks like a parking lot. No trees obstruct the view. You can sit on her porch and watch
toy-sized cars and trucks plying Highway 61 half a mile :
This is the center of Tot’s universe. She knows the site of every pecan tree in a five-

Al \'.'lllll_' darc lJlIlIi‘lnd‘l.\]'l

and of domesticity sits in a sea of cultivation. The field to the cast has just

ay.

mile radius. She collects the nuts in the fall to sell. Her church, which she nrguni;u'd
and maintains, is a quarter mile up the road. She is a samaritan, caring for the sick

and afflicred in the vicinity. News consists of local events—a Mexican migrant worker
ted by a leaky gas stove—and she is a profi-
it

stabbed by a black fellow; a couple asphyxi:

cient bearer of the news she deems import
on the appointment of Clarence Thomas to the Supreme Court because she has never

. On the other hand, she has no opinion

heard of him. The most important vote she casts is for road commissioner because that
is the person who keeps her gravel road in passable condition. Though she is a benehi-
ry of the achievements of Civil Rights worker Fannie Lou Hamer, who was born
and died forty miles away, Tot does not recognize the name. “Was she a church lady?”

il

she wonders.

The only document she seems capable of or interested in reading is the Bible.
There is a Bible on the dashboard of her car. Bibles lic open on several of the beds in
her house, and on the window sill behind the l]iliil,}i(i;lll‘l couch on her screened-in

back porch.

WHAT IS THE DELTA?

{E DELTA IS A GEOLOGICAL MISNOMER. [t is an alluvial plain, not a delta, wen
thousand years of sand and silt and detritus carried in the dervish currents of
the Mississippi and fnally dropped by the river, for lack of energy, into a huge,

ancient, gaping embayment, with its uvula about where Cairo, lllinois, stands today
and its mouth puckered up against the Gulf of Mexico, down around New Orleans.
It's maw filled in with dirt of the richest sort. Starting slowly in the early years of the
nineteenth century and accelerating after the Civil War, settlers began o unravel the
spectacular cape of vegetation-a weave of canebrakes and briars and rowering bottom-
land forests—thar covered the alluvial plain. They farmed; their successors are still
farming,

Diespite a Hawed application of nomenclature, in a textbook sense the Delta is a

arge of dirt hlr{'li;]liﬂl_: from Cairo to Mew Orleans. But in an
idiomatic, sociological sense, when most people talk abour the Delta, they are referring
to a subset of this larger terrain, In the minds of most people who live in these parts
or who have had occasion to visit or to think much abour this place, the Del

great continental disc

ta is that
upturned, outstrerched hand of land thar strerches from Memphis to Vicksburg, Here,
everything that is problematic and wonderful about the larger terrain is amplified.
Some of the most harrowing and courageous events of the Civil Rights Movement
wok place here, bur segregation remained the tacit rule. The soil is richest here but the

poverty the duu]k;.\'[, and here is where poverty s 4 [.'t!ll.‘i]_‘l'ig‘LlH'Ll.\ emblem of one’s race.

From here, the poorest place in America, came the blues.

ON HIGHE

Photographs of t

The following passages were excerpted from the collaborative projece On Higher
the inhabitants of the Mississippi Delta, the effort was funded in part by the D
iz'}ifper}’ﬂ‘y_ Wincller's text, crelled ﬁ'am EXTENSIVE [ITEriietes rxp.l’uh'ng the enlrs
mented Carter’s forty photographs. Organized by the Houston Center for Photo
at HCP from November 5-December 23, 1993 and is now available for mravel,

Keith Carter, Bicycles 1992

Keith Carter, Last Chicken, 1991

Keith Carter, Open Arms, 1993

SPOT/SUMMER 1994



 GROUND

Mississippi Delta

und by Keith Carter and Suzanne Winckler. Designed to document the life of
vea Lange-Paul Taylor Prize of the Center for Documentary Studies ar Duke
religious and folkloric beliefs of the areas people, accompanied and comple-
Iy and funded by the Texas Commission on the Arts, the work was exhibited

Keith Carter, Water Jug, 1991

HOUSTOMN CENTER FOR PHOTOGRAPHY

NO MEN

HE CHURCH SAT ON A BACK ROAD. It was white. On the horizon it glowed
T]Lke an oracle; up close it was flimsy, a miscellany of scavanged marerials. Its

itinerant pastor, who was also a farmer and carpenter, reported that he had spied
some lumber ar the demolition of a building that would serve o add a washroom onro
the church. If it was alright with the congregation, he could secure the materials at a
bargain price.

The congregation, meeting as always on the fourth Sunday of every month, was
composed of black women. They ranged in age from about ten to seventy-five. The
older women, reared in a sedate generarion, were dressed in dark, marronly suits and
dresses, near but worn. Some wore wigs; a few wore hats. The mother of the church—
the woman in charge of church business—wore a white nurse’s uniform, the standard
apparel of church mothers. The young women wore bright clothes with short hem-
lines. Three of these young women, sisters, sat together on one pew. One of them
carried an infant boy in her arms. During the service, they passed him back and forth
like a gift. Her two sisters were pregnant.

The sermon came from Matthew 20, the first sixteen verses, an inscrurable text
abour labor and wages in God's vineyard. The sixteenth verse is a passage that would
be familiar even w people who don't read the Bible: “So the last shall be first, and the
first last: For many be called, but few chosen.”

The preacher worked himself into a frenzy. He threw back his head and closed his
eyes. He took deeper and deeper inhalations as he talked, which caused the air to ranle
as it rushed down his windpipe.

“So the last shall be first, and the first last. Many be called bur few gonna be chosen.
Now think abour that verse. Let me make you a parable what I'm sayin. Just look how
many in church today and anly thing | see is two mens [ believe that is in this house
right now.” '

He was referring to himself and the infant boy.

“Everybody else is ladies. And I know that in this licde town and where I live there
is no more mens walkin' around then gewin’ in the church of God. But I'm saying o
the ladies just hold out to the end. You got a crown in waitin’ for God, Bur where the
mens gonna be when the Lord call the rolli”

The congregation replied, “Amen, amen, amen, amen.”

SHEP

N THE LATE 19605 FARMERS IN THE DELTA, like many other farmers across

America, began picking up professional velocity, clearing and draining more land o

put into production in a chivalrous, bank-leveraged, government-subsidized effort to
feed and clothe the world. In the Delta in particular, where the top soil is so deep thar
the sacrifice of some could be countenanced, the dirt has to fly. More precisely, the
practice of land leveling escalated. Billiard-table-flar land is desirable for a number of
reasons: for one, it promotes more efficient drainage of water. But leveling skins the
history oft the land.

The Delta has a long tradition of being not too uncomfortable a place to cke out an
existence. People have made themselves at home on this fertile alluvial plain for ar least
ten thousand years. They have left ample sign of their presence. In an effort 1o salvage
some fragments of the Delta’s history before the farmers scraped it all away, the
Mississippi Department of Archives and History opened a branch office in Clarksdale,
up in the north end of the Delta.

On Second Street, in a dingy, Hat-roofed, fiftics-cra office, itself an arifact of a more
prosperous time, thousands of unearthed specimens sit in closets, storerooms, under
tables, and in the hallway. There are potsherds, projectile points, hoes, awls, axes, celts,
beads, ear plugs, pendants, and effigies. They were gathered up, cleaned, catalogued,
and are now brooded over by John Connaway, state archaeologist, whaose intense con-
centration on the details of prehistory may in some way explain the holes in the heels
of his shoes. It is his job to save every scrap of evidence from the lives of the long dead,
including the bones of their dogs. Connaway takes more than an academic interest in
dogs. He has labeled their boxes: Shep, Bowser, Spot, Sam. When he rakes one of these
cardboard sarcophagi off the shelf, its contents rattle like a maraca.

Connaway doesn’t have a dog of his own—he wouldn't wanr 1o leave it in the apart-
ment he is seldom in himself—but he has found his niche in the dog-human continu-
um. When he is out on a dig, often a lonely pursuit, he befriends the local Delta mon-
grels. Foregoing their native skittishness, they trot over to where he is digging, curl up,
and nap while he sifis through the ancient soil.

EGGS

IE WOMAN WHO RAISES EGGS TO SELL guards her hens against vandal dogs.
“I came home one day, dog had chickens scartered from the yard on out in the
field,” she said. The woman rold the neighbor children to help her carch the dog,
Later, they ferched her to the culprit’s hiding place.

“1 gor a rope and | went down there. I put that rope around that dog’s neck and |
tied it to the back of my car. The children wanted to ride with me. 1 said I don’t care.
We got on down the road. They said, "Miss Tot, that dog aint dead.” I said, "Y'all don’
need to worry. He be dead when [ cross 61 highway.” ™

Suzanne Winckler is a writer based in Nebraska.
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THE LOS ANGELES RIOTS

Daniel P. Younger

In recalling the 1992 Los Angeles riots, images
of fiery devastation are among those that are

apt to come 1o mind, Viewers gathering their
news from the mainstream media (in particu-
I:
zines such as Newsweek and Tirmee) might tend

network TV and illustrated news maga-

to associate the riots with California’s wild-
fires of 1993 and earthquake of 1994, not
simply because they all occurred in the same
city, bur because images of fire predominated
in the media coverage of all three events. On
cl, the
ent as they are, is melded. In the midst of the

sality of these events, differ-

series of wildfires thar claimed lives and
property in Los f'\ngu]u:\ in the fall of 1993,
Carolyn See, a California-based novelist
acknowledged that people love the sense of
terror and elation in a great fire. Indeed, how-
ever inappropriate it may have seemed at the
time, the press n::!_mruﬂ that certain victims
of the fires who had suffered the p;lrli.‘.ll ar

ir homes weni so far as
gated by
the opportunity to immerse themselves in

complete loss of l

to say that their loss had been

the sheer danger and magninude of the blazes.

Inirial broadcast and print media coverage

of recent Los r\ngt]o.u calamiries (including
the riots, the wildfires, and most recently,
ke) all exploited an unabashed
fascination with the spectacle of fire.

As circumstantially differen
¢, what television screer

the earthiqu

as these
reporting
on these tragedies seemed 1o share most was a

CEVCTITS W

familiar staple of “disaster-TV™: raging fires in
Plngr‘.‘.\‘- [I'ljl[ ]‘f‘l,l'llllH.‘L! L0 CONSume Ui'h-l[l'\"{hr
stood in their path. With programming thar
brought a succession of fires—each one indis-
tinguishable from the next—into U.S, living
rooms, many networks offered extended cov-

of these rragedies. Lending continuity

to the studio coverage of news events, generic
1CONS Epmiuulul behind anchor persons) are
often emploved by news programs to cue
viewers to topics under discussion (a hand-
gun, for example might accompany a story on
inner-city gun violence). During the riots the
networks reinforced alarm in their viewership
[]],fl.lll:_:h '[I]L' i|'|\h1n[‘1|1§"|u5 p]’tKlllL‘li{Jn 'ﬂlllj

rq:pmuﬂ appearance of icons thart drpicttd
r.!l_',ing f
Puncruaring hour-to-hour and day-ro-day

or buildings engulfed in Aames.

pm;_;rmmliug. these stylized icons—h

||1L'|u\ of the LA, nos—served o dramarize

and serialize coverage of the cataclysms, At

l'hl.L SAMe me, news ||1-|.1,.¢|.l'.||1(.'ﬁ I‘r‘.";".'ﬂlﬂ.‘d
bold, rabloid-like headlines superimposed on
,ls.h).' phnmgr;lph.'. of fires and devastation

—bled to the edges of covers and opening
pages (a number of these folded out). The
result of this journalistic treatment was a kind
of “pasterization” of catastrophe—usually
with an emphasis on visual effects and mareri-
al damage rather than human loss.” Though
such sensational reportage is hardly new,
troduced

l\lt!i'l_‘*il]l.l'

this tabloid treatment has beer

i:]crc_'-,uingh.' in recent years ir
abloid venues.
oM an exaggeration o

ITIitllltL'-lJl[J\Y. ol

While it may
suggest that the disparate disasters besetting
California were defined by nothing so much
as TV screens and magazine pages subsumed
by the familiar orange hue of fires buming
out of control, this w
media offered (and chiefly whar viewers

s primarily what the

saw}—a result of the media's easy agreement
in sar ﬁ
cle. To be sure, in the case of niot-torn Los

'II'Ii_ its 'llldlt.'I'ILL 5 -{Pp(.llll. r‘l:ll| \p(.\li'l'

Angeles, these pictures amounted o licde
more Hh_lﬂ [1]1_' ["mlmlill CH';.".T—rJ'hL'r lh'ﬂ]'l

|hf_' I'_';II]M"—(]!“.'\'L'“L\ UI. i
complexity. | would argue thar such sensare
coverage fashioned for mostly whire, middle-
and lower middle-class consumers (the prima-
]ngmphlc gmllp F"l[‘gl','lt‘(l [T‘!’ []'L;llll]—

stream news magazines and neowork TV news
programs), contributed o a national loss of
Memaory (noted in many guarters) and a relat-
ed acute lack of attention to the root causes
and longterm effects of the Los Angeles riots.
Among those who have remarked on this case
of amnesia is Cornell West, a foremost
African-American intellect at Princeron. In his
recent book Race Matters, he offers an honest
assessment of the social and racial cause and
effect of the riots n1i.u.ing from maost media

reportage:

CLONES: THE HYPE AND THE HOPE

Fighting the'
California
Firestorm

Ill &5
0706288 ¢||5

A journalist writing sh:)ﬂl}' after the Los
Angeles riots in 1992, briefly summed up the
conftingent relationship berween the media
and news events: A fire needs oxygen.”* By
suggesting that the munting omnipresence
of television camera crews may have sETll.rrnl

the rage in South Central L.A., the writer
affirmed the media’s keen pursuit of the
sensational. In an era long before television,
early photodecumentary reportage—those
photographs thar qualified as some of the first
possessing news value—commonly depicted

“inferno,” Newsweek cover, November B, 1993 (Photo by Michael Schumann—Saba)

11 For all its ugly, xenopho-

bic resentment, its air
of adolescent carnival, and
its downright barbaric
behavior, it [the riots]
signified the sense of power-
lessness in America... What
we witnessed in Los Angeles
was the consequence of a
lethal linkage of economic
decline, cultural decay, and
political lethargy in American
life... The astonishing disap-
pearance of the event from
public dialogue is testimony
to just how painful and dis-
tressing a serious engage-
ment with race is.”?

sensational subjects such as fire and disaster,
and their aftermath.
ground-breaking daguerreotype of a factory

fire in progress in Oswego, New York, dating

(‘.ulrgr_' Barnard’s

from the 1850s; documentation of the devas-
tation of Sherman’s fiery march o the seain
the 1860s; and extensive coverage of the ruins
of the nineteenth-century Boston and
Chicago fires come o mind. In the first part
of the twenrieth-century, the explosion of the
Hindenburg dirigible and the pose-Waorld
War II icon of the atomic mushroom cloud
reside in the collective consciousness. Com-
p1mh||.' events in the post- TV era include live
images of the Challenger disaster, the Gulf
War “smart bomb” video, and the conflagra-
tion of the Branch Davidian compound in
Waco, Texas. Today it is increasingly such

inﬁ[.]l][.j |1Lﬂu5|:p' Iu‘ff.lﬁ(.' ﬂl'lll ‘fj‘:!i “.'lll'\-'('
relayed five to mass audiences

{and replayed endlessly)—that are likely 1w

be recalled by most.

moments

In a customary rite of passage for the
media, it is traditional fare to return to the

sives of tragedies like the LA, riots on their
in the

.'ll]lil'l

anniversaries. There is a fas
»;|||3q:rf§ci.l| contrasts drawn between “before
and after inm;,rus." implic'u in this exercise is
the fact that what the public remembers (and
probably understands) in the intervening
“\_\:I\ﬂ a |'Id ]1’(1‘"['15 Ii'l”ﬂ“'llng.'l ‘L!I\J\l\r- i\

not what life was like before an event or even
immediarely following it, but the spectacle
that atracred the media in the first place. The

pul:“c's memaory is affected re 13' |'.-:r the

impact of astonishing

ages, yet they tend w
float in the mind in
a rather disconnect-
ed state.

Commaon or
public experience
(thart shared socieral-
].'" rq_g;ir(“u'ﬁ of
ultimare differences
in perception or
conclusion)’ is par-
|"|:|'L'1.i \'i-l t]'l‘L' \\lil[‘:l.-
t]lL' \‘i.\‘l\.l‘ll Jl'ld Th‘:
aural. OF these, it is
arguably the visual at
this moment in the
wenticth-ceniu-

ry that is the most
standardized and
committed o mem-
ory. And []HBH[II]IKI—

e

1 perspectives not-
withstanding) it is
the visual thar view-
s L'r}mnmnl:\.'
accept as the most
important and
“objective” clement
of news production.
As TV audiences

W il',"\\'ﬂ'l.l IIII'.' oon-
flagration of Los
1992,
generally missing

r‘m;;ulu

were the accompa-
nying sounds of
raging flames,
explosions, shatrer-
i|:§_r' P‘];].'i‘i, Hun.\hm.\.
sirens, and the melee
af those participat-
ing in the riot. In

wsence of these

.\l“l”l.{\'t—'“'hl“
we might expect
from the technology
of relevision, and

\\'hi“ " L]E'ln[l."
terized television
news in its infancy
—we were left with
the arbitrary and arguably disposable “noise”

of studio commentary. Such cursory narr
tion, while intended o color inital readir
and perception, would appear 1o be super-

fluous in the recall of specta gery.
Undifferentiated images of buildings engulfed
iﬂ. f!‘“]‘{'y ﬂl]ﬂL 13“"‘.1?:.'“ I‘K't‘.'r.\ dl"nin'ﬂtt aur
memory of the riots. It has been argued by
Jean Baudrillard and others that speciral
images like these tend o devolve, in memory,
into litde more than pure spectacle itself.

In its coverage of the riots, television
offered few inmgu:. depicting social conditions
in South Central Los Angele
of the despair (and dignity) of affected com-
munities following the rots, Camena crews

nd lirtle sense

dqmr[::d soon after the last fires were extin-
guished, leaving lirde doube as to the deph
of media coverage. Mike Davis, in a two-
part article, “Who Killed L.A2," has written:
“. .. within weeks, and before a aillgk‘
ni-mall had :
the second Los Angeles riot, as well as the
national urban-racial crisis that it symbolized,

scorched wcrually been rebuilt,
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IMAGES WITHOUT EFFECT

had been virtually erased from political mem-
ory banks.”” Ironically, George Bush stated

the same week of the riots, “We have seen
images. .. we will never ﬁﬂl‘p_"tﬂ,“'
Norwithstanding his administration’s lack
of action and his own apparent amnesia, as
well as the disingenuous electioneering of
both p.ll‘li{.‘.\ around the El]it_’_l‘ll of Los ."'\n[_"::iu\'."
Bush was, in fact, correct. The palpable,
though disengaged, images of massive
destruction are unlikely o fade from the
memaory of the generation thar witnessed
them. However, the illa'l}i.n.[ll;lli[}' of these
images is suggested by the emptiness of the

political rhetoric and by the stunning inaction

and neglect thar followed the riots.
Promised aid o Los .-\ni_\-h'\' appears o

have been no more than “smoke and mirrors”
from the outset.” Following his re-dlection
defear in November 1992, Bush vetoed the
very urban aid bill he had helped to launch

as a result of the riots six months earlier. One
year after the riots, two thirds of gutted busi-
nesses stood mure, social services were still
severely diminished, and I\'nu[h q_|r1;-1n|1|c-_v.'-
ment continued to rise.”" Appointed by mayor
Tom ]imdlq' 1o head Rebuild LA (RLA),
Peter Ueberroth, with no federal or state aid
forthcoming, dramarically announced a bil-
lion dollar corporate commitment. Yer, half
of Ueberroth's impressive list of contributors,
when interviewed, denied any such commit-
ment. Ueberroth resigned from his RLA

post in .'\Laj\' 1993 under harsh COmmunity
criticism,

Mare recently, Bernard W, Kinsey, who
succeeded Ueberroth as the cochairman of the
beleaguered riot recovery effort, stepped down
last January. And in the fall 1993 mayoral

election, residents of Los r\.nl_',c]vh, reflec

z
an apparent white backlash, elected conserva-
tive Richard Riordan. Supported by Ronald
Reagan, Riordan, a wealthy venture capitalist,
was the first Republican elected mayor of LA,
in 36 years. Cnincized for his lack ni'xummr[
for the rebuilding of neighborhoods ravaged
]:_\.' the rots, he made erime the |,':.'11(:.-r]3iq_{g- of
his campaign, vowing to expand the LAPD
by forty percent.” Writing on local LA
mecia in fusidle the LA, Riots, Doug Ireland
noted:

" ...the night of the worst

violence, there was a near
total absence of voices from
the affected communities..,
Los Angeles television just
kept pouring raw footage
from remote units onto the
screen. Anchors everywhere
plied field reporters with Big
Picture gquestions. But that
wasn’t their job. Their job
was to create a mythical city,
a sort of Beirut West, views
of which would keep viewers
frozen in fear... 1¥

And, similarly, Tom Carson, writing also
in fuside the [.A. Riots, stated that the noters
themselves remained “wierdly dim hgures
on TV with not only their motives bur their
specific actions all but impossible to get a
handle on.” One became witness o “endless

channel-clicking footage of one fire after

g the sky.” " These cnincal on-

another hiding

site accounts of the media weatment of the
lr'ty,rd}' of the LA, riots attest to the effective

abstraction and neutralization of the soc
a phenomenaon theonized by Baudrillard. In
an age when information and entertamment

have become synonymous, the media and its

audience have come to “idolize any content

50 long as it resolves itself into a specracular
sequence.” ' Rather than informing as it pur-

ports, the media tends o engage the viewer in

a “-’l[. GIIlL'-lIiI'IIL'I'I.\iI'IIiIl L'.‘[I‘t'rii"l'ltl', ]I’.‘.Il“l'l[_'. (13 ]

in the fanastic, in brief, dazzling images for
their own sake—resules in an implosion of
informarion: puire effect lacking content or
meaning, according ro Baudrillard. In retro-
spect, the commodification of spectacle in Los
Angeles seems 1o be a rextbook case of a wide-

AN \ \ 1

Dawn Guernsey's 1992 “Men in Suits® is among a series of works by the artist that presents a sympathetic, multi-ethnic
representation of urban dwellers coping with the destruction of their neighborhoods. By contrast, media coverage of the

L.A. riots overlooked the plight of victims of affected communities and glossed their ethnic diversity.

the passive absorption of terrifying images
thar resist an active processing of meaning,
Trapped within the slick TV packaging of on-
‘hk"\l‘\'l 15 kilh.‘l'i\' il'll-ll.'_"‘:\ ]]l]\‘.' 'h(].\l_' l]]'[‘-id‘.'ﬂ.‘!'
from Los Angeles, the viewer found it impos-
sible to fathom the soci
residing beneath flames engulfing the screen,

Canse itnil ef I.t.'ﬁ.i

COVIR ATOEITS

ly acknowledged media condition that in the

final analysis too often crases the social while
claiming ro do just the opposite.
In their introduction 1o Media Knoudedee,

E EC“I:\' .'\._ (;in'll.\f ilnli ]‘ ster l .\ii [.IT\'.']'I posc

the question, ~ How are communicationa

devices able o reinscribe the human subject

“The Fire This Time," Time, May 11, 1992, pp. 18-19. (Photo by Kim Kulish—Los Angeles Daily Mews)

The spectacle, a programmaic end in
itself, has become the preferred elevisual
commadity, Information is received “instan-
mneously. .. without scruple or hesitation. . .
everything is explicit, ecstatic. .. and obscene
"

in its transparency, detail, and visibalioy,”

This postmodern condition

An Immerson

HOWSTON CENTER FOR PHOTOGRAFPHY

into prevailing social relations so that these
relations are seen as conventional and uncon-
ll‘ﬂ:l‘(l?l- L .[-I'H: ‘.'nl'j‘}n‘-f_'"'lL'"t []}-.‘-[uilll.‘i []lli‘
racial relations and the striking similarity

of initial news magazine cover stories (and
accompanying photographs) on the 1992

Los Angeles riots provide an illustration of the

hegemonic media condition implied by
Giroux's and McLaren's question. Cover
stories that .zp|u,\1rr:rl in Timeand Newsoeek
were titled n'.\puliv:'i}', “The Fire This Time"
* Time’s “The Fire This
Time,” was a clear (and curious) appropria-

and “Fire and Fury.

tion of the title of James
Baldwin's 1963 book, The Fire
Neve Time, Baldwin, in The
Fire Next Thme, explicared the
:|.¢'.\|3.ti.r of the Amencan black,
identified and indicted the
inerasigence of the (white)

American power structure, and
promised racial apocalypse.”
Tine signaled its view of the
fecklessness of the LA riots in
its ironic use of Baldwin's ride.

The appropriation of the title

recalled the racial uneest of the
1960°s that tollowed the publi-
cation of The Fire Next Time,
and smugly suggested the inef-
H,'n;:u:illly of the Chil I{ighu
Movement and Baldwin's semi-

I’Iill “'L'I'.II'_\.' LGI]I“]‘[I'II[I‘UI'I Li¥] il_

Singled our and surround-
ed by blazing fires, the Afncan-
American youths depicted on

the opening pages of Timeand

(1] :hL’ COVET Ill- d'.'n'{?'l".{'ﬂfl.'

seen to act largely alone. Im-
wers (participants in
a mob) do not act alone; ||1v}'

plicitly,

possess agency—a quality these
isolared youths appear to lack.

Given the graphic prominence
of the fires and their proximicy

1o the :\.‘Hll[l'l‘i_ a kind Elrﬂl\'ltlllil![it rel; 1|nn\|'1i|l

l'ﬁ{:l\\t‘tj'l []1L f;g res |l[“.| t]“.‘ &
. a relationship
tcfe and hreat

in these images. Consequent
may be drawn berween the s

(11‘[]1[' H'I'l"i, .'ll'll.'| []'I"l[ t)r‘[I'ILM' [CCNARCTs-

representatives of the young, black urban
il[ILit' ﬂ:i.lhh.

r')\'—'-\:__\.\.

The youths in Time and Newswweek
appear with open mouths to be shouting and
strike aggressive postures. One holds up a
hand-scrawled sign high over his head that
reals, “We Will Nor Rest™; the other gestures
threateningly. Race (and b

amie) are stigma-
tized in these iconic images that purport to



sum-up the riots faidy and transparendy
through an unchallenged and all-too familiar
visual language of the white mainstream:

the pathologically violent urban black.
Understanding the decidedly multiracial
makeup of those who participated in (and
experienced the unfortunate effects of) the
riots, the use of these images reveals a bald
editorial bias, more pronounced than in any
of the various articles that they accompany.
Disturbingly

(for non-African-American audiences) be-

these images tend o ring rue

cause they resemble the drugs-and-violence
micdel of media reporting on African
American communities, Writing last year on
“Black Life on TV: Realism or Stereotypes?,”
Isabel Wilkerson concluded abour the

corporate television ethos in regard 1o black
representation:

“In the current climate,
pathology is truth and truth
is pathology.”*

Shor at night, the images in 7ime and
Newsweek play to the incipient fear of white

audiences. The black teenagers, drawn in
direct relation to the terror and spectacle
of fires burning our of control, become

the anonymous (and, finally, the fictional)

protagonists—the poster boys—of the
terrible whire fantasy of urban Armageddon.

America on Trial

FIRE
AND

“Fire and Fury,” Newsweek cover, May 11, 1992 (Photo by Paul E. Rodriguez—0range County Register)
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“Firestorm,” NMewsweek, November 8, 1993, pp. 26-27 (Photo by Dave Yoder

Uidf

o .

it . £ 1
Orange County Register)

The appeal of these images, rooted in the
status-quo racism of the 1990s, resides in
their ability to frighten, and ultimarely (like
the fires) to embody an erasure of social

CONICEXE, OOMSCQUCenOT, .Illd ACTOnN.

Daniel P. Younger is the former editor of VIEWS:
The Journal of Photography in New England, pub-
lished by the Photographic Resource Center. He is
a photographer and a freelance writer, editor, and
curator,

Authorts Note: | would ke to thank Melissa
Dabakis for her assistance in reading early drafts
of this eszay.
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1. This report, incduding comments by Carolyn See,
comprised a story on the California wildfires that
weas aired on the National Public Radio program,
“All Things Considered,” on Novembaer 11, 1993,
See's novels chronicle life in the Pacific Rim area
of California. A recent novel by See, Making
Hizstory (Houghton Mifflin, 1991) is the story of a
family living the LA, dream of affluent happiness
whose sunny world is shattered by the “chaos of
living.*

2. For earlier examples of this sort of tabloid “pos-
terization” in the mainstream print media, see:
“Bracing for the Big One: and The Lessons of San
Francisco,” Newsweek, October 30, 198%; “San
Francisco, October 17, 1989, Time, October 30,
1989,

3, Comell West, Race Matters (Boston, Beacon
Press, 1993); 1-2.

4, Jonathan Alter, “TV and the ‘Firebell’,”
Newsweek, May 11, 1992: 43,

5. An important caveat. Minorities and/or urban
dwuellers (particularly those in Los Angeles) were
likely familiar enough with the despair of the
inner city and with essential elements missing
from the sensational media version of the riots to
ascertain just how problematic the coverage was.
©On the whaole, media programming was produced
by and for nonminorities .

6. Written accounts of national and world events
are more apt to lack agreement (than visual
accounts), and few (with any specificity of ver-
biage] make it into the lexicon of public aware-
ness. Auditory transmissions on TV usually bear a
decidedly secondary relationship to the visual,
Aside from some radio (such as National Public
Radia), little electronic programming offers a
“lwe~ or synchronous audio track accompanying
video footage.

7. Mike Davis, “Who Killed LA.7 A Political
Autopsy,” Part |, New Left Review, Jan/Feb 1993,
#197:4. Davis goes on 1o say: "The word city"—
now color-coded and worrisome to the candi-
dates’ commeon suburban heartland—was
expunged from the exchanges. Thus the thou-
sand-pound gorilla of the urban crisis was simply
and consensually conjured out of sight.”

8. "Fire and Fury,” Newsweek, May 11, 1992:31
9, See: Davis, “Who Killed LA%" Part |, New Left
Review.

10. Ibid.

11. Mike Davis. “Who Killed L.A.," Part Il, New Left
Review, 1198:49,

12, Marc Coopar, "Revenge of the ‘Burbs,” Village
Volee, June 22, 1993:17.

13. Douwg Ireland, “The Verdict,” in Inside the LA.
Riots: What really happened—and why it will hap-
pen again (Institute for Alternative Journalism,
1992):119.

14. Tom Carson, "Do you fear the coming dark-
ness?,” in Inside the LA Riots:115.

15. Douglas Kellner, “Media, Simulations and the
End of the Social,” in Jean Baudrillard: From
Marxism to Postmodernism and BeYond (Stanf
Stanford University Press, 1989):60

16. Ibid.:60-92

17. Henry A. Giroux and Peter L. MacLaren,
“Introduction— Media Hegemony: Towards A
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White, Reilly (eds.), Media Knowledge: Readings
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Citizenship [Albany, State University of New York
Press, 1992)xxi.

18. See: "The Fire This Time,” Time, May 11, 1992;
“Fire and Fury,” Newsweek, May 11, 1992,

19. James Baldwin, The Fire Next Time (New York,
Vintage Books, 1993). Reading Baldwin, one is
struck with how little has changed in thirty-odd
wears, and with how prophetic was his (pre-1960s
riots) assessment of the seething rage of the
African-American community. He wrote (apropos
of the 1992 Los Angeles riots and its media repre-
sentation): “The white man's unadmitted—and
apparently, to him, unspeakable—private fears
and longings are projected on the Negro.” (p.98);
T thuy could deal with the Negro as a symbaol or
a victim but had no sense of him as a man® (p. 58}
... the most dangerous creation of any society is
that man who has nothing to lose” (p. 76).

20. Isabel Wilkerson, "Black Life on TV: Realism or
Stercotypes?.” The New York Times, Sunday Arts
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Creating An Art Form

Alex: The Life of Alexander Liberman.
By Dodie Kazanjian and Calvin Tombkins
Alfred A. Knopf- 1993. 385 pp. $27.50

Holly Hildebrand

}"l’f i\'t’x;[[ltl{.‘r I.i l)L'("'l;"'l. pht}T[]gl’.lPh!.' WS
not an art form. Yet his eye for it and feel for
it transformed the pages of Vagreand other
magazines, and his own photographs led o
the dc\-t-]n]mwm and .tppn'vi_uinn of his
painting and sculprure.

Still active at eighty-one, Liberman only
this spring left his position as editorial director
l]'l'-’L]] (;UINJL: N;Lﬁ[ 'Plll'] i(.“tll(]“:!h a P(]Eil hf.' I-I{']d
for thirty-two years and which is one of the
most influential in the magazine world, He
is now depury chairman for editorial matters,
an exalted position that must have seemed far
from Liberman’s grasp in 1941 when, asa
recently arrived Russian refugee, he was fired
after a week {3f\\.‘(:rking n i"agnc"-; ar ¢|;-p;a11-
ment.

I-Il]\\' [.]ll'ﬂ.'rr"ﬂn |l|n'|.|.'\.| an cm P[(,l\'ml','ﬂ[
defear into editorial vicrory makes for a fasci-
nating look at the postwar changes in Amer-

ican magazine journalism. No less interesting

is his life story, told in great detail but nor

always with much elegance by Dodie
Kazanjian, a Vague writer, and Cal

Tomkins, a contributor to The New Yorker

wvin

and the author of, among other books,
Merchanis and Masterpieces: The Story of the
Merropolitan Musesm of Art. They hq_',in the
story vapidly, with a smarmy description of

Liberman’s 80th birthday party, that reads

Alexander Liberman, Tatiana, 1939

like a guest i
But if readers can get past these first pages,
they will find themselves swept up into a ke

tlIIlL‘lI i.ﬂ M l]lL' .cH)L'iill R.L'l_‘:i.\lL'(.

with a varied and fascinatin,
In the middle of all this stands Liberman,

L‘.'l||l1 -l“d SRV i“ |||.'| lill“‘li}«]l'tﬂ”ﬂ‘rl"l \ll‘".‘\.

an editor who somehow managed 1o keep the

||1'
ri|l U}I |-l_'\'(]l|t.\ ak [hl_' |‘L\[ I'Uinl.]'[l'.' il'l l'lrlll'f (8]
“enrich” the design: and an artist whose work
WS \.\'Idu—mngini: ]3[]' \\'il‘”.‘l‘ -'ll'l'll'!.l[ilinﬁ were
tortured by self-doubt. Irony and the force of

fortune are never far from his story. He was

ty of his staff even while asking them to

an art director who believed in “anti-design”
a nl] an (‘llil’ut’ Ui'h‘.l L'ih.\'(.‘d Phirl[]gr.‘lpll}'
form of “documentation” bur collaborared
on some of its great images; a man who

disdained his mother's |1u<|'1|', embarrassing

sermons about becoming an artist while heed-

ing their messages simultancously,

Born in Russia, he was the only son of a
|\l\\iu|1;:[c ]nll'-(]_qm}' woman with artistic
pretensions and a shrewd businessman who
figured in Lenin's government., Liberman’s
first marriage, to a "blonde goddess™ named
Hilde Sturm, ended quickly in divorce, but a

Irving Penn, Alex and Leica

second, to Tatiana, the Countess du Plessix,
Ih(.' Ru_\.\iﬂll "i‘.".‘: (]f'l[]f_' []f I .i1'l|.'r|11.‘ln‘.\' (Tlrl}'
artistic influences, lasted for fifty years. When
France was occupied, the couple fled 1o New
York. His connections to editors in France
helped land him a job ar Vague, where,
du.}‘:'l[c his initial failure, he quir.'l:l:\.' wan the
admiration of founder Condé Nast and rose
to the position of
art director within
Wi )"L'-'ll—s. Fa;ll'l}' an
Liberman spotted
the talent of [rving
Penn and Richard
Avedon; he was
able to hire Penn,
bur Avedon, who
joined the rival
Harper s Bazaar,
eluded him for
years.,

With Penn,
Liberman estab-
Ii!\'hl’_‘d [I'l‘.' Q':n.‘ﬂ'.'.\[
;l"ll st .\lll.t.‘.'.\hl:lll
relationship of his
professional life.

Penn himself
acknowledged his
‘Lik'l“ (L3 |.”H:rrl1.‘ul:
“Some of the best
work for Vagne,
tJ'l‘Ullgh il l'l'l;l_\' hf_‘-il
my signarure is in
face ours, the result

of a special and
close collaboration,” he wrote in 1991, Penn's
first works for '|r’qgm' were still-life phnm—
graphs, meticulously arranged objects made
modern with jarring, discordant notes. This

Irving Penn, Alexander Liberman, 1977

HOUSTON CENTER FOR PHOTOGRAPHY

sense of imperfection was whar Liberman was
looking for, especially in the presentation of
the nug;l:.'_int"s fashion models, Rr:jr:t;ring the

|d1.7l| UF“ s Ul‘lll\'clll"(.'.\““ \\']llh women
posed as ethereal beings, Liberman soughr

the “real gesture of a real person,” which Penn

was able o pnwidu—m first h." accident, in a
shot of model Jean Parcher
inspired many other photographers. *

Yart of Liberman’s approach to photogra-
phy ar \r’.'war\-.';r_-; what he called “anti-

Peru—ihart

duig,n . He saw an obsession with design at
the magazine—with “the use of the material

more itself"—
[

Istic

mportant than the mate

he wanted o break with 2 more “journal-
approach—rougher lettering, no white
messier layouts. And

HEJ;]CL'- L'f‘lm'dt'(l P;lt_" Sy
although Liberman worked with such fine
photographers as Penn, Cecll Beaton and
Horst, he showed no interest in
publishing print portfolios; even
Penn’s non-fashion work was
presented in Voguee as an exalved
form of illustration. Even so,
they are only a part of his tale,
The rest lies in the striking and
extensive portfolios of ¢

e pho-
tographers he encouraged, even
prodded, 1w greatness; the poses
of fashion models pulled down
off the pedestals and into the
streets and restaurants of a more
\'.'[]lEi.:!l]:il\' glamour; the maga-
E]‘]'H.'\ lh-ll I“.- ]'H.‘IJ}L‘I t'}];i]'lgf_' ;Il“.l
creare, from Vogue to Vanity
Nast Traveler,

Fair wo Condé
imbuing them with special
lities that included flash
and fun, imny and grinim':ss,

person

|1ll‘1’(]1 ;Il1l| h‘}‘[ﬂl'r. [ll pl'llll(}gf-'l'
phy, Liberman found some-
thing for everyone, and he sold
it tor the |3uh|it, n the process
helping to turn Condé Mast
into the Newhouse-owned empire it is roday.
If, to Liberman's own mind, photo graphy
was not an art form, he nevertheless made the
rest of the world look a it in differenc li

10 assess its roles and ro debare whethe
does, after all, ]3|:|nng in the E'umhum of
things visual. Liberman'’s justification for this
was that he did not view photograp
art form. But he believed in stirring things
up, and subsequenty hired Willi;
whose witty photographs of fashion models
looking like independent street kids or fey

M‘!phin.til'.'llc.\ loosened up the world of fashion
photography and paved the way for the
acceprance of Helmut Newton and David
Bailey in the 1960k,

\"{"I}HIL' 1.'[[1'[[]“[[] ]1];':\'- not I-I;I\".' IK‘I;Q’\"‘(' in
photography as an art form, a personal project

he began in 1948 used the camera w caprure
l]ll: \Vl]lk Ul- lI'l‘.' \\'{Jlll.rh };r!.".!l il[likl.\. [‘Jllring

the summers, Liberman, starting with

Georges Braque, began photographi
renowned artists and their studios. He mugl’n
out the studio of Cézanne, preserved as if s
owner were still living, and when Penn saw
Liberman'’s photographs of it, he urged his
mentor to publish them in Vogue, where they
appeared in 1952, After that initial visit, the
]mlit‘f[—\‘.‘bi[;l1 included visits with Picasso—
l"c‘l(]ﬂl."('d [(¥] l]“: ||'|'.1.§.'|:Ln"l.]|1.'. lTlII |.i|lt.'r|r1;1]| 0=
tnued to think of his work as only thar of a
lucky amateur. One of the
.'ttUr.\' i.‘. tl'ldt lhl’_' man '\'»'!'I“ (l‘l{i not rt.'!;.ll(i ]‘h()—

ies of his life

tography as art should receive his first recog-
nition as an artist with an exhibic of “The
Anist in His Studio™ project ar the Museum
of Modern Art in 1959, A year later, the
ITIIU"’HR‘]!hH were I“ll]l“ii“.'(l |3l¥' Vlki"g I’ll_'_‘\‘\.

Bur Liberman had also been working on
other projects; paintings of minimalist circles,
an obsession of his since 1949, we
shown in 1960, The success of “The Artist
in H
circle motif continued in Liberman's painting
until 1964, when he began to experiment
\\'itl] l-lL‘I.'hJ]H.i !i[‘]il‘il'll".\ a I'h[i I‘ﬂ I.ltl sIres L'.\ “F
color.

But Liberman did not stop with photo-

furse

Illdih" ]t.'(.l (4] 1'“.' t.".‘hlhh\ iII'I(I [h

graphs and paintings. A career in sculprure
was his, too—he became one of the most
successful public artists of his time with his

I'Ilii.‘ili.'l':f' []'-ld I'!_"L' '.'llt.' W I(k.‘i. I .Ill',il.'ll

1even
had the distinction of sceing one of his works,
Adiam, ordered removed by the Nixon White
House. (Inside sources pinned the request on
[[[L i'l-ll([l.'[“;l['l.l .l-llL' \\-'Urli I'l-l.ll ['K.'L'l'l an
long-term loan ro the Corcoran Gallery of Ant
and visible from the White House when the

onal Parks Service carted if off. It was

|;|l|:r ﬂ.'.\l&.lL{.'{[ l]:\' an art center in New ‘]'lifli

al examples of Liberman’s sculprure
and painting are presented in the book, which

is illustrared with eighty-five photographs

i *‘I’iil’!'l hll'l'lll\' .~.|1.1p-;|]n[:. mw Pnl'[f‘.ji[\

of the artist (one is ll:\.’ Penn) and some of
Liberman’s own photographs, including

3

Irving Penn, Tatiana

examples from The Artist in His Studio. There
"11_’.
pose during their carly years together. Ina
way these photographs, in their fascinating

i!i J!HJ a [ll'lll[“;:ﬂl[lll llr‘lll[]‘i]]'lil Ill'l A 51

variety,
Liberman, documenting, as he might pu it
himself, the story of this twentieth-century

e a metaphor for the life of

Renaissance man.

Holly Hildebrand, a former newspaper photo
editor, is a journalist, playwright and poet.

FOOTNOTES

1. When Avedon came over to Vogue, his secretive
waorking relationship with Diana Vreeland caused
problems.

2. The photograph shows the model in profile,
elbow on the table holding a pearl necklace to her
lips while staring moodily past a man.
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the subjectiviy—the selectiviy—in

lhi.\ I‘]'lll“'!."lul'] H.Tl.\ L.hl'iﬁ.‘.- Hlld
sequence of subject matter and news
stories, Stone's choices are not givens
C»;impl.r “the world out there™), but
L'"Il‘(]‘j_'\' l]i;l.\ ;“'lﬂl llll[llnll 5i1."]'|iﬁ(.;]]“.‘:u
making them integral to the project
and its meaning, Stranger Than Fiction

begs for discursive analysis, especially
a gendered one. If, as ['ve a
HU&_@I’.‘.‘“(\L [I'IL' .\[ﬂ'rit'.‘i |hl’.'|'|'|‘;l.'| VES lIl]“l'l

ready

ar first suggest any particular patterns
—save for some fascination with
mishaps, cruelty, violence, and death-
the E111l!l¢l‘§:jil[l|'l.‘o {in concert with the
SIOPIES) seem to.

As presented in his book, Stone's
world is overwhelmingly male. With
the L'xr;rpl'mn ofa |,1rgr audience of
middle-:
ara “Mi
mMOny serv

£ 'li M Lli1l| WoImen 5‘.1‘1'.‘1.3
ry Appreciation Day” cere-
r as the primary subject of

one photograph and a few pictures of
girls, adult females—delineated as pri-
;Lll[k‘;ll
in only four pictures of thirty-three

mary or prominent subjects

Where the Boys Are
Stranger Than Fiction by Jim Seone
Syracuse, New York. Light Work, 1993.
525.00, r.ru;mgiun!.—w:"

Daniel P. Younger

With its newsprint dust jacket and cut-

and-paste title, Stranger Than Fiction by

Jim Stone resembles a personal scrapbook,
a thumbprint of the photographer’s

predilections. He
artist’s book; interspersing photographs

has creared a kind of

with pages of newsprint recounting pecu-
liar talltales, most of the small-town vari-
ety. Stone’s black-and-white Polaroid Type
55 and medium formar photographs taken
in the United States and Eastern Europe
are |_'.Ir|.'1.ll|!.\' ]‘li['l“.'lj m lllll]i"[“.'; one=to-=a-
page. including several fold-our pages thar
allow for multiple pairings of text and
image.

Stone is a photographer—an inveterate
collector of sorts—in search of offbeat indi-
viduals who emerge as heroes of individuality
within their own cultural microcosms. He
takes us his subject matter those who run
against the pack, who identify themselves
proudly by their passions—their curious pas-
ions and domiciles.

HIMIES, QVOCLTons, posses
Recording his subjects and their
material traces in the world
with interest and compassion,
they become not a gallery of

oddities, bur possessors of

of eccentric frontier spirit.
With something of the alter-

nately whimsical and bizarre in

many of Stone’s images, he has
V’llghl 00 COMSTIUCT @ COUnicT-
part in words to his pictures.

! il.' L'UI.:p't.‘s ]'||5 -'l\'id act Uilﬂ.ul‘
lecting as a photographer with
an apparent interest in tabloid-
like reportage recounting
unusual and/or violent human
behavior. Stranger Than Fiction
weaves together photographs

se, -“.C.iﬂll:f“;ll ;lf]d i”".'f]llll]"-ll ]1{3[]1'[L'i{IL'. ;l[]ﬂl
suicide. Such incidents include: a reacher who
fatally crushed the head of a student in a
school gate for mrdiness, a son who shot and
killed his father (a policeman) as a result of
being punished for bad grades, a high school
.'bil.l‘.lfni Lll;ilgﬂl .l['l lh{- il-l‘.kill" -l"l.i .\]'ﬂ){i[i"g
death of his mother who was nevertheless
inducted into his community’s Youth Hall

of Fame.,

Although murder and manslaughter may
be somewhat more concentrated in the initial
newsprine pages of the book, [ didn't detect a
El‘i.'li]"l.'r-llL' .‘H.'l“.']'l’t' il] l]'l‘.‘ -lll[h[:ll“\' .“.1|l|L'|'|L'I'.' []}-

the varying genres of tall tales. Nor (with the
exception of some obvious alliances berween
text and photographs) does a necessary overall
pattern emerge in the relation berwee
and image. With this in mind—barring any
u f!l\'il.‘l{l.l"g 5[]'1[!’."1“-1] I_'(](i‘.'.\ J]'lli I“k\\il?l('

I would hazard a few
initial conclusions about Stone’s act of com-

mingling text and photographs. He proffers

. ext

myopia on my part

few clues but the book’s tide and the 1974
stalement h}' Garry \'l:"inny_mnd prcﬁu;ing the
book: “There is nothing as mysterious as a
fact clearly described.” With the book, based
lhl’.']'l. lli‘(”l [hL' "'hlx]ll'l’ “ln]‘h i.‘t hlr."'lg_l.'[ [l‘.!“
fiction,” and Winogrand's truism about the
phatographic medium, one could more than
quibble with the implication thar photo-

and odd narratives thar include

inde-

acts or incidents such ;

AR, TRACTOR, Al SR, | Cnifad DA A, R R

dqliq‘rmg human subjects. '|in||1_:h'll\-
l\'\'l:nl_\' !Ti‘.‘l ures C(]l]l[‘ri.\-\' on I'\ lJ(J.\'.\ J'l'l‘lil'l(:ll
men, ill'ld DWENYy-0ne roreay men 'h\'ifh vari-
eties of possessions—four of them with guns.
Only four images depict men and women
together. As many
as thirteen of the
phnl(];{r.‘lph.\
picrure men as
lone agents. Of the
l'll',"\.'ﬂ'll p}li,[!]i:nlpl'l.\
in the book thar do
not depict people,
eight either picture
\VL';[P(]“.\ Or iI'I SOme
way reference
armed conflict. A
clear majonity of
the protagonists

of the newspaper
.\l(H‘it‘ﬁ IL'P]T}({[[L'("E
in Stranger Than
Frction are also

male,

Against the

shoot in which they E'r]:annq'd [0 LS 2 ]ﬁhnm of
Bill Clinton as a target; and two men with

a shotgun force their way into their home of

a couple and throw a snake on top of the
woman, These stories are followed by a
F‘{J'lf;li[ ‘Il.; ) I’[‘I\'HIL‘ .I.Ilk'ﬂl.\ki-
drunk and AWOL—sitting idly in frontof a
statue of Lenin in Poland. Finally (keeping in

MInNg !-l]l{il-(.'l

mind the opening photograph— Barbara,
Pregrans—and its symbolic significance and
force), in the nexi-to-last it11.l_|r',t' in the book,
a group of Pakistani men surround a father
solemnly holding the compse of his daugheer
who was killed when thei

mud house
collapsed.

Not inappropriately, Stone closes the book
with a lyric excerpt from a classic by the
19605 band, The Animals: “Ch Lord, |1|¢.1.~.c'

tI[JI'I"I !l'[ me I'Ii‘ I'I'Ii)ll['l(.l.t‘r’.\[('l(l(l.l- II-l'll'.' com-

plex meanings and associations issuing from
Stranger Than Ficrion are multifarious, both

If

within and beyond the ken of the autho

Stone's book posits a frequenty dar
male-dominated world, its gun-wiclding pur-

Yeyors lli-lllll'lll.'.\ti(. AT :lhil[ 'i'i“]i'“tl' \lLH-L'r

social paralysis and lack authority, power, and
will. The book's narmrives Suggest, AMong
'3t]lt'r t]lll"gfh lllL'n'H.'_‘\ .\-lth as |'||;|lL' i”l-‘l['l“lin'ﬂl'
tion and social-sexual dysfunction, conceit for
the felicity and responsibility of home and
child-rearing, and (not the least) an overriding

|3.1L'L'4|mi1 of this

statistically male universe, Stone foregrounds
the book with an opening photograph of a
YOUNg, Pregnant womarn, Barbara, .l“n:g'mmr:

Darchester, Massachserts. The subject, wear-
ing a maternity dress, sits barefoot in a lawn
r facing the camera with her legs spread

over the edge of a plastic children’s
|mn| [rt':sr_'mh]iup, 2 woman's ueerus)
filled with warter. This fecund photo-
graph is reminiscent of a snapshor
genre in which men commonly
picture their girlfriends or wives of
childbearing age in or near bodies of

water. This image obtains an unmis-

takable hierarchy and importanc
the book, given the priority of its
|3|,1.q1-mr:11[—i|1 (inverse) relation to
it.'l di.'oi-"'lﬁ.'t l'lli“l’flll}' status. J\"Il"_'h ‘11-
the rest of the book (the news stories
especially) seems to be a deliberate
CONMSIILCTION 1N :uhr:rp contradistng-
tion o this iconic (1 would argue,
exalted) female image—a largely
II1LIJ=: !‘lJL.lL'[)' L‘rJg.Lgcl] “I [‘llcri]‘.’-
violent, or otherwise socially unac-
ceprable behavior.

cent exposure, the explosion of

a4 menu .'oi!_'.l'l i” lh‘: dri\'u-t]ll()ljgh ]Jl'IL' ‘UE-J ’EL\[
food chai
Wayne Bobbirr's!), submarine sandwiches
f‘[]l.l"d .'tll.lll-(.'(l U\l']lh Il'li].l'ii'lli“]ﬂ. ll'l‘.' ||'|i(.ﬂn\';l¥'—

, the severing of a penis {(not John

ing of animals, a French accent obtained inex-
plicably as a result of an auto accident, and a

I'!-T!'lk_ tl_'El‘L'( hf_'ld 'llFl ﬁ'lr a4 mere lnﬂlpnp h.‘. a
boy. While most of the tales selected as exa
ples thus far might be categorized as unus
ribald, cruel, or criminal, the most consistent
strain in the newspaper ¢'|ip|1ing;. that Stone

N mone \(K]‘J]IF
ating to gun

c.u”:i!:i.'_'- are i[lcl‘d‘.
repugnant and destructive, re
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|__:r.1|3h.~i "r_'lu;!rl_-.' describe” :i]'l:.’[hil'll:", or that
they, or newspapers, are synonymous with
truth.

Stone, who grapples with culwral indices
(again, classified under the rubric, “stranger
than fiction™), molds them into yer another
constellation of “truth” pcrh;qp& no less
strange of idiosyneratic—but certainly differ-
ent—than its constituent parts. Beyond the

ace value of the photographs and news
stories themselves, we (and the author)

l]JliI\'(]id.:l]'!l_\' r_'mlrr.'r :I(ii{i[illn:ll or [!Ihl,'l mean-
ing upon their organization. Chne might query

exotic

Directly opposite Barbara
J”nx?wm‘, and on the fn!ln'\.vin]__*| WO pages, are
highlighted newspaper stories describing a
man wearing a diaper who publicly filled a
I(.']'lp!'l (1{13]]'[{{.'“ l]!“l'_' wltl'l “hil?l‘t‘ll cream
and a couple who artempred 1o trade in their
fourteen-month-old son for a late model
Corvette, Skipping to the midd
tl'l‘.' l“lk. Sl‘}]“: -'U-&‘.']'[II?]‘.'.“ EiL'\'L'nll llt.'w.'.p.'lpi.'r
items that together portray men as violent
and/or powerless and misdirected: two elderly
men shoot it out in old-West style but miss
a rigl'n-wing "('nung
I{{.’}}llt)’]‘cﬂn gﬂ]up i_"l [.U]T:L‘d o ‘L'E{[]CL'I a ['lllk‘L':f'

e section of

each other entirel

passion for popular male symbaols of instru-
m::|u,1|i[:\.'—¢;;]n. and guns, E{u-piﬂy_ these con-
dusions and my earlier statistical analysis of
gender in mind, I would argue thay Stranger
Than Fretion suggests, an acute bifurcation

of the sexes, one that is well-documented in
popular culture, The ar once pronounced
hierarchy and isolation of the image, Barbara
Preguant, seems founded on the essentialist
and long-ourmoded construction of women

|!llv different—ithe fam

r hin]ng_v—

-IlL':lll'llL'l'll_ \‘;’IGH"(.'IL AssLme hll(.l'l
position endyin relation o their sexual and
il'l.‘i[l'l.ll'l'l.L'l'l'l.lI Hl.'F

ion from men, In

Stranger Than Fiction, Jim Stone constructs a
fragile, foreboding world bound by both trutch
and fction. His contribution seems as much
as anything, finally, a desperate plea thar we
might countenance the unsertling particulars
of an isolated and unstable male culture,
1|m|.'i||in|:; and unable o in(r:gr.m- 1iself Fu]]:\.'

into society.
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Lifting Albania’s
Darkness

Albania Opens the Door: Life after
Hoxha by Martha Grenon, Pro-fex
Gallery, Austin, TX. March 5-30, 1994

Karen E. Lillis

When I was a student ar Prare Institure,
photographer Phil Perkis told my class,

“There's no |_3|.u'g- that |111u[=1!_-,mi1]1.\" hasn't
iphy has gone from the far

reaches of the globe to the inside of the

been. Phote

human body. There is Il[J[l‘Ii!lg new to be
shown in the sense that this should not be
prime motivation for tackling a photographic

subject.”

l r\_'L'.l”‘.".l l]“.'.“.' '“l’f(l.‘i as I t‘“ﬂi ill _\-'i.ll'lll.{
Grenon's exhibition and | mentally made an
exception to his wisdom. For while he may be
correct in a stricter sense, Grenon also reminds
s l’["h(.' \'il;ll IUEL' l’[.lh(_' I‘]l{’[‘r}'_r-lp!'l‘:r o
inform her pllHi:' in the face nf:"\.'cr—dmnging
warld politics. Albania must indeed have been
phc}l(]gl’.[pht‘d 1“.'[‘[]1('\ l]lll U]'ll:!' IL".‘.-"II:I' s d
new democratic state freed from its twenty-
three year atheist government.

( ;IL'[“T“ .‘ih‘]l IIIL' ﬁr\' {JE“hE_\L‘ pllul(];{r.‘lphn
in 1992, The remainder were taken during a

Martha Grenon, Charging Sheep, Gjirokastér,
Albania, 1993

Martha Grenon, Nlegal Aliens Being Returned o
Albania from Corfu, Greece, 1992

r in Albania in the fall of 1993, The
images exhibited cover much ground, reflect-

|n|1|::l'l' S

ing both her actual travels across the land and
the range of issues approached. She shows us
a boy standing next to a Christian shrine in

Shen Vasiz a Crypsy Veneedor in Fushe Kruja di
playing her wares; Seldiers ar Port in Sarande;
a .‘I-Lm_‘r."} Cemeteryin T

a (Albania’s capi-
tol) for martyrs of World War [1: fragments
of an ancient city in zilpﬂ.."ﬁ;m}n and three
Hlegal Aliens being Shipped Back to Albania
ﬁ'rm.l (.iufh, Crreece. The va riety of the subjects
succeeded withour sacrificing the series’ unity.
Each photograph offered a chance to learn
maore about this long-isolated nation. Grenon
inu.ﬂpq'm_\i informanonal (;1p[inn5 []1mug|‘|—
out the show. Hoxha is Enver Hoxha, the
leader who began inciting Albanians with his
in 1964, and
whaose atheist lq:jm;' hq:ga nin 1967. His

violently anti-religious placforn

death in 1985 was not the end of the regime,
as a power struggle ensued. Today no public

likenesses of Hoxha remain, and all the exist-

illg R‘d STArs arc now E'H'.'il'l!: lL'H'IIl'-'I.(l fmm

public places.
Just as Grenon took the opportunity o
“.".'l; ourr |'||“.{ Pi"r[[]i_"n‘]‘h [h:ih' E."]lll]'r.\' \V]'l.lt'h
was closed to outsiders before 1991, the
Alba
cager observe her

15 she encountered appeared equally

1t is inu-rr:sling o note

[I'i.'l[ S0 many Ufl'lt.'l' l'l'll[]'ljlll Fllhjt‘f_’l.‘- I'!.'ll]l']'l‘.'ll

her camera’s gaze. As she poignantly captured

human interaction—among palitical officials,
families, school-age friends—in front of her

CAMEra,

she often harnessed a significant ener-
gy between herself and her subjects. In
Charging Sheep, Giirokaster, three boys occupy
a .'in'l;ll] I'Flll L‘r_'lltnll !\P;H.‘.' i|1 [ll‘L' Pll(]ll’}:r.]l‘]l-
The very young boy on the left hides coyly
behind his friend, who in turn looks and
smiles ar the photographer, giddy to be cho-
sen I‘} t]'l.l.' CAmera. II‘I]L' l](]:\-' o [llL'ir rir_hl .l.\

several years older, and though he does not

recognize the camera with his gaze, he poses
toughly, leaning his arm against a nearby tree
in pubescent bravado. In Awmdreas and Aleks
{Sarande Hospital), two men, one with a

I"ﬂ |'ll|;ib.'l'(i ]'I.Jl[]d| lL'[]dEﬂ!' ]'Uilli onio ‘L‘-'I.(.]l
other while gently smiling ar the photograph-
er. Grenon confirmed inan interview that
her Albanian subjects were receptive to being
photographed: “Many people begged me

to take their picrure—they would come over
ﬂI'HJ EKJ.\-L' Il['l I‘I""“ lFl.l'I'l'u' L'.i[[]“.'l—ﬂ.‘I

The exhibition is far from a definitive
study of the daily lives of Albanians, bur it
does not profess to be. What Grenon cap-
[l]l'l'd, ﬂ]'l(l 'r\'l'lﬂ'[ .A.”l-'lni.l .‘H.'['I'[]L'fj [i4] ‘UHE.'H Wis
a wide-eyed curiosity from its citizens as it re-
enters a globally-orented world. Grenon was
less interested in scrutinizing this country
than {li:i(_'uvu!'mg it. She was \\'i]]ing o let
Albania approach her camera as she was cager
o
nation. In one group of four photos—marted
together—a group of Greek-Albanians is
depicred after a demo
as a struggling minarity in a formerdy com-
[I'Illl'ldl L'L'l"l(]l'l'l:\.' '“’.l'llll.'h now llihpl]lL'& OWMET=
ship of land. The police ret
violence, and in three of the photographs,
individuals willing|}' bare their skin to show

ure on film this newly-accessible

ration for th

atedd with

their bruises. The openness of the people in

these photographs could be an indication of

the Fpport she established with her subjects.
But it also symbalized an essential aspect of
the Albanian awake

1g—incorporating a
people’s curiosity woward an entire world that

hi‘[i II'Il“.'l'l |\'rl.'|'![ Fl(]l'l'l [IIL'[!'I. a IK"“'ILI{IL'H'IIL'H' at

new-found freedom, and at times, a hint of

remaining powerlessness despite new political
developments. According ro Grenon, “There
WErS SOome ]"i“ll‘l‘.‘ \\'h('\ dl‘.l not want IhEﬂlr I'i‘.'
wre taken—{this country) was coming our of

adeep paranoia,”

Martha Grenon, Soldiers at Port, Sarandé, Albania,
1992

Cirenon's sensibilities as the self~conscious-
ly curious outsider bring an interesting angle
1o the often voyeuristic aspect of photogra-
phy; as she let herself be watched by those she
dqlig‘rud, we wonder how these Albanian eyes
will perceive the world as the country comes
into global awareness.

Karen E. Lillis is a writer and photographer living
in Austin, Texas.

Exhibition Preview

Songs of My People

Sengs ¢

"I..fj' Pm;a."r, on view at the Muscum
of Fine Arts, Houston, August 28-November
20, 1994, is an exhibition of 150 phnlu-
graphs by 53 prominent African American
photographers, including four Pulitzer Prize
winners, that capture the experiences and
diversity of African Americans and their con-
tributions o American culiire. Six works by
Houston photographers Geary Broadnax and
Marris Richardson are fearured.

Photographer/filmmaker Gordon Parks
will give a lecture on the exhibition on
'I'hllrsdﬂ_\', .v\uf_l_u».[ 25, at _-'pm. Tickets are $5.
Geary Broadnax will give an artist’s tour of
the exhibition on Thursday, November 3,
at 7pm. Call the Museum of Fine Arts,
Houston at (713) 639-7300 for further
information regarding these and other
events related ro the exhibinon,

The exhibition was organized by the
Corcoran Gallery of Art, and developed for
circulation by the Smithsonian Instirurion
Traveling Exhibition Service. The Houston
exhibition is curated |r_\.' Anne Wilkes Tucker,

Gus and Lyndall Wortham curator of

photography at the Museum of Fine Arts,
Houston.

Geary Broadnax, Widow Allison Leland

e

Mark Gail, Sandra Organ, Houston, Texas

HOUSTON CENTER FOR PHOTOGRAPHY

e . s

& . o — =
Keith Williams, Black Cowbays, Longview,
Texas, 1990

i 5, - - 1
Mosris Richardson, F.E, Warren Air Force B

Ron Ceasar, Young Muzlim Girl, 1990

ase, Myra Cross,

Cheyenne, Wyoming
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Graciela Iturbide, Four Little Fish

PARTING SHOTS

Graciela lturbide, photographer

Fernando Castro

PRODUCTION NOTES
This issue of SPOT was produced on a Macintosh 5i using Quark
XPress. The photographs were laser scanned on a Howtek Drum
Scanner into Adobe Photoshop and film pages were output from an
Agfa Select Set 5000 with 150-line halftone screens. It was printed
on 60# Productolith on a 40" Roland two-color sheetfed press.
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Graciela Rurbide, The Chat

Graciela Irurbide’s name may be hard o pronounce for non-Spanish speakers, bur it is
famili;
women” at the Houston Community College Sys
June 25, 1994 and sponsored by the college and the Mexican Ministry of Tourism and
the Mexican Culoural Institure. Iturbide was awarded the 1988 Grand Prix of Le Mois de
la Photo in Paris. Iturbide began this project abour a Zapotec Indian village noted for its
matriarchical social structure around 1979 and many of the images are featured in her
1989 book bearing the aforementioned tite.

No stranger to Texas, in 1991, the Contemporary Arts Museum invited her to

in the international world of photography. For the exhibic “Juchitin, wwn of

m Central College from May 26-

Houston for the npcning of the Aperture exhibit “C v American
[’l1ul[1gr;||)||crs." A year earlier she had phomgmph:ﬂ—mgﬂhvr with Keith Carter,
David Crossley, Oweena Fogarthy and Michad Mohun—the project The River Pierce
Sacrifice I1 ritualistic happening. Thar collaborative work is an interesting point of reflec-
von on commonalities of the Southern United States and Latin American [lhu[ugr:lphit

1 [L'I'I'IIH]T.[F}’ I e

ideosyncracies.
Originally a filmmaker, Trurbide became a still photographer in 1970 and was a disci-
e and assistant o Manuel Alvarez Bravo for two years. Although her interest in pho-

il
{ugmphing the indigenous peoples of Mexico is part of a long and rich tradirion,
Iturbide’s work stands out for its elegance and mystery. One of her most memorable
im-.]gc,s, ,&fr.!fw' J:pgg'f{l‘}ﬁ[)}, llustrates the cover of the voluminous and controversial
book El Canto de la Realidad: forografia latinoamericana 1860-1993 (1993), lurbide her-
self has published more books than one can keep track of including: Swefios de papel
(1983), Los quee viven en lie avena (1980), Tabasco, una cultura de agua (1985), En el nom-
bre del padre (1993), Graciela ltrbide (1993).
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PHOTO

4211 CAROLINE  HOUSTON, TEXAS

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

CUSTOM SLIDE PRODUCTION

Slide duping. Photo-Drops, Title Slides,

Computer Imaging

MACHINE & CUSTOM PRINTING
From color & BfW negs. and slides

PRESENTATION GRAPHICS

Viewgraphs, Duratrans, Duraflex, Photormurals,

COMPOSITE NEGATIVES
Photo-Drops & Composite Printing

MOUNTING & LAMINATING

From single pieces to multi-panel wall murals

GRAPHIC SERVICES

Loyout & Design. Typesatting, Airbrsh & Computer Imoging

1O

RALS

COLOR |
DARK ROOM

For Rent

FERRARIO
PHOTOGRAPHY

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

Custom Printing For
Artists Available

CALL FOR APPOINTMENTS

(512) 285-3884

Se Habld” Espanol

e

PEDRO MEYER

One of Mexica's premies
condemponany phatographers,
Pedko Maryer, will give the

Keynobe Address on Thursday night.
Truths & Fictions. A Journey from
Dogumentary to Digital Photagrophy,

(U, Riverside) and circuloted by Pior Perez and Kssocines,
features bosh phatographs and CO-ROM comgater dists.

I questions the essential truths and myths surrounding

the documentary cesthetic, while ko exomining

the transition of the photogrophic mediv from ifs
phatochemical ongins fo elechonic imoging.

Truths & Figvions is scheduled 1o trovel so HOP in Fall 1995,
Pedm Meyer lives ond waks in Las Angeles, Colifornia,

HOUSTON

PICTURING ASIA AMERICA

Satueday will feature o ponel discussion on

Picturing Asig America: Communities, Culture, Difference.
The moderator wil
be Monica Chou
(Irvine, CAJ,
tweatoe of the
toeraspnding
exhibifion ot KCP.
Panelists inchde
Goye Chan (Koiluo, Howoi),

Moego Mochidy (Brockhm, NY), ond
Dsomu Jomes Makogowa (Houston),

o traweling exhibition organized by the Coliformio Museum of Phatography

South Central
Regional
Conference
of the
Society for
Photographic
Education

KEITH CARTER

Presentess on Friday will incude |
Keith Corter (Beaumont, Ti).
Corter hos on extensive recoed ™ =
of exhibitions, including On Higher Groumd: Phatographs of ihe Mississinpi Rver Deltn,
currently being taveled by HCP, Texos Monshly Press published the first of theee monogrophs
of Corter’s work, From Uncertoin fo Ble. Rice University Press published The Blve Mon, ond
Maja, and will issue The Hagven of Ammak in Foll 1995

Enith Caries
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Organized by Houston Center for Photography

ional Conference

NOVEMBER 10-12,1994

HCP announces the 1994 South-Central
Regional Conference of the Society for
Photographic Education. The conference,
organized by HCP, will be held

Movember 10-12 coinciding with the

opening weekend of FotoFest,

the Fifth International Festival of Photography
at the George R. Brown Convention Center.
SPE Events will be scheduled so that participants
can also view exhibitions, participate in
Meeting Place, or attend the Across Cultures
sympaosium, all sponsored by FOTOFEST,
Information on the SPE Conference
will be mailed to HCP and SPE members

in September. For further information,
contact HCP at (713) 529-4755.

FOTOFEST

FotoFest will sponsar the Fifth International
Festival of Photography from November 10-30.
The three major exhibitions af the
George R. Brown Convention Center are
The Global Environment,
American Voices: Contemporary Latino Photography
in the United States and
Fashian, Orthodox and Unorthodox.
Other FoloFest events include
International Meefing Place Portfolio Reviews (Nov 10-20),
Palm Beach Photographic Workshops (Nov 14-19)
ond Lectures and Symposia, including
Across Cultures: Latino Photography in the ULS. (Nov 11-12).
For information on FotoFest activites, call (713) 840-9711.

HOUSTON CENTER FOR PHOTOGRAPHY
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COLLECTORS’
P R l N T i e et

1 silver print

« Wheels, 1993,

wa:w original, signed
photographs are available
as a benefit of membership.

Sally Gall, Colombe o Che, 1986,
gelatin silver print

By joining at $300, you can receive your choice
of one of these photographs.

Members joining at $500 are offered their choice
of two photographs.

For further
details, call

S HCP at

(713) 529-4755.

Marion Pest Woleotr, Young Boy on Wagon, Nession Hills Seloal,

mvegalive ¢, 19356, con e Erary sl -iI-.-r]u i

HOUSTON CENTER@ FOR PHOTOGRAPHY
T e Ty e 1441 West Alabama
Houston., Texas 77006

HOUSTON CENTER FOR PHOTOGRAPHY

West Alab. NonProfit Org.
1441 t Alabama

Houstor . P e
ston, TX 77006 us olstag

Permit No.1115
Houston, TX

0780y

i 1 26" 2 |
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