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oo HARROWING TRANQUILITIES

IMAGES OF KOSOVO
PHOTOGRAPHS BY
MELANIE FRIEND
HOUSTON CENTER FOR
PHOTOGRAPHY

SEPT, 19-NOV. 1, 1998

Dick Doughty

British freclance photographer and
sometime BBC radio reporter Melanie
Friend has been visiting the Balkans
since 1989, The region that gripped
her at once, well before it began to
make headlines, was Kosovo, whose
autonomy was revoked by the govern-
meni of Yugoslay President Slobodan
Milosevic that same yvear. Friend
became familiar first-hand with the
tactics of the Serbian police, who

rapidly spread fear through the pre-

dominantly non-Serbian, Albanian

Muslim papulation. As a result, her ' E e
visits were generally brief and a bin g 2
clandestine, always subject to film *...when | got in the house, everything was broken and my 67 “Every day we hear of terrible new happenings...every
confiscations and surveillance that year old father was beaten almost to death. He was hit on the minute we are afraid that they may come back, and every
put anyone who helped her potentially
at risk (yet she won the confidence of head with a truncheon and in the back with guns. My father time the bell rings, the kids get frightened and ask me to
ey piueatqut ol wiy died less than a year after this. He was very disturbed after open the door. Any time this happens they jump and say
ple [l wrj.

She faced a dilemma that photog- what happened and never recovered.” "Mum it's the police, come to take Daddy away.”

raphy, dependent as it is on that which
can be seen, is poorly suited to address:
How do you photograph something
that, within the bounds of reasonable
safety, you cannot witness? Abduc-
tions took place quickly and at night
over a geographically diffuse area,
and there was no possibility of photo-
graphing in Serbian jails, Beatings and
searches were random. Although cer
tain arcas would be closed off by the
police — strong evidence that vio-
lence of some kind was being perpe
trated — these events were carefully
orchestrated to take place out of sight
of anyone who might document it.
Deprived at every turn of what jour-
nalists call “access,” she was unable to
extract the kind of familiar, shock-
based images of conflict, which usual-
ly depend upon the juxtaposition of
signs connoting the conflicting par
ties, that are the daily grist of war
photography. Nor was there much
visual evidence that could give her
material for post facto images: scars,
burned homes, bodies and so on. She
found a society characterized by fear,
and the imminent threat that once the
Serbian military forces were finished
in Bosnia, they would turn to the
expulsion of non-Serbs in Kosovo

a fear that was to prove justified.
But for Friend, the question remained:
How does one photograph such a
state of affairs? And given the human-
itarian urgency of the situation, how

does one do so in a way that can
interrupt the visual menologue of
news :iII'I-I.P.K"- and 1.!L':I1L'l-|.:1.' some
measure Ul. (]lli!;l_l‘.’,l'.' (4] .‘-[ll[l an

atrocity?

“My husband was in Austria visiting our son, when the police came here. There were about seventy, kicking the doors, chasing
around my mentally handicap son. They asked "Where is your husband?" My husband has a permit gun; | brought the gun and
one policeman hit me hard in the face. | fell to the ground and was unconcious for three hours. Later | was told that everyone
was screaming, my two boys were beaten in the yards and were left with bleeding hands. When my family said they must send
me to hospital, the police said "It's nothing if an Albanian dies." Now | have hypertension and high blood pressure and at night
I have nightmares of my sons being beaten. The police thought they'd killed me so they didn't stay more than an hour.”

* Houston Center for Photography =
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“_..The police searched everywhere looking for my husband and then left. Immediately | made the
beds thinking that they had really gone. | got my little two year old daughter and changed her dia-
pers, when suddenly they came back and three of them came in. They started searching all over

@
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again and they were swearing and shouting at me..."”

She was certainly not the first photog
rapher to face this question, but her
response to it was one of the most imagi-
native and thought-provoking [ have seen.

“Iit thee summner of 1993 [ interviewed
an elderly Albanian man in Kosove who
liad been beaten up by Serbian police on
the floor of his living room. A reproduc-
tion of Constable’s “Haywain” hung on
the wall, and sun streamed th mu;;r.‘r the
window omto sheepskin rugs, His son,

@ farmer, had also been beaten up. The
police had pinned him against the wall

of the house and threatened him with
machine guns. As [ left the house with its
trimmmmed garden lawn and colorful flower
beds, its deck chair on the verandah, I was
rerminded ufErrg.fish larwins aied Eﬂg!is.'r
gardens. In the village I saw several houses
which had been abandoned by their own-
ers, who had fled abroad. Even as far back
as 1993, the Albanians [ spoke to called
this “slow-maotion ethnic cleansing™ by
their rulers, the Serbs, I never forgot the
sharp contrast between the beauty of that
village and the terror of what I had heard.
When I returned to the village in 1994,
again for an u[f—lon-britfl'isir (owing to
the daily police patrols), the old man was
dead. He had never recovered from the
brutal blows he had received around

the head, and in the back, with guns.”

Friend built on that irony of the order-
Iy domestic interior in which an obscene
act had taken place, the rape of the family
refuge, by photographing exclusively the
interiors of homes and their immediate,
private environs and juxtaposing them
with transcribed testimony describing the
abuses suffered under the Serbian police.
She amplified the visual impression of
serenity by photographing her scenes dur-
ing full daylight, without artificial lights
and in medium format, in which the
square boundaries of the frame give the

There are

image the repose of symme

no people: To show a face, she says, would
have exposed the person to potential

h Yet she turns this limitation to her
advantage by choosing photos of homes
in which the tracings of individual
maore vi

e

sible in the resident’s absence, for
in such ima
decor, the furnishings and the personal
knickkr
one’s own. Friend printed her images

o5 the viewer relies on the

ks that are as idiosymcratic as

small (12" by 12"}, and framed them in
unfinished wood without mattes or other
borders, There are 16 images in the show,
and although they are arranged linearly
they are not in any way sequential. They
are in a sense cells of a larger visual body,
which is a meta-image that is the whole of
the show. Altogether, Homes and Gardens
is about as low-key and unde ed as
photography gets, let alone war photogra-
phy. It is an antithesis, Friend is pointedly
rejecting the overworked visual values of
news photography and calling attention
to her subject by the sheer distance she

goes in that rejection.

What gives the show its subtle, omi-
nous power is the viewer's knowledge that
these photographs are not at all what they
seem: These are crime scenes. The absence
of the literal representation of the violent
act or anything — or anybody — relating
to its immediate consequences, the depic-
tion of which virtually defines war pho-
tography, throws all that violence back
onto the viewer's imagination. This is of
course far more fertile ground, and it is
cultivated by Friend's several layers of ver-
bal contexts: her diminu thoughtful
catalog could be utilized to good effect in
any course on photojournalism and, most
centrally, her live tape of interviews with
Albanian residents of Kosovo speaking

about their troubles, sometimes in
English, sometimes in Albanian, each
identified on a gallery transcript only as
" or “student, age 18"

“woman, age 37

Their unassuming but
often tense voices col-
lapse distance and turn
the Hormes ard Gardens
from a photo exhibit
into a politically charged
installation. The ano
nymity of the voices and
the lack of a literal con-
nection to the photos
we are not told whether
or not the interviews
relate to one or more

of the homes photo-
graphed — generalive
the images, making
them Friend's metonyms
for Kosovar experience:
“This is where we live;
this is what is happening
1o us; we would show
you our faces if we
could.”

Beyond the imme-
diate strength of the
installation, Hormes ard
Gardens’ very success
stimulates broader ques-
tions about the conven-
tions of photo-docu-
mentary in conflict
situations, If one accepts
the premise that photo-
graphing and exhibiting
the immediate suffering
of others is morally

acceptable only if the

intent of both photog-

rapher and viewer is to
a sense of “other-ness™ that leads
ative effort (without this one
is left with voyeurism, “war-nography”),
then has “straight” documentary photog-

K.'GF”ilp!-l.'

tor amelior

raphy — and particularly the news-
oriented 35mm variety — become an
exhausted medium whose visual tune has
become a drone? If not, then why, with
ever more photography of conflict to be
seen, and the consequent opportunities
for “awareness” ever more, that it is, with
notable exceptions, so ineffective? Or is
the problem that viewers are presented
time after time with only victims — as we
are, obliquely, in Homes and Gardens —
for which no amount of empathy can aid
in developing the practical understanding
of the victimizers” motives, which might
help us understand the root, rather than
the fruit, of the problem? (Many photo-
journalists are keenly aware of this, but
the
ularly for those on a publications dead-
line: The perpetrators of violence hold
power in the situation and often control

» is a methodological problem, partic

access to their acts, whereas the victims

are eager to have their situation literally

“exposed” in hopes of alleviation by thos

capable of checking the perpetrator.) Yet
it is further possible that the problem lies
neither with the medium nor with the
methods of its practitioners but rather
with its two main sets of users — publish-
ers who too often fear i.ha”uugil':g‘

+ Houston Center for Photography =
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readers, and readers content to pay for
drivel, both of whom on the mass s

e
result in news publications that with few
exceptions exhibit bovine reliance on the
maost basic, iconic visual tropes. Now, if
these are not relevant questions, then \\'|'|:.'
is Friend’s presentation and contextualiza-
tion so methodologically refreshing and
intriguing, so moving?

Early thi
naTo'’s bombing of Serbia led to the

year, when the onset of

increased Serb repression that virt ual !}'
emptied Kosovo of non-Serbian Kosovars,
Homes and Gardens passed from current
events to history, Now, just as Friend
forces us to imagine what happened in
the interiors she depicts, so we must also
imagine what has happened to these
homes and families. This brings up two
ironies. First, as Kosovars return to their
lands and what is left of their homes, it

is the Serbs in the province, those who
collaborated actively or passively with the
brutality about them, that now fear retri
bution from the neighbors they thought
had been driven out for good. The line
between justice and vengeance may be
blurry, yet in the coming years it is hardly

inconceivable that there may be cause for

a Serbian version of Homies and Gardens,
as the centuries-old Balkan cycle of abuse
enters a new phase. Secondly, because
Homes and Gardens is specific to its his-
torical time, it can be viewed more casily

as a work-in-progress in Friend'’s ongoing

documentation in the Balkans, This vear,
she has made two trips to photograph
and assist her friends who were among
the refugees — not necessarily in that
order. She was shooting in the refugee
camps of Macedonia in May and June,
again in medium format. Yet the situa-
tion has inspired something of a forced
inversion of her subject matter: With the
Kosovars stripped of the domiciles that
appear in Homes and Gardens, she has
turned to the portrait — the very type
of photograph she longed to make but

could not so long as her subjects lived
under Serbian authority.

It is easy to succumb to the popular
myth that communica nd imaging
¢ are making the world ever

LTSI B

technolog

more accessible to being contained in
words and images, as if quantity of repre-
sentation might threaten to seduce us by
sheer volume into ln']it"\.'ing that no stone
remains unturned. Homes and Gardens
reminds us of the limitations of our con-
ventional representational strategies while
thoughtfully pointing to expanded possi-
bilities for documentary media,

Photojournalist, writer and editor Dick Doughty
s co-author of Gaza: Legacy of Occupation —
A Photographer's Journéy.
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Al photograghs copyright Robert Frank, courlesy Pace /MacGil

R. Eric Davis and Tracy Stephenson

It is difficult to sum up the work of
Robert Frank in a few hundred words,
In a career spanning six decades, the
Swiss-born American photographer
has made thousands upon thousands
of photographs and over 20 films and
videos. More than a dozen books have
been privately and commercially made
about his work. This article, therefore,
considers the period leading up to
and discusses his seminal works,

The Americans, Pull My Daisy and

Me and My Brother,

Robert Frank served his first appren-
ticeship in 1941 with Hermann Segesser,
a photographer who lived in the flat
abrove his parents. It was with Segesser
that Frank began to develop his technical
prowess. His photographic style devel-

oped and technical skills refined fu
by serving two more apprenticeships with
commercial photographers through 1944.

of

Dwring these years Frank also began his

filmmaking experience by
still photographer for the film Landam-
mann Staviffacherand and as assistant to
Walter Weller, the still photographer

on Steibrich.

SETVIng as a

After the end of the war, Frank trav-
eled to Ital
helped him begin to see the possibil
in the world at large. These opportunities,
of course, were leading him, and many
others, toward America. So, in 1947, re-
acting to what he considered the stifling,

and France. His first sojourns

narrow mindset of his native country,
Robert Frank went to the United States,
Along with letters of recommendation,
Frank took along with him a copy of his
first photo book, 40 Fotos, containing

1at would

spiral bound photographs
servie as a visual imtroduction to his
exceptional technical skills and ability
to create diverse imagery.

Almost immediately he was hired
by Alexey Brodovitch, art director for
Harper's Bazaar and Jurmior Bazaar.
Brodovitch was becoming well known

Sp
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Gallery, New York and Museum of Fine Aris, Houston

for his cutting-edge layouts and for
nurturing young talent. At the time
Frank was hired for $50 a photograph,
Brodovitch also had Richard Avedon,
Diane Arbus and Louis Faurer on staff.’
Diespite Brodovitch's willingness to
accept somewhat experimental work to
give Harper’s a very contemporary look,
Frank became increasingly disillusioned
with the controlled nature of the com-
mercial photographs he was creating. Still
seeking a way to expand upon photogra-
phy’s intellectual capacity led him to leave
Mew York and begin exploring. He spent
six months traveling in South America
and doing work for himself. In his words,
he “didn’t think of what would be the
correct thing to do; 1 did what 1 felt
good doing.™
The years
1949 through
1954 WETE ONes
that would
have a large
i[l'l[l;i{[ lil]lll]
Frank’s intel-
lectual con-
sideration of
photography.
After return-
ing from the
freedom of photographing what he want-
ed in South America, he began to divest
himself of doing only fashion photogra-
phy and looked more to doing freelance
work. He found these years to be a “train-

ing camp” where he “tried out things.
I learned about life. ... I entered into a
more conscious period where | knew
more about what I was doing and whan
I wanted.™

During these intervening years, Frank's
personal life would take a turn. He met
and ultimately married Mary Lockspeiser.
Their first child, Pablo, was born in 1951,
A second child, Andrea, was born in |954.‘
Between 1951 and 1953 Robert, Mary and
Pablo, spent a great deal of time in
Europe. It was during this time that
Frank's stylistic manner began driving

Robert Frank, Trofiey, New Oreans, 1955-56

Robert Frank, Santa Fe, New Mexico, 1955
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E TRUTH:
of Robert Frank

him toward The Amerfcans. The family
spent time in Paris, Valencia, London and
Wales. While in Europe, Frank produced
photographic essays on bankers in
London (1951), bullfighting in Spain
{1952) and a Welsh miner (1953).

After finishing the Welsh miner series,
the Frank family returned to the United
States where the artist underwent some-

thing of an intellectual transformation.
He decided that life had become too com-
plicated to produce a single all-encom-
passing masterpiece — one picture that
summed up his experience. As a result

of his various trips abroad where he
photographed as a foreign “observer” of
lifi
observation into a “visual study of civi-

e, Frank resolved to turn this power of

lization,” a look
inward at his
adopted home-
land, America.’
He was encour-
aged by, and
given references
from, Walker
Evans, Alexey
Brodovitch,
Meyer Schapiro,
Alexander
Liberman and
Edward Steichen to apply for a Guggen-
heim Foundation grant to pursue his

newfound mission.

In his application to the Guggenheim
Foundation, Frank stated that he would
the photographing
of America™ as that would be a literally
absurd undertaking.” He had in mind an
“observation” of America from the point

not be attempting

of view of a naturalized American. He was
particularly interested in “things that are
there, anywhere and everywhere,™ This
maore pragmatic endeavor, in Frank’s
ogue of

opinion, would provide a
such things. His vision included "a town
at night, a parking lot, a supermarket, a
highway, the man who owns three cars

and the man who owns none, the farmer
and his children, a new house and a

* Houston Center for Photography
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warped clapboard house, the dictation
of taste, the dream of grandeur, advertis-
ing, neon lights, the face:
and the faces of the followers, gas tanks
and post offices and backyards ... ™ Frank
applied to the Foundation in October 1954
and received a one-year grant in April

'Ihr,‘ |¢'.IL1(‘E$

1955. He later applied for and received an
extension to bring the project to fruition.

The Americans is a penetrating visual
tale, It has everything: death, despair and
cynicism, but also images of palpable
energy, a perception of truth, happiness
and hope. This is America. The past,
present and future coexist in these
pictures. This is not civilization lost
and found. This is America.

Frank’s photographs of America are
about more than a physical place. The
irmages are not so much pure social docu-
mentary as ‘hi'.\" are, in many ways, entrics
in a visual diary — an interpretation and
explanation of a foreign life in a foreign
land, even for those who inhabit said land,
now looked upon as post-modern vanitas,
It is a constructed, perhaps even fictional,
reality, but never unfaithful,

In Frank’s America, like many Ray-
mond Carver short stories, life is roughly
carved out. Chances present themselves
and choices are made. It is the type of
place where, in the blink of an €y, every-
thing can change. Frank finds a startling
beauty in this mystery of the uncertain,
unnoticed and unexpected. This is the
Land of the Free, Home of the Brave, We
know these people ... we are these people.

This was and is America. This is a land
we only think we understand.
The Americans was first published in

1958 in France because Frank could not

convince an American publisher of its
importance, In 1959 he was finally able to
get the American company, Grove Press,
to publish the book with an introduction
by the Beat poet, Jack Kerouac. Despite
the initial criticism of the book, it has

55

gone on to be reprinted many times in
several languages. It is an artistic icon

of a time gone by. Jack Kerouac perhs
best summed up
book. He said, “Wi
poems can be written about this book of

o]

images and resulting
t a poem this is, what

pictures some day by some young new
writer high by candlelight bending over
them describing every gray my
detail, the gray film that caught the actual
pink juice of human kind. Whether ‘tis
the milk of humankindnes

erious

i, Shakespeare

meant, makes no difference when you
look at these pictures. Better than a
!-h"\'h'_‘l
Robert
phy to filmm
tor tell a story. Concerned that he would
repeat himself if he remained a photog-
rapher, Frank turned to motion pictures

nk moved from photogra-
aking when he felt he had

when his preoccupation with his own life
moved him away from the single image
toward the narrative-driven format of
film. Friend and filmmaker Rudy Wurlit-
zer said that Frank “constantly resurrects
himself like a phoenix ... he reinvents
himself again to find out how to look

at things ..." with each new project.

Most of Frank's filmog is autobi-

ph

ographical and completely personal, His
life is 50 deeply connected to his work

there is little separation between what he
does and who he is. His cours

¢ o share

details about himself with audiences
makes his films difficult to categorize.
His persistent method of combining
documentary and fiction within the same
narrative framework is often difficult for
viewers to discern. Pioneer underground



filmmaker Jonas Mekas describes Frank
as an artist who “secks the truth ... and
one who reminds us not to forget the
challenges in our own lives.”

Since 1986, the Museum of Fine Arts,
Houston has served as the archive and
distributor of films and videos by Robert
Frank. Currently 18 titles are available to
universities, film festivals and cinemas
across the United States and Canada, In
the past, Frank’s films have appeared as
part of the cinema history curriculum at
the Harvard Film Archive and Columbia
University, honored at international film
festivals, and featured in recent retrospec-
tives in New York and Los Angeles, Frank's
newest works include The Present (1996),
in which the artist contemplates his rela-
tionships, the anniversary of his daugh-
ter’s death, his son’s mental illness and
his work from his homes in New York
and MNova Scotia, Flamingo (1997) is a
seven minute poetic diary recording the
construction of a new foundation for

Frank's Mova Scotia home, and [
Remember (1998), a reenact-
ment of Frank’s visit to the
home of photographer
Alfred Stieglitz.

The American indepen-
dent cinema was in its in-
fancy when Robert Frank's
Pull My Daisy appeared
in 1959, Co-directed with
painter Alfred Leslie, the
film was quickly acknowl-
edged as a small master-
piece and is now credited,
along with John Cassavetes’
Shadows, as the point of
origin for American avant-
garde cinema. In 1996, the
film was named to the

Robert Frank, Convention Hall, Chicago, 1955-56
Al phatographs comyright Robert Frank, courbesy Pace/MacGill Gallery, New York and
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Cassady and Allen Ginsberg, called Pull
My Daisy. The title refers to the term for
the removal of a stripper's G-string. The
poem was rewritten and subsequently
scored by the composer David Amram.
The resultant piece became the theme
song to the film, which was sung by
Anita Ellis. Much to the chagrin of both
Kerouac and Ginsberg, some words were
changed for the recording.” The film
focuses on a visit from a hish[]p to the
New York City loft of Milo (painter
Larry Rivers) and his family. It is based
on an actual incident that ook place

while friends Kerouae, Ginsberg and

Peter Orlovsky were vis
Cassady in California. Pull My Daisy
alternates between chaotic action and
filmic order. Ginsberg states that the film
T3 I'L‘!i}ll.‘l’_'lrlll of the actors as poets, and has
the quality of “playing for eternity whi
the same time being right there in time.”"
The film is shot silent; so Kerouac's
improvised narration becomes both a
freewheeling commentary on the action

ing Meal

at

Museum of Fine Arts, Houston.

Library of Congress’s

Mational Film Registry and released on
video for the first time." Premiering at
the same time the groundbreaking
photography book The Amcericans was
published in the United States, Pull My
Daisy is based on the third act of Jack
Kerouac’s un-produced play, The Beat
Generation. Unfortunately for the film-
makers, MGM had copyrighted the title
The Beat Generation and, in 1959, released
a Blexploitation movic of the same name.
A new title, however, came from an eroti-
cally charged poem written as part of a
jazz-styled jam session by Kerouac, Neal

FILMOGRAPHY

Pull My Daisy, 1959, by/w, 28 min.
The Sin of Jesus, 1961, b/w, 40 min.
0. K. End Heve, 1963, b/w, 30 min,

Me and My Brother, 1965-88 (reedited 1997),
by/w and color, 91 min.

Conversations in Mermont, 1969, b/w, 26 min,
Lifg-raft Earth, 1969, cobor, 37 min.
About Me: A Musieal, 1971, b/w, 38 min.

Cochsucker Blues, 1972, b/w and color,
20 min.

Heep Busy, 1975, byw, 38 min.

Life Dances On. 1980, byw and color, 30 min,
Energy and How fo Get M, 1981, b/w, 28 min,
Heep Busy, 1975, b/w. 30 min.

This Song for Jack, 1983, by/w, 30 min.
Horme Improvevnents, 1985, color, 29 min.
Candy Mountain, 1987, color, 51 min.

Run, 1889, § min.

Henter, 1989, b/w and color, 36 min,

C'est Vrall (One Howr), 1990, color. 60 min.
Last Supper, 1992, color, 52 min,

Moving Pietures, 1954, by/'w and color, 16 min.
The Present, 1996, 27 min,

Summner Cannibals, 1996, 5 min.
Flaminge, 1997, 7 min.

| Remnember, 1988, color, 5 min.

and the voice of all the characters. The
poets talk to the bishup {Richard ﬂﬂl!nm}':l
about religion and the meaning of life
while Milo's wife { Delphine Seyrig from
Last Year at Martenbad) attempts to
restore order in the loft. As the evening
progresses, discussion turns to NONsense
and drunkenness. Robert Frank and
Alfred Leslie edit Kerouac’s narration
from different takes and add the
original jarz soundtrack cnmpns-:d
by David Amram.

Robert Frank loved looking at the re-
sponse of people to the filmed disorder

_of his debut film. With Pull My Daisy, he

suceessfully conveyed the growing ten-
sions between the Beat generation and
the middle class American values involv-
ing family, religion and the work ethic.
Filmmaker Emile de Antonio states that
the film contained “what everyone was
hiding in the 1950s: drugs, homosexuality,
a different view of the world ... [That
was all part of | the Beats: total indiffer-
ence to everything that would make the
Westchester matron's jaw([s] drop™* Pull
My Darsy is a revelation of what the
world was about to be — all of the
political, sexual and general upheaval
that was represented in the 1960s,

Me and My Brother also examines life
on the margins nt‘suc‘icty. Between 1965
and 1968, Frank worked with Sam Shep-
ard, Allen Ginsberg and Julius and Peter
Orlovsky on the 35mm feature concerning
the complex nature of the relationship
between Beat poet Peter Orlovsky and his
institutionalized brother Julius. Inciden-
tally, Frank re-edited this ilm in 1997 as
a tribute to his late friend, Allen Ginsberg.
The new version of Me and My Brother

premiered at the San Francisco Interna-
tional Film Festival and was released on
video the same year. Me and My Brother
explores society’s reaction to mental ill-
ness by incorporating fictional and docu-
mentary cinematic devices to tell the
story. The flm also raises questions con-
cerning voyeurism, exploitation, acting
versus real behavior and the illusion of
truth. After spending vears in a New York
State hospital, Julius Orlovsky is released
into the care of his brother, who lives with
fellow poet and lover, Allen Ginsberg. His
condition is diagnosed by doctors, roman-
ticized by psychiatrists and medicated by
pmi'i:essi{nmls. At one point, Peter (}rl:r\'s&k‘.\'
forgets to administer Julius’ medication
and his brother disappears during a Cali-
fornia poetry tour, Julius’ deliberate stare,
detached behavior and silence makes
filming a movie about him difficult to
complete; his disappearance complicates
Matlers even mong.

The problems Frank encounters while
filming Me and My Brother over a three-
year period become a
metaphor for the strug
gle to bring truth to the
screen. Julius® lack of
conperation in the mak-
ing of the film and his
disappearance become
a symbaol of Frank's
struggle to control
his subject matter. In
Pull My Daisy, he u
improvisation, narra-
tion and real people
acting as themselves
to challenge the limi-
tations of fiction. In
Me and My Brother he
expresses the difficulties
onscreen, constructing
a film-within-a-film to comment on the
medium’s reliability. Frank decides to hire
an actor to play Julius: Joseph Chaikin
mimics Julius’ gestures and behavior in
front of a movie screen with images of
Julius projected on it. Chaikin's image
eventually replaces Julius’ projected self
and the actor becomes the “character” of
Julius. Addlcseiing 155115 0I'uciing VETSLS
real life with this technique emphasizes
the alienation Julius must feel in his own
life, and underscores Frank’s statement on
the “unreality” of film. He reinforces that
even documentary footage is unreliable
because, as the audience sees it, what
appears onscreen is only an interpre-
tation of the subject matter,

Me and My Brother returns to the real
Julius after he is found in a Napa Valley
hospital. As Peter Orlovsky discharges his
brother, who has undergone shock treat-
ment while hospi
awareness and understanding of his part
in the voyeuristic project becomes clearer.
From behind the camera, the audience
hears Frank question Julius about how he
feels being the subject of a documentary.

5

lized, Robert Frank's

JULIUS ORLOVSKY: Well, the camera
is &, uh ... seems like a, uh ... a uh
w.auh..auh..avh..auvh..a
uh ... a uh ... uh, a reflection of disap-
proval or disgust or, uh... or disap-
pointment, or ... uh ... unhelpfulness
... ness, or, uh, unexplanation —
unexplaining ... unexplainability ...
inabilit ... unexplainabilty ... ability ...
ability ... to, uh ... to, uh ... disclose
any real real, uh, truth that might, uh,
possibly exist.

* Houston Center for Photography #
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ROBERT FRANK: Where does the
truth exist?

JULIUS ORLOVSKY: Inside and out-
side the world. Outside the world is ...
well, | don't know ...."

The viewer comes away from the film
cognizant that in life there is no screen-
play and that Frank questions himself
and all others whose lives seem to always
be part of a performance. He has emerged
with a better understanding of his own
limitations in secking the truth on film.

Robert Frank shows detailed, unspar-
ing scenes of his relationships with the
people around him in his film projects.
His technique has set the course of his
film career: no rules, constant experimen-
tation and subjects close to home. At
times he stands in front of the camera, as
a reflection in a window or a voice on the
soundtrack, and the scenes become like
pages from a journal. “I'm always doing
the same images. I'm always looking out-
side, trying to look inside. Trying to tell
something that's true, But maybe nothing
is really true. Except what's out there —
and what's out there is always changing.”™

R. Eric Davis is the curatorial assistant for
Photography, Print and Drawings of the Museum
of Fine Arts, Houston. Tracy Stephenson is the
curatorial assistant for the Film Department of
the Museum of Fine Arts, Houston.

FOOTHOTES

1. Both German language drarmas were made
in Switzerland. Leopold Lindtberg directed
Landarmmann Stauffacherand (1941).

Sighrit Steiner directed Stetbvuch (1942),

2. Patnicia Bosworth, Diane Amws, New York:

Avon Books, 1984, p, 166,

3. Sarah Greenough, “Fragments that Make a
Whole Meaning in Photographic Sequence,” in
Robert Frank: Moving Out. Washington, D.C. /Zurich:
Mational Gallery of Art/SCALD, 1994, p, 104,

4. Ipid, p. 105,

5. The children’s presence would weigh heavily in
Frank's later projects inchuding the film, Comeersa:
1hans in Vermont (1969); the videa, Home Improve-
ments (1983-85): and several photlograpghs. Andrea
died tragically in an airplane cragh, at the age of
20, in 1974 in Guatemala. Pablo, who had long
been treated for mental llness, commitied suicide
In 1994,

6. Anne Wilkes Tucker and Philip Brookman, editors.
Robert Frank: New York [0 Nova Scotia. Boslon:
Litthe, Brown, and Company, and Houston: Museum
of Fine Arts, 1588, p. 20. Quotes for notes & to 9
are taken from the reproduction in this exhibition
catalogue of Frank's application for & Guggenheim
Foundation grant.

7. Ioid,

8, ibid,

Q. b,

10, Robert Frank, The Amencans, Revisad edition,
Millkerton, New York: An Aperture Monograph, 1978,
Introduction by lsck Kerouse, pp. 6-7.

11. Fire in the East: A Porirait of Roberf Frank
{1986). Dwected by Philip and Amy Bropkman.
Produced by the Muscum of Fine Arts, Howston and
Houston Public Television (KUHT). United States.
Videotape, b/w and color, 28 minutes,

12, Ibid,

13, The National Film Registry annually adds films.
of historic and aesthatic importance (o calebrate
film's legacy and 1o encourage cinematic preserva-
tion.

14, Jack Sargeant, The Naked Lens: An Iustrated
Histary of Beat Cinema, London, England: Creation
Books, 1997,

15, Fire in the Easl.

16. fwd.

17. Me and My Brother (1968). Directed and
Cinematography by Robert Frank, Produced by Helen
Silverstain, United States. 35-mm, b/w and color,
91 minutes.

18. Home improvements (1985). Directed and
produced by Robery Frank, United States,
Videotape, color. 29 minutes.
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RESPIRIT

Clockwise from top left:

Bill McDowell, Bathroom light fixture, Maplewood Hotel, 1994
Bill McDowell, Kitty Osborne Meditating, 1993

Bill McDowell, Rabert Shateel Holding UFD Photographs, 1596

BILL MCDOWELL

BANNER OF LIGHT:

THE LILY DALE PHOTOGRAPHS
HOUSTON CENTER

FOR PHOTOGRAPHY

MAY 7-JUNE 20, 1999

Michael Odom

The source and se

ing for this intelli-
gently interconnected series of photo-
graphs is a small town in upstate New
York, Lily Dale, that was founded in the
1gth century by practitioners of Spirit-
ualism, a loosely religious movement
devoted to contact between the living
and the spirits of the dead. For more
than a century, Lily Dale-

sanctioned
e offered believers guid

miediums |

ance, advice and especially the reassur-
ance that those who have died are not

truly dead but have only passed on to

another plane of being. Seances

arg

regularly held as are private consul

tations and w

shops on various
aspects of spiritualist belief. In short,
Lily Dale is a place where one can seek
proof of continued well-being beyond

the grave and attend classes with titles

like “Ascension 101"

William James (to whom McDowell
sometimes refers when discussing these
images) once observed that a person's

* Houston Center for Photography
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predilections can affect reli

iI'ILI\ t':\]FL'li-
ences profoundly; Catholics are much
maore lik

ly to see visions of the Virgin
than are Muslims, for example. For a
hard-headed skeptic like me, the resi-
dents of Lily Dale present simple targets
of opportunity. A few of the Lily Dale
photographs allow my skepticism to
bloom evilly. Kiny Osborne Meditating
(1993), the image of a middle-aged
woman sitting with eyes closed in front
of a house whose roof sports a huge satel-

lite dish, suggests a coldly ironic disbelief

at least to
me — as it nourishes my latent sarcasm.

about mediumistic practice

Meditation on the beyond? Yeah, right.
Trinitron transcendence is more like it.
It's a fierce association of mutually exclu-
sive modes of communicating with the
Great Beyond, this apparent conflation
of mysticism and electronic engineering,
But McDowell brings an understand-
ing generosity and a notable patience to
his task, a sympathy born of familiarity
with his subject. Eight years elapsed
between his first visit to the community
and his first photograph there, and five
maore years passed before the project was
done. The very deliberate pace offered
ample time for the town’s atmosphere of
spiritual yearning to saturate the images
and the picture-maker alike and for the
photographer to finely tune his under-
standing of the unfolding project.



Bill McDowell, Discarded Notebook Paper, Message
Sorvice Site, 1996

Consequently, McDowell's work is not
as simple as it might first appear. He
proceeds from a genuine affection for
his subjects and a tolerance for their
foibles barn of his own sometimes
positive experiences with Spiritualism.

S0 in the context of the whole photo

series, Osborne’s dish loses any me
ness | might read into it at first.
And therein lies much of the power
of these pictures. McDowell describes this
work as turning on the "odd relationship
between document and metaphor,” which
a formulation of the prob-
lems of reading an image as one is likely
to find. C
pretation, the relationship of what we

is a8 concise

Ler-

mplexities of modes of

see to what we might see, pulse through
the series as a whole.

The special aura of Lily Dale was the
original context for these photographs.
The light that exposed the film reflected
off the skins of people and the surfaces of
objects in a particular New York village at

where. Particularly in the later
pictures, the idea of context
shifts markedly away from
social and geographical loca-
tion to an internalized, self-sup
porting system of interlocking
meanings and gorgeous formal
relations that is much more
akin to poetry than docu-
mentary reportage.

The visual congruence of
the rings of Saturn as represent-
ed on placemats as in Hilda Wil-
kinson discussing astrology at her
dining room table (1994}, ina

maobile, Planets mobile, Wilkinson
house (1996), with a couple of old
ceiling lights Bathroom light fix-
ture, .\.&ep.'('n'm)nl Hatel, (1994), and
Light fixture and window, Lewis
rlpdr'”“t'.'” (1996) constitutes more
than a lovely formal exercise.
Crossing the all-important frames
of pictures with visual rhymes

like these asserts a continuity of
content and form that posits the
photographic series itself as the
primary context for their inter-

pretation. Even though each

image can stand alone on some
levels, pictures that claimed their
individuality too assertively were
edited out of the series, according
to the artist.

Spirit paintings — paintings alleged
to have been made by the spirits of the
dead and thus to provide powerful evi-
dence of the continued presence of
departed souls among the living, accord-
ing to the Spiritualists — often appear

Bill MeDowell, Hilda Wilkinson discussing astrofogy at her dining room labie, 1994

a particular time. The results are thus doc-

uments of a place and a time like no other
in texture and detail. But McDowell has
discarded the conventions of documentar-
ies if he ever held to them, Having steeped
himself in the village and its culture, he
jettisoned significrs of the place in these
photos, relying on his sense of the subject
instead. In a sense these images could have
been made anywhere, even if it is quite
doubtful that they would be made else-

cither as background elements or primary
subjects in McDowell’s photographs. The
painting

pparent lack of overt brush-
work constitutes proof of their non-cor-
poreal origins for believers. It is interest-
ing to note both the congruence of this
idea of brushwork with the common
Modernist notion that expressive gestures
are signs of the artist’s material “presence”
in the painting and how nicely the lack of
an artist’s mark fits as a description of

Bill MeDowell, Spirit Painting, Maplewood Hoted, 1996

photography, smooth and shiny, made as
if by magic in a darkroom, Not coinciden-
tally, McDowell reshaot several Spiritualist
photographs at Lily Dale, too. Three pic-
tures from 1996 lovingly show an elderly
man’s hands holding snapshots of UFOs,
a baby leprechaun and unnamed spirits.
The latter image is identified as fraudulent
in the caption, suggesting the
absence of fraud in the other two,
Regardless of the (to me, highly
doubtful) facture of spirit paint-
ings and photographs or their
truth value, their inclusion in the
Lily Dale pictures presents a par-
ticularly resonant observation
about the act of reading images
in general to the extent that one’s
point of view profoundly informs
their power to embody meanings.
Like a Spiritualist looking behind
the surfaces of ordinary states of
affairs for evidence of an unseen
world, | find myself looking at
these photographs as ca
poetic signification. I might call
my system of analysis er

riers of

cal

and semiotic and the Spiritualists’
superstitious or even gullible, but
there remains between us a com

mon lirl.",t‘ o .‘iL'I'.'k m 'Ill'll.’v\ s0me-=

how embedded in the mute images

before us. We want a deeper truth

than we trust the surface to offer.
Y

faces;

photography records sur

it produc
uments of the skins of things
without re;

4 precise doc-

ard for the relative

value of its subjects, attending
equally to trash and treasure.
Much of the strength and the
beauty of the Lily Dale photo-
graphs derives from McDowell's
ability to invest his images with a preter-
natural calm even if the overt subject is
essentially unimportant. Over the course
of his project, McDowell came to notice
that unlikely observations and seemingly
minor snatches of advice he got from
the mediums (e.g., “Your fruit trees need
pruning,” from someone who ought to
have no knowledge of his home at all,
much less his fruit trees) carried much
more significance for him than purport-
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edly weightier pronouncements. These

little lessons formed what he calls a
“white crow” experience, borrowing
from William James' characterization

of an experience unexpected enough to
alter one’s habits of thought: Once you
see a white crow, your concept of crows
in general is for-ever changed. In such
circumstances the commonplace can
take on extraordinary meaning, as it does
in McDowell's photographs. Images of
a light fixture, a bit of note paper on the
ground, an empty chair take on poetic

power as their concrete particularity is
made to contain more general ideas with-
in the context of the photographic series.
Their surfaces reflect more than light.

Michael Odom is a painter and critic who lives in
Commerce, Texas.

Tog: Bill McDowell, Robert Shatze! Holdig Spint
Photograph, 1994

Above: Blll MecDowell, Robert S, with Frodwlend
Spirit Pholograph, 1994



EXHIBITIONS

Photographic Narrative & the

WILLIAM EC STON
PHOTOGRAPHS: THEN AND NOW
THE MENIL COLLECTION
HOUSTON, TEXAS

MAY 28—SEPTEMBER 12, 1999

Kathleen ‘Ottervik

“Bill Eggleston's stuff sure didn't strike
me at first

‘good’ photography. I mean,
sn't always in focus, the ‘sub-

everything

ject” isn't always in the center (it’s some-
times chopped off!) and the framing
in the Kodak

manual. And, to top it off, unlike a lot

sure ain’t what they adv

of ‘documentary’ pictures, one can’t even
tell what some of the pictures are about.
Isn't a picture supposed to be about some-
thing? Isn't it supposed to be telling us
something? But 1 kept going back to look
at them. More and more of them. As if
by staring long enough 1 might penetrate
their mystery and understand why they
mess with my mind like they do™
William
ed as the quintessential photographer of
the banal. The commonplace is the sub-
ject he explores, challenging the notion
of what is appropriate subject matter for
photography. Yet, his images are anything
but ordinary. A bare light bull ch
objects, the contents of a freezer are the

leston has long been tout-

stage-sets for the narratives Eggleston
constructs. These narratives are never
clear cut. Eggleston invites the viewer to
complete the story, imagining continued
action beyond the confines of the photo-
graph's frame. Often concentrating on a
seemingly insignificant detail within the
composition, Eggleston implies that the
most important elements exist within the
imagination. He successfully interweaves
a sense of menacing oppression and wry
humeaor, tapping into the fears and wit of
his audience. Color, perspective and dis-
tance act as stage directions, leading the
audience through Eggleston’s “novel”

One must be careful, however, not to

RS ?

Willizm Eggleston, Memphis, Woman Seated by Post with Chain, 1972

become overwhelmed by the photog-
rapher’s seductive invitation to create
a narrative, Because of the absence of
explicit action, the photographs con-
vey a sense of quiet, even empliness.
This stillness of subject acts as a foil
for a cacophony of texture, pattern
and line. These photographs, espe-
cially those from this year, are pene-
trating studies in form, surface detail,
and color. Eggleston masterfully dis-
tracts the viewer with narrative pos-

siby . while ir

ting on a highly
complex investigation of the nuts
and bolts of aesthetics. John Szar-
kowski has argued that “In photog-
raphy the pursuit of form has taken
an unexpected course, In this pecu-

liar art, form and subject are defined
simultaneously. Even more than in
the traditional arts, the two are
inextricably tangled. Indeed, they
are probably the same thing. In
Eggleston’s photographs, they are
definitely the same thing.

The exhibition of Eggleston’s
photographs at The Menil Collec-
tion offers an excellent opportunity
to explore this du;ﬂi[}' of hl.Ih.iL'Lli and
formal elements in Eggleston’s ocu-
vre, William Eggleston: Then and Now
includes 18 photographs, which illus-
trate the breadth of his career, while
highlighting the strengths of the
Menil's holdings. Thirteen photo-
graphs, ranging in date from 1972
10 1984, are drawn from the Menil's
collection. Five photographs from
1999 were selected by the artist for
this exhibition.

Eggleston was born in Memphis,
Tennessee, in 1939. He attended Van-
derbilt University, Delta State College
and the University of Mississippi.

He began to experiment with color
photography in the late 19605, present-
ing his work to John Szarkowski at the
Museum of Modern Art in 1967. Walter
Hopps has noted that, “With his unique
vision of the real
world, particu-
larly the American
South, Eggleston
developed the
color phntngr.‘].p]i
as a singular medi-
um and maximized
the potential of
color as a fun-
damental feature
of perception.™

Eggleston is
the recipient of
the 1998 Hassel-
blad Foundation
International
Award in Photog-
raphy, which cele-
brates “exceptional
photographic
achievement.” He
is the first to be
honored for work
in color photogra-
phy. Past winners
include Henri
Cartier-Bresson,
Irving Penn, Susan
Meiselas and
Robert Frank.

. - The Hasselblad
Center and Scalo

* Houston Cente

William Eggleston, Eiwis and Kennedy, 1984

have issued a book of Eggleston’s photo-
graphs to accompany the Hasselblad
exhibition. The catalogue includes a
brief introduction by Hopps, Curator
and Founding Director of The Menil
Collection; an essay by Thomas Weski,
Curator of Photography and Media,
the Sprengel Museum, Hanover; an in-
terview with the artist by Ute Eskildsen,
Director of the Department of Photog-
raphy, Museum Folkwang, Essen; and
nz color reproductions. While both
the Hasselblad catalogue and the Menil
exhibition do not intro-duce ground-
breaking perspectives on Eggleston, they
do provide a very good introduction to
his eenvre and an opportunity to examine
his recent work. As there has not been a
comprehensive retrospective of the artist’s
work in the United States, the Menil show
and the Scalo catalogue are valuable for
newcomers to Eggleston’s photographs,
The layout of the Menil show is not
strictly chronological. Instead, thematic
groupings articulate Eggleston's primary
subject matter: interiors, landscapes
and “everyday” objects. The first wall fea-
tures two images from the 1984 Graceland
port folio. Grave, Elvis and Kennedy, nlung
with Neon Flag (from the Troubled Waters
portfolio, 1980), play on the notion of the
banal through the use of iconic imagery.
Like fellow artist Jasper Johns (born 1930),
Eggleston challenges notions of content
and form in art by concentrating on
familiar symbaols and objects. Eggleston
invites the viewer to question meaning,

r for Photography «
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while, at the same time, he employs
these “known” subjects as a forum for an
exploration of celor and surface texture.
For example, in Grave the somber subject
is contrasted with a panoply of vibrant

colors and overwhelming
activity of pattern and line.

The second wall of the exhibition
more explicitly introduces Eggleston’s
transformation of the “most mundane
and uneventful [to] the most riveting
and ominous.™ Each photograph is
drawn from the Troubled Waters port-
folio and their dominant theme seems

o

to be fear. The cautious glances of Black
Children in Field echo the furtive gaze of
the dog in Dog in Shadows. The seemingly
ordinary Freezer, although well stocked,
suggests poverty and lack. Eudora Welty
has observed that, “What is there, however
SO
familiarity will be what overwhelms us.™
These ostensibly innocuous subjects creep
under your skin, leaving you unsettled

strange, can be accepted without que

and wanting another look, Through ex-
ceptional compositional skills, dramatic
use of perspective and distance and af-
fecting color, Eggleston transfigures the
ordinary, capturing the extraordinary.
The ominous pervades the main
wall of the exhibition, which features
photographs primarily drawn from
William Eggleston’s Guide, edited by John
Szarkowski and published by the Museum
of Modern Art in 1976, Here, the photog-
rapher’s virtuoso use of color and impli-
cation of extended narrative action high-



William Eggleston, Freeper, 1980

\
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Eggleston successfully interweaves a sense of menacing oppression and wry
humor, tapping into the fears and wit of his audience.

light Eggleston’s declaration that he

is “at war with the obvious.” Tihe Red
Ceiling suggests some titillating narrative
with its garish red walls, exposed light
bulb and pornographic posters in the
lower right corner. One feels that some-
thing tawdry is being exposed; yet it is
absent. Eggleston states, “ The Red Ceiling
is so powerful that, in fact, I've never seen
it reproduced on the page to my satisfac-
tion. When you look at a dye-transfer

!

-
A
William Eggleston, Banve Angel, 1999

print it’s like it's red blood that is wet
on the wall ... The photograph is still
powerful. It shocks you every time.™
Through highly effective placement,
the photographs on either side of Red
Ceiling take on similar narrative effects.
The Blasted Tree suggests a spotlit night
crime scene and the Old Man with
Revolver appears rather ominous, if still

somewhat humorous. Woman Seated by

Post with Chain suggests a dark theme

of unhappiness and burden. Through
manipulation of distance from his sub-
jects, Eggleston conveys a sense of oppres-
sion or, alternately, alienation. The girl in
Little Girl and Playhouse is dwarfed by her
playhouse, our distance from her increas-
ing a sense of loneliness and detachment.
Again, however, the strength of narrative
possibilities should not overshadow
Eggleston’s exploration of formal elments.
For example, the Menil installation ex-
ploits Eggleston's interest in the play of
line against dark backgrounds as seen in
the electrical wires in Red Ceiling, the
old man’s watch chain and the ridges of
The Blasted Tree against the night sky.
Dynamic surface patterns animate
the final five photographs, on exhibition
for the first time. Eggleston continues
to play with the notion of the idol as

subject, highlighting the irony of reli-
gious “kitsch” objects. Yet, this most
recent work seems to be Eggleston’s
most overt celebration of the dance of
surface textures. The brilliant surfaces
of Chrome Jesus and Barbie Arign'! l‘JL"g
the eye to explore the play of light and
shadow. Church Gift Shop inundates the
viewer with the interplay of text and
shapes. Thus, in his most recent work,
Eggleston continues to utilize the camera
to explore the effects of pattern, line and
texture, while celebrating the strange
and the ordinary.

David Byrne’s initial struggle to
engage with Eggleston’s photographs
seems 1o be common. Weski argues that,
“The ingenuity behind the pictorial lan-
guage of his photographs, which are
definitely not snapshots, is not
immediately clear, and we must take
a closer look before we finally grasp it.™
Then and Now affords one the opportun-
ity to look closely at Eggleston’s photo-
graphs. The new monograph allows
extended contemplation and capitalizes
on the photographer’s emphasis on the
sequencing of his photographs in book
format. The Menil exhibition and the
Hasselblad catalogue are excellent ways
to “penetrate the mys[cr}'" of I"_ggleslon's

photographs.
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Human Existence

WORK BY DORNITH DOHERTY
THE LAST GALLERY

CEMTER FOR THE VISUAL ARTS
DENTON, TEXAS
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VOICES: RECENT WORK BY

DORNITH DOHERTY

UNIVERSITY GAI Y

TEXAS A&M UNIVERSITY-COMMERCE
COMMERCE, TEXAS

MARCH 10—31, 1999

Sara-Jayne Parsons

Philosophical questions posed by inquiry
into the complex relationship between
human existence and the natural world
proliferate concurrent exhibitions of work
by photographer Dornith Doherty.”
Bringing to light an area of investi
that has occupied the photographer sin
the mid-199¢

the photographs exhil
and Denton explore fantas-
tic peculiarities that occur as a result of
human presence in nature. This scrutiny

in Commerc

of idiosyne Iso highlights the roles

[[=

that myth and science |
humankind’s attempts to understand

and control nature.

¢ played in

With iconography encompassing
portraiture, still-life and constructed
landscapes, Doherty’s combined works
intriguingly weave together signifiers of
surreal human narrative influenced by
Latin American Magical Realism and
also attempt to assess more empirically
inclined investigation of the human
species in the tradition of Charles Dar-
win. This enigmatic duality is grounded
through Doherty’s beguiling method of
straight photography involving the layer-

ing of iconic abjects such as live plant
specimens and dead insects with manipu-
lative projections. The result is a series of
challenging visual metaphors that feature
the delicious metamorphosis of mundane
objects that enable the spiritual and the
tangible to coalesce.

The foundation for Doherty's recent
work dates back 10 1994. Upon receiving
a William ). Fulbright Lecture/Research
Fellowship, Doherty was able to spend
time teaching and photographing in
Mexico for several months, With an
academic background in Spanish and
French literature coupled with time
spent working and studying in Brazil,
Guatemala, Peru and Spain, it seems
natural that Doherty would expand her
literary inves ion of Magical Realism
through photography. Indeed she be-

came particularly interested in aspects
of Magical Realism that she perceived
in everyday Mes

can life, most rml.lh[y
in the use of animal and insect masks in
icultural festivals.’

Inspired by this notion of the transfor-
mation of human identity into totemic
animal form, Dnhurl}' chpuu[lds the alle-
gorical power of masks in Ramphastidae
(1995) which in simple terms is a symbiot-
ic portrait of man and a toucan. Through
the combination of a frontal pose (man)
and the profile (toucan), the two share
identity through an eye that produces
delectably sinister appearance that is unfa-
miliar and larger than life. This exoticism
in juxtaposition, achieved through a pro-
jection of images, is uniquely characteris-
tic in the paradigm of Magical Realism
where small facets of objects

d

converted
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into symbols that achieve
mythic proportion. Indeed
myth subverts pragmatism
as a vehicle of communica-
tion. Consider the implied
symbolism of the “eye” as a
portal of knowledge with
reference to the use of
masks. The wearer of the
miask can “see” but can not
be “seen.” In Ramphastidae,
lh(.' |'IlJlI'I-'lI1 FETF]TI 'l;!kr_'.\ oan

a discomforting ghost-

like presence when infused
with the identity of the tou
can. Although essentially
masked, the man ironically
can still be seen in a new

form. For the viewer, cla
fication of the man-bird is
not easily attained. The title,
Ramphastidae, the Latin

name of the toucan, is a

puzzling dichotomy. It
unravels only the material
part of the mystery." The
man-bird

gnifier points
to spiritual kinship between
beings that can only be un-
derstood in the sphere of
legends; a realm where the
[L'L'Il 1']“1] 1'".' ﬁl[ﬂ;]!-[iL' are
united.*

In contrast to Ham-
phastidae, where man and
toucan appear to physically
merge and share vision, in
the still-life Roentgenogram
11995" Doherty assembles
objects to compare decaying
flower blooms with an old
X-ray of a hand. The metonymic power
of this image revolves around the subtle
us¢ of backlighting to highlight the simi-
larity of the hidden structure of flower
petals and a human hand." This indexical
illumination of patterns of order found in
nature hints towards the value of scientific
scrutiny. Doherty exposes an epiphany of
investigation of the seen and unseen in
the natural world, an area of u_-;ph:l.'l[iun
that unfolds in later works.

Roentgenogram also reinforces the tenet
that human experience of consciousness is
bathed in knowledge of the past and the
present. The delicate transparency of
the petals and the X-ray can therefore be
understood as icons of transformation,
metaphors of the transitory nature of
organic forms. The color and appearance
of the wilting flower petals sugge:
kled or mummified human skin. Small,

wrin-

dark, round blemishes on areas of the
hand on the X-ray indicate the alarming
presence of buckshot and underling the
oric role of scientific machinery in the
effort to control human physical trauma

and indeed sustain life.” Indeed the overall
tone of Roentgenogram is a refined com-
bination of fragile self-realization and
poetic sadness.

Doherty’s continued inquiry into the
relationship between humans, s
the natural world takes on new meaning
in her most recent series of photographs.
These constructed landscapes present
fresh challenges in secing due to their
sheer size (4" x 5') a new venture for
Doherty. Direct presentation of simple
forms on a magnified scale invites

nce and

viewers to consider unseen details. Again
Doherty’s carefully chosen fragments

Dornith Doherty, Roentgenagram, 1994

of pJ.‘ln[s. insects and other natural detri-
tus point soberly toward knowledge of
the spiraling process of evolution and

the ephemeral nature of all life. This series
of photographs indicates Doherty's move
away from the iconographic influence of
Magical Realism and reflects perhaps a
less mythical inquiry of the natural world,
a focus on the human desire to document,
classify and com-
prehend through
scientific endeavor.
This slight shift in
Doherty’s approach
is maybe best ex-

emplified in two
photographs she
created in 1998:
Forbidden Land-
scapes and Wipe
Out.

Akin to the
style of presentation
found in herbari-
ums or journals of
a Victorian botanist,
Forbidden Land-
SCapes is A micro-
scopic view of a
selection of laven-
der-colored lupines
placed on a surreal,
vibrant green plane
of parrot feathers. A
taxonomist’s dream,
this photograph
compliments the
notion that botani-
cal work requires
observation and
accurate description.

* Houston Center for Photography =
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Dornith Doherty, Unbitled. 1988

and the Natural World

The aesthetic appeal of the lupines masks
their toxicity. ldentification and classifi-
cation of a species demands persistent
vision and experimentation. But here

the vision is skewed. The familiar is made
unfamiliar again by Doherty through the
scale of objects. Viewers must reconsider

how humans envision harmony in the
environment and recognize their place



in the larger scheme of the natural world.
The astute onlooker may also construe
Forbidden Landscapes as somewhat of an
homage to the history of photography
in the employ of science. Certainly it is
worth recalling that William Henry Fox
Talbot's photogenic drawing experiments,
in which he used simple plant forms like
lupines, were probably as much about
his consuming passion for botany as
they were about his desire to develop
paper photography.®

In Wipe Owt, scientific classification
of a species appears in a literal sense as
fragments of butterflies and other insects
are superimposed on a grid. Beneath this
layer there exists an image of a flat, Texas
landscape, punctuated only by a pick-up
truck and electricity poles. Like Doherty’s
previous use of plant specimens, the but-
terflies point to the fragility of balance in
nature. Here this equation is exaggerated
all the more so by the blurred shadows
created by the insects surfing on a breeze,
suggestive not only of the flux of meta-
maorphosis but also of momentary exis-
tence, The very title of the photograph,
Wipe Out, begs the question of whether a
species can be recognized, categorized and
an effort made to avert extinction at all. It
is also no accident that Wipe Our playfully
intimates the sport of surfing, as the art of
wave riding is based on a surfer’s athleti-
cism and sensitivity to the environment

at a given moment. Human presence, or

Dornith Doherty, Ramphasfices, 1995

survival in nature, in this instance, is
literally a relationship based on balance
and synchronicity.

In a period when human's compre-
hension and control of nature have led
to the creation of a new species of tomato,
animal cloning and experiments in culti-
vating human tissue, Dornith Doherty’s
photographs emerge as utopian visions —
testaments to the belief that harmony and
respect for the natural world is key to the
survival of the fittest. Do not be fooled.
These are not romantic visions, They
are suggestions that scientific study can

accommodate poetic thought. As me
phors of human presence in nature and
the connection between myth and science,
Doherty’s photographs serve as sober

reminders of how the “seen” and “hidden™
must merge in the investigation of the
natural world. Science alone can not

perhaps provide all the answers we seek.
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Dornith Doherty, Wipe Out, 1998

Sara-Jayne Parsons is an adjunct lecturer
in Art History at the University of North
Texas in Denton, Texas.

3. It is interesting to note that Doherty’s use of
Latin simultaneously e and masks. the com
pound of the man-bird. The tradtonal, scholarly
classification of the towcan, by wary of an out-moded
or dead language not easily deciphened by the
TR vigwer, ore, the image |s named,

Bt not necessarily wnderstood.

FOOTNOTES

1. Bam In Houston, Texas, Domith Doherly 41 quis yneasiness o inability 1o decipher real
is associate professor of phatography ol the . chis |5 emblematic of
ters is i
University of North Taxas. She received 8 BA  wyuiean Magical Realist ierature, for example
Sl e Framchy lang: g’ nncd Biorn n the fiction of Elena Ga o Jusn Rulfo
ture from Rice University and her MFA from
5. A challenging diab L natural object

Yade University. She has had solo, two-per-
son and group shows in the United States BOCHATTMCHTVES OECL VT8 BCISEUSG, PNICTON 18
also established,

and in Mexico. Doherty’s photographs are
ncluded collection of the Museum 8. The Xray itself is antique, dating from the late
of Fine Arts, Milwaukes, the Minneapolis 19th ce 20th century period.
institite of Arts, and the Museum of Fine

Arts, Houston. Her work is represented by

James Gallery, Houston.

ury 1o

2. This series of photographs formed the
basis for the exhibition Voices: Recent Work
by Dornith Doherty, March 10-31, 1999,
University Gallery, Texas A & M University
Commerce, Texas

Darnith Doherty, Forbidden landscape, 1949
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7. This series of photographs formed the basis for
the exhibition Work by Domith Doherty, Febreary
20-March 26, 1999, The East Gallery, Center for
the Visual Arts, Denton, Texas,

8. H.L.P. Armold’s attempts to highlight Talbot's con-
tribastion to sclentific development in 19th o
Britain should be xd. H.LP. Arnold, ¥
Fox Taibot. Pioneer of photography and man of
science. London: Hulchinson Benham, 1977
pp. 217-267.

All original pholographs ane in color, All pholographs
courtesy of the artist and James Ga

gy, Houston
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of lllusion

MARIO CRAVO NETO
SICARDI-SANDERS GALLERY
HOUSTON, AS

MAY 13-JUNE 27, 1999

lleana Marcoulesco

Born in 1947, Mario Cravo Neto is a native

of Salvador de Bahia, Brazil. His training
started early as his father instructed him
in sculpture and later offered him the
visual experience of Europe in the 1970s.

The artist then travelled to New York
and studied for a year at the Art Students’
League. This was the glorious epoch of
Abstract Expressionism in painting and
minimalism in sculpture and the influ-
ence of Morris, Claes Oldenburg and
others was keenly felt.

New York City in 1969 to 1970 offered

this artist a vitally formative experience
not only because of the pressures —
both cultural and social — of the city, the
extraordinary density of artistic life but
also because of the fundamental solitude
of the man in the metropolis. Solitude did
not induge an extroverted turn in Cravo
Neto; to the contrary, it made him even
maore bent upon inner reflection.

It took physi
afterwards in Bahia. Cravo Neto devel-
oped an art that is attempting to halt the

al strength to survive

acceleration of chaos and entropy univer-
sally threatening us from all angles and
sides — an art th about arresting the

chaotic flow of time that will inevitably
gobble us up.

Saturno (1992) is a Goyesque, staged
image of a giant white Chronos (a self-
portrait?) devouring the minuscule dark
figure of a young man: a symbol both of
the cannibalistic acts by which a civiliza-
tion historically feeds on another and of
the inexorable cruelty of Time. The clas-
sical myth of Icarus is carried by an
impressive photograph of flying-falling.

By his utter subjectivity, elevated by
simplicity and avoidance of all accidents
to an essential approach to things and
events, the artist as thinker seems to in-
scribe himself in a phenomenological
type of experience and perception.
Concerming Time, his concept is almast
directly lifted from T.5. Eliot’s Quartets
but strongly, if indirectly, resonates with
the phenomenological-existential view
of the plenitude of the now.

In fractions of seconds, Mario Cravo
Meto avidly appropriates events which he
freczes or half-freezes on film. The tran-

ions from objective to subjec and

vice-versa are both fragile and compelling,
It is a va-et-vient of the subtlest kind, an
art of allusion and infir

Iy reverk

ating
auras of connotations which would give

the lie to Benjamin’s famous 2
pronunciamento: in fact, in the era of

hetic

mechanical reproduction, the aura
of the work of art is enhanced rather
than diminished.

Man with Two Fish (1992), possibly
the most precious piece in the show,
1d shine many

exceeds in poignancy

famous painting with a similar subject
including canv by M
for both of whom ichthyology was tempt-
ing. In Cravo Neto's photograph, the back

s¢ or Bragque

of a man is present, as a curved surface
striated with blood; the fish look alive,

Marno Crave Neto, Sacrifice ¥, 1980

scared and ready to bite. Light contrasts
are 50 well managed as to literally burst
your eyes open ... It is hard not to be
haunted by this image; it has a movement
of its own, as if rapidly receding into the
distance, and vet at the same

Lime .‘o[il:u'iflg
with you.

The two portraits, Tinho (1990) and
Head and Eyes (which should have been
juxtaposed in the exhibition for the added
strength of the “double”), draw attention
to the shiny shaved skull; in Eyes, there is
an upturned look and a wrinkled forehead
as a result. Head — just a skull collecting
light with somewhat protruding ears —
as striking as a Brancusi's Ej
Cravo Neto segregates backs, necks and
collar bones overhung by an upturned
head with unambiguous smiles (Sdtiro).

The Voodoo serie:

. Elsewhere

'IL'l"I]'{.'VL'.\ t'lluilll}'

1 combination of

magic secrecy throug)

statuesque postures and white speckled
transparent black veils. The symmetry

of the nude in Voodoo Figure (1988) is

fi lll[|"i.l1l.’,. Voodoo Child (1988) is a rela-
tively small (18" x 187) piece, quite essen-
tially combining greys, blacks and whites
ical-tactile whole. In other images

ina mus
of sacrifice, the immaculate white of the
bird is intertwined with the ebony of wiry

hands and arms in a magical embrace,
ed are one. The artist

Sacrificer and sacrifi
does not have to “depict” scenes of ritual
sacrifice, but only point to them allusively
in order to rouse a “sacred awe.” Explicit

is, as far as | am concerned, the attach-
ment to an aesthetic of hieratic gesture,
to verticals intimating threat and violence
pointed towards the above and to the
sacred acts of conjuring forces of war or
death. But mostly, as any accomplished
maodernist, Cravo Meto would look at —
and transmit to us — the plenary beauty

SP@T
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of these sacrifices whose significance

he doesn’t need to penetrate, leaving

the explicative task to the ethnologists

who might write scholarly tomes about

them without ever reaching bottom.
Escriba (1992) emphasizes the titanic

effort of a sculptor trying to inscribe

some message in the stone. Stone as a

photographed medium is frequently

present, in the strange cult objects

(a pu|i.~i]1ud fetish in a cucumber shape

that serves as ear stopper in Silence (1992)

— a large very

thi

magical connections as well 2

impressive rendition of

inner state) and appears in other

g. in the

half-humaoristic, half-pathetic literality of
the rugged Heart of Stone (199), gingerly
carried by two hands that seem to make
a religious offering of it.

Says the Brazilian cr

¢ Paco Baragin
in Mexus: “._. his images are very dual,
given that they show a strong tension
between the spiritual and the erotic.”
Cravo Neto agrees with the charac
zation. Nevertheless, he subordinates this
tension to a preexisting, objective and
permanent, vertiginous swirl. [t is a verti-

go that may well be a cosmic apperception
rather than the trite assertion of a duality
between spiritual sublimation and the
corpareal-erotic pull. Yet both appear
as a corollary of cosmic turbulence
and chaos.

The artist refuses to practice any
mimetic theory of :
rywhere evident in the work. I can't

and this is

[
think of Crave Neto's photographs as
depicting anything, the w
less figuratively speaking, Ansel Adams’
depicts Mt. Whitney or an orchard in

the Santa Clara Valley or even a Cézanne
perspectivally depicts the Mt. Ste. Victoire.
Cravo Neto's subjects are not famous and

IMOre or
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recognizable as Man Ray's are: figures
that patently existed in the mundane
ousness before his camera focused

CONSE
on them. Much like the Japanese artist-
photographer MNakaji Yasui in the 1930s,
the human dimensions (including ethnic
characteristics) are ;11‘-5-'|."rr'uE|3' expressed.
This is due, however, to the strict pursuit

of form, the mastery of contrast, the
stylized rhythms we face not subjects in
themselves, waiting to be uncovered and
rematerialized, but are dealt essentially

the human drama, the live encounters,
the felicitous occasions for the artist’s

appropriation, the supports for h
thetic vision. In what the late Heidegger
des

acs-

cribed as “the event of Appropriation,”
Time and Being come together; the artist’s
sending (e.g., of the art work) in the des-
tiny of Being (viz: into the world at large)
may be characterized as a giving in which
the sending source keeps itself back and
thus withdrawn from unconcealment (the
openness of truth). In this appropriating

space-time expanse, that is the work of
art, Being giv
ar apposition.

sell without division

A different kind of approach to

i itself therefore when
photography is neither reporting on his
torically recognizable events, nor doing
portraiture, nor trying to fix on paper a
landscape — urban, rural, microscopic
Such ¢ tl
sarily formalistic. Even

or astronomi cism does

have to be ne

when our artist focused on the growth
of |'|;!||l5 in a terrarium, the aesthetic
object far overstepped the boundaries
of the natural process. Hence “describ-
ing depiction” misses the point. There
are certainly in Cravo Neto's panoply
some classically recognizable, even
though unconventional, takes — for



instance, the portr; of Lucia, Mother
of the Artist (1993), the portrait of Mario
Crave Neto, the Father (1993) and of Lukas
(the artist’s son; as recent as 1997) all pro-
foundly imbued with parental and filial
piety. But don't 1|1|:}' concentrate, rather
than on a flatly recorded similitude, on
intentional objects — viz on what he
loves, on that which excites and inspires
his aesthetic and ethical papillae? It is
only through this prism that the well-
known features will appear. Alone per-
haps Lukas’s swan neck in a favorite
foreshortened position discloses a shade
sionism. Elsewhere, too, the

of expre
artist relishes in capturing curves ideally
graceful which elevate the tonus of his
pictures almost to symbolic heights,
Neto's art, at least in its black-and-
nts, is prl:u]umi!:imlly ahstract,

white v
for he does not present or represent an
optical retinal view of his subjects, does
not imitate, emulate or simulate objects
of our everyday visual universe, does
not lay claim to anthropological, ethno-

graphic, psychoanalytic, ideological or
political truth, If truth there be, it is
of another order.

The black-and-white set of Cravo
Neto's photographs shows a moving,
if sad, paradise of birds; snow white
or speckled, young and silky, strangled
or on the verge of being killed, always
poised in a meek, sacrificial posture,
hostages to men's dark hands, never
soaring, never free.

His photographs are relatively large
(38" x 38" for the largest; 18" x 18" for
the middle ones; and 15%” x 15%" for
the smaller ones). As is the case with
any artistic “perfection,” it is hard to
substantially reduce their size without
losing the originally intended effect.
Rothko said once: 1 paint large in order
to be intimate.” It seems that by involving
us in his big images, Cravo Neto achieves
something similar; we are drawn close to
the palpable textures of the objects which,
in turn, 1.'I'I'VI.‘II'I'F! us in their subtle drama
of sacrifices, ma als, alert us to the
mysterious significance of sacred objects
and people officiating with hieratic ges-
tures. This is one, if not the main, proce-
dure conducive to the emotional impact
of Cravo Neto’s art.

So far, we have seen in Houston only
about one hundredth of Cravo Neto's
oenvre. The little that was made available,
however, by the judicious choice of Maria-
Ines Sicardi, compensated in kind and
quality our huge gap in information.
There is this enormous body of work
in color that includes definitely closer
historical-anthropological perspectives,

Mario Cravo Neto. Weogoo Child, 1989

portraits of people at their d
the life of the shanty towns as well
as the famous Portuguese baroque
style of buildings.

At the present stage in his life,
Cravo Neto relishes in the potential

of electronic media. The computer, he
says, not only helps him build moc
ups of portfolios and catalogs but also
serves as the best tool for videos and
installations. Obviously he is able to
dominate the be:

3 and we certainly
hope that it will not overpower his
deeply spiritual and innerworldly
int's&-il.t"l.'.

However, this is by far not the only
message. An inner epic of people and
clusters of peoples in this part of the
waorld, of their lives, beliefs, moments
of contemplation
austere beauty of the human environment
in its unshakable historicity, are present in
this search that one may call implicit nar-
ratives or stories; however, this dimension
remains cryptic; its impact on us, one may

nd self-reflection, the

say, refers to the continuum of a collective
unconscious, if the notion were not so
fuzzy and abused. One thing ought for
sure to be left out: the sterile hunt for
Freudian symbols — at the same time
facile and unnerving.

Most of the issues involved in this ar-
tist’s work have to do with an evaluation
of modernism today. Is modernism dying?
Modernism is alive and well in Mario
Cravo Neto's vision and treatment of
his subjects. Once appeared on the world
Art=-scene

whether drawing on ancient,

prehistoric, and the so-called primitive,

little explored cultures, relatively exotic
— it is here to stay. Not perhaps as man-
nerism was within the Rococo period — a
minor of a major style. Speaking through
its best representatives in the concert of

thinking, not to say philosophizing, litera-
ture and music, modernism has infiltrated
the consciousness of many viewers, read-
ers and neophytes in art appreciation;
semantic or ideological m
ings notwithstanding, Mario Cravo Neto's
impeccable modernity will invariably
stir up the frisson of emotion that great
art produces from Brancusi to Man Ray.
Yet his work is not congealed at
any given stage of modernity. Rather, it
appears prototypical of an opera aperfa;
all diachronic barriers and signs collapse,
and the “tale” becomes part of a continu-
um painting-poetry, immutable in its
flow that preserves the inner circuits of
mation, allowing at the same time an
openness to dream, projection, fantasy
and interpretation,

nderstand-

lleana Marcoulesco is a froe-
lance philosopher and art
critic in Houston, Texas.

Mario Cravo Neto, Africa I, 1991

EDITED WITH PHOTOGRAPHS BY
MARIO CRAVO NETO

TEXTS BY PADRE ANTONIO VIEIRA,
JORGE AMADO AND WILSON ROCHA
ARIES EDITORA, SALVADOR, BRAZIL,
1999

Anne Wilkes Tucker

Founded in 1549 as the capital of the
Portuguese colony of Brazil, Salvador rises
O A steep pe ninsula that overlooks a deep
natural harbor on one side and the Atlan-
tic Gcean on the other. The city is famed
for the beauty of its colonial Baroque
architecture especially its churches. As a
major center for the African slave trade,

it has one of the |;|rgr,'s[ concentrations of
black and mulatto populations in Brazil.
Mario Cravo Neto draws on the mystical

and religious energies of the indigenous,
Portuguese and African populations and
cultures that co-exist around him. He
is known internationally for black-and-
white photographs of staged “ceremonies”
that poetically evoke the bi-racial cultures
of northeastern Brazil. Frequently em-
ploying members of his family and his
extended family of friends and artists,
he merges the influence of these cul-
tures with his own personal mythologies.
In the last two decades, Cravo Neto
has also photographed in color and
recently gathered selections of this work
into two books. One is reviewed here, and
the other (tentatively titled Lése Orixd or
At the feet of the Orixd) will be published
in France and Brazil next yvear. Both books
focus on Salvador, where he was born and
lives. The first book is large scale. After
L‘Jnly @ Cursory review, it might be mistak-
en for a coffee-table offering because it
succeeds in making one want to be in
wres of

Salvador. | am enticed by pic
crystal waters flowing over bare skin,
glowing late afternoon light illuminating
Baroque buildings, and the city’s evening
lights twinkling from across the harbor.
However, this is a very personal book.
Many aspects of the city are missing that
would appear normally in a travel book.
For instance, there are rl:|.'1liv¢|y few pho-
tographs of Salvador’s white citizens and
none of upper class society. Also, there
ages that would not appear in more
commercial books, including a three-page
foldout of bones, Voodoo ceremonies, a
statue of a graphically bleeding Christ

are im

and a naked prostitute on her bare mat-
tress. The book is more poetic, and less
informative, than might be expected.
The pictures are carefully sequenced
with distinct rh}'lhins and recurring
maotifs. The book begins and ends with
stunning images of the ocean. Then
Neto introduces humans, rising from
the water with a burst —
and as metaphor. Water is the source of
life. Salvador is a harbor city, dependent

ng in fact,
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on the shipping trade and vulnerable to
the furies of the ocean. The first section
of pictures also introduces the luscious
growth that characterizes and surrounds
a tropical city. As in the black-and-white
series, animals and plants are prominently
featured in his color work as being inte-
gral to Salvador and essential to Cravo
Neto's vision of life there. He described
the rainy season (o me with the same rich
flow of imagery as he establishes with pic-
tures in the book. “Ocean waters rise up,
waliérs drup from heaven, waters weep
over our feet,” he wrote, “The growing
luxurious nature of this tropic depicts
man in a struggle to survive.”

Another major theme is the presence
of art [hn)ughuu'l the city. Cravo Neto fea-
tures the marvelous carvings on colonial
buildings, the ornate gilt interior of a vast
church, and examples of his own father's
sculpture commissions throughout the
city. He also assembles portraits of the
city’s intellectuals and artists including
Jorge Amado, a contributor to the book,
and Pierre Verger, a photographer and
mentor to whom the book is dedicated.

I wish the index had identified the other
sitters for those of us unfamiliar with
Brazilian culture. [s the statuesque woman
on page 170 a Voodoo priestess? Is Daniela
Mercury a dancer? Why didn't he identify
the other woman who poses at the back
of Ms. Mercury’s chair? Full of character
and intensity, their faces contribute to

the strungih of our impressions of the
city's vitality.

Anyone familiar with Cravo Neto's
work will not be surprised by the photo-
graphs on Voodoo rituals, Images of
frenetic dancing and glimpses of animal
sacrifice are intermingled with photo-
graphs of churches and Christian sculp-
ture. In both rollgiuus environments, he

v

gravitates toward examples of inten
and sensuality. At Carnival and on the
beach, where masses of bare, or nearly
bare, bodies congregate and dance,
he identifies the same qualities that
apparently permeate the most sacred
and mundane activities in the city.
(His next book focuses more fully on
Carnival. These pictures of writhing,
decorated flesh threw me back into the
film Black Orphews. Forty years ago world-
wide audiences were mesmerized by the
film's retelling of the myth of Orpheus
and Eurydice and shot during Rios
Carnival. Cravo Neto's Carnival photo-
graphs in both books evoke the unceas-
ing beat of tambourines and steel drums
that drove the film to its tragic climax.)
The final image in Salvador silhouettes
a lone figure against the city skyline, The
figure is a tiny, but distinct and pivotal
element. Two other versions of this image
appear earlier in the book. Also seen from
a great distance, the other two solitary
figures stand on rocks jutting from the
sea. The ﬁgum represents Cravo Neto,
whao has been our guide to his homeland.
lh‘s{ribing his vision, he wrote, “I see the
city of Sao Salvador de Bahia de Todos os
Santos as a bowl of ethnic and religious
mixtures in the process of experience. We
Bahians are able to survive in a multi-col-
ored rainbow symbolizing the serpent in
a continuous circle tightening the earth

for it not to fall apart.”

Anne Wilkes Tucker ks the Gus and Lyndall
Wortham Curator of Photography at the
Museum of Fine Arts, Houston.
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DAVID DOUGLAS DUNCAN! ONE LIFE,
A PHOTOGRAPHIC ODYSSEY

HARRY RANSOM HUMANITIES
RESEARCH CENTER AT THE
UNIVERSITY OF TEXAS AT AUSTIN
AUSTIN, TEXAS E
MARCH 6, 1999—JANUARY 2, 2000

Rick Williams

... and everyday
a fabulous life”

work alone. According to Hrc
archivist Liz Murray, it will take
two archivists another two years
to catalogue the entire collectic

But it has already been three years,
and two more was too long for HrC
senior curator of photography and
film, Roy Flukinger, to wait to unveil
the historic and artistic contents of
the treasure. Working together,
Flukinger, Murray and Lisa Roy
curator for the LBJ Library and
Museum, pulled off the seemingly

impaossible. They began in September
1998, v I
they wanted to exhibit a comprehen-
: retrospective of Duncan's work.
Less than six months later, on March
6, 1999, the three co-curators cleared

i only the agreement that

s

5

the way through the LE] Library
a Marine color guard opened cere-
monies and USMC Brigadier General
William Whitlow presented Duncan
with the Distinguished Public Service
Medal to open the exhibition, David
Douglas Duncan: One Life, A Photo-
graphic Odyssey.

“The hardest part was figuring
out what to eliminate,” said Flukinger.
“Still, we ended up with over 4oo
images and artifacts that cover 2,500
feet of wall space. It was the first time
we had worked on a major project
with the LB] Library and things
couldn’t have been smoother” Fluk-
inger continued. The exhibition is
free and open to the public.

One of the most significant and
insightful aspects of the exhibit is
the integration of artifacts with the
images. At first one wonders why an
individual would save so many things.
But as one takes in the work it be-
comes clear that the exhibit is about
people and about relationships. It is
not simply a disconnected observer’s

pictures of something happening out
there. The images reflect what was hap-
pening between the photographer, the
subject and the world in which they were
immersed together. Duncan did not go
anywhere just to look. He went to live. In

that regard, the artifacts — the notebooks,
letters, cameras, medals, gifts, shoes, rings,

one of the pioneers and most prolific
practitioners of 2oth century photojour-
nalism, donated his extensive archive to
the Hre and began shipping it in 1996,
The last crate, for now, arrived in May
1399. Duncan is an archivist’s dream.
He has saved and recorded nearly all

suitcases, book mock-ups, notes — are as
important as the images if we are to truly
understand, as closely as we can, the real
meaning of the work
can was not an observer. He was a partici-
pant who knew, loved and cared about
and for the people he photographed.

1 its context. Dun-

“Duncan ... it's much easier to start than
to stap.”

Thus Pablo Picasso admonished David
Douglas Duncan as the maestro studied
the portrait of Jacqueline he had just
completed. Though he was speaking of an
artist's ability to stop when the painting is
finished, with a little twist, the maestro’s
sdom is an apt metaphor for Duncan’s
own career in photojournalism. While

Duncan clearly knows when he's got the
picture, he's not about to stop now. At 83
he is working simultancously on three
books and traveling repeatedly from his
* NEwW, permanent
home of his $15 million archive in the
Photography Collection of the Harry
Ransom Huma
at The University of Texas at Austin,
Duncan, perhaps the world’s best
known photojournalist and, certainly,

home in France to

Rescarch Center

of his negatives, notes, ca

CTas,

s (he has
published about 30 and did most
of the layout and editing himself),
contact sheets, photographs, gifts

lenses, essays, book layos

{of which there are many), Marine
and war memorabilia (of which
there are more), cablegrams, letters
and light meters. Much to his cred-
it, and to our gain, he has saved vir-
tually everything that chronicles his
6o years of photography, beginning
at home and continuing with the
ULS. Marine Corps, then as a staff
photographer for Life Mage

e
and, later, as a freelance photog-
rapher. Since the first crate arrived
in 1996, archivists have catalogued
more than 150 artifacts and 200
document boxes, each containing
the equivalent of approximately yoo
pages of MANUSCript or 500 contact
or negative sheets, To date, there are
1,300 rolls of black-and-white film,
SOIME 40,000 iMages, for the J‘.J]E'

Photos, from top: David Douglas Duncan, Soldler i
Trench at Con Thien, Vietnam, 1967

Phatograph by former President Richard M, Nixon,
USMC Lt David Douglas Duncan on Bougainaie,
1944
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That is why he saved all of these artifacts
— because they are not artifacts to him.
They are memories of life and people. In
that regard, they tell the story behind the
images in ways that nothing ¢l
Like his life, David Douglas Duncan's
retrospective is a fascinating odyssey. It
begins as one wanders from an immense
marble hall into a constructed room —
not a large room, but the first of a laby-
rinth within a labyrinth. Juxtaposed
from right to left are an ornate Arabian
burnoose that was a gift from His Royal

r could.

Highness Al Saud; several large images,
including a color image of Picasso gestur-
ing poetically
in a freezing winter landscape, an enlarged
Newsweek cover from March 6, 1999, fea-

1 column of weary soldiers

turing Duncan’s famous portrait of a
gaunt Marine and a mural-sized image
of another forlorn, battle-worn Marine
whio stands, staring back at you with eyes
nearly closed in fatigue. The mind strug-
gles to find the continuity among these
diverse images and artifacts. The viewer
is drawn into the labyrinth beyond this
introductory collage by curiosity and by
familiarity, yvet incongruous and muted
sounds bouncing off marble walls behind
and above and below. Through a surreal
blend of the sounds of exploding bombs,
shells and machine gun fire, mingling
with the deep, recorded voice of Duncan
saying, “not so fast, slow down, slow down
now" and the slow, soft voice of Lyndon
Johnson talking about his friends and

his policies, the viewer moves on.

Images and personal effects from Dun-
can’s high school and college years include
his Boy Scout sash and Eagle medal and
39 cent camera, a gi ft from his sister.
This camera sits beside an early photo
the young Duncan unwittingly took of
John Dillinger outside of a burning hotel
in 1934. Above this is the Netcaster, the
photo that won Duncan the amateur divi-
sion of the Kodak National Snapshot
Contest. This sits beside a letter to his par-
ents that he sent after his graduation from
the University ¢

liami in 1938 announc-

ing, “That's it ... except | intend to be

a photographer.”
From this point in the exhibition,

the images and artifacts weave like a

trail though a jungle through the life

and friends of Duncan. In World War 11,

among the images and memorabilia the

wanderer encounters again the mural,

the haunting image of the same standing,

slender soldier, unshaven, hands black

with days of dirt. In his right hand,
the Marine holds a rifle loosely, as if
it might drop from his fingers at any
moment. In his left hand he cups a
pack of cigarettes. Most distinct is the
stare; eves nearly closed in exhaustion,
but still looking, wondering, waiting.
Here, in this image, is the connection
AMong all of these images, ar ifacts
and lives. This Marine is Second Lieu-
tenant David Douglas Duncan. He
has just returned from action with an
elite group of Fijian guerrillas fighting
behind Japanese lines on the Island of
Bougainville in 1944. The photo credit
is “Lt. Richard M. Nixon.” On the next
wall is the story about the Fijian war-
riors that ran in National Geographic
in January 194s.

From the U.S. Marine Corps and

the South Pacific in World War 11,
Duncan made an abrupt move to Life
Magazine. The day after Duncan was
interviewed by Life’s legendary execu-
tive editor, Wils
into Hicks of

n Hicks, he was called

ce and greeted with a
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David Douglas Duncan, Turkish Cavalry in the Snow, 1948

question and a statement from Hicks.
“Can you be in Persia this weekend? You
In the

are our latest !_f,l'g photograph
i, shooting for Life Ma

next 10 ye zine,

Duncan lived and worked all over the
waorld, including Persia, Russia, Saudi
Arabia, Turkey and Korea.

When Duncan left Life to freelance i
1956, he had already covered the Kore.
war, landing in Korea before the first

Marines. Though he came and went as
deadlines demanded, when he was in the

EYEM GOING BACK THIS TIME TRYING GIVE
YOU STORY WHICH 1S TIMELESS, NAMELESS,
DATELESS, WORDLESS STORY WHICH SAYS

VERY SIMPLY QUIETLY “THIS IS WAR"

Displayed with the cablegrams,
his freelance work for Life, Nattonal
f:'a'ngr:llrrjrir. Colliers, Huﬁdu}', Look, The
Saturday Evening Post and others, the
cameras, compasses, knives, boots, notes,
hand-made awards and jokes are two
personal letters, chosen from many

David Douglas Duncan, Pleasso and Clown's Mask ang Derty, 1957

field, Duncan was a soldier among
soldiers. In 1950, he accompanied troops
on the 39 day trek out of the Chosin

Reservoir, fighting all the way under
freezing conditions, In a cable to editors
about his work in Korea, Duncan elo-
quently and painfully stated his working
ethic as a preamble to his groundbreaking
book, This is War.

written to Duncan by the parents of fallen
Marines whom he had photographed in
This is War. With his usual grace and
generosity, Duncan made every effort to
respond to such passionate requests for
information and photographs. He also
donated all of the profits from This is
War to the Navy Relief Society.

In his war images Duncan wanted to
touch the individual with “revelations
about warfare that embraced the univer-
sal.” He wanted to show what war did 1o

a man. In order to do so, he had
to know those men. So, when he
went to war again in Vietnam,
freelancing for Life and for

ABC News, Lt. Colonel Duncan
fought his battle of conscience
along side his comrades at Con
Thien and Khe Sanh. It was this
misguided war that became the
subject of one of his most pro-
found books, I Protest! This book
chronicled the lives and deaths
of his fellow warriors while chal-
lenging the reasons behind the
war itself. It was after the publi-
cation of this book that Howard
Chapnick, then president of
Black St
Duncan, “You get the feeling
he’s inside the war.” Again, in

. remarked about

the images and recording of this
war, Duncan reveals that rela-
tionships and the revelation of
relationships are the core of his
quest to explore and reflect lif
He states that two of his great

freasures are a cartaon pnrlr.‘li1

on the back of a C rations box

and a hand-made award from
the 3rd Battalion, gth Marines declaring
Duncan, “One of Us."

From Vietnam Duncan and the ex-
hibition move to another form of war
in the streets of Chicago. NBC network
president Reuven Frank commissioned
Duncan to provide still “photo essays of
the air” for NBC News each night after
the Democratic and Republican conven-
tions. For the first time in his career,
Duncan shot a professional assignment
in his native America. Here again Duncan
remained true to his creed. He moved in
close, either physically or with a special
Leitz 4o0mm lens, to capture the charac-
ter and presence of the individuals.

Even though Duncan met Picasso
in 1957, it seems appropriate that the
labyrinth of this odyssey wait until now,
beyond the wars and the politics, to wind
its way to its end in the final room where
we can celebrate life with Pablo, Duncan
and Jacqueline. In this room and the one
just before it, we see the light and the
laughter that we knew was there all along.
Here we see the Duncan who worked with
Nikon to design a fanciful prismatic lens
to photograph everything in multiple
forms on the same negative. Upon seeing
a distorted, multi-image portrait taken of
himself with this lens, Picasso exclaimed
“Duncan, fllllil]l" !'!HII'.'L' learned to photo-
graph.” Here we find the Duncan who
publishes books like Sunflowers for Van
Gogh, Thor, A Secret Garden, Magic
Worlds of Faniasy, the loving tribute
to his friend, The Fragile Miracle of
Martin Gray. and seven books on
Picasso,

We learn that Duncan met Picasso
when Jacqueline led the photographer
straight into the bathroom where the
50 see the

maestro was bathing. We
photograph of Picasso in his bath and
learn that it was from there that he first
told Duncan, “This is your house.”
Here we see the fanciful crayon
drawings and sketches that Picasso did
for and in jest of Duncan, including the
crayon drawing on the front and back
of a $10,000 royalty check that Duncan
sent the great painter. Here we see the
core of the warrior transcend war and
eMerge from the pain to live and dance
in friendship. It is the same Duncan;
the same principles. But here the rela-
tionship endures in awe of creativity
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rather than destruction. And here Duncan
leaves us to discern the difference for our-
selves, The only way out is back through
the labyrinth and the war. Beyond the
friendship of Picasso, beyond the
rhetoric of political conventions and
the Vietnam war, near the images of sol-
diers on the freezing retreat from Chosin
Reservoir and the impassioned letters
from grieving parents we remember
Duncan’s advice to war photographers:
“Keep your head down. Get in close,
close, close and keep the image simple.”
This retrospective is but a small por-

tion of what David Douglas Duncan has
given to humanity through his life and
work. Though UT purchased Duncan's
archive, the photographer gave the funds
to the HRC to endow a program support-
ing photojournalism. The archive and its
endowment will help fund exhibitions,
provide inspiration and guidance to
students of photojournalism and life

and serve as a resource for scholarly

research into photojournalism and
humanity for posterity.
15 own words, Duncan's

“battle-
field is a world of final simplicity:” you
live or you die. But Duncan’s life has
hardly been simple. Though focused

on war it has not been centered on death.,
Though far from romantic or sensational,
Duncan'’s images are powerful in their

tion that life is everywhere within
relationships, even on the battlefield.
How else could he proclaim:
“Some days a damned good business
... and everyday a fabulous life.”
Mowhere is this more evident than

ey

in the exhibition’s juxtaposition of his
images of young Marines dug in at Con
Thien and Khe Sanh with the sounds of
war and his own soft, but steady voice,
recorded for ABC News. Amid the sounds

of the explosion of shells and machine
gun fire his voice soothes the nerves
of young Marines:

Duncan: “Not so fast, slow down now,
slow down. It’s just silly running around
out here in the dark. Don't you see?

“You're the only Marine I've seen
who has a guitar and sings. Why dont
you sing a song now?”

Maring: “Oh, I don't know. Don't
much feel like a song now.”

Duncan: “Well, maybe it would help.”

Marmvg: “Oh, [ just don't know.”

Duncan: “You know, just a little”

Maring: “Well, OK then. Maybe just
a little. A spiritual might be good. Yea,
just a little spiritual.”

Austin photographer Rick Willlams is a visual
communications theorist and sducator.

David Douglas Duncan, Surrender of lapan,
U.5.5. Missoun, September 2, 1945
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Photographs of Isolation

AMY BLAKEMORE: TEN YEARS
INMAN GALLERY HOUSTON, TEXAS
MAY 21-JUNE 26, 1999

Bill Davenport

Ar
Searching for faith in Lourdes, searching for childhood
in Oklahoma or searching for natural beauty in New
Zealand; Blakemore’s photographs show us over and
over an approach to authentic experience denied at the

y Blakemore's work is a photography of isolation.

last moment by self-consciousness. Blakemore chooses
subjects that have

ong, traditionally assigned mean-
ings (children, pilgri and interrogates their tradi-

tional meanings, skeptically re-examining the proposi-
tion that picture-taking can re
more's photographs present objects and situations that
we feel ought to mean :.ulm.'[hiug. but somehow their

ys just out of reach..As if taunting
us, the figure in Girl and Hedge gives us a teasing, catch
me-if-you-can grin as she ducks through the gap in the

5

il the sublime, Blake-

ands alwa

meaning

hedge we can never enter.
Blakemore's low

ch cameras produce a characteris-
nd vignetting that she uses with a remark-
to communicate a variety of emotional

tic blurring
able fluen
messages. The mistiness of an ecstatic religious vision

in Light, the hostility of a surveillance camera in Ladies
Room and the telescopic vision of nostalgia in Yard
are all created using the same palette of effects.

Blakemore's early photographs of children focus
on the eerie ephemerality of childhood, using blurred
action to create a sense of the fleeting moment passing
and often hinting menacingly at a dark future.

In Boy and Men, a small (frightened?) boy turns to
look at the camera, excluded from the dark wall of suit-
ed men's backs behind him. In Girl and Game, a kneel-
ing girl throws a Whiffle ball into a set of shadowy gap-
ing jaws, making a game of a threat with unconscious
irony. In Wall a child jumps up to get a glimpse over
a rough stone wall at some dark trees. In many of the
images featuring children, the narrow area of focus
recalls both the circumscribed world of a child'’s per-
ceptions in which adults appear as a forest of legs
and the backyard as a whole world to explore and,
at the same time, the selective focus of memory.

image photographs examine

Blakemore's pilg
the places and situations surrounding the mystery of
religious f

h, defining an unbridgeable gap between
sublime, subjective experience and objective reporting.
Blakemore's photographs could easily present a senti-
mental expression of personal faith, or a satirical lack
thereof, but instead occupy an unsettling middle
ground that positions the viewer rmpathetic
spectator of other people’s religious faith, yet not
a participant.

In Gates, Blakemaore

=5 darkness as a symbol for

the unknowable, as Rothko does in his paintings in the
Rothko Chapel in Houston. A black opening is framed
by four waiting figures, each holding a tiny lantern that
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casts just enough light to emphasize the surrounding
darkness, The sense of mystery in the almost black

photograph is that of a presence, or an image, about
. What will be revealed in that central black

(k] i!P[‘t.c
square? In both a literal and spiritual sense, the

camera cannot say.

In Light, a trio of figures in the middleground
look up towards a fuzzy light that could be God, a
street lamp or a uro. Blakemore’s photo asks the ques-
tion: Is that a holy light? If 50, how is one to tell? One
gets the sense that Blakemore wants to see the light as
holy but is separated from the believing figures in the
photo by a conceptual distance succinctly rendered in
the photograph as physical space. Their cropped figures

turn their backs to the photographer, excluding her
from their experience.
Many photographers make portraiture a social

activity. Blakemore's portraits are antisocial: the ultra
close-up faces of Steph and Patrick yearn to be friendly
but are trapped behind a blurry screen. Some of Blake-
more’s strongest colors further depersonalize them into
formal abstractions. Blakemore’s style is directly oppo-
site that of artists who use a pseudo-casual, snapshot
style to create a sense of immediate personal involve-
ment with the subjects. Wolfgang Tillman's photo-
graphs of his hipster friends or Richard Billingham’s
photographs of his dysfunctional family have a sense
of privileged insider-ness that couldn’t be further

from Blakemore's isolated detachment.

Two images of adult women emphasize a less
personal loneliness. In Old Woman in Wales, a dour
woman in a checked suit stares at us. Square and
tough, she seems to have no illusions and no hope.
The hazy focus enforces a sense of her isolation and
introspection. |.n||[:->u1rcring. the woman is unaware
that a small boy is leveling a bazooka-like telescope
at her from behind, in a wry parody of the photog-
rapher’s intrusiveness. Woman on Streer shows an
anonymous woman from the back, looking down an
empty street with a Cindy-Shermanish theatricality.
Unlike Sherman's Film Stills, whose essential subject
is glamour and role playing,
important than the implied event we are waiting for.

Some of Blakemore's first color images are al-

, here the character is less

muost monochrome squares of landscape texture,
The green square of Apples or the blue square of Sky
are both overlaid with a veiled angst that contrasts
sharply with their pleasant pastoral subjects. The
apples that dot the pleasant lawn are rotting, wasted.
The cloudy square of blue sky is scratched by bare
winter branches.

Blakemore's 1997 New Zealand landscapes are
more ambiguous. A comparison of Sky (1995) and
Sky (Melson) from 1997 illustrates the difference: the
earlier narrative melodrama of the scraggly branches
against a winter sky has given way to a blank serenity.
Seemingly dispassionate, almost disinterested, each of
the New Zealand photographs sets a different emotional
tone: a serene Sky; a darkly turbulent Sea; some abject,
bt}
ambivalent about the possibility of genuine

|'un:r Pools; and a ﬁcr}' Glawing Tree. Typically

emotional content, their extreme, almost sub-
jectless formalism invites the viewer to project
an emotional flavor onto them while maintain-
ing a pretense of random casualness.

Bill Davenport is a Houston artist whose quirky objects
have appeared in many shows everywhere. His next show
ot inman Gallery Includes termite-eaten wood, mystery
novels and Pucblo pottery.

Al photos by Amy Blakemdore, courteésy the arist and
Inman Gallery

0o to bottom

Child, 1990

Boy and Men, 1991

Feet, 1992

Wali, 1992

Three Girls, 1989



Journeys
and

Voyages

VICKI RAGAN'S VISITOR'S CENTER
HOUSTON CENTER FOR
PHOTOGRAPHY

HOUSTON, TEXAS

MARCH 26-MAY 2, 1999

Michael DeVoll

I'm laying down in the back seat with
my head on the armrest, my brother’s
legs resting ¢
the radio, which Dad has up only just
loud enough for him to hear; there is

a baseball game on, but the signal fades
in and out as we drive. As | look out the
window, | can see the streetlights pass by
— the rhythmic punctuation of darkness
and light. We're on the nine-hour trip
home from Grandmother's house. It's

ainst my arm. I can hear

another annual summer visit and schoaol
will be starting again soon. | can remem-
ber many similar car trips as [ was grow-
ing up. Trips to see grandparents, family
vacations, moving to a new town (again).
Part of this was the nature of my dad's job
as a preacher. Part of it was the geographic
nature of living in small towns for most of
my childhood. But I can always remember
Dad taking out the maps and drawing
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a straight line from where we were to
where we were going. Then he would plot
a route that was the most direct. That was
the purpose of the map: to show us where
we were, where we needed to go, and how
to get there. These are all memories that
were brought to mind from viewing the

work of Vicki Ragan.

You Are Here

Ragan, a visual artist from Atlanta,
Georgia, uses the map as the foun-
dation for her work. Visitor's Center

was an installation on view at HCP. This

installation started as a dollhouse-sized
diorama of a room covered entirely with
maps. The wallpaper of the room is the
Rocky Mountain National Park; a small
framed picture shows a section of north-
eastern Coloradog the furniture is covered
with states in the Mountain Time zone;
the door is an aerial map of New Mexico.
For the installation, Ragan phuiugmphl:d
the back wall of the diorama and enlarged
it into a single photographic print mea-
suring 14" wide by 9" high. This image,
loosely hung en the wall with grommets
and nails, serves as a backdrop for life-
size reproductions of the furniture, which
have been decoupaged with the specified
maps, The table holds the original diora-
ma and a lectern is covered with the orig-
inal Rocky Mountain National Park map.

Legend
Text on the wall gives you the background
from which Ragan works.

My mother and | could never read
[maps] without a struggle, and it drove
my dad, a naval veteran, crazy. Mother
would hold them upside down. | remem-
ber my parents driving along outside
Wagon Mound, New Mexico, on vacation.
They were lost, Dad was driving, and Mom
couldn’t read the map. He got so frustrat-
ed with her he just started screaming.

This informs you of the significance
of the maps that have been used in the
installation. The ashes of her parents’
remains have been scattered in Rocky
Mountain National Park; the park and
her hometown of Greeley are both
located on the map of northeastern
Colorado; the other maps are from
various family travels.

Scale in Miles

Ragan says maps have long been a source
uf“uuriu_-iiiy. aesthetic p||:;|surt' and emo-
tional conflict.” Part of her fascination
comes from the paradox of the view they
provide; at the same time “so concrete and
real yet so abstract.” She sees in her work
a tension between “the undeniable history,
autobiography, commerce, facts, things-
and the mysterious or improbable myths,
make-believe, intuition, dreams, poetry.”
In the installation, the colors of the maps
have been made subtler through genera-
tions of reproductions. The words and
other markings of the maps are texture
until they are viewed on closer inspection.
Then they take on the nature of lines on
an aging person’s face; you know that
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there are stories of a life there, but it will
take time, memory and reminiscences

to learn those stories. You can see the
abstract miles of the journey made, but
you have only an indication of the actual
journey made.

Points of Interest

If you look for the core of artistic ex-
pression, it might be boiled down to the
artist’s exploration of her or his place in
the world. Ragan has skillfully taken this
idea and represented it graphically with
the map. As individuals, I believe that

we each search for our place in the world.
The map can be used on both ends of
this “journey.” Before the journey begins,
a map can help us know where we want to
go and show us the best path to get there.
Remembering that the map is only an
abstract representation, however, reminds
us that our plans may not be borne out in
reality. After the journey is complete (or
at least the most recent leg in an ongoing
voyage), the map can serve as a souvenir;
a reminder of where we have come from
and the lessons we have learned along the
way. Ragan has shown us a glimpse of the
souvenirs of her journey while providing
us with an evocative catalyst for our own
memories of journeys past and expecta-
tions for voyages yet to come,

G. Devoll video p and
maedia literacy at a private high school in Houston.
Ha recently began pursuing 8 M.Ed. In Counseling
and should complete this leg of his joumey In
three years.

Top: Vicki Ragan, Visior's Center, 1909
Instadlion photogragh by Lynn Baldwin
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ON THE PLAINS

PETER BROWN
DOUBLETAKE BOOKS AND
W.W. NORTON, 1999

Gregory Spaid

I want to approach Peter Brown’s latest
book, On the Plains, from the point of
view of a photographer. In fact, 1 am a
photographer who has also been inspired
to photograph on the Plains and feels a
strong kinship with Peter Brown's project.
I should acknowledge here, also, that
Peter Brown is a friend of mine, which
has made this writing both more com-
pelling for me and more difficult, and

is the reason why I will refer to him

from now on as Peter.

The American Great Plains presents
an extreme pictorial challenge to any
photographer who wants to give the
audience an accurate sense of this
unique place. Put simply, how do you
photograph a nearly vacant space and
make it interesting for more than a
few images? In its most severe form
there is nothing but the ruler-straight
edge of the horizon, the sky above
and the flat earth below. Above the
horizon — if the photographer is
lucky — may be a theatrical sky, a
few cirrus clouds, perhaps, marching
east in formation. Below the horizon
there may be the geometric rows of
wheat freshly planted or recently har-
vested. Peter gives us a dramatic ver-

sion of this type of scene in Plowed
field, west of Levelland, Texas (1992).
What makes such a scene so com-
pelling, though, to any traveler wha
stops the car and chooses to notice —
as Peter has done often over many
years — is more than the eye or the
camera can see. A big part of it is the
silence, which can be almost perfect
and unbroken for impossibly long
periods, There is the oceanic panorama
that defies being framed by the camera,
The ruler edge of the horizon doesn’t
simple divide the frame top to bottom, it
also travels 360 degrees encircling you and
defining the bottom edge of that infinite
dome above that is the sky. Then there is
— sometimes for me, at least — the dis-
covery that 1 am utterly alone. Between
me and the horizon, at every point of the
compass, | share this awesome place with
no one else. How do you photograph that?
In On the Plains Peter has chosen to

take us into this awesome place as we
might enter it on a road trip by car,
which, he tells us in the book's Afterword,
is the way he first experienced the Great
Plains as a young boy traveling with his
family from California to the family's
summer home in Massachusetts. These
were the days before air conditioning or
a completed interstate highway system,
when his family made the round trip
across the country each summer. The
experience of these trips was vivid for a
boy of thirteen or so, and the memory
strong enough to become the seed of
imagination that is the foundation for
this book.

Something similar happened to me.
When I was five my family moved to
McCook on the southwestern plains of
Nebraska so that my father could take
a job as editor of the town’s daily news-

Peter Brown, Community Map, Buffalo Gap, South Dakota, 1993

paper. We lived in McCook for only one
year before my father moved to a larger
newspaper, but my memories of living
there are indelible and have shaped my
current fascination with the Plains,
maotivating me to return there often

to make photographs.

Anyone who has traveled east or west
across the Plains off the interstate knows
there is a rhythm to the trip, a rhythm
determined by the regular spacing of
small towns. These towns were construct-
ed along the railroad at the necessary

interval required for watering steam
engines, They contribute to American
slang the condescending term, “jerk-
water town.” A trip east or west across

the Plains is a continual process of enter-
ing and leaving these small towns. Peter
has chosen to use this experience for the
structure of his book. First, we experience
the open spaces of the land; then we
enter a small town; then a somewhat larg-
er town; and, finally, we go back out into
the wide-open spaces again. This struc-
ture gives the book a beginning, middle
and end, and the sense of a cycle that
returns us to where we began — out

on the plains.

The question of how to treat the peo-
plr_' who live on the Plains was, | suspect,
another major photographic and concep-
tual challenge of this work. Without
showing people directly, the first two

images of the book imply that people

are here, even community. The first
image, White read, west of Utleyville,
Colorado (1991), is of a mailbox beside a
lung dirt road that trails over the horizon,
a common scene on rolling plains, sug-
gesting someone must live way out that
road beyond sight. The second image of
the book, Welcome ro Our Community,
Buffale Gap, South Dakota (1993) 1s of a
publicly-posted hand-painted map along
the highway. These maps are often erected
on the Plains to help locate where people
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live. The Riverside Grange of Buffalo Gap
sponsors this one as a public service. But
the map is aging. The paint is fading and
peeling. Some names are barely readable,
others not at all. For me, these first two
images announce a theme: people are here
on these plains, but they are hard to find,
not often seen, and they are disappearing.
This is consistent with the demographics
of the region. Larger and larger farms
worked by fewer farmers and less oppor-
tunity for young people, among other fac-
tors, have caused the population of many
parts of the Great Plains to drop dramati-
cally, sometimes to levels below that of

a hundred years ago.

Peter's treatment of people in this
book suggests their scarcity and their
struggle. OF the 87 photographs in the
book, only 14 show people at all, and
only seven of those are what we might

© call portraits. Even in those there is

no sense of intimacy. Typically, Peter
photographs people from a long dis-
tance, emphasizing their relationship
with the environment that surrounds
them more than revealing their indi-
viduality or expression of emotion,
In Yard sale, Waterflow, New Mexico
(1987), for instance, we see a boy in
the doorway of a mobile home, but
the subject of the photograph is not
the boy, himself, but instead, the rela-
tionship of the boy to the space that
surrounds him, the place we presume
to be his home that includes a yard
full of the items of a permanent yard
sale. While this approach to photo-
graphing people does not lead to
a sense of intimacy with people, it
does reinforce the sense that Peter's
subject is the place itself, the Great
Plains, and not individuals who live
there, This approach may be the
most honest one Peter could take. He
is, after all, just 'lru\'u|i|1g 'll1mugh. as
he has been doing repeatedly since he
was a boy. He is not from this place he
photographs so affectionately, nor does he
live there now. In this way Peter's perspec-
tive on his subject is quite different from
that of Kathleen Norris who writes the
introduction to On the Plains from
an insider’s point of view as a current
resident of a small town in western
South Dakota.

Although Peter has chosen to photo-
graph directly very few people, the book
is full of evidence of hard lives lived on
the Plains. For example, in the last phota-
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graph of the book, Prairie grave, western
Kansas (1992), the prairie vegetation

that is reclaiming the land almost totally
obscures the evidence of the grave, The
prairie grasses have done to the grave
what the weather has done to the com-
munity map at the beginning of the book,
suggesting that human habitation on the

t best always a strug-

Plains is tempaorary,
gle, and ultimately, perhaps, in vain. This
is a theme well developed in literature
by O E. Rolvaag in his classic novel,
Giants in the Earth, and by Willa Cather
in O Pioneers. The theme was revisited
in actual events by the Farm Security
Administration photographers during
the Dust Bowl period of the 19305, espe-
cially in the work of Dorothea Lange
and Arthur Rothstein.,

While the photographs in this book

may evoke some themes of Farm Security
Administration photographs, they
nistaken for

certainly would not be
them. This is work of a new and dif-
ferent order. One of the biggest differ-
ences is that these photographs are in
color, and in a particular style of color
that Peter has perfected over the
This is subtle color that is almost

5.

pastel; so subtle, in some cases, it is
almost not there at all. Some of my
favorite photographs in the book fall
into this category, like Road leaving
town, Marathon, Texas, (1988) and
Railroad sheds, Newcastle, Wyoming
(1995). 1 find the color here to be
exquisitely minimal, yet evoking a
kind of longing and ser )
like the muted beauty of dried flowers
that today remind us of a more vivid
past. Elsewhere, Peter's colors are
somewhat more pronounced, yet

they never reach the dense saturation

of decay,

o

we might imz
National Geographic article on the

Great Plains. His are quieter colors,
consistent with a place that gives

gine, for instance, in a

up slowly to the eye. In her wonderful
meditation about the Plains, Dakota,

A Spiritual Geography, Kathleen Norris
writes about the visual experience of the
Plains in a chapter titled Seeing. She ¢

VS,
“Here the eye learns to appreciate slight
ions, the possibilities inherent in
emptiness.” Clearly, Peter has learned that
lesson well. And later, she writes: “A per-
som is forced inward by the spareness of
what is outward and visible in this land
and sky. The beauty of the Plains is like
that of an icon; it does not give an inch

vari

to sentiment or romance.”

Something about small towns on the
Plains reminds me of the toy buildings
that go with model trains. Signs on these
buildings, especially the commercial ones,
declare what they are boldly and gener-
ically. The bank is just the “Bank” The
beauty salon is “Beauty Salon,” the
“Senior Citizens Center,” the “City Hall,”
“Community Pool,” and “Bakery.” No
need to say more on the fronts of these
humble buildings, because there is only
one bank or bakery in town. Peter has
photographed several of these characteris-
tic buildings and presented them frontally
and symmetrically to emphasize their

iconic nature. These are portraits, in a
sense, of buildings, and they serve to
express something of the life and culture
of the Plains. On one spread in the book

we see an architectural version of good

= . o A
Peter Brown, Yard Sale, Waterfow, New Mexico, 1987

and evil: a white gabled back of a humble
church in Champion Corners, Colorado,
with its simple cross painted in red, is set
against the image on the opposite page
of the rusticated stone facade of a jail in
Clairemont, Texas, with bars on the win-
dows. The church is light and ethereal,
while the jail is heavy and earthen. Yet
both buildings express a kind of resolve,
as though they have stood up to the rav-
ages of weather and time on the Plains
and declare their survival with some
pride. Talking about buildings in this

way may seem curious, but on the Great
P
building tends to concentrate and amplify
the building’s ability to be read as an icon.
These buildings — usually i
ather than

15 the vast space that often frames a

spired by
European building styles,

native American — often create a strong
vertical counterpoint to the pervasive hor-
izontality of the land. For that reason they
pop out of the l.'md.tic.ch, expressing id
of overcoming the forces of nature rather
than molding to those forces. For me,
at least, these buildings seem defiant.
One way to measure Peter's success
in describing the Great Plains in this
book is to ask what he may have left out
that is important. I can think of only a
few things worth mentioning. We don't
encounter in this book the monster
machines that now roam the Plains:

a5

the tractors and planters, sprayers and

combines that make it possible for one
person to farm thousands of acres of row
crops. We see no pivot irrigation systems
that bring wetland farming to arid zones
and create the wondrous quilt of circles
within squares we see when we fly over
much of the central United States. (These

irrigated circles are the subject of some
of Emmet Gowin's recent work on the
Plains, which he photographs from the
air in black and white, evoking simultane-
ously their orderly abstract beauty and
their potential for environmental destruc-
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tion. ) All this new, complex and expensive
technology is changing both the physical
appearance of the Plains and the culture,
and many observers feel the change is

not for the better.

I would also put in a word for the cafes,
coffee shops and senior citizen centers
that are a commeon fixture of almost every
Flains town. Usually these are the places

where the action is, where people
mastly older people — gather daily to
maintain what remains of community
and traditional Plains’ culture.

But this book is not intended to be
exhaustive. The Plains is too big a place
to be covered comprehensively. This book
is much more a personal interpretation of
a place that stirs Peter’s creative juices, a

touches him deeply and moti-

place th

vates him to share his experiences with
us in these photographs, and also, in
his beautifully written Afterword.
The Great Plains is not a place
for everyone. Some people even ex-
perience i
when faced with so much space filled
with so little distraction. This book
is like the Plains. It offers the reader

intense visceral anxiety

repose, a sense of calm and quiet, an
opportunity to pause and find mean-
ing and beauty in the commonplace
seen clearly. The experience is w
much lik
western Kansas, perhaps, with an
experienced and perceptive guide
tly where to point.

n extended drive through

who knows ex:

Gregory Spaid is a photographer werking
on a projoct on rural America, & writer and
assistant provost at Kenyon College,
Gambier, Ohio. His work is in various public
and private Mg the

of Modem Art, the Smithsonlan Institution
and the ). Paul Getty Museum.

Al photos courtesy of Harrs Gallery, Houston,
from the book, Ov the Plains, by Peler Brown,
Originals in color.

Al photos by Peter Brown, from top lefl

Gospel Church, Champions Cormers, Colorado,
1995

White Road, west of Utleywille, Colorado, 1991
Javl, Clairermont, Texas, 1994

Raflroad Sheds, Newcastle, Wioming, 1995
Cily Mali, Atensvilie, Kansas, 1989

Road Leaving Town, Marathon, Texas, 1988
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Michael Lieberman

Some years ago Willie Sutton, the famous
Boston bank robber, was asked why he
robbed banks. His answer was simple
and direct, “That’s where the money is.”
My suggestion in approaching this book
of photo essays by Jim Goldberg, Nan
Goldin, Sally Mann, Jack Radcliffe and
Kathy Vargas is to put aside the written
preface, the introduction, and even Mar-
ilyn Webb’s fine article, Death and Dying
in America, and g0 l]in.'l.'ﬂ}' to the ]1|lull|-
graphs. Nan Goldin’s photograph of
Grace and Carl at Home, a plain picture
of a middle-aged couple ]1u|ding each
other, and Kathy Vargas’ handcolored
photo-collage, entitled Don and Bill:
Don in His Apartment, tell us what

this book is about.

Hospice, A Photographic Inquiry is
at the same time pmlnund and matter-
of-fact. The book is filled with the central
contradiction of dying — how incredibly
frightening it can be and how joyful at the
same time. [t is a book about gains and
losses, about pain — physical and emo-
tional pain, and how that pain can be
lessened — and about resolution. There
will be few readers who will not be en-
gaged and moved by this book with its
jolting mixture of despair and tenderness.
In Houston, we are fortunate to be able
to see the original phnlugru]'rh.\' from the
exhibition that began at The Corcoran
Gallery of Art in Washington in March
of 1996 and is currently at the Blaffer
Gallery on the University of Houston
campus. In fact, it will be the Blaffer's
first show in its newly renovated gallery
Space.

The news media have depersonalized
death and dying by bombarding us with
images that are remote from us, Docu-
mentary photography, news reels, and
television have depicted the Holocaust,

S'@T

Vietnam, massacres in Afri

rebel wars in Latin America

i
coidents,
as if
g were the out-

bombings, shootings,

natural disasters and fires,

death and dy
come of atrocity or accident.
Surely the intent is to make the
distant suffering of others per-
sonal to us. However, we also
need to know what it means to
die an ordinary death in the pres
ence of family and friends, what
it means to die in context, in an
American context, to die the way
most of us will die. The five
photo essays that are the sub-
stance of Hospice: A Photographic
Iinguiry force us to think about
the inevitable — we and those we
love are going to die. The hospice
movemnent has provided the most
extensive repository of vicarious
experience available to us on the
subject of dying.

The five photographers have
approached the topic of hospice in
radically different ways. Jim Goldberg's
contribution is a photo memoir of his
own father’s death. Jack Radcliffe captures
many different patients — especially their
faces — while Sally Mann has chosen a
more symbolic approach by depicting
events and landscapes that are meaningful
to hospice patients. Nan Goldin’s work
blends these two treatments, and Kathy

Vargas has emploved sweeping, collage
summaries of how death touches rela-

tionships. Oddly, although this book is
designed to highlight hospice care (and

is cosponsored by the National Hospice
Foundation), for me this book is more
about what it means to die in late 20th
century America than the hospice move-
ment or hospice care.

In a wonderful, insolent way the book
has outgrown its boundaries — what
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must have started as an ingenuous, well-
defined project has become something
much larger: a record of how we live at
the end of life and a recipe book for those
of us who have not faced these problems.

Art is supposed to be messy, to spill

out over prescribed limits, and in this

respect the book is a stunning success.
Art is also supposed to help us under-

stand living

and dying. One of the
most famous comments on the role of



the visual arts was made by the poet
W. H. Auden. His poem, Misée des
Beaux Arts, begins, “About suffering
they were never wrong/The Old Mas-
ters.” This extraordinary poem by a
cold-eyed realist instructs us that we
must not ignore suffering, that all of us
must bear witness and act to prevent it.
Now, in this collection, Jack Radcliffe’s
work captures Auden’s imperatives
visually. The faces of men and women
dying of AIDS and their partners, fam-
ilies and caregivers go beyond words.
They remind us of the importance of
our own humanity in the face of the
suffering of others, and they speak to
the courage of both the dying and the
living. His photographs demand our
attention, even as we want to turn
away. It is casy to snap off the TV

if death becomes too graphic; the
impersonal nature of that medium

15y “offs” With
Radcliffe we are held. His people are
bound to us with such intensity be-
cause we recognize the possibility of

allows casy “ons” and e

ourselves. We may turn away, but his

work draws us back. We are compelled

to look. Radcliffe’s photographs also

remind us of why we need art in trying

to make sense of our lives and our deaths.
Sally Mann’s approach is metaphorical,

combining images

lawn, a damaged footbridge o

— with evocative text and quotations to

a dog sprawled on a

ot a creek

expand our understanding of how we

leave this world and what we knowingly
‘¢ behind. Kathy Vargas evokes a simi
lar sens

le

= with collages of photographs of
nd meaningful objects from the
lives of hospice patients. Jim Goldberg,
whose focus is the death of his father, in-
cludes the original typescript of a letter
from his dying father. These approaches
help us to understand connectedness —
how the dying are connected to this world

people

il'l'l.d iy L :II'II:I ]'I.H'l\' We are I.'i.J:I'II“."I.'H.‘I.I [ (4]
them. They are also a documentation of
health, the health of the visual arts in late

2oth century America. Each contribution

is at once unigue and imaginative

to avoid the clichdés t

all mar
S0 common in treatments of de
and dying.

Dylan Thomas instructed us: “Do
not go gentle into that good night/
Rage, rage against the dying of the light.”
That is not the message of this book or
the hospice movement. Rather, in the
presence of the love and care of family
and friends, we can go gentle into that
good night.

Michael Lisberman has published three collections
of poetry including Pralsing with My Body, A
History of the Sweetness of the World and Sofoum
af Elerhuest. He ks now working on a collection of
short storles, In another life he is & research physk
clan and chalrs the Department of Pathology at
Baylor College of Medicine in Houston. He is on
the board of the Hospice at the Texas Medical
Center.

All photographs are from the exhitition Hospice:
A Photographic Inguiry. Courtesy of the Corcoran
Gallery of Art

Photos from top 1o battom, left 1o right

Han Goldin, Amalia, Amanda, and Jennifer, Mew
York City, 15994

Sally Mann, Untitied (from Joan's Patients), 1995
Kathy Vargas, Hospice San Antonio (detail), 1995

Jock Radcliffe, Jimmy with Jody and Jimied, March 3,
1995

Jum Goldberg, Awgust 17, 1993 [getail)
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Communal Culture

HUTTERITE: A WORLD OF GRACE
KRISTIN CAPP
EDITION STEMMLE, 1993

e

“Attracted to the light and spare backdrop
of this remote, low desert landscape,” the
artist Kristin Capp moved to rural, castern
Washington state to make photographs,
Her curiosity was peaked by local lore
about Hutterite settlements in the region,
and she followed verbal directions to
a remote colony not re
map. She and her camera were in-
stantly welcomed by a Hutterite
woman by the name of Janet Walter,
who served as the subject of a good
many of Capp's images as v
the liaison to the notoriously insular
community, known for, among other
things, its wariness of outsiders. The
result of Capp’s encounter, Hutferite:
A World nf{ srace, 15 a large volume
(13%4" x 13%4") of square-formatted
black-and-white photographs that
intimately portrays these rarely
seen people and gives a view of
their way of life.

For those unfamiliar with their

tered on the

el as

his-tory, the Hutterites descended from

a contingent in Zurich that was persecut-
ed, beginning in the early 1500s, for their
belief in adult, as opposed to child, bap-
tism. Thousands died horrific deaths

as martyrs for this cause, and, others in
defense of their belief, migrated in search
of freedom, 1'(!"_‘i||:|-' to Romania, Poland,
Hungary and the Ukraine. In 1533, a char-
ismatic and authoritarian hatter, Jakob
Hutter, organized what had become a
dissent-ridden community of religious
exiles in the Moravian town of Austerlitz.,
Hutter instituted the Hutterite Bruderhof,
or communal farm system, which remains
in effect to this day. The entire Hutterite
population (then around 1,200) crossed
the Atlantic to come to the ULS. between
1874 and 1879. Testament to their success-
ful, self-imposed segregation, the Hutterite
lingua franca remains the Austrian dialect
they brought with them.

Capp does more than simply docu-
ment this group of people
living tod
texture, line, light, shadow and focus to
create visually pleasing images. Her tech-
nical ability is accompanied by a knack
for recognizing and capturing things and
people symbaolically evocative of tradition

s they are

She masterfully employs

smaller,
sensual things that make the Hutterites'
way of life palpable. There is some resem-

and community, as well as th

blance between Capp's work and, for

instance, that done by Dorothea Lange
for the Farm Security Administration
documenting migrant farm workers dur-
ing the mid-1g30s. Although the viewer
does not “know™ the people and culture
l:eing, looked ar in any definitive sense,
there are implied characters and narra-
tives (usually pertaining to individual's
place in the 1';|1hiJ)'. i.e., beautiful mother,
proud grandmother, aging spinster, plucky
young sons) that anyone might recognize.
Hutterite culture, being communal,
also often has large quantities of the same
thing in one place — a quality that Capp
astutely noticed can make for strong com-
positions. A pile of potatoes provides
a punctuated background on which
Hutterite women sit; the shiny stainless
steel silver vats and counter tops of their
communal kitchen function as gleaming
geometric forms reflecting light for an
image that functions abstractly as well as
literally. Trucks in a line, a gaggle of ducks
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in profile, trenches of tilled earth, dead
chickens in a large wagon and a load of
ears of corn in a large vat are all subjects
of separate compositions, each of which
sensitively records the formal sense that
is sometimes to be found amid the chaos
of the untranslated visual world.
Another genre of photography in
Capp's book is that of women working.
As one can surmise from Capp's photo-
graphs, there is an overarching similarity
among Hutterite women: fair skin; con-
servative, old-fashioned dress, generally
involving an apron; and a severe, pulled-
back hairstyle and complicated yet sim-

ple-looking braids and twists. One such

female is portrayed carrying two round
cabbages, holding one in either hand as
sunlight streams romantically behind her
silhouette and the wind blows her skirt at
a diagonal that provides balance against
the horizontal horizon behind. A woman
with a kerchief on her head and a plaid

apron around her waist is pictured har-
vesting corn, the path between the rows

of corn stalks forming a solid counter-

point to the hill sloping at a 45-de;
angle from the upper right-hand co
Similarly, elegantly

- AJuare i

recorded, we see a woman harvesting
tomatillos; two women harvesting water-
melon; a woman surrounded by loaves of
bread she has baked; another squatting
amid flowers in her garden,

These images bring to mind the art
historian Linda Nochlin's observation
that: “... nowhere is the work of ideology
more evident than when issues of class
join with issues of gender in the produc-
tion of female imagery. In the case of the
peasant woman, the association of the
rural female with a timeless, nurturing,
aesthetically distancing realm of nature
serve(s) 1o defuse her pu'lun[iuii[:,'_"

There is a persistent visual romanti-
cization of the Hutterites’ way of life that,
indeed, comes through most clearly in
Capp's images of demure, hard-working,
down-to-earth women. These photo
grilph.\. like the rest of Capp's laud}' of
work, embody nostalgia for a lifestyle
unfettered by the emphasis on individ-
uality and isolation from means of pro-
duction that characterize contemporary
capitalist culture, More than a monu-
mental document or nec

iry historical
lesson on the Hutterites, the thetic point
of the photography seems to be a yearn-
ing for a tradition-filled “world of grace.”
There is a strange disjuncture between
the photographs’ aura and the accompa-
nying essays written by Sieglinde Geisel
and Rod Slemmons, both of which focus
on Hutterite history and how remarkable
it is that Capp managed to gain access to
their insular and never-before-document-
ed world with her camera. Capp’s work, if
neither educational nor pioneering, stands
on its own, and does not need the justi-
fication found in the essays. The book is
most likely to be appreciated by those who
instinctively relate to the visual harmony
of an image, the power of heritage, or the
simple beauty of a fresh-scrubbed face.

Sarah Valdez is a writer iving in Mew York City.

FOOTHOTES

1. Linda Nochlin,d Wormen, Arf, and Power, biswa
Theory, ed. Keith Moxey et al., Polity Press, 1991,
P 30,

Photos from top: Kiistin Capp, Carol, Janet and
Deborah Waiter, Lamona Colony, Washington, 1994
Kristin Capp. Cavel Waller, Moses Lake,
Washington, 1994
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Jill Waterman

“In the days when superstition dominated
reason and magical powers suppressed
commeon sense, animal spirits infested

the world of our ancestors. Endowed

with supernatural qualities like our own,
the animals we encountered filled us with
awe.”

Desmond Morri

. The Animal Contract

Since the time of the cave paintings at
Lascaux, animals have been invested with
mythological significance. They exi
world apart from our own, as evidenced
by their distance from the controls of
human language. Our relationship with
animals has evolved through the centuries
from fear and wonder to possession and
scientific analysis. Details of behavior
and physiology are now plotted to estab-
'Ig‘

lish the importance of these primal |
to our civilized human world.

The capture of animals in photographs
has been put to the test in recent years,
due to a variety of conditions that manip-
ulate reality and problematize truth. The
decimation of natural habitats, the co-

opting of wildlife into social
ments, an insatiable appetite for viewing
animals as entertainment and an expand-
ed arsenal of image-making tools are all
factors that po
of animals in photographs. Yet, the degree
to which animals influence the image-
making process by interaction with
humans (and with the camera) is rarely
discussed. This issue is especially relevant
to the socialized creatures who connect
with our lives through a measure of
captivity. One photographer likens
the wildlife inhabiting game farms
to animal soldiers:

“In a war you have people who die
1o save democ racy. These animals, who

ize the representation

are not Huﬁcring. are also pl
important role. Without pretty pictures,
would there be the same affection for
themi™ '

Given the proper conditions, a social-
ized animal in a well-designed habitat is
likely to respond to an attentive viewer
with the grandeur of a performer on
stage. Such interactions, however, are
always conditional. As such they are

aying a very
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subject to the personality and ritual habits
of an animal as well as the duration and
intent of a viewer’s attention, The comfort
level provided by an enclosure’s design is
another contributing factor. The relation-
ship between animals and viewers at the
Bronx Zoo’s new Congo exhibit was
recently described in the press by John
Gwynne, Wildlife Conservation Society's
Director of Design: “We expected the
gorillas to be much more comfortable
here, but we didn't expect them to be
interacting as much as they are. People
have asked if it'’s one-way glass — it’s
not. If it were, the gorillas wouldn't be
50 close. Thl.'r‘l:! coming in to se¢ us,”
as quoted in The New York Thmes

A new book of photographs by Henry
Horenstein explores this relationship in
elegant, iconic animal portraits. Horen-
stein is perhaps best known to the world
of photography as the author of a best-
selling darkroom text. That he is also a
on 15 appar-
ent from this book. This series of images,
made during the past four to five years, is
the continuation of a life-long
interest in the an
Ower the span of his career,
Horenstein's work with animals
has ranged from personal inves-
tigations to commercial assign-
ments produced for zoos and
aquariums,

This current selection is
a thoughtful arrangement of
creatures suspended, like arti-
facts in amber, by close-up
detail and limited depth-of-
field. The book opens on a rep-
tilian eye pointing toward the
turning page. The next image
echoes the shape of this eye, yet belongs
to the mouth of a marine creature whose
face is obscured by distance. From this
introductory section, one is immersed
in an art full}' t'hurl:uglaphml pr{]gn,'ssic}n
where visual associations create meaning
through decisive image pairings. Some

}vhﬂlngr;lp her of creative

nal world.

examples include the following:

the buoyant grace of a beluga whale
is eclipsed by the tightly clenched
jaw of an alligator

the pained expression of an
orangutan is augmented by
the ponderous weight of an
elephants’ foot

the patterning in a flamingo’s

plumage echoes the cluster

uf a .'H.'I'Iﬂil[ []il (,'Jllp

: vampiric embrace of a flying fox

is countered by a comic greeting

r‘rl!f" d Cownose ray.

One is informed of each animal’s
species and genus by captioned
thumbnails in a four-page index at
the back of the book. This section
offers a B]irnpsn: at the mechanics
of the editing process as a narrative
sequence unfolds across each page.

The story presented here is one of
similarity in diversity. We are witness
to odd strains of inheritance in an
evolution back to myth.

Horenstein has had a multi-faceted
career as an author, educator, commercial
photographer, editor and book packager.
He has gained an intimate knowledge of
publishing through past books spanning
the subjects of instructional texts, chil-
dren’s titles and documentary photo
essays. This wealth of experience has led
him to release Creatures, his first self-pub-
lished project. Paul Langmuir, art director,
and Thomas Gearty, editor, worked closely

Horenstein to de

n page I.iynuts
that achieve both formal beauty and con-
ceptual punch. Decisions about picture
sequence and image size are orchestrated
with placement on backgrounds of black
or white to direct the pace of the reader’s
progress. These choices work along wit
the subtleties of the photographs to
convey a sense of each creature’s
unigue traits.

All of the images from this project
were shot on Agfa Scala black-and-white
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transparency film. Agfa materials were
ion of the
book. The manufacturer became an inte-
gral part of this project, providing scans
and film separations for publication.
The book was printed in Vermont by
Stinehour Press, using a tritone process

also employed in the public

to render subtle nuances of color and
contrast, Exhibition prints are made with
the fochrome :t’urmcrfy Cibachrome)
process to obtain rich black tones with a
wealth of detail. Seven images from this
series are also available as limited-editi

n
platinum prints.

Henry Horenstein's book, Creatures,
published by Pond Press, is available in
maost bookstores. An exhibition of images
from this series was on view during May
at the Robert Klein Gallery in Boston and
in MNew York at Ligne Roset. During the
month of June this work was exhibited
at John Cleary Gallery in Houston, Texas.
Horenstein's platinum imagery is available
through The John Stevenson Gallery in
New York. In autumn 1999, Harcourt
Brace will release, A is for — A PJ'mmg—
rapher’s Alphaber, a children’s book
of Horenstein's animal images. Further
information about this work is available
from the galleries mentioned above or
through the following Web sites:
www.pondpress.com or
www.horenstein.com.

A fine art photographer living in New York City,
Jill Waterman works as a photo-editor for the stock
photo agency, FPG International. She is also sendor
pleture editor and contributing writer for Fotophile,

FOOTNOTES

1. Joe McDonald in The Profdem with Wililife by Bill

McHibben, Doubletake, Fall 1997, . sz

2. The New York Times, Friday, July z, 19990, Family
Fare, A Ruinforess in the Bronx, by Laurel Graeber, p.

E4D

Photos, from tep to bottom, starting upper gt
Henry Horenstein, Flying Fox.

Pieroplexus meamsi, 1958

Henry Horenstein, Cheetah.

Acinomymx jubatus, 19495

Henry Horenstein, Common Carp,
Cyprinius canpio, 1996



Lewis Carroll, Amateur

C.L. Dodgson, Xie Kichen, 1876

REFLECTIONS IN A LOOKING GLASS:
A CENTENNIAL CELEBRATION OF
LEWIS CARROLL, PHOTOGRAPHER
BY MORTON N. COHEN,

APERTURE, 1908

AFTERWORD BY ROY FLUKINGER.
POSTSCRIPT BY

MARK HAWORTH-BOOTH

David L. Jacobs

The word “amateur” evokes distinctly

negative images: painters who glory in
fields of bluebonnets, photographers who

‘ngland barns and other-

get off on New
wise sane individuals who warble their
way through Gilbert and Sullivan. Ama-
teurs lack competence, if not commit-
ment. They are untalented, unfinished
and naive. Professionals, on the other
hand, have mastered the technical
aspects of their art. They are serious
practitioners who perform — rain or
shine — and get paid for it.

The word “amateur” comes from
a Latin word meaning lover, and it
is that sense which dominated the
mid-nineteenth century notion of
amateurism — a notion which was
entirely free of our modern negative
connotations. Many of photography’s
inventors Wedgewood, Talbot and
Herschel, among others — were well-
rounded gentlemen of the industrial
revolution who pursued numerous
pursuits out of love and a sense of
duty. They were enthusiasts from
start to finish: amateurs who loved
the medium they helped to create.

Charles Dodgson, a.k.a. Lewis
Carroll, in many ways was the epito-
me of the Victorian amateur. Carroll
brought energy and intelligence to a
broad range of interests. He was an
Oxford don who taught mathematics
and logic. He was deeply involved in
the theater, as well as various sciences
and medicine. He wrote political tracts,
He was an ordained deacon in the church,
and, of course, he was the author of the
Alice books. He also found time, as did
many of his peers, to write voluminous
correspondence — nearly 100,000 record-
ed letters in the last 35 years of his life.

'@

T
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Phofographs courlesy of Gernahaim Collection, HRHREC, The University of Texas, Austin,

In addition, Lewis Carroll took up
photography in 1856, in his mid-twenties,
and he continued to photograph for the
next 25 years. He publicly exhibited hi

images only once, in 1858, As an amateur
he felt little need for a wide audience,
much less widespread acclaim. At the
same time, he held very high technical
standards, as reflected both in the bril-
liance of his prints, and the polite disdain
he felt for Julia Margaret Cameron’s soft,
unfocused pictures. Carroll was not into
photography for money, glory or fame
but rather for the love of working with the
medium, and the simple pleasures he took
in making pictures of family and friends.
Reflections in a Looking Glass is a hand-
some production. The ;-pmduc[ion:. cap-
ture the subtle tonalities of the original
prints, the hand-colored photographs and
Carroll’s whimsical sketches. Beyond the

lavish plates, the book is noteworthy for

allowing Carroll to speak in his own voice.
Two of his best known writings on pho-
tography — Huawatha Photographing and
A Photographer’s Day Out — are reprinted
in their hilarious entirety. There are also
well-chosen quotes from Carroll's letters

and other writings that sug-
gest the range of Carroll's
as well

inquisitive mind
as the spirit of
Carroll’'s images
difficult to find for many

Vears, so Rl:ﬂl'c'n'(lrrs, with its

times.

ave been

gorgeous reproductions, is
maost welcome.

If there is one disappoint-
ment in this book, it is Mor-
ton M. Cohen’s biographical
sketch of Carroll. Cohen's
essay is well-written and
informative on many aspects
of Carrall’s life and diverse
interests, Like many biogra-
phers, however, Cohen is in
the thrall of his subject, and

a die-hard

he comes across
Carroll defender. This is espe-
cially evident when Cohen
turns to the topic of C
photographs of and relation-
ships with pre-pubescent girls

wrroll's

and again when Cohen raises
the issue of whether Carroll’s
photographs would be of
interest to us had they not
been made by the author of
the Alice books. In both cases
Cohen'’s arguments are abbreviated, glib
and unpersuasive.

Despite their occasional stiffiness,
Carroll's photographs are intimate images
of subjects that were close at hand. In this
respect Carroll resembles many 2oth cen-
tury snapshooters, for whom the subjects
of the pictures — friends, family, acqua
also serve as the primary view-

lances
ers of the finished work. The photograph-
er, the subjects, and the audience are privy
to the relationships and circumstances
that lie behind the pictures. They know,

in other words, the contexts — personal
and photographic — out of which the
pictures originated, and this knowledge
allows these viewers o animate the
images in unique ways,

It is for these reasons, in part, that
many of Carroll’s photographs seem like
inside jokes that only Carroll, those young
girls, those heavily bearded gen-
tlemen and those elaborately
coifed women might have fully
comprehended. We, an the
other hand, might appreciate
the surfaces of the pictures bt
can only guess at what was real-

ly going on. Looking through
Carroll's photographs is not
unlike coming across an old
family album at a flea market.
We look at pictures that were
made by and for people who

are irretrievably lost in the past.
It is likely that no-one alive
knows or cares who they were
— otherwise, how could these
once-tr
in a place like this, open to the
scrutiny of strangers, with a
price tag stuck on the insi
cover? There is pathos in
Carroll’s images
family albums as well: a pathos
born of lost contexts, and of
what they portend for us and
those

ured albums end up

le

and in many

lI]'lilgL'.‘i we h(}ld (.'IUSL".\l
to the breast.

Dawid L. Jacobs is a professor
of art at the University of Houston.
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Morrie Camhi
1928-1999

Morrie Camhi, an internationaily

renowned photographer, died on
September 1, 1999. He was 71.
Camhi was well-known for his

photographs that covered many

subjects including prisoners,
farmworkers and Greek Jews.

Camhi was born in New York City.

While attending UCLA he earned
his tuition by working as a com-
merclal photography lab techni-
cian. After graduating with a
degree in English literature,

he worked as an advertising
photographer.

Cambhi left the advertising
business in 1969 so he could
pursue his personal interest in
photography. He began to teach
photography at San Francisco
College in 1972; at this same
time he began photographing
the difficulties of farmworkers.
In a lecture earlier this year,

he referred to his mission as a
photographer by stating, “If |
feel a sense of hopelessness,
why shouldn’t | memorialize that
in the photos? I'm trying to deal
with veracity in my photos.”
Cambhi will be remembered not

only as a great photographer
but also as a devoted teacher.

Margia Boxman

Photo
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The Houston Center for Photography
receives review coples of books from
publishers around the country. These books
are avallable to visitors during gallery hours.

Bernhard, John, Nudes. Houston, TX:
De Frog Gallery, 1999, 50 pages

Contains Bernhard's five portfolio series:
Overview, Stone, Wood, Transformation and
Skindream — a compilation representing six
years of work.

Capp, Kristin. Mutterite: A World of Grace.
Zurich: Edition Stemmile, 1998, 144 pages

Portrays the Hutterite religious community
of eastern Washington.

Carr, Carolyn Kinder. Hans Namuth Portraits.
Washington: The Smithsenian Institution
Press, 1999, 166 pages

Contains a biographical essay about Namuth
and 75 of his photographic portraits taken
between 1950 and 1989,

U+lbhery

-

Coleman, A. D. Lioyd Uiberg: Modernist
Photographer. Petaluma, CA: Singer Printing
Company, 1998, 26 pages

Presents some of Uliberg's best prints depict-

ing his investigation of both the U.5. and
European models of modarnist thought.

Corzo, Miguel Angel, ed. Mortality immor-
tality? The Legacy of 20th-Century Art.
Los Angeles: The Getty Conservation
Institute, 1999, 192 pages

Consists of 34 essays illustrated with more
than a hundred photographs focusing on
five topics: /s Contemporary Art Only for
Contemporary Times, Present and Future
Perceptions, The Chaflenge of Materials,
The Ecosystem, and Who is Responsible?

Courtney-Clarke, Margaret. Places in the
Sand. New York: The Monacelli Press, Inc.,
1997, 128 pagas

Consists of 64 photos of desert places in
Africa, where the photographer spent har
childhood and adolescence.

Covington, Michael. Astrophotography for
the Amateur, Second edition, Cambridge,
England: Cambridge University Press, 1999,
331 pages

Covers various aspects of astrophotography,
including stars, galaxies, the moon, the sun,
comets, metecrs and eclipses, through the
use of materials and equipment that are
raadily available.

Deal, Joe. Between Nature and Culture:
Photographs of the Gelty Center.

Los Angeles: The J. Paul Getty Museum,
1999, 126 pages

Consists of 122 photographs documenting
the construction of the Getty Center and
its relationship to the natural emdronment.

Elogio de la Pasion. Mexico City: Ministerio
de Educacidn y Cultura, 1999, T8 pages

Presents the work of six photographers
Michael Ackerman, Antoine d’'Agata, Marcos
Lopez, Eustaquio Meves, Marta Sentis and
Cranial Weinstock exploring the limits of the
individual, identity, iconography. the exotic
and near abysm.

Enyeart, James L. Land, Sky, and AN That
Is Within: Visionary Photographers in the
Southwest. Santa Fe: Museum of New
Mexico Press, 1998, 126 pages

Includes the work of such artists as

T. H. O'Sullivan, Adam Clark Vroman,

Ansel Adams, Laura Gilpin, Eliot Porter,
Russell Lee, Edward Weston and Paul Strand,
who worked in the Four Corners area between
1870 and 1970.

Fardon, George Robinson. San Francisco
Album: Photographs 1854-1856. San
Francisco: Chronicle Books, 1999,

176 pages

Consists of the earliest photographs of San
Francisco, dating back to 1856, including
such sites as downtown, a rural South Park,
the Marchants® Exchange on Battery Street,
Fort Vigilance and City Hall.

Flukinger, Roy. David Douglas Duncan:

One Life, A Photographic Odyssey. Austin, TX:
Harry Ransom Humanities Research Center,
1999, 20 pages

Commemaorates Duncan’s work and presents
images of a wide geographic and chronologic
range from Viet Nam to the Kremlin and from
political fights in Miami to battle scenes in
the Pacific.

Gascon, France, Clara Gutsche, The Canvent
Serigs, Musée de la Civiliasation, Joliette,
Quebec, 80 pages.

Horenstein, Henry, Creatures.
Boston: Pond Press, 1999, 80 pages

Presents a collection of images of various
creatures including fish, reptiles, mammals
captured in zoos, in aguariums and in the
wild in locations all over the world.

Jones, Carolyn. The Family of Women: Voices
across the Generations. New York: Abbeville

Contains portraits and accompanying stories
of women — grandmathers, mothers and
daughters sharing a common bond.

Kalil, Susie. Amy Blakemore: Ten Years.,
Houston, TX: Inman Gallery, 1999, 36 pages

Includes a selection of Blakemore's photog-
raphy about specific things and memory.

Koempigen, Catherine. Connections &
Refiections: Mothers and Daughters In their
own light, In their own words. Duluth, MN:
Pleifer-Hamilton Publisher, 1998, 141 pages

Presents 65 intimate mother,/daughter
photoessays exploring the relationship
between mothers and daughters.,

Langenhaim, Henning. Mordfelder [Killing
Fields]. Berlin: Elefanten Press, 1999,
139 pages

Consists of 68 black-andwhite photographs
showing the sites of German annihilation in
the Former Soviet Union: Belarus, Latvia,
Lithuania and the Ukraine. Bilingual text
written in German and Russian,

Light, Michael. Full Moon,
MNew York: Alfred Knopf, 1999, 234 pages

Re-creates the Apollo missions through
a selection of 56 black-and-white and
72 full-color photographs from MASA'S

32,000 photos taken by the lunar astronauts.

Includes an essay about the Apollo program
by Andrew Chaikin and an essay about the
photographs by Light.

5 Neto

Marie Cravo Neto. Houston, TX:
Sicardi-Sanders Gallery, 1999, 8 pages

Consists of two essays by Anne Wilkes
Tucker and Fernando Castro and six of
Meto’s photographs.

Milburn, Douglas. The Elusive City:
Photographs of Houston by Paul Hester.
Houston, TX: The Rice Design Alliance,
1998, 46 pages

Includes a wide range of photos of Houston
as far back as 1978 and as recent as 1996,
of buildings, city streets, night clubs,
schools, churches, hotels.
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H.G. OLDS
FOTOGRAFIAS

Olds, H. G. Folografias, 1900-1943.
Buenos Aires: Fundacién Antorchas,
1998, 107 pages

Consists of a series of photographs
ofganized geographically — the first part
being about Buanos Aires and its environs
and the second part about the provinces
of Buengs Aires, Santa Fe and Cordoba,

Sieff, Jeanloup. Dance. Washington, DC:
Smithsonian Institution Press,
1999, 46 pages

Consists of 46 duotone images taken
between 1953 and 1994 focusing primarily
on dancers who have performed with the
Paris Opera Ballet,

Silverthorne, Jeffrey, Photographs. Stuttgart,
Germany: Galerie A, 1993, 38 pages

Presents a series of photographs focusing on
“sexuality, mortality, privacy, and life at the”
outer edgas” [text in English and German].

The Southern Quarterly: A Journal of the Arts
in the South. Barbara C. Ewell and Bruce
Gentry, fuest editors. Hattiesburg, MS:

The University of Southern Mississippi,
1999, 328 pages

Compiled by Otilia Sanchez
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Find an image at the auction

Gay Block

Rohert Bodrog
Manual Alvarez Bravo
Peter Brown

Debhie Fleming Calfery
Jam Camp

Ray Carrington |1
Keith Carter

Jimmy Castillo

Jel Ceaser

Gaye Chan

HCP Print Auction

Jamot Delaney
Kay J. Denton
George Duresn
Beon Edwands
Dave Einsel

Terry Evans
Dennis Fagan
Shamnon Fagan
Susan Felter

R. Lymn Foster
Dore Gardner
Valgntin Gerlsman
David Gibson
Ralph Gibsen
Steve Glovinco
Bob Gomel

Lyle Gomes

Greg Gorman
Elijah Gowin
Kimberly Gremillion
Michele Grinsiead
Mary Margaret Hansen
Mart Hamett
Allen Hess

Paul Hester

Jame Himton
Lawrence Hit
Heary Horenstein
Ralle Homn

Eikoh Hosoe
Edward Howells
Earlie Hudnall, Jr,
Joseph Hyde
Kenre lru

Joseph D. Jachna
David Jerauld
Michael Kenna
David Home Kennerly
Larry Kopel
George Krause
Kirstie Lawrd
Jeannette Landrie
Robert Bruce Langham HI
Willis F. Lee

Jack Leigh
Herman Leonard
Lez Levine

David Levinthal
Elaine Ling

Laurie Long

0. Ruts Lovett
Bill McDowell

HIBITION reoer

Dsamu James Nakagawa
Graham Nash

J ‘4_.F b 7 Bonnie Smith Newman
anuarg e ruarg Loonard Nimay
Lori Nix
2000 Melisza Noble
Barbara Norfleet
Said Nuseibeh
Elaine O'Neil
Takayuki Dgaws
Philippe Pache
Dlivia Parker
Richard Payne
Smiley Pool
Herb Owick
Rosamand Purcell
Vicki Ragan
Mare Riboud
Nile Root

AUCTION —

John Sexton
Jefirey Silvertherne

Wednesday

February 9, 2000 HMM

Prince Thomas
Charles Vadovie

Say Baby), 1999, Type C print

Kathy Vargas
Termy Vine
Jill Waterman
Houston Center for Photograp Casey Wiliams
Dave Wilson
: iy . e Bill Wittt
1441 West Alabama Houston TX 77006 Jeffrey A. Wlin
713.529.4755 BN Wik
FRobert Yager

Zoners Portolio
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HCP’s Collectors’ Print Program

ﬁnk Pig lF‘h‘l
Fainted Walls, Mexico, 195

it Charmess
Casalblanca Lily, 1987
yelatin sieer print, 15 x 408

Kristin Capy
Schocireom, Espancla colomy,
Washington, 1256

Jelatin adver print, 9

pert Bruce Largham
Feeding Crow, 1524

Join HCP 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 and generous artists.

For further information please call 713/529-4765,

HOUSTON CENTER FOR PHOTOGRAPHY Non Profit Org.
1441 West Alabama U.5. Postage
Houston, TX 77006 PAID

Permit No. 1115
Houston, TX
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