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EDITOR’S NOTE

To complete this issue of SPOT, we faxed
Germany, e-mailed Viarmont, telephoned
Wisconsin and wrote to Austin, We received
words and images on paper, on disks, on
CD-ROMs, on the Internet. What a wonderful
coming together of energies, ideas and cre-
ative forces for not only this publication but
also the Houston Center for Photography
itself.

At the onset of its 17th year, HCP
reflects on a decade and a half of exhibi-
tions, publications and educational endeav-
ors. Condensing years worth of archives into
a few pages was an enormous task aptly
handled by Jean Caslin, our capable staff
and volunteers. Each turned page or next
viewed photograph recalled stories, individu-
als and conversations that helped build the
rich tradition that makes HCP such a valued,
treasured place.

As the new editor of SPOT, | am delighted
to become a part of this heritage. | trust
that these pages and images will come alive
for you as they have for me in compiling this
issue. Masculinity, women's phatography,
gardens, the World Wide Web, death and
cultural influences all grace these pages
and our lives through our association with
SPOT and HCP.

As we look to the past, we also look to
the future. Celebrate HCP's 16th birthday
on November 14. Enjoy FotoFest's
International Month of Photography from
February 27 through March 31. And support
Houston Center for Photography!

Carol Smith
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This site is dedicated 10 the memory of Jim Pomeroy
{1945-1992) and his contribution 10 the visual arts.

Jim Pomeroy was a quintessental muoltimedia artist: photographer,
performance artist, videographer, wiiter, computer artist, muscian,
and sculptor. He was also an artist-activist comumnited to the cavse
of gutsy, substantial artistic production. For additonal information
beyond the materials on Jim and his work at this site, contact Terry
Pinz, Director of the Center for Creative Photography, University

of Arvizona, where Pomeroy's work is

the publication "For A buming World Is Come To Dance Inane:
Essays by and about Jim Pomerow,"” edited by Timothy Druckrew
and Nadine Lemmon, is available from The Gunk

Foundation/Critical Press.

Thanks 10 the the College of Humanities, Fine Arts and

Comumunicaton for their support, and
University of Houston for hosting the

archived . Information about

the Blaffer Ga.l]eryﬁt the
first DIF ewent.

| 7o) | i

Opening Screen, Forum section, DIF

There may be no berter refuration of
Joseph Beuy's famous assertion “Every
Human Being Is An Artist™ than that
grear egalitarian showplace, the World
Wide Web. Here ev ery burst INg ego
with a copy of Photoshop and Kai's
PowerTools, the imagination of a ren
year old and access to the Internet can
proudly display his/her effores at digital
art. In principle this may be a good
thing, but in practice it can be as pre-
dictable and interesting as a starving
artist’s sale and rather L1i:\rL‘m|r.'I1.;u'|J_" (W]
anvone who believes electronic technol-
ogy need not have a negartive relation
to quality in art. With those last three
words we don’t mean to open the door
to the thorny question of aesthetic
judgment, all the prejudices that sup-
port it and the arguments that perpet-
ually surround ir. Nonetheless, we do
want to put ourselves on the side of a
basically positive attitude concerning
art and new rechnologies; for us the
relationship is neither inherently bad
nor good. Ar the same rime, it has dis-
rurbed us to see how little of whar one
readily finds on the Web can be said to
represent the best work that has been
and is being done in the ficld of digiral
imaging. It is this critical yet positive
frame of mind that gave birth to DIE,
the Digital Imaging Forum.

The idea began its evolution in a
casual discussion at the beginning of
1996 and two months later became the
subject of a grant proposal “to set up
a World Wide Web site for the visual
display and critical discussion of digital

imagery.” The formar of the site was to
be an electronic blend of an on-going

D PSR

colloguium and a scholarly journal. It
“'Glllld E'N.' a sité In \\'1'III,'['I II'I:L' \'i‘ill,'Ll ,'Ind
textual material changed regularly and
“']1L'|'l.' ThL‘I‘L’ Were EE}']'I.'II'II'iﬁ.' J.'l{'I'I'IL‘[Jt_\'
such as “user responses and interac-
tivity.” Perhaps more ambitious, we
wanted ro establish a site which would
become a resource for “the growing
community of people interested in the
medium.™ This was a crucial point for
us because one of the basic revolution-
izing aspects of the Internet is its
potential for connecting interested
constituencies.

Theorizing a Web site may well
lead, as it did in our case, to the actual-
ity of constructing it bit by bit (or byte
by byte). This is not a task for the un-
initiated or skittish rechnophobe. It is
true that sctting up a typical homepage
can be accomplished relatively quickly
by using a What-You-See-Is-Whar-You
Get (WYSIWYG) HTML editor and
that the typical HTML page is only a
mere 5K in size. However, the realiry
of building a mululevel, potentially un-
wieldy site such as the Digital Imaging
Forum in fact requires some sort of
master I?[.l'll .'Il'l'd \1||["\-<]||L-‘.' t[l[ con-
siderable time-consuming problem
‘H]I\'I]'Ig,

Certainly some of you reading this
have been through the frustrations of
creating a Web site from zero K and
are fully aware of what'’s involved. In
OUr case, a[i\uumlillg the Hg-ng‘r.a[ re-
search, logistic and learning (HTML)
phases of the project were definitely
the -.lmph.'.\[ parts. Getting DIF to the
point of Web visibility took roughly
six weeks, that is, four wecks of con-
tent preparation and site construction
and rwo weeks of refining, debugging
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and plugging-in to the server. Much of
what had to be resolved concerned the
site’s structural and navigational needs:
e.g., how could the site’s organization
reinforce the fact that this was to be a
*forum”™ rather than a "'p,.‘t”::ry, * We
determined this distinction was impor-
tant because we didn’t want DIF ro
take on connotations of a markerplace.
Also, for practical reasons there needed
to be discrere secrions, but just whar
sort of divisions into sections, how
many sections and sub-sections, and
how would they all be linked to each
ather? And finally, what should the
“look™ of the site be, especially if we
wanted to emphasize substance rather
than Hlitz (1114 clrup shadows) and we
didn’t wanrt the design concept to com-
pete with the art stuff being presented.

DIF's inaugural event unfolded
»L'g[lll'uli.i”y OVEer a [)\'fil]r,[ of 16 weeks
beginning February 4, 1997, The idea
was to begin with a survey of digital
art but “publish™ each artist’s section
progressively to emphasize the tempo-
ral aspects of Web culture. Also,
although serious work in digital imag-
ing is not new, its two-decade long his-
tory is frequently overlooked. We
wanted the first presentation to refer to
thart history and become the basis for
future developments.

The first feature then, f;'fg.l'.r.rf f’.l'frrfu_u—
raplry Redux: 1988-1997, intentionally
revisited and updared a group of ten
arrists included in a seminal exhibition,
Digital Photography; Captured Images,
Volatile Memory, New Montage, co-
curated in 1988 by artist Jim Pomeroy
and Marnie Gillette, director of SF
CameraWork. Pomeroy, who died in
1992 and was himself a pioneer in the



digital realm, had not included his
work in the earlier exhibition as a mat-
ter of principle, We decided not only
was it rime to include his work, it was
entirely appropriate to dedicate the site
to him given the prescient nature of his
digiral experiments — Pomeroy as
patron saint, so to speak.

Besides establishing important his-
torical grounding for DIF — Attention
Web World, good work in digital imag-
ing bas been going on for more than
15 years! — the 1988 exhibition also
provided the site with the model of
artistic diversity we sought to represent
— Yes, there is move to digital art than
cut and paste! The group of ten artists
from the 1988 exhibition had a record
of distinctive uses of digital imaging
and in recent years have further pushed
L]"l.i Cxpi"'ldl.'(l [l'll' ]"(‘LIHII]T, E]' course
the best way to experience this diver-
sity is to go in to the Archive section
within the site and look at each artist’s
work as uniquely represented there.
Describing a few examples here should
help articulate the essential differences
in their digital work and tempt you to
visit DIE. It's important to note, how-
ever, that in all cases the philosophical
and aesthetic aspects of each artist’s
work have been the instrumental
force in determining their individual
approach to electronic technology.

Alan Rath’s early ironic sculptures
which typically display short sequences
of digitized images have evolved into
more self-reflexive, programmable,
robotic, punster-objects. Because they
are time-based works, we have present-
ed two of them in the form of short
videos. Changes in Carol Flax's work

stopher Burnett artwork displayved in DIF, Archive S
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I-ld\-kl ]3L'(.L|'I ||:\'i T(.'i."h]'lll.ii! .I]'II.I more i|'|-
terpersonal by comparison. The earlier
digital collages exploring her unique
[-anlil\ SIfUANION = as an '_]d[\rl[‘_‘l_‘ —
have become more select, minimal and,
simultaneously, focused on the social
issues of identity. Paul Berger’s earlier
use of the digital process as a meto
nymic sign for information systems at
large has developed further by way of
sophisticated 3-D mapping rechniques
which demonstrate, as well as play
with, complex image-formation sys-

I=E ]

tems. Michael Brodsky has added color
to his highly bit-mapped image cap-
tures but has continued to turn the dig-
ital signal back on itself to expose the
contradictions contained within the
ideology of technological utopianism.
George Legrady, another critic of mass
media and power and known for his
image manipulation of broadcast televi-
sion (Ted Kopel as generic anchorman),
is now constructing complex interactive
projects designed to juxtaposition per-
sonal :\_E,;'lill.\[ official narratives.

One S
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Christopher Burnett's earlier (hyper-
card) electronic book investigated the
promise of technology promulgated by
the 1964-65 New York’s World Fair.
His recent Sun City series, with its
supersaturated hues and tacky clichés,
has moved its view metaphorically and
literally into the slick and simulated
world of the 90s. The characteristic
layering of Esther Parada’s work has
become increasingly subtle as her
acquisition of digital technologies has
advanced. As is the case for many of
these artists, the digital process enables
Parada to take apart, modify, contextu-
alize, add to and reconstruct otherwise

. mute represen rations.

The shift of focus toward theoretical
issues in text form represented in DIF's
second feature is equally important to
us. As we have said, DIF is not meant
to be simply a virtual gallery. To en-
courage its role as a forum we felt it
was. necessary to bring the element of
substantial theoretical discourse to the
site. We were pleased that by special
arrangement with Aperture excerpts
from Electronic Culture — a newly
published anthology of essays — be-
came Featured Presentation number
two, Although the topic of digital
technology is very popular and has
been the subject of a number of recent
publications, as a collection of essays
Electronic Culture stood apart as more
thorough, diverse and original in its
conceptual examination. The book is
edited by Timothy Druckrey, a writer-
critic whose knowledge of photograph-
ic history, electronic media and theory
is exceptional in the field. His cogent
introductory essay, reproduced in DIF

in its entirety, provides a welcome
overview of the complexities of the
past, anxieties about the present and
fantastical projections for the future
of the enormous industry we call Elec-
tronic Media. Allucqueré Rosanne
Stone contributes provocative prefato-
rial remarks, setting the tone of the
inquiry; and, following Druckrey’s
introduction, the body of the book

15 M."L'[i[l[“_'(.l Ingo [{TLIF ITIL'L'i[] arcas —
History; Representation: Photography
and After; Theory; and Media/ldentity/
Culture — each containing five to ten
critical essays.

Following Electronic Culture we
shifted back to visual features, begin-
ning with the photo collages of artist
James Naka
tive series of altered billboards and
drive-in-theaters presents ironic com-
mentary and reflection on the mix and
clash that characterizes so much of
world culture at the end of the 20th
century.

As for the future, DIF will continue
to present diverse attitudes toward
i ;.‘,il'lg, pus;r'slhlhiius in di].;n;ﬂ technol-
ogy. We also intend that by the time
DIF reaches its first .'Ir]lli\'L!I'.‘-.ir}-‘ on
February 4, 1998, it will have seen
several design modifications, a few
interface enhancements and, in partic-

a, whose inven-

ular, more effective methods of user
input for the express purpose of

realizing the forum as a true forum
where ideas are shared, debated and

developed.

Suzanne Bloom and Ed Hill maintaln DIF and make
art In thelr Texas and Vermont electronic studios.
Baoth are professors of art at the University of
Houston.



EXH

IBITIONS

oP

FALL

o

1557

Every MAN For HlMSEl.F

New Masculinites:

Cultural Representations
Houston Center for Photograplry
March 29 - May 11, 1997

William Thompson

l)‘uring the last decade there has been a
tremendous increase in the volume and
sophisticarion of critical writings about
masculinity, a subject thar has been
long overdue for serious scrut
Building on the success of prog
in women's studies in the 1970s and
19805, men's studies and gay studies
emerged in the 1990s as legitimate fields
of inquiry, bringing new ideas and
directions to the investigarion of gen-
der. Today, historians, artists, critics

5

and curators explore the role of mas-
culinity in society and how it i1s repre-
sented. Recent exhibitions that have
covered the topic include Black Male:
Representations of Masculinity in Con-
temporary Art at the Whitney Museum
of American Art in 1994 and The Mas-
culine Masquerade: Masculinity and
Representation at M.LT.'s List Visual
Arts Center in 1995,

New Masculinities: Cultural Repre-
sentations likewise raises questions
.1]']("][ [h(.' L"n'{.'r-l_'h;!n}‘.ll]lr." nagture (I[ mas-
culinity: whar is ir, how is it construct-
L'li, jlnd '\\'h{} RIUL"i |I1L'
constructing? Curated by
Michael DeVoll
video artist and reacher,

New Masculinities includes
work by 15 photographers |

Dariel Mirer,

1 Houston

and video artists — all men
— who have cast a critical |
gaze on the elusive and com- |
plex subject of masculinity.

As the exhibition makes
clear, rJL'riml'lg 1'(1;!.~.Cl||ini:)'
can be a highly problemaric
endeavor. Traditionally, the
term has been freely applied
lF'I'l rl.'{;‘r{'l'l\'!,‘ (4] \.lII rl'll'l'l;:ﬂ
having to do with men. Yer BT

r]'l;,'lM,'ll“ﬂ“‘_\' has less to do with ]mﬂug:\.‘
than it does with sociclogy, and its
meaning, depending on one’s point of
view, may vary considerably. To some,
the word implies strength, vigor and
boldness: to others, it :.igniﬁce. APETes-
sion, violence and subjugartion. The
title of the exhibition, New Mascilin-
ities, refers to the fact thar masculinity
is in a perpetual state of flux and many
of its older incarnanons and traditions
have changed or been replaced. Be

iLie

of its malleable nature, masculi .
not a singular, culturally-fixed condition
that ||ni1.'::rsa]|}' .'5pp|iu,\ to all men.

Rather, it is an identity with countless
possible characteristics all of which
have been constructed by individual,
social and pnliti(;ﬂ conditions.

As an exhibition comprised of male

artists analyzing the social roles of

men, New Masculinities possesses a
unique, self-critical focus. By virtue of
it being a show abour male self-expres-
sion and creativity, the exhibition also
participates in the construction of new
definitions of masculinity while critig-
uing those already in use. The artists
represented in New Masculinities make
use of a variety of different techniques,
from traditional straight photography
o .lsme.!p‘::_ Rather than presenting
one or two prints by each photograph-

Inhert the Patriarch, installation detail, 1993,/97

er, DeVoll has curared the exhibition
with an emphasis on series of images
that address the subject of masculinity.
Accompanying rext panels include
statements from the artists explaining
the prd.'miw of their respective works.
The construction of masculinity and
its expression through codes of behav-
ior and dress are recurring themes in
New Masculinities. In Daniel Mirer’s
Inherit the Patriarch, 1993/97, for
example, tf

FHSt presents an ins
-prints on the wall. Many
of the photographs depict adult men
dressed in male uniforms and g'ng;!].',ud
in traditional male acriviries. Most
every masculine stercotype is present:
one image, for example, depicts a bill-
board of the Marlboro Man, a Madi-
som Avenue icon created to convince

tion of 32

men that smoking Marlboros was
y. There is one print of a man
with army far

man:
1es and a gun, and

another depicts a man dressed in sweat
pants who presses a barbel
prints reveal how men often surround

I. Mirer's

themselves with objects and immerse
themselves in activities that reinforce
and define their masculiniry. Costume,
in particular, is central ro the expres-
sion of their masculine identity — the
garments in Mirer’s phnlcagmphﬁ range
from cowboy hats, jeans and plaid
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Frank Moelker, BR OTHER, 1991

flannel shirts to starched Navy whites.
The subjects complete their masculine
images with overtly phallic accoutre-
ments — cannons, guns, a surfboard —
thar symbolize danger, daring and
power.

In [; | Kaufman's series, To Be a
Man, the arrist asked his male subjects
to pose before his camera and shoot
their own picture using a remote shut-

ter release. Each subject was then invit-
ed to write a statement describing what
it means to be a man. In Nick Sinn-
White #53, 1992/93, a young boy
poses shirtless before the camera; he
has an aggressive sneer on his face and
makes a muscle with his left arm. Be-
low the print, Nick's statement reads:
“To be a man you need big muscles

a full head of hair or most of it you
should be ;;nc:;l at sports and be |u\'|1lg.:

caring and have a good educarion.”
These candid remarks contain a specific
hierarchy of priorines. To Nick, mus

cles, hair and athletic skill are the three
most important l.:.'l|1|'m|.\ of masculinir

whereas education, caring and the ex-
pression of love — qualities traditional-
ly associared with femininity — are
last. Nick's comments nor only show
how men begin to be socialized in the
customs of masculinity at a very early
age, bur how those customs privilege
traditional masculine values and deval-
ue the feminine. While Nick thinks it is
acceptable for a man to show love and
caring, he must first demonstrate his
strength and dexterity, or in other
waords, prove his manhood.

In another photograph from Kauf-




-'nﬁ _I

man’s To Be a Man series, a man poses
before the camera dressed in camou-
flage pants, boots and a Guardian
Angel’s T-shirt and berer. In the accom-
panving statement, the subject writes:
“the difference berween a man and

a woman is a man can do whar he
wants and a woman always cant [sic.]
because of what she is.” In this case,
the subject seems to affirm the politi-
cally incorrect notion that biology is
destiny — women and men act in a

certain way because it is inherent to
their respective natures. But, through
his heavy reliance on masculine signi-
fiers in his dress and stance, Kaufman's
subject also illustrates the naiveté of his
own words. His staid pose, macho gar-
ments and membership in the Guardian

Angels express a masculine image that

suggests he is tough and street-wise; his
body, which of course derermines he is
a male, is almost completely concealed
by clothing. In his written statement,

@
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Muse,

Kaufman’s subject asserts that a man
can do what he wants, when he wants.
Irmlicn]l)-, however, he seems unaware
that he 15 just as trapped by social
expectations about gender. Men think
that masculinity offers them unlimited

freedom, but in realiry, it can just as
easily confine and limit their options.
Vincent Cianni's gelarin silver print
Anthony with Tattoo, Knife Wound,
and Scar, McCarren Park. Brooklyn,
19935, also demonstrates how the male
body may be *dressed up’ in order to
express certain masculine values, In
this print, Anthony, a young Latino
man, stands defiantly before the cam-
era, his body is closely framed so that
it appears to dominate the landscape
behind him. One immediately notices
how Anthony has packaged his body
using traditional military signifiers: an
anchor tattoo, closely cropped hair and
a necklace that resembles an identifica-
tion tag. The long scar that runs verti-

cally from his naval to the middle of
his chest reveals that Anthony, despite
his youth, has sustained a serious
wound; the viewer is left to p-um.f;'r the
circumstances surrounding it. While
many people are reluctant to display
their scars and bodily imperfections in
public, Anthony flaunts his with pride.
To him, it is a badge of honor that
shows where sharp metal cut tender
flesh, and one that serves as proof that
he has endured great ]5i1i1l, confronted
mortality, and lived to tell abour ir.
Although New Masculinities is pri-
marily abour men and their relation-
ship to masculinity, several images of
women are interspersed throughout the
exhibition. John Ferdicos photo assem-
blage, My Dream Bride, 1993, depicts
an idealized, smiling bride printed on

the surface of a triangular, kite-like
form. A plastic model of a sleek mili-
tary plane is mounted in back of her
image, and behind the jet, an electric
light imposes the plane’s silhouette on
the bride. The work evokes both the
potent authority of a religious icon and
the comfort and security of an over-
sized night light. More important, it
shows how such different and even

Vincent Cianni, Affer the NYC Marathon, Bedford Ave., Wiliamsburg, Brookhn, 1995

opposing values may exist side-by-side
within definitions of masculinity, and
subsequently, in the male psyche, Men
are expected to desire marital and
domestic bliss, as embodied by Ferdi-
¢o's virginal bride dressed in white, but
underneath thar tranquil veneer may lie
a desire for violence and domination,
as symbolized by the model jet.

A number of artists in New Mascu-
linities address how issues of gender,

race and class can intersect with one
another and forge new definitions of
masculinity. Todd Yates’s reversal prin,
Million Man March 003, 1995/97,
depicts a group of black men marching
at this historic gathering of African-
American men in Washington, DC.
One of Yates’s marchers carries a
poster with the phrase “I AM A MAN™
written in bold letters. The sign asks a
troubling question: why does an adult
black man have to remind anyone that
he is a man? While most Americans
can recire the constitutional mantra
that “a
American hegemony excluded genera-
tions of women and blacks from the
political process. While times have
changed, racism remains a fact of life
for many black men, who must con-
struct an identity for themselves within
a society — predominately white —
that is uncomfortable with the very
notion of black masculiniry.

Frank Noelker touches on issues of

| men are created equal,” the
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masculinity, class and the measurement
of success in BR OTHER, 1991, an
amusing series of ten dye-coupler prints
that each depict a different business-
man, all of whom share the same rega-
lia — a dark suir, overcoat, and brief-
case. When viewed individually, the
image of a man dressed in business
arrire l]‘ill.‘t”:\' irnp“c.r. masculing respect-
ability and financial success. When
viewed collectively, however, Noelker’s
ten prints reveal how these men have
sacrificed their |1|gii\.'ir.lm1|it}' to conform
to a particular ideal. These clone-like
businessmen have subordinated them-
selves to a corporate style of behavior

and dress in order to be successful as
men. Such conformity stands in stark
contrast to other images of society’s
ideal man — the independent-minded,
rugged individualist, for example.
While Noelker focuses on the mean-
ing of male clothing, Frank Yamrus
uses the male nude as his subject. Years
ago, such photographs could not be
exhibited in public without causing a
scandal. Images of the male nude, like
those of George Platt Lynes, had to be
taken in private studios; the prints were
often pasted in scrapbooks and shown
clandestinely in
the hor
gay men. In
contrast to the
historical closet-
ing of the male
nude and homo-
sexual desire,
Yamrus'’s prints
were made with
the public space
of a gallery in
mind — even
his nude sub-
jects are placed
outdoors in
:Il.ﬂ.t'l.l.r.'ll.
primeval set-
tings. Yamrus,
however, does
not celebrate
the male body in a hedonistc display
of flesh a la Bruce Weber or Herb Ritts,
While there is a certain sexiness to the
prim-. — Yamrus ﬁﬂljll(.‘[l‘-‘t.'l}' juxtapos-
es the textures of skin and hair to
water, earth and grass — the issue of
desire 15 problematized through the
photographs” suggestion of anxiety and
death. In RJ-Bronze, 1994, a man sits
amidst tall grass and clutches his
shaved head as if in agony. In another
work, Kurt—Muse, 1995, a muscular
man lies on his back in a shallow pool
of water; his eyes are shut and partal
submerged so the viewer is unsure if he
is asleep or dead. Either way, his pas-
SIvVe Htil]ll(.'b‘i fL'InianH us hnw IL'l]l“L'I';lI'Il.ll.'

= KJ{

105E

v

the strongest of bodies can be, and
sadly, how close the association has
become between desire and death.

As men negotiate the ever-changing
social landscape, they are forced to rec-
oncile personal realities with social
expectations, and in the process, forge
new definitions of masculinity for
themselves and their peers.

William Thoempson is the development and public
affairs associate at The Menil Collection.



EXHI

BEITIONS

SP@T

FALL 1847

Havens of Tranquility

The Garden Project: Havens of
Tranquility, Galveston Arts Center,
April 26 - June 1, 1997

Ed Osowski

The 29 phatographs by Roger Stone
exhibited ar Galveston Arts Center
under the title, The Garden Project:
Havens of 'f'r.mqui”ﬂ_\', give visual form
to the ideas of order and control.

In 1980, when these images were
made (they were printed later in either
1995 or 1996 for the exhibition), Roger
Stone accompanied Doris M. Stone, a
plant breeder, student of garden design
and its history and, also, his mother, on
a tour thar starred in South Florida and
concluded after 19 stops in Boston, As
spring unfolded Stone phorographed
what were to be “illustrations™ for the

Roger Stone, Vizcaya from the Moundn, Miami, Florida

book, Great Public Gardens of the
Eastern United States (New York: Pan-
theon Books, 1982). In the book T|'||:).'
adequately fulfill their pedestrian pur-
pose of illustrating points Doris Stone
makes. But they are printed flatly, with
murky grays and few crisp black or
white tones, and also quite small, only
2 1/2 inches by 2 1/2 inches. What they
only hint at in the publication is made
abundantly clear in the exhibition in
Galveston. These are photographs of
great beauty, remarkably free of cant
and pretense and conflict. Because of
their small size (4 1/2 inches by 4 1/2
inches) they are intimate. And they are
also nearly perfect.

The garden stands at the end of a
continuum that begins with the wilder-
ness. In philosophical terms, the garden
— the emblem of a world made tame
and brought under control — stands
in direct contrast to the freedom of the
wild, the natural ],1|1<|:.u,1|1u_ a realm
without restraint or design. The garden
represents a world of order and con-
trol; the untamed world is the location
of freedom or chaos, RlL‘|'JL'IIEl]IIt_'| Ofn

one's perspective.

If one looks at any of Ansel Adams’
phu[ug.‘,r.lp]u. from his Yosemite series,
for example, one notes immediately
that these are images which see the
natural world as a place of freedom
and raw beaury. Adams’ photographs
also give visual form ro whar might be
called uncorrupted power and energy
which, while awe-inspiring, is also
reassuringly benign.

Turning to Stone’s photographs,
made in the final years of Ansel Adams’
life; one finds earlier influences among
the American pictorialists and, more
npuul‘ic.“l”); Eugcnc .-\t!.:ct_ Whar Stone
proposes i his photographs is a view
that would have been understood by
the 18th century rationalists, by Jeffer-
son, for example, for whom the wilder
ness was a frightening place filled with

enemies such as Indians, the French,
Catholic priests, British soldiers.
Adams drpiut\' a world of Edenic and
beaury, but also brought under control
by human contact. Stone plants man at
the center of the world, man ordering
and dt'slg]lmt_" the narural environment,
wresting shape from the shapeless.’

Stone’s world is a built one. The
land is tamed, made habitable, shaped
to human desires and ends. Here,
|'|TI§I’:I,"| CToss r'u.'rr:- i![](l ‘itl'l;‘ﬂﬂ'l‘i. gﬂfL‘\
and hedges frame views, technology
improves the raw by defining it. Quite
simply, civilization reigns.

The built environment is present
throughout Stone’s photographs. In
Overlook at Fairchild Garden, a low
balustrade kg'r]a.t. the viewer from enter-
ing directly into the view bur reinforces
the notion that the scene one looks at
i‘| ]ELF[h L'I'(.'i"l.'d 3”(' L'UI“(U”L'(I_ [.Ul]i{l'l'lr."
slowly and carefully 1s what Stone
intends and what, finally, the intimace
size of his works demands. Pleached
Allee of Yaupon at Tron’s Palace could
actually be a diagram prepared by a
renassance (FT;!IJR}][.H]I].III in ;acln::\.'ilu.;

Roger Stone, Gunsion H.

perspective. Vegeration, dense bur lacy,
COVErs an .!rcht‘d &Hr‘l'.l(!rt. I]glll Casts
shadowed patterns across a paved walk-
way. And the point of view recedes
ever so perfectly to a tiny spot of pure
light in the center of the photograph.
In Three Hundred Year-old Hedge,
Stone finds an arrangement of natural
shapes which become a lesson in
abstraction, in refining and defining.
In the photographs from Fowr Acts
Garden in Florida, Stone pl.l:\'s off the
built environment-walls, benches, side-
walks-against the luxuriant and con-
[r‘]!lt‘LI grcn\'lh “'i[hin l]'IL' M.'nl'l-[l‘ﬂ]'l‘lL.!I
setting. The tension between the created
and the found is at its highest pitch in
his photographs of Vizcava in Miami.
In Vizeaya Viewed from the Mound,
the faux-renaissance palazzo sits in
perfection, contrasting with the jungle
which, quite literally, breathes at the
edge of the photograph.

Roger Stone’s photographs break
no new ground and are removed from
the politics of environmental awareness
and protection. But they are beautiful,
hardly simple, conservarive and

00 year old Hadge, Lorton, Virginia

supremely fulfilling. Nowhere in these
\\"]Tkﬁ 15 [l“.' \'.lL'\\'L'l' Lj\\'-lT{L'LL "].l‘.IL' LL¥]
feel inconsequential, made to feel alien-
ated from the world of nature, Stone
presents a world — and a vision — of
harmony and he presents it convincingly.

Ed Osowski Is immediate past prosident of the
HCP board and a frequent contributor to SPOT.
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Synopsis by Andreas Miiller-Pohle
Goethe Institut Houston
May 22 - June 26, 1997

By Johannes Birringer

Seeing Andreas Miiller-Pohle’s current
exhibition of photographic works
created over a period of almost 20
years raises questions that cannot be
answered by our viewing of the works
alone. The show is curared and hung
by the artist himself as he travels with
the work from Quebéc to Atlanta to
Houston. He speaks to his audiences
in finely-tuned lectures on his method-
ology and theory, provokes engagement
and crirical reflection beyond a reading
of these pictures, a glancing ar or
immersion into their richly sensuous
textures, These textures, however, are
the first disorienting and captivating
signs of a disturbance that once inti-
mated the transformations of realist
representation and later confirmed the
power of abstraction in the history of
20th century visual art.

After

Photography?

Andreas MillerPohl, from the Transformance series

The role of photography within the
modern formation of perceprual sys-
tems cannot be overestimated. Yet all
the rechniques of exploring the limits
of abstraction and representation, in-
herent in the medium itself, seem to
have been exhausted. Miiller-Pohle’s
work claims as much. As a synopsis
of two work cycles creared in 1979-82
and the early 1990s, his work contin-
ues an artistic and intellecrual preoccu-
pation of the experimental avant-garde
shifting attention from technique,
composition, content and display of
the philosophical and nermenectic
questions of process that point beyond
specific medium. In fact, my first im-
pression when seeing the prints is one
of uncertainty about the medium. Are
these photographs, film stills, collages,
components of an installation? [ also
had an intense fascination with the
contradicrions of their stunning beaury,
obfuscated content, blurred and blur-
ring continuities, erotic tension and
coldly diffused architectonics. Their
titles point to the rtwo series, Trans-
formance (first published as a mono-
graph in 1983) and Perlasca Pictures,
and the actual dates and places where
the photographs were shot.

Pictures from the Transformance
series also carry numbers indicating
their placement among the 10,000
negatives Miiller-Pohle developed over
a two-year period of daily experiments
with a very specific method. In perfor-
mance terms, this project constituted a

duranional process of exploring a con-
tinuous gestic or physical expansion of
the camera’s relation to optical stimuli
or accidental encounters with a motif.
Like John Cage’s philosophy of music-
as-weather and the inclusiveness of his
compositional process (allowing chance
events, contingency and alcatory

Andreas Maller-Pohl, from the Transformance series

process to co-create the sonic world),
the photographer-performer abandons
the fixed and determined control of
framing or focusing the object. Instead,
the fluidity or perceptual impressions
taken in during our own daily move-
ment and interaction with the world
is here taken as the visceral method
of gestural action with the camera.
Miiller-Pohle became interested in
locating in the quasi-found material
of his shoots whar perhaps cannot be
seen-as-controlled, what cannot be
“captured,” as if the camera were mov-
ing in the ephemeral bodily motions of
a dancer who does not stand still. One
cannot “capture” the dance. Subverting
the determining techniques of making

Andreas Miller-Pohl, from the Transformance series

an exposure, thus questioning rules of
frame-composition, lighting, shutter
speed, etc. that are part of the more
generally accepted aesthetics of the
photographic image, Miller-Pohle
breaks the still and the lines/shapes of
composition. Similarly, he applies this
gestural method, first tested against the
formal apparatus of photography, in
his recent collaboration with Berlin
filmmaker Nina Gladitz. He contrib-
uted 230 photographs for Gladitz's
documentary film on the Hungarian
anti-Nazi hero, G. Perlasca, who pre-
tended to be the Spanish ambassador
in Budapest and succeeded in rescuing
Jews from deportation to the concen-

tration camps. These pictures, intended
as another level of visual composition
within the film and created with the
film acrors, again appear without dis-
tinct contours and focus, thus breaking
our expected concentration on the con-
tent or the story. Perlasca’s story of res-
cuing persecuted Jews, and in extension

the traumatic history of war, occupa-
tion, dislocation and the Holocaust, is
intimated, made evident in precisely its
impossible (or forgotten?) factuality —
its repression or disappearance. [ don't
wish to use the phrase “Schindlers’
Jews™ as we heard it used in Spielberg’s
flm. Miiller-Pohle’s Perlasca Pictieres is
a more provocative, more challenging
testimony to the conflagrations and
forgotten histories of our century. Para-
doxically they raise the very questions
whether photography or film can ar
all confront heroism, the unspeakable
tragedy of the Holocaust, the flight of
reason and destruction of sense.

The photographs themselves, shock-
ingly, look similar on the surface to

those from the mundane Transform-
ance series. Neither the apparatus nor
the oppositional technique make a dif-
ference. Yet the abstraction of truth or
the interpretation of reality fundamen-
tally change once we accept the decon-
struction of the picture’s claim to
represent a distinct moment, freezing
time and space, objectifying it. Here
the work is neither subjective nor
claims any authority over the subjects
it rescues.

I believe Miiller-Pohle of course
realizes that he was employing the
same gestural technique of “wiping”
the image or moving the camera so
that the “smeared” effect may arise.

* Houston Center for Photography »
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He sometimes ends up with astonishing
contradicrions within an image, as
when the blurred mass of something
suddenly appears to show clearly the
door of a train racing by, or when I
SECm to recognize a man running
through a tunnel (Perlasca Pictures
|Budapest], 1992) or a hand reaching
for a letter (Perlasca Pictures
[Berlin-Kreuzbert], 1992). Yer what
exactly is it I need to recognize, or
what do these seemingly on-going
poetic mediations on blurred
abstraction, lost vision, turbulence
and chaos evoke in me? When [ first
saw the synopsis from the two
mixed-up and carefully conjoined
projects in Atlanta, Miiller-Pohle
showed a video of another installa-
tion project (Entropia) that contin-
ues his investigation of the limits of
the photographic system. Stunning-
ly, the video projector displayed a
close-up of a loudspeaker whose
powerful amplified sound (of the
noise of an industrial shredder)
made thousands of hittle particles
{shredded photographs) jump and
bounce, as if in a dance. The image
blurs and moves and vibrates, and it
resonates in me, as | imagine the shred-
ding of waste-paper and the ecology of
recycling on which our lare industrial
culture proudly depends in its on-going
hyperaccumulation and expenditure.

Miiller-Pohle, respected founder-edi-
tor of the journal Exropean Photog-
raphy, calls the bouncing particles a
“dance of death.” He specifically uses
video not only to expand his original
medium but also to thematize reflect-
ively the progression of waste and
image-overproduction in late capitalism
— a concern he has had for years dur-
ing his travels when he collected post-
cards of cities and locations. Examin-
ing how favored topographical repre-
sentations become icons and then
kitsch, his work poignantly enters the
cycle of degeneration, and it in fact
cannot escape the paradox of our
entropic conditions. If we can no
longer see/recognize whar has been
overproduced in photographic repre-
sentation, the blurred and disfigured
image-content is perhaps a visceral
reminder of organic waste, of the
decrepitude of the medium and its
postindustrial replacement by newer
technologies (digital media). What
Miiller-Pohle’s gestural action produces
in print can be construed by the digital
wipe or strobe functions of the video
camera and its derealization of the
image will perhaps become a cliché
in television and advertising, roday’s
avant-garde of the time-based art of
entropy.

However, Miiller-Pohle’s work criti-
cally challenges precisely our adherence
to the documentary fictions of the older
photographic medium — a medium
that cannot be rescued except in its
cynical recyclings. Synopsis has already
moved past the old debates about form
and content; those no longer marter.
The current exhibition is perhaps a
melancholic résumé assembled on the
threshold of a new digital era that will
soon produce its own cycle of decadence.

Johannes Birringer is an independent choreograph-
er/fimmaker and artistlc director of Allen Natlon
Co. He has recently moved back to Houston to
create a digital dance studio.
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The American Dream, Art Musewm
of Southeast Texas, Beawniont,
Texas, April 24 — June 22, 1997
New Work, McMurtrey Gallery,
Haouston, Texas, June 7 = July 3,
1997

_D.a na Fril;-Ha nsen

Two area exhibitions presented work
from three ongoing series by Osamu
James Nakagawa, a Houston-|
Japanese-American photographer.
Nakagawa was born in New York in
1962, raised from infancy to a teenager
in Japan and has lived and studied in
the ULS. since high school. His biculrur-
al insight provides a u
and political view, and his deft comput-
erwork provides the means 1o make
starements that range from the playful
and ironic to the poetic and politically
engaging. The Billboards, Drive-In
Theatres, and TV Monitors series offer
a critique of the scarcity of moral

que aesthetic

messages within the mass media which
envelops us.

Nakagawa’s basic strategy is neither
complicated nor unigue; he makes
computer photomontages. Nakagawa
creates a dialectic tension between
information carried by “fgure™ and
“ground”™ or “subject” and “context”
images. The viewer discovers meanings

by untangling Nakagawa’s unexpected
and seamlessly integrared juxtaposi-
tions and re-ordering the separate
parts. Only then can we really ponder
the question he poses: “What's Wrong
With This Picture?”

To create his images, he works in
the opposite direction, pasting together
images from his computer’s desktop
until he finds an ensemble that clicks,

a trial and error process that can some-
times take several years. Often numer-
ous component images are assembled
into a land/media-scape, making it all
the more fun to peel back the layers

and ro enjoy his quizzical puns and
twists of trivia. For example, in Cou-
boys, 1993, from the Billboards Series,
he has inserted in a winking gesture an
early cowboy image from another post-
maodernist, narrative photographer,
David Levinthal. In Smiley, 1996,

we discover a snippet of a Richard
Misrach image documenting the vio-
lence of the Narure/Culrure interface.
Only the most eagle-eyed photo-f,
would catch these. However, in the

end the cute, art-smart irony distracts

a viewer from the more serious intellec-
tual, philosophical or political content
in most of the works. The strongest
images create sparks by rubbing the
inset “subject” images against a

15
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America Seen

Osamu James Nakagawa, Windshield Washer, from the Drivelln Theater Series, 1956

charged contexrual yet usually contra-
puntal “ground.”

The “ground™ images are often
quintessentially American scenes —
with a twist. Nakagawa revels in the
drama of vast open spaces of the
American West with an eye for the
damage we have done through abuse,
misuse and neglect as in Mr. America,
1997, In Japan, where land is very
scarce, not only is the drive-in thearer
an unusual concept, but the unused
and often abandoned expanses of land
in these pictures are unimaginable.

Like Roberr Frank and other itiner-
ant/immigrant photographers, he's also
attracted to America’s social fabric, its
rich parrerns and tartered edges. For
urban scenes, his eye seems drawn to
the cmlv;!rr.u..tiiug gaps and 13,.1ﬂ's in pub-
lic planning of social spaces, whether it
be disheveled, boarded up public hous-
ing against the backdrop of Houston's
shining skyscrapers (Basketball, 1995-
1997) or a friendly bar where all the
chairs have been rearranged to face the
TV (Spiritueal Help, 1996-1997). In the
land of his birth, he selects a corporate
boardroom with an absurdly grandiose
table as the trampoline off which to
bounce.

The billboard, drive-in theater or
public TV monitor that are the frames
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for his inset subjects are cach delivery
systems for commercial propaganda
or mainstream entertainment-fucled by
the powers of mass media and advertis-
ing. Large in scale, often built high off
the ground and locared in high traf-
ficked roadways or public gathering

s, these forums for “communica-
rion™ are the antithesis of the private,
individual voice. With his compurer,
Nakagawa filtrates these privileged
spaces, overturns their authority by
embedding carefully-selected scenes

By L

{usually his own, but occasionally
appropriated images) into the message
delivery system from which we
Americans scem lll'l.'lhl\' [o turn .]\\'JI.\',
Many of the images he inserts into
the public, mediared space address the
political tensions of race,

ss, religion
and patriotism. These topics are on the
minds of many artists who, like Naka-
gawa, emerged in the 1980s, a time of
creeping conservatism that seemed to
absorb the progress inspired by the
liberalism of earlier decades. Much of
the source material was shot when the
artist focused on streer photography
with a political bent: Ku Klux Klan
marches on Houston'’s Westheimer
Road, inner-city urban decay, local
Martin Luther King Day marches. In
earlier images in these shows, such as
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Osamu James Nakagawa, Cowboys, from the Billboard series, 1993

American Indian Flag, 1992, Martin
Luther King, 1993, and KKK, 1993,
we find him developing a modus
operand: that allows him to address
social concerns in a more sophisticated,
critical arrworldly frame. We can sense
his roots in the 1980s photographic/
media thinking of Victor Burgin,
Barbara Kruger, Hans Haake, Martha
Rosler and his University of Houston
professors Ed Hill and Suzanne Bloom.
But in the 19905 he has found his own
more balanced sensibility thar evens

out a personal vision with politica
conient.

The political issues that were impor-

tant early subjects continue to play a
role in the more recent pictures. Works
such as American Indian Flag, 1992,
KKK, 1992, and Gas Mask, 1993,
show MNaka
subtle, graceful works with social and
political meaning. Using such emotion-
ally charged symbaols in his subject

awa \\'i'll'l'l'lil);.‘_ up tor more

frames could not fail to “push people’s
buttons,” especially within the liberal-
leaning art crowd. Putting them against
bleak or eerie skies or in disheveled
surroundings pushed the inherent
politics further — too far — without
adding insight or gaining enough
HTEHII"I(!.

In more recent works such as Wind-

shield Washer, 1996, and Border, 1997,

there is more a sophisticated expression
of a more complicated problems. Yes,
there are menacing clouds in Border,
but he's created a nexus of derails, cues
and clues thar forces us to think about
more than one facer of the issue he

wants to address. A blurred immigra-
tion patrol car that speeds toward us
and a roadsign thar cautions drivers

about families fleeing on foot on this

onely road provides contrast to the

subject inset into a billboard, a busy
: point right at the bor-
derline. The viewpoint is from just

bridge crossi

inside the U.5. side, and we see two
while a Mexican
border official glances off into the

women strolling

distance,

In contrast to these multple view-
points, in Windshield Washer he has
created an image thar puts us in the
driver’s seat. A brilliantly composed
picture grounds us with a car dash-

board and hand on the steering wheel.
We look through the windshield ar a
drive-in screen onto which he has pro-
jected a close-up of a windshield being
washed by a young boy eager for a tip,
shot through the windshield from with-
in the car. Off in the distance is a bill-
board with an eerie photographic flash-
back: the propagandistically optimistic
depression-era billboard that originally
appeared over a breadline in a famous
19237 Margarer Bourke-White photo-
graph. Here the winking art history
component works because it is a well-
placed laver in a marrix of references

tor class, poverty and the American
dream.

Other key works deal with culou
difference, bri

ng international
B

stereotypes down to a more human
level. Often playful humor is used
effectively to tease us. In Godzilla and
the White Trailer Home, 1996, two of
the metaphorical |
sters appear grinning over a mobile

ANese I'I'IE!'\.'il_‘ mon-

home in front of which two guys sit
unsuspecring. Beneath the screen is a

scene of violent disarray, as if the mon-
sters had already passed. We might
think back to all the other abandoned
drive-in thearter lots Nakagawa has
found across America, but this work
plays with the fear of Japanese eco-
nomic domination prevalent at the
start of the decade.

Another work is actually based in
Japan, where the artist has been travel-
ling more rrl.‘L]llt.‘IJ[l)' lately to show and
produce work, He puts the viewer at
the head of a power-inducing board-
room table, now empty. We look at a
white screen with a subway image of

typical Japanese salarymen who have
dozed off on their way to or from
work. The power and subservience
implied by the boardroom and its fur
niture in contrast with the humanness
of the exhausted workers makes this
photograph an elegant statement.
Posteards from Paris, 1996-1997,
seats us in a charming, tree-shaded our-
door theater. On the screen we meet an
African immigrant selling postcard
portfolios at the base of the Fiffel

Osamu lames Nakagawa, Beauty Pagaents, from the Billboard serles, 1992

* Houston Center for Photography «
11

EXHIBITIONS

Tower. As rourists we might be inclined
to smile at the grand L'c:l\n'i::[mhl.ln
nature of this scene until we notice that
most of the postcard images represent
not monuments representing Old
World sophistication, but New World
Disneyficanon. The joke is on us.

The passing of time and the disap-
pearance of simple pleasures eradicared
by waves of modernization are implied
in the final and largest work on view,
and it signals a quieter, elegiac mode.
Drive-In Thegtre, 1997, starts with a
simple, frontal view of another aban-
doned drive-in theater, this one with
three abandoned cars of different gen-
erations. Two face out at us; the third

is i'.lL'iI'l_LJ. the screen, its front wheels
sunken into high weeds. On the screen
is an appropriated photograph of spe-
cial significance as it was taken in the
1960s by Nakagawa’s uncle, Takayuki
Ogawa, an important Japanese phorog-
rapher who was an carly and constant

inspiration. This image is from the hey-
day of American drive-ins, and the lot
is packed with stationwagons, VW

ind other large, roomy vehicles

vans
full of families and couples enjoying
the classic ritual of indoorfourdoor

movie viewing. The screen within the

screen shows no specific picture, bur a
warm, heavenly glow, a blankness that
at once refers to Malevich's radical
constructivist “white on white™ paint-
ings to Hiroshi Sugimoto’s Theatre
photographs and to the death of the
drive-in experience.

In these later works Osamu _|;ung'-.
Nakagawa has found an elusive bal-
ance in content and an even tonal sen-
sibility that provides a quiet grounding.
From the faux-apocalyptic Godzilla to
the elegiac Drive-ln Theatre, he shows
he can make — with a computer no
less — sophisticated American scene
photographs that carry a strong politi-

cal message that continues and extends
the practice in a dignified, sophisticated
manner.

Dana Friis-Hansen is senlor curator at the
Contemporary Arts Musoeum, Houston, Texas.
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-i'-;a:sr Brown

Charles Schorre, even at 71 and bur-
dened with Parkinson's disease, was
e r)ff.‘;r Yeoarigest p{'n{af:' that | bave
known, He died, still open and stifl
woarking, far too yourng and far too
soomn in the sunwmer (JII( 1996, His
death, it seemed at the time, would
leave a void that only memoaries of
him and his art conld begin to fill.

Yet m-:wrf_\-, !nrﬂjpush!g Sowtie n,r'
this emptiness, there bas appeared a
startlingly beantiful new book, Charles
Schorre, which, in small but important
ways, stands in Charles’ stead, mitigat-
g, ds words and imidges sometimes
miraculously do, a transition from life
to death and back again — not inciden-
tally, a theme that reverberated through-
out Schorre’s art. Hfﬁn_g-;)'_ the book ard
the exhibition curated by David Brawer
that accompanies it were produced as a
collabarative effort. The exhibition trav-
eled to Galveston Arts Center, August
23 to September 28, 1997, It was begun
before Charles’ death by a group of
[friends and admirers who cared deeply
for the artist and his work,

Charles Schorre was a warm, sym-
pathetic, fiercely honest and engaged
human being. His life, which he filled
with family, art, friends, religion, and
to varying degrees, the workings of the
Houston art community, represented
for me, and 1 think others, a model for
what it might mean to be both a com-
mitted artist and a fully dimensioned
human being.

Charles was smart and experienced
and edgy. He was sane and kind and
forgiving and gentle. He was also very
funny. And he was helpful. He could,
with an understanding smile and a sim-

Charles Schorre, photographs for Artist’s Handbook, Copy photographs by Fick Gardner,
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ple shake of his head, appear to accept
and dismiss some particularly egregious
human folly and then, in genuine puz-
zlement, mull it over for some time. He
could gripe about the art establishment
and abour art in gcnl,'r:al_ and he could
talk and write — always with troubled
conviction, about art and the making
of art, in ways that sprang from him-
self but moved quietly into the lives of
others,

These same humane qualities might
be used to describe his art (a mix of oil

1997

and acrylic, canvas, watercolor, paper,
charcoal, pencils, photographs and,
occasionally, writing). It was an art
that was filled with mystery, grace,
vivid beauty and a reverence for among
other l]ungs: the natural world, the
human form, the ability ro make
marks, the life of Christ, the best art of
the past, the integration of hand with
heart and the fumbling creative path
that each of us makes to le,'ln'cr}'.
Charles’ virtues — a Boy Scour list
of kindnesses, reverences, loyalties and
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Charles Schorre

Ch

5 Schorne, March 1975

determinarions | don’t think came easi-
Iy to him. My sense is that they were
challenged by his energy, his humor,
and his unique brand of Cuero, Texas,
macho — a gentle gutsiness that could
put one at ease, but that certainly,
often, went to work on his sweeter side
with a devilish glee.

All of this is to say that he was re-
markable and that he is missed. There
WEre certaimn [hin].;:. it seemed thar 11|I|§'
Charles understood. Many in the
Houston community sensed this, and

nd

David Braver in his MovIng L'piltaglul: o
the book describes this influence well.
(See sidebar.)

Charles Schorre was born in 1925
and grew up in the small town of
Cuero, in south central Texas, He
artended The University of Texas,
married Miggie Storm in 1948, and
went on to dual careers in art and
L|t'slgn mn Houston, He I.IILH]II at the
Museum of Fine Arts and for a time
at Rice; he had a wonderful marriage,
raised a fumil}', showed his work and
was an integral and pioneering member
of the Houston art community.

For all the reasons one might want
1o own a piece aof Schorre’s art, it
makes sense to acquire this beautiful
book. In a very appropriate way,
Charles Schorre describes the work,
the place the work was made and the
human being who made ir.

His career was varied: a mix of
painting and drawing, multi-media/
phutngr.lplug‘ g‘[nﬂ;l}u', gr.lphig‘ art and
design. In this book, each is given cre-
dence. Charles was of a piece, with one
aspect of his creative life moving easily
nto the next. Just as his studio was set
up to enable him ro move from project



to project, 50 too, the book moves —
from interest to interest, from infor-
mative text, to Schorre’s impassioned
Musings, to the art, to the studio, to
photography, to family — all bound
together by an enormously effective
design.

The book dg'.t.ig_n |1y Jerry Herring,
Rick Gardner’s photography and the
various texts and interviews by
Herring, Anne Tucker, Jim Edwards,
David Crossley, Geoff Winningham,
David Brauer, Lew Thomas and others,
are visually integrated in ways that are
reminiscent both of Schorre and his art.
The book’s diversity makes sense. It is
profusely and imaginatively illustrared.
The text, which dips in and out of the
book, begins with a overview by Anne
Tucker ng".l;rihing the man, his art and
his place in Houston, And we dive
then, quite precipitously, into the rabbit
hole that was Schorre’s studio, a place
that David Crossley suggests should
become a national shrine — a gorgeous
multi-leveled warren of color, form,
treasures, nooks, photographs, books
and pockets that Rick Gardner, who
knew Shorre well, ]ﬁhutul.',r;iph-i with
skill and sensitivity. These photographs
Herring collages and butts together,
much in the way that the various bits
and pieces of the studio itself seem to
merge and repeat in theme and varia-
tion, and reminiscent also, of the way
that Schorre’s art itself was construct-
ed. A more formal and quite informa-

) |
Rick Gardner, Charles Schorre’s studio, 1996

tive text by Jim Edwards follows that
puts the work in both cultural and art
historical context — an essay ﬂ}w‘"“
that is filled with reproductions. And
we enter Schorre’s life as a teacher —
class descriptions by Schorre himself,
hand-written course notes taken from
\"I.I.I'.II."I“N‘ COMMENts .II'II:] an f.'l'!ﬁ'r};l.:tit
remembrance by Geoff Winningham
which deseribes his experience of
Schorre’s generosity as a teacher.

And the work: first, examples from
his time as a designer. He worked for
several businesses, won many awards
and after a while, when the pressures
got to him, worked only on his own
terms.

He was a phntngruphcr_ He often
used photographs in his Pages of
Books Unpublished (his monumental
ongoing photolcollage project) and he
used them as well in his design. Clearly
his oddest work and his straightest
photographic work was his Arist’s

Handbook. a gridded series of photo-
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graphs of artsts, friends and artworld
people with their hands cupped at the
sides of their faces — looking either
defenseless and cute, mock combative,
belligerent or peaceful. Some fine quick
portraits come out of this work. But
the cumulative effect of all these fairly
SErious pu::pir;
Rauschenberg, Gary Winogrand,
William Wegman, Saul Bellow, Barbara
Rose, Donald Barthelme and Robert
Motherwell as well as a fair representa-
tion of the Houston art community,
similarly posed in such an odd way, is
fascinating — and daunting. [ think the
project was an ice breaker of sorts for
Charles — a way for him to learn new
things about the people he was pho-
tographing. Time, thought, relationship
and the differences and similanties that
we possess come into play. A publica-
tion of this work in its entirety would
be fascinating.

As would a publication of the Pages
from Books Unpublished — a sequence
of work that combines the concerns
outlines above in graceful, surprising
ways — short lyrical visual stories
thar read well mdl\'idu.‘lll}; but when
sequenced, grow and build into an
enormously effective body of work. All
of his interests are dealt with — from
mark-making, to desert work, to
nudes, to cruciforms, to birds, apples,
bones and shells, to landscape, trees
and the use of vivid and celebratory
color.

names such as Robert

Charles® art contains many aspects,
but a sense of expanding energy, a cele-
bration of SECINg and hr,-ing, of \]l,'li].{hl
in the things around combined with an
exploration of the mystery within, best
defines the spirit of his art for me. And
Pages from Books Unpublished distills
this.

Reproductions of Charles’ paintings
and drawings follow. The reproduced
scale of the paintings is unavoidably
deceptive in ways that the rest of the
book is not, largely because his paint-
ings have so much to do with physical
impact. Charles® paintings are a senso-
ry experience — large, enveloping —
wild with color and space — or alter-
|1:ah'-.'l:]}' Crisp, hrntadi.nb; in a way that
suggests the religious connotations that
night skies can imply. One flies through
[]'IL'lTl. transptarl‘ugl I‘!' C(BIUT d”(i .‘i"\.'l'l'lh['li:
diptychs, triptychs, cruciforms and
always, that kind, electric color.

There are pointed titles. Charles was
a good writer, whether in marginal

Rick Gargner, Charles Schorre's studio, 1996

notes in his collages or in prose-poem
essays, words were important to him
and he used them wel
e55ay 15 ht;lpfnl on all this work —

. Jim Edward’s

particularly on Schorre’s grear gift as
a draftsman: the drawings and quick
sketches that he produced again and
again in his notebooks.

The book concludes with a series of

interviews and reviews that remind one
of Schorre’s QpEnness to il]1p|‘|n'i~..‘l[it|r1
| as work.

I'm quite certain that Charles would
have loved this book. He was an hon-
est critic — and there are things wrong
with any puhhc;arum — bur not many
missteps took place here. He was in-
volved in the early stages of this book’s
design and on the choice of the art.
With his help and with the help of
many, we have a beauty.

A number of people are to be
thanked and l;tmgr;!!u[.llcd for the

— in words as we

appearance of Charles Schorre — cer-
tainly at the top of the list is Miggie
Schorre, Charles’ wife, whom he also
saw as his best critic (see the interview
in the book with Lew Thomas and
James Bell for her enormous influence);
Mike McLanahan and Loomis
S|aughtcr nrguni'f.ugl the Charles

Schorre Project and created an advisory
board of John Bochm, Frec and Berry
Fleming, Lester Giese, Jane Gregory,
Helen Maorgan, Alton Parks and

fallace Wilson, Jr. Qur indebtedness

Rick Gardner, Chares and Miggie Schorre ce
a75.

anniversary, 1
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goes to these people, to the contribu-

tors already mentioned and to the hun-
dreds of others who gave o this book.
Charles’ work and spirit move on.
Charles Schorre serves as access to
both, a touchstone and reminder —
.lll(l an l'[‘]LII.JL'l'II Illlrudm.'[:nn !‘llr
those who did not have the profound
pleasure of knowing him.

Book Epilogue

“Stylistic influence is the most super-
ficial of influences. The greater achieve-
ment i‘n o ‘L‘ﬂ(l] h‘\ "'\:.][1[]3'!.' II‘J\\' one
may become a thinking, funcrioning,
creative being. That is why Schorre
exerted such an influence on so many
|_'||:,‘(11’|||' who were not artists. That is
why so many of his friends needed to
own his work — not as a token of loy-
ey but rather to have a living example

of his method in their privare lives.
Creativity is, after all, a way of being,
not just a way of doing. It has been,
mare often than one might have
wished, a somewhat (|l:\.1]1pm=1[m.|_;
experience to meet an artist whose
works one has admired. I never met
anyone who was not glad to have
known Charles Shorre. In him one was
reminded of the vigor and discipline of
being an artist. Up or down, ill or well,
he went to his studio and worked. He
did what all true artists do, ignoring
thﬂ' ﬂl]l,'tllﬂt“)]'l‘n i1" taste .lllﬂ,l f1l.lrl§.l'1.
He simply did the work.™
David E. Braver, Charles
Schorre, Houston: Herring
Press and the Houston
Artists Fund, p. 200,

Peter Brown is an indepandent
photographer and writer, He lives
In Houston and teaches photo-
graphy in the continuing education
program at Rice University. He first
met Charles Schorre in 1979,
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mative text, to Schorre’s impassioned
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photography, to family — all bound
together by an enormously effective
design.

The book dg'.t.ig_n |1y Jerry Herring,
Rick Gardner’s photography and the
various texts and interviews by
Herring, Anne Tucker, Jim Edwards,
David Crossley, Geoff Winningham,
David Brauer, Lew Thomas and others,
are visually integrated in ways that are
reminiscent both of Schorre and his art.
The book’s diversity makes sense. It is
profusely and imaginatively illustrared.
The text, which dips in and out of the
book, begins with a overview by Anne
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his place in Houston, And we dive
then, quite precipitously, into the rabbit
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that David Crossley suggests should
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tive text by Jim Edwards follows that
puts the work in both cultural and art
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that is filled with reproductions. And
we enter Schorre’s life as a teacher —
class descriptions by Schorre himself,
hand-written course notes taken from
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remembrance by Geoff Winningham
which deseribes his experience of
Schorre’s generosity as a teacher.

And the work: first, examples from
his time as a designer. He worked for
several businesses, won many awards
and after a while, when the pressures
got to him, worked only on his own
terms.

He was a phntngruphcr_ He often
used photographs in his Pages of
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used them as well in his design. Clearly
his oddest work and his straightest
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graphs of artsts, friends and artworld
people with their hands cupped at the
sides of their faces — looking either
defenseless and cute, mock combative,
belligerent or peaceful. Some fine quick
portraits come out of this work. But
the cumulative effect of all these fairly
SErious pu::pir;
Rauschenberg, Gary Winogrand,
William Wegman, Saul Bellow, Barbara
Rose, Donald Barthelme and Robert
Motherwell as well as a fair representa-
tion of the Houston art community,
similarly posed in such an odd way, is
fascinating — and daunting. [ think the
project was an ice breaker of sorts for
Charles — a way for him to learn new
things about the people he was pho-
tographing. Time, thought, relationship
and the differences and similanties that
we possess come into play. A publica-
tion of this work in its entirety would
be fascinating.

As would a publication of the Pages
from Books Unpublished — a sequence
of work that combines the concerns
outlines above in graceful, surprising
ways — short lyrical visual stories
thar read well mdl\'idu.‘lll}; but when
sequenced, grow and build into an
enormously effective body of work. All
of his interests are dealt with — from
mark-making, to desert work, to
nudes, to cruciforms, to birds, apples,
bones and shells, to landscape, trees
and the use of vivid and celebratory
color.

names such as Robert

Charles® art contains many aspects,
but a sense of expanding energy, a cele-
bration of SECINg and hr,-ing, of \]l,'li].{hl
in the things around combined with an
exploration of the mystery within, best
defines the spirit of his art for me. And
Pages from Books Unpublished distills
this.
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and drawings follow. The reproduced
scale of the paintings is unavoidably
deceptive in ways that the rest of the
book is not, largely because his paint-
ings have so much to do with physical
impact. Charles® paintings are a senso-
ry experience — large, enveloping —
wild with color and space — or alter-
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[]'IL'lTl. transptarl‘ugl I‘!' C(BIUT d”(i .‘i"\.'l'l'lh['li:
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always, that kind, electric color.

There are pointed titles. Charles was
a good writer, whether in marginal
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essays, words were important to him
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particularly on Schorre’s grear gift as
a draftsman: the drawings and quick
sketches that he produced again and
again in his notebooks.

The book concludes with a series of
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have loved this book. He was an hon-
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volved in the early stages of this book’s
design and on the choice of the art.
With his help and with the help of
many, we have a beauty.

A number of people are to be
thanked and l;tmgr;!!u[.llcd for the

— in words as we

appearance of Charles Schorre — cer-
tainly at the top of the list is Miggie
Schorre, Charles’ wife, whom he also
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James Bell for her enormous influence);
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dreds of others who gave o this book.
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Charles Schorre serves as access to
both, a touchstone and reminder —
.lll(l an l'[‘]LII.JL'l'II Illlrudm.'[:nn !‘llr
those who did not have the profound
pleasure of knowing him.
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“Stylistic influence is the most super-
ficial of influences. The greater achieve-
ment i‘n o ‘L‘ﬂ(l] h‘\ "'\:.][1[]3'!.' II‘J\\' one
may become a thinking, funcrioning,
creative being. That is why Schorre
exerted such an influence on so many
|_'||:,‘(11’|||' who were not artists. That is
why so many of his friends needed to
own his work — not as a token of loy-
ey but rather to have a living example

of his method in their privare lives.
Creativity is, after all, a way of being,
not just a way of doing. It has been,
mare often than one might have
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known Charles Shorre. In him one was
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being an artist. Up or down, ill or well,
he went to his studio and worked. He
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He simply did the work.™
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Peter Brown is an indepandent
photographer and writer, He lives
In Houston and teaches photo-
graphy in the continuing education
program at Rice University. He first
met Charles Schorre in 1979,
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cation to early and mid-career artists, particularly at a time

2 unknown imagemaker, HCP

enefits from association with the

dsmipstnadenmrdimanitained over these 16 fleeting ve

HIGHLIGHTS OF 16 YEARS AT HCP

1981

(Original lnvitation from Anne Tucker.
What are the benefits for the
photographers in Houston to meet,
organize and form a co-op?

Let's meet to discuss the possibilities.
All photographers and anyone else who
is interested are invited.

The Nude, a two and a half day master
workshop by George Krause,

Early Texas Photographers was an exhi-
bition of photographs from the collec-
tions of the Harris County Heritage
Society, the Houston Metropolitan
Research Center and the Houston
Public Library.

Messages from Earth — national juried
exhibition. Jurors: Ed Hill and Suzanne
Bloom. The show supposed the possibil-
ity of sending the group of photographs
into space as “messages from Earth.”

1984

HCP held its first board retreat and
writes its mission statement:

Houston. Exhibit of work done by pha-
tojournalists living in the Houston area,
curated by Wendy Watriss.

Photejournalism: Some Current lssues,
lecture by Wendy Watriss.

Landscape Photography, field trip with
Peter Brown, instructor.

Wednesday, October 14, 1981
6:00 p.m. Paradise Bar and Grill
Please pass on this invitation
and please come.

Founders organized

Houston Center for Photography
(HCP), with Paul Hester elected as
president.

HCP held its first benefit auction at
the Paradise Bar & Grill, December 11.
The auction photographs were installed
at the Rice Media Center the week
previous to the auction.

“HCP and | have buttressed
each other for 15 years.”
Anne Wilkes Tucker

1983 Fellows

(the first HCP fellowships)
Martin Harris

Naomi Bullock

Pamela Morris

The Houston Center for Photography is
a non-profit membership organization
that serves the community as a
resource for educational exchange
throwgh exhibits, publications, lectures,
workshops and fellowships. ur goals
are to provide a forum for critical
diabogue and to encourage diverse
approaches to photography.

A panel discussion on Social
Responsibility in Photography:
(Can Photographers Make a
Difference? Speakers included
Fred Lonidier, Allan Pogur,
Daniel Bustamante and Gay
Block.

Photographing People,
class by Peter McClennan.

1982

HOP moved into its first location at
Bering Memaria
United Methodist Church,

RCP's first exhibition was work by
HCP members.

1983

HCP published its first issue of Image.

HCP moved to current West Alabama
location and hired Lynn McLanahan
(Herbert) as its first executive
director.

Petra Benteler and Frederick Baldwin
conceived the idea for Houston
FotoFest. Modeled after the “Mois de
la Photo™ in Paris, the purpose of this
biennial celebration was to promote
phatography and enhance the growing
cultural reputation of Houston and

Texas.

The Art of Commercial Photography,
lecture by Joe Baraban,

Contemporary European Photography.
Exhibit by 28 contemporary European
photographers, curated by Lorenzo
Merlo.
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HCP incorporated as a
nonprofit organization.

Collecting Photographs, lecture by
Frank Carrell and David Mancini.

Dave Crossley became HCP president.

ACHENT ORANGI = DARLY TEXAS » EX-EMTIONE « BOCHE

TRCHMICAL SERVICE » MK + DEHMIE HOPPER = CALEMDAR

Caast to Coast: Recent Work.
Cantemparary works exhibited
from 34 different photographers
across America.

Jim Lemoine, instructor.

COMMERIIAL
PHCFTOGRAPITY

New Women: New Documents,
exhibit curated by Jan L Grover.

Underlying Questions, workshop with
Ray Metzker discussing fundamental
issues confronting photographers,

Photography Lecture Series, four part
lecture series with Joan Seeman-
Robinson, Anne Tucker and David
Mancini.

Infrared photography, hands-on week-

in New Mexico:
contemporary work exhibition. Sept.
1983 (First exhibition in new space)

The Photographer as an Investigator,
lecture by Betty Hahn.

Hand Coloring Photographs, workshop
by Casey Williams.

Sally Horrigan became
HCP president.

Tom Barrow

Agent Orange photographs by Wendy
Watriss (USA), Mike Goldwater (Great
Britain), Goro Nakamara (Japan) and
Philip Jones Griffith (Great Britain).
Phatographic study of people and
effects of the defoliant agent orange.

Introduction to Portrait Photography,
workshop by Dave Crossley.

Gay Block became HCP president.

Introductions: Judy Coleman and
Barbara Norfleet. Exhibit of artists’
works not previously exhibited in
Houston.

HCP held its Black & White Ball
benefit at the Magnolia Ballroom.
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HCP is one of only a handful of non-p

great nen
means |

some

1984 Fellows
Margaret Moore
Deborah Telatovich
Peter McClennan

Sally Gall discussed Barbara Kruger's
work as shawn at Houston's CAM.

Writing about Photography: A Practical
Workshop for Reviewers, workshop
led by Teresa Byme-Dodge and

Mimi Crossley.

Four Anonymous. “Janes,” female
Houstonians, discussed the controver-
sial video tape, “Dick Talk,” by yet
anuther group of anonymous women.

April Rapier moved from president to
interim executive director of HCP.

Dave Crossley became
HCP president.

“HCP has been central to the
development of my career
as an artist, educator and
curator through a series of
rewarding experiences and
memories dating back to
1987."

Monica Chau

ng photograpfe
of the most j

Gallery space utilized by Children's
Christmas Program in which children
from all over the community came to
the Center, leamed about the histary of
photagraphy, how to use a Polaroid
Camera and then took pictures of each
other. The children created an installa-
tion in the front windows of HCP

Amanda Whitaker became
HCP president.

1985 Fellows
Domith Doherty
Paula Goldman
Stephen Peterson

Workshop on darkroom safety: Risky
Living in the Darkroom by Sharon
Stewart.

Shoji Ueda: Sand Dunes. This Japanese
artist’s series depicted his own surreal-
istic theater of the absurd.

In cooperation with HCP, the East and
West Galleries of Transco Tower showed
“In Space: A Photographic Journey,”
the first large-scale exhibition of pho-
tographs taken for the Mational
Aeronautics and Space Adminisiration,
cirated by Dave Crossley and Muffy
McLanahan.

Ansel Adams: A Tribute Exhibition

Self-Portraits and Portraits of the
Elderly, lecture by Anne Noggle.

In SPOT, Paul Hester wrote about
photography collections in Houston
and around the state.

Aaron Siskind and Linda Conngr.
Retrospective exhibition later reviewed
by April Rapier in SPOT.

Expose: 4th Annual HCP Members'
Exhibition. Exhibition of Houston pho-
tographers in conjunction with the
Houston Coalition for the Visual Arts.

Richard Misrach

3
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country that is committed to showing

Dave Crossley wrote about how
0. Winston Link's obsession with trains
forms a strong social document.

Wendy Watriss interviewed Anne Tucker
about the evolution of photography in
Houston, the museum and photography
in general,

On the occasion of his HCP exhabit,
Misrach about “the Berkeley wars to
the mysteries of Don Juan.”

Discovery Warkshop, workshop led by
Charles Schorre about awareness and
helping parficipants to think about
themselves and their art.

Recording Sexuality:
Photography and Video by Women,

Herman Detering became
HEP president.

Grand Musions: New Format
Polaroids, exhibition of 75 artists.

1987

|

Maggie Olvey provided “a concise histo-
|ty of the photographic print” through
the present in both exhibiton format
and for SPOT.

Richard Wolin looked at the ‘dialectic at
a standstill' in Robert Frank's images.

Fundamentals of
Black and White Photography,
workshop by Jay Forrest.

Slide Show- Photographs from the USSR

The Family/Extensions. Group show,
curated by April Rapier.

1987 Fellows

lill Goodman
Elizabeth M. Grant
Carol Vuchetich

* Houston Center for Photography »
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Mary Margaret Hansen and Carol Gerhandt

1985

HCP hired Lew Thomas as executive
director and Chris Lunceford as
administrative director.

Dave Crossley reviewed the work of
Houston artist Charles Schorre.
l—=r-

Nig Nicosia

Photography and Language,
workshop by Lew Thomas.

Texas 150; New Texas Photography.
In conjunction with the
Texas Sesquicentennial.

Love Letters and Pictures,
lecture by Ed Hill and Suzanne Bloom.

L T

Peter Lehman examined representation
of the waking and dream worlds in
David Lynch's film, Blue Velvet.

One Eye - Group Show. 12 Houston
artists, curated by Jack Massing.



HCP honars its i

for anyane inte

diversity of photography on”afreg

Doug Ischar examined artistic
activism and AIDS.

Gay Block looked at the directions of
the LA Center for Photography and
Twelve Trees Press.

Susan Ressler

1988 Fellows:
R. Lynn Foster
Liz Ward

Paul V. Kuntz

Joan Seeman Robinson wrote about
loel Peter Witkin's photography and
the tradit tained withi

Direct Exposure (DX) community out-
reach program begins through the
efforts of Ben DeSoto. Darkroom
installed at Ripley House.

HCP with support from the City of
Houston Department of Aviation and
Continental Aifines, presented the
first Windows on Houston public art
project to be displayed at Terminal C
at Intercontinental Airport,
coordinated by Janice Rubin.

Included works not previously
exhibited in Houston using an
8§ x 10 inch Deardorff view camera.

HCP showed The
Other, curaled by
Cynthia Freeland.

Know Your Camera,
workshop by
Bill Frazier.

lenny Lenore Rosembaum reviewed
Japanese avant gande video.

Bill Frazier, Joan Seeman Rabinson,
David Lazar and Stankey Moore wrote
of their impressions of FotoFest ‘8.

1989

HCP hired Michael DeVoll as

Dick Arentz

“| think that HCP is the
most important and acces-
sible institution for mid-
career photographers and
artists. A marvelous source
of exhibitors, books, work-
shops and advice.”

Keith Carter

Haollis Frampton

Breath-Taken: The Landscape and
Biography of Asbestos, photographs
by Bill Ravanesi,

HCP entered NEA Advancement
Program.

Anne Rowland

SP@T

FALL 1567

it It has been a lively forum

Bruce Gilgen

Japanese Women Photographers from
the 50s to the 80s exhibit.

HCP hired Jean Caslin a5 executive
director. Clint Willour began a
two-year term as president.

4 x 5 Photography, workshop by
Jim Estes.

Batty Lea

HCP showed Beyond Permission
corated by Geoff Brume and
R. Lynn Foster.

Three Hungarians; Work by Tibor
Varnagy, Istavan Halas, Tsuzsi Uj
curated by John P Jacob.

Paul Vanderwood studied the stories
behind the picture posteards from
along the Mexican-American border.

SPOT featured reparts on
Photography and Conflict in Central
America and the 150th anniversary of
photography.

Reinventing the World: Photography
i curated by
Jean Caslin and Elizabeth Claud.

Anne Rowland: Photographs.

Color photagraphs incorporating
self-portraits with projected images
of famous people.

= Houston Center for Photography *
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eater depth and

ar museums have ll'it“?ﬂf.’.l’l'.‘l'r,

HCP showed Beyond the Image.
curated by Robert Blake from the
Intemational Center for Photography
for FoloFest.

Lonnie Shavelson: I'm not Crazy, | just
Lost My Glasses exhibit.

Digital Phatography, a traveling exhi-

bition from SF CameralWork, curated
by Marmie Gillett and Jim Pomeray
““HCP has been like a good
Pinhale Phatography, workshop by friend who has stuck with
Linda Heitcamp Gabbard. me through the thick and
thin of my growth as an
HCP initiated Artists' Access artist and teacher.”
Macimtosh Grants Cara DeBusk
Doug Ischar looked al how
Judith Crawley's photography
‘reclaims realism.’
Margo Reece examined how
Dennis Hopper's films, “challenge ...
Hollywaod conventions,”

HCP began
programming
of Gallery X.
George Blal-w:
The Phatographic Book:
Documents of our Time, curated by
1989 Fellows:
Amy Blakemore
Monica Chau
Ben DeSoto
Elbert D. Howze

HCP held Photo Fiesta:
Benefit at Magnolia
Ballroom.

Joam Morganstern begins
 three-year term as
president of HCP:

e 1

Pl
Scottie Stapleton

Hans Staartjes
delved into the
photographs of
John Piahl.

Sage Sohier

Esther Solondz
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organizations

Christopher Hillar: Computer
Graphics, an exhibition of computer
art by a Tth grade student.

Suzanne Bloom and Ed Hill examined
the issues raised in HGP's exhibition,
The Landscape at Risk.

1991

George Krause, Peter Brown, Ed Hill,
Suzanne Bloom, Geoff Winningham

o

¥

The United Way and HCP joined forces
to exhibit See the Difference the
United Way at the Galleria featuring
15 Houston photographers and 26

Lorie Novak

“l would characterize
HCP as an extraordinary
place to be connected
m"l

Jeannette Landrie

SPOT contained a series of articles
written by artists, art historians and
scholars that addressed some of the
issues of the phatographic object.

Mark Petr examined the work of
Loma Simpson.

o
Martina Lopaz
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HCP held Birthday Blow up Bash at
the James Gallery celebrating the
organization's tenth anniversary.

Keith and Pat Carter looked at Felix
“Fox” Harris in one of six articles to
examine the status of folk art in the
modern world.

Level But Not Plain;
European Landscapes,
curated by Hans Staartjes.

Fantastic Voyages,
curated by Chnt Villour,

Dore Gardnar

Jean Caslin, Michael G. DeVoll, Adele
Homne, els P. Highberg and K.
lohnson Bowles examined issues and
artists working in “related media”
that share photography’s ability to
freeze life’s fleeting moments in time
for later evaluation and enjoyment.

Kathy Grove

1992

DX updates darkroom at
Community Arfists’ Collective
with the help of Ceorge Krause.

|

Paul Berger

HCP commissioned and presented the
project by Lorie Novak and composer
Elizabeth Brown, Collected Visions, a
multi-media exhibition.

Ed Osowski began a four-year term
s president of HCP

i S
exhibit by Rene Sulira.

1993 Fellows:

Ann Stautherg

Bill Thomas

K. Johnson Bowles
Osamu James Nakagawa

* Houston Center for Photography
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1990 Fellows:
Margo Reece
Scottie Stapleton
Sonia Yi

Elise Mitchell Sanford

With funding from an NEA Special
Exhibition grant, HCP showed Tseng
Kwong Chic The Expeditionary Works
during FotoFest.

Anne Tucker, David Jacobs and
William Camfield discussed the issue
of censorship in the arts as framed
by the trial of Dennis Barrie and the
CAC in Cincinnati.

Michael G. DeVodl, Peter Harvey and
Nels P. Highberg reviewed the effects
of that thing called TV.

nized by the Photographic Resource
Center in Baston, in the main gallery
and Impressions of an Enduring
Cutture by Anna Strickland in Gallery
X This was the first major exhibition
of Mative American photography ever
exhibited in Texas.

HCP displayed Keith Carter's

On Higher Ground. This investigation
of life along the Mississippi Delta was
funded by Texas Commission on the
Mrts.

Ben Edwards

HCP was important as a center from which the photographic arts community could grow and

Cara DeBusk looked at the
“aura of mystery and mythology™
produced by Mike and Doug Star.

Darkroom installed and DX classes
presented at Hester House,

Joan Morgenstern began a three-year
term as HCP president.

Tseng Kwong Chi

1992 Fellows:

Cara Catherine DeBusk
Radislav Sinyak

Fannie Tapper

Zig Jackson

SPOT received recognition in two
categories from the 1993 Women in
Communications Matrix Awards.
Co-editors Marlee Miller and
Maggie Olvey and designer Jim
Tiebout attended the ceremony.

Terry Doody explored the benefits
that continue to be reaped by
students of Susan Sontag.
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teaching photography and raising the
self esteem of pre-adolescent girls.

The Community Artists’ Collective,
HCP and the Houston Women's
Caucus for Art cosponsored
1 Remember it Well, an installal
by Pat Ward Williams at CAC.

Picturing Asia America

Otilia Sanchez responded to ques-
tions surrounding the artistic tenets
of the American Indian in two articles
devoted to multiculturalism,

Vicki Goldberg reviewed the MFAH's
Photagraphic Colecton: Tradiion and
the Unpredictable.

“HCP makes courageous
and unusual decisions to
show different types of pho-
tographic work, especially
that of emerging artists
who otherwise would have a
hard time making a first
step into public view.”
Bastienne Schmidt

Suzanne Williamson

The group show Digital Dramas that
featured Texas artists opened at the
Arfington Museum of Art. The show,
cosponsored by AMA, the Texas Fine
Arts Association and HCF, traveled to
Austin then to Houston.

HCP halds The Transparent Ball.
No one showed up (as planned).

FotoFest, HCP. the Houston Art
Dealers Association and
DiverseWorks organized

| Photography Houston/Spring
"9, a ten-day photographic
extravaganza, to coincide with
the fourth Women in Phato-
graphy Conference. The confer-

About Faces: Approaches to the
Portrait, curated by Clint Willour.

HCP hosted Picturing Asia America:
c ities, Cul Dif
curated by Monica Chau during
FotoFest.

A Joumey from Documentary to
Digital Phatography, organized by the
Calfornia Museum of Photography.

Jo Ortel, Peter Brown and
Ed Osowski reflected on isues
raised at FotoFest '94.

HCP debuted an the World Wide Web
with the help of Sense Interactive
Multimedia, run by longtime HCP
friends Dave Crossley and Jeff
DeBevec.

" ence hosted by HCP, held on the

Marlon Fuenies
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“HCP has continued to
nurture the photographic
communities in Houston."

Wendy Watriss

A peer grant panel of
the Cultural Arts Council of Houston
characterized HCP as
“ .. a very impressive organization,”

HEP paid tribute to Maggie Olvey
(1952-1994) one of its founding mem-
bers with a Gallery X exhabit of her
work. Olvey served several years on
HCP's Advisory Council and co-edited
and wrote for SPOT.

Pedro Meyer

“*As a photographer, it's
important to get your work
out so people will see what

you do. The programs at HCP

provide a great opportunity
for a broad range of artists’
work to be seen by a knowl-
edgeable (and new) public.”
Henry Horenstein

* Houston Center for Photography e
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| University of
Houston campus, HCP exhibited The Visual Diary;

| attracted over 300 Women's Own Stories. With funding
participants. Carolyn provided by the Anchorage
G. Heilbrun from Foundation of Texas, HCP initiates
Columbia University Girls” Own Stories at Grady Middle
delivered the School. Cara DeBusk, Marie
heymote address. Herandez and Robin Reagler co-

taught the classes with the goals of

Gus Van Sam

1994 Fellows:
Janna Fullbright
Cynthia G.
Rodriguez

Ko Yamada

Jo Ortel discussed
the role of the issue
of quality in percep-
tions of the pho-
tographs in HCP's
exhibit Message

Reaa Tayir

Nancy Solomon, Marlee Miller,
Carolyn Heilbrun and others provided
their perspectives on the Fourth
Women in Photography Conference.

Holly Hildebrand looked at Bimey
Imes’ work and the methods he

employed in capturing vanishing

subcultures of the South.

Direct Exposure: An Exhibition of
Student Work from HCP's Community
(Outreach Programs.

Roden, an exhibition of black-and-
white photographs by Lowise Serpa.
The Women Series, an installation by
Gwen Akin and Allan Ludwig.

t: Fi
Gwen Akin and Allen Ludwig
HCP hosted Bring a HCP curated Windows of Wonder at
Friend Luncheon to the Clinical Care Center of Texas
introduce new faces Children's Hospital.
to the Center's
activities. The Contemparary Arts Miseum of
Houston hosted a retrospective of
Andre Serrano with a reception at
HCP and lecture at Rice University,
cosponsored by HCF:
1995 Fellows:
Marilyn Brodwick
Claire Chauvin
Billie Mercer
Judy Sanchez

John Reuter



Girls' Own Stories became part of
ongping summer classes at MECA.

Mutti-year Girls” Own Stories program
began at Conley Elementary.

Luis Mallo

HCP held its 15th Anniversary Party at
Gremillion Fine Art.

David L. Jacobs interviewed Andres
Serrana on inspiration and the
evolution of Serrana's work.

“HCP has been and
continues to be an
important presence
in the cultural life of
Houston.™

Wendy Watriss

Stories classes presented at Qur Lady
of Guadalupe Elementary.

Ongoing DX classes through Childress
Foundation Academy began at
Northbrook High Schoal.

HCP cosponsored Aspects of Identity
by Jan Watten at the C.G. Jung
Educational Center and Portrait
Narratives by Jonathan Sharfin at
HCP.

Picture This, work by students from
HCP's outreach programs.

The Wall Street Joumal
acknowledged HCP as

““a much coveted sponsor
for emerging and
mid-career photographers.”

Archly L

HCP's third annual exhibition of Latin
American work, Myths, Dreams and
Realities in Contemporary Argentine
Phatography, was held in conjunction
with the Pan American Cultural
Exchange.

Jeannetie Landrie

Fermando Castro reviewed four
FatoFest "96 shows that raised the
question of the future direction of
landscape photography.

Don Bacigalupi offered his thoughts
on the phatography of Joha Dugdale.

Fazal Sheikh: New Work.

Black and white documentary series
on refugees in Africa and

Rabert Fynt: Compound Fracture.

s, Gk Samwnels, Jelkm
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Margo Machida, curator of
Asia/America: Ientitis in

Cot PRy
spoke about the issues of transcul-
tural identity facing Asiam artists at
the south central regional Society for
Photographic Education Conference,
organized by HCR

Donna Reidiand Bourret

“HCP is a link between
emerging artists and other
institutions such as muse-
ums. HCP is an important
stepping stone.”

Bastienne Schmidt

Robert D'Attilio
reviewed, analyzed and
dismantied different
aspects of Tina Modotti
and her Philadelphia
Museum of Art

HCP's 1997 Benefit
Auction was held at

Girks” Own Stories classes began at
1. Will Jones Elementary.

DX classes began at Carmegie Library.

The Center emerged from CACHH's
Stabilization Enterprise Program with
a grant that will aid HCP in fulfilling
its Vision 2000 plan.

1997 Fellows
Bennie Flores Ansell
lesse DeMartino
Jeannette Landrie

* Houston Center for Photography »
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Heidi Kumao

Eoring

Eduarde Murioz

Eric Davis reviewed Metamorphoses:
Photography in the Electronic Age at
the Blaffer Gallery.

Mew Tipologies. A group exhibition
of work in which the artists produce
sets of images of similar subjects.

“Photographs are the first
thing — and are likely to
be the only thing — I've
ever collected. Almost

—

John Dugdale

HCP showed Peruvian Visions by
Milagros de la Torre and Flavia
Gandolfo and Fragments of Death by
Bastienne Schmidt

HCP entered into the Stabilization
Enterprise program of CACHH under
which the Center created a three-
year strategic plan.

1997

The Medicine Show, conceptual and
documentary projects about medical
science and representations of the
body, curated by Jean Caslin.

Talenito Bilingue de Houston
darkroom installed and elasses
presented through DX program.

everything on my walls has
come from HCP's photo
auctions. | grow in confi-
dence thanks to the good
eyes of the auction's selec-
tion committees.”

Jeff Millar

“I'm look forward to an
additional 16 years —
for us both!"

Keith Carter



EXHIBITIONS

Selfportrail (Aciress)/after Catherine Deneuve 1,
1996

Yasumasa Morimura: Actor/Actresses,
Contemporary Arts Museum,
Houston

May 10 - June 22, 1997

Ed Osowski

Few Houston spaces summarize a cer-
tain downtown New York look so
successfully as does the Contemporary
Arts Museum’s (CAM) recently re-
opened and expanded Perspectives
Gallery.

Dawn a flighe of stairs which awk-
ardly brings the viewer to the exhibi-
tion space one finds bare concrete

floors and walls. Heating and cooling
devices and lighting equipment cross
the unadorned ceiling. This space,
hard and [mlgh and far from neurtral,
declares itself to be the sort of space
where looking at art is
to be done seriously.
By extension, this is

deliberately blur the boundaries that
separate high from low, serious from
kitsch. By using himself as the model
and as the subject of the photographs,
Morimura also places his work within
the recent tradinion of self-reflexive

image making. Most obviously, because

Morimura is a man, his posing as a
woman raises the issues of androgyny,
role playing, gender stratifications and

the male gaze imposed upon the female

subject. As an Asian, Morimura also
entertains the subject of how Western
concepts of beauty and publicity are
understood when filtered through
astern sensibilities.”

“Yasumasa Morimura: Acror/Ac-
tress™ consists of works made in 1996,
The actresses represented, however,
cover over six decades, from the 30s
and 40s — Marlene Dietrich, Greta
Garbo — through the 50s and 60s —
Elizabeth Taylor, Audrey Hepburn-and
into the 70s and 80s — Liza Minelli,
J[Hiit' Foster, Brigut[c Bardor. Mori-
mura limits his attention to that period
of naive cultural awareness before the
ability of the image to shape percep-

ti(1|]‘\' ﬂﬂd to (UI'I[T{TI J,‘IrH:l,'t;It.l(IF'l‘i
became as well articulared as it has
been in the past ten years. He rakes as

a space where the art
shown is also to be
1-'IL'.(.'[1 .‘|L'|‘|Ull.‘1]:-'.

To inaugurate this
expanded space CAM
Senior Curator Dana
H

en has assem-

bled a selection of 26
photographic images
by the Japanese photog-

rapher Yasumasa Mori-
mura. Yaswomasa Mori-
mrura: ActorfActresses is
an exhibition perfect for
its space and perfect for
how it summarizes the
aesthetic which accom-

panies the downtown
New York space.
Morimura's works
are free of humor or
wit. While they play
with the conventions of
Hollywood glamour and
publicity imagery, they
do so with a profound
sense of gravity and weight. These
works proclaim their seriousness first,

by their size: 18 of the photographs are
nearly three by four feet or larger. They
are derivative and referenrial in the best
meaning of post-modern appropriation
and quotation. Morimura works with
]{L'l'l'l AWArcness (Bf rhl' \'I.‘illi’l] PTL'CL‘dL'an
that underline his work. These images
attempt to make high art from the
materials of low or popular art and

Seifportrail (Actress) after Ayvako Wakao, 1996

his starting point a visual hi!it{ll’:\' when
imagery could be viewed innocently.
With great attention to makeup and
costume, ]igllting and sets, he recreates
the look of publicity photographs.
Here is Rita Hayworth in “Gilda.”
Here is r‘.udrg‘}' Huphuru in “Breakfast
at Tiffany’s.” Here is Liza Minelli in
“Cabaret.”

Upon such examination one realizes
that the model is not Hepburn or Fos-
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ter or Minelli. Morimura rakes the
look of publicity photographs, the
black and white glossies thar would
have been di'ip‘;l!‘i_'[l in a movie thearer
lobby, and explodes their size. In five
cases, the photographs are larger than
four h}' six feet, |:\11'};|_'r1 thar is, than a
lobby poster. Morimura is quite adept
at role-playing: he becomes she; the
actor becomes the actress; the photog-
rapher becomes the object photo-
gmphcd'_ the person |[H1L‘1n_1-, becomes
the thing looked ar.”

Morimura captures a look a pose,
an aura that is culturally described as
female. What he goes on to ask is

whether femaleness lies ar the center of
his subjects or whether it is a cultural
something that can be
put on and then taken off like a wig
or a gown. The viewer immediarely
knows that this is not a photograph of
Elizabeth Taylor in the role of Maggie
the Cs
Whar Morimura wants his viewer to
notice is that originality is not what de-
fines these actresses. They are fictions,
packages of glamour, creations of
desire, objects of lust; all artificial signs
of the w:

construction

rs mass (Western) culture
portrays worman.

|

Self portrait (Ach

:)/after Audrey Hepbumn 2, 1996

It may be appropriate to call posing
as the act that defines both the art and
the creative spirit of the 1990s, The
restless shifting of self from one idenri-

ty to another, each one scriptless and
impermanent, none more meaningful
than the next, is the cultural and psy-
chic condirion within which Morimura
waorks. If there is a crisis at the core of
the Western definition of the self, no
artist better visualizes it than Mori-

= Houston Center for Photography +
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e idin,
Sel-portralt (b/w)/after Liza Minel,

1996

mura and his actorfactress photo-
graphs. These are works that are delib-
erately hollow and empty, thoroughly
abstract despite the concrete trappings
with which he costumes himself.*

PDOtnDl(‘E_

1. Opening simultaneously in the upstairs Eallery
with the exhibition under review was
Finders,/Heepers celebrating CAM's approaching
S0th birthday in 1998, If memory Serves me one of
CAM's most successiul exhibitions was its 1981
survey of Ansel Adams' career of Adarns and
the West. Yet the Adams” exhibition is not dis
wssed in the accompanying catalogue nor is anmy
thing by Adams among the works on display. One
suspects that Mofmura-and the aesthelic he répre-
sentswill be remembened differently when CAM cel
ebrates its 100th anniversary.

2. Friis-Hansen links Morimura's cross-dressing
sirategies to the tradition of the Kabuki the
which, beginning in 1629, men played women's
nobes and attempted to create idealised or abstract
wversions of the woman (catalogue p. 4.). Seif
Portrait Actress)/after Ayako Wokao refers to the
Kabuki trasdition well a5 to the history of
Japanese woodHdock prints of theatrical performers.

3. Morimura’s photographs are not
homages to photographers from
Hollywood's golden past, The titles
of the pholographs néfer to the

upin whom the self-portrait
s modeled and amphasizes both the
self-reforen and the low art ori
gins of these works. Chuck Samuels
| series of appropriated female

%, Before the Cameva, 1990,
(shown at HCP 1992) refer 1o the
male photographer Samuel's paro
dies in the tithe of each work (Affer
Bullfock, Aftar Man Ray) Samuel’s’
sirategy saems much less ambigu
ous but somehow more ambitious
than Morimura’s. Samuels charges
his works with inony and wit and
politica @nd historical Currency.

Fl=iiet

4. Comparing Morimura’s
Actor/Actresses Images to
Sherman™s Unfitled Fitm Sills series,
made early in her career betweaen
| 1874 and 1980, serves (o lessen
Sherman™s achigvement. Even today
Sherman's small black-and-white
images have a crispness that seems
beside the point 1o Mofmura, While
both Sherman and Morimura engage
the viewer in a cullural critique, for
Sherman the idea of examining
woman's culturally defined place
through staged,invenied stills from
imagined movies has a currency that
seems. gone by the time Morin
created his project. The small size
of Sherman's images repaating the
siza of black-and-white glossy puldici
ty 5 formedy wene displayed in movie lob
bigs raises the queston of how steneotyping and
role casting have made women small. Their size
also Torces to @ much more intense
visual experience, something Morfimura approaches
in a grid of black and whita "glamaur” portraits
Sherman engages her vigwer with the implied nar-
rative of her images; for Morimura, telling a story
seems beside the point. And if it is the frisson
of gender bending that one wants, Monmura's
phatographs seem beskde the point when Robert
Mapplethorpe's 1980 SelfPovtrait in furs, curly wig
and makeup is recalled
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A Review of The 5th National Women In Photography Conference

Transforming the Mirror

Jo Ortel

Transforming the Mirror, the Fifth
National Women in |'|1=1Tn§',r.1ph}

Con-
ference (WIP), convened earlier this
summer in Boston, Massachusetts. This
is the first conference since the highly
successful one held in Houston and
sponsored by Houston Center for
Photography in 1994." Begun in the
carly 1980s as a grassroots effort, the
conferences continue to be ad hoc, held
'\\'II n -'If]ll '\.'-'hl']'l.!\ -1 ."'I:\.' !."r['l'l]r‘ (If oner-
getic individuals rakes the initiative ro
organize and host one,

There is, however, nothing amareur
about these affairs. This year's confer-
ence, like its ]1rq_'gh_'\'ux'\nr';_ was [huugh[-
fully planned and impeccably executed.
As its mission statement promised, the
conference encompassed the many gen-

res of photography and focused on the
concept, creation and n'l;d:prinu of the
photographic image at the turn of the
21st century. Panel topics ranged from
the historical to the contemporary, cov-
ering everything from the relationship
of photography to other media, to the
role of women as objects and agents of
the camera, and beyond, to the impli-
cations of digital technology in contem-
porary photography. Portfolio reviews
ged thus c]ffcnl'lg Artises
the opportunity to have their work
examined by curators and dealers. In
addition, over 30 area galleries and
museums held exhibitions that dove-
tailed with the conference.

Diane Meumaier gave the keynote
address on the first evening.” Wide-
ranging, her talk characterized the pre-
sent as an open historical moment, ripe

were also arra

with both opportunities and obliga-
tions to think anew. One observation

I as an historian and critic found par-
ricularly striking concerned the lack

of critical analysis of feminist imagery.
Neumaier remarked that feminist art
historians and critics |_'u1'n'nt|:\.' SeCTm
more interested in deconstructing
dominant cultural production than in
analyzing and critiquing the alternative
work feminist artists are creating.’ S
called for more attention to ;«'{'If—rcprl,'—
sentation, to attempts at defining our-
selves as subjects. | would argue thar
because representation in all its forms

ne

produces social reality, feminist criti-
cism and analysis is needed on alf
fronts. Still, her observation is tren-
chant and her point well-taken. We
nL'L'd o :I'L'r‘1JL'LI‘| our .'I“L"IIIiLH] an con-
temporary feminist art.

Neumaier's assertion that TEPresen-
tation is at the hearr of all struggle
resonated through the entire confer-
ence. Two sessions in ]Jtlri'ii,'lll,lr, “Live
Bodies™ and *The Threat of Feminist
leconography,” addressed aspects of
women representing women. Panelists
in “Live Bodies,” for r,'\'.imph-,
responded to the question, “Why and
how is the body presented as an active
instrument of performance rather than
an object to be recorded?™ Holly Smith
Pedlosky offered her perspective on
women photographers from history.
African American artist Renee Cox

Nancy wrote a large SOS backwards on the pane

Laurie Long, Airpfane 50s from the series Becoming Nancy Drew, 1996

presented her own strategy of reversal,
in which she phnh);:rupim members of
oppre
identities inflicted on oppressed groups.
Susan Jahoda showed her current

sing groups in the stereotyped

waork, which evocatively combined rext
with photos.

In “The Threar of Femmist lconog-
raphy,” moderator and photographer
Barbara Yoshida, performance artist
Carolee Schneemann and photographer
Jacqueline Hayden explored “the ways
in which women's work in-photogra-
phy has threatened the status quo ideas
of sexuality, desire and eroticism.™ In
[1[}' ILIR[}:'I'I'I(‘I'It ﬂ['ld '\[I['I'lL'“'i]i]‘ [{1] I".‘-
own surprise, Schneemann’s presenta-
tion was the most theoretically-sophis-
ticated and challenging of all those thar
addressed women photographing
women, H(![ld a5 maost nl" tl'll','n] WCre.
Schneemann’s work has been dismissed
as I.‘\ mrns oo w

angry and/or too

artentive to the
male gaze and
exploitive of
women. And, as a
multi-media artist,
her rl'Lllilrll'ul'l'i[l [13]
photography is
tenuous; indeed,
her presence on a
p.!m'! at the con-
ference was ques-
tioned by some
“purists.” How-
ever, her com
ments made it clear at least to me that
she is formulating a theory of photog-
raphy with far-reaching implications
and incorporating it into her various
AFTISTIC practices, Schneemann’s uneasy
status in and relationship to conven-
tional mediums, her nonconformity
and the discomfort her work produces

are some l]r‘ r]'IL' re s hl‘r art contin-

ues to deserve close scrutiny.
Narturally, there were m:
significant moments and exciting talks,
including Noriko Fuku's excellent,
theoretically-informed survey of 130
vears (sic) of Japanese women photog-

¥ morg

raphers. Fred Rirchin, too, presented a
stimulating discussion of the “Poten-
tials of the Internet.” Dirawing upon
Donna Harraway and Danah Zohar's
writings, he suggested a framework for
thinking abour the digital revolution,
which he maintains has not yet arrived.
His contention that the new technology
initiates a paradigm shift affording us
the possibility of reinventing ourselves
is seductive particularly for a feminist
audience, though perhaps overly opti-
mistic.

Some may question the continued
need for a women-centered conference,
Vaughn Sills, co-chair of the steering
committee, noted thar .J]thnllull

progress has been made, women's con-
tributions to the field of photography
are still oo often overlooked and
erased. The WIP conferences provide a

torum '\.'-']1[_'['1' womeoen can |'|l|l|d comimau=

Michiko Matsumoto, Yayol Kusama, 1985

nity and talk with one another abour
subjects of special importance to them.
A variety of strategies has been
employed in the past to facilitare this
exchange. In Houston, organizers
L'I“h{.'ddt'lj hl‘L‘iikﬂl“ Li!.\EllNhl(B[1H '\'-'il]'ll'l!

SCSSI0NS [0 ENCOUrage interaction
among attendees. In Boston, this struc-
tured-discussion format was eliminat-
ed; organizers instead chose to estab-
lish an intimate tone by limiting the
number of attendees to 260. This strat-
egy was somewhar |,'|1u|1h,'r]3ru|,hn,'l

because interested folks had 1o be
turned away so the limit would not be
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exceeded. And the lack of formal
forums for discussion meant opportu-
mities for meaningful exchange were
lessened within the conference proper.
The problem c
“Mentoring and Strengthening Iden-
nty™ session in which discussants spukv
of their experiences mentoring women
of all ages, classes and cultural back-
grounds. Visual activist Robin Mela-

ame into focus at the

valin, for ::x,lmplt:, described how she
uses photography as a tool to foster
personal empowerment and promote
change. Conducting workshops
in homeless shelrers and elsewhere, she
encourages women o experiment with
attitudes and positions of power, both
in front of and behind the camera.

Her techniques could easily have been
utilized to build both individual and
group identity among conference atten-

S0OCI

dees; unfortunately, this did not hap-
pen. Instead, we listened and remained
searted in a darkened .1|1||j]ut||g-;1h'r1 an
environment seemingly designed to
inhibit any sense of community.

In the end, this auditorium, where
many of the sessions were held, became
for me a metaphor for the primary
concerns women in photography face
at the turn of the century. In this room,

an elaborate computer screen artached
to the podium controlled slide projec-
tion. However, the screen was sensitive
to the touch — and somewhat idiosyn-
craric besides. Odd as it sounds, pre-
senters were instructed to wet their
finger before pressing the screen when
they wished to advance their slides.
This, of course, elicited laughter from
the audience. “It has to be saliva,”
someone called out when one health-
L‘U‘I]‘ﬂ_‘i[IUH ]er'?-L'Ilt(.'r |',|f(ll_1l]CL'Li a warer
glass, The audience member turned out
to be right.

In this unexpected way, two overrid-
ir1g themes of the conference, the [uul:.'
and technology, were vividly fused.
Increasingly, technology is enabling us
to rethink notions of community and
communication, representation and
identity. That wetted index finger, I sus-
pect, points the way to the prominent
issues for the next Women in Photog-
raphy Conference, when and wherever
it 1ni|,;l1r OCCur.

Jo Ortel received a Ph.D. from Stanford University
and |8 an assistant professor of art at Beloit
College In Madison, Wisconsin,

FOOTNOTES

1. Held June 57, 1987, the Conference was spon
soned by the Institute for Leadership and Change at
Simmons College, with support from the
Massachusetts College of Art and the Photlographic
Resource Center, For reviews of the Houston
Conference, see SPOT, wol, 13 no. 3, Fall 1994

2. Docementary photographer Susan Meiselas gave
the address on the second evening.

3. According 1o Newmaier, ferminist theory,/cntcism
has reached a plateau, propelling photographers to
srmie thie “double burden™ of being photographer
aneously. Neumaser is editor of

51 Photographies

gs: New American Fami
V. this issue p. 25

4, From printed program notes
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Gladness in Remembrance

Looking at Death

Barbara P. Norfleet

Boston: David R. Godine, 1993
141 pages

Secure the Shadow. Death

and Photography in America
Jay Ruby

Cambridge, Massachusetts: The
MIT Press, 1995, 220 pages

Wisconsin Death Trip
Michael Lesy
New York: Doubleday, 1973

Richard Williams

Nineteenth century Americans saw the
ty of capturing a memory. They
discovered that photographs could
memorialize loved ones, preserving the
physical reality of an individual forever.
Photographers recognized this interest
and began to advertise and emphasize
photographic memonals. Soon requests
for photographs began to increase.
l:'l'l"f)'d:l? 'FlL'{]rJll' {T['['l'l I?[Irh rllrﬂl .lﬂ.LI

nove|

urban America wanted to be pho-
tographed. Hundreds and hundreds
of prints were eventually produced,
preserving both individual memory
and smaller pieces of history.

In three |1LI['r|iC;][mlh, I.uufu}rg at
Death, Wisconsin Death Trip and
Secure the Shadow, a specific subject
variable was used as a primary refer-
ence by three separate scholars, This
variable was found to be a common
element in many of the collections
[‘(!\'It."\.‘.‘:.'d h'. th{' dL'IrI-H]r‘i aﬂd .'Lr[fr
considerable research was established
as a caregory capable of supporting a
“genred” division of historic photog-
raphy called postmortem photogra-
phy. This division consists of photo-
graphic representation of individuals
dead or dying and focuses on the
earliest and latest examples of an
art that has not been well received
in the latter part of this century.

The authors found in many of the
historic photographs common tech-
niques were used to support the devel-
opment of the postmortem genre.

i H-'--‘

Standard procedures based on everyd:
19th century photography were applied
with very little deviarion. However,

the use of the dead as a subject matter
held a certain fascination with these
nll[l'l[lf"s,

Steinmetz Studio, Ses Widows Mourning Their Husbands, Pennsylvania, 1942,

In each book, the authors reveal that
19¢h century Americans did not view
death an unusual prospect. Society,
they declared, had become accustomed
to either dead or dying family members
and viewed death as natural and part
of the life cycle. In two of the books,
Secure the Shadow and Looking at
Death, a high infant mortality rate is
noted which produced a particular phe-
nomenon. Parents often refused o
name their newborns until after their
first birthday. These parents, the
authors noted, did not recoil from the
|'|ll'\'i|.1h]l.' l'flit if]\t!.'.id were {I\'L'LI‘_\[[)H]L'J
to loss. In fact, some scholars have
presented this artitude as a significant
cause in the rise of postmortem
photography (Ruby, pg. 52-53).

Adept at advertising, 19th century
American photographers had begun to
characterize postmortem photography
as a way of “securing the shadow, ere
the substance fade” (Newhall, 1982,
pz.’,. ;ll Illh‘L' [l'lf",'l,' P[lHt-”][\rr mn L'{]"L'L'-
tions reviewed in this article noted that
families were encouraged to preserve
physical memories of their dearly

Frank Monaco, from Worm

departed. Distasteful by today’s stan-
dards, this encouragement was not seen
as something morbid or disrespectful.
Individuals
WEIE Encour-
;1g::d not to

see the act of
capturing the
image of “a
l](.'.'ll'!"\' [h'purt—

ed” as some-
thing distasteful
bur as a com-
mon and social-
ly acceptable
form of remem-
brance. It was
19th century
]'!l]ntu}'_r.lp|1;-r\'
who had crear-
ed the “art” of

o

postmortem
photography and American society
who had made it a common practice
(Ruby, pgs. 59-60).

Rural families and poor urban indi-
viduals were not accustomed to spend-
ing money on frivolous photographs.
They would, instead, quickly send for a

of Molise series, Italy, 1952-53.

photographer ar the time of death o
preserve the physical memory of their
child. The pht:ltagr.iphvr made himself

available ar all rimes. He would go o
the home of the deceased or make
arrangements for the body to be deliv
at his studio. He
would arrange the
dress, pose and light
the corpse according to
th‘ W I.\hL'N. :"'ld IIJIIJIL'.\'
of the bereaved, then
execute the photo-
graph. As a further
example of his “care
and concern™ the pho-
tographer would then
help the grieving par-
ents or family arrange
for the burial (Ruby,
pE. 54).

Between the middle
19th and early 20th
CENtury, postmortem
photography did not

change significantly.

Creg

Burial and remembrance services ofren
included stylized postmortem pho-
tographs which
helped the bereaved
1111L| ial]l]\\'l'ti Lli.‘-[.'ll'l[
relatives a chance 1o
participate in ricual
burial customs.
“Funeral pho-
[nj.;r;aphs may be the
only way in which
[i I\ [TIL'I“h{'rH &l'r.l-
arated by grear dis-
tances (and the
majority of the
Americans at this

time were immi-
grants) can partici-
pate in the EFevIng
process.™ (Ruby, pg.
175).

Also, during this
nme, 11:,'\.1.':.\\.'11”313'
dearhs, such as thar
of a president or a
notable citizen, were being memorial-
ized with photographs. People could
request individual photos of these
famous fallen heroes with images pro-
duced in either a living or dead refer-
ence. Formal memorials that suggested
the importa
were often found in American homes.
This practice, the authors noted, led to
the solid establishment of postmortem
photography as a culwural event.

Changes in the world of medicine
along with the decline of infant mortal-
ity resulted in a sudden culrural
change. Americans began to accept the

ce of these individuals

inevitability of death as a negative
aspect. They saw their children survive
serious infections that had devastared
earlier societies. With this decline came
a change in artitude toward post-
mortem photography (Norfleer, pg. 13).
Barbara Norfleet concentrates on
the p]'l(!t[l!.'.r.lphiq,' exhibition entitled
Looking at Death held in the Carpen
ter Center for the Visual Arts ar Har-
vard University. Norfleet focused more
slgniﬁg‘.m[l}' on pa\'n,'hn|ngi|;uf varia

bles
that relate to death and grieving. Her
book, a pensive glimpse at something
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she calls “this most natural event in
our lives”™ highlights attitudes that have

arisen over the decades concerning
death.

Norfleet believes thar different cul-
tural and social customs help individu-

als signify the meaning of death. Her

emphases on good death, staged death,
violent death and memorialization
illustrate different psychological atti-
tudes concerning the way people die.
I'I‘L'f L'th-lL.l' llr‘ I‘|'||l'\||'|||||1!." |I|'||1'||"|k'|||
photographs that are unusually grue
some and indelicate persuades the read-
er to examine his or her attitude con-
cerning different ways that people die
and the inevitability of death in gener
al. A prime |'x\n11p|q_' of this can be
found in the published photograph of
the mutilated body of Benito Mussalini,

Norfleet highlighted the photograph
of Mussolini, along with other pub-
lished illustrations of suicide, murder,
infanticide and accidental deaths to
L'|!1p|l,:\i,'|_' a slow but Progressive trivi-
alizarion of death. Her use of _1'_|.1ru||_'.|).'
morbid postmortem phatographs
forces the reader to observe the effect
that vielent modern society has on the
acceptance or denial of death. This
observation, along with her text, sug-
gests that death is nor only something
SOCIEty has trivialized but also some-
thing which is often denied. It is this
slow trivialization, she reveals, thar
allows individuals to develop inhibi-
tions about death

The gathering of the Carpenter col-
|-L'|_'[|(I[1 .lla(l [hl' .lLl'iI]ﬂ]'\'\.IL'd!."['lll'l'|| ‘JI- no
recent urban ciry, battle zone or AIDS
postmortem photographs helps
Norfleet t'lll|1]l.l'\l"‘t' her beliefs concern-
ing Americans and death. Her collec-
tion and text infer that the grieving
processes used in producing post-
mortem photographs are no longer

appropriate for many deaths because of

changes in the social attitudes of most
Americans. “Individuals,” she stares,
are “no longer using photographic
mementos to L‘l}l]\t:]l;' O and |[||¢r,
Most of us have lost the art of sharing
our own grief and helping others with
theirs.” (Morfleet, pg. 14).

This perception of the public’s social
attitude towards death was developed
by Morfleet after her initial organiza-
tion of the Carpenter collection. Her
choice of FECORNIZINgG the Py L'|1=1|ngi|;,||

.'lHl',lL'E.'l.‘- llll]llti in i)lﬁ[lnl![[l'ln ]l]1(![(!“l.1-



phy, however, i1s in contrast to the next
reviewed book by Michael Lesy. In
Wisconsin Death Trip, Lesy does not
wish to examine any aspect of the
reader’s p«yg‘hn[tagica] attitude toward
postmortem photographs. Instead he
encourages the reader to view the
deaths and hardships of the inhabitants
of rural _f:lcksul'l ('_'nun[}', Wisconsin.
His purpose is to establish a connection
thar deals with death and photography
and offers a causality.

Lesy’s presentation of both pho-
tographs and text is chronological. He
reports that both death and the daily
ministrations of rural Wisconsin are
available through preserved county
records. His collection is centered on
the numerous trials and tribulations
experienced by the towns and villages
of Jackson County during a five year
period, 1895 to 1200. His book is a
verbatim printing of the stories and
accounts found in newspaper articles,
local town meeting notes, asylum regis-
ters, and judicial recordings. The every-
day life of the inhabitants of Jackson
county is presented photographically
;!lung with g.pl:uiﬁd.' notation of each
individual character.

By publishing the daily events of
these small Jackson county villages,
Lesy allows a more i ate look at the
individuals who inhabit rural 19th cen-
tury Wisconsin., His photograph collec-
tion is a oime capsule preserving the
identity of the local inhabitants. It is a
presentation authenticared |'|3' [Ji;il;,‘hing
a photograph with a specific text from
an original source. His approach allows
the reader to focus on the constant
hardships found in rural 19th century
America. Individuals are gi\'g'n NaAmes,
specific histories and, in some cases,
psychological profiles, They are made
o appear as real human beings who, if
brought forth into the reader’s time,
could convey the rruth concerning com-
mon death and interminable hardship.

The commonality of everyday life,
along with death photos, highlights
Lesy's collection. Common occurrences
found in the r.-rur}'d;u' life of the indi-
ial to his publica-
tion. His view of a community sur-
rounded by the constant demise of
loved ones is an organized presentation
that establishes a theorenical belief
concerning the hardships of rural life.
Madness, homicide, suicide, poverty,
hunger and violence were all events
that occurred commonly in rural
American. Lesy's organization of post-
mortem and living photographs was an
attempt to authenticate the day-to-day
life and death found in Jackson
County.

viduals were esser
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Lesy used the day-to-day life and
death of his photographic characters as
the primary cause for postmortem pho-
tography. His historical focus on the
g,'l'lr{}lm]ugig.‘
supported by his photographic collec-
tion, allowed the reader to establish a
causality concerning the need for cer-
rain funeral rituals. His combination of

aspects of his subjects,

text and photography permitted a more

intense examination of the origin of
postmortem photography. The time
frame of his focus occurred during
i the height of the postmortem prac-
| tice. His frequent references to the
| death and tribulations emphasized
the possibility of “why™ 19th cen-
tury Americans used this “death™
custom. However, Lesy does not
focus on the continuation of this
behavior. His book, a theoretical
source, develops a causal evalua-
tion concerning late 19th century
death customs. It does not
acknowledge the continuation of
the practice but, instead, establish-

es a reason for the behavior, This is

significantly different from the
third publication which focuses
on the art of postmortem photog-
raphy itself.

Secure the Shadow can be con-
sidered an ethnographic publication
focused on the practice of postmortem
photography. Its author, Jay Ruby, ana-
lyzes the history and current use of
postmortem photography from an
anthropological perspective by method-

ically examining historical facts and
figures concerning the practice; and by

Elfie Huntingdon, Joe Bagley, His Children and Mother with Their Dog Spot,

1934,

contrasting these facts with other
funeral rituals. The resulr is a highly
defined discussion of the phenomenon
of death intertwined with photography.

Ruh}' hr:gan his slud}' of post-
mortem photography by slowly collect-
ing photographs from various sections
of the United States. These pho-
tographs, chosen because of their
emphasis on “the photographic repre-
sentation of death in the United Stares
from 1840 to the present™ are orga-
nized into an ethnological survey of
burial rituals and customs commonly
practiced in late 19th and early 20th
century America (Ruby, pg. 1). They
include both antique and modern post-
mortem photos plus illustrations of
mausoleums, burial plots and funeral
homes. This diversity allows Ruby to
emphasize the complex relationships
between death, photography, and the
American public, and to highlight dif-
ferent perspectives relating to death.
They have been chosen, he states,
because they make the publication
“comprehensible and useful for social
scientists, historians of photography,
and health care professionals who

work with death and mourning”™
(Ruby, pg. 1). It is this ideal, Ruby
states, plus his fascination with things
that are generally avoided that moti-
vates his -\'I‘lld}'- Ruh}".t. MOV,
present something useful to the public
plus his interest in topics rarely
explored help develop the outline of his
rext. His decision to divide the publica-
tion into four chapters focusing on the
historical precursors, specific tech-
niques, memorializations
rions related to postmortem photogra-
phy, occurred because of Ruby's quest
for understanding. His search for a
specific social behavior concerning the
development of each photograph
allows Rul)}' to follow the >pc|.'i!‘-lc.‘ tech-
nigues used in relation to the cultural
identity of the photographer. These cul-
tural markers allow Ruby to focus on
the origins of postmortem photograph-
ic behavior, They can be found in
almost every chaprer.

Ruby’s belief, that the examination
of postmortem phntngr:lpln; A% SOMe=
thing different from art, was a specific
hypothesis related ro his ongoing work
in visual anthropology. It combined the
art of photography and the principles
of visual representation and permirted
Ruby to state that “postmortem pho-
tographs studied are not valuable
because they are rare, but because they
are useful in l:xplur'lng the arritudes of
Americans toward death ... and
because they serve as images which can
be examined according to social con-
text” (Ruby, pg. 5,6). This examination
of the social context behind each
Hlustration and
photograph
found in his pub-
lication allows
the reader o
understand the
motivation for
postmortem pho-
tography. And
this focus high-
lights most of
Ruby’s publica-
tion.

Rul!}".\' refer-
ences to assorted

100 [0

1d motiva-

photographs usu-
ally include state-
ments of intend-
ed use and therefore highlight a specific
anthropological formar found in other
books. However, Ruby also admits that
his hypotheses are inferences that con-
stiture *an educared !;ul_'e:si" I:Ruh}', PE.
7). His book, he states is an attempt to
examine the social context of not only
postmortem photography bur also the
attitudes of Americans towards death
and the changes that have occurred in
this area over the last 150 years. It is

BOOKS

this activity, in comparison with the
other postmortem publications thar
allows the reader to see a common
focus, Ruby, it seems, admires the
preservation of history most of all.

All three authors, Norfleer, Lesy
and Ruby have attempted to establish
an |,|ndl,:r5t;1r1di|11.; of the act of post-
mortem photography. Each assumed
that death and remembrance were
actively sought through the use of pho-
tography. But, in reality each publica-
tion explores the act of grieving.
Norflect, in her morbid and depressing
illustrations, offers the psychologica
losses involved in postponing grief and
the dangers related to denying it alto-
gether. Her decision to present 18 years
of postmortem research enabled her to
state that the act of grieving had
become a lonely and isolated behavior.
Lesy, on the other hand, with his cold
and calculated organization of facts
focused on the sadness and despair of
death. His decision to publish exact
accounts of the trials and tribulations
of a rural populace wasto show how
his texrual selections had “permirted
the carlier sertlers the ability to share
the misery by turning strangers into rel-
atives.” This activiry, Lesy said,
allowed individual’s who were in
despair “to be solaced by others’
despair.” Grief, he noted, was easier
when it was shared (Lesy, pg. 6).
However, Ruby with his focus on the
use of postmortem photography by
grief counselors as a healthy method in
dealing with loss, continued to high-
light the modern occurrence of the
behavior. “Postmortem photographs,”
he said, “should be studied in order to
discern how individual photographs
Were n.'gurdl.':l |1!' the pcnph_' who made
them and used them” (Ruby, pg. 5).

Ignoring the supposition that post-
mortem photography is a healthy tech-
nigue and that the prevalence of AIDS
and other related epidemics cause
death to be trivialized, not photogra-
phy but the grief process and its rela-
tion to our own demise has been sur-
repritiously examined in each of these
collections. All three authors have illu-
minated the process of letting go and
the importance of accepting death and
grief as a natural part of life. They
have encouraged readers to focus on
the importance of postmortem photog-
raphy. Americans, they project, can
often be brought together when sharing
the past with the present; and through
each individual photography collection
the authors prove their point.

Richard Willlams, M.Ed., is currently a graduate
student working on an MLA. In Cultural
Anthropalogy at the University of Houston.

J. M. Brainaed, Roma, NY, Photograph of unidentified deceased woman in parlor chair,
ca. 1880 - 19005,
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Doing Documentary Work,
Robert Coles, New York: Oxford
University Press, 1997,

Julie Newton

The heart of documentary work is sce-
ing, knowing and telling in some form
thar cannot possibly represent what

was seen and known completely, but
telling in such a way that it communi-
catioes not “the story, but a story,” as
Robert Coles so wisely puts it.

In Doing Documentary Work the
reader travels an inspiringly honest,
self-disclosing journey examining the
documentary tradition in journalism,
film and social science research through
the author’s experiences, through the
experiences of people who have been
“studied,” and through the experiences
of such luminaries as James Agee,
Dorothea L g, Orson Wells, Erik
Erikson and Oscar Lewis. Fortunarely,
the book reads more like an extended
converation among the various protag-
onists than it does a work of historical,

SP@T
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Robert Coles is one of the best souls

left in the late 20th century to write
such a piece. From his own multi-vol-
ume work, The Children of Crisis,
Volumes 2 and 3 were awarded the
Pulitzer Prize. He teaches social ethics

at Harvard as the James Agee Professor

and helped found the Center of Docu-

mentary Studies at Duke where he also

teaches and is co-editor of Double-
Take, a slick, new documentary maga-
zine. And he is a self-reflective child
psychiatrist who studied with one of
the great physician-poets-documentari-
ans, William Carlos Williams.

Much of Coles’ reflection has been
written before: questions regarding
editing, cropping, point of view,
exploitation of subjects. But his revisit
to old issues is one of the best C[)mpil:l
tions of concerns about documentary
that I've found. The book is further
strengthened by careful attention to
those who have been the target of doc-
umentary, expressed through verbatim

commentary.

The secret, Coles maintains, is that
documentary is more about the doing,
yrical prose

than about the work. In
reminiscent of an
carlier, less skeptical
time, Coles coura-
geously and unabash-
edly composes a re-
flective hymn to
humankind’s desire
“to know, then rell,”
to confirm our own
humanity by “con-
necting with others
during the brief stay
we are permitted
here,”

Coles has divided
his discussion among
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Dorathe Lange, Ditched, Stalled and
Stranded, San Joaguin Valley, CA. 1835

three domains: the person as documen-

tarian, the work and whar he has
dubbed the documentary tradition.
While he offers notable definitions of

aesthetic or literary criticism. documentary, he also asks many ques-

tions, focusing on a central issue:
“Whar kind of work are we doing and
to what purpose?” The :
long and elaborate in keeping with

the complex process of “doing docu-
mentary,”

The book begins by examining one
of my favorite passages from Let Us
Now Praise Famons Men. “If | could
do it, I'd do no writing at all here,”
Agee wrote. “It would be photographs;
the rest would be fragments of cloth,
bits of cotton, lumps of earth, records
of speech, picces of wood and iron,
phials of odors, plates of food and of
excrement.” Coles carefully assesses
Agec’s gifts and warts, weaving a char-
acteristically human portrayal of the
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writer, and, ultimately, of documentary
irself.

As in good psychotherapy, Coles
maintains, good documentary is jointly
conducted. He cites Mietzche: “Ir rakes
rwo to make a truth.” Yet Coles also
considers documentary work “a narra-
tive constructed by the observer ...
meant not only to represent ‘reality”
but inevitably to interpret it,” fulfilling
“the reflective side™ of service to others.

Coles addresses
what he considers the
dilemma of documen-
tary, “the gulf thar sep-
arates the reality of the
subject from the point
of view of the observ-
er,” by stressing the
personal connections
people make while
“doing documentary.”
Citing Oscar Lewis's
assertion that “maybe,

somerimes, | hear a

voice that says this is the
way to go, bere, not
there,” Coles affirms his faith “in a
writer’s, a researcher’s, a documentari-
an’s subjectivity as it takes hold of
objectivity, the muse our nearest
approximation of God.”

Jack Delano 1914-1997

Lou Jones

I just looked him up in the telephone book and was invited over. A

n me a book of his photographs, Puerto Rico Mio,
and I wanted it signed. That is how Jack Delano and I first met and it
says more about him than even his photographs.

He had come with his wife, Irene Esser, who he met in art school,
to live in his adopted country in 1946 after discovering Puerto Rico
on assignment for Roy Stryker and the Farms Security Administration
{FSA) photography project. Now he was the last of that legend.

The FSA had given “voice™ to such artists as Walker Evans,
Dorothea Lange, Ben Shahn, Russell Lee and Arthur Rothstein, and it
had allowed these luminaries to document the USA ar a unique time
in its history. Jack had outlived them all. He had almost outlasted his
photography. 1 “collect™ photographers, and Jack and I socialized
several nmes over the next few years. I learned so much more about
him during those intimate moments. He was a true renaissance man.

In his years in San Juan he had composed music thar was per-
formed by noted ballet troupes and symphonies, illustrated children’s
books, directed TV and films and designed a museum in El Morro.
His new book of photography, Photographic Memories, is published
by the Smithsonian.

Born near Kiev, Ukraine, Jack Delano had grasped Puerto Rican
life better than its natives. In life, it was very typical to see him at
every cultural event in his area. His death and funeral were state
events and front page news.

He is survived by his son Pablo and daughrer Laura.
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Dorothea Langea, Migrant Mother, Nipomo, CA 1936

In his chapter on “Fact and Fiction,”
Coles compares real documentary con-
tent with the imaginary life of novels:
“What emerges, if it is done successful-

1y, is a kind of truth, sometimes (as in
Tolstoy, George Eliot, Dickens; we each
rll:lkl;' our Eh”‘if(“i {I’UI'II
storytellers) an enveloping and unfor-
gettable wisdom that strikes the reader
as realer than real, a truth thar pene-
trates deep within one, that leaps
beyond verisimilitude or incisive por
trayal, appealing and recognizable
characterization, and lands on a terrain
where the cognitive, the emotional, the
reflective, and the moral live .\Ldu-h}'-
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Participating in, observing, reporting
such enveloping truth is the doing of a
continually developing “*record’ ...
made in so many ways, with different
voices and visions, intents and con-
cerns.”

Caole’s words and style, reminiscent
of Agee’s, may turn off the skeprical
eritic of documentary who believes that

subjective perception and otherization
preclude any benefits of doing docu-
mentary. | have to confess to tiring dur-
ing Coles' sometimes too lung[h:- and
projective reads of a documentary clas-
sic. But for those of us who have felt
“doing,” his words
are a refreshing reminder of why we
started “doing documentary™ in the
first place. One cannot help but ask:
what is the alternative? To allow the
fear of connecting poorly with some-
one, of telling someone’s story inap-
propriately, keep us from connecting
with them at all, just because it’s
complicared?

Coles' longest chapter explores “a

the passion of the

range of documentary inquiry™ from
biblical narrative to “photographers
under 25,” includes a discussion of

“the documentary impulse™ evident

even in young children. “This eagerness
to catch hold of, to catch sight of, to
survey and inspect, to learn and then
convey to others what the eyes and
ears have taken in,” Coles writes, is

“an expression of our creaturely inter-
est in exploration, narration.”

Those who “do documentary,”
Coles concludes, give us “the heartfelt
tenderness that informs an attention to
what is, what happens — documentary
work as a kind of love that becomes
expressed in those words, those pic-
tures, a kind of love thar is handed
over, thereby to others.”

Julle Newton Is assistant professor in the depart-
ment of journalism at The University of Texas,
Austin, Texas, Newton is director of an ongoing
research project, The Burden of Visual Truth,
which examines the role of photojournalism in
madiating reality.



WOMEN BEHIND
THE SHUTTERS

lluminations: Women Writing on
Photography from the 1850s to the
Present, ed. Liz Heron and Val
Williams. Durbam, NC: Duke
University Press, 1996, 521 pp.

Reframings: New American Feminist
Photographies, ed. Diane Newmaier.
Foreword by Anne Wilkes Tucker.
Philadelphia: Temple University
Press, 1995, 319 pp.

Jo Ortel

For anyone unfamiliar with women'’s
contributions to photography, two
recently published books should fill the
gap. One of these, Reframings: New
American Feminist Photographies, is a
handsomely illustrated, thoughtful col-
lection of critical essays and photo art-
waorks by a diverse group of women
working in the field today. It was edit-
ed by Diane Neumaier. The other
book, Illuminations: Women Writing
aon Photography from the 18505 to the
Present, compiled by Liz Heron and
Val Williams, provides a historical
survey thar excerprts the writings of
women critics and photographers.
Distinetly different philosophical
approaches inform these anthologies,
which alone suggests the variety and
richness of women's work in and on
photography.

In her introduction, Neumaier
defines the focus of Reframings: art-
works and essays that “explore the
dynamics of visual images and ideolo-
gy; how each is embedded in the other,
and how rogether they contribute o
the status of women.” (pg. 1) Accord-
ing to Neumaier, the artists in this
collection: make meaning through an
awareness that receiving representation
— working with the givens of visual
culture — is a negotiable social process
... These artists share a consciousness
thar historically, women have been
“framed” through the process of repre-
sentation and can be “reframed”
through the same process.

The editor does not suggest that
pro-active work is the only or even the
main direction constituting American
feminist photographies today. This
anthology makes no claims of com-
prehensiveness; indeed, thar it draws
attention to its contingent, partial
nature is one of its strengths.,

Yet within its carefully-defined
scope, Reframings is surprisingly
expansive and provocative. A great
number of artists’ works are included
either in reproduction or in essay dis-
cussions, and the group is refreshingly
multi-cultural. The book’s organization
is equally inspired. It is divided into
eight suggestive rather than definitive
thematic sections whose broad head-
ings are not so much intended o delin-
eare rigid boundaries as to “encourage
the works to interact and thereby pro-
mote a kind of discussion within and
among the sections.™ (pp. 8-9)
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Pat Ward Wiliams, ! Remember [t Weil, installed at
Community Artists” Collective, 1994

Within these sections, the work of

five to six photographers, each repre-
sented by several pages of handsomely
reproduced works, is paired with an
essay by a well-known feminist critic,
historian or curator addressing some
aspect of the same overarching theme.
Thus, the first section, titled “Gender-
ing Space,” features photographs by
such diverse arnsts as Barbara Kruger,
Marilyn Nance, Anne Noggle, Kaucyila
Brooke, Sherry Millner and Carol
Simon Rosenblatt and an essay by
Lucy Lippard on the tangential genre
of landscape photography. Similarly,
the fourth section, titled “Posteolonial
Legacies,” presents work by Martha
Rosler, Esther Parada, Yong Soon Min,
Hulleah Tsinhnahjinnie and Pat Ward
Williams paired with an essay by Julia
Ballerini that explores a photographic
project by Carlotta Duarte, using ideas
adapred from the postcolonial theories
of Gayatri Spivak, among others.

The essays in Reframings do not
necessarily describe or explain the
photo artworks that precede them
although some do; rather, they comple-
ment and extend ideas propounded in
the photographs. Or, they introduce
other contemporary photographers
dealing with related issues.

Some will undoubtedly judge this a
limitation, for what is lost is contextual
information for and “authorized™
interpretations of the featured photo-
graphs. But for me, the advantages of
this multilayering far outweigh the lim-
itations. First, the reader is introduced
to a broader range of artists and ideas.
More importantly, the strategy shifts
responsibility from the critic-historian-
intermediary to the reader; it encour-
ages her personal and active engage-
ment with images. In effect, the format
actualizes for the reader the arrists® and
editor’s premise that “receiving repre-
sentation is a negotiable social
process.”™

Where Reframings is innovarive and
forward-looking, both in form and
content, lwminations is more tradi-
tional and conservative. The motiva-
tion driving this second anthology was
the recognition that “women get lost,
forgotten, overlooked.”(pg. xi) The
editors’ aim, consequently, was to sur-
vey and collect within the covers of a

single book a representative sampling
of women's writings on photography
through history. The sheer size of
Hisninations of 521 pages makes the
point that women have written a great
deal about photography, far more than
is typically acknowledged. Bur, as edi-
tors Heron and Williams concede, their
collection 15 not and cannot be,
specifically feminist. They also rightly
point out that the excerpted texts
demonstrare there is no such thing

as a “women's way"” of writing.

I question some of the editorial deci-
sions behind this collection. For one
thing, primary and secondary source
materials are not kept separare but
are interspersed. A historical essay on
“Photography during the July Monar-
chy,” for example, by Gisele Freund
published in 1974 follows an 1874
excerpr of Julia Margaret Cameron's
writing. These leaps can be confusing
even with the acknowledgment of orig-
inal context and source the editors
provide. I also found the idiosyncraric
inclusion of reproductions curious and
distracting. Why were illustrations
deemed necessary accompaniment for
only two of the 60 texts?

But my biggest reservation concerns
the theoretical underpinnings of Hmi-
nations. The selected excerpts rehearse
or rehash the recognized canon of
photographic movements and people.
For example, Lee Miller is represented
by a “remarkably self-effacing” (to use
the editors’ words) sketch she wrote of
Man Ray. Why hadn’t the editors
instead chosen a historical analysis that
presented Miller as subject? After all,
their intermixing of primary and sec-
ondary sources allowed for this kind
of re-visioning.

Although it concentrates on women
writing, luminations takes an additive
rather than a critical approach to the
canon of photo-history. Some of the
more recent selections such as such as
by Mulvey analyze photography’s role
in gender construction. However, on
the whole, this anthology largely leaves
in place the very structure that excludes
women.”

Still, there is room for both ap-
proaches represented by luminations
and Reframings, different as they are.
Individually and together, they repre-
sent the vitality of women’s work
in and on photography — in all its
myriad forms.

FOOTNOTES

1 Other section headings include; Domestic
Production/Reproduction/Resistance; kdentity
Formations; Rationalizing and Realizing the Body;
Sex and Anxiety: Crossing Over: Reimagining and
Reimaging: Rerepresenting Reprasentation.

2 Roszika Parker and Griselda Pollock’s baok, Oid
Mistresses, Women, Art and ideofogy (NY:
Panthean, 1981) is still the most trenchant analysis
of male bias in art and art history. See also Thalia
Gouma-Peterson and Patricia Mathews, “The
Feminist Critique of Art History,™ Art Bulletin, 59
no. 3 (Sept. 1981), pp. 326-357.
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EXHIBITIONS

ARTISTS W HO H AV E EXHIBITETD AT HCP SINCE 1 TS BEGINNING
» Hans Aarsman * Bemice Abbott » Joan Abramowitz * Al Abrams » Ansel Adams * Ken Adams = Robert Adams  William Adams » Gen Aihira = Joe Aker « Patti Airy » David Akiba = Gwen
Akin = Lita Albuguergque + Raymond Alderete = Bill Allen = Lourdes Almeida » Lili Almog = Amalia Amakis Robert Amft » Yolanda Andrade « Anibal Angul = Tomie Arai * Diane Arbus « Patsy
Arcidiacono  Dick Arentz » Martha Armstrong » David Arnold » Eugene Atget = Kenneth Axelson « Daniel Babior » Lutz Bacher » Karl Baden » Bob Bailey = Glen Bair + Leslie Baldwin » E.
Lynn Baldwin = Fred Baldwin = James Balog = Judy Bankhead = Joe Baraban » Bruno Barbey * Julia M. Barello » Tina Barney » Thomas Barrow » Maria Barthélémy = David Bayless = Derrill
Bazzy » Bernd * Hilla Becher » Max Belcher » James Bell = Sadie Benning * Margaret Benyon * Paul Berger * Michael Berman » Louis Carlos Bernal » Jerry Berndt « Ruth Bernhard ¢ Lisa
Bertelsen * Dawoud Bey * Peter Bilt » John Bintliff = Liz Birkholz « Samuel Bim » C. A, (Alfred) Black, Jr. » Judith Black + Colin Blakely « George Blakely = Amy Elakemaore » Lazara Blanco =
Dick Blau » Dianne Blell » Kyle D. Blevins » Gay Block  Ricardo Block » Diana Blok = Suzanne Bloom # Debra Bloomfield = Michael Blount » David Blow = Jon Blumb * Anna & Bernhard
Blume » Adrian Bodek * Jim Bones » Camille Bonzani * Roberto Borea » Larry Borgeson = Vincent Borrelll = Derek Boshier = Enrique Bostelman = Barbara Bosworth » Harm Botman = Aimee
Bott = Donna Reidland Bourret * K. Johnson Bowles = Mary Boyce = Alison Bradiey < Charles Braendle = Bill Brandt = Byron Brauchli » Kenny Braun ¢ Manuel Alvarez Bravo * Jo Brenzo «
Marilyn Bridges = Deborah Bright + Stephen Brigidi » Annie Brigman » Michael Brodsky * Marilyn Brodwick » Rutger Ten Broeke * Marlo Broekmans = Kaucyila Brooke + Carolyn Brown « Eleanor
M. Brown = Gillian Brown = Lawrie Brown » Lynne Brown » Marion L. Brown « Patricia Brown » Peter Brown » Bob Brownings Diane Brubaker = Geoff Brune = Gloria DeFilipps Brush » Karen
Bucher » Dan Budnik » Robert Bultron » Naomi Bullock * Dan Burkholder » Christopher Burnett « Marsha Bums « Pat Buron # Diane Bush » T, J. Butler * Debbie Fleming Caffery = Dawn
Cahoon » Carla Cain » Jim Caldwell » Harry Callahan » Sophie Calle » Jo Ann Callis # Dennis Qlanzo Caliwood » Ginny Camfield Morrie Camhi = Jan Camp = Kathleen Campbell = Michelle
Campbell « Tammy Cromer Campbell » Deatria Cameron » Jesse Cancelmo « Paul Caponigro * Kristin Capp » Victor Carnuccio « Keith Carter » Henri Cartier-Bresson # Luiz Carvalho = Becquer
Casaballe = Roel Castillo * Fernando Castro » Toni Catany » Dean Chachere » Armando Chacon » David Chaffin « Paula Chamiee + Barry Champagne = Gaye Chan « Isabelle Scurry Chapman
= Paul Chapman » Walter Chappell * Monica Chau = Claire Chauvin » Gilberto Chen » Philippe Cheng * Steve Chenn » Ty Chennault * Anita Chernewski « Beverly Chiang » Carl Chiarenza
Ken Childress = Douglas R. Childs + Albert Chong = William Christenberry » Shawn Christopher ® Ann Chwatsky * Vincent Cianni » Patrick Clancy * Sandra Russell Clark » Peter Claussen *
Alain Clement » Buddy Clemons » Lucien Clergue = William Clift = John Timothy Close = Charlie Clough » Laura Cohen » Judy Coleman « Stephane Compoint = Linda Connor * Carlos Contreras
= Tim Cooper = Georgeann Cordell = David Cornue = William Corporon » Charlotte Cosgrove » James Cowlin » Robert Cozens ¢ George S. Craft » Peter Craig » Barbara Crane « Bruce Cratsley
= Patsy Cravens « Barbara Crawford » Judith Crawley = Melissa Crenshaw = Gregory Crewdson » Crossley and Pogue « Dave Crossley » Carol Crow = Rogelio Cuellar * Rusty Culp = Imogen
Cunningham = Lo Cunningham = Darryl J. Curran » Roger Cutforth » Tom Cuetkovitch » Derit Cypis » Peter D'Agostino » Wu Dahzen » Bill Daniel » Dennis Carlyle Darling » Judy Dater + Alma
M. Davenport = Betsy Davids * Bruce Davidson « John Davies » Frank Davis = Gregory Davis » Jennifer Davis « Robert Dawson ¢ Milagros de la Torre » Jacques de Selliers « Allan de Souza
» Patricia Deadman  Jeff DeBevec * Cara Catherine DeBusk * Roy DeCarava = Dawn Dedeaux = Ted Degener + Barbara DeGenevieve » Brian DeLevies Michel DeManche  Pamela DeMarris
s Jesse DeMartino = E. Joseph Deering = Luis Delgado Qualtrough = John Demos » Paul den Hollander » Kay J. Denton » Raymond Depardon * Laura Derrick = Francois Deschamps * Ben
DeSoto = Herman Detering * Rita DeWitt » Gabriel Diaz = Teddy Dibble = Jay Dickman = Craig Dietz  Theresa DiMenno = Rick Dingus = John Divola = Domith Doherty * Robert Doisneau =
Rafael Doniz = Jim Dougherty = Anita Douthat = Tom Drahos « Peter Drake = Chuck Dugan » John Dugdale * Michael Duhon & Nancy Dukler » George Dureau = Vernon Durke = Jay Dusard
Allen Dutton » John C.Dves = Jack Dykinga » Lew Eatherton » Harold Edgerton » Charles Edwards » Ben Edwards » Anne Christine Eek » David Elliott « Ben Eilis + Jim Elmore « Ron English
« Chris Enos = Barbara Entman = Vanita Esphahanian * Dan Estabrook = Jim Estes + D. Clarke Evans » James H. Evans « Terry Evans » Walker Evans » John Everett = Ramona Fabregas
Dennis Fagan * Marion Faller » C. Leigh Farmer » Gilbert Fastenackers = Bernard Faucon » Louls Faurer » Gary Faye + Sandi Fellman + John Ferdico * Ann Fessler « Jed Fielding » Gabriel
Figueroa * Larry Fink = Brian Finke + Steve Fitch = Mark Hall Flanders » Carol Flax * Frederick Fleming « Gavin Flint ¢ Roy Flukinger * Robert Flynt = Hal Martin Fogel » Joan Fontcuberta  Jay
Forrest = Jody Forster = R. Lynn Foster = Robert Foster = Annette Fournet « Tom Fox * Klais Frahm » Cristina Fraire * Hollis Frampton e Bill Frazier = Yoriko Y. Freed » Lynda Frese « Paula
Fridkin + Lee Friedlander » Nicole Frugé = Marlon Fuentes s Mizhuha Fukushima « Janna Fulbright * W.W. Fuller  Jack Fulton * Valansi Gabriel = Serge Gal = Michael Galbreth » Sally Gall »
Wyn Gall = J. J. Gallegos  Flavia Gandolfo » Hector Garcia + Dore Gardner « Rick Gardner « Flor Garduno » Deborah Garza = Larry Gatz + Vance Gellert = Judy Gelles » Andre Gelpke » Jennifer
Gerber = Carol Gerhardt = Robin Dru Germany = Debra Gerson * Mario Giacomelli = Ralph Gibson » Eduardo Gil * Frank B. & Lillian Gilbreth » Bruce Gilden Francis Giles = Lorenze Gillo =
Copoper Giloth = Henry E. Gilpin = Barbara Gilson = Barbara Ginsburg » Bruce Glass # Judy Ellis Glickman » Steve Goff = Frank Gohlke = Peter Goin » E. L. Goldbeck » E. A, Goldbeck = Jim
Goldberg * Frank Golden » Judith Golden * Carol Goldfarb » Nan Goldin » Debra Goldman * Paula Goldman « Barry Goldwater » Mike Goldwater = Bob Gomel » M. A, Gonzalez « Linda A.
Goodine » Jill Goodman = Claudia Gordillo » Greg Gorman = Jash Gosfield « David Graham = Phyllis Graham « Elizabeth M. Grant » Susan kae Grant » Todd Gray * Ed Grazda » Mark Green
» Lorne Greenberg + Stacy Greene  Lois Greenfield » Alcus Greer = Kimberly Gremillion » Brian Griffin = Lisa Griffin = Philip Jones Griffith + Michele Grinstead = Lourdes Grobet * Kathy Grove
« Denise Grunsiein » Cathy Gubin = Vicente Guijosa * Keith Gumney * Fernando Gutierrez » John Gutmann » Ernst Haas « Betty Hahn » James Hajicek * Istvan Halas » Serge Hambourg
Mark E. Hamilton » Roberta Hammond = Phyllis Hand » Mary Margaret Hansen + David T. Hanson  Goodwin Harding + John Harding * Thomas Harding = Lyle Ashton Harris » Margery Harris
= Martin Harris = Penny Harris » Elizabeth Harrison « Michael Hart » Steve Hart = Craig H. Hartley * Ken Hassell « Connie Hatch Robert Heinecken * Bob Heilton » Gottfried Helnwein
Fritz Henle » John D. Henley Il » Detlef Henrichs » Lynn McLanahan Herbert = Herman Herrera * John A. Herrin = Allen Hess » Paul Hester » Margaret Hicks  Hohn Hilgert » Ed Hill = Christopher
Hillar » Richard Hinson * Jane Hinton « Peter Hite « Nguyuen Tan Hoang = Rick McKee Hock = Helen Hoffelt = Ann Ginsburgh Hofkin « Philip Holland « Gordon Holler = Dennis Hopper = Waiter
Hopps » Henry Horenstein  Adele Horne * Sally Horrigan » Elbert D. Howze « Earlie Hudnall. Jr. » Ruth Humpton = Deborah Hunter * Kim lacono Dorothy Imagire » Hisae Imai » Birmey
Imes Il » Renae Ingram = Frank Isaac = Doug Ischar » Miyako Ishichi = Graciela lturbide * Kenro lzu » Joseph Jachna « Jerry D. Jacka  Dan Jackson » George 0. Jackson, Jr. « Mike Jackson
« Zig Jackson » Jim Jacob » Susan Jahoda * Donna Jalufka = Alan Janus = Bill Jay « Marvin letton = Walter Jiménaz = Caroling Joe = R.R. Johns * Karen E. Johnson = Mark Johnstone »
Harold Jones » Jerry Jones = Lou Jones = Ron Jones » Thomas W. Jones  Kenneth Josephson  David Joyce  Paul Judice « Dan & Mark Jury = Nika Kabiri » Richard Kagan » Tamarra Kaida
« Danial Tucker Kamin » Yousuf Karsh » Barbara Kasten » Bruce Katsiff « Kevin Katz » Daniel Kaufman » Peter Keenan * David Kemp = Robb Kendrick = Michael Kenna » Scottie Kersta-
Wilson * André Kertesz = Hyung Su Kim = Young Kim » Paula Kimble » Frazier King « Robert King * Susan M. Kirchman « Peter Kirchner = E. F. Kitchen = Mike Kittrell « Michael Klein « Jaschi
Kigin « Mark Klett « Don Klumpp = Rocky Kneten » Ferne Koch » James R. Koeh » Louis Koch » Mary Koga » Scott Kohn « Michiko Kon « Cal Kowal « Paula Wilmot Kraus = George Krause
+ Herman Hrieger = Les Krims + Jack Krohn « Eric Kronengold = Michael J. Kuchta » Heinrich Kuehn = Heidi Kumao * Paul Vincent Kuntz » Jose Kuri Brena » Nako Kurotsuka ¢ Sackiko Kuru
s Fernando La Rosa » Joe Labate = James LaCombe = Aida Laleian « Charlotte Land * Ellen Land-Weber = Jeanette Landrie = Victor Landweber ¢ Cay Lang * Robert Bruce Langam Il = Karen
Lanning = Gilles Larrain = Inge Larrey = William Larson = Barbara Latham * Tommy LaVergne = Peter Laytin » Rod Lazorick = An-My L& = Dinh Le = Gail LeBoff = Betty Lee * Clifford Lee » E.
Doris Lee  Gavin Lee * Rita Lee = Russell Lee = George LeGrady = Tish LeHew = Steve Lehman * Minnette Lehmann = Aida Leleian » Arthur Leipzig « Lioyd Lemmerman * Jim Lemaing =
Branco Lennart » William Lesch » Adriana Lestide » David Levinthal » Helen Levitt » Stu Levy » Cynthia Gano Lewis * Tuija Lindstrom = 0. Winston Link = Maud Lipscomb » Amy Lisewski ¢
Dennis Lloyd = Bert L. Long = Nancy Long = Fred Lonidier » Marcos Lépez » Martina A. Lopez » Nacho Lopez = Greg Lorfing  O. Rufus Lovett « John Lowen * Marilyn Lubetkin » Charles Luce
« Allan Ludwig » James Lukoski * James Luna * Deborah Luster » Salvador Lutteroth « Mark Luttrell = Danny Lyon = Joan Lyons » Cameron MacLean e W. Snyder MacNeil = Philip Makanna
« Luis Mallo = Roxanne Malone  Mike Mandel » Roger Manley » Andy Mann = John Manning = Karen Manning * Thaine Manske = MANUAL = Richard Margolis + Vivienne Maricevic « Mary
Ellen Mark » Lynn Marshall-Linnemeier » Alexandra Marshall » Weber Martin » Mike Marvins » Melanie Masterson = Jeffrey Mathias « Toshio Matsumoto « Randy Matusow = Neil Maurer «
Robin Renee Maus * Paul Mazzara » Robert McAn » Skeet McAuley » Scott McCarney * Peter McClennan  Sam McColloch » George McCracken = David McCullin « Steve McCurry  Anne
Arden McDeonald « Betty McDonald » Laurie McDonald » Lawrence McFarland = John McGary * Georgia Mclnnis * Maureen McKeon » Muffy McLanahan # Larry McNeil = Barbara McNiven »
Cliften Meador » Ralph Eugene Meatyard « Kayoko Medlin » Susan Meiselas » Chris Meister » Thelma Meltzer = Billie Marcer John D. Mercer = Ann Meredith « Ray K. Metzker » Pedro Meyer
« Joel Meyerowitz » Arthur Meyerson » Dennis Meyler » Duane Michals » Julia Milazzo = Tom Millea = Carl Miller = Delbert Miller » Michael Miller » Maurice Miller » Yong Socon Min « Daniel
Mirer = Richard Misrach » Henry B. Mitchell » Michael Mitchell « Connie Moberley = Altha Moe » Lynette Molnar = Allen Montgomery = ‘Yung Maon = Billy Moore » Brad Michael Moaore © David
Moore * Deborah Moore * Erik L. Moore = Margaret Moore = Stanley Moore = Ruthe Morand » Barbara Morgan » James Morris » Pamela Morris & William Mortensen = Kim Mosley * Grant
Mudworth = David Muench = Colleen Mullins * Rick Muniz * Eduardo Mufioz * Michael Patrick Murphy = Frances Murray * David Mussina » Eadweard Muybridge » Joan Myers ¢ Patrick Nagatani
= Osamu James Nakagawa * Goro Nakamura = David Nance * Wayne Narr = Richard Massberg » James Natchtway = Rafael Navarro ¢ Warren Meidich = Bea Nettles » Diane Neumaier *
Beaumaont Newhall » Jeff Newman = Julie Newton = Jose Luis Neyra = Charles Nichols = Nic Nicosia » Frank Noelker = John Noeding = Anne Noggle = Emily Nolte  Barbara Norfleet » Dorothy
Norman = Kenda North » Mike Narton  Lorie Novak » Cynthia Leigh Nussenblatt » Steve Nussenblatt » Michael Nye = Matt ('Brien = Dale O'Dell = John O'Leary » Elaine 0'Neil « John O'Reilly
« Tatayuki Ogawa * Yoshino Ohishi » Victor Florez Olea » Jim Olive * Dennis Olse = Harry Olsson = Maggie Olvey = Jack Opatrny = Deborah Orloff » Helen Orman » Pablo Ortiz Monasterio =
Ruben Ortiz = Gay Outlaw = Warren Padula » Robert C. Page = Luis Gonzales Palma * Michel Papeliers » Esther Parada » Bob Paris » Bill Parker » Olhvia Parker = Barbara Parmet = Martin
Parr = Ann Pasterra * Suzanne Paul = Richard Payne = Mary Peck + Dan Peebles » Claire Peeps = Guilliermo Penefiels + livier Perderix  Gilles Peress » Frank D. Perna = Bogdan Perzynski
« Stephen Petergorsky » John Peters » Anders Petersen » Stephen Peterson » Michael Peven = Paul Pleiffer = Hanh Thi Pham = Jofin Neal Phillips = Keri Pickett » Kathy Pilat » Sheila Pinkel
= Pamela Pitt = Sylvia Plachy = Brian Platt = Bill Pogue = Jim Pomeroy + David Portz » Linda Poverman » Alan Powell » Mark Power « David Prifti » Douglas Prince = Hall Puckett * Jacques
Pugin = Guillerma Pullido » Rosamond Wolff Purcell » Glenys Quick * Hervé Rabot  Vicki Ragan » Edward Rankus » Neal Rantoul = April Rapier » Mary Rappel = Alan Rath * Marty Rau =
Chris Rauschenberg « Robert Rauschenberg » Bill Ravanesi » Jace Ray  Lilo Raymond = Margo Reece » Sarah Greene Reed » Leslie Reichek ¢ Jim Reisch « Kathy Reiser « Stanley Relser
» Andreas Rensch + Susan Ressler s John Reuter » David Reyna = Jorge Ribalto * Don Rice + Eugene Richards + Jolene Rickard » Debbie Riddle » Barbara Riley + Ann Rippy * Sophie
Ristelhueber = Philipp Scholz Rittermann = Linda Robbennolt = Holly Roberts » Robert Rodeck » José Rodrigues » Cindy Rodriguez © Judy Rose *» Jonathan Rosen = Seymour Rosen » Ron
Rosenstock » Karin Rosenthal s Rebecca Ross = Richard Ross + David Rosten = Delilah Roth = Anne Rowland * Diana Julia Roxas » Meridel Rubenstein » Janice Rubin Eva Rubinstein =
Steven Jay Rudy + Debra Rueb = Maximo Ruiz = Allen Rumme * John Running * Sheron Rupp * David Sacco = Philippe Salaun * Lorry Salcedo * Sebastifio Salgado » Adrienne Salinger ¢
Chris Salvo * Dana Salvo = Laurence Salzman = Chuck Samuels » Danny Samuels  Mare St. Gil » Gary San Pietro » Felix Sanchez » Judy Sanchez « Key Sanders » Elise Mitchell Sanford =
Naomi Savage = Carol Sawyer « Jeffrey Scales » Albert Mack Scarborough Il  Daphne Scarbrough  Olive Schaad » John P. Schaefer » Beth Schlanger » Sa Schioff = Bastienne Schmidt =
Michael Schneps » Barth Schorre » Charles Scharre = Lydia Schouten  Schrager Victor = Keith Schreiber » Danny Schweers » Edie Scott « Ron Scott » George H. Seeley » liene Segalove »
Sharon Seligman » Sandy Semchuk = Vincent Serbin + Louise Serpa * Saul Serrano » Susan Seubert » John Sexton » Rabert E. Seydel » Jonathan Sharlin = Lonny Shavelson  Fazal Sheikh
« Heidi Lopata Sherman » Chris Shinn = Kenneth Shorr = Jeffrey Silverthorne = Ann Simmons-Myers « Richard Simoni » Chip Simons « Coreen Simpson + Radislav Sinyak ¢ Christopher Sippel
« Aaron Siskind * Dana Slaymaker » Clarissa Sligh » Jennifer Sloan  Keith A, Smith » Luther Smith » Michael Smith = Steve Smith « Sage Sohier = Andrew L. Solomon » Esther Salondz
Carlos Somonte » Robin Song » Eve Sonneman + Guillermo Soto * Cheryl Sourkes » Al Souza » David M. Spear * Hans Staartjes » Scottie Stapleton = Sandra Stark * William Steen = Eduard
J. Steichen » Ralph Steiner = Larry Sterm = loni Sternbach = Joel Sternfeld = Sharon Stewart » Alfred Stieglitz » Jlim Stone « Roger Stone * Ann Stoutberg = Robert Straight « Paul Strand
Margaret Stratton » Anna Strickland = Beryl Striewski * Kim Stringfellow = Cris Strong * Andrew Strout » Karen StruebingBeaziey * Mike Stude * Martin Stupich « John Sturgeon « Barry
Sturrack » Debra Sugerman » René Sultra « Elisabeth Sunday » Gerardo Sutter = Soren Svendsen * Brian Swift = Piotr Szyhalski = Rea Tajiri + Diane Tani » Allen Tannenbaum * Ed Tannenbaum
« Fannie Tapper » H. Arthur Taussig = Giovanni Tavano « Brian Taylor » John R. J. Taylor = Maggie Taylor » Deborah Telatovich « Donna Tennant » Scott Tevin « Amy Terry « Alice Thomas « Bill
Thomas & Charles Thomas = Gwenn Thomas *= Bob Thomason = Frances Merritt Thompson  J. Barry Thomson = Ruth Thorne-Thomsen + George Tice = Jim Tiebout # Rose Tobey  Tricia Todd
* Marcus Sergio Toledano » Eliza Toncahel » Leo Touchet » Andrée Tracy » Timothy Tracz * Philip Trager » Willard Traub « Stan Trecker » Arthur Tress = Linnacus Tripe = Linda Troeller » Teeng
Kwong-Chi » Hulleah J. Tsinhnahjinnie *+ Thomas Tulis  J. F. Tumer » Carmen Little Turtle * Ritsko Uchida » Andrew Uchin * Shoji Ueda = Jerry N. Uglsmann » Zsuszsi Ujj = Colette Alvarez
Urbaitel = Jesus Sanchez Uribe = Pedro Valtierra = June van Cleef = Gus Van Sant = Kathy Vargas « Tibor Varnagy * Jim Vecchi » Ellis Vener = Cesar Vera » JoAnn Verburg * Jennifer Vermut
Vida = Terry Vine = John Vink = Bill Viola = Larry Volk = Carol Vuchetich » Bob Wade = Catherine Wagner » Christian Walker » Todd Walker Ruth Waller = Nick Waplington = Liz Ward = Robert
Warhover ¢ Grace Ann Warren = Bobbie Washington = Jill Waterman = Wendy Watriss = Steven Watson « Drayton Webb = Nancy Webber » Weegee » Carrie Mae Weems William Wegman =
Murray Weiss = Jack Welpott = Ed Welsly = Eudora Welty » Henry Wessel » Cole Weston » Edward Weston = Clarence H. White * Debbie White = Frank White = Minor White = Wendel White
 Richard Ray Whitman = David Whitson = Charles T. Wiese = Carlton Wilkinson = Jean Willcox » Casey Williams » Rick Williams + Suzanne Williamson ¢ Geoff Winningham = Garry Winogrand
« Marc F. Wise » loel Peter Witkin » Nancy L. Wofford » Marion Post Wolcott » Reinhart Wolf = John Wood = Bill Wright = Holly Wright = Anne E. Wulf = Kaziko Yajima « Ko Yamada ¢ Eiko
Yamazawa * Mariana Yampolsky + Frank Yamrus = Todd Yates « Peter Yenne « Sonia Yi = Jin-me Yoon = Dan Younger * Yovanowich Vida « Count Zichy * Robert Ziebell * Marcos Zimmerman
+ Joe Ziolkowski = Helen Zout = Barbara Zusman * Janet Zweig
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Touch the exciement.
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Touch the news that touches you.

See award-winning photojournalism, daily in The Chronicle.

Houston Chronicle

Houston’s leading information source
To subscribe, touch (713) 220-7211 or 1-888-220-7211.
http:/fwww.HoustonChronidle.com
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Collectors’

Houston Center

Print

for Fhotography

Program

presents six fabulous

1997

photographs.

and generous artists.

Please call 7I2/E529-4755 for further information.

Join HCF or upgrade your membership at the $300 level and, in addition to all the
great benefits of membership, select a limited-edition print from one of these talented

L .1"*“’; ) A

Heidi Sherman,
valley House Pond,

Fiatinum/Falladium
Print,
4ulh

Bastienne Schmidt,
Angsl, Havana, Cuba,
Cemetery Cristefons
Colon,

1204,

Galatin Sileer Print,

15x

i o Amn Callls,
Untitled, 1254,
[ye Coupler Print.
S512=T

MICHAEL KENNA (ixofe ‘s Gignr iy 1, Consurgra. Lo Muncha, Spain, 1996

John Cleary Gallery

2(eh Century Vintage and Contemporary Photography
and Rare Photography Books
2635 Colquitt Houston, TX 77098

(T13) 524-5070 fax/524-4456
10-5:30 Tuesday-Saturday

Coming in January 1998: Michacl Kenna

sic in the Wind
BEV DOOLITTLE

A New Limited Edition by the Most Popular Astist In Print

Look beyond the obvious to see . . .
a Nathve Amerfean “flute” player emerge from a Rocky Mountain landscape of forest rocks
and pines. Does the Blackfeel Indian woman hear the flute played by o loved one or
simply the chors of nature? Please call or vistt our gallery for more information.

In the full 364w x 104°h image (detall shown above), limited to an edition of 43,500,
a flock of Moumtain Bluebirds take flight seemingly from the flute across a field of
wildflowers deep into a mountainous landscape. US: $330

NEW LAND GALLERY

FINE ART & SPECIALIZED FRAMING

The Park at Sugar Creek
14015 Southwest Fwy. #11
Sugar Land, TX 77478

Vickie Sneed Berglund
(713) 491-0886
Fax (713) 491-0008

E A Greemwich Workshop® limited edition fine an print

1Pt T Cormirencarts it b A reghes reservesd
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