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EXHIBITIONS

4 The Business of Portraits

Four generations of the Marvins family of Houston have practiced
portraiture. The family marked the fiftieth anniversary of its
photography studic with the exhibition *Highlights from the

Sonia and Kaye Marvins Porrrair Collection™ at the Museum of Fine
Arts, Houston. Holly Hildebrand shares her thoughts on the background
of this growing collecrion.

6 Representations of a Life
The work of Maggie Olvey is rich with intellectual concerns and
technical experimentation. William R. Thompson looks at Houston
Center for mul'rnp_l:lp}ﬂ,"s memorial exhibition "M;lgf_f_iq: O'[\'q:y: A
Tribure.”

FILM

8 Robert Frank's Journey from Photography
to Film

During his renowned career Robert Frank took the leap from photog-
mphcr to filmmaker. But his filmic contributions are often overshad-
owed hll,' his premier p]&ul::graphiﬁ work The Americans. Michael G.
DeVoll takes a critical account of the breadth of Frank's talents.

FEATURE

10 Recollections of a Space Photographer
|’hu'[u£!lalp]‘1'f in the unigue conditions of space can prln]ug'.{: hath
spectacular and disastrous results. Dr. Joseph Allen, a NASA astronaut
for eighteen years, flew as mission photographer on both the Columbia
in 1982 and the space shuttle Discovery in 1984. His talk held in con-
juncrion with the Museum of Fine Arts, Houston exhibition "";;)w;.-ir
for the Moon™ is excerpted here.

BOOKS
12 Depictions of AIDS

The impact of AIDS is felt across socio-cultural lines. Ed Osowski
reviews Living Proof by Carolyn Jones and Positive Lives: Responses to
AIDS: A Photodocumentary and assesses the differing perspectives of
these two photographers’ books.

13 Dancing Images
The body in motion is a favorite subject for artists in a variety of media.
Photography's unique abiliry to freeze the moment in time lends itself
to capturing images of the dance. Margaret Culbertson reviews four
exemplary photography books.

14 Agricultural Fare
The agricultural fair is a vanishing way of life rooted in the history of
the United States and the basis of In Search of the Corn Queen by Greta
Pratt and Ovdinary Life, Festival Days: Aesthetics in the Midwestern
County Fair by Leslie Prosterman. Daniel P. Younger discusses the
success of the two books in documenting these events.

16 Defending Our States
Public Bodies—Private States, edited by Jane Brettle and Sally Rice,
takes a multi-disciplinary approach to the examination of society's
impact on our views regarding the female body. Nichol Bradford reviews
this look at how both our understanding and experience of the world—
as mediated through our bodies—can be influenced.

17 The Real People—A Photographic History
Ohilia Sdnchez’s review of Grand Endeavors of American Indian
Photography explores changing perceptions of Native Americans
through the eyes of photographers.

18 Books Received

Compiled by Juan Garcia

18 Parting Shots

Cover:
Robyn McDaniel, Oscar Takes Larry to the Moan, 1990
from Quest for the Moon, reprinted courtesy of the Museum of Fine Arts, Houston

Editor’s Note

Striving for excellence is often equated with reaching
for the moon, the stars and the heavens. Humans have
dreamed of traveling among the celestial bodies for hun-
dreds of years—in essence at tempting to reach something
outside our grasp. In much the same way, once aware of the
fleeting nature of our lives, we also sought to freeze the
moment in time with the photograph. Both acts, once
unattainable, are now a n:;ih'['!.'_ It is the shared |]L|:||'Lt'u::i
of these two achievements that make the combination of
photography in space so alluring and remarkable. Not anly
has man exceeded his grasp but he has caprured it for
posterity. D Joseph Allen spoke of the challenges and
rewards he faced as a mission photographer on two NASA
flights in conjunction with the Museum of Fine Arts,
Houston exhibition ‘Qucst for the Moon.” His comments
are excerpted here in Recollections of a Space Photographer.
As Allen points our, the great thinkers of the ages would
not be astonished ro find thar humans have traveled o
space but they would be astonished that the we have the
ability to “freeze-frame a slice of time” in a photograph.

Also in this issue of SPOT, William R. Thompson
reviews “Maggie Olvey: A Tribure” at Houston Center for
Photography. At the time of her death in August 1994,
Olvey had distinguished herself as a visual artist with work
exhibited throughout Texas, a teacher of photographic his-
tory, a co-editor of SPOT, and a curatorial assistant at the
MFAH for thirteen years. Thompson looks at the span of
her artistic career and finds inspirational links to several
art historical roots in the self-exploratory nature of Olvey's
work. The exhibition was the first project of the Maggie
Olvey Endowment Fund. It is hoped that the example
Olvey set as a colleague and a friend of HCP will be per-
petuated through this endowment fund.

In Agricultural Fare, Daniel P Younger assesses In Search
of the Comn Queen by Greta Pract and Ordinary Life, Festival
Day: Aesthetics in the Midwestern County Fair by Leslie
Prosterman. Both books document the agricultural fairs
and festivals that sprang up in the early days of the country
maore as a source of education than entertainment.
Younger, who is involved in his own documentation of the
agricultural fair, offers unique insight into these celebra-
tions.

Looking at the related medium of film, Michael G.
DeVoll's Robert Frank's Jowmey from Photography to Film
explores the transformation of Robert Frank from phorog-
rapher to filmmaker. Frank’s long career in film is framed
in relation to his initial photographic success. DeVoll secks

out many sources to find an ::x]1|'.| arion for the filmmakers
change in career direction.
Karen Gillen Allen

Louise Ozelle Martin 1911-1995
Louise Ozelle Martin, 84, one of Houston's first African
American women photographers died July 11, 1995 after a

long illness.

Born in Brenham, Texas on Jan, 9, 1911, Martin was
well known as a society photographer in Houston's African
American community. Some of her most recognizable sub-
jects were Marian Anderson, ]i::i:ic j.'!q:l::hm and Dr. Martin
Luther King, Jr.

Martin's acrial shots of King's funeral and portraits of
the widow Corretta Scotr King appeared in Life magazine
and eamed her national acclaim.

The first female member of the National Professional
Photographers Association, Martin worked for years as a
phatographer for the Informer and the Forward Times. She
was also featured in Viewfinders, the first book recounting
the lives of African American women photographers.

Martin's work has been exhibited at several institutions
including the Museum of Fine Arts, Houston and Texas
Southern University.
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Highlights from the Sonia and Kave
Marvins Portrait Collection,
Museum of Fine Arts, Houston,
April 19-June 4, 1995,

Holly Hildebrand

Pathos and scandal. Celebrity and
decadence. Glamour and poverty.

Revolution and mystery. Old worlds

and lost beauty.
These are a wide range of qualiries,

but, almost astonishingly, these, and
more,; were rl'l,'ﬂ"nr]'\' |'|I.1L|}_'|}L l\'"_:(_'lhl.'l.-
in an exhibition of sevenry-six images
from the Sonia and Kaye Marvins
Portrait Collection at the Museum of
Fil"“.' ."\fl.‘-, [ll"ll.‘-ll"”. -I-I\l,' k:\l]‘l‘][1l mn,
“Highlights from the Sonia and Kaye
Marvins Portrait Collection,” cele-
brated the fifrieth anniversary ¢ f the
Kaye Marvins Studio in Houston.,

The Polish-born Marvins and his
family have made portraiture their
business for 120 years, and sons Mike
and Buz carry the tradition on into the
fourth generation. In 1984, on the eve
of the fortieth anniver
lishment of their portr:

ity of the estab-

it studio, Sonia
and Kaye Marvins proposed to build a
|"']‘||.lll1'.,1r:|p]'|i|.' portran collection for
the museum not only out of their
family’s long interest in portraiture but
because as Marvins aid, *“Houston has
been very good to my family and me
and we wanted to do something in
return.”

The result is a \_'ni

ection of rich
diversity that adds strength to the
]llll‘!l'l“l]l.‘- ]‘L‘]\]ill!\ m P]"( I1L|}_{[".L!‘|1"'.
Anyone with a passing knowledge of
famous photography will instantly
recognize some of the images: Yousuf
Karsh's portrait of Pablo Casals, 1954,
his back 1o the camera as he bends
soulfully over his cello; Arnold
Mewman's IL.M. Pei, 1967, peering
lit in

through a narrowly-lighre
one of his structures; Apustin Victor
Casasola’s fierce Porvevait of Zapata,
1914; Perer Stackpole’s rather coy
.‘|”1\.J Hitchcock
11rvp|;|ﬂ', dog at his side, a Picasso
above, in 1946, the year he flmed
Notorious. This portrait is a rare print

r into his

because its negative, and many others
by Stackpole, were destroyed in a fire
in 1987,

But just as arresting, perhaps more
so, are the lesser-known portraits, espe-
cially those thar can be classified main-
ly as oddities. Foremost among these is
the very peculiar The Dhike of Polignac,
1858, a series of cartes-de-visite by
André Adolphe-Eugene Disderi, a
Parisian considered the father of
I.'I."ll'llnl'rl_'ll.ll portrait E‘I!chl::l'.[["ﬂ_.‘. The
Duke consists of seven poses, the first
wo of which are the strangest: thm_;
show the sitter, a man who today
might be regarded as someone who
needs to go to the gym, proudly show-
ing off his physique while wearing only
checkered underclothes. In ather
poses, he appears quite the dandy in
top hat and fez, and in still others he
assumes the quite considerable dignity
he lost while revealing o the world
how God made him.

For those with a taste for scandal,
even if it happened ninety years ago,
the porrrair of Evelyn Neshit, 1901, by
Rudolph Eickemeyer Jr. must be a high
point. An extremely successful portrait
photographer from New York,
Eickemever served a great many of the

social elite in and around New York

City. Among them was
architect Stanford
Whire, who designed
Madison :‘.\l'llill'L'
Garden and count-
ed the exquisitely
beauriful Meshir,

a former chorus
girl, among his
mistresses, [ his
MNesbit portrair,
considered a
rather traditional
pose (although she
looks a bit like a
llll'\\'ll'\.i]i'.\‘-l'tl ."\1“1'|‘q"
Antoinette), was one
of a series that included
SOME ¢ nlltn"\-'x‘!z-l:l] .1I'I\!
risqué depictions. When

®

R

Top: Rudolph Eickemeyer, Ir, Evelyn Nesbit, 1901

Nesbit's mentally deranged and jealous
|
||'|;], ] ]:Irﬂ' Tllul\\‘. '!'hiTl w‘hl[L (f4]

death ar Madison Square Garden in

I'Ill.‘

1906, the already famous Eickemeyer
LU”‘L'L'1 .ll’l'l was I'll;l;]l;" CVEeN More so
through the notorious murder and
Irlillﬁ.

|'.\l""\| |[\ lh]'- .‘L]ll'\lll of .‘-l"“]ll.ll 15a
Rich:
pathetic, even ghoulish interest, The
Duke and Duchess of Windsor, April 16,
1957. Twenty years after he abdicared

1 Avedon work of a rather more
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Above: Bill Jay, Weegee, 1968

the British throne to marry
“the woman he loved,”
the former King
Edward VIII stares
mournfully, even a
bit stupid
Avedon’s camera;

v, into

at his shoulder s
the former Mrs.
Wallis Warheld
l‘:imp-.nn, her
face a sad mask
whose weird
whirteness is Lml\_.'
accentuated by the
blackness of her hair

nd the

brows
wsh of her lipt.. If,

and
xiilf]{

as Avedon avowed, his

goal was to make his subjects,

_§_
RTRAITS

shot ;|E1.\':1§':« in harsh studio light, reveal
themselves as “symbolic of themselves,”
he did so with this strange, isolated,
exiled pair.

But if there is room for the curious
and decadent in this collection, it does
not elbow out the heroic. It is difficult
not to be touched by W Eugene
Smith's image of Albert Schweitzer,
1949, head bowed as if weighted down
by the sorrow of the world. The por-
trait, taken in Aspen, Colorado, was

part of Smith's famous Man of Mercy
essay for Life magazine. In Josef
Sudek, 1943, Zdenko Fevfar ¢ aptures
the resilience of the artist who
influenced the Modernist movement
in Czech E*|1111.1:_'r.|p|1\'. Rmui‘!g-J and
, Sudek looks straight

into Feyfar's camera, which records,

a hit bewildered

too, the strap circling his chest. There
is an irony in that strap: although the
photograph makes it appear to be a
resrraine, it was an instrument of
Sudek’s creativiry. When he lost his
right arm in World War [, he gave

up fis profession of }1m-1c|1||1.\||n_~_1_ for
photography and used the strap to help
rransport his camera. And if ever a
man showed off his heroics to the pub-
lic, it is the Victor Hugo photographed
by Berrall in 1876 after his return
from exile following the downfall of
N:Ipu]u\n 1. Confronring the camera

with leonine ferceness, Hugo displays
the L|u.l||I|=-~ that not even a Hnn.up:nu;
L'\"“lll Cow.,

Yet one does not have to look into
the faces of the famous to discover
heraism. It is in the determined looks
of the impoverished Polish immigrants
photographed on their Pittsburgh
porch in 1943 by Jack Delano (Polish
Steel Worker's Family, Pittsburgh). e is

in the us-against-the-world stance of

the weather-beaten Arkansas couple,

ound each other,
“d and Mamie

their arms wrappec
in Mike Disfarmer's
Barger, part of this mysterious artist's

Heber Springs Porrraits, an archive of

working-class portraits discovered in

1973, fourteen years after the phorog-
IC1s 10

rapher died in anonymity. Anc
the face of the forgotren: in 1968, an
historian and critic and sometimes
p]mluur.lp;w! Ball .|.|\_. visited Weepee,
renowned in the "30s and "40s for his
spontanecus, almost quirky photo-
graphs published in New York news
papers. Ailing and with not much
longer to live, Weegee is portrayed in
‘-I.'l"l'llilfknl."-‘*, hi"‘ I\I,'!ld HII!_:]‘[]\ AVert-
ed, one eye still shining with wildness
and intensity. Looking ar that one
bright orb, you wonder whar thar man
]Ll.\ seen ;”1-] hll'“' |1l' hulﬁ "\llr\.'l'\.'l,'\l 1L,
how he has turned it into art; on the

side of the photograph, Jay writes a

soignant description of what he him-
Po I

gee'’s
lonely life, but also the beauty thar lay

in I]1k' Arcistic iII'I.'l'I]\'L"w T I\'\'.i!'ll ;|rn|tn.|

self saw: the grimness of We

him.

And of beauty there is much in this
collection. Some of it is so strange as to
be unreal; an example is Julia Margaret
Cameron's The Wild Flower, 1867, an
ethereal portrait of a young, long-
haired woman (in real life, Mary Rvan,

a ||.'l.\|.]:‘l.'|'\'.|'|'|r. i .'.1|L1L'I'~ '“"’\ W |I|-\.i <‘|1\I
frequent model). Almost unreal in
sther sense is the glamorous T_\run.'
Power and Loretta Young, ¢. 1938, pho-

tographed by George Hurrell, a leader
in the development of the Hollywood
glamour portrait. In Hurrell’s lighting
and pose of the two stars, it is hard to
imagine that human beauty could be
so pertect (which, is, afrer all, what
the studios wanted their audiences o
think).

Both the Cameron and Hurrell por-
traits are images of lost worlds yet they
do not move the viewer in the same
way as other images from the past in
this collection. One of the most touch-
ing is My First Photograph of Maman
and Papa, taken by Jacques-Henri
Lartigue in 1902 when he was eight.



cEXHIB@TI1IONS.

The photograph, which shows the
Lartigue couple in a garden on a idyllic
day, the father’s hand lovingly placed
on the mother's shoulder, evokes not
only the warmth of a son but the sun:
the viewer can practically feel the
touch of summer and smell the scent
of the blooms the Lartigues pass. Al-
though one of the most joyous photo-
graphs in the collection, the portrait
still can be viewed with a tinge of sad-
ness: this, after all, is a world that no
longer exists, a world that was not
very far removed from the hormors of
a sort of war humankind had yer o
experience.

How that war came to be might be
read in the faces of the three voung
men m _i'la?ll"IM!l\'?‘.ll, a hl';‘r!‘ mage 1\\
August Sander. Dressed for a dance in
1914, as the clouds of total war were
gathering, three young German farmers

'I'n.[ II'II.' camera \'\.'I'I'I arrogance ill]d

a sore of 'ik-hl"\.l"t'l"'\.' il IS |\| av ;h]l"L one
wonders how history might have been
different if more humility had been

the order of the day. Even the beautiful
portrait of Baroness Olga de Mever,
1900, created by her hushand, the fash-

Mike Disfarmer, Fd and Mamig &uq:r. From
The Herber Springs Portrait series, 1939-46

ion photographer Baron Adolf de Meyer,

has overtones of death: the fading light
falling on a row of graceful chairs in
the background seems a harbinger of
loss, a farewell to one century and a
sad greeting to the beginning of a new
one "l;l(]\l'li .l"\ ISV lit'!‘l’l“l"'l.\l’.
Although the Marvins collection
is illed with such images of social and

historical significance, it does not

ignore modemn images of celebrity.
Annic Leibovitz is present with a breezy
portrait of Par Benatar, 1981, and in
one of the most r'.l-..;ln:l(ln-_: images of a

contemporary actress, Sheila Merzner

gives us Jeanne Moreaw in a Striped
Kimono, 1983, a portrait notable for
what it does not show about the
actress, Taken in profile, Moreau gives
us no l'h;l['ll'l' Eor see i!l."r mosk armestiing
feature, her mouth; instead, Metzner
concentrates on the Japanese qualities
of her composition. Kaye Marvins him-
self is present with a graceful portrait
of the actress Evin O Brian Moore,
photographed in 1954 when she was a
guest performer at the Alley Theatre.

Son Michael H. Marvins contributes Sheila Metzner, Jeanne Moreau in Striped Kimono, 1983

E. O. Goldbeck; taken in 1987, it is the ~ ©iginal in color
|;|\1 POrTrait of rthe ['inml't'l ['|1.|1n[_'r;l- ;s
pher who took a “snapshot” of President
William McKinley in San Antonio in
1901.

Seen topether, this varied group of
photographs puts a special face on the
subject of portraiture. Diverse in its
kinds of images, the Marvins' collec-
tion provides an opportunity to explore
not only the Wiy artists look at cheir
\|I|‘]L'L'I'-« hut also at how we behold
them through vime. Hindsight can
make many of these portraits clearer
-”'l-‘i IM A Sense More Mysierious.,
Perhaps that makes Edward Weston's
Spencer Kell

l'IlII‘ll'I!I.Il]\ Pt wrraits of ||'II.' l'.l”n.'l.'[llll'li

r Ir. one of the most

cellogg

photographed in 1920,

Picrorialist photographer, is shown
cloaked and in shadow, slightly blurred

as he moves through a ‘-L'i"l;l-l-.l'l]l.'\l

room. The image whispers “mystery”
to us, and perhaps that, in the end, is

what all these pictures are saying
Holly Hildebrand is a playwright, poet, and

freelance writer. She recently joined Houston
Chronicle Interactive as a wire editor.

August Sander, fJungbauern

Richard Avedon, The Duke and Duchess of Julia Margaret Cameron,
Windsor, 1957 The Wildflower, 1867

Peter Stackpole, Alfred Hitcheock, 1946

Initially published in conjunction with the exhibition “The Sonia and Kaye Marvins Portrait
Collection,” April 10-June 22, 1986, the revised edition of the catalog is published in conjunction
with a new exhibition featuring warks from the ariginal selection as well as photographs
agoguired since 1986,
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{
i
.'!
i

Maggie Olvey, Fallout {self portrait), 1992, mixed media: plexiglas, wood, film, mesh mask, string

REPRESENTATIONS

*Life

Maggie Olvey: A Tribute, Houston
Center for Photography, March 17-
April 30, 1995.

William R. Thempson

At one time or another virtually every
phulw.:r:i]'\kltr steps from behind the
camera and stands before the lens—a
critical juncture, commonly known as
the self-portrait, that transforms the
photographer from author into subject.
Before her death in August 1994 ar the
age of 42, Maggie Olvey did rhis many

rimes using methods that distanced her
from photography’s conventions. In
her work, Olvey explored the issue of
self-representation while |‘u.|.-l'lil'u,'_ the
boundaries of the photographic medi-
wm to its limits.

[_'}|1.'|:1. s well-known to many prac-
titioners of photography in Houston as
a founding member of Houston Center
for Photography and a former co-editor
of SPOT. She received a B.A. degree
from Rice University in 1974 with a
major in French and a minor in
science. Judging from her career path,
it may be assumed that Olvey loved to
work with paper, whether it took the
form of a book, MANUSCript, Jr;m‘ing.
print, or photograph. In 1978 she
began working as an archivist at Rice's
Woodson Research Center and later
for the Houston office of the Archives
of American Art. In 1979 she joined
the staff of the Museum of Fine Arts,
Houston as an Assistant to the Regis-
ears later she became the
Curatorial Assistant for works of art
on paper and took responsibility for
managing the muscum’s rapidly grow-

Lrar; two

ing collections of prints, drawings, and
photographs. In addition to working

at the museum and raising two chil-
dren, Olvey camed an M.EA. degree
in photography at the University of
Houston in 1991. Throughout her
career she took a seriou ystemaric
approach to the study of photography.

'|L| s

Olvey curated several exhibitions for
HCP and frequently researched and
wrote about the medium's history and
innovarors. She constantly drew upon
this knowledge when creating her own
work as well.

Spanning the period from 1982 to
1994, the works included in the HCP
exhib
intellecrual concerns and technical
experimentation. Olvey's intensely

1on di:ap].‘l}' a wide range of

personal constructions are complex
in terms of appearance making them
difficult to categorize b
alone. Of the fourteen works compris-
ing the exhibition, only one is an
example of straight photography—a

Il postcard titled My Icon, 1982/85.
Most of the works are constructions or
assemblages incorporating various
found objects along with inno
approaches to ]‘lril'lll'n'.lkim.: and photo-

d on media

sn

ve

graphic processes. Although the struc-
rural elements are different for each
work, they all share a sense of experi-
mentation. Most important, they

SPOT / Houston Center for Photography / SUMMER 1995

collapse the rraditional boundaries and
presumed hierarchies between print-
making, painting, -ru|p|u1u. and
photography. Despite her primary
devotion to photography, Olvey was
atished working with one
particular medium and her work

NEYVer

represents a constant struggle to utilize
new materials and sources.

Olvey first experienced the symp-
roms of cancer in 1991 while traveling
as a museum courier. The artist’s appro-

. priation of photographic images and

leftover paraphernalia from various
medical treatments is a chilling
reminder that conventional therapies
for cancer can be as devastating to the
mind and body as the disease itself. In
Fallout, 1992 the artist created a self-
portrait using a Plexiglas support, a
wooden component from a hammock,
a mask of plastic mesh that held her
head in place during radiation trear-
ment, and a sheer of ilm showing
twelve computerized views of the
interior of her brain. Olvey assembled
these disparare objects—each a sym-
bolic fragment of her life—in a mini-
malist reconstruction of her body.
The molded face mask and weathered
hammaock fragment represent her head
and spine while the computerized film
rigidly defines her shoulders and chest;

each of these elements leans against
the Plexiglas support and casts an eerie
shadow on the wall behind. In a writ-
ten statement from 1993 included as
part of the exhibition, Olvey noted
that “without the invisible support of
friends and family, represented by the
Plexiglas framework of Fallowr, my
[L'L'I'I\'('T"' \.\'lﬂl]ll] not |'|;l‘\'=.‘ COME S0
easily.” She described these assem-
aphors of my expe
while coping with difficulr diagnoses
and potent treatments. The various

blages as “1

elements of each picce may be read as
narrative synﬂm].\ af my struggles,..as
each month of treatment came and
went, another element would be
EIL]LIL'{!I ‘i[l]"‘r;iR:Tl'lI, ]“ll‘ll{.‘l]. or 'lll.'ii
down.” Fallout and the other works
from this series were as much a part
of Olvey's therapy as the surge

radiation, and drugs.

In Backbone, ¢. 1994 Olvey again
represented a fragment of herself by
incorporating the other wooden piece
from the hammock in a symbolic ren-
dition of her diseased spine. Gauze
bandages and a strip of film from
another medical test are tangled
among the wooden vertebrae, creating
a striking dichotomy between the frag-
ile, ethereal nature of the work and the
strength and fortitude implied by the
title. Although she confronted the
issue of her cancer openly in these con-
structions, Olvey remained private and
g
Self, and only revealed aspects of her

rded in terms of representing the

experience by documenting her body
section by sec
on. The viewer reads the

on with almaost scien-

tihc preci
story behind these objects one chaprer

at a time but never as a \'UUT[‘[L'[L' tale,




uMaggie Olvey, Recolfections, 1992, mixed media on etched zinc in antique frame

| B@)T 1 O NS .

much less an open book. It is not sur-
prising thar (‘r|\'m_.' ]'.I]'l'l'.\' rppn.':q'nru.,l
the
assemblages, both those created before

human body as a whole in her

and after the diagnosis of her cancer;
.\]j‘.' 'lk'fk'tl.'TrL'\.l i[l.\ll';ll{ [ {§) fL‘E"rl'M'l'lr 1|1l'
body in metaphorical fragments. In
My lcon, for example, she playfully
incorporated a pair of feer with painted
toenails in a posteard sent to friends.
In the collaged Type C print me,
1990/92, another self-portrair, Olvey
used a contact sheet to show only her
face from twenty-five different profiles.
Although Olvey's illness is by far the
maost pronounced theme of the exhibi-
tion, it is by no means the only subject
that engaged the artist. A number of
her constructions reflect a wide-rang-

ing and critical interest in art history,
no doubt due in part to her scholarly
she spent work-

ing in a museum with “encyclopedic™

pursuits and the year

collecting ambitions. Using the now
standard formula for Post-Modern
appropriation, Olvey attached repro-
ductions of well-known works of art
from throughout hi.-!nr!' to some of
her assemblages; several figures from
Hieronymous Bosch’s paintings, includ-
ing the famous drinker from Ship of
Fools, c. 1495 adorn Untitled, 1993-94
an elegant grid painting by Mondrian
has been collaged to a page in A
Barthes Reader, 1987/94 and the image
of Hans Bellmer's La Poupée, 1936 has
been rransferred onto the hanging fab-
ric in Obsessions, 1991, The use of such
appropriations problematizes the issue
of intel
the sancrity of so-called artistic origi-

ectual property and questions

nality, concepts Olvey seemed to relish
exploiting in these and other pieces.
The images Olvey chose to appro-
priate, however, are much more than
exercises in critical inquiry; they func-
tion on a deeply symbolic level as well.
In Recollections, 1992 Olvey's appropri-
ation of an anatomical study done by
Leonardo da Vinct in 1489 reveals her
historical interest in the drawing and
its relevance to her cancer, The draw-
ing shows a meticulously rendered
CrOoss-seChion uf a ]1[““:;”1 .\l{ll” \n\'lt‘h
numerous cavities, arteries, and nerve
clusters. Although executed more than
ful

five hundred years ago, it is a bea
and astonishingly accurate study of
l'lllll'lﬂ'n ;1[]11r11]'||||'—i'| festament o
Leonardo's accomplishments as both
artist andd scientist. Ironically, the
drawing was displayed ar the Museum

Maggic Olvey, A Barthes Reader, 1987/94, an artist's book of gelatin silver prints, etchings, and collage
Installation phatograph by Tish LeHew
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of Fine Arts, Houston in the summer
of 1992 in the exhibition “Leonardo da
Vinci: The Anatomy of Man" not long
after Olvey was treated for a brain
tumor. Olvey's appropriation of the
image is not a coincidence, but rather
a LlL'Lil"L'i"\“‘.' LI'I[L'lan [{4) lk']-TlL' tilt‘ hive-
hundred-year-old drawing to her expe-
nence.

Olvey also paid homage to other
L'iln.llnlﬂili masters in one of the most
visually successful pieces in the exhibi-
tion, the Cul”:IL.N.' sHE, 1991, The work
bears striking formal and iconographic

resemblance to the carly Dada collages
o I\j;l:‘. Er['l.\' ;||'|j II;ll'I'w .*\‘r[‘. TI]L' '-=||'|-
port for sHE is a zinc plate that Olvey
used in 1988 for another print called

By Whose Measure Are We Ruled!;
portion of the title is still visible in

a

reverse on the surface of the plate. By
recycling components from ald works
of art and utilizing them in new com-
positions, Olvey followed the direction
of Arp who at one time tore up his old
artwork and rearranged the pieces into

collages thar explored the role of
chance in artistic creation. It was an
important exercise for him, and no
doubt for Olvey, as it demonstrared
that new creative possibilities could
emerge from the destruction of past
work. Taking a cue from Emst, w
also manipulated images from maga-
zines in his early collages, Olvey glued

T

photocopied images from a nineteenth
century Harper's Weekly onto the zinc
plate to form the letters that spell the
word “sHE.” In her collage, the <" is
made primarily from objects with
rounded, curvilinear forms possessing
rraditional feminine associations—a
baby carriage, corsets, flowers, a stove-
top with pots, and soap. Most of the
l'l‘].t'(.'T\ comprising the “H" are ['|1.1|]'u
;l['ld [5F1|L|‘l]'- ||1;1M'll]l]]t' accouterments,
including a handgun, a man's shoe, the
lower half of a leg, and the tip of a
fountain pen; the “E” is made from a
grand piano lying on its side. Ar first
glance the work appears to be a clever
and humorous play on the sexual

ies of Victorian merchandise,

possib
in much the same way that Ernst's col-
lil'

verted the gender of everyday objects

= IK."\'1.'1I|L'\I £ ILI mn some C = hlll‘-

and mechanical devices. Unlike Emst’s
collages, however, sSHE possesses a dis-
tinct feminist cri

que of male violence
;"Ill [l'luﬂll.' VicEimazaton: [I]L‘ i‘I;IL'L"
ment of a bulls-eye and yawning hip-
and a
arrel in

&
handgun with an elongated
I]H.' ”'lillL' .Il l“ 15 T \!L!lll‘t |[1‘\_‘!1'IL‘[]ili.
While Olvey's constructions are
usually self-referential they are far from

popotamus in the fema

self-serving. She described the work
executed during her illness as a means
of both utilizing the photographic

!'IlL'diUIH i'II'Ini \']1.|||:'ngm|_[ lT‘III (&1 18

Above all, her assemblages were an
exploration of possibilities P
them all was a lifelong journey for
Olvey that sadly ended much roo soon.

William R. Thompson is the Curatorial Assistant
for Twentieth-Century Art and Textiles and
Costume at the Museumn of Fine Arts, Houston.
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Robert

Editor’s Note: This article was
inspired by a screening of Frank's films
at the Museum [r]r Fine Arts, Houston
in May 1995, The films of Robert
Frank are distributed in the United
States by the Film Department of the
MFAH (713-639-7531) and in
Europe by Vega Film A. G., Zurich,

By evland (01-252-6000)

“That crazy feeling in America when
the sun is hot on the streets and
music comes out of the jukebox or
from a nearby funeral, that's what
Robert Frank has captured in tremen-
dous photographs taken as he trav-
eled on the road around practically
forty-eight states in an old used
car...and with the agility, mystery,
genius, sadness and strange secrecy
of a shadow photographed scenes

cF1@ms -

the taste of a generation that had

had its Aill of heroes and icons.™ Al-
though his images would influence the
next generation, they were nor well
received at the time. Published in
France in 1958 and in New York in
1959, “his disillusioned images were
seen as an attack on American
optimism.”

In this series, Frank trained his
Camer:a on Th‘.' ||1LEL'L'|"|\".' moment: the
down-time between life's important
episodes. We are shown the glimpses
and fragments of people’s lives that
Frank encountered during his two years
of wandering the Unived Staves with
his family. Because of his
thetic” approach, we also get a sense of

‘anti-aes-

his peregrinations—the physical act of
wandering has been translated into his
IMages,

There is a consisrency
of vision in Franks'
phu:nurnph:- that s
difficulr o describe.
Duane Michals says: “It's
an armosphere; there is

FRANK'S

always an atmosphere of
light, an armosphere of

the relationship between
the peaple.” Micha
goes on to say that

3

J
P

3

ourne
h@to-
grap
FILM

h

y

Frank's images are

y “poetic—the indelible,
indescribable part that
we respond o™

With such a level of

, one might assume

I\
Frank turned from
photography because he
had created a reputation
that was almost impossi-
ble to live up to. “Frank,
aware that his style had
reached some sort of cli-
max, was faced with the
question of what to do
with the rest of his life.
He switched to film and

that have never been seen before on
film. For this he will definitely be
hailed as a great artist in his field.”
Jack Kerouac, Introduction to
The Americans, 1959

Michael G. DeVoll

Thar same year, Robert Frank gave up
still photography. Why would an artist,
about whom such grand statements
|1H\'l' I"'i‘ll ||'|;'|I.il', lIL'\.'il]t' to ]_'i\'l' |lE"' [ilt‘
practice of thar medium to pursue

ather visual interests! This question

lL'T l\ o an examination II1.IhL' ‘-||l'|||;|f'
iries and differences of Frank's media
of choice: photography and flm.
Because Frank's p]mlnur;lp]n_.‘ is 50
greatly acclaimed and his film/video
work so prolific, it presents an opportu-
nity for a comparative case study.
Robert Frank, born in Zurich,
Switzerland, in 1924, immigrated to
the United States in 1947. Frank is,
and ]\n:lm[*l\' ;L!u';q,'-. will be, best
known for The Amer
of work created under a Guggenheim
Fellowship in 1955-36. Naomi Rosen-
blum writes that Frank w,

-ans, a body

s “predomi-

nant in L‘!-'[i'll"ll!-h”'“_{ a ome i'll'ld H"|'IJ,'
for the next generation. [His] irrever-
ent, '||['|.|'\'|.\"I.|. K‘Tr:”l\.':l..ll\' 'ILL\]. :Il'lx]

sometimes blurred forms (reflective
also of their maker's anti-aesthetic arri-
tude toward print quality) adumbrated

eventually changed his
subject.”* Frank offers a
more lyrical explanation: “1 became
more occupied with my own life, with
my own situation instead of traveling
and looking at the cities and the land-
pe. And | think thar broughe me to

“A photograph is
frction and as it 15 mow-
mg e becomes reality.”

Pull My Daisy
(1959), Robert Frank's
first film (co-direcred
by the painter Alfred
Leslie), is adapted
from the third act of
The Beat Generation,
an unproduced play by
Jack Kerouac, loosely
based on an actual
event. The film begins
with a woman opening
ew York Ciry loft
for the day: pulling

|'IL'I'_

hack the drapes,
straightening yester-
day's messes, feeding
and setting her son off
to school. This routine
is interrupred by the
|'I|'|'|\'||i G\I. i]‘r‘t't' 'I"I Wk
friends who decide to
spend the day wairing
for Milo, the woman's
hushand, to returm
fram his job as a rail-
road brakeman. They
pass the time drink-
ing, smoking pot and ralking abour

Robert Frank, Bar

poetry. Soon after Milo's return, the
group is joined by a bishop, his sister
and aunt. As the discussion meanders
around a range of subjects including
religion and the meaning of life, Milo's
wife struggles to maintain order in the
midst of the chaos of drunkenness and
A SPONLANeous j; . After the
bishop and his attendants leave, she
finally compels her husband and his

z recita

poet friends to continue their revelry
elsewhere.

However straightforward the story,
the film itself is far from conventional.
All the foorage was shor silent and the
sound track consists of improvised
voice-over narration by Kerouac.
A]thnugh the action is based on his
play, the spontanecus narration is a
combination of his words in place of
dialogue and asides abour the events
Emnr;n_.'vd. The results are disorienting
at times we feel the narrator is relaring
the action, at other times creating the

Robert Frank, Restaurant—U.S. 1 Leaving Columbia, South Carolina, ¢. 1958, From The Americans

move away from the single image anc
begin to film, where [ had 1o tell a
story. And [ guess 1 most often choose
to tell my own story or part of it or
make up s0me story that was related

to my life. So sometimes the two paths
crossed.”” Upon close examination, it
becomes apparent that even though he
changed media, his vision remained

consistent,
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action. The addition of original jaz:
music, composed by David Amram,
adds o the freneric energy of some
portions of the illm.

There is also confusion about the
nature of the film: documentary versus
narrative herion. This is brought about
]1\,‘ [l'hl,' 1|‘|1_' q_']'|d1](x‘ Lll-nl,'Tnl:- .md thl,'
style of ilming. The poets are por-
trayed by a virtual “Who's Who" of

Gallup New Mexico, ¢, 1958, from The Americans

beat generation poets {Allen Ginsberg,
Peter Orlovsky, and Gregory Corso)
each portraying himself. The bishop's
visit actually occurred while Kerouac,
[ iin»-hurn_: and Orlovsky were visiting
a friend in California. So does thar
make the film a fictitious narrative or
a re-creation of an actual event!?

The filmic style of the work
adds to the dilemma. The film is shot

01

in grainy, high-contrast, black-and-
white. At times, some faces are

obscured in shadow; ar other times,
lights wash out large portions of the

image. The camera is hand-held and

shaky, ar times with dizzying pans and
sweeps, cinema veritd in its infancy.
This style of Almmaking is generally
associated with documentary films
rather than more formally composed
narrative films.

Most of Frank's films defy catego-
rization. It may be because he sees no
difference berween who he is and what
he does, so he intentionally blurs the
distinction between truth and fiction.
Several of his works have been autobi-
ngr:lp'hu;:ll: Conversations in Vermont,
1969; Abowr Me: A Musical, 1971; Life
Dences On...,1980; and Home Improve-
ments, 1985. At the close of his video
F Ein”l' r'”ll:"rl-’il'”ll.'?'lr:\l I-.T-"'Ik srares: “i‘“l

always doing the same images. ['m
always looking outside trying to look
inside; trying to tell something that's
true. Bur maybe nothing is really

true—except what's out there and

what's out there is always different.”
With this as a starting point, all of his
films, even the ones that are not overt-

'I[I.I.l

Iy

I'\' .Itl'lI‘l"ll"L"I.'iIF‘.hiI.'ilt. are iIl"I.‘I.I| l'I'III'I

his search for “truth.” He prophetic:
i'l“l]llt'\l L] |h|.‘- m a ]l'l[l.'[ |'|1 HNE Lo |'|l.‘-
parents not long after moving to New
York Ciry: “Never have | experienced
so much in one week as here, | feel as
differ-

if I'm in a film. Life here is ver
ent than in Europe. Only the moment
counts; nobody seems to care about
what he'll do tomorrow.”

It is the nature of the moving image
that has pulled some artists away from
the still image. Unlike still photogra-
rl]\' l!\;l‘ -I.‘-[l\ll.\ ll[“l'.” 11‘1[] reranms ||1L'
fluidity of time and motion and so is
perceived to be more closely linked o



reality. There is also the added element
of sound, a ilmic device with which
Frank has experimented throughout
his film career—from rhe only slighely
cohesive voice-over of Pull My Daisy
to his use of non-synchronous sound in
the "70s and "80s.

Cest Vivai!, 1990 combines many of
these same facets of Frank's ilmmak-
ing. This video piece was created for
French television and the assignment,
given o several h'||n_.'\'1.,||;|| Arcisis, was
to shoot one hour of unedited video of
their lives. Frank starts at his studio
and proceeds to a van that carries him
around New York City, stopping peri-
odically so he can get our and film. He
is accompanied by an assistant with a
clipboard (who keeps track of the loca-
rions and gers model releases when
warranted ), a sound person (we only
see an arm or leg from time to time as
they load and unload from the van),
and a friend who joins them ar the sec-
I||1LE ?"Il'l". .dl‘- 111 ]"rl"\.'ll'\l]h \\'L\[‘l{k. I:T,IHL'
subverts the “documentary” aspect of
this film. At the various stops, he casu-
ally films passershy on the street and
cavesdrops on phone conversations,
but he also tapes prearranged, scripted
vignettes with actors. The friend who
joins them constantly tries to get Frank
to let him play out some scene so he
can be included in the project. The
friend is actually Peter Orlovsky, who
appeared in Frank's irst ilm. During
these various interludes, the sound
l|,-|,'|1[1|q_'|.|n may |1|: concentrating on
one subject while Frank, with the
camera, focuses on another. With this
project, the prophecy of forty-three
years prior comes true: there is so much
going on, he feels like he is in a film.

S0 where does this leave Robert
Frank! In 1986, Anne W. Tucker and

From Pull My Dafsy, 1959, directed by Robert Frank

]'i!l]l[‘ Brookman curated “Robert
]'I'.il'lk: Mew York to Mova Scoria”
that was accompanied by a 11 1-page
cumentary video, Fire
in the East: A Portrait of Robert Frank.
After the initial viewing in Houston,
the exhibition traveled w five other

catalog and a d

sites in the United States and Germany.
Thar same year, in conjunction with
the MFAH, the Center for Creative
Photography published Robert Frank: A
Bibliography, Filmography, and Exhibition
Chromology, 1946-1985, a 183-page
1'1111!]1r1-lu-[1:-|1.'¢ OVETVICW 5“5 Stuart
Alexander. Also in that year, Roberr
Delpire edited Robert Frank by Robert
Frank in conjunction with a retrospec-
tive exhibition in Paris and a new
edition of The Americans was published
in three languages. In 1994, Sarah
Greenough and Philip Brookman
“Robert Frank: Moving Out,”

a comprehensive retrospective for the
MNational © i;|l||'r'l\' of Art, Washington,

curared
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From Life Dances On, 1980, directed by Robert Frank

D.C. This exhibition 15 :1\_'-,'|||t]|'|:l|1!l.1|

by a 335-page catalog and has an inter-
national traveling schedule through
1996. Curatorial Assistance in Califor-
nia is currently touring an exhibition
of work from The Americans. Pick up
any photographic history book and it
will talk about Frank and The Americans.
When asked abour the differences

woen [I'l\l Wi EL‘[I\.\‘iI\'\_'! IVES, .&““i'
Tucker said the MFAH exhibit was
intended az a

change and Frank was there as an
innovator. As a ilmmaker, he was
finding his stylistic niche at the end of
a [El"lli' J_'t']]i'];"ll.'”. F':;'I.\[ll.ll"ll.'- are
another contributing facror to this
dilemma. His photographs were, and
continue to be, a hot property in the
photographic market while his films
have less broad-based appeal. Candy
.\tilliﬂlrlllll s |1|.‘ nT[l]\' 11[“[ Ty [l;l\'l.'
receivied national distribution when it
was produced; the others have had lim-
ited distriburion, either self-distribured
by Frank or a few through the Film-
maker’s Coop in New York. Today,
their distribution through the MFAH
Film Department is steady but slow.

As far as funding to produce the films,
Frank has received thar through the
American Film Institure (1971), the
Canada Council (1975) and the
Corporation for Public Broadcasting
(1981). This is evidence that he is
respected as a ilmmaker and continues
L&) l'(.' Al INNOVator.

.";'H [:f;l[l]'i. remams a 1|i1l1||1-|kl.'l' |||lli|‘_~
not because of the interest from others,
but for the reason any artist continues
to make his art: because of the passion

within. Frank's films are, for him, the
most satisfying way for him o express

himself and to find his truth.

chronology and an

THE FILMS OF ROBERT FRANK

evolution of ideas | Pl My Daisy
relared o Frank's Ty of ML
et i OK End Here

life. This show Me and My Brother
served as a frame- Liferaft Earth

work for his career
while the
Mational Gallery

About Me: A Musical

Conversations fn Vermont

Home Is Where the Heart Is

1958, 16mm, bi'w

1961, 35mm, biw

1963, 3I5mm, bi'w

1965-68, 35mm, biw and color
1969, 16mm, color and biw
1969, 16mm, biw

1971, 16mm, biw

1871, 16mm, color
(cinematagraphy only)

exhibition is a About Us 1972, 16mm with Super-8 enlarge-
S ments, color and biw
"l']‘l“"l icated {a class production with students at
examination of Visual Studies Workshop)
Frank as an imase. | Gocksucker Blues 1872, 16mm, biw and color
> ol g This Film is About.... 1973, 16mm with Super-8 enlarge
maker. She noted ments, eolor and biw
P {a class production with students at
thar this exhibi- Mova Scotia College of Art and Design)
tion illustrates Keep Busy 1975, 16mm, biw
graphically the Life Dances On... 1980, 16mm, biw and color
shifein Fiis wor: Energy and How to Get It 1981, 16mm, biw
.r' he 4 Yo and | T Song for Jack 1983, 16mm, biw
KO e /K08 A Home Improvements 1985, vides, color
early "30s to the Candy Mountain 1987, 35mm, color
work from The Hunter 1989, 16mm, biw and color
Americans; from Cest Vrail (One Hour) 1990, video, color
spacious images of Last Supper 1992, 16mm (enlarged to 35mm), color
Maving Pictures 1994, videa, color and buw, silent

lone figures on the

horizon to crowd-

ed images with the

subject right on the surface. It drives
home the fact that he is “a man who
|1;'|.‘- constant |\' [1l'l'|.ll'ti to hl'l“" ." T]Tl?\
then puts his shift to ilmmaking in
context: it is yet another step in a life
af constant ch:m;_:-.'.

SL‘ “.'IH.'H.' nil.‘t'.‘- I‘hi?‘ ll'-l\'l' ]:{ili‘t'rr
Frank as a filmmaker! He has seen
himself primarily as a ilmmaker since
1959 and has made twenry-one films
in those thirty-six years. Although the
exhibitions mounted by both the
MFAH and the National Gallery
||'|I.']|lJi'I.| screcnings l|1”|'l|:' Iillll'l.‘u, H'i'lll'l'l
are also addressed in the caralogs, his
oewvre is still overshadowed by his
photography and especially The
Americans. One is hard pressed wo find
a film history that mentions him. Film
critic and historian Jonas Mekas has
said that Frank's Pull My Daisy was one
film that “marked the end of the avant-
garde experimental cinema tradition of
the'40s and '50s.”

The .,h.».p.lrl!'.' of how Frank is
viewed in the two worlds of photog-
raphy and film could be artributed to
timing. The Americans came at a time

'\.\'hl'[l |‘|'I|I|n'|;_'fil["]]\' Wias on ||'Il' cusp I.I'l-
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moving image. He works as HOPs Associate
Director.



Editor’s Note: Dr. Joseph Allen shared
his experiences as a photographer on
two WASA flights during a lecture on
December 18, 1994 held in conjunc-
tion with the Museum of Fine Arts,
Houston exhibition *Quest for the
Moon,” December 18, 1994.February
5, 1995, This essay is draun from his
remarks and includes references to
slides unavailable for publication.

Joseph Allen

In the invitation | noticed thar | was

to :ap.:.ﬂ.c about my 'l.-xtl;ulr.lin;ir\_.‘ expe-
riences in space.” | will do that. Bur |
want to be very quick to point out that
the very act of making a journey out
|-\|_-|_.'nt1d the edge of the Earth is extra-
rerrestrial, it’s extra world, and it is
indeed extraordinary travel, and there
are a number of men and women who
have made such journeys now. After
all, we're in the thirty-some years of
the Space Age. Beginning in 1967, 1
was an astronaut with
NASA for eighteen years.
In Movember of 1982 1 flew
aboard Columbia on STS 5.
1 also flew as a Mission
Specialist aboard the space
shuttle Discovery on STS
1A in November of 1984,
So, the experience is not
'”"“-l"k'l‘t' mine. But [it] is
nonetheless a unique expe-
rience. Many of the persons
who travel from this side of
the world, by the way, live
in the Houston area, and |
think it is firing in the
extreme that the account of
Space Journeys is document-
ed in a very innovative way
here in the Museum of Fine
Arts, Houston,

I've made two space
journeys. | am truly an over-
the-hill astronaut in thar
both of them were ten years
ago. Hard to believe
because | ind myself think-
ing about them today
almosr as though they were yesterday.
During the course of the space journeys
I was the ship's photographer. With
that assignment | had the great fun of
taking abour 1,500 pictures from the
vantage point of a spaceship.

As you know, my background is
technical and it's also physics. [, for a
number of years, studied the laws of Sir
35:[“( N(‘\\"L!n, IL';ITnl.'I.l ;thHII {;-‘l]ill"\,
studied elements thar had been firse
recogmized by Leonardo D Vinci and
]nh.mm'.- K:-pp]('r_ And, | believe, if
those great thinkers of some hundreds
of years ago were to be told that we
humans had traveled from Earth out
into space, they would be interested,
but frankly they would nor be all thar
astonished. They would not be flabber-
gasted by that. However, if they some-
how were here today, and we told them
that space travelers had been able to
capture, to freeze-frame, a slice of time
and hold it on two dimensions in a
representation called a photograph,
they wauld think ir clearly magic!
They would not understand photog-
raphy or how it's done. And yer we
accept it as just a matter of our daily
life. It's an invention about 150-years-
old and the invention is rather well
documented in this exhibition. But,
it’s clearly magic that we can do thar.
And, space travelers can, through
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photography, freeze-frame time and
bring back the two-dimensional repre-
sentation of thar to share with every-
one. | think that is one of the greatest
contributions of human ravel our from
space—that we can turn and look ar
the Earth. It can literally be said that
on the way to space we caught sight of
Planer Earth. It is that thought with
which [ would like o begin,

I really have only three minor
abjectives—the main objective, 1
think, is to set the stage for the exhibi-
tion. But my aim is also is to share with
you three separare things. [ would first
like to share with you, as best | can in
words, the feeling that photographers
have when they take these phoro-
|_lr:|-|-\h:-'. Whar does it feel like? | am
often asked, “What's it like to be
there™ | think through the pictures
and ]n;rh.l]w through some of my

descriptions | can give you a sense [of]
what it is like to be there just as you
take the photograph. The second is a

little more practical—I would like to
give you an indication of some of the
frustrations thar a space photographer
faces in the environment in which he
or she is working. In some cases they
are quite different (from) here on
J“]j]'l\l" F.Hr[ll_ _qi“'llL' lli-l]ll'"l are I'K.'T‘
plexing, some are amusing. They are
funny to everyone but space photo
curators here on Earth. Although all of
these problems are problems faced by
photographers here on the surface of
the Earth, they are somehow com-
pounded in the comical zero gravity of
space. And, finally, the third impres-
sion that | would like to leave with you
is the sense of, when the p]n.\!uj_:r.lph-_.'
warks, what sorts of things can we really
capture. | will say, at this point, that
the photos are good—in some cases,
excellent. Bur, like ]1|1.nru.\ of anything,

¢ =Ame as ]‘\'||\}_', rhi.‘ﬂ'.
The space journey begins in a mod-

its not quite t

ern spaceship. This is a launch—a
somewhat different launch photo.
Some of the more traditional ones

are in the exhibition. The two solid
rockers each are generating abour two-
million pounds of thrust, and the three
main engines each are generaring
about a half-a-million pounds. The
vehicle goes outbound, first starting
straight up. I'm obliged because of my
past profession to include a litdle

photos here. By the way, the inside of
the spaceship is very much like a ship.
It looks like an airplane on the outside,
but don't be fooled. The inside is very
ship-like. It's silent. You can ralk easily.
You hear an occasional hum of elec-
tronics, electric motors. You hear an
occasional hissing of air being vented
into the cabin. Bur, otherwise ir is as
quiet as can be. No loud airplane noise
at ;1[]. ‘l'l"ll I'll'.' r l]ll.' .‘-I]ll" EH“]. Cuime to
time creak
external and various forces put on the
ship by perhaps a rocker sixty feer away
the ship to

INSE VArious venungs

eration is such from you thar

physics here. The acce
that the astronauts and all the camera
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shiver and crea

gear, everything inside, weighs three though it

rimes its normal weight. So, each of
vou can do your own caleulation. You
would weigh three times your normal
weight. You would be seated but
Iving on your back because the
chairs are mounted o the floor
of the flight deck and the flight
deck is nearly vertical here.
And, so you are lying on your
back, weighing three times

your normal weight for a period
of eight and a half minutes.

The first part of the journey is
extraordinarily loud. The sound
.,[[np-; off a bit when the solid
rockets are jettisoned after two
minutes’ time, but the acceler-
arion conrinues. Then the engines
shut down and within about a
;|L|.m|'r-u|'a;|a.~uc ond you go from
weighing three times your weight o
weighing your weight times zero. You
are weightless. You have rraveled o
the edge and on purpose done some-
thing that we are told the sailors
aboard Columbus's ships were very were a
Vi \‘iL‘l On
an occan—
very un-airplane-
like.

There are two win-

fearful of—sailing toward the edge of
the Earth and falling off on purpose.
\"1\“ h:'l\'l_' :!CI_'i'lL'rH“.'Ll tl.i“':lrl].\ ll\L' Ukl'_‘:‘.'
of the Earth, shut down your engines
I'll-l\l '_|'I.“| Are NOow in T‘l'l’pﬂ':ll-‘ll (ﬂ.'c‘f;l“.
You float from that time on and you
coast in orbit abour the Earth. It's that
environment in which we live and
work and in which we take photos.
We use quire ordinary cameras, 'We use
Nikons, Hasselblads, Linhofs and oth-
ers. And they are off-the-shelf cameras,

dows that look out on the
pavload bay as one would look
out through the back windows on your
Texas pickup truck. And two that look
out through the ceiling. The windows
are three panes thick. And, so already
from a photographer’s point of view, it's
by and large. In the zero gravity you a bit of a complication. And the sills
don't have to hold it. You just put are thick. It's easy to see a sight our the
your finger on it and push the shutter window but be confounded by the
release. thickness of the sill. You can’t get your-
Taking space photos in the interior self positioned to take ;
of the spacecraft is exactly like taking graph. You are also floating toward the

good photo-
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windows with the cameras. After twen-
ty-four hours in orbit there will be nose
Nl'l“lnl::L"- Ll]l OVET.

Are the windows clear? Well, some-
times, but not always. It had been

made a bit dirty on one of the windows
because of the launch. And to add
insult to injury, after one day in orbit
we obviously got hit by a small mere-
orite—a very high energy impacr that
clouded it. And, so, sometimes the

windows are not as clean as you might
like, and it's considered very bad form
to go outside to wipe the windows.
Reflection. There are lights on inside
the spaceship and it's often very dark
outside, And, again, it’s like taking
photographs through windows—it's
not always as easy as one might think.
In one situation, [ was floating up
to the back window looking
out at the tail. And,
already you begin to
get a hint of what's
out there. The
colors and
light are

the extreme, and | cannot underscore
that enough. The colors are often very
stark. The light is so bright that the

otherwise g
liantly white. The Earth in direct sun-
shine is very, very bright. Space is as
dark,
imagine. Picrure yourself at
the bottom of a cave, your eyes
open—space 15 [h-|| |1L1c](.
And, in the day
the orbit, there is no hint of
stars in the blackness of space.

dirty orbirer looks bril-

15 black, as anything you can

me part of

A;:;ll]'\, t'l'L'iIUM' ] .\hll'lllll say
our eyes do not have the lati-
tude to see both the very faint

faces lighted by the direct sun-
light. Often it looks like black-
and-white film o both your
eve and to the camera itself as
you look out.

We travel from daylight to
darkness every forry-five min-
utes. And this is a photograph
taken as one crosses the termi-
I

(4] A \:'Ib':t' ]‘I-"\'L' COTTe 1ll.|[]1 1|'|‘L'
daylight part of the Earth into
the darkness. And a s ke
this would exist only for abour four or
five seconds be » the
about to “set” behind the Earth and all
this light is now gone. You see the

ne

maceship is

lighted part of the Earth here and the
dark part of the Earth here. And the
beautifully illuminated tail end of the
arbiter. This happens to be little bits of

moisture, of ice, that have aggregated
hL\'dll‘iL‘ we hu\'l\' lii“'ll: a T\\I"kl\'t ]"l]rn
fairly recently.

A photograph of Planet Earth. It’s
perhaps more natural or intuitive to
show the picture rocked ninety-degrees
to the right, but keep in mind that
we're floating as we take this picture.
There is no up or down. The orbiter
ast around Earth with irs
wings level because it'’s not an airplane

does not ¢

It need not be pointed end forward.
And, for that reason, one does not
look outside the ship, through the
windows, and expect to see Earth
below the wings. The Earth can be
anywhere. It depends upon mis-
sion profile and the attitude of
the ‘.E‘.IL‘g‘\I\i[‘. The “atcitude” is
a technical word, not a psycho-
logical word. And it refers to the
direction it points. But Earth is
very rarely below the wing. Earth
is just there. As you look ar it phys-
ically—I should say intellecrually

you know that you are, as a photog-
rapher, speeding around the Earth
towards the east at the velocity that |
have menrioned already. You rravel
once around Planet Earth every hour
and a half. Even so, you could con-

vince w_.'nur.-in:lfTh;ﬂ Yo are just floating
and that the Earth is rurning for your
viewing pleasure. You have no way of
knowing for ;
been a student of the laws of physic
that the Earth is turning and you are
ual face is

fact, other than ha

still or vice-versa. The

2 and the Earth itself

that we are movir

is turning with us.
A few words about going outside
the .-[\'.u.'i.-_-.hip_ I've talked so far about
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taking photos inside. It's
possible to take the cameras
ourside. This is a photo-
graph taken | believe with a
camera that's outside, but
[I]C E.'x}‘“v.‘*llll.' Wwas not Cor-
rect and notice that the film
has burned because of the
very brighr direct sunlight
shining on a satellite named
wwlit'.ll’_

The bright sun is not yet
on the satellite called
Earth—a satellite of the
sun. Bur there is still bright
sun on a satellite and fellow

astronaut called Dale
C
rowards the satellice Westar in order to

ardner who is moving up

salvage it

This photograph raken from inside
the ship shows me and Dale Gardner.
I'm carrying a camera. Hard to believe.

The camera is just off to the side. This

is

a good photo. It's also a bad phoro.

It’s bad because notice the internal
reflection off the window rakes from it
a bit. This
That's a reason it’s not particularly
clear there.

also internal reflectior

On this particular frozen slice of
time | was on the robot arm. My feet
are firmly affixed in almaost nothing at
all. And, rhis is the Pacific Ocean.

Male has ferched the satellite Westar.
He is bringing it back ro me. | have
been asked wasn't | rather brave to

fasten on to what in effect is about
2.500 rn||||]|,|.~. of mass. And, 1 will rell
you from this vantage point [ would
have grabbed anything that came past!

I thought you'd be interested in this
image. It’s raken under unusual condi-
tions because | have with me a Nikon
camera, 33 mm, outside the .\P'.ll.'L'\hiP.
And, it is extraordinary, but it's ar off-
the-shelf camera. Not one thing has
been done ot except it has been
enclosed in a little snowsuir of sorts—a
white little wrapping poes around it 1o
try to keep the film at a reasonable
1:‘11|i‘l'r:ﬂuﬂ'.

.J\nl.], FI"|‘| 15 \'-']-Ij” ONe secs fll’['l'l ||1l'
vantage point of the arm. This is the
open hatch. This is the air lock that

comes from the mid-deck. Dale
Gardner and | have come out through

the open hatch. There is a rather solid
door that has been moved inside and is
']1er_ an [llL‘ ﬂi"l.ir I.flf. 'l'll,' :llTIl'H.'l'\:. T]\if‘
rather floppy cloth is not whar keeps
all the air in. The trick in airlock is to
Il;l\'l‘ Ewio I‘l'l][‘lL' 'in I]TL'rL' imn .\I\;“."L' .‘ll'i[.\
and open the door into yourself ar the
same rime

This phntu brings us toward the end
of a journey. One returns from space

[0 COme ourt,

by changing one’s velocity by only
200 miles-per-hour—not very much
considering the very high '\.'c]uuilj.' of
18,000 miles-per-hour. But it changes
the shape of the orbit. And, that leads
us to another |-hg‘~i|.'.- lecture, which |
won't be permitted ro deliver. With
the change in shape of the orhit, the
ship then is no longer a spaceship but
15¢ it's going

must be an airplane bec:
to start 1o hir the atmosphere. And, at
that point, it is very important to put
the ]lu'u'lIL'Ll end forward, and the wings
level.

Here is a photograph of the burn.
We call it the ohims burn. And, itisa
particular favorite of mine. The reason
being that all astronauts are brave and
give no indication of being frightened.
But, the first time [ saw an ohms burn 1
thought the back of the ship had
Blown off. Mobody

rad mentioned ro
comtinued on pe. 17

1



Depictions
of AIDS

Living Proof by Carolyn Jones,
Abbeville Press, 1994, 88 pages, and
Positive Lives: Responses to AIDS A
Photodocumentary edited by Stephen
Muaver and L.\'nr.fu“ Stein, Cassell
Publishing Co., 1993, 144 pages.

Ed Osowski

Look through the collection of works
by twelve photographers who worked
for the Magnum News Agency collect-
ed in The Fifties: Photographs of America
and one will notice an interesting gap.
In the collection, scenes of domestic
bliss and middle-class harmony are
slowly pushed to the sidelines by the
increased attention to issues that
exploded in the sixties—civil unrest,
the struggle for racial equality, the
alienation of a younger generations.

[ness is curiously missing. Wayne

filler's two photographs of soldiers
lying in hospital beds is
gers. W
, when polio was such a threar,

as close as one

st ot L||:T|n§_' the fifties, one

¥

as
when photographs of children in “iron
lungs” served as warnings of what
ppen if one did not follow

certain preventative measures! And

would |

wasn't there a collective sigh of relief
when the Salk vaccine was introduced
and students formed
lines in their school
auditoriums and cafe-
terias to receive the
life-preserving bur
somewhar frightening
shot.]

Two recent collec-
tions of photographs
one British, the other
American—face the
challenge of how o
depict lives affected
by a positive HIV sta-
tus. What both books
demonstrate in the
broadest sense is how
the opening of closets,
windows, and doors
has also brought about
a profound change in 5
the very nature of
what is the appropri-
ate subject for art itself.

Living Proof, with approximately
sixty portraits by Carolyn Jones and
text by Michael Liberatore, is the sim-
plvl book. In an “Afterword” Jones
writes that her aim was to present
individuals “living positively with
HIVIAIDS.”

crisp, almost glamorous, and aprimistic

' Her portraits are sleek,

for the most part, appealing examples
of good commercial art. Without
Liberatore's text there would be no way
o know what links these individuals.
But it is the very randomness of Jones'
selection—or call it the way in which
AIDS democratizes those it visits
that shows, to quote Liberatore, that

“people with AIDS are as normal and

regular as anyone else,”

Other qualities link Jones' subjects
as well. They all possess a certain
self-assurance, an case before the cam-
era as performers and as participants. If
there is something antic-like or ]"!.I\'[‘It‘l
, Jr. smil-
ing as he sits in an enormous flower

in their poses—Robert Vage
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Carolyn Jones, David Tuzo, his son, and their pet python, 1994

pot, a dahlia in his hand or Robert

fasquez holding an inflated condom
it is to reinforce whar another subject,
Dennis Cornelius, asks, “Do 1 look like

aviceim!™

Jones' subjects include several

Carolyn lones, Robin Horewits, 1994

well-known individuals—the wrirers
Dravid Feinberg and Scott McPherson
;|l'lj more “']ll'\hL‘ names ane l\'lll\'r\'n
within the ranks of New York's AIDS
activists, For the most part, however,
\ili‘ J"['lllr”ﬂ].ll‘h‘i rhl' |1r\l|l1:|r)'
and the unfamiliar—lovers
appear with their partners; par-
ents pose with their children;
three sisters, blonde and glow-

ing, smile and touch; seven

|I1L'IL'I|"L'[." of a swim team, wear-

ing gogeles and swim suits,

camp it up for the camera
Jones' subjects, all posed against
the same grey and neutral studio
backdrop, may exist in a world
that does not speak the word
victim, bur they also exist with-
out context, in isolation. Even
II'Ii'"*l' H\Lll\."‘\[lldl‘; ?\I]L‘ |_"I'1|.IT\'|'
graphs with props
bowl, pieces of a jigsaw puzzle,

a mixing
a Cal, a SCAreCrow—seem pecu-
liarly empty of meaning, almost
stripped of content.
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That is why a small group of por-
traits, not more than a handful, are
rruly startling. In them |1u-t;|[1]1nl 15
allowed to hint ar meaning. A father
and a son, one free of the virus and the
other HIV positive, are joined at their
necks by their pet python. The
image is troubling and disturbing.
Depicting the wrirer David Feinberg
with a hand covering his mouth
holds one's artention in a way few of
Jones' images do. Are Feinberg and
Jones suggesting that what he has to
speak—the tragedy of AIDS, the
lost lives, the lost talents, the emo-
ind political rurmoil it has

rional
created—is bevond speaking!? In
a third moody and somber portrair,
a ||'|1'|1|'I1.'|' ;l”;] son .\l]i.l[l,‘ 1|]L rrdl]](
I*“[ nor |I1L' same l'll'lnﬂil.l'”.‘l .‘-I‘;ll.'i'.
Each looks away, each separated in
shadows, their emorional distance a
jarring note among a collection that
strives, so frequently, to be “up.”
*ositive Lives assembles the work
of thirteen British photographers. It
presents a grittier, more challenging,
and more confusing look at how
HIV and AIDS affect both the indi-
vidual and the body social.” The most
striking works in the collection are
essays by four photographers—John
Sturrock’s bleak images of residents in
a housing project in Edinburgh; Barry

Carolyn Jones, Henry Nicols, 1994

Lewis' color im:

drag queens; Judith Pasnow’s
scenes from the marriage of
K.I1|’|L'rll1|' -“'Ili o€ man !\.ll'”ti'
fied only as “F;" and Gideon
Mendel’s photographs of
patients, their lovers and
families in hospiral wards
All are documentary images
at their best.

Where Positive Lives loses
its focus is when ik strays
from '“'h:;l: |n|‘|{|."- 1|1l' jl.\l'll'
mentary photograph such
a compelling piece of evi-
dence. Mike Go

attempt to depict the

dwater’s

response of the church o
the AIDS crisis is strained
ped

scenes lack the emotional

illlll LI"\.'I'l'lIFiI'\\'I'I: ]]I'w 14

pull of images that are closer
to the tradivion of the docu-
mentary. They fail, as well,

At ralsing any questions

about image making in a
post-modern environment.
And Jenny Marthews'

in which she reworks

il[h] 1} |'I1i["||lil|l_"- ]'It'T nega-

pleces

tIvies—
dreamlike, and evasive
In his inrroduction o Pe
Lives Edmund White writes that
“AIDS is |1.I|ll‘q_'|'|l'|1}_: to us all.” What
links these two books are nort visual
echoes—rthey are too eclectic in their
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styles to accomplish that—but, rather,
dan l'\'L‘l-Ii'ilL'h'll'lL’, llt'llllll'rillii I'||]'|'|l||?*i'
to give a visual dimension to thar *;

to which White refers.

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

FOOTNOTES

1. Looking through other pictorial histories of
the fifties reveals a similar absence of images of
individuals affected by polio.

2, While recognizing what Susan Sontag says
about the role of metaphor in distancing one
from illness in her essay “lllness as Metaphor,” it
seems possible to read polio as “expressing”
larger culturalisocial issues like control and regi-
maentation, What better image can one find for
the safety that comes from acting like everyone
elsa than the photographs of the long, orderly
lines of students waiting for their "polio shots.”
How American, one thinks, to find salvation by
staying in line, by keeping to one’s place. One
also realizes that being depicted as sick may
simply have gone against the American grain,
the Rotarian simple-mindedness, that refused to
see a world with illness. it is not surprising that
only two photographs of President Franklin
Delano Roosevelt showing him in a wheel-chair
survive, Decades before the country realized
that physical disabilities only made one differ-
ent, not inferior, FOR had to wage a camouflage
campaign  to keep his paralysis from public
view.

3, Living Proof

4, Living Proof

5. The visual confusion in Mayer and
Stein's collection works effectively
as a metaphoric equivalent for the
cluster if illnesses it to depict.
AIDS challenges the belief that sci-
ence can heal all ills. That its appear-
ance in the waning days of the
twentieth century forces AIDS to
carry apocalyptic overtones. lones
depicts a world pleasantly standing
still. For the photographers in
Positive Lives we all are hurtling for-
ward, at a pace that defies compre-
hension, towards a frightening
future




Lois Greenfield, 8ill T fones, Janet Lilly, Armie Zane, Amy Prear, 1983

Dancing
Images

Dance and Photography by William
Ewing, published by H. Holt, 1987;
Fonteyn and Nureyev: The Great
Years by Keith Money, published by
Harvill, 1994; Alvin Ailey American
Dance Theater: Jack Mitchell
Phnmgraph.\' puhﬁshcrj by Andrews
and McMeel, 1993; Breaking Bounds:
The Dance Photography of Lois
Greenfield by William Ewing
IJubH;hed b\ Chronicle Books, 1992,

Margaret Culbertson

Dance is a fluid and fleeting art. Photog-
raphy, which produces rwo-dimension-
al, silenr, and, most of all, still images
can never catch the essence of dance.
MNonetheless, driven by a desire to
explore and preserve, ]‘!l‘m[uj.'r;lpl'mlr\
have pursued dance for more than a
hundred years and have produced
striking images in the process. Dance
photographs can thrill, perhaps because

of the paradox of the opposing natures
of the two contributing art forms. Four
recent books provide fascinating exam-
ples of successful dance photography

as well as some indications of the
difficulties and pitfalls thar face dance
photographers.

Although its 1987 publication date
may not qualify as recent, Dance and
Photography, by William Ewing, is in-
cluded in this review as the best survey
of the subject. A twenty-six page his-
tory of photography and dance is
followed by more than 200 images
grnup\‘d within six sections, each rep-
resenting a different approach to the
subject. As Ewing acknowledges in the
foreword, many of the images could fit
in more than one section, but the pur-
pose of the divisions is to “remind the
reader of photography’s many and var-
ied functions.” However, no definitions
or textual explanations are given for
the sections. The most clear-cut of

these divisions is the “lnvention”
section, containing images using differ-

ent technical developments to explore

the movement of dance, including
sequential photographs by Eadweard
Muybridge and a combination of time

exposure with stroboscopic lighting by
Gijon Mili. The “Independent Eye” and
“Tour de Force” sections are more

*Tour de F

lack Mitchell, Eizabeth Roxas and Desmond Richardson in Donald

MakKayle'’s, “Rainbow ‘Round My Shoulder, * 1959

A Irp!‘l.]l].\_ ;l['ll] no ‘L'lL';lr rat .ll'n;'lll.'
emerges from the photographs in-
cluded. Despite the somewhart arbirrary
groupings, Ewing has succeeded in
discovering and presenting not only
images representing a wide varicty of
dance and dancers, but also images of
the highest quality thar should interest
even those without any particular
affinity for dance.

The works of a few photographers
do stand out in the book. Amold
Genthe produced some of the finest
early work, with striking E1!'§G]Il!j.'|‘;4]‘|h.\'
of Anna Pavlova, ¢.1915 and lsadova
Duncan and her pupils, 1914-18.
Barbara Morgan's work with Martha
Graham in the '30s and "40s has I"rll1‘ii'
bly never been equaled in its successfu
presentation of the power of a dancer
as well as the spirit of the choreogra-
phy. Max Waldman, Jack Mitchell,
and Lois Greenheld offer the strongest
contemporary photographs in the
book, Waldman's 1976 photograph of
Natalia Makarova displays the tension
of opposing forces so essential to baller.

Her bady is moving forward, with the
triangle of her bent, leading leg visu-
ally indicting that forward impetus.
Her head and arms stretch backward to
the full extent possible, in opposition
to drive forward, and her iilmy costume
ripples in the wind of her own creation.
The photograph's grainy texture soft-
ens the image and contributes to a

sense that Waldman has caughr this
spectacular moment without batteries
of lights or powerful strobes.

Keith Money's book Fonteyn and
Nure The Great Years is the result
of a fascination with particular dancers
thar Ewing would have grouped under
“leon and Idol” in his book. Money
photographed these two outstanding
LIL'I:'LL'L'r‘i l:xtl.'['lﬁ'i\'l,‘]y n]llfi['ll_’ Il!‘.' ‘{“‘J.‘- ;1I1d

Max Waldman, Natalia Makarova in Other Dances, 1976

early '70s, and has now published more
than 250 images from his files in this
book. Some of the photographs were
previously ]"uhll.\']wd in his books about
Fonteyn and about the Royal Ballet,
but many are published here for the
first time. The photographs are
grouped by individual ballets, with
shorter sections interspersed showing
the dancers in off-stage moments.

Barbara Morgan, Martha Graham, 1940

Money ]"rlr\'iclc.\ background informa-
tion on the dancers’ experiences with
the different ballets as well as anec-
dotes of his time with them. Although
filled with beautiful images, the book's
narrow focus and romantic approach
make it more of a baller book than a
photography book. However, having
been lucky enough to see Fonteyn and
NIIrL"I.'l,“\' dance in person in the late
*60s and early "70s, | can testify to
Money'’s success in preserving
some of their magic in these
images. Baller-lovers will be
thankful to Money for perse-
vering in his photographic
nd for
finally gathering his images
and publishing this book.
The dancer caught in mid-
leap appeals to both photogra-
phers and viewers. In such

pursuit of the dance

photographs dancers appear as
they can never be seen in real-
life, real-time performances—

suspended forever in the :
in perfect focus, free of the
pull of gravity. Jack Mitchell excels in
producing such photographs and
includes many grear ones in his 1993
book Alvin Ailey American Dance
Theater: Jack Mitchell Photographs.
However, the book is not limited ro
images of virtuosic leaps. It documents

the variety of dances and dancers in
the company with photographs from
1961 through 1993, all of which are
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characterized by an impressive
clarity. The strength of the
dancers and the basic elements
of the choreography are
repeatedly presented in sharp,

powerful images. But however
much | enjoy Mitchell’s photo-
graphs of dancers planted firmly
on the ground, | inevitably
find myself
|"hu'[n
leaps.

going back o his
phs of those ar

Thu p]lnln:__ ;lr]u'r Lois
Greenfield has
a great facility in photograph-
ing leaps, but her intent is
different from Mitchell’s, and
her photographs, not surpris-
m]:hl.', differ as well. Her 1992
book Breaking Bounds: The
Dance !’hurngr.:fahy of Lois
Gireenfield was assembled by
William Ewing, who compi

lsor developed

ed
Dance and Photography. Ewing
also wrote the introduction
and conducted the interview with
Greenfield included ar the end of the
book. Greenfield does not try to docu-
ment the work of a particular choreog-
rapher, as Mitchell does, but instead
uses dancers to create images exploring
the human body in motion and in
space. She doesn't like o think of her
photographs
dance but instead prefers to think of
herself as a photographer

serving or documenting

whose subject matter happens
to be the dance. As she says in
the book's interview, “You
might say thar dance is my
landscape. The root of my

interest is movement, or rather

[1[“\' movement can ht‘ inl’t‘f‘

preted photographically.”
Many of her photographs

ancers in “'.'L'l'lunL(h'
impossible positions of flight,

I.'i|'|'\|l.ll'K.' L*

\'.'hL‘[L‘ |‘|'11L'L'I'I noses or }‘"ll.‘d_'l.l
bodies might appear to be the
inevitable resule. Her pho-
tographs used in an advertising cam-

vign for watches is typical, and they

weeed in carching the eye,
whether one is driving past a billboard

inevitably

or flipping through the pages of a mag-
azine. Dancers hover in horizonral

positions inches above the floor, while
others project partially into the pic-
ture, apparently flying in from the m
terious reaches above and to the side of
the photographic frame. Her photo-

: us,
and challenge our customary vision of

J.!Tu!‘h:i Arrest our arrention, ine

mation. Their strength is reinforced by
strict spatial and formal conventions,
such as plain backgrounds and black
horders. Greenfield's larer, borderless
phu[ug[nphs with a dancer moving
through a physical frame, simulating
the black border of her earlier prints,
appear to be an effort to move beyond
the conventions of her carlier work.
.-:\.]thnu;.:h ]‘-hu[ugmplﬂ' cannot oom-
pletely caprure dance, it can enable us
to explore its visual components in sur-
prising and exciting ways. It ca
give us tangible mementos of an

evanescent event. All of these books
have contributed to our understanding
of a basic art form and expanded our
experiences in the process.

Margaret Culbertson is head of the Willlam R,
Jenkins Architecture and Art Library at the
University of Houston,
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Agricultural
Fair

In Search of the Corn Queen, by
Greta Pratt, National Museum of
American Art, Washington, D.C.,
1994, 96 pages, and Ordinary Life,
Festival Days: Aesthetics in the
Midwestern County Fair, by Leslie
Prosterman, Washington, [D.C.,
Smithsonian Institution Press, 1995,

Daniel P. Younger

Agricultural fairs and related festivals
in the American midwest are complex,
tradition-based recapitulations and
celebrations of the practice of d.‘ﬂ]y life
in farming communities. The more
transient spectacle of the midway, and
other such al

ractions as 1.!|L‘[1[ ;Illl[

beauty shows, country-western music

ts, and the demolition derby evenru-
Iy became integral to the ;lgrlcuhuml
fair when fair boards came ro embrace

entertammaent as a way \"E- INCTEasInge
paid attendance. Historical anteceden:
for the rwo primary ingredients of the
midwestern fair today—agriculrural
education and entertainment (trends

of sprec '.IL']1.' -!'I'I\.! L[IﬁE"lil"J—ill’L‘ [ (4] I\L'

found in somewhat different

precincts in the nineteenth
century. Leslie Prosterman,
author of Ovdinary Life,
Festival Days, cites the need
tollowing the Revolutionary
War for “agricultural cohe-
sion and improvement” as
the primary impetus for the
k'ilf]&' ;l}lI‘L

wce l'\( :1]_'ri:'t|l—
tural societies and organiza-
tions, the subsequent forma-
tion of the U.S. Department
of Agriculture in 1862, and
around the same time, the
increasing popularity of
county agricultural fairs.
The hasis of the agricul-
tural fair today, invigorated
by nostalgia and the back-to-the-land
IMOVEMent, |‘| r|'ﬂ’El.‘d m tl'il.L “'i"\'[\'(:l'“]'l
century need to communicate increas-
ingly sophisticated principles of farm-
ing and agricultural business to rural,
isolated communities. Then as now,
the fair was chiefly an annual, socially-
based forum enabling farmers to share
information and learn about labor-sav-
ing devices, improve the quality and
yield of their produce and livestock,
and keep up with advances in ferrilizer.
With the passage of the Smith-Lever
act of 1914, the Agricultural Extension
Service was formed, making federal aid
for agricultural education in partner-
ship with land grant universities avail-
able; today extension agents are often
prominent and active hgures partici-
pating on fair boards. Four-H (standing
for: Head, Heart, Hands, Health), a
junior division of the extension service,
is an organization with a high visibility

in county fairs, inculcating farming

techniques and civic values among the
children of these communities.
Situating rhe agricultural fair histor-
ically and contextually, as Prosterman
does, provides a background against
which to consider Grera Prart’s photo-
graphs presented in In Search of the
Com Queen. Pratr, a freelance photog-
rapher, formerly with Reurers and UPI,
covers a diversity of subjects including
ing, hog chasing, Junior
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Greta Pratt, Pow Wow, WhitE-ShiEM. North Dakota, 1990

Greta Pratt, Johnson County Peach Festival, Clarksville, Arkansas, 1990

Miss beauty pageants, young teenage
girls smoking, rwin roddlers with
pacifiers, barkers, midway rides at
night, Mative American POW Wows,

and fruit preserve judging. Pratt has
travelled widely; her photographs rep-
resent the following states: Arkansas,
Ilinois, Kansas, Kentucky, Minnesora,

Mississippi, Missouri, Montana,
Nebraska, North Dakora, Oklahoma,
South Dakora, Tennessee, Texas, and
Wyoming.

If anything is mi
panoply of sights and the number of

ssing from the

locales thar Pratt has visited, it 15 more
concrete evidence of the agricultural
activity of these fairs. Prosterman, in
Ondinary Days, notes that the judging
of horticulture, and the breeding,

grooming, showing and judging of live-
stock, while open to the public, rends
to discourage outsiders. These competi-
rions are usually scheduled earlier in
the day, are not always listed on the
programs made available to fair goers,
and often take place on the outside
perimeter of the fairgrounds. Typically,
the judging proceeds slowly, and the
rules are evident only to insiders.
Moreover, competitions often take
place in dark, cavernous arenas, with
seating some distance from the action.
Indeed, as Karal Ann Marling notes in
her introductory essay in In Search of
the Comn Qm'rn, fairs celebrare what i

Leslie Prosterman, Carnival Rides, Henderson County, Illinois
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means to be an insider.

Dacumentary photography, on the
other hand, has long favored the out-
sider and the outside perspective. If a
canon for the [dmtnj_'rupln' of fairs
exists, it has tended ro focus on their
more exotic and seedy exverior. Travel-

ling carnies and the more “picturesque”
specimens of the working class who
attend these fairs are frequently offered
as the subjecrs of fair photography.

In Search of the Com Queen manages

to avoid some of the more obvious

of these [li[i';al]-., and yer more than

a third of the images amount to grab

shots of anonymous fair attendees.
Only fourteen photographs from a total
||1'.~ixl'!.'1n|1l' feature subjects having
SOMME n:l-.nmn-ihig1 to agriculture, and

a number of these only nominally so.
With the title of the book indicarive
of an agricultural context for Prant's
project, and with casayist Marling’s
statement that “the rhythms of festival
life in the mid-American countryside
are agricultural,” one might expect
maore Hl[L‘[lliLH'l ['Lli'\.i o [l'lL' .\t']'il?ll.\”{"ﬂ*
with which agricultural rradition and
ritual are played out again and again
each year in the American midwest.
T
diversity of activity than their agricu
tural basis would sug

County fairs do incorporate a gre

sest, And ver,

one suspects that if fair organizers were
asked to identify the most central
aspect of state and county fairs and
rural street festivals, they would con-
clude that it is the opportunity that
fairs provide them o acknow
and perpetuate the agricultural ethos

L'li‘.:L'

of their communiry, This ethos, this
penerational exchange of information,
continues o be um_h_'r-n:pmm-nh:.] n
the photographic documentation of
fairs, in part, because skilled photog-

raphers are often neither members of

these communities, nor privy to the
continuities and concerns of agricul-
life.

To the more astute observer not

fura

distracred by the array of fast food and
flashy, whirling rides, the values of
f:1r|11ir1_|_[ communities are, in fact, pro-
fusely on display at these fairs, Though
the intricacies of this culture may not
always present themselves as obvious




Leslie Prosterman, Lead and Woaol Clothers Class, Carrall County, |llinois

“photo opportunities,” civic pride in
the commerce and fecundiry of agricul-
tural life is enough in evidence thar it
may be said to be worn on the sleeve.
The following are several examples
of the kinds of photographs that might
be taken ar county fairs; these ~L||\jc'|;1.\
if ar all
Prate’s book. Four-H competitions are
both
in terms of preparation and exhibition.

are sparsely represented in

ritualistic, detailed and prolongec

Farm animals are exercised, washed,

shaved, sculpted to advantage, combed,
brushed, and weighed prior to their
entry in the ring. Showing is, in part,

a sartorial event, as 4-H boys and girls
often dress elaborarely—even for-
mally—for the competition. Standing
posture is of great importance as con-
restants can l't‘ 2001wt h II'H."[T ll.!”.L'.

prods bringing their animals' hooves

to parallel stance. Posture, agility, and

obedience are also carefully observed
as Lll'lilﬂ;ll- are '“'il"{L'\.i o i‘l'lni I-]'\.\ II'H.'
circumference of the ring. Judges, often
respected senior members of the com-
munity, are dressed in whire smocks

conveying their authority; discussions
with participants may take place, and
nearly always, judges are required to
explain publicly their rationale to rapt
audiences of family and friends. Most
fairs fearure a contingent of old-timers
who show, explain, tinker with, and
periodically run antique farm equip-
ment i‘cl]’ I";l.‘t‘!('[!;l"\_\-. T:*I“'”lll_\ ‘;i‘l ¢at, dnl.l
nap with their animals in open stall
buildings throughout the course of the
fair. The awarding of trophies and rib-
hons to openly proud or stoic children,
whose pictures and names are taken

by local newspaper photographers,

is revealing of the importance of this
process, and in ways, of the criteria
and hierarchies observed. Produce and
ﬂll“'cl’.\- ll'*Ullll"!' l;lt‘CI‘L'\.I .l"‘ !-I"’l'(.'il'.‘- ;ll'lll

often formally displayed and decorared
i
ditions, reveal the Ji'\.'t‘]’.‘-ll‘\_.‘ and r\lll]\‘

such a way as to suggest folk art tra-

of horticulture in these communities.
Some didactic displays may reveal, for

L‘.\'.1I11|"]u. the economics of r'.n'lmn]_',
informing visitors of the farmer’s aver-
age profit from a loaf of bread, quart of
milk, or box of cereal sold at the super-
market. Other displays set up through
the auspices of local 4-H programs

incorporate a complex array of im:

constructions, and text to emphasize

(=

civie values such as charity, leadership,
|l|\l| [l'ﬁl3|JT\'I.'!-||]|1I'.‘-‘;. H!lnllﬁrl‘,‘, '\!l..l:\“ll:du
diorama-like Gran

exhibits communicate dedication o

* Organization

community activity and to themes of
ferriliry and abundance.

for licensed restlessness, “Time,” during

the day she states, “moves from bind-

INg, IMProving events to... anonymous
events.” [t is apparently typical for
members of farm communirties to dis-

miss the midway camival in conversa-

tion, but to frequent it in actuality.
Agriculturalists celebrate nature

Greta Pratt, Griggs County Fair, Cooperstown, North Dakota, 1989

Prosterman’s Ordinary Life is an out-
erowth of her extended and derailed
held study of agricultural fairs in
Ilinois. She reveals that fairs serve as
a focus for lives associated with agricul-
ture. The rituals of competition at
these fairs are a dramatic reenactment
of the participants’ cultural rules. The
fair season is logically scheduled follow-
ing most of the spring and early ;

Im-
mer work, but before harvest. While
the judging of agricultural achieve-
ment usually oceurs during the first few
days of the fair, the more publicly pro-
moted spectator events are scheduled
over the last few days. The midw:
Pr.l:il‘t'rm;l['l i ||'Itl,'f'|\]!-\ 15 a ]‘l:IL'L' t-(][

spectacles removed from the business

and seriousness of agriculture, an arena
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and their connection to i at the fair.
Prosterman, who often notes :ij.'mi'n]ir
resonances and contrasts in the
juxtapositions of the fair, observes
that the garish machines of the mid-
way, seem an apparent divergence

from the emphasis upon nature in

other parts of the fair. The mecha-

nization and specialization of farm-

ing caused a decline in the participa-
tion in country fairs from the "40s

to the "T0s. The "70s saw a reverse in
this trend. Since this time, fairs have
been increasingly oriented toward
vouth; most fairs roday incorporate
or rely on 4-H, the Future Farmers of
America, and Future Homemakers of
America. Prosterman finds thar fairs
have prospered during periods of

recession, when local energies are
refocused within

Prosterman concludes that the pri-
mary concerns of the county fair are to
invalve the community, and to make
manifest cultural rules by performing
them. It is through the interaction of
participants and ritual thar “texes”
such as cows, quilts, and canned beans
emerge possessing clues ro shared val-
ues. If items exhibited for competition

have no place in the community's

realm of experience they are lik
rejected. Exhibitors use the same crive-
ria for their products on display as they

do in their :‘\'rr'lnl;ly lives: the same set

of values .|]‘-|"'|'§. to fair aesthetics and to
life. County fair participants tend to
favaor the recognizable patrerns of
nature for their pictures, patterns, and
designs. Abstraction, ambiguity, risk,
|||'|n] J“l]'l\'-'llL'['ll'l' are [_'1.'|1l'|'||“"_.' Tk 'l";lr‘
of their aesthetic preoccupation.
Prosterman states, “In the county
fair, exhibitors create significance
about ordinary people, not startling
exceptions or singular events.” Thus,
her title, Ordinary Life, is indicative of
that despite the fact that
the county fair presents an alternative

her indiny

world of concentrated value and artis-

tic enactment iIf'I.] TCATTAng

gement, it

concerns the valuation, continuity, and
preservation of everyday experience.
Maxims such as the following over-
heard by the author typify the every-
day: “Early to bed, early to rise, work
like he
If Prosterman’s text {illustrated

| and fertilize.”

throughout with her own photographs)
is repetitive and even plodding in
E‘I;“"'-"- it is also sensitive, thoughtful,
and detailed. It is this author's thor-
oughness and commitment to aking
the agriculrural fair on its own terms
that might serve as a model for photog-
raphers who will surely continue to
turn their cameras to this subject. In-
terestingly, Prosterman’s photographs
(which seem to be shot and presented
with a more informational than fine
art objective) provide a rather thor-
ough visual trace of the agricultural

aspect of fairs only glimpsed in €
Pratt’s and others” photographs.
Without denigrating Pratt’s well-com-
posed and often poignant photographs,
we might wish thar ensuing efforts
would countenance in a more balanced
way the nuances of farm culture that
permeate just about every aspect of
these fairs.

Daniel B Younger is the former editor of VIEWS:
The Journal of Photography in New England. He
is also a photographer and is currently engaged
in an extended documentation of county fairs
in central Ohio.

Greta Pratt, Cokato Corn Carnival, Cokateo,
Minnesota, 1989
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Sally Rice, Untitled

Defending
Our
States

Public Bodies—Private States: New
Views On Photography, Represen-
tation, and Gender, edited by June
Brettle and Sally Rice, Manchester
University Press, 1994, 171 pages.

Nichol Bradford

If women are to be defined in a manner
of their own choosing, then ir is the
responsibility of women to construct
their own definitions. Self-definition

is only possible through dialogue,
I.|‘|il\u3~ and

Dialogue must cross dis
artistic mediums. Women must write
o one another, create for one another,
and learn to voice constructive criti-
cisms about one another’s work, as we
seek o establish a feminine self-defini-
tion. Public Bodies—Private States con-
tributes to this dialogue by addressing
the boundaries of public and private

Jane Brettle, No: 6 of 15: Tpas
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and their conver-
gence in the site of
the “body”—an area
vital to feminine self-
concept. What is
|\u|\|i1_'.J Whar is pri-
vate? In a separare
public and private
space, where does
the feminine belong?
Historically, the
answer that society
has given these ques-
tions has contribured
to a defini
“woman” that is not
her own. It then
becomes relevant for
women to ask if the
division between
these two polari
is reality or illusion.
The book under
review suggests that
the division is a ficri-
tious construct and
that it is crucial for
WOMen o I,'K{l"'uln‘\'
how the “division
was created and constantly reinvigorat-
ed, whar work it does, and why main-
taining it was so seducrive.”

Therein lies the importance of dia-
logue as females unravel the mystery of
the public/private domain. Compased
of the textual and visual work of
women, Public Bodies—Private States
juxraposes the ideas and backgrounds
of artists and writers who explore the
public versus private metaphor. By
selecting work thar shares and acknow-
ledges common concems while cele-
brating and allowing different “ways
nl:-:;L‘\"llI:_!," the editors have created a
space for meaningful discourse.

The collection of five essays and
four sets of photographs offers a sophis-
ticated and thoughtful “body of work.”
Raising questions that require exami-
nation in any serious attempt to re-
think and re-define, the arrists and
writers challenge themselves, one

ion of

5

another, and the readerf viewer o
grapple with long-held assumptions
and beliefs concerning social structure

L"jl.l WOImen.
In “Bodies in Public and Private” by
Elizabeth Wilson, the writer questions
Wesrern culture, demanding, “Why is
it 50 important to ‘see everything'

to have nothing veiled?” Through
historical analysis, she explores the
dimensions of public versus private, of
seeing versus looking, and the position
of the feminine moment in each.
Wilson turns an honest eye to the city
as text. Yve Lomax in “Telling Times:
Tales of Phatography and Other Stories”
considers the idea of time and the pho-
tographic moment. Her mythic reverie
works the concept of private and indi-
vidual against universal laws as she
examines fixed ideas in an non-fixable
cosmos. A storyteller ar hearr, Lomax
uses myth, astronomy, and word origin
to relate the photographic image as a
“hoady” thar is continually becoming.
“Gender and Picturesque: Record-
ing Ruins in the Landscape of
Patriarchy™ by Christine Battersby
addresses the feminine force and the
Queen sublime. While challenging
chauvinistic definitions of picturesque,

she goes beyond advocating simple
ideological renovations of “seeing.
Calling for the whalesale disruption of
a male-dominated aestheric, Battershy
understands that the female perspec-
tive is shackled (often unknowingly)
by a patriarchal past.

Mary Grey in “Women, Theology
and the Embodiment of Truth,”
looks ar the definition of truth
and discusses the feminist theo-
thought. She describes a
new way of listening and of self-
definition. A way lined with
‘other’ logic—non-confronta-
rional and inclusive—borm of
survival and marginality. Un-
daunted, she openly challenges
traditional religiosity tore-think
and re-image the symbol of the
Cross from the position of the
‘crucified peoples’ themselves.

In “Caveat Sponsa: Violence
and the Body in Law” by Alison
Young, the writer considers the
influence of “public law upon

log

private life that in turn generates
certain social structures support-
ive of a power base to which the
individual and communi
increasingly subjugared.” !
Through the analysis of a conju-
gal murder case, and its wider

implications, Young examines
ge and
offers two words of warning o

the concept of marris

WOomen: caveat sponsa.

The images created by Wendy
MeMurdo reflect her interest in the
moving image. She questions the his-
torically determined concept of the
]‘l‘lu[uﬁ:l‘;lphlg' image as a representation
of space and alludes o the illusion of
such notions. The series included in
ThL‘ l\tﬂlk features SL'!..-.(.'!]‘L'\ '.||]|_| ialn;l-
scapes, digitized ro abstraction, com-

pelling the viewer to search the image
for a fixed point in a moving scene.

In her work, Jane Brettle dislocates
archeological fragments. She employs
the temporal qualities inherent in the
medium of photography to question
cultural constructs from a feminist
perspective. She presents the monu-
ments of goddesses and hints to time
of feminine power. Images of decontex-
ized ruins capture the inherent
sion of the present verses the past.
Transfusion-Reunion,” Rurh
Sterling's site-specific imagery takes
the viewer through seven Scortish reli-

gious structures. Disorienting, Stirling's
work allows the comfortable examina-
tion of cathedral and castle ceilings.
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She re-images the photographs. For
example, by surrounding a image of
Christ with red tinted IV tbes, Stirling
lays modern meaning on top of already
loaded imagery.

Silllllf Ri
guage and the processes through which
our “histories, cultural experience,

..\ 'tiﬂl'l'\'.‘.lri I'|1'-'ll|\'1_' I'ql'nr

(S

identities, and *vision" are constructed.™
Her work currently uses sound and
visual texts to explore and intervene
with the
lights the relationships berween the
interior and apparently private body
and public written realm of informa-
tion and knowledge. Sally Rice's’

anguage of the law, and high-

imagery is a universe of words—caress-
ing, ordering, and accenting one

another. Subtle backgrounds of hiblical
exein g

uline font underlie words

of endearment in cursive script:

[Ulldl‘r—:" '—“.'I.’rdh '\.il‘ilf. TI'H.' \'iL'\n\'l'T
strains to read the background as the
foreground demands our attention.
Words play gender roles.

Public Bodies—Private States is an
excellent forum to examine the i
of public versus private in our society.
Each writer and photographer articu-
lates her position clearly and eloquently.
While enjoyable, the text is serious

e

Ruth Sterling, Katherine Burnetts Workroom at Crathes
Castle, Kincardineshire, ¢. 1630

and demanding in thar it calls for the
reader to examine the foundations of
their own belief systems. How often are
we influenced by domir
systems “'Ir|:1||-1Ll OUT CONSCIoUS kl‘n wl-
edge? Do we know! For exampl
the organization of this review 've
ted the writers from the arrises.

nt traditional

SEP

Is that my own decision or is it the for-
mat acceptable to social norms? While
Public Bodies—Private States does not

answer many of the questions it raises,
1ind the reader thar we must

ant in the defense of our
minds. Perhaps that reminder is its
most important contribution.

Nichol Bradford is a freelance writer living in
Houston.

FOOTHOTES
1. Brettle, viii.
2. Brettle, 1.
3. Brettle, 167.




The Real

People—
A Photographic
History

Grand Endeavors of American Indian
Photography, by Paula Richardson
Fleming and Judith Lynn Lujlu.'r\u
Smithsonian Institution Press, 1993,

176 pages

Otilia Sanchez

Many archeologists believe thar the
first inhabitants of this country des-

cended from Mongolian tribes crossing
the Bering Strait as they followed game
that they depended on for survival.
Regardless, when the white man came
to this country, these tribes had settled
tions—the No
the Southwest, and the Plains—and
adapted their lifestyles to conform with
\\'[1”[ ||1L' !-!]‘ll lJH.I."(‘li t‘h\'n] Thu\‘

in different loc: hwest,

some were fishermen, others were far-
mers, and others were nomadic hunters
“'hll l'l.\l'lf*l-ll'lt]? ['ITII\'L\] foy I"\"]tl"“.' EI'“:
buffalo. Many of these original inhabi-
tants referred to themselves as the “real
pcuph_'." For 1'x;|mp|v, the ‘r';lqm call
themselves Yoeme and the Navajo call
themselves Dine . Not until the white
le his presence known in
Indian country did these “real people™

man ms

begin to experience diseases unknown
to them, subjugation, theft of the land,
and unmerciful killing of the buff
They were also referred to by the name
of Indian.

I[l rec

. the American

Tl v

Jl!l.llﬂ'l'l llil.‘; |"L‘1,'|'|!'|'|L‘ |]1(‘ ':IH_'LI.‘; i1"l]l|n'|f
erous writings. No discipline seems
untouched: anthropology, herbal
science, literature, history, law, art,
musicology, and photography. From
the first image on the front jacket of
Grand Endeavors of American Indian
Photography (Red Clowd of the Oglala
Sioux by Joseph Kossuth Dixon, 1913)
to the image on the back cover (Hopi
Belle ar Her Window by Sumner
Matteson, 1901), the authors have
successfully collecred photographs of
this country's first inhabitants by many
of its early photographers. The images
depict different Indian cultures as seen
through the cameras of photographers
using varying approaches to their work.
The book i!h']lu]\‘:- [‘]]nTngrurh& 1\5‘
lesser-known photographers such as
William Henry Blackmore and the

Sumner W. Matteson, Hopi Belle at Her
Window, 1501
ey

B O@K S o

Gerhard sisters as well as
lesser known photographs
from well-known photog-
r;||\||:-r.\: most r1||T;1|\]\_',
Edward Curris and
George Carlin.
Organized in four
chapters, this photo-his-
tory first recounts the
"'v;uh‘ grand endeavors™
of photographers such as
George Catlin, Thomas
McKenney, Charles Bird
King, Seth Eastman, and
William Henry Black-
more who risked their
lives an the frontier to
capture their suhjecrs
on film. Among the eye-
catching photographs
s those of No Heart
(an lowa Indian photo-
_~;r.||\|1u| by King in 1837)
and Petalashara (a

Pawnee).

MNext, the authors pre-
sent the photographic
accomplishments of four
“independent master
photographers™ John
Anderson, who captured the Brulé
Dakota tribe; Lloyd Winter and Percy
["“'ILI; \\'[1LF fL‘Cl'ﬂkEL'nI ll'lL' Ii[l.'.‘-['!.'ll' l.,'-l!
Northwest coast tribe; George
Wharton James, who chose the Indians

of the Southwest as his subje ind

Sumner Matteson, who photographed
the Indians of the West.

The third chaprer includes the
works of official ]"hu[ugl;lplwrh who
attended expositions and world fairs to

Joseph Kossuth Dixon, Emma, A Kickapoo draped in an American flag to symbal-
ize the patriotism of the Naerth American Indians, 1913

record historic events, Depicting the
traditional lifestyles of the North
American Indians, the |‘hntngr:1ph:. in
chaprer three are strong reminders of
by-gone days.
The final chs
work of Picrorialists, such as Roland

WeT 15 dq_'\'i 1T1_'|,| o thc_-

Reed, Joseph Kossuth Dixon, and
Edward Curtis. This group of photog-
Eilp]ll‘]”.‘- ;|[t¢m|‘n'\| to record the van-
ishing lifestyle of the Indians; their

work is perhaps the most
dramatic and stunning.
Roland Reed'’s The Concil
and Not a Real Woman with
horse and ravoi in Glacier
Natiomal Pavk are good

examples of the disappear-
ing lifestyle of Blackfoot
Indians. Dixon's portraits
of Chief Red Clowd, Holding
Eagle, and l.'.lu'uj' Tin-Tm-
Meetsa are powerful char-
acter stucies.

This book is not an
anthropological or ethno-
graphical interpretation or
an in-depth study of the
p]mhagr:lp]wrn' works.

The authors have instead
selecred phorographers
who sought to understand
and admired these peop
traditional ways and their
ability ro live with the
land. This book is an
attempt to honor the

l."l"-

“real
people” depicted in these
“early endeavors” of
photographic artistry—the
real people who have man-

aged to survive despite centuries of

tribulation,

Otilia Sanchez (Yaqui) is Vice President of the
Board of Directors of the American Indian
Chamber of Commernce of Texas, Houston,
which she founded. She also serves on the
Advisory Council of Housten Center for
Photography.

Recollections of a Space Photographer

comtinued from pg. 11

me thar it made an enormous flash of
light. The flash lasts only for a tenth-
of-a-second and then the rocker burns

ina very ‘i‘i‘ild\,’ Wiy, L'I'I'ln]‘!l_'tl_‘ Y L'ﬂ]ﬂ]'-

less, without sound—like a ]‘-uu'n:riu|
magic force moving the spaceship. |
tried on all of my missions to take a
PhnIHL;r;'lp]‘l of the flash of the ohms
ignition, and of all of my attempts this
is the .mh‘ one that came out. Bur,
I'm very pleased—it's proof thar an
amateur photographer can get an
llt.-l.';'l‘;'iﬁﬂlull }_Elllh! ]"1(tL|T'.‘. q_?“'li:ti‘ as

a blind pig will ind an occasional
rnip.

A photograph coming home. We
are now in the .||rp|.1|-|q_- coming down
through the armosphere across the
night side of Planet Earth. Many of
vou know that the 5]1||‘ l'c;_:m.-. to ;:_ﬂcm'
outside. This [photo] is taken through
the windows. The glow begins very,

Very ',,[filxi!l:ll]!'-—'\.l'l"!.' 11(':-51111';11119: il
gets brighter and brighter. At the same
time you begin to hear the sound of
the wind. And, you begin for the firse
time in days ro feel weight. And, it’s
just the slightest bit of ringling on

parts of your anatomy that you have

felr nothing for ||;1','.\. The skin feels
prickly as though it has been asleep
but now begins to revive

and you
realize thar you are on your way home.
All the while, the light builds outside,
your weight increases, the sound of the
wind increases, and o fly home in the
orbiter is like flying down an endless
neon tube, The brighter light outside,
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the lights of the dials,
the helmet in this
case of Vance Brand
as he flies the space-
ship Columbia home.
An image that is
fl,';‘“'ln' ot ‘|I'|I.!\.\"|1 i'ln","
where. This was raken
through the top win-
dow. This is the glow
as it comes around the
arbiter, and it projects
ilj\’l"\".' [tll: \".'T[llﬂ';l] sta-
hilizer. It's enormous,
and it looks like a
shrouded figure—
almost like a helmer-
ed Darth Vader with
the cape coming out,

d it waxes and

wanes. [t comes out
and is very brilliant
right ar the neck.
And, we can lodk out the back and see
that. We refer to it as the “God of
. Solid Enginee »

The lase ]1|nsrn—f:m]n| 5 indeed
and well it should be
'!.'1'.'|r.\ A 1}1!5 E"]\l"‘[!uri'l]—'l\ Was tdL(n
Some day we'll return to the Moon.
I'm not certain exactly when' it will
take place. But, this is kind of where

Crooe

rwenty-hve

my thoughts began on the way to
space. We caught sight of the Earth—
and what an extraordinary sight it
can he.

I say as a footnote—an understand-
ing and appreciation of photography
rravels very well on these long jour-
neys, and they can add immeasurably

to the pleasure thar you, the space
traveler, take in the journey, and |
hope that it adds immeasurably to you,
the space viewer on the ground, tha
can enjoy these slices of space travel
after the fact.

Joseph P Allen currently serves as President
and Chief Executive Officer of Space Industries
International, a technology-based company
serving government and private industry.

Editor's Postscript: Photos from ENTERING
SPACE: An Astronaut’s Odyssey, Joseph B Allen
with Russell Martin, published by Stewart,
Tabori & Chang, New York, 1984 and MASA
Archives,
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Keith Carter in Argentina

Editor’s Note: “Remventing the World,” an exhibition af thivey-six photographs made by Keith
Carter berween 1988 and 994 |.-||11'|1|_11 in Buenos Afves at the Lincoln Center on June 7, [995
It is scheduled to mavel to ten other locations within Argentina and remain on view through
Summer 1996

It is impossible to translate Keith Carter’s name into Spanish. Other Spanish names—

Roberto, Jorge, Miguel, Luis immediately come to mind—possess English-language equiva-

lents. But Keith is another case entirely. Resolutely Anglo-Saxon and archly Protestant, it
d

n.'lll.'\hlll‘-. II1|]|ICI1L'R' LR

ion. Among the multitude of saints who still seem 1o exert a cultural, if not

wnish-speaking neighbors, one looks in vain for a St. Keith.
If one feared that Keith Carter's name would be a stumbling block when Houston

Center for Photography opened its first exhibition in a foreign country, how, one won-

dered, would the photographs themselves in “Reinventing the World™ be received! How

would Carter's subtle and haunting images, photographs taken in the fields and farms and
SWaAmps and foreses of the American South, be received by a cosmopolitan audience ina
city with a metropolitan population of more than nine million, over 3,000 miles from
where they were made! How would Caner's expressions of the elusive and mysterious

qualities that give his photographs their distincrive and compelling look be understood!?

And how would the narrative framework within which he works, a framework thar relies

on the elusive rather than the obvious, and one that also finds connecrions in certain

Southern writers like William Faulkner, Flannery O'Connor, and William Goyen, be read?

In his remarks at the reception that ||E1|_'1'|J.'.\l the exhibirion Carter addressed directly

the questions of cultural differences and aesthetic links. He chose to rell the story of
Glenn Ramey, the “Blue Man," whose name gave the title of one of his books, In the small
East Texas town of Trinity, Carter told his audience, there lived a man whe was blue,

\\+'|l.|"|.' skin had a smokey, slate-like L'\Ll-u‘l' 1*muL:hI .||-\|l|I |1\.' a fr ish chemical reaction he
suffered to a medication he once rook for a heart problem. In Carter’s eyes, Ramey, the
“Blue Man,” was fantastic, wonderful, the material of folktale and legend. But to those

wit him that was out of the

who knew him and had lived with him, there was nothing al
ordinary. He was just a fact of ordinary life.

The seamlessness thar exists between the mundane and the rare in Carter’s pho-
tographs is also a quality that exists in the writings of the great Argentinian writer Jorge
Luis Borges. And in that fact may lie the explanation why his photographs mraveled so well
to Buenos Aires. There is nothing strange about two children dancing o waltz in the desent
or two dead hummingbirds lying in a box or a boy sitting quietly beside a tall stack of
Blocks of ice or another boy carrying the head of a duck—rto mention just four of the pho-

tographs in “Reinventing the World"—because they partake of thar quality called “magic

realism” that informs so musch of the literature from the Southemn i'lt'llll\[‘hl.'li'- The angle
of vision that sees the ordinary and the strange dwelling harmoniously lics behind those

wrirers and Carter's photographs as well.

Keith Carter, Chicken Feathers, 1992

Témas Hess, Director of Marketing for Esso Petrolera Argentina, 5.A. a major support-
er of the exhibition, returmned 1o Carrer's anecdore of the “Blue Man® in his remarks ar the
reception. He stressed the continuities of wonder and amazement that made the pho-
1

spiritual or emotional truths present in the photographs that made them familiar.

raphseasy to approach. For Hess it was not their physical or scientific presence but the

With “Reinventing the World” HCP brought together a new group of supporters o fur-

ther its aim to show the work of mid-carcer photographers. Pampa Risso Patrén, who o

ga
nized the exhibition and worked with HCPs Executive Director Jean Caslin in preparing

the catalogue and selecting the photographs, secured funding from the LS. State

Department through its ULS, Information Agency. With private funding from Esso

Petrolera Argentina and Aerolinéas Argentinas, Salomé Hermandez ar Lincoln Center in
Buenos Aures produced the tour thar will include nine other cities in Argentina,
Translating was on everyone’s mind as Keith Carter spoke at the reception. In a ciry
whuru Just abour everyone seemed L'\ITIﬂ-BH.I]‘It' L\'|I|I| |‘:1L|.:'|I‘|I-. his remarks were |r.||1~|..|1|.'-\i.
nevertheless, as he spoke. His name remained a problem, but only for a brief amount of
time. Before the evening was over he had been renamed Cacho, a name as ¢ lose o Keith
as any .I‘:i\:Iﬂl‘-h-hF"L'.lkl'l'lL' PersoT with a respect for the I.“'IJ_'II.IL'I.' can .hl.ll"t the name Keith

for cross-cultural purposes. Ed Osowski
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For Award-Winning Photography Of Every Extreme -

;
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Psr Phace, Marfomal Heflimers Awards, Plotograpiier; Howard Cagtieherry captlll"e

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. IUl] give you an eyeful.
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