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Editor’s Note

Our identity sets us apart from others. This ser of distinctive
characreristics defines us both internally—how we see ourselves—
and externally—how others see us. While many of these artribures
hllL']‘ AS race or ]‘[T'I-'SIL'-Ii x‘ll:lr.ll;turlritif:- are I|'|‘I.'hi|'|1:_:|_'|ll"'|(', [hq_\ can
often be elusive. We may spend our lives atrempring ro define our
identity in a way meaningful to us. In fact, even corporations now
search for (and find with the help of image makers) identiries. Bu
often it is the artist’s journey toward identity we can share, Because

through their art form—wrirings, photographs, music, we glimpse
their inner explorations. With each work, we may sec thie visible
distillation of the transtormational experiences that have molded
these people. The artists, in tum, glean from this meaningful and
manageable composite a firm foundation that can be the basis for
art as “'t'" as .‘d‘“‘-l["-‘lu".

In this light, the experiences of arrists working within the
confines of another culture can be doubly daunting. Artists must
identify their defining life experiences within a community that
may not share or understand them. Margo Machida addressed the
issues of ethnic identity in Asian American art recently and her
rks have been adapred for SPOT in the essay Lssues of [dentity
in Asian American Art. Machida examines the generational differ-
ences she has found in artists dealing with ethnic identiry issues in
their work and discusses the work of four noteworthy artists.

rer

Among the artists included are Marlon Fuentes, Hanh Thi Pham,
Tseng Kwong Chi and Tomie Arai. All artists with the exception of
Tseng Kwong Chi appeared in the Houston Center for Photography
exhibition “Picturing Asia America” curated by Monica Chau with
support from Texas Commission on the Arts.

This issue of SPOT also highlights the three Fotofest exhibitions
at the George R. Brown Convenrion Center, November 10-30,
1994, In Transgressing Boundaries, Jo Orrel looks ar the curatorial
dilemma inherent in undertaking an exhibition as exj i

*American Voices” and bearing the subtitle “Latino, Chicarnio,
His

Peter Brown reviews the *

ric Photography in the United States” might indicate. Also
nages of the World” exhibition in From
the Edge. Brown finds that the environmental lessons lurking in the
exhibirion are both global and eross-generational. In Fashiomable
Comsumption, Ed Osowski reveals thar the ninety years of fashion
photographs included in “Fashion: Evolution/Revolution™ not only
speak to the evolution of sartorial history but also the power of our

llr'i W O Consume.
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American Voices, Latino/Chicano/
Hispanic Photography in the U.8. was
ome of the 1994 FotoFest exhibitions.
Jo Ortel

Lasr year, to mark its ffth Intermational
Festival of Photography, ForoFest

devoted a sizable poriion of its resources
Lo presenting contemporary |‘|h| WO -
r.||‘|1\_.' by Latino ]-|1ntuf_:l'.lp]'|un. Among

a host of sarellite shows celeb

ating
Larin Americans, one particularly note-
worthy exhibit, curated by Ben De Soto

onado Con-

and on display ar Mz
sulting, showeased the work of local
Hispanics. A far larger and more
ambitious exhibit, with over 700 photo-
graphs by 39 photographers, “American
Voices” offered an impressive, and at
rimes overwhelming, survey of
photography being made by Mexican
Americans, Puerto Ricans and Cuban
Americans throughout the Unired
Stares.

To underscore further the multicul-
tural emphasis of the festivities,
ForoFest hosted a symposium entitled
“Across Cultures,” in which a diverse
group of internationally-recognized
artists, scholars and curators offered
their perspectives on creating and using
between cultures.' The
itended, which

art as a brid

.‘-E’Illj\'\hilll'l'l Wis .\]‘.“'VL'I y

was unfortunate, because the presenta-
seful |'~.|¢'l:‘lru1\ to the

rions served as g

“American Voices™ exhibition.
Together, the symposium, the exhibir
and the satellite show of local photogra-
phers raised a number of concerns about
the nature of identity and its relation-
ship to representation, which lie ar the
center of much current debare.

“American Voices™ was the collabo-
rative effort of four ULS. Latinos, Kathy
Vargas, Robert Buirron, Charles Biasiny-
Rivera, and Ricardo Viera. The decision
o invite Latinos to curate the exhibi-
tion was in itself laudable, particularly
at a time when Latinos are regularly
challenging the right of exhibiting
institutions to control the cultural
presentation of their communities.

Tn;_[rthc]’, I]ll,‘ curators decided PO
a loose over-arching framework that
they then divided into three subsections
based on photographers’ ethnic identi-
ties or cultural vies. Vargas and Buitron
curated the Mexican American seg-
ment, Biasiny-Rivera the Puerto Rican
section, and Viera the Cuban American
portion. Each section had a unique
ﬂ;'l\.‘l\[ -"'ll] le'M'T\'L'.‘- t'.l'l.'[-lll L'rill‘.;ll
attention on the basis of its own set of
strengths and weaknesses; however, |
would like to explore the difficult but
related questions that the exhibition in
its entirety prompted.’

With “American Voices,” the cura-
rors sought to bring new visibility to a
vital, but little-known part of U5, cul-
ture.' Further, lh\"l\' hnpﬂ] to avert and

dispel simplistic, stereotyped concep-
tions of what Latino photography looks

or “should” look like, by offering a wide
sampling of the rich and diverse photo-

graphic practices with which Latinos

(& i.'lll'l'l.'n'l\' l'”J_'-lL"l"l.]. TIIL‘ !-'IIL"{'T M'-I]l‘
of the exhibition ensured thar the firse

- FEA@URE -

TRABOUNDARIES

objective was realized, and the work
|]'|Il[ Was |l1l.'|l]l|l.'l] l'l'lL'!'\['l'lI\;l.‘-‘-L'Ll A range
of aestherics, rechniques, and subjects,
with well-chosen examples of every-
thing from classical portraiture and
documenrary phorography, to video and
mixed-media installations.

The show pn_-wnu;.,| many |_1|1||Tn|_-r,|-
'I"ht'T’.‘- “'I‘U' wartant '|."[i[iﬂ';|i Ll:l‘.'i'lt'i‘\[ll
the seductive black-and-

ethnic identity, as the basis for their
American
Voices” was vulnerable to some of the

exhibition. Consequently,

'\.'L'r",' ('l}n'lln\llll“l?" Ik hllll:_’hr [£4] ('lil\.!'ll'-l[t'
and redress. Where the curarors did
attempt to redefine the parameters of
the debate, their efforts were muted and
tentative; as a resulr, they were largely
lost on the show’s visitors.

————

white photographs by the

Cuban Amel

can,
Abelardo Morrell, might

SCTVE 3

n L'Nu'lll]]‘ll.' 11[ th'
v work in the
show. In one group of

mosk Eéngag

images, Morrell |\hn!u-
graphed inrerior scenes
onto which he had first
projected another image
'\.\'l'h I!IL‘ HIL] nf d camera
obscura. Because it inverts
what it “sees,” Camera
Obscura Image of Brookline
View in Brady's Room,
1992, depicts a child's bed-
room superimposed by an
upside-down view of the
street outside. l.t'.ll“,' frecs

and near, clapboard houses

appear in sharp photo-
graphic detail on the walls
of a quict space cluttered
with an array of toy
dinosaurs and a miniature
fortress, The

OO COMmes
alive with the unexpected
confluence of two worlds,

1d public, interior
and exterior.

Morrell addresses ques-
tions of illusion and
perceprion, fact and imagi-
nation in other seemingly
straightforward photo-
graphs.' In one series,
Muorrell positioned his
camera obliquely and
photographed the light
glancing off -.hm\' book
illustrations. In Book: Boy
with Fruit by Caravaggio,
1993, we glimpse only the
indisriner, ghostlike image
of Caravaggio’s familiar

would particularize in a satisfying way

the diversity of Others —not w mention

the diversity and complexity of relation-
ships to more than one culture that
individuals routinely juggle.’

Given these circumstances, Gomesz-
Pena is right to ingist thar we use pre-
existing rerms with the urmost care.
Unfortunately, the curators of the

0
SRR T
ey

my "“Cubanness”.” — Jo Ortel

painting; the hgure appears
\'l"l‘_|' l]llrk-.‘-l{]l“'ﬂ.‘l]. TIIL‘ pl'll“l\]_"r-ll“l! if- a
sty in the physics of light and shifting
perspectives, but it also sets the viewer
tor ponder the larger philosophical and
cultural meanings associared wich light
and illumination, sight and insight. Is
Morrell commenting on the “blind
.\]‘l\l.\” l'\f‘ OUr mamstream, EU]\‘L‘CII:' H.‘
United States! The use of an open
book—medium, vehicle and embodi-
ment of Western civilization—and a
reproduction of an icon of Western high
culture suggest that the artist's concerns
range far beyond the photographer's art
to include the role of culwre in defining
-"\l] .‘-h;‘]‘lil:;: \v\']lll[ we are H]‘lk' [ €N ]"L"[‘
ceive, what is visible and invisible to us.
“American Voices™ was highly com-
mendable, but like any exhibition, it
was not without flaws. A fundamental
problem lay in the ¢
of highly contested pre-existing con-

itors' acceptance

cepts, such as an essentialist notion of
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Even as the exhibition attempred to
correct misconceptions abour Latino
I?hu[uj‘mlg]ll'l_\', it .I|‘|\t'_in,\| to leave
lI1I\|lIL‘\[I|.PI'IL‘d other controversial rerms.
How, for example, should Latino and
Hispanic be defined? Whom do such

abels encompass! As Guillermo
Gomez-Pena has written, these terms
are loaded with ideclogical implica-
Til.l!]‘;: "rhq:'_.' create caregorics iln\l I'l'll"l.lf—
chies that promote political dependence
and cultural underestimation.” In the
absence of more enlightened rermi-
nology, he writes, we have no choice
but to use them with extreme care.

In fact, this absence points up the
linguistic and, by extension, cultural-

conceptual biases and prejudices thar
many are struggling to change. We have
an overabundance of words that we use
to name Others, bur most of these labels
blur distinctions between specific
groups; we lack the terminology that

. i
.ﬁ","unh
4 Ty 00
()
. 11

|
AR
(A b}
‘f\llhl' .

Maria Martinez-Cafas, Eden, 1991-92 fram Quince Sellos Cubanos/Fifteen Cuban Stamps

In her re-constructed photographs, Cuban-American photographer Maria Martina-Canas re-works and re-presents
images found on postage stamps. A stamp,” she writes, “is something to send, to dispatch, to bring news. Its the
idea of a journey of physical travel. if a map is used to find and locate, then a stamp is used to deliver (send, sepa
rate) and to bring close (reconciliation). In this way, these stamps became an essential instrument in coming closer to

FotoFest exhibition did not always
follow this sage advice. Their choice of

title, *American Voices,” was very effec-
tive: it implicitly challenged unspoken
|l!!'\|"'|'|P| 10Ons th‘ll |]ﬂ|ll '.‘-L']”ni‘d.
European-descended people living in
the United Stares are somehow “true
.’\II]'.‘IIL".II'L!-.“ FL.F']IL‘E. it Llr\.'“' arrenrion
O ur |:nj_:l||‘|| 1c Q-I'l-lll\'l['llhll!, “'Il'll.'ll
seldom acknowledges the hemispheric
dimensions of America, the simple truth
that America does not in fact stop at
the U.S. borders.

But the subtitle the curators settled
upon, “Latino/Chicano/Hispanic Photo-
graphy in the ULS." perpetuated the
inexact and disturbing usage of terms
that Gomez-Pena (and others) find
harmful. The caption seemed to suggest
that the show would encompass work by
photographers with cultural connee-
tions to all of the more than tweniy-
seven Latin Amenican countries; in fact,



Néstor Millin's photographs play with identity, with the figure, with cur expectations of what we are looking at.

only artists with ties to the
1]1&'(‘ |1|\||,'.\I‘ :I|'|J 1.|[_\_'_|_'\[

Spanish-spe
in the United Stares—

aking cultures

Mexican American,
Puerto Rican, and
Cuban American—were
represented.

Although some of the
work ineluded in
*American Voices” raised
questions about precisely
these matters of identity
{Laura Aguilar's multi-
media thre

installation “How Mexican
" 1991, was

perhaps the most pointed),

is Mexics

,IIIL] .I]['lﬂugh r!u_- CUratoars

ackne |\\'lu|'_:c\] the inexacti-
tude of their subritle during
I POSIUT, I'IU“'ht'T\.‘ mn

the
the exhibition proper was
indication given that the

and who is the subject, wha is the object. They raise more questions than they answer, How, for example, are we to
read the masked eyes against the open pose of vulnerability and intimacy in Reyes? What do we make of impene LETmns were F‘T"‘\'l-‘l-"""ll-
trability paired with availability? The photographs in this series, With Other Men, made between 1984 and 1987, Without clarification, the

represent Millan's personal response to the disorienting experience of moving to New ork from Puerto Rico in
1984 and entering a gay community that operated under an unfamiliar set of rules and prejudices. However, the

slippage or gap between

photographs with their haunting subjects and their scratched, scraped surfaces (markings that were made on the what the ritle implicitly
negatives) speak of larger issues of alienation and loneliness, and of the fragility of human interaction, even as promised and whar the

they reference specific and particular identities. — Jo Ortel

Marie Theresa Hernandez, Mothers Day "94

Drelilah Montoya, God's Gift, 1993

L':\'hll‘lll‘\n uli'lllnlll'y liL'll\."
ered reinforced our North American
tendency to conflate and homogenize
disrincr Latin American cultures. As
one Brazilian photographer remarked,
the show effectively rendered invisible
all those artists with culrural ries o
countries not included in the exhibition.

One wished for greater accuracy
abour precisely who was represented.
Berter still, the curators might have
omitted a subtitle altogether. Of course,
this alternative would have had its own
limitations. Bur, as noted scholar Juan
Flores asserted when he emphatically
rL'ili"k-'\.i L4 lil.'”llL' th' term Lllt]nl.\.
“there’s no way that—especially nowa-
days—it is possible really ro ralk in any
kind of definitional way about anything
least of all about such a comp

X issue a5
the question of identity among such a
diverse group of people.. because, no
matter what you say, somebody will feel
excluded or will feel that some aspect is
left out.”

The same problem of exclusion
plagues the formar thar the curators
chose o employ in *American Voices.”
In a survey, a part is meant to stand in
for, or represent, the whole, Clearly, this
means that someone will have to make
selections based on their perceptions of
“the whaole,” and that some will
inevitably be exeluded from the final
presentation, even as it is meant to be
representative of the whole. Curators
(authors, when the survey takes book
form)seldom acknowledge and even less

frequently stress that this is an essential

of a

component in the fashioning

nd
process of selection is minimized with
an e

survey; more oftén, the significance

rasive comment about obwvious

choices, or with false assurances of
comprehensiveness and “truthful” repre-
sentation. The obfuscation may be
l““'“('““"“”li Urmaast ]‘fL"L':IlI:l'i“['I. I'III‘,;!l"I!
indeed be taken to insure that works
will be chosen with regard for a per-
ceived sense of tuthfulness in
representation. But what about the
unacknowledged, unconscious hiases
that result from cultural conditioning-
from education and training, for
example, or from class-based and
regional traditions? Insidious, poten-
tially harmful problems arise when a
perspective or opinion is mistaken for or
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propounded as Truth.
Certainly there is no reason to douba
the sincerity and integrity of the cura-

tors” selections for the * Americ

Voices™ exhibition. Bur some visitors
criticized the show for being oo
COnNsServaive; 'H"I.I.'l'!- k'l\]'llpl-lllll.'ll i;‘.”
traditional documentary photography
15 LH'l'F-T('llr('hi‘l'lll,\l, mparcing the
“wrong” impression about the state of
contemporary Latino photography. The
form of lh‘t' l'x]]i}‘llll\n l]l]lit‘l”llnl'l.l rh.l'

intent of the curators ro dispel simplistic
stereotypes about Latino photography.
The show |I]I‘LI]1.1I('|!‘ T I|_|L[L'i_'|| lhu
SITUCTUDE 1I'I\II IL'\.I {{4) th' 1'IL]|I?*||1!1 U‘i-
Latinos and other groups in the first
place. With no guidance to help them
think and look in a new way, viewers

were left to sort out the overwhelming
number of images with whatever (lack
of) knowledge they might possess abour
Latino or Hispanic art

This assessment might have been
averted h.nl tiu‘ curatars focused on a
specific topic or aesthetic rather than
trying to provide a representative survey
of the photography of entire cultures or
ethnic identities. In fact, the organizers
had hoped to provoke re-assessment of
L'l'|l'|'|||ll|1|!"hl'|'\.l .I‘-'-lll'lll"ll.”]_‘- |||"1 Wit
issues of cultural identivy and authen-
ticity, by emphasizing bi-culturalism and
|“|f|lrlf'l..|-1|rl";.ll|\"|- T‘hl‘ \‘ll‘li[lt‘ imn hl“
read “Latino/Chicano/Hispanic Photo-
:p]n' in the ULS.," after all. “American

Voices” was not simply abour ethnic
arigins, nor was it exclusively about
immigration. It was about both of these
issues—and much more. The show
sought “to ‘speak’ through photography
o issues of culural origing history,
immigration and the experience of

The exhibi-
tion, it was hoped, would illuminate the
complex nature of the relationships thar

waorking between cultures,”

exist berween and among cultures, as

and cultural borders

physical, spiritus
are rraversed and rransgressed, crossed
and re-crossed.

Among other things, the curators
wanted o highlight the great VLY of
hi-cultural or intercultural e
thar are negotiated by ever-increasing

wences

numbers of individuals. The ]\|u 108

phers included within the Cuban
American section, for example, repre
sented different periods of migration
and settlement, as well as a host of
diverse memories and political views of
the exile brought on by the Cuban
Revolution of 1959 Different national
histories affect ndividuals’ histories and
l\‘l.l[1|.l[1'~'|‘h1|"- tor bwao (or more § L'l!l[u[\'ﬁ.

RL"(_'HHCL'H-' (!Il‘llr.ll iI|'Il.[ L'[h['llk

identiry as a fluid, continual process

rather than as a fixed, unchanging
entity offers the opportunity o recon

sider the validity and usefulness of

labels, to rec e their limitations

in capturing the particularities of
individual experience. Regrettably,
however, scant information was pro-
vided in “American Voices™ that could
have set this line of thinking in motion
for the viewer who saw the exhibition
bur did not artend the accompanying
symposium. One could only speculare
how Victor Vazquez or Arturo Cuenca,
for example, positioned themselves cul-
turally, where they reside emotionally,
intellecrually, physically (and for how
long). The press release designated geo-
graphical places of residence (Vazquez:
Puerto Rico; Cuenca: Mew York, NY),
but it did nor derail the length of
residence or other intangibles.,



Sandra Reus, Bellea En Carnada, 1988

Sandra Reus brings a critical perspective to the ritual of the beauty pageant that at once complicates and demystifies

r image of contestants striking seductive , win
ning poses with a close-up that delineates just how painfully contorted such natural poses are. Other photographs by
of this high-stakes
ohjectification of women, Her candid snapshots of contestants interacting with family members, their features frozen in
ke her unposed shots of contestants sizing themselves up before full-length
mirrors, reveal a multitude of truths behind the harmiful myths and cultural constructions of femininity. But no single,
reductive interpretation of these works suffices, for Reus exhibits them with panels of text that articulates a variety of
including one that calls not for a good or bad judgment, but

her subject. In Bellea En Carnada, for example, she juxtaposes the far

Reus on display in American Voices captured the artifice and the decidedly un-glamerous underbell

near-grotesque, disfigured, tense smiles,

perspectives on the phenomenon of the beauty pageant
for a complexification of the issues involved. — Jo Ortel

Harry Gamboa, Ir, Rene Yafter, Curatorfartist, 1992

Harry Gamboa, Ir. tells a pointed anecdote about his series of photographs entitled Chicano Male
Unbonded, After seeing the works, depicting male subjects posed in dramatically lit cutdoor settings,
a friend asked why all the sitters were so angry. “They weren't angry,” he replied, “Fm the one who i
pissed off.” Gamboa sets highly respected and accomplished Chicano men (who are identified as such
in the titles of the photographs) in urbam street and nighttime settings—highly charged locales pla
ing upon our sterectypes of the Chicano male. Further, he photographs his subjects from a low van
tage point replicating in formal terms the sense of intimidation and the fecling of threat with which
Chicana men are viewed in owr culture. He hopes 1o [olt viewers into confrontation with their
prejudices and sterectypes of Chicano males, to prod them to abandon the assumption that every
{any!) Chicane male & suspect, Gamboa’s intent is admirable; the aggressive intemsity of his images
will be off-p ng for some viewers, wiho ally will feel too intimidated to take the time to
“get™ his meaning. But, given the prevailingicontinuing tense and antagonistic state of race relations
in Los Angeles, Gamboa's home— and indeed, in all of the U.5.— drastic times require drastic

Jo Ortel

mEaiures
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Moreover, the photo-

graphers’ works were

grouped accordin
their ties to Mexican
Aumerican, Puerto
Rican or Cuban
American culiures. The
Mexican American
section was at the front
of the hall, the Cuban
American portion at
the back, and the
Puerto Rican section
Wil \.l'.h|u.lk'||n|
between the two
Within this layout, and
without information
about the specific con-
nections of each |"|||l-
tographer to his or her
respective Latin
American country, the
exhibition tended ro
bolster rather than
(]i.l“rnj.fl' the view that
ethnic identiry is
maonolithic, impervious
to change.

I was disappointed
that the physical
arrangement of the
exhibition was not utilized more
creatively to underscore in a symbuolic
way tor the viewer the notion of trans-

boundaries, and of straddling

two or more cultures. As it was, the
maze-like organization of the exhibi
fron ?"I‘ﬂL'I.', |"|=I.| |||l' |"l"||'L‘LI \il'c[l”'\.'.h'n
between each of the three subsections
was confusing and frustrating. If the
|j|_'|\ I.\'-1‘\1rtjk‘r'1."rl1""“1j_"‘ |1.L1 |"I.'l.'[|
developed and accentuared, the expe-
rience of the exhibition with its three
Ll\.'l'rlull‘rl['ll_' .‘]ll{ IMErFINE segments
could have served as a rough metaphor

to what Gloria Anzaldua has so

lyrically called the experience of
“living on borders and in margins,
LL".'!‘IH! mntact one's \!\I|.1 mny _II1||
mulllph' identirty and integriry,”

With its much more intimate scale,
the sarellite show of local Houston
Hispanic ]‘|1.-[|-3_:r.||\lu-|'~. at Maldonadao
Consulting avoided the problems that
haunted the ForoFest exhibition,
although the included works spanned
an equally wide range of aesthetics and
subjects. In a talk pn--.n;nn-J at the
ForoFest symposium, Dr. Tarcho
Mindiola, director of the Mexican
American Studies Program at the
University of Houston, mused thar
Houston has not yer witnessed an

indigenous proliferation of visual art

,Il\d |1u-!.|[ur¢- l""' I..I']I]l'\\ [il.lr o

such as San Antonio and Los An:
boast.” Though somewhar uneven, the

Maldonado exhibir su sted to me

that the problem does not lie in some
unexplained lack of talent among
Houstonians; rather, it is a marter of
h'\’\rl.'rl!\'_'. .||'ll| [1lJl1||r1|'lf.'_ 1]!\9\[' 1N oar
midst, and providing them with the
necessary resources and support. For
me, fl]l' cmaot |G||'I|||1'|' l'l“'l'lpll'.\', gramy

black-and-whire phorograph by M:
Theresa Hermandez, Untitled { Mother's
Day), Rosenbirg
Eduardo Munoz of a monkey jeering

the startling image by

out from a cage, and the stark interiors
by Juan Garcia from his Grandmother

Series were as compelling and evoca-

tive as many of the photographs in
“American Voices.”

If others registered the same excited
response that 1 did to individual work

and photographers included in these

rwo exhibits, a wide-ranging and lively
dialogue about contemporary Latino
As it

try and is seen by

v will soomn |

travels across the o

different audiences, “American Voices”

{rogether with the forthcoming cata-

logue) will undoubredly stimulare more

-\Il‘--\ LIS IO A0 |‘I'|"-£':IE.IL'I\"II. -|I:I\.| e

substantive critical lysis of Larino

photography. When both of these

happen, it can only prove benehcis

for Houston as for the nation, for cc

reneral and

temporary photography i

for Latino photography in particular

Jo Ortel received a Ph.D. at Stanford University
and is currently writing a book on the contem-
porary artist Miki de Saint Phalle

FOOTHNOTES

Catala Gorea, Jennifer, AKA Rami,
Oakland, CA 1993



Images of the World was part of 1994
FotoFest’sThe Global Environment, a
three-part exhibition that also included
The Hall of Globes and The Earth

Forum.

Peter Brown

One
ForoFest, thart slightly schizophrenic

if the contributions that

mix of wineing and dining and egali-
tarian principle (a Neiman Marcus
styled Walmare of photographic
endeavor }.

kes repeatedly to the Ciry

of Houston concems the intersection of
lives. People meet people, people talk
and share work and then, in a more
one-way relationship, viewers, through
the seemingly simple process of looking
at pictures, are introduced to disparate
lives and ways of living. At a bedrock
level, FotoFest represents an educa-
tional opportunity for anyone interested
in photography and in photography's
response to contemporary culture, It
|"l’llt|li|_'1.'.‘- thought, grn\\'[ll and quite
often the motivation for work.

The approximately 200 photographs
included in *The Images of the World"
section of the “Global Environment” do
all of this. As pood as the work gener-
ally is, the overall show serves more as
an environmental pointer, an index of
ted with
but need to be reminded of, than as the

hxtspots that we are acqu

d\‘f‘lﬂlli\t :«|1-m— on the environment.
Thar exhibition would All the conven-

Lon cente

1w spill out the doors,

But the work (twenry small and
related shows on a host of environ-
mental problems) still has the desired
cumularive effect. One exits the center
squinty-eyed, checking the Houston
landscape even more so than usual for
signs of toxicity, sniffing the air—imme-
diately confronted with inner city issues
(homelessness and decaying housing)
on three sides of the convention center,
while on the other, those skyscrapers,
memorials to old demolished Houston,
shine down like Prozac. Thoughts spin
to refineries, ro ground water, ro a
burning San Jacinto River, 1o the
embartled coasral prairie, to local issues
that relate to the global problems
represented by the show. And one tries
unsuccessfully to keep them at some
distance.

Each section of the exhibivion is
worthy of consideration and of
searching out the book or larger show
that would represent s expansion.
Most of them, unsurprisingly
calls o arms. “Images of the World” as
i-

owed, multi-dimensional, and finally

w ktllll'l

a whole is heartfelr, commirted,
ll['ll'l.'.‘dl.l\-L'tL as 1f must l‘L'. SL"I:L— \I1 l]“_'
problems presented have workable solu-
tions, In some the outcome 15 in doubt,
others are tragedies our of which lessons
must be learned, ruins simply to be built
upan. The exhibition poses questions
for which there are no casy answers and
is also, rin;llll,', quite moving. One
bounces back and forth, angry, sad,
depressed, filled suddenly with a hope
inherent in the simple resilience of
people, land, and rime.

-EXHIBOTIONS-

PROMhukidie’

And one is filled also with a pro-
found admiration for the photographers
who have done and continue to do this
difficulr, oftentimes dangerous, unset-
tling work; work that is not appreciared
or rewarded in ways it should be. It can
be said that most of t|]1,':-'g' |\h;:-[| l,\.'\ril|‘h.\
are born of pain, outrage, and the need
to show truths thar otherwise would nor

be understood. -|-'|‘.|("_\' ane considered and
thoughtful cries to see, to think, and 1o
acr.

For the most part, the show consists
of straight photographs. They are
sequenced and sectioned in imagina-
tively narrative ways and as the show
reads from crisis to crisis, we make the
connections, we see the correspon-
dences and check off the historical
references. It should be noted that many
of these photographs also act in a keyed
fashion, tAppIing into our memaories of
similar imagery encountered in the past:
still photographs, TV, films and the like,
a fact which rends ro give the show a

depth that's plumbed from culrural
consciousness. This is generally a given,
but one that | think comes ||lnau!_:h
particularly strongly in a show with this
amount of social content.

Familiar words resonate as well:

Superfund, Chernobyl, endangered
forest, Hiroshima, roxic, cold war,

» FEIN

nuclear, overcrowding, cancer, ere, And
as they pop up, so do our everyday,

Hiromi Tsuchida, Hirashima Callection

Student Uniform, Akio Tsukuda (13 at the time) was engaged in fire prevention work about 800 meters from
the hypocenter. His father found his school uniform hanging on a branch of a trée on August 8, 1945, His body

was not found,

shielded responses. The work, on the
V"!\lill... f“nh’l"ll!\ lh‘.'.\{' T('!-I\JUE!L':\. :||'1|.t
it is the success of the confounding thar
I would like to examine here.

-rh:.‘ LlllL'.‘-[ll"'l [ 13 -l]“'.'l'r'!-' an ill'||\|1ﬂ¢||]|
one, and one that has become almost a
photographic cliché todday: given that
we are surrounded by horrendous prob-
lems that ane certain to become WS,
and being photographers with certain
talents, predilections and work histories,
if we choose to combine our ethics with
our aesthetics, how are we best to use
the abilities we have to make the world

a more livable p|;1u'.’ For some, this is
dismissable, nor the realm of art, or

perhaps, not a strength; for others, it has

Martha Madigan, Dance identity, 1993

been the unavoidable stulf of life since
coming of age; for the majority though,
captured by the simple magic of photo-
graphic imagery, and the beauty and
mystery of everyday affairs, there is
confusion, a feeling of wanting to
remain true to a personal vision and o
incorporate within it the political
reality within which one functions.
Robert Adams, in his new book Why
Peaple Photograph wri
our geography appears to be newly

L If the state of
chaotic because of our heedlessness, the
problem that this presents to the spirit
is, it seems to me, an old one thae ar
has long addressed. As defined by hun-
| think this

dreds of years ur-]‘r;u'l e
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history is vitally import:

art is a discovery of harmony,
a vision of disparities recon-
ciled, of shape beneath
confusion, Art does nor deny
that evil is real, but it places
evil in a context that implies
an affirmation; the structure
of the picture, which is a
metaphor for the structure of
the Creation, suggests that
'An

Imposing I’hl"l]}_’.h[ o l\l,'ﬂr \.l'][l]

evil is not final.

each depression of the shurrer
perhaps, but one thar [ think
most of these |‘|1el[L|§_‘!:||'|E1|;|‘\,
despite the hiblical rermi-
nology, would take on.

And this show, perhaps
l"ll."\l'l?‘L'[ll'llHiY, ]‘ll[ l'L'rr.\lllI"'
quite effectively, outlines a
variety of strategies that seem
[Eh] '“'l"[k- |\l’11151 seem fo rt"\'i"]\'t'
around making the unpalat-
able truth, the thing we
would rather avoid, into something
i'llul|t|1:.:ll1:_:. Those lupr\.'-n.'r1ll't| here
generally accomplish this within the
traditions they have chosen and in
which they have been trained, and
these are various: photojournalism,
anthropology, /64 ].mdm'.np:-, studio

portraiture, street photography, image

and text combinations, and large scale

imagery meant to be thought of as “art.”
Many approaches are at work—dead-

on truth, seduction, |1],||;m;_: unfamiliar

subjects in familiar territory, usi

familiar styles in unfamiliar places,

mome of l.ll.'llk'ili.".\' II'I:I[ lﬁl““l.'l.'nn.[ th‘

ugliness of a scene, words used ro

explain, baits and switches, a flowing




nartative that suddenly takes a nasty

turn, surface beauty with very urmoiled

depths, and more, All seem fair play to
me, given the stakes. And all are used.
Marcos Santilli's photojournalistic
work in the Southern Amazon is best
considered in sequence—and the
sequence is seductive: the viewer moves
from graceful unpeopled riverscapes and
Natiomal Geographic style portraits to an

-

environment being stripped—jungle
hnally wiped out of all excepr earth.
TfllL'li?‘ |]]‘I.| ||'||l'\.i ]‘rL"|11I11I11.II\‘. l]] a .\l'ln[l'
presentation thar Santilli gave (a
betore-and-after set of images that
bridged a decade,) he showed what had
q |L'|.'||rl'l.'ki ;l['l\l ]I‘.' wWas llTill'll‘wI"" Ii'f‘l.ll\'i‘d
about it. There was nothing to be done
finally bur to accepr the destrucrion and
literally build on it. Parallels ro the
American West resound.

Claudia Andujar, who has worked in
the Northern Amazon with the
Yanomami people for twenty years,
showed wistful, flecting ;:llln]wv». of
them, the images as evanescent as their
fate seems to be. My first reading of

these was anthropol al and I thought
in these terms until confounded by the
beauty of the photographs themselves.
They are wonderful, filled with strange
out-of-focus areas that softly buttress

their “almost not there” presence. The

Yanomami live in an area in which gold
mining has taken hold and are threar-
ened by miners, development and
disease. One has the l'ﬂ-im:_[ that if one
blinked, the people in the photographs
would be gone. And this seems o be
the point.

Mare Riboud's photographs of
Angkor War are c
forces of nature, and with war. War in

werned with the

q]liﬁ ]'rL'M']“Jlif\ll SErVes To llnkll'rlnilll'
archacological restoration, while nature
rakes a few whacks ar ancient civiliz

tion—points less pressing than others in

the show, but certainly worth mal

nonetheless. |".\'t|mn-||lu- roots wrap
around the old stone, skulls pop up, the
dramatic shadow of a soldier with a gun
looms from a wall, In a way, this iz a
high point in the show—nature’s
revenge, and irs unformunare thar
Angkor War of all places is the recip-
ient of those forces. Scale is important
here, in terms of our response: some of

the photographs are huge, and we

pulled into the texture and stone righr
along with the roots.

The endangered species pho-
rographed in the studio by Susan
Middleton and David Littschwager are

anthropomorphized and formalized—a

rolly poley Grizzly bear, a riveting
cougar, a comically mustached sturgeon,
a disinterested Wood Bison, snails thar
I|;|\'L' ;lrr;‘“]]_'l.\l ‘]]t‘"'l!-'l.'l\'l'?‘ inkcy ‘-Il,“'
whorls, and Westony Aloes. Middleton
and Littschwager make these creatures
and plants almost too accessible o us,
:|['|'LI i['l ll‘i\. notes are .\lfl]ck. Tl'lL'
animals are brought into our world,
photographed with Avedonesque white
|‘.n'kdn1p:~' and are |1n-;|'\| in very human
ways, We connecr with them or are put
off, and lln-\..' become ar once art
objects, cautionary rales, and quasi-
last

.\lll'\"i\'l."l'.‘-, remnants, iIl‘]ll"lIL{h [i'll"".lt'

natural history museum pieces

not. In their transposition, like rain
forest natives coming to plead their case
before Congress, they make a strong
point.

The EPA Superfund Sites examined
by Masumi Hayashi are 1]cn_'|.'|\[n'|.' in
similar ways. They are striking: lush,

= ¢ 0 - -

gridded, almaost quilt-like color land-
scapes that at first appear perfectly
normal. Hayashi, in her wall statement
talks about a first visit wo one of these
sites and how taken in she was by its
beaury. She then immediately wondered
what he had missed seeing elsewhere.
T]!i‘ l|1|1.'.\| ({80 |"’|.".';||l]t', !Ill'“' l]l'l‘!- one
photograph the invisible, and her
TCSPONSe was [o ,x_-ri.,l the surface of the
picrure into smaller phoros (an arr
world convention) to make the scene as

a whole naturalistically attractive (full

sun, autumn skies) and rthen to append
informative and very disturhing wall
texts describing the poisons thar exist
l‘l:['lt'-lrl‘ T‘hﬂ' |]1l'l|||'|l,| or th' water or ']]l:
dirt. We are invited into what seems to
be a nice littde neighborhood, only o
ll;l'\"l' SOIME SCnse !!'lﬁ'l‘pl.'nl 'inh\ our I'll"ll.].\.
In a small, interrelated room of pho-
tographs, Antonin Kratochvil, David H.
Wells, and Arwro Garcia Campos look
at [E'll.' L'j‘[“.‘t'r\ llj. E"tll]ll['li'\['l ;”'lkl E"L‘H:]('lnlu
in photo-essay fashion. Their images
range from the central valley of
California, ro the rain forests of Brazil,
to industrially polluted Eastern Europe,

to child victims of € :htrnnhv_.'t who were
photographed in Cuba, The correspon-
dences among the toxic wastes, the oil
lakes, the 1\[:”1":- spraying towns, and
the kids from all over being borm with
birth defects, makes the jolting global
point. Srylistically the work moves well

from image to image, all of the phorog-

raphers using a Eugene Smith sort of
committed journalism.

Peter Goin and Bob Dawson, co-
founders of the Water in the West Project,

deal with water

its use, 1t scarcity and
its politics. They use large format cam-
eras and work within a landscape mradi-
blon ']i.lt I\I!-'!-'K.'Ei 1‘([1"1 (T.\‘Lll]llrdn JII‘L]
Muybridge to Adams and Weston ro
Chift, 1 guess. And they

use it, as do a variety of their genera-

Caponigro ang

non, to new L"ﬂ’l.‘l_'[. Tl'\l' I‘I'll)[ﬂi:f:ll'\k'l!i are
still beautiful. They are balanced and
lushly printed, bue the content has
switched from the untouched West 1o
the embattled West about to go under.
Their work functions well in sequence
{as presented in the show), as individual
image {or diptych—Goin has two stun-
nmmg |11l1]l|-ll11i‘ﬂl' P]l‘['t'?i -lL'.ﬂ'TIhlnj_: I.LI“'('
different polirical geographies thar look
similar, one a game refuge, the other an
enormous roxic waste dump)—hur
perhaps the work is most effective, in
terms of change, as a book. We simply
have more information, and much thar
they are trying to convey is done well
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Masurmi Hayashi, EPA Superfund Site Summit, Deerfield, Ohio, 1991

2

through words. The collective aspects of

the Water in the West Project can be
eductional. At least a dozen photogra-
phers work in this loosely conjoined
group of people who are sprinkled about
the Wesr, dealing in different ways with
environmental issues that crop up in
their home 15,

Toshio Shibata produces beauriful
large format work on Japanese anti-ero-
sion projects. These are photographs of
gridded Ferro-cement casts, reconstruc-
tive surgeries of a sort that are laid out
over mountainsides o save the high-
ways below. One thinks of the immen-
sity of financial commitment that each
of these represent, the thought and the
rime. They're like nightmare Christos
from which there is no waking up-

\\'lilpl"i‘tl mountains. Jqlll.i agEan, ll'll.'
photographs themselves are beautiful.
Rich ronal scales, elegantly composed:

ok

Barbara Morfleet, A Darker Print

HlJ“\'l'“l\'\‘ :-'Ull]ll'h .‘ilt‘.'llll'\j: onto II'II.‘
walls of the well to do, one
There they will refine and chip away

planting doubts and raising questions

SLIMECS.

I|l\'lL S0 111:|['l¥ L!"Tl\l‘ I.:lrthl E"ll.'L'l'.\- m rl\l'
show, all clearly destined ro be sold for
their mixed message of surface beauty
and ecological camage.

Much of the inner city work is photo

telling the story quickly in
an image or two and shocking our a

reportage

response if possible. David Shames'
photographs of children in a variety of
cities do this. One, a boy jumping from
one building to another, eight stories

L

] '-[il['ll.l!* out in ll'll.\ rL'.‘-}‘L'E.l. ThL' sCem-

ingly staged photograph records an
everyday event and raises difficult ques-
tions as far as I'm concerned, a fifth-
grade friend of mine, Kenneth Bellinger

Mare Riboud, La Som, Tower of Four Faces at
the Temple Entrance, 1969

having died doing this. Do you ask a

o'l take his

kid to jump!? Dio you s
picture if he volunteers! It's an apt
metaphor—ior those kids, like all of us,
are tectenng on I:l(" E"Tl['lk. Tl"lL'ﬂ".\-
Crack smoking, kids sleeping on the
streets, and puns. Things we know and
try to ignore daily.

The shock value of Ryuji Miyamoto's
photographs of the bechive-like walled
city in Kowloon is somewhar compa-
rable. The homes are so crammed
together that they appear unreal, a bit
like Sehastio Salgado’s photographs in
the gold mines in Brazil. They have
achieved something irmeducible in their
architectural compression.

The photographs of Caracas repre-
sent, in a way, the terminus of earlier

Amazon shows. This is the roral paving



over of South American. Old € WS,
according to these photos (and their
texts), no longer exists. It has been tom

dowwn, and in the work of Ricardo

-E)<H|B°T|0Ns-

Gomez-Perez is to be photographed

most succinetly from a car. These

are like carly black-and-whire
Meyerowirzes, or compressed
Friedlanders, grabbed bits of

Antonin Kratochvil, The Gardener

order, sidelong glances thar
fall together—as much sur-
real takes on urban exis-
tence as they are political
documents.

In the aestheric thar
Barbara Norfleet (known
recently for her photographs
of forest animals thar have

blundered into human envi-

ronments) brings to the

Mevada |]I,‘HI,'I'[, 1|1l‘ work
appears as dry as the sage
Country lk‘Plk‘?‘L'l'lH.'Ll. T]!k‘
work is minimal, concerned
with the lay of rocky land
and with the inclusion of a
sparse variery of bombs,
weapons areas and test
materials left over from the
Cold War. One is pulled in
by the aridity, scrarching at
the photographs for
meaning.

Perhaps the most
intensely moving pare of

rﬁ-‘w .

TR

“Images of the
for me were the

Ari

remarkable photoftext
l'l.’ln]‘“'l;ll“,['lﬁ I‘\
Hiromi Tsuchida.
Tsuchid

memori

went o a

il archive in

Hiroshima and there
found a variety of per-
sonal artifacts—shoes,
clothing, melted
bottles, a pocket
watch—that had been
unearthed close to the
blast. Most had been
brought to the
MuUscLm b\ fl.'lil[l'\'\":\'.
They are simple

lill'nj:ri, and the text, in

Susan Middleton and David Littschwager, Grizzly Bear, ND

hath Japanese and
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English, recounts where the objects
woerne 141I||'|I.|| “']]l’ h;‘IJ I‘L".'I] weanng
them, what had happened to the people

during the blast and what had happened

to them afterward. The .lh]ﬂ'l‘ﬁ Are 50
immediate, so worn and so vulnerable

that a breathing person suddenly seems

fo le.l'.' ‘il'l:;ll"l', WArm, imnnocent ;l['l\l
human. The experience is wrenching
because these people are mostly chil-
dren, women and old people. There iz
tenderness throughout the enterprise,
from the thought, to the collection, o
the pictures, to the writing. And the
writing is simple: just facts—a bomb
that the United Stares might have
memorialized on a postage stamp tore
these people to hirs,

The final section of the show deals

with large scale multi-media, collaged
andfor staged work, the are world’s

response to environmental holocaust.
Martha Madigan, Ellen Garvens, Ron
O'Donnell, and Parrick Nagatani are
included. Madigan is represented by a

single piece and it is quite a somber
beauty: a gridded photogram of leaves
and figures with small photos of what
one learns (only) from the catalogue are
Somali children, their faces peering
from bencath the leaves. The colors and

sense of light are lovely and there is a
forest spiric quality that is somewhar
reminiscent of Andujar’s work with the
Y;‘“'I!JULI“'H. TIIL'.‘-[' (‘I\'ild“‘l'l are h{'Tt' ;l['lnl
then gone, and we have warched them
go. There is grace, there is compliciry,
tion thar feels

and there is memorial
very real. [t's an eloguent companion
I"ll'ﬂ.-l.' [} rhl' [{1“\5;“ k1l “'G\(L..

There is a similarity of layering in
Ellen Garven's large and eleg

it '\.\'.!"

pieces, which are composed of rock and
scrap metals of varied origin. She uses
photographic images of animals like fos-
sils in sedimentary deposits. Looking
like detritus pulled from an art-con-
scious twenty-first century dump, the
work just hangs onto its animal imagery:
a p]nnngr;aphu; zebra skin, skeleral out-

lines—Ilayered found objects quire

}_'.l'.ll.'l"‘lll m -TI"I\I'-I noe. Thl'r‘.' i'w o
compacting of material, the politics of

which, compared to the rest of the

show, seeming coolly understated.

Ron O'Donnell’s blackly humored,
ironic work (unfortunately installed
immediately following the Hiroshima
imagery) laughs us sit-com style o apoc-
alypse. It also is made up of garbage, this
time carefully arranged and pho-
tographed in set-up interior spaces,
sometimes with mannequin-like people,
sometimes not. The work is purposefully
flip but it somehow stayed with me in its
bleak, careful perversity. He seems
seeing nothing on
. He's ar

beyond mourning

the horizon but more gark,

one in a swirling moment, with a happy
mask of cartoon humor hl'll1|'!. b FI:L"\.l
into place.

Patrick Nagatani, with his rockets
and nuclear powered irradiated bats,
ends the show. His work too is con-
cerned with the desert and whar the
LS. government has done with it.
Nudes floar inta the sky,
rockets, Ayres Rock glows as an aborig-

cabes sprout

inal Australian is vaporized, bats zing
out of Carlshad Cavern to poison us, a
“relocation camp™ is memorialized. It's
all subtly funny and subtly horrible and
finally, given its bellicose subject, inter-
estingly subtle. The scenes he creates
must be dealt with over time. The best
of his work seems true dreamscape of
ominous order—which takes in a lot

of ground and which, to each of us, if
things proceed as usual, will be
intensely subtle in the most personal
Ways.

This show spells out a lot and hints
at much more. There are fifty photogra-
phers of comparable abilivies whose
“'I}Tl\: l"!lllLE I'l:;l'.-l' |'|I.'K.'|1 '||1(-|||IIL\I, JII‘L{ as
noted, given space, the work shown
might have been expanded.

What does such a show do? Many
things: for one, it can point indirectly to
local issues. There is a curious dearth of

environme iII ]‘|1|l[llj:lil}"|1'i(. \\':l(l&.

being done around Houston given the

acknowledged roxic quality of much of
our environment. There is work to do

here for those who are inreresred,

Such a show can also enhance
related educational programs such as
ForoFest’s ecological weekend confer-
ence that brought a number of people
together to discuss these issues. And
like all exhibitions, it is a statement—in
this case, a way to fight back, to gather
people and problems together, and wo
present the problems systematically. It
makes a difference for the issues
involved, it gives the photographers a
needed boost, and most importane, i
brings home these issues to a large
group of viewers.

I hope it rravels. It's a compelling
introduction for children (many of
\'V]ll.ll n werne \'\'Hl'll.l‘l'Til'll.[ ;|Tl'|l"|d piL8 "_:'r{lk'
eyed with their reachers and ForoFest
puides), and as for the rest of us—ir sets
off 2 complex and inter
alarms, the cumulative effect being an
l“l;l\'l.li‘l!;lh]l' “‘HI'\IHHL' By ||1L' Llli-r-lL'llh

ed ser of

questions that the photographs pose. In
this exhibition we are opened up rather
than closed off, and in a show of this
sort, one thar doesn't |1u|l many
punches, that is a major triumph.
Footnotes

1 Robsert Adarms,
NY: Aperture, 19

Why People Photograph, NMew York,
i, p. 181

Peter Brown is a Houston photographer. His
work fotuses on his immediate family and the
landscape af the Great Plains.



Editor's Note: AsiafAmerica:
Identities in Contemporary Asian
American Art is a national traveling
exhibition of visual art by Asian
Americans born abroad that focused
on issues of transcultural identity.
Curated by Margo Machida for the
Asia Society Galleries in New York,
the exhibition will be on view at
Blaffer Gallery, University of Houston
in June 1996.

This article is adapted from a presen-
tation that Margo Machida gave to the
South Central Regional Conference of
the Society for Photographic Education
in Houston on November 12, 1994,
orguuizmi b')' Houston Center Im’
Photography.

Margo Machida

I'll talk about issues of identiry in Asian
A wean art anl dﬂ'.‘i[;{‘l"\: rI]L' coniexo
in which cthnic identity has emerged as
a compelling subject for many Asian
artists in the contemporary American
ind also how [ got

‘.'l'l.\'il'l‘]l'l'l.lul'l.[.
involved in curating and doing research
in this area. I'll discuss four artists

dealing with i
art. I'll also discuss how are by Asian
Americans is often misinterprered by
mainstream critics and cur:
ious position the

ues of identity in their

WEOTs, and the
ertions of

cont

nd ethnicity increasingly occupy
in the broader art world discourse.
Having been involved w
identity for over a decade, | am con-
stantly reminded that race and ethnicity
are central concerns for many Asian
Americ
ever, my own engagement with what it
means to be of Asian ancestry in this
society came relatively late. As a third
generation Japanese Americs
a rural community in Hawaii, where the
majority population was Asian
American and Pacific Islander, | never
thought of myself as a member of a
minority group until coming to the
continental United Srares. The culrure
shock of being immersed in New York
in the mid 19605, where relatively few
people shared my background ar the
rime, and where [ was forced to actively

1 issues of

al artists. Ironically, how-

TRy

1 T ‘TtL'd m

confront ethnic stereotyping and racial
harassment, first brought home the
reality of difference and the necessity to
begin considering the meaning of

cthnic identity in this narion.

Several years after settling in New
York 1 gradually found myself tuming to
my Are to I\l:ll'll.!l,‘l G ]ll'li:\"rll'lf_'. sCeNse l)!-
displacement. In rime, however, | was
galvanized by my contact with Asian
American community arts groups in
MNew York, cultural activists, and artists

who were playing out, before the public
eye, their struggles with self definition,
and | was encouraged o delve into
idcn.h'l';r in my own work.

My subsequent development as a
cultural activist and curator was directly
relared ro my work as an artist. What
began as a process of self-examination
through ethnic and gender identity led
Lo an ongoing investigation of the art of
fellow Asian Americans involved with
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-EXHIBOTIONS-

ISSUES OF IDENTITY

In Asian American Art

similar issues. Further, for Asian
Americans of my generation it was
evidenr thar in a balkanized culrural
L‘ﬂ\'i'l:l:llil:m::l'lt “'I'l.l.'ﬂ.' mamstream
museums, galleries, magazines, and
many alternative arts organizations
rarely paid attention ro this kind of arr,
much of our work would never be con-

sidered, much less ;Lcu']'\l;\l_ unless we
took the initiative in “valorizing” it.
Thar is why a number of us took to
wearing many hats as we concurrently

become educators, curators, writers,
ns, and historians.
I'll briefly discuss the social context

theoretic

in which ethnic identity has emerged as
an issue for Asian American artists.
Asian are now the fastest growing
population in this country, and, if the

it least
one in ten Americans will be of Asian
heritage by early in the next century.
However, Asian Americans still remain

Pn.‘H.‘lT[ MOMmMEntum continues,

an exotic, seemingly foreign entity for

'|'|.'|'r|.['|'.n' “:hL'T A'lncr“‘:'ln:‘i. knn\.\'“
primarily through a host of stereorypes
derived from European Orientalism and
popular culture. Many in this nation
view all Asians—especially East and
Southeast Asians—as members of some
sort of monolithic “oriental” entiry.

ETHNIC IDENTITY & THE ARTS
Given their distinct back
and experiences, both conceptions of

idn.‘l'llihl.' and reasons for :1rhcu|:1t|ng
those identities are l|su:1|1-,' different for
American-born Asian artists and new-
comers. Many raised in this nation,
influenced by the idealism and acrivism
of the civil rights, anti-war, and As
ﬂii‘lul‘l‘c.‘;rn l_'illlnrllm'll'f arts movemenis
of the "60s and "70s, have been particu-
larly concerned with addressing marters
of assimilation, race relations, loss and
recovery of Asi

1)

n roots, forging connec-
tions to historic communities and Asian
forebears in Amer

Alre ely, for Asian immigrant
artists, feelings of discontinuity, conflic
and d 't.\plm:t went that arise when

.

At

rraversing cultures, and the need to
negotiate a sense of place in a new
I'II.T'I'[‘“.' are ‘ﬂﬁ'l,'l'l |lc|r:1n1|3u|1t makiers. AH a
result, many first generation arrists have
been actively engaged in devising art
making methods and iconographies that
reflect an evolving, multilayered sense
of self in this nation.

THE ARTISTS

I have placed great importance on
multiple, in-depth interviews with the
artists, often l:l.ll'l\lllt'tq_'\l OvVer a numl‘!-:r
of years. From experience, | have found
that such an exploratory, dialogic
approach has allowed me o betrer
idenify artists’ intentions, and through
them, themes that are central 1o
conceptions of e
porary Ameri

A[!i" .II'I(.'IIKIL'\[ are a [l'“' (‘.IJI"\P'CS uf

in contem-

what some Asian American photogra-
phers who work with issues of identity
are doing. 'l refer to work from the
tafamerIcA” exhibition of Marlon
Fuentes, Hanh Thi Pham, Tseng Kwong
Chi as well as a piece incorporating
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Tomie Arai, Laundryman’s Daughter, 1989

c imagery by a third genera-
rion Japanese American artist, Tomie
Arai. All of these artists, except Tseng
Kwong Ch Picturing Asia
America” at Houston Center for
Photography, November 5-December
13, 1994,

photograp

Appear in

FIRST GENERATION

For Asian American artists born
abroad, a number of factors, including
their age at arrival, where they settle in
ll'll' l.Jf'li'R'I.I S"-Ilf,‘_‘i, R‘(l'ﬂl!lnlf Shﬂtuﬁl [h(‘
circumstances in which they left their
homelands—voluntarily or involun-
tarily—influence not only which
subjects they emphasize, bur also why
and how they become artists.

Hanh Thi Pham was raised in the
former Republic of South Viemnam and
fled as a refugee to the United Stares
after the fall of her homeland ro the
communists in 1975. For yvears after-
ward, she remained haunted by
memories of those turbulent years and
incensed at the corrosive impact of
outside powers on her nation. After
nmigrating she seized upon pl\ntnh-
iphy, not only to come to terms with
the life she was forced to abandon, but
also to assert thar she, as an Asian

I'l1.i a

W would never allow herself ro
feel disempowered again.

In Number 9, Expatriate Conscious-
ness, 1992, a complex, wide-ranging
work integrating photography and text,

the artist conflates elements of autobi-
ography, personal sexuality, familial
history, and references to foreign domi-
nation of Vietnam. Asserting that she
will no
notions of supremacy over Asians in her

wsively accept Westerner's

;|duph:|| country, in this segment from
the piece, Pham defiantly depicts herself
nude from the waist up with arms raised
ina |m=ﬁnw gesture before an inverted
image of Buffalo Bill Cody, a famous
cowboy she associares with America’s
nineteenth century westward expansion
into the Pacific Rim. To reinforce this
message, Pham, in a side panel, includes
a fragment of a phrase in Viernamese
thar she rranslares as “not as your ser-

vant,” a direct reference to the house-
kl.':-pi[u: jul\s her grandmother took with
the French, and later with the
Americans, to support her family.
Marlon Fuentes, a photographer,
conceptua st, and filmmaker, came
1o America from the Plul;ppmcs at 20.
Bormn in Manila, his youth was marked
by violence accompanying the of
Ferdinand Marcos. After more than
fifteen years in the West, he continues
1o wrestle with the feelings of cultural
instability, art

nd has come to view his

making in this country as “an orenting
device” that allows him to confront
what he terms the
rying the cultural baggage of
t and West.” Fuentes considers the

face the primary repository of an indi-

mternal schizoid-

.
ness 11[ Lt




k. ‘ o

Marlon E”Fuentes, Untitled from the Face Fusion serles,

vidual's history as well as the site of
emotional struggle. He began ro use dis-
jointed facial images to sipnal thar he
viewed himself as a “perpetual outsider™
who remained suspended berween rwo
cultures with very different approaches
[ (4] l]iL‘ ]l'l t]]l.‘ 11.;[[1']"“]-.'{\! 1‘l:l|'k-:1n‘!-

whire photographs of the “Face Fusion”
series, Fuentes combined fragmenes of
E‘.';llll't'!-' hl.\ OWn ;!]'Ili [ill'\.‘l‘ l|+. I\i.‘-
sian wife at the time—to
confront his sense of cultural and
emotional dislocation.

Tseng Kwong Chi, who died in 1990,
after his

Cauc:

wits born in 1950, a ye
ents fled Shanghai when communist
forces assumed power. As

par-

sult of

growing agitation stemming from the
Culry
16, his family again relocared
to Vancouver, Canada. He soon left o
attend ind in 1979,
moved to New York where he quickly
|]'||||'|'|L'N'k| t'l"ll.\{']l. i[1 :III.' hllr]_'i‘l.l]llllu
avant garde and performance scene
1.‘{.'l'llL'I"L'L| On |l|\\"L'T h";"'ll'l-'“1-'|]|.

There Tseng found himself drawn to
ahserve Asian tourists and perturbed to
discover that not only were there few
Chinese sightseers at the time, but the

RL‘\'L‘ILI‘it'\I'I, '“'E'll'l'l THI.'H]_' was

, this time

art school in Paris

majority appeared to be so “completely

Iy rell if

westernized thar you cannor rea
they are Chinese, or Korea
Japanese.” Merging his dual interests in
photography and performance, Tse
with tongue firmly in cheek, appointed

or

«ceEx H 1 e@T 1 0N S

himself an *unofficial
ambassador of China™
and inaugurated what he
termed a “lifetime pro-

Asl

ject” wryly titled *
meets We

To summon a figure
with a statire compa-

who initially had rg-.adlr'
access to China and to
phorically

invert mets
1]1(‘ I\'\.‘i]rllll\ E\({?hllll'.‘d'

and Westerners, in 1979
ng started to dress in

a "Mao suit,” a costume
]!‘.' I".'I.lL'r‘L'LI Vt'l.l"llll] I‘L'
instantly recognizable as
an emblem of modern
China. By choosing to
play “the role of a very
formal Chinese tourist™
and taking snapshot-like
ges of himself in

association “with monu-

1986

ments and icons that westerners con-
sider to be the symbols of their power
and glory” such as the Capitol building
in Washington, DLC., Disneyland and

Mount Rushmaore, Tseng sought to
counter the long history of orientalist
painting and photography by explicity
representing the West as if seen through
a possessive “oecidentalist” paze.

THIRD GENERATION
By the third generation—the chil-
dren of parents who were also born in

- Ak

=

rable to those Americans

N LE

“Picturing Asia America” Panel Discussion November 12, 1994 presented in conjunction with SPE

the United States

rhl' '“'1_1lk le [I]'-Il'l'!.'
artists 've interviewed reflects a
yearning to re-establish a sense of con-
nectedness with a distant Asian
Yer because they are also more fully
Americanized than earlier generations,
they tend to locate their images of

egacy.

Asian identities in the only homel:
they have ever known, America.
Tomie Ara
Japanese American pri
mixed-media arti

a third feneration
maker and
who integrates

I‘]‘ll'l\ur;i]‘h.‘- m ]]l'[ “.'I\[k. Rht‘ wias r.‘lﬁl\l
on the upper west side of Manhattan, an
ethnically-mixed communiry tha
included a small Japanese enclave. In
seeking to afhrm and project the unique
experience of being an Asian woman in
America, Arai constructs images of
intergenerational continuity based on
women's relationships in Asian families,
thereby linking her personal history to
the immigrant legacy of all Asian
women
In i'.mnkh'_\'imlrt's Daughter, 1989, a
silkscreen print, the artist explores
reversals of traditional relation-

ships berween immigrant mothers

;“‘ll AIH:‘H(‘:I[]-E:ILE&\I I.LlUi:L'l[l'r‘i—
not only emphasizing thar in this
nation, children frequently have

h;‘ll [ €3] ]‘Eﬂ"l'\"lt' tr:ﬂ].\l:lln[:-' -"'I.l]

takers for immigrant parents,

[
but also suggesting that for many

East Asian women, circumstances
in America have often subverted
the legacy of Confuci
givir

n maores

 primacy to parents as elders
and therefore figures of unques-
rioned authority.

INTERPRETATION OF ASIAN
AMERICAN ART

TI'IL‘I'I.' 15 'I!I.I.‘ullfh [L'U'Ilj: a5 a .‘ul'l)j:lllilf
or definitive contemporary Asian
American experience, Nor are
Asian American identities static
rather, they are constantly being

reconceived and transformed.
Further, with the convolured min-
gling of influences in a world
where mobility reigns and boundaries
between cultures are becoming porous,
the ever-broadening range of Asian
reactions to life in this nation is increas-
m;_:lv_.' |:=:m]1|r:.\'_

In such a complex Asian American
environment, | strongly believe thar
investigation artists” intentions is neces-
sary to counter limitations and distor-
tions inherent in ethnocentric biases

[l'li“ remain ]‘FL"\';I]I']I'| in con SMporary

American art criricism. Among them

are CK"L‘C!:IEI\HL\ EE'I.:“ any art

South Central Regional Conference. Pictured are Monica Chau, moderator, artists Gaye Chan (HI),
Osamu James Makagawa (TX), Ritsko Uchida (NY), Gavin Flint (€AY, and Margo Machida (NY),
artistindependent curator (| to r). Phato by E. Lynn Baldwin

SPOT / Houston Center for Photography / SPRING 1995

produced by an Asian must, in order 1o
be “truly Asian,” automatically contain
traces of something thar can be

ian
sensibility. Certainly, in a cursory glance

identified as emerging from an /

nd ¢
ates, one can

A recent reviews

logues from

around the United

readily ind art by s (even Asian

Americans)—no matter how contems-
porary or Western in form—described as
“Zen-like, chanting like mantras,
expressing the Yin and Yang of their
.\llh]t'l'lﬁ, oar llk'\tl'\l 1T IMCITOTIeS llr‘
marure.” A
are indeed interested in traditions this

though some Asian artists

ANguage ill\'le‘.“;. IT gOes “'lTh”LJT sayimng
that such interpretations, when indis-

ately applied to any artist who

<

happens to be of Asian heritage, are

likely to be deeply flawed.

Indeed, some Asian American artists
|“|\'t' oven I‘l'l‘l'l I.{l‘;"'ll?\‘vl'l.l [‘l o ot
meeting preconceived notions of
“oriental-ness” (commonly encoded as
something exotic, serene, hyper-acs-

thetic, or meditative), and hence for

not being sufficiently “authentic.”

Ironically, when art by an Asian is

ferm "l?“lﬂl CONVel
'I;HII.'n”
it must also be entirely imbedded ina

informed by W

LIS, ANy Critics aur

Western conceptual framework—an
expectation that is often not the case,
especially among first generation artists.
Such reductive, dualistic notions not

only belie the long history of Ease-West
interaction, and the accelerated pace of

~d

change 1 increasingly indusrriali
and urbanized Asia, but also raise
disturbing questions about whether
contemporary visual art by Asians can
only be esteemed by Westerners if it
exists to mirror and confirm their
l'xi‘t‘l"ﬂtll“]h.

Ulrimarely, contending with differ-
ence requires the capacity ro move
beyond the prejudice and presumprion
that has greeted so many artists of color,
in which their motivations and beliefs
are selectively restructured 1o fir
existing suppositions. What is at stake
especially for artists whose expressions
originated in non-Western or transcul-
rural frames of reference, is nor simply
exposure—for many of them have
active careers—but the fact that their
wark is all too often misinterprered or
reinterpreted to suit mainstream expec-
I;ll'i‘\l'lf‘. \vil;ll |1L".'l].‘- o ]"’L' '-ll_".".'r‘l‘.'ti i'-
that there are many different frame-
works of valorization and meaning
both within and among cultures—
which must be both recognized and
respected.

But it is precisely because attitudes in

the art world, in vificant ways,

ny sig

IMIrror Thl.‘ ."I.\l'liil. CCOMOmIC iII:'IsI I

divisions fas well as ||>|]J_:-:-[:an.,l|1ag
power relationships) in American
society, that struggles exist over which

L'llhlllill '.IL"l‘I'il] 15,

15500 .l]ll.{ artists are

deemed sign At
In such a conrentious climare, |
certainly believe that Asian American
artists must strongly assert that we
I'l;lrl.' tll.\l"'ll.'[ I"i]ﬁ]“lln.‘- [I\;” must I\l'
respected. To do this, we must work o
L'!-[;l]\lif*l'l an environment n ,‘XIILL'FI\';I—
bath political and cultural—rthat allows
for ongoing dialogue based on a funda-
mental belief in, active curiosity abour,
not only what we share, bur also whar is
different.

Margo Machida is a writer, curator and artist.
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Cecil Beaton, Angelica Weldon and Nina Matlewa, Mock Puppet Theatre, American Vogue, 1938

Deborah Turbeville, Bathhouse, American Vogue,

1975
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FASHIONABLE CONSUMPTION

Fashion: Evolutionf/Revolution was
one of the 1994 FotoFest Exhibitions.

Ed Osowski

Lying at the very heart of fashion
photography is conflict. A product of a
coOmsumpt ion-driven economy, Anne
Hollander describes fashion as a
uniquely Western phenomenon, one
tied up with class aspirations and priori-
ties.' Concern for fashion depends on
possessing the luxury of time and money
and the freedom from more pressing
concerns, like obraining food and

shelter! Nowhere does photography's

link to the marketplace—the demands
of business, commerce, advertising, and
client—seem clearer than in images of
fasl
strains on the photographer’s part to

Yet nowhere as well do the

create something “higher” than
t'l"[!'”"l.‘“"l-l] art li‘\'i‘i‘l ‘]“.'"'lht'l\'i"w' \\'“11
ricy.’
Fashion photogr:

greater cls

shy is, then, com-

mercial art, controlled by forces that
arive
art form. In fashion photography an

work together to make it a conse

actual need—rto cover the naked
body—is subverted and rransformed.
Through fashion images the suggestion

is made that clothing has a symbolic

function beyond covering the naked

torm. In the world ereared by fashion
images, one buys clothing not to replace
irems thar have worn our, been dam-
aped, or no longer fit, not because they
are like a warch that has broken and
cannot ]"'L' T‘.'l\lifL'l.L l\llt lH:L'“{INL' [h‘L'
clothes “no longer work,” no longer

suggest those qualities—
freedom, sponraneiry

, seriousness, sexual

railability, drive—which are better

“Fashion: EvolutionfRevolution,”
the title of the exhibition curated for
FotoFest by New York gallery owners
Etheleen Staley and Taki Wise, omitted
the word “photography.” That oversight
set the tone for their selection of more
than 100 photographs which provided a

broad sweep through the history of
fashion photography in the rwentieth
century.

That oversight joined a peculiar
mis-reading of the history of photog-
raphy. In the notes to the exhibition,
unfortunately not printed in the
FotoFest catalogue, Staley and Wise

12

disregard photography's first six decades.
T]\q‘ write, “The 20th century L!]"L'I‘lcd
with photography in its infancy.™
Certain technical processes involved in
the making and raking picrures were
certainly more cumbersome and difficult
to master early in photography's history.
But by 1900 photography surely was no
child. In fact, the earliest images in the
exhibition, works by Lartigue and
Steichen, for example, prove to be the
mst interesting in the exhibition,
These images, Steichen's 1903 Ar the
Races and Lartigue's 1906 Nanick and
Momsiewr Plantevigne on the Beach at
Villzwille and his Two Women in the S,
are accidental images of fashion. They
are really snapshots in which family
members and acquaintances move about
in their daily lives. Only now, ninety
years later, do these photographs
contain some information about how a
certain group of individuals looked and
how they dressed when they appeared in
public. As photographs what one

5t .l!\)l!l rh(‘]'l'l s [I'll

notices le vility
o illustrare.

Something guaint and naive and
charming adheres to the earliest images
in the exhibition. Free of the explosive
L'&[E'u'ln;

cant *I!]d \i‘\'lhi\'l.' L-lll'llriil
issues that fight for dominance in the
last three decades of the exhibition, the
L'*Ifl's,' “.'I.Irk‘u I'\'r' |",'dll.':1 r\l :‘:'(‘l\' L'll'n ‘"'Ili
Baron Adolf De Mevyer are, if anything,
expressions of the significance of class.
The models in their works stand, if only
symbolically, on pedestals, where they
are aloof, unapproachable, removed
from the competing issues one finds
dominating the later works by Helmur
Newton and Chris von Wangenheim.’
In the competitive world of glamour/
zines, a photograph’s

faghion ma
ability to shock or tease or tivillate may
account for its success. By the time
Staley and Wise reach the 1960s the
q_l.l”]l"i.‘ll[ll,n hﬁ?i hl,'(l\l'l!l’: a \"lrll]ill
cx]-iu.-iun of images, many simply
pueihmu too hard to attract the viewer's
attention for two or three seconds.

If a break oceurs in fashion photog-

raphy it happens with the proliferation
of fashion magazines after World War L.
Throughourt the second half of the nine-
reenth cenrury magazines like Godey's

Ladies Book brought readers, through
illustrations and line drawings, the
latest styles. Bur after World War | one
begins to see advances in technology,

SPOT / Houston Center for Photography / SPRING 1895

brought about by the war effort, thar
influenced civilian pursuits, Improve-
ments in halfrone printing brought the
reprocuction of photography in

T

ines into a new age. Products for a
rapidly growing and suddenly affluent
middle-class became the substance of
these magazines.

With the period after World War |
Sraley and Wise begin to lose focus.

Tt ey I wuce 1'\*]|‘|1r|t3' maes—
Diouglas Fairbanks, Josephine Baker,
_[u.m Crawford, _|u]1n Gilbert, Fred and

Adele Astaire—artempting to broaden
their definition of fashion photography
to include what lln:\..' call “the evolution
of manners, ideas of style and beauty,
how people have looked and wanted to
look, and how they have wanted 1o be
|1nr11',|1.'c'd." "Their attempt, interesting
as ir might seem, results in an exhibi-
tion that wanders without direction and
fails to idenrify how the ilm industry,
the rise of gossip columns in daily news-

1l]$

papers, and other editorial der
came to affect how photographs could
be made and used.”

'I..'

i a

hion photography is not produced
cuum. Ar rimes, as Arr Kanes'
1960 image for Vogue shows, it can cap-
ture the feel one inds in another form
of art, Kane's model, her black-and-
white coat a jazzy design, her body bent
and |l1;|l'|ipll'|;in.'d, SCEms part of the pop
and op movements of the 1960%.
Looking back to the 19305 to see how
surrealist ways of making photographs
appear in fashion work is more inter-
esting. In Cecil Beaton’s 1936 Mock
Puppet Theatre two models are posed,
their arms held aloft by ropes, like pup-
pets on a stage. Beaton’s image is radical
and shocking and prescient. And from
the perspecrive of almost sixty years
after it was made, years during which
feminism and women’s studies have

demonstrate just how pervasive were

surrealist experiments. The fragmenta-
tion of the '|'<\d1,', the substitution of the
part for the whole, and experiments
with combining real with artihcial

all among the tricks the surrealists used
to challenge tradivion and convention.
At this point in the exhibition one
wished for examples of Man Ray's
fashion work. By not including Man
Ray, whose fashion work pushed the
technical limies ufpu'tun‘nl;ﬂ:ulg and

whose choice of subject marter sub-
verted expectations of how to look and
what o see, Staley and Wise make the
thirries seem ramer and the eighries and
nineties wilder than they are.

In the exhibition's concluding sec-
rions the fashion image becomes
preoccupied with expressing artitude,
not content, style, not substance. Chris
von Wangenheim's sexually ambiguous
image of two men dancing or Helmut
Newton's charged images of semi-
clothed female models or Herb Rirts
1986 Madomna or Kurt Marcus' 1980
portrait of Derrick Cage are all less
concerned with defining something
correctly than with capturing something
MoTe ﬂc:n,-rln,_-—f.llnv, desire, lus

In their selecrion of images Staley
and Wise trace an arc that begins with a

I"‘lll'r‘ mn llll.' C |'|lL'|';|I‘\ ;||"||||'F' (L] .\1“?“'
and describe and concludes with the
aesthetic and social issues connected to
seeing and representing of primary
importance.” The photographs of
Deborah Turbeville, Sarah Moon, and
Ellen van Unwerth bring the exhibi-
tion, and in a sense fashion phorog-
raphy, to an end. The works by these
three are more shocking and more

memorable than anything by Newton or

von Wangenheim and are more radical

Continued on p. 188

influenced the critical r
terms within which
images of women a
looked ar, Beaton's
image seems o repre-

sent woman as victim,
as slave, if only to the
manipulating factors of
the fashion world.
Beaton's 1936 photo-
graph,

weeompanied by
works |15' Cieorpe
Hoyninge-Huene and

Harst B. Horst,




SUNGS

Editor's Note: This interview is the
product of talks with Michael Cheers,
curator of the exhibition “Songs of My
People” and founder of the nom-profit
organization New African Visions, and
Geary Browdnax, a Houston-based
photographer included in the exhibi-
tion which was on view at the
Museum of Fine Arts, Houston,
August 28-November 20, 1994, The
150-photograph show entered the
museum’s permanent collection as a
gift of New African Visions and Time
Warner Inc.

Karen Gillen Allen

ALLEN: YWhat event triggered the for-
mation of the non-profit organization
New African Visions! Was there some-
thing that happened while working as
photojournalists or did you start to see a
misperception of African Americans
emerge before either of you began your

working careers?

CHEERS: The misperception of blacks
that | had been seeing had been going
on or | had been observing long before |
had picked up a camera. One just has 1o
be black in America to see every day

how mass media portrays African
Americans—Iless intelligent than we
are, less hard-working than we work,
more violent than we are, less patriotic,
less universal. So, as [ gor older and got
into ]\hulnj_::.l.p'h',' and ]\h:\ini.uurn;lli‘.ln.
I knew thar I always wanted to do some-
thing like this at some point in my
career. 've worked for the Boston Globe
newspaper, f'.'ﬂxn]):”rt magazine and I'd
seen the misperception of

blacks by the media all over.

BROADNAX: Growing up,
“."I'\\‘ll a h].‘l.'k. man s I‘Tl.'
with an image of himself

through the media—the tele

ed

SHOI '.Il'l\! TI'I(‘ NCWSPAPeTs, Nag-

they're presented with
what the rest of the world

ines

thinks of him, how the rest of
the world pereeives black
people. A good example of this
is if you go overseas where the
only |
what the media portrays. A lot
of times |‘|-n]1|:- will say, “Well,
hlack people are all poor and
always pet in trouble. Probably

eption of America is

half of the HMPIessions lhr\_.' et
is either that we are very rich
like Oprah and Bill Cosby and
sports star like Michael Jordan;
or we're living in the worst
areas of town, rioting, killing, and pil-
laging. It was the intent of the show to
point out that we're just like everybady
else. We are college graduates, we have
familics, we have all the same pain and
triumphs that everybody else has. There
are so many more black Americans that
are just like everyone else. For a long
rime in sitcoms, black people were
trying to make it—or, “movin’ on up,”
We finally made it! We're up in the

penthouse! It wasn't until the Cosby
show that it showed a middle-class
American family. Now, he wasn't so typ-
ical be
th

first attempt to show a normal, black

se—a doctor and a lawyer,

s not really typical. But, it was the

'E}(HIBOTIONS-

family going through normal problems.
The intent of the show, and of the
exhibit, was to show that we're more
than what the media portrays.

ALLEN: Do you think there we
thing that happened that made you go
out and want to address the problem

RO

rather than just internalizing the nega-
tive and whar the media was telling
&l“'l..

CHEERS: My grandmother gave me my
first camera and raught me it is betrer to
light a candle than to curse the dark-
ness. And the rest is
history. What do
LRl do! You can sit
back and you can
criticize, you can sit
back and point
fingers—you can do
all of these things—
but even Gordon
Parks, somebody
who | met more
than twenty years
ago, in his second
book, A Choice rJJ‘-
Weapons, made the
decision how to
Ilgh[ |"_I|,'L:_ Hl't‘htm‘

a camera over a

knife, a pen over a

1992
pun—1to use those

W to try to change our condirtion.
And, thar's what [ try to do—use the
same tools that the media use w distort

us to try to provide a more balanced,

accurate and therefore universal picoure

af who we are.

Geary Broadnax, Texas Department of Corrections Guard en Horseback, Sugarland, Texas, 1992

ALLEN: Did you find while working as a
photojournalist and journalise that
others who were also working within
these parameters were also chafing
under them! Did you have a lot of con-
sensus when you started asking others to
join you in addressing the media misper-
ception of African Americans!

CHEERS: There are many, many
Adfrican American photographers out
here who feel the same way thar | do.
This is not something that is juse fele by
me. Many black photographers, espe-
cially those working for white newspa-
pers and magazines, deal with thison a

Geary Broadnax, Widow Allizon Lefand,

daily basis. | get the phone calls and
they rell me stories all the time about

“ean't have too many black people in

the newspaper"—whenever they want

o do a welfare story or whenever they

deal with a crime story—nine out of ten
times they rush to the African

Ame
well that there are more white people
on welfare in this country than blacks.

can neighborhood, knowing full

There are more white children who are

living in families headed by a sing
I\.l[l,'n[ l]\:ln ||'|I.'|'I.' are I'lﬁﬂ'k L'llllli!t'll-

e

BROADNAX: The km:\\.']cd;‘,r that
these paramerers
exist influences your
oye “'l\l.'n Fl,lll
shooting. It has to.
It’s like the media is
feeding on itself.
You're always seeing
photos of black men
arrested for robbing
banks or mugging
1‘-L-np|r. You are
always seeing black
P’L"'\F‘]'.‘ “.'I“.'l'l |[
COMES o PoOoT
neighborhoods and
welfare. | mean, if
that's whart’s
presented, then a
plluh!j_'l;lp!lt‘l’ “'G\lllkl
say, “Okay, | need to
shoot someone on welfare, or [ need 1o

shoot someone ina poverty s
What's he going to do! Go our toa
black neighborhood. There are obvi-
|,II'|\1\.' more I"t)l" \\-I'Iltl.' E"k‘t"i" IL' on '\-\'L'"-;”('
than there are black people. Bur, it is

ier to ind a black person
se they have :

T':;l.\.l" l‘L":II
identified. He's already been identified

a5 MO

ALLEN: Geary, you were in a position
as a photo editor ar the Houston Post
where you were able to choose the pho-
tographs. Could you address the
problem of media misrepresentation?
Did you go o bat for photographs that
you felt were valid?

BROADNAX: Yes, and I rell you it was
an everyday thing. It got to the point
where the editors would come 1o me
and ask me, “What do you think abour
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that!” Because, a black person in a man-
agement ]'\Il\i['LDn \.\'l‘l.l .\l"l.'ﬂk.‘t ll'l‘ ;1”\.[
makes the management sensitive to
that. | mean it is their responsibility to
doit. And they do it. A lot of times the
management just doesn't see the bias

because they are not looking from the
perspective of a black or Hispanic
person.

Look at the retouched image of ().
Simpson. How responsible was that!
\ y
problem with that.” You know, it's just

“Hey, we didn't think there was

an artistic impression of what we

thoughe it mighe be like. No one was
there to point out to them, “Hey, you
could have a problem there.” So, the
solution to the problem would be o

have a much greater minority presence

an -1“.‘It'l'l:ilﬂl]-lll'.lli'i[l],: positions in the
newsroom. I'm talking about editorial
MANAZEMENT POSITIONS, A5 2 NEws
director, as a managing editor, those
types of professions. Even if it's the
associate positions, they need o really
increase the level of minority influence
iin, you'll find the
artitude, “Well, they don't read our

on .Ill NCWSPapers.

newspaper anyway, why should we
care!” You'll ger thar artitude.

ALLEN: How did your childhood expe-
riences difter from thar purveyed by the
medial

CHEERS: Growing up, | could not
understand it because when you see all
these stories—ijust recently, in News-
week, a title like *Growing Up Without
Farhers,” or something without
fathers—there is a black child on the
cover. Again, every time you
look at the stories abour these
families, they always show it in
some dysfuncrional way.

Always negative. And i just

wies to bother me

cont

because | don't have to search
any farther tha
family, my father who had a

my Own

high school education and
worked three jobs, came home
oevery d:l‘, i‘rull;_[ht home three
paychecks every week—I don't
ger it. What's going on? It does
not relate to my own personal

CXPenenoe.

ALLEN: Do you think that
words, pictures, and exhibi-
tions are going to be enough w
address the problem of media
misperception! Do you think
there will have to be some
other type of movement!

CHEERS: Oh, we have done no more
than scrarch the surface though we
scrarched the surface in a big way by
having this exhibition tour around the
world. We passed the 1,000,000 mark in
atrendance in May, 1994. We will be
touring probably until around the turn
of the century. We did it righe. Is it
enough! Of course not. Are there more

projects thar should be done, that
should be funded? Of course. But as long

as 11;"\.\'.\|’|;|‘|1L'r.‘~ H”Ll argant
print or broadeast, where the decisions
are going to be made by a majority of
white, middle-aged, males, who have
absolutely no clue as to what the real

13



world is, we will continue to have this
r‘ll.'l]'ll{'l'l'l_

ALLEN: Geary, how did you cheoose
prisons for the topic of your photo
essay! Were you assigned a problem to
address or was it an area of interest to
you!

BROADNAX: | was intere
.‘il'll“.rl]’i: t]lt‘ I‘T‘JI"]“.'“I I.!'- crnme in our

community. The penal system has been
a part of life for black men for a long

time. Inside, It was so bad, it w
all
Hispanic
black. Bei
F|
\'-'I'Il','l'l ]l’l]k at rl'l:l,' Pl(TLll 5 'l].'l[ SO0 many

ted in

almost

wck. [ did see others, mostly

but it was predominantly
a black man this made it
ty scary, for me.

er, we thoughe

people were there for reasons they
couldn’t control—wrong place
it—but for the

You

know, we're black men and justice is

WO

time—we both s

grace of God, that could be

not equal. You take a black man and a
ner in t
the chances of the black man going to

white man toget e same crime,

Prison are m ich greater.

ALLEN: When you went there, how did
the men reacr o you?

BROADNAX: You know, it was funny,
everyone was saying, “Hey, hey, look ar
me, look at me—check me out.” | found
them to be receprive to the camera or

any comnection with the outside.

ALLEN: How did the administration
and the prison guard system react to you
ting to spend time i

w side the prison?

BROADNAX: Well, I was shur down. |
shur down repeatedly. My reques
kept getting nowhere. Finally, a friend

w:

in'(llllll,'cli me o lilﬂ' “‘,Inlt"n JI"L1 we
had lunch and he said, “I'd be happy to
help you.” While | w
tures a prisoner attacked a prison guard,
kind of ran at him. Thar was exciting.

shooting the pic-

ALLEN: Did the prison administ
want to sce what you had shot when
you finished?

IOrs

BROADNAX: Yes. The trouble with
thar was, | didn't even see what 1| shot.
The way the contract read for “Songs of
My People,” we sent the pictures off and
we didn't see the pictures
see anyrhing for rwo years. And, then
after two ye

we didn't

incredibly long
amount of time, we saw the finished
work. Imagine a photographer shooting
all these images and wairing for two
years to see anything. 5o it was

o O SO

a tough

assignment.

ALLEN: MNow, h}' contrast the portrait of
Allison Leland Briscoe, seems so
hopeful and full of life. It seems odd

that it would be titled The Widow—her
life in that portrait seems so full with
those beautiful, rambuncrious children.

BROADNAX: The kids were really
wild. Jarret, the older of the three was
just all over the place. | wouldn't have
named the pictures that, bur | didn't
have a choice abour the title. | wanted
to show that she was getting on with
her life even though she was a widow.

She was moving on for the children's
sake. The kids had never been pho-
tographed for publication before.

ALLEN: How did you approach the task

14
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of making a photograph thar was both
\'ISLIH[!‘F I‘FL‘ii:ﬂnK il]]d l'l'l.l\l i ‘i‘l.\r"'_r

BROADNAX: When vou're a photo-
journalist you're trying to relay the
vssenoce l][ '“'I'lﬁl !'l’ll.rl.' "i“l.'ll'l!’:_ ‘[’nll'rl'
not trying to make it pretry, you're not
trying to make it ugly. You're trying

ro show whar you see—rthe rrurh., And
the truth through your eyes is your
responsibility.

‘“

there inside that picture—you have a
black OB-GYN, mlkmp_ about black

ul a
k anesthesiologist there in that pic-

women who are professionals, 4
hl:

ture. There's a lot of symbolism there.

On the other hand, in the other
photograph, | wanted to rell a story
about drug abuse. We didn't want to go
out and just sugar-coar the problem in
the African American community.

D. Michael Cheers, Doctors Karen Amivose, Paula A McKenzy and Deborah Arrindel, Washington, D.C, 1992

ALLEN: Which do you think is the
maost universal image in the show! Is
there something that seems 1o keep
popping up that people point to and say,
“Hey, this reaches everyone.” Or is
there something that is your favorite!

CHEERS: The Jesse Jackson picture.
Embracing his son. Beca
picture does more than 1

e what that

ot touch the
heart and soul of a lot of dads—ir cuts
at the—and here is the racist parr of the
in terms of ¢

ling with Jesse
Jackson—rthey always tried o depict
him as an individual that is so contro-
.1|—r|-|q:5- :1lw'.|!'s want to |||m|\ him
in with Arafar. You rarely read a story
about the man and things that he'’s
done. But this photograph, this candid
picture, more than any picture ever
taken of him, just cuts through all of
this. It shows this individual not as civil
rights leader, not as a talk show host,
not as a newspaper columnist, this

ITC

v

.‘il'll'l’“'.‘i I'I'i[l'l asa fi‘thﬂr.

ALLEN: Michael, I thought that your
two images of two women giving
hifll'l—[l'll_' Wodnman \\'!IGI hild hL'l.'I'I
addicred ro Crack, and the middle
class woman and her husband giving
birth to their first child were moving.
Seeing the play between the two
different starts to a life—was that a
purposeful juxraposition?

CHEERS: Righe. Again, | just wanted to
personally go out and rell that story
about the confusion in the African
American family. The question that just
kept coming up was how do you do !
Besides family around holidays, some-
thing sort of clichéd like that—what do
!"Bll l]”fl l rL']lIC[I]]'\CTl'l] }“3“' I f:‘lT \'\'it}]
the birth of my third child and the emo-
tion that [ felt—the love | felt for my
child and for my wife. And so | worked
hard 1o find a couple and they were
VETY, Very gracious in allowing me into
the birthing room in a very personal
moment. And to see the father exhibit
that emotion and the other symbolism
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People” such an important record of his-
tory, because we went out and showed

v. There
were some things that we didn't show.
And | kick myself and [ wish thar we
had more time—things that we should
have shot over. But | wanted to tell this
story about how drugs are destroying our
community. A
the \lll'il;li way and had a phm::j.:r.'lplacr

the problems in our commun

, wie could have went

go toa Crackhouse and get a guy puffing
on a pipe and all that—or shooting it in
with a needle or something that you see
so much. Bur what more dramatic way
to tell that story than through a woman
addicted to heroin and had been during
her pregnancy, and just that innocent
newborn child. And even in the book,

we ran those two essays side-by-side

really to depice the emotion.

ALLEN: | thought the photo-¢
the home
moving.

mily was also very

ess fi

CHEERS: Also the theme of family—
the homeless family. 1 thought it ws
important— and [ give all credit due 1o
Michael Fields a photo editor for “Songs
of My People.” When he s:
pictures which [, quite honestly,
thought | was inished shooting, he said,
“Think about it. We always see this. We
walk past the subways, down the street
and we seé somebody panhandling,” but
he said, “the

w my first

: people must go some-
where in the evening, and it is your

challenge as a photographer o follow
ate with them, to be

them, to commur
that fly on the wall, and document and
show their existence out of the sight of
the streets.” So | was able to hang out
with them and make that series of pho-
tographs. What did thar say? Even after
the trauma—at the end of the day—
what are they? Still a family. It made a
Major starement,

ALLEN: You had mentioned earlier that
there were some stories that you kicked
yourself over—the ones that gor away.
What would those be?

CHEERS: The AIDS story. We blew it.

We had a photographer shoot it

|\l] [llL'
photographer did not do a good job on
it, and we just ran out of time and did
not tell that story, We didn't tell it at
all. And | think thar was a mistake. We
did not deal with homosexuality in the
African American community at all.
Again, we had a phorographer on it and
the photographer did not do a goad job
the first time. There were assignments
where photographers did it and they

had ro go back and shoot over again,

and we just ran out of time. 1f we had
another month we could have covered
somany things, but we just ran out of
time.

ALLEN: Whar does the success of the
show mean to you personally and what
do you think thar it means ro the
African American community!

BROADNAX: Well, I'm real happy
about the success. | really am. [ think it
says that there’s a need for this type of
project. But whar bothers me is—even
with the incredible success of this pro-
ject—it’s still hard to find funding for

|I'II'.' nexk one.

ALLEN: What do you attribute the lack
of response to! Do you have any feelings
about this personally!

BROADNAX: Yeah. It really hurts me
that black people don’t support black
people. Often you find art organizations
and projects to be supported by la

Be
corporations. I'd like ro see more black
people taking an interest in art and
more black people supporting black
artists. | see black artists singing and

I want to see a

plenty of sports figures
more “'c!l-"’l"'ili‘.'{l .‘-ll[‘l\"" "\E ll‘L' arts.

ALLEN: When you saw the whole thing
come together, as an exhibit, what did
your like most about it? Whether its an
image or just a feeling, what?

CHEERS: What jumps out is when | go
to the museums across the country and 1
walk in there, doesn't matter if it's a
weekday or a weekend, the place is
packed with people—Dblack and white
'l‘L'l’PII.'. I\Ti'rl'lL"” lh'.' g“;ll‘li COommnes llp [ (4]
me, especially the African
guards at these exhibits, and just shakes
my hand and hugs me and almost cries,

IMeETICAn

And they know good and well how
many shows come in there that are
aimed ar our |u.'n|\l|,-. 1 don't know how
many people walked up to me in four or
five days thar talked toome abour the
pain that they had back in the "50s.
Black people could only walk into a
seum one day a week—one day a

l:t:ll NMegroes. Jq.l'll.] }'ll:l“.' '“'L'I\'l.' over-

come this and abour this generation and
that these people are al
means a lot to me. So, that's where 1 get
my gratification. It |
'“'li}'l [“KIL‘ .\Lll‘.'.\- I[ h:

» to see it It

s nothing to do
nothing ro do
with press clippings or anything like

that, It has 1o do with the response from
the people because that's what the show
is about. The show is about ordinary
people doing ordinary things and exrra-
ordinary people doing extraordinary
things.

Postscript: The show is onoa 100-city
tour across the United States and will
retum to the MFALH, its permanent
repository, in 1998,

Karen Gillen Allen is editor of SPOT.



AkinfLudwig, Installation at HCP of The Wamen Series, 1995, gelatin silver prints, installation photo by Tih LeHew

The Art of
Collaboration

This essay is based on The Women
Series by Guwen Akin and Allan
Ludwig, exhibited in Gallery X of
Houston Center for Photographsy,
J{lnuur'\' 13-February 19, 1995,

Lisa Righter Sloan

Although much larger, the photographs
are individually reminiscent of keep-
\-1kl'?\—1t‘l'kl'|.‘- O mimnatures [‘.l‘-hl\l on
as forger-me-nots and bespeaking a
highly personal hond of affection.
Grouped as they are in random, close-
knit proximity, the thread that weaves
through the portraits is ar once as fragile
and mysterious as friendship and as
strong as the cat-gut bonds of family.
Displayed against a dark brown wall in
subdued lighting, the installation
evokes the perfectly conrrived
poignancy of a Victorian siting room,

a deliberate irony that punctuates the
elegant, often stunningly beautiful work
of collaborators Gwen Akin and Allan
I.Ul..l“u'l_:e.

The images in Akin and Ludwig’s
recent work, including “The Women
Series” (which was seen early this year
in the “Bad Girls” exhibition at the
New Museum of Contemporary Art in
New York and this summer at Gallery
777 in Los Angeles) and “The Diprych

Series,” which pairs portraits of women

with haunting image fragments (shown
at the Pamela Auchineloss Gallery,
Mew York in spring of 1994), are taken
from portraits and landscapes by anony-
mous photographers from the nine-
reenth century to the present. The
original works are uncarthed ar flea mar-
kets, junk stores and yard sales and
ru]\hnll lpllu.l_ in whole or in part, as
their own works. As such, Akin and
Ludwig lay challenge to a fundamen-

tally nineteenth century notion, that of
|||L' ATTIST A% \4‘](' :Il'l‘i[L'I ol creanve Cone-
tent, and expand upon their often
pl.u_.'r'||| |1rnl\|: into the aesthetic bound-
aries of photography thar began with
their collaborarion in 1984,

The genesis of the collaboration can
be found in pn\:'n:»;:«—-.[n-r|ti|;.a|l'l.', the
technical process of making platinum
prints—and it is the photographic
process, rather than a shared vision
of whart they as artists want to create
through the medium of photography,
lh;“ Continues oo dl"l"lll;llL' th' (‘\'U‘lll'
tion of their work. While they credit
their successful partnership to a joint
desire o master a difhiculr and archaic

printmaking process, an idea Akin and
Ludwig did share, although largely an
unconscious one in the beginning,
was that the subject to which the
Ilhl.l‘l.\L'T‘lr]'lil' |"lI.K'I.'_‘-N Was |lp|'|!i'l] was
secondary 1o the process irself.

Early in Akin and Ludwig’s collabo-
ration, their use of nineteenth century

lL'E.ElIl'IL[lI\‘h d IO.‘E“_'I" VIeW Camer: iII'Il.I

the platinum process used from the late

AkinfLudwig, Diptych Series: No. 2, 1993

1800s unril the 1920s
the
!"\' I]]!' I.'.ITl'IL' masters. Thl'lf “'n'\fk .li_\ql

paid tribure o
ichness and tonal value achieved

acknowledged the irony of associating
photography with the conventions of
other art forms in which the arist’s rep-
resentation still domi-
nated and the artist
T‘."l]:llL'n[ .\ll]‘rl.'ll!i‘ as M.lI‘L'
author of that representa-
tion. The pair began pho-
tographing ordinary
objects found in their
studio, including nuts,
bolts, nails, soda can pull
rabs and a pair of vice
grips. While the ohjects
were photographed
Apnams i"l.‘l[l l‘-ll'k'
grounds in as seraightfor-
\\'.‘T\I a r‘;l‘-hll,” a5 Any
hardware catalogue, the
resulting images, trans-
formed by the platinum
process used for printing
are exquisitely elegant.
As their work
evolved, Akin and
Ludwig became increas-
ingly intrigued by the
power of the platinum
process o transform the final image into
something ar odds with :iu]‘;m'l.
Marerial such as a cross section of a
human head, or the skeleton of a
deformed infant, both found at a med-

ll_'.l] musceum, were ll.\i'-\.l Lo Fest ‘IIL‘

boundaries of the photographic process

oo
L4
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and its ability to sustain the conflict
herween the horror of the subject and
the undeniable beaury of the printed
image. It became profoundly clear to
them thar the notion of representation,
the primacy of subject, might indeed be
ar loggerheads with the possibilities of
the photographic process itself.

For these photographers, the notion

of artistic primacy is as secondary to the
process as is the subject. They see their
work as moving toward a state of

it |1|.|r.|i‘?*'?*||l."c'-: a shate II'IK.'\ }‘L‘iil'\l ¢ o ]‘l'
more purely characteristic of their
chosen photographic medium. As
Ludwig notes, “Phe mu_'r.q‘hr is funda-
|l]t‘l1[;|“¥ i |'||l'l.ll;||'|lL |‘| Process. T]lk‘ act
of recording doesn't require human
involvement. The audience has to
supply most of the creative material.”
Their collaboration itself is a diminu
tion of authorship, one that Akin
helieves adds to the strength of their
work. “It's easier” she said, “to make the
work what's important, because we've
eliminared the passibility of ego
involvement. But the collaboration
makes us individually more willing to
take a risk, and thar also strengthens
our work.”

The nature of this collaboration
Arows t‘xj\'\['lL'n' l;l“F “u'hl.'l'l ane l'l‘l'l'-'lkll'l 5
the many frames of reference within
(':ll:]'\ I'\ll,'L'i" 'f‘ll)ll] [ht' ANONYImOouUs
photographers of the images wsed in

AkinfLudwig, Sliced Face No. 20 Verso, 1985, platinum print

their work to the viewers whose frame
of reference they so actively seek to
engage. This is particularly true of “The

Dipeych Series,” where the parts of

landscape fragments and portraits by

ANONYINeus |"|1nl.'l|;_:l';||"'hul'\ evoke, rather
than present narrative content. The
works are purely catalysts of a rich

embroidery of emotion thar change
with each viewer

But of course, Akin and Ludwig do
not entirely
and, inevitably, their choice of images
gives rise to questions. Ludwig stares
that their current series is dominated by
es nf waormen I‘l'{'illl:-'t'_ l-\";'lt' rUllIh]
that, particularly in the early portraits,

1]“.' women's faces were JUSE TROTe eX-

le into the background,

pressive. Men were trained not to show
emotion. So the women's faces, we feel,
have a grearer power to move. Bur if the

fact that they are all women evokes a
particular sensibility in someone, we
welcome it. We want people to feel like

their aesthetic imaginations, however it

h.l]\pun_-., are addressed.”

Lisa Righter Sloan is a freelance writer living
and working in South Carolina.
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Salgado’s Workers

Sebastido Salgado, Workers: An
Archacology of the Industrial Age
Dallas Musewm of Art, July 31-
September 25, 1994 and Workers: An
Archaeology of the Industrial Age,
Published by Aperture, 1993

Mark Frohman

Brazilian-born Sebastido Salgado has
l"-[-ll"1|'~]]l\1 a Tt'["llr.” 101 OVET |]1l' |;|\|
decade thar recalls the heroic photogra-
phers of the 30s, 40s, and 50s, recording
the brural facts of the world with a
personalized aesthetic sensibiliry.
Workers is an extensive traveling ret-
rospective of Salgado's work on manual
labor which he began in 1986, At the
Dallas Museum of Art the exhibition
weaved 1ts way through the museum's
spaces: spilling out of rooms into the
large passageway that connects the
museum's wings and filling the central
enclave that houses the contemporary
galleries. The show is grouped into sec-

tions according to industry and locale,

ranging from roughly ren to fifteen pho-
tographs each. The cumulative effect of
so many sites, however, does less to pre-
sent difference than obscure ir. [Back-
groamd and contextual information for
each industry and region are presented
in wall plaques throughout the exhibi-
tion. In the Aperture publication of the
same name the text is printed ina
supplemental hooklet]. The surfaces of
Salgado'’s photographs speak of the
photojournalistic practice that, as a
member of the renown Magnum photo
agency, they have their origins in;
they're dark and grainy, textured with
the kind of tonal contrast that suggests
harsh condirions, conveying the impres-
sion of the soil and grime thar so often
coars the swear-soaked workers they
depict. A few images have been
enlarged and mounted frameless as
|‘|.|.Euv:-, indicating their slight remove
from strictly fine art, but most are in
spare white frames with the location
and year printed in the cormer of the
maree.

Workers is a project of enormous
SCOpe. Salgado has raveled the world in
compiling his “Archacology of the
Industrial Age.” Documenting the con-
ditions of mining narural resources such
as coal, pold and oil, the manufacture of
rextiles, perfume, and automohiles, the
dissembling of cargo :«]|i|'.\, the construc-
tion of the TGV Eurotunnel connecting
hring
of the Kuwaiti Oil fires, Workers has

France and England, and the firef

taken Salgado across every continent.
Many of the images in Workers are
undeniably magnificent and powerful to
behold, though usually for conveying a
sense of awe in their depictions of such
enonmities of effort. A frequent visual
motif is the sheer massiveness of these
industrial strucrures and materials
which dwarf, enclose and all bu
swallow the individuals operating them.

If it's not mass Salgado frames, its guan-

tity and repetition—a landscape of
bricks in Rajasthan, India, a mountain-
side of Gold diggers in Serra Pelada,
PBrazil. Salgado shows manual labor as a
le, the

“"I” of man, in a sense, [0 MOVE Moun-

David-and-Goliath-like strug

tains. He means not only o record the
variery of hard, often repetitive, labor

that takes place across the world but o
endow it with the respect and dignity it

\Il.' SCTVES,
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Sebastido Salgado, Shipbreaking, Bangladesh, 1989

Yet there's a ditference between rep-
resenting people with pride and arguing
for—to take one L'.\'.mlph' from the
history of documentary photography—
betrer working conditions. Somewhere
along the way this issue of respeet (we
") has
become the dominant issue for “con-

mighe call it ‘the ennobling i

cerned” projects like Saleado’s,
replacing the kinds of social and polit-
ical strugeles that social documentary

photography has arrempred o wage in
the past. Compared 1o the pre-war pho-

tojournalistic work by Lewis Hine, for

example, which rook a clearly eritical

position against working conditions
|||'|t!l'r ]|1I.|l|!-1 rl;lli:;” on -l'lll.i Was Instru-
mental in initiating child-labor laws,
Salgado’s work seems to have lictle
effect beyond furthering his career.

The photographs depict places far
away, seemingly out of reach; there is @
sense that these places are almost our of
our reality. (A recurring surreal or
otherworldly ambiance—sulfur-clouded
Lll'lj?"k'.ll"l.'.‘- m l-!\';l. L\l‘l'\lli‘['lL']“.'l] men in
kuwair
planet). In fact, Salgado's chosen

suggest the surface of another

subjects are extremely tempting for a
sher, and he is tempted. So
many of Workers” setting

phiot

appear as if

entirely constructed for Salgado’s
CAMETa, Pregnant w ith drama, formal
intricacies and human toil. The places
and situations offer themselves up s

@ ‘-l]'\_.' to the image thar one has o

wonder how, for example, could one fail

to take a breathtaking photo of the
Kuwairi oil fires?

Previous projects, such as his docu-
mentation of famine conditions in the
Sahel desert, have taken criticism for
their self-consciously aesthetic

rendering, their concern with the

plCTuresgue and the i'n'.luunl refer-

encing of Judeo-Christian religious

imagery (Ingrid Sischy, in the
September 9, 1991 issue of the }
Yorker, described his work as “sloppy

cw

ado's crivics have

with “‘II]]‘H]i:ﬂlth. Sal
argued thar this approach tends to uni-
versalize the suffering of its subjects in a
way that obscures their particular

historical conditions. While Workers is

Sebastido Salgado, Shipbreaking, Bangladesh, 1989
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less loaded in thar ir does nor directly
draw attention to suffering, one may
still question Salgado's methods and
itl[L‘IHln:Ih. [.:lln?\l'*"“‘llll\' ‘!r]‘rllull'hll‘"
his subjects as if armed with the New
Vision, the photographs tend o be

¢ than informa-

More POLEne as 1ms
tion. A favorite technigue of
Salgado's is abstracting humans into
the forms of their surroundings unil
they become little more than specks
on the landscape—fshermen become
silhouettes in the sea, veiled Indian
women carrying long pipes blend into
the contours of the countryside. His
1IMmages arg L‘.Ill:lll“t‘ \'III'II:"\'\NL'\I ma
way rh-ll Il.';lnl'w s [ ||'|l'||.k ol |hl'
photographer behind the lens as
much as the subjects caught in front
of it. The results can be formally

satisfying, even beautiful, but if ren-

dering beauty is really the intent
here, Salgado and his supporters
should be more honest about it
Salgado professes greater claims
than beauty. In the first sentence of
the text that precedes the plares in
the Workers publication, a more sub-
jective, personalized account of these
regions and labors written by the
photographer and writer Eric
MNepomucena, they claim thar “These
photographs rell the story of an era.”
There's a certain pretension and self-
importance in such a statement
which one also finds in the subiitle,
“An Archacology of the Industrial
A
rings false. Originally referred to as
“The End of Manual Labor," Workers

sugEests a resolution to these ullll]"L‘h

. It sounds dramaric and epic but

economics that does not yet exist. In

concentrating on his “archacology,”

he forgers thar he's still dealing with
the present. For Salgado, it seems, less-
developed nations provide a means of
looking into the post-industrial world’s
past, focusing on its mechanics, irs
exores, H':\ rh:-.h and bones, et side-
stepping the larger picture. Salgado and
Mepomuceno state, “History is above all
a succession of challenges, of repeti-
tions, of perseverances. It is an endless
cyele of oppressions, humiliations, and
disasters, bur also a testament o man's
ahility to survive.”
To invoke "an
endless cycle”
precludes any possi-

bility of change, an

awkward position
for Salgado w take
considering that it
is precisely the pos-
-.1|\|||Il,' of change

that \lh'l.\l -Iu\'ll-

mentary photog
raphy was founded
upRan.

The strength of
Weorkers is in
offering apertures
into worlds thar fiew
of us can imagine as
a day-to-day series
of rituals and
labors. In the end
its weakness is in
too easily accepting
what is seen
Mark Frohman is a free-

lance writer and artist
living in Houston.



HIDDEN MESSAGES

the camera i: Photographic Self-

iits from the Audrey and Sydney
Irmas Collection. Co-published by the
Los Angeles County Museum of Art
and Harry N. Abrams, Inc., 1993

Portr:

K. Johnson Bowles

|"‘ Iu]\'l\hl\ [‘Tlll[l'\i, '\'l?‘ll-'l”'\' |lPri‘||l||]J_'
book, the camera i: Photographic Self-
Portraits from the Awdrey and Sydney
Irmas Collection springs from the exhibi-

tion of the same name presented by the

Los Angeles County Museum of Art
following the couple’s 1992 donation.
This coffec-table book is ;'uml\na:‘ﬂ af
148 phnrngr..ph.\, a I"II.\-]_'LII"I'\II'_II skerch
on each artist, and an insightful essay by
Deborah lrmas, photohistorian and
daughrer of Audrey and Sydney lrmas,

.|n.| anot |'|I.‘E \I1.'I'|M', 'hl.'i'\(l.‘['l\.'.ll [0 }"\'

Robert A. Sobieszek, curator of photog-
raphy at the Los Angeles County
Museum of Art.

The images of the Irmas Collecrion
were acquired beginning in the early
1980s and include works by nineteenth
.“11] '\\'l'l]rll‘l]\ century |'|L1ll1|'||_'|'|]|‘|1l'!?‘.
Deborah lrmas stares thatr her parents’
acquisition philosophy “|was] often
derermined by whar was generally
considered within the ‘photographic
community’ (i.c., market, publishing,
institutional) as worthy.” Choices
regarding the types of images chosen
were also based on “particular yer per-
50 |]|;|l nokuons I.FI- :"-ll“'\' ||[ll] attract i1'||l.

We made many quixotic and idiosyn-

cratic choices, records of the changes
In our taste over time.”

Within the collection are many
famous, and widely-reproduced photo-
graphs such as Edward Steichen's
.\:.'l'f'-i’- wivaat with Brush and Paletie, Pans,
1901; Robert Mapplethorpe's Self-Portrait
(female persoma), 1980; Bernice Abbort's
Porerait of the Author as a Young Woman,
¢ 1930; and Joel-Peter Witkin's Portrai
of Joel, 1984, [Work by Ansel Adams is

not included in the volume though the

inside flap synopsis mentions him.} A
number of u-lr’-p‘ wiraits refer to the
artist’s overall body of work through the
inclusion of their models—William
Wegman and Man Ray, Hans Bellmer
and La Poupée (the doll), Ralph Eugene
Mearyard and Lucy Belle Carter. There
are also self-portraits that are an integral
part of the artist’s life work including
those by Duane Michals, Cindy
S]ﬁl'rl“-“‘, I':.i\.\'l'.lr.] hlll\_\'l"flllut‘, l.lll]
L‘l‘.;l\ :‘;;”"-“'\l\.

Mot unlike music played ar perfect
s chosen have

pitch, some of the im
a clarity of purpose and vision going
beyond the material object and col-
lecting images of the famous and the
“Art
does not reproduce the visible but
makes visible.” And Self-Porerair, 1944,
Man Ray (Emmanuel I{utllur.‘.l-cv_.'_\ 53

infamous. Artist Paul Klee said

]"Hl_‘.:llill'll L'.'Gilll'l]\'ll.' ’J\!- |]ll' VIiewer exam-

ines the image one finds in the left
bottom corner a hand touching what is
now understood to be a mirror image,
Man Ray longingly touches his own
reflection. The solitude implied is
almost painful. The image seems to be a
confession of the soul and a concentra-
tion of the artist’s entire psyche. An
equally timeless and eloquent self-por-
trait is Edward Sherriff Curtis' Self-
Yortrait, 1899 from the series “The
North American Indian,” 1907-30. His

characteristically dignified gaze in soft

Paul Quterbridge Jr., Untitled (Test Shot for 4 Rose
Advertisement), circa 1938

focus with a tonal range as rich as
chocolate and smooth as silk is breath
taking. Another L'x.mtph- of the beauty
within the collecrion is Ralph Barthol-
omew, Ir.'s Self-Portrait, 1940s. His eyes
are closed while he holds up a metal
tray of flashlight pun\iur that has just
been ignited. He appears to offer up a
victorious torch of spiritual inspiration.
Bartholomew's engaging self-portrair is

well-chosen for the book’s cover.

graphy, albeir contemporary
photography, is missing. There
are few images thar address
the bady politic. Those
included in the collection are
the safely unsafe images of
men dressed as women by
Mapplethorpe and Pierre
Molinier and the youthful
nude bodies of Diane Arbus
and Judy Darer.

With the exception of the
exclusions mentioned above,
the Irmas Collection does
achieve the importance
Deborah Irmas ascribes to it
She writes, “Individual works
have a grearer relevance
within the context of the
collection than they might
have separate from it. Patterns

emerge, similarities are
noticed, and the subjects
appear again and again.” Patterns and
similarities are easily understood by the
trained knowledgeable eye of one fortu-
nate enough ro hold various images side
by side as Irmas has. However, the
reader must flip back and forth berween
images and then back to the biograph-
ical informarion at the end of the book
to actually find the image and o hope-
fully gain the same insight. It is a frus-
trating process because the images are

Joel Peter Witkin, Partrait of Joel, 1984
Lighthearted and whimsical self-

5

serious and pensive. Henri Cartier-

portraits resonate equally as the more

Bresson photographs his torso and foot
while laying by the side of a road in
ltaly, 1932, A person walking down the
road in the distance af s 1o be
walking on top of Cartier-Bresson like

the Lillipietian tying down Gulliver, Andy
Warhol’s serious mugging in a sequence
of four Woolworth-type photobooth
snapshots (Uneitled, 1964) brings a

nostalgic and knowing grin to the
viewer's face. Louise Dahl Wolfe's awk-
ward bending over to get underneath
the viewing cloth of her camera, Self-
Porverait, 1935 reveals a charming,
self-deprecaring sense of humor.

\"’]liEt‘ lll.l.' nmmages I'r{'.\‘.‘lllt\.i dare hl.\‘
rorically important, there is still a sense
that something is missing. Perhaps it is
that a vital part of the history of photo-

II]Q.]ITI:L\‘ mn l']]Tl’n‘l!l.?-L'H.'.l! l\fl.]l.'f ‘t?"I.HHL'-
what) whil
E10r 1= L& 1s

he biographical informa-
alphabetically. Though
this is due to the use of the rraditionally

accepted format of an exhibition cat-
al
information next to the image can’t

g, it still doesn't explain why the

include the title and date of the image
along with the arrist’ s name.

The images within the book could
also have been organized in different
and perhaps more satisfying ways both
intellectually and aesthetically.
Juxraposing Bernice Abbort's Poverait of
the Author as a Young Woman, c. 1930
with Nancy Burson's Catwoman, 1983 is
one example of the possibilities. Irmas
mentions the relationship of the images
i|1 h'.'] L= Tt'l'.' \';lJ.:llK.‘]" th{l]llllllglk ;||
order seems half-hearted and often
obtuse. For example, Louise Dahl
Wolfe's Self-Porerait, 1935 and Ilse Bing's
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Self-Portrait in Mirrors, 1931 seem to be
reproduced opposite one another solely
because both photographers are looking
through the lens and into a mirror. Lou
Stoumen’s My Feet and Shoes, Saylor's
Lake, PA, 1935 and the Mehemed
Fehmy Agha Self-Portrait, 1935 seem to
be next 1o each other because they bath
have feet in them. In both pairings the
emotional tone and content are
discordant. It is perplexing since Irmas
and Sobieszek spend so much effort
discussing inter-Connections across time
and throughout the history of photog-
raphy. Whether strictly chronological
or based on oo m._'a_-]\m:nl |'c.-|.1l|||||-.|n|m.
a clear and consistent method of
organizarion seems absent

Deborah Irmas' essay is thought-
provoking in its questioning. She asks,
“What ‘stories’ do self-portraits tell us
who made them! Why

ahout the pe
are they dressed in ‘costume?” If we
know the photographer's larger body of
work, does a self-portrait rell us some-
thing more! Something else! Can we
gain insight into the characrer of the
photographic activity (in the nine-
teenth or twentieth century) from
self-portraits? And, are there perhaps
other histories of photography different
from the ‘official’ histories thar might
emerge from looking exclusively ar self-
portraits™ The answers are only hinted
at in her text and the curator’s text,
Unfortunately Robert Sobieszek’s
ideas about the nature of self-portraiture
maostly floar in a sea made turbid by a
seemingly endless stream of quotations.
Perhaps more effort could have been
made to provide additional background
information thar might answer the
interesting questions Irmas poses
Sobieszek's theme of “¢ LIIII|‘I’1']IL‘[1\|II’|_1_'
the ‘1" in self-portraiture is truly
comprehending an ‘other™ takes on a
unintentional meaning for several of
the self-portraits within a group. For
example in Paul Outerbridge, r's
Unntitled ( Test Shoe for 4 Rose Advertise-
ment) there are three men posing as
comseed salesmen. Ourerbridge could

be any one of them. One might guess he

is in the center. However, only from

previous knowledge that Outerbridg,
has a mustache and dark hair is he
recognized standing to the left. Like a
loud reference to an inside joke, the
lack of information here is pretentious
The biographies, too, could have been
helptul here but their simplicity would
likely be dissatisfying to both the
ohserver.

specialist and the casu:
“Even as we have become skeptical
of photography's truth-telling capabili-
ties, we still tend to believe its smaller
truths, its particular details as if they
were hidden messages,” [rmas writes.

In the case of the camera | maybe the

message is a bit oo hidden in unin-
:-|11n-d sequencing, tedious format, and
incomplere background information to
excite the quest for discovery of both
the smaller and larger rruths. This is

regrettable for such a beautifully-pro-

duced book, interesting subject and

signihcant photographic collection.

K. Johnson Bowles is an artist and director of
the Moreau Galleries at Saint Mary's College in
Hotre Dame, Indiana.
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contineed from p. 12

at their core, because, they articulal
the

rgument I]):l! T|1l_‘ came

ra can
er speak the truth, thar what it cap-

mey
tures cannot be resolved or understood,
-Il'll.] I‘h.ﬂ seeing 1s, I'\\ s very nature,

ical. Almost by accident, one
volution/Revolurion™
, ot abour how styles

problem,

Sens ashion: |

made a statem

l’r‘ C Il,tl'l]'l'l]_: ]]- We o h uilﬂﬂl.'l,l over n(‘i.lr]""
100 y but about how the camera,
during that same period, has been freed

from its ties to illustration. Why
Lartigue or Steichen or Stieglitz or
Penn hold one's attention in the exhi-
birion is because they prepare one o
consider the broader artistic questions

that

ound the politics of seeing.'

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

FOOTHOTES

1. Anne He
Work: Per

dir, Seswig Through Cothes. New
Books, 19681978, p. 90

2. Anthropologists define as “costume™ the tradi-
tianal g nents, highly utilitarian and evok
slowdy, waorn by indigenous peaples 1o distingush
them from “fashion,” those garments subject to
rapid chamges in style and sersibility which anly

a small group of the pop 1 in developed
countries can afford. Fashion is more nterested in
conveying messages “beyond the power of the cloth
itself to convey™ (Hollander, p. 2). Irving Penn's
images of the natives of Peru, posed against the
same neutral backdrop of his fashion work, are
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ironic comments on apgropriating the techniques of
one tradition to comment on another, Unfortu-
nately, the exhibition's Qurators proveded no
examples of Penn's work in the "~ anthropalogical
e

3. John Szarkowski's 1989 Phatograglne uniil Mo
(M Yiork: MOKA) mchedes only three tashion
images.

4. Hollander, p. 5

5. Exhatwtson notes not printed in FotoFest Catalog
6. Nacmi Waolt. The Beauty Myth. New York: William
Morrow and Co., 1991, p. 15

7. Exhibataon nofes not prnted in FotoFest cata
logue

E. Their beoad definition allowed Staley and Wise to
include lames Abbes 1927 photograph of four
dancers at the Follies Bergern r ample fleshiness
AN o Comment on the s
1 er photographs from the same period
Including Abbe allowed them, later in the exhibition,
to include two examples of beefcake, Herb Ritts

y Fred: Body Shop and Bruce Weber's examples
of hyper-masculing 2

graphs made
decision to ing
“body types” was not well conssdered. While they
seemed quite interested in pointing out amndnogy-
nous representations of the body, they steered away
from the types of mages one finds in Payboy There
were no examples of male or female erotica. Or

definers of gay iconography, wa:
whie presenting androgyny as a ré 1] i1l
19905, The curalors fongal that Anna Nicole Smitl
it workang for Guess 1o link her awn over-the-top
wess with the manufacturer’s product

S0

9. Jessaming’s Gown, a 1994 photograph by Keith
Carter shown recently at Howston's MchMurtrey
Gallery, and Marcia Lippman's wosk for the cata-
logue of the Costume Institute of the Metropolitan
Museum of Art’s exhibition “Madame Gres™ avoid
recognizing the prob of photogray
on . madel by pho or|m|)|\|ng the gar
models. The clothes camy themselbves, eedily and sug-
gestively, floating, and rermcved from the rsues of
display and representation

SPOT / Houston Center for

10. Imaging how jarmng the exhibition would hawe
been had Staley and Wise included work of immi-
grants and laborers by Jacob R and Livas Hine.

Bast such addiirtatns. w hawe produced a com
pletely different exhibition. As the show actually was
hamng, there were other noticeable absences
Hothing by Man Ray was exhibited. There were no
examples of Dianne Arbus’ work for Mogue. Charles
Tracey's 1975 photograph for Caban Klen jeans
called for more cxamples of such “non-fashion
advertising work. Where were any of advertsements
for the Gap? One would have appreciated the
OPPonunity to sée agan Bruce Weber's legendary
photo-essay of Calvin Klen, produced at Georgia
O'Keetfes studio and home in Abigui, in which Elein
indirectly fed rurmarns of an unnamed illness, Where
were any examples of Weber's work for Pola/Ralph
Lauren, work that would have benefited from being
seen with the portrait of John Barrymore, which was
on display, that seems 10 summancee the veny quality
s appeal 10 mass-markel pur

d not some of Weber's work for Caban
Elein jeans have benefited from being shown in the
same exhibition that included Horst B. Horst's
famous image of a model in a corset. Herb Ritts”
porirait of Madonna seemed a peculiar choice sance
Stewe Memsel's images from Sex (1993) were not
shown, Had Paul Outerbridge’s 1928 Legs i
Stockimgs with Flowers been included, then the dull,
repgetitive elerments in Helmut Newton's images
would have been even morne apparent. Final
would have appreciated the opportunity 10
Robert Mappletharpe's “fashion™ work
Mapplethorpe's Man m Polyestar Swil may b
bisitn 106 condro ol 10 shin, It does question
in a most direct manner the notion that “clothes
make the man,” Mapplethonpe’s. tamer but equally
wpressive images of Lisa Lyons, made for the 1982
teon “Intirmate Architecture™ at Massachusetts
Institute of Technology are unlike anything seen in
the exhibdtion

chasers.
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Nancy Floyd, At a poung age she learns what stopping power is, 1993

Parting Shots

Image as Issue

Mirroring our culture’s voracious appetite for “televisual” and
journalistic voyeurism, the art world of the 19905 has seen a
widespread inerease in the production and exhibition of
socially-engaged and politically-motivared works of art. While
both of these trends have brought previously closeted issues out
into the light of day for discussion, the media's tendency to
abandon any topic for a more sensational one has cultivated an
attitude of expendability towards issues in the public eye. To
whatever degree, this attitude has diminished art’s potential to
affect or contribure to any existing dialogue. Ironically, many
artists are guilty of the same news-bire ll!L‘l'lT:l]il'_f, ruhu.'in!_: their
concerns to quick-read postures that their audience can nod
along with. Though encompassing a broad spectrum of
concerns, most of the work included in Image as [ssue, at the
Lawndale Art and Pedformance Center September 8 through
October 15, 1994, curated by Houston photographer Richard
Hinson and including photography and video from Texas,
California, and Pennsylvania, addressed gender and body poli-
tics or sexuality: women and their bodies {Cara DeBusk and
Pamela O. Pitt); generational differences in attitude towards
womanhood (Adele Horme); commercial depictions of women
in the media (Pitt again); women and violence (Nancy Floyd);
sexual politics between men and women (Paul Hester); and
homosexuality (Thomas C. Waters). In a series of often
humorous photographs of plastic toys and other dime store
knickknacks, Judy Bankhead, while alluding to a different issue
in each image, still participated in the unwritten focus of the
exhibition.

Avoiding the usual avenues for documentation of violence
against women, Floyd's Stopping Power series portrays women
prepared to defend themselves. Comfortable and familiar with
their means of defense, elderly, handicapped, and pregnant
women brandish weapons in ways usually reserved for their
more virile, male counterparts. The tension maintained
berween implications of empowerment and our culture’s
fetishization of firearms, ;||||1\|."II'|§_' wide interpretation to the
point of “co-optation” by exploitative interests, sets Floyd's work
apart from that of the others, like Pict’s, which resorts to stock
depictions of women's rallies. Also of note were Water's attempt
to address his own sexual awakening in photo-collages of aban-
doned bath houses (a kind of post-AlDS archeology) and
Horne's at first hermetic bur ultimately intelligent and touching
video, Fitful Voyager.

Chris Ballou

SPOT / Houston Center for

Judy Bankhead, Fighting the Hand That Fed Them, from the instodio series, 1991

The 1994-95 programs of
Houston Center for Photography
are supported in part by the following
corporations, foundations and agencies:

EXCELLENCE FUND

Esso S.A. Petrolera Argentina
Houston Chronicle
Houston Livestock Show and Rodeo
Hines Interests Limited Partnership
Cooper Industries Foundation
The Mundy Companies

Gay Block and Malka Drucker Philanthropic Fund
of the Endowment Fund of the
Jewish Community of Houston

The Brown Foundation, Inc.
Houston Endowment, Inc.
Eastman Kodak Company

The Wortham Foundation, Inc.
Anchorage Foundation of Texas
Rice University Press
Continental Airlines
Aerolineas Argentinas
Compaq Computer Foundation
Anchorage Foundation

National Endowment for the Arts
Texas Commission on the Arts
Cultural Arts Council of Houston/Harris County
Texas Committee on the Humanities

Do you like working with old negatives,
old photos, restorations, unusual requests?
Then we have the lab for you (studio attached).

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

Call Ray for information at 780-0978

Located on Fondren between Richmond and Westheimer
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Hines Interests Limited Partnership

2800 Post Oak Boulevard
Houston, Texas 77056-6110
(713) 621-8000

For Award-Winning Photography Of Every Extreme —

The Chronicl
[ Escape [T REIIMSP— € unronicie

Every picture tells a story and what these say is “award-winning.” Because, like many Chronicle photographs, these two have won a national
competition. So if you appreciate photography — extremely good photography — read The Chronicle. It'll give you an eyeful. |

Houston's leading information source

To subscribe, call 220-7211

HOUSTON CENTER FOR PHOTOGRAPHY NonProfit O
1441 West Alabama 3:; F:oslta E.
Houston, TX 77006 “pAID 2

Permit No.1115
Houston, TX
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