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Interviews, Expanded Reviews, Projects

MANUAL

Anre Tucker leads the discussion witk
the same kitchen table whi
wiho talk about their history collz
thes Museumn of Fine Arts, Houston,

Bloom and Ed Hill in thair home (a1
wed them for their 1979 catalogue!)

abar a5 arnsts via their 2004 retrospective at

Disembodied Spirit
Alison Ferris conjures the influence of 18th cenury spint photography on today's
arnsts in The Drsernboded Spirf exhibition at the Austin Museum of Art.

Mapping Portland
Phil Harris takes us through the Portland Grid Project, a ning-yaar collaborative
photography progect of Portland, Oregon

Our Town: Houston Past Present Future

Peter Brown intarviews Dave C vy, Houston's baloved "Stage Manager”
and organizer of the exhibition, Owr Town produced with the Gulf Coast
Instiute.

Revealing Images: Migrant Peruvians
Photograph their Lives

Jerome Crowder gives cameras, film, and photography advice to Peruvian
paasants who share their images and thesr perception of Western photography.

Water and the West

Paul Hester covers tha Water and the West exhibition at the Wi

mis Tower Gallery.

Skimming FotoFest 2004

SPOT asks art critics, curators, and photographers for their impressions of
Houston's rencwnead photography festival—swith a wide
rasponses from Roy Flukinger, Kelly Klaasmayer, G Krause, MANUAL
{Suzanne Bloom and Ed Hilll, Linda Walsh, and Clint Willour

Exhibitions

Haunted cynihia Freeland reviews inhabited, the = spooky” installation by
Houston-based antists Michele Grinstead and Mancy O°Conner.

Facing History Merisa C. San
photo-history projact. Crews The Men of

wi Will Michels® ambitious
r US55 TEXAS

Books

The Devil's Playground chas Bowie review:
The Devil's Playground, a monograph of recent werk
by the notonous Nan Goldin

Books Received Compiled by Fabiola Valal
In Memoriam: John Coplans

Danad Brickman reflects on the legacy and
ass of renowned photographer John Coplans
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In this Issue

Many changes have taken place at HCP since
| was hired as Editor of SPOT two years ago.
In March of 2005, | was hired as Interim

Executive Director; | hired three new staff
membears (Anna Julia, Program Director; Jennifer Hennessy, Administrative
Assistant; Brenda Mendiola, Finance Administrator), and asked Antonio Manega of
Gazer Dasign Group to redesign SPOT. In addition, last month the members of
HCP alected 11 new Board Members and reelected the current Board, now
totaling 21 members.

HCP celabrates its 24th year this October—quite a feat considering the tough
climate arts organizations have had to endure over the past decade. During the
past six months, | have seen this organization revived, energized, and embrace
change like no other. The many changes include remaining at our current location
and building our Leaming Center next door. Wi hope to complate the Learning
Center by December. Stay tuned for more changes—including the redesign of the
HCP logo and a new exterior sign for our building!

Like the arganization, SPOT magazine is rich with a complex past involving
countless art luminaries and important contributars. Its former tabloid scale

{11 x 17 inches) and austere black lego reflect the experimental nature that was
SPOT (and HCP) since its inception. Past articles and photographs capture a
bustling photography scene in Houston narrated by politically charged essays.
Notable photographs document early FotoFests, an early HCP Board retreat, and
even a Black & White ball! Anne Tucker can be seen sporting a ponytail while
judging the first Members® exhibition; a mustached Clint Willour leads the first
HCP auction, and Paul Hester serving as the first President of HCP. [Editor's Note:
Some of these gems and other fascinating artifacts will be on display at our
anniversary party on October 29th, 2005.) These world-class professionals still find
time to contribute to HCP and the photography community, despite the frenzied
pace of the Houston an scene. It is only fitting that in this issue we include words
and images by long-time supporters: Peter Brown, Anne Tucker, Paul Hester,
MAMUAL, and the first editor of SPOT, Dave Crossley, as well as the former
editor, Cynthia Fraeland. | look forward to continuing the tradition of marrying text
and image as SPOT turns 21 in the 215t century!

Editor and Interim Executive Director



A Conversation with Ed Hill and

@ Tucker

by Anmi

Suzanne Bloom
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Anne Tucker: In 1979, at this very table in your home, the thres of
1 an interview for an exhibition catalog

produced by the
vy, Suzanne Bloom and Ed

ANLIA
bhoration. That exhibition was much sma 15 on
three pr White Oak Bayou by Suzanne, A Phe molegical
Study of Life Drawing by Ed, and Art in Context by MANUAL. W
jokngly referred to it as a three-person show! In contrast, the

ratrospactive at the MFAH i solely of your collaborative wark. Ona
of the i 'd like to discuss todey is the process of assembling a
so of MANUDAL: Two Worlds, this involved
looking at 30 years of work and evaluating individual pieces as well
as succassive series in terms of a coherent survey. There
on of what could and could not be borrowed for the show

SUE
retrospactve. In the ©

the

because of diverse reasons, ranging from practical considerations of
size 1o economic factors, s

varous locations, More importantly, you had to eval

Lp

1 &5 the cost of shipping work frorm

ate pieces 1o be
terms of central issues in your work—issues with whach

n your collaboration—and how they evoleed over time. Did

hard to say whathar it shifted, but the pr
¢ for greater clanity. Even though we're

) our work as we prepare lectures and artists’
statements for exhibitions, this retrospective, because of its
was a chance to really focus on the totality of our work
Suzanne Bloom: Praparing the work for the show, and especially
g in Ricker's Feld [1976] with fresh

e5s certainky

gave us an opportun

constantly re-eva

size,

seeing the early wideo Runm

ayes, really dd

ect us. We viewed it over and over again. This
nk about using that same strategy to get into the
landscape again, which led ¢

prompled us to t

e Viarge, our latest series

of still images. Only this time we are walking, not runaing, Through
fields, woods, or on the baach.

The first gallery in the exhibition at the MFAH ¢
NG

and approaches we've used and built upon for thirty
years. There are four different series which explora thrae different
themes—culture, nature, and technology— veral
stylistic approaches, including both staged and hand-hedd
phatography, and still and time-based imagery.

n the aarl
ant [1

Also, owr use of sharp, d

tailed photography
like the black & white photograph Lowrs Cormth
was reinforced during the period we ware preparing the

we spent the last six years making photographs

a tripod because the panoramic camera we usad throughout
thes Ares 5 50 bulky. And much of the digital time-based
ike Big W e requided a wipod in order 1o maintain exact
ge framang for AN PIoCESS

ary, Thirtean Ways of Coping with
18 of mixed media, collage,

retraspecliv

Wi

-1

WO

the an

ir

Anather sanes in the fi
Nature [1980-81], consists of phot
and assemblage pieces—all proce:
» do this through

W tharn by hand

gall

37
85 Wa Conli

the use of computer programs

28 haawily,

EH: Thi process of doing the r
back to the beginnings of our collaboration. We had 10 pay clo
1o thirty years of work because there were many decis

atter

1o ba mada. OFf course, Ed Earle. curator at ICP played a major part.
ang list of piecas he wanted to include for which he had
his particular reasons. Ed had his own take on our Carsar

He had a

another
t concaivable we could
wolkd be ra

Oine of the things implied by your quastion raisaes

re we to start all over again, 15
thad
diffarent, but | cartainly think diffarencas w

erent show? | don't bal

il e

could be a diffarent take on the whole 1
S5B: For
larga ser

I
woir didnt include any of the photographs f
1 Connactor [1976]. But, stylistically

NS IANG

these ané more representat
2

@ of a kind of conceptual street
haven't done since the mid-70s

otography, somathing wa

Starting in the late '50s, and well into
the '60s, artists, writers, and critics
looked at popular culture and its
social significance in a different way.

AT: | could argue with that assumption. The phanomenon identified
s is & geographic comparison between Nor

n that se

MMTIpLOn,

Massachusetts, and Houston, Su an you have regularly

commuted between Varmont and Houston, and the back and forth
& part of your v

batween these two residencies s very

O o

d angue that the Northampron/Hous a

precedent in the evolution of your

SB: Good point

AT: You referred briefly to the three 1

oom., One

thema is commitrmant to the place of culture in ye

Context $enes is 30 much about

WES, iN

was, Thae Art

revisiting Cultwre. Another theme 15 Nal

. which relatas to your
Vermont existénce, and the tF
ate relationship with technology. One other theme has

d thesne is, s you have referred to it

a low

evalvad, and | think it's an important one—H

ry. Lat's bagin with

e One

the evolution and understanding of culture in your work. ¥

mantions cullure, one tends to think high art, but you have angaged

bath high and o sré. Yas, there are pieces a show

wings by Goya, Veldzguez, Rembrandt, and others,
but popular culture is als
EH: Starting in the late "50s, and well into the "60s, artists,
and crite
iff
and how TV encapsulated Am

refesring to pa

» wizry much a subject in your art.

ked at popular culture and its social significance in a

or example, they looked at parvasive teley

way

0

can life, hopes, and dreams; theay

ooked at advertising, movies of t
Marshall McLuhan,

he ime, and, and S0 of. 8y Cnl

thimkers, lor instan

are doing this. It was

the air. | ramember a particular occason in the early '60s are a
number of peopla were maeeting regarding the founding of
Hampshire College. As they were talking about curricula, | found
myself arguing for the importance of popular culiure e g info

demic be careful

the g . And now | think of the old adage,
what you wish for,”
currant hyper-media culture. Media dominates the

sa popular cultune, as defined then, has

e

W

enis

Madia utilizes culture for its ow
rded by popular culturg, | really ha
it. I'm turned off by mos

3 developed an aw

i lar music, sitcoms, and especially
reality programs. VWhile | still unders

forms, I'm not engage




God is Wood, (Michelangelol, from the series Art Thvough ihe Ages,
1998, Chiomagenic pRatograph
Courtesy of Moody Gallery, Houston, Texas, © MANUAL

SB: But what is your favorite TV program?
EH: | don’t have ona anymaors

SB: Yes, vou do. What about The Simpsons?
EH: Suzanni's rig

Ul The Simpsons are wonderful because they
absarb everything and theow it night back at us. They are the ona
shar

ng lght on the scene for me. | know there are some other savwy
programs, ke Six Feat Under, but we don't get cable. And, the
assault of commerciats on Network TV is really out of control

SB: When we ba our collaboration both of us were very idealistic
about photography. We thought of it as a democratic madium, &
parfect medium for our "60s frame of mind. We didn't want to be

@l . thdn't want 1o marginalize culture or make things of interest

anby to a srmall group of people. This was one of owr reasons for
dealing with popular culture. Also, at the e we did a lot of reading
about the concapt of received ideas and strategies for deconstructing
them. Ideas, opinions it youw will, come to people throwgh thair
families, pears, and immediate surroundings. It's someathing most
often one doasn’t bother to examing. Personally, | sat im front of the
tele n a lot as a child. | took in every single one of those programs
from Lassie o Superman, Lawrence Wealk 1o Dragnet

EH: Bonanzat

$B: Of course! All of them. So, Ed and | thought we should examine
and visually deconstruct various ideas we had “received” in order to
reconsider what we really believed and what we thought was

culturally worthwhile. In retrospect, however, we werafare probably
pretty sentimental about our youthful pop culture experiences
AT: Was mowing from photography to include video, and aventually,

working with computers, part of the democratization of your art?

SB: We made a conscious decision to do things with degital
technology because that was tha direction in which the language of
the time was moving and we were going o go with it. 1don't thank

it had 10 do with democratization per sé, but more with

@
PEFVASIVE COMMUMCATION SySIems wi Could So0 Wwere Com)
the pike

EH: Well, in terms of form, the answer is MeLuhanesque: “The
madium 5 the message.” Bul i tedms of content the Internet,

oW

wihich has egalitananized content, didn’t yet axast. If we had come to
computers after the development of the Intarnet, we would say,

“Yes, democratization was important to the process.” But, although

we do use the Internet, it doesn't engage us as a cultural
phenomenon as much as it apparently does younger artists. Wa
camea to computers mare or less 1o solve a pragmatic problem—
putting text onto images. It didn't excite ws in the same ways as the
camesa. The camera

as, "Wow!" Cameras had been in our

housaholds all our | , but all of a sudden semathing iggened an

awaraness of thair image-malking potental In my casa, it was Seaing
the 1967 Antanioni filr Blew Up and realizing the excitemeant of
pholography. We had the same "Wow!™ reaction to wideo. But our

response to the computer, at least initially, was "W thank this would
be useful, but we aren’t absolutely sure how useful.”™

SB: Alsg, the computer definitely presented something differant in
terms of learning. It wasn't a8 simple as picking up the video
camera, reading the manual enough to get it working, taking it out
and getting immediate results. Even though we also studied the
machanics of cameras thoroughly, we found out that with the

computer, one really onby gets out of it as much as one puts in,
ncluding a willingness to learn the technology.

AT: There's a very important differance hera. You ara both trained in
painting, which has an ancient tradition. When you adopted tha
camara in the '80s and '70s, it had a tradition of only a hundred and



thirty years, but there were pracaedents. There were people ahead of
you. Whan you bagan 1o use the computer, you had nothing to push
against. You were, and have been, in the forefront of this medium as
an art form, 5o, it's a very different kind of engagement.

EH: By the way, we consider ourselves part of the second
genaration of computer artists. The first genaration was mostly
bound to nstitutions of universities or corparations ke Xerox or IBM
whera they worked with mainframes. These artists might have
worked at homa on a computer that was plugged into the mainframe
by a phone line, but they needed the computational power of the
mainframe to do their wiark.

SB: Persanally, | find early computer work 10 be too driven by
technology. Sometimes artists were desperately trying to simulate
simpha things more easily dravwn with a pencil. They often wound up
wiiting their own software just 1o make somathing appear. to
wisualize it. We didn't participate in that. We waited until there was
software we could use creatively because we weren't really
interested in being programmers. Write a program $o you can make
& specific kind of simulated paint mark? No way!

EH: Anne's point is quite true. This was not an established tradition
wehich we could respond 10 and build upon.

AT: Even though these was a generation before you, the wealth of
imagery produced by computers wasn't anything like what existed in
the history of photography and, heaven knows, not what existed in
tha mstory of artl You both have the imagery from those two
traditions in your heads. Those traditions are very much a part of
what you do, but in terms of computers, you didn't have a tradition
1o call upon.

Before | continue the discussion about computers, | wani to bring
in one theme that we haven't discussed, which is Natwre. | don't
knoww of another instance whare artists have maintained such a
strong dual commitmeant to the warld of imagery invented by artists
and imagery that emerges from the tradition of landscape. Artists
tend to be committed 1o either a landscape gerve or they tend to be
committad to imeented imageny; but you two have kept your internal
dialogua with that polarity. 1S it largely because of the coexistence in
your awn lives—living in Texas and in Vermont? What other issues
are involved in this commitment?

EH: Well, thare absolutely are two passions prasent in our work. To
put it in simple terms, both of us really lowe art and nature in genaral.
| was taken to museums when | was a kid, My feet would get tired
imstantly, but | always came away excited. | was stimulated by art.
My lowe of nature may have started out modestly—in the fruit tree
grove of my back yard—but it was a very formative expenence.

SB: My experience was similar. Our family home bordered on 2
sonall farm with a couple of cows and woods with lots of beautiful
trees, and | was a devpled landscape painter betore going abstract,
W both have a long-standing relationship to landscape through the
ac1 of wrying to interpret and contextualize it. And we both hawe
spent lots and lots of time doing that. It seems our common goal
Was 10 get on some level with nature that wasn't superficial. We
have an innate faar of the superficial,

EH: The paint is, the incorperation of art and nature into cur work is
not just an intellectual thing. It's not just about critical targets. Thesa
are two worlds that really stimulate and imagorate us and always have.
AT: This is the parfact segue into the issue of History. Because,
while this show evolved out of a commitmant by Ed Earle and it
opened at the International Center of Photography in Mew York City,
wi changed the show in Houston. That process involved time spent
standing over models of the galleries and adpusting the existing
show 10 the MFAH space. In that sense, it 15 a site-specific
installation. Pieces were created or re-created to be in that space.
And during this time we often talked about the three themes, nature,
culwure, and technology. But, since the show opened, wa each have
recognizad issues that relate to history, including art history, broadar
intellectual histories, the history of popular culture, and even the
history of the thirty years during which this work has evolved,

embadied in your work,

Times have changed around us. Being contempaorary and staying
contemporary has required a commitmant 10 grounding yourselves in
your time, but ahways in relation 1o what came before you. This is
another distinguishing characteristic of you as artists, and tharefore,
of your art.

EH: | think that's particularly true in the casa of the Arcadian project.
But, first, let me back up. Whan we talk about Nature, that's a
generic term, But in our art we have tried to give discussions of
Nature a more specific shape, so it is not just a big, vague term.
That is wivw our project Arcadia was more focused than anything we
have aver done, Ascadia has an extansive histony,

AT: When you say that, are you referring to your Arcadia project or
the concept of Arcadia?

EH: Yes, the concept of Arcadia. Its history goes back to an actual
place called Arcadia, but poetic nyths took ower early on, in fact,
with the Greek poet Theociatus. We wanted 1o reach that far back
in order to bring cursehes forward to where we are today in an
informad way. We ae still @nthralled by the mythology of Arcacia,
but with vastly different tools 10 manipulate our perceptions of that
world, Making art using the computer is just a small instance of
humans using computerbased tools to create and re-create the
gnvironment,

We made a conscious decision to do
things with digital technology because
that was the direction in which the
language of the time was moving and
we were going to go with it.

SB: As artists we have choicas in relation to dealing with the subject
of Mature and the environment. We could take a maore activist rell,
and wa have occasionally made maore issue-driven art. Our show
Forest/Products at the Contemporary Ans Museum, Houston, in
1991, was fairly didactic in an attempt to make contempaorary
environmental issues clearer. But since then, we have taken another
appraach, which has been to use history as a way to get back to the
roots of these issues, back to the very beginning of the Western
world's relationship with nature, Arcadia was structured as a poetic
ideal and has firmly stuck in the collective human imagination.
People may call it by various names—Eden, Paradise, etc.—but all
imagine it as this wanderful place where all the problams of the city
are magically resolved in the quistude of the country. Peopla often
don't try 1o understand the connection between thase two places in
relation to a whole-warld environment. VWhathar or not taking this
kind of histosically informed, or, “long view” approach in our work is
ahways effective for the audience is less clear to us.

EH: | was just going 1o add that uhtimately the work won't survive as
maraly a lesson in environmentalism. 1t has 10 survive on its gwn &s art.
$B: In relation 1o my saying that we have a dread of being
suparficial, | should add that we also are as capable as the next
artists of being glib. We love to make images and we can slip into
the facile, but we don’t want to do just that,

AT: The thought of you two being glib makes me smile. | think your
idea of glib is somebody else’s idea of serious. If anything, | have
always felt that the two of you so mistrust your innate ability 1o
make beautiful art that you have resisted the inclinaton.

In the last rooms of the exhibition thera is a kind of mastery that
aften ocours in the work of artists with long careers. You seem maore
confident and less inclined to worry about being superficial or ioo
assthatically pleasing. You are 50 comfortable now warking with the
computer. You make these pieces that are just hauntingly beautiful.

FaLL o8 5



On some level, you are more accepting of the fact that an
intellectually rgorous component can coexist with an aesthetic
beauty; an acceptance you wouldn't have allowed yourselves in
aarher decades.

EH: Thede is a kind of irony that arises as a result.

SEB: Thraughout the Arcacka Pragect the work is purposefully beautiful
and tragic at the same time. The multi-layered content and references
are often thoroughly embedded rather than obviously inserted.

AT: The tree that you've chosen as the subject of your lengthy
meditation—Big White Pine [2002-04]—is a grand old tree. It has
reached a great age and has many broken limbs and scarring. One
shouldn't just see it as beautiful, which it is, but should also think
about the life this giant has led. Talk about embedded! So much
history is embedded in that tree. How old is it?

EH: It's hard to say, but at least 100.

SB: The reason it survived is because it's actually a double tree.
Loggars do not like that, so it remained untouched.

AT: 50 thera is irony in the trea surviving because it is imperfect?
EH: Early on when we were working on tha site where our house
now sits, | took down a mapde tree that was quite tall and straight. |
wanted to give light to a really twisted yellow birch. It has great
form to it. Our neighbor came down and asked, “What were you
cutting?” | said, "I cut that maple over there.” He responded, "So
that ugly birch could survive? Really?” It was a contrast in
aesihetics. For most of our neighbers, straight trees are the ones
you keep because they make good lumber.

We brought in an arborist last year to cut and prune our trees in
praparation for building our studio. Arborists work vary, very,
differently from loggers. Mostly they use the same 100l, a chainsaw,
but they go about cutting in an entirely diffarent way.

SB: Whan they thin trees, they use exquisite pruning saws with fine
teeth so that they won't hurt the tree as they cut off limbs and
branches.

EH: And when they take down a tree, they climb it and take it down
in pieces from the top, rather than just cutting it off at the base. It's
quite dangerous.

AT: Thera is so much information that you've accumulated aver
years, you don't even conscGously think about it. For instance,
regarding embedded ideas, your relationship with the site is
ambedded in the work, as i your undarstanding of the seasons and
their effects on the site. Tima is another thing that we haven't talked
about. Time as a concept is introduced in the video Ruaning in
Ricker's Field. And, thera’s humar in your running throwgh Ricker's
Field in the first piece in the exhibition and your walking through
Ricker's Field in your last piece in the exhibition,

SB: We're interested in the difference between cyclical time—the
movement of time from the harvest, to winter, spring, and than the
growing season again—and linear time, which is more about the idea
of a certain kind of davelopment and prograss.

EH: Right. In 1974, when we completed ow tent platfosm, the first
domestic structure on our land, Nixon was baing run out of offica.
AT: Actually, now that | think about it, the Superfund site pictured in
Past-industrial Landscape, Verso [2002] in the last gallery ks probably
contempaorary with the life of the white pine.

EH: Mo, ihe Ely Copper Mine is older than that. It goes back to the
early 1800s.

AT: There are issues that, | think, if peopla will take the time...

5B: |5 there time enough these days for people to get inmvolved in
exhibitions of this kind? If they go to a natural history museum,
mayba they expect to gt immersed in that histery and nature. But
do they axpact to get involvad in that way in an art musaum? Or, do
they just loak at form, the gestalt of a pcture, which they can absorb
quickly, and then mowve on?

AT: Mo, | think the differance, the big difference, m art museums

I've noticed in my life—the three decadas |'ve been in art
museums—is the amount of text on the wall and the acoustic guides
that say to people there are issues to be understood if you're willing
to take the time to read and to listen. The danger is that pecple feel
that having read two paragraphs of a wall label or having listened to
threa minutes of a tape providas tham all they naed to know about
the piece. They do not discover the kind of resonance that we're
talking about between the pieces in your exhibition. If | could teach
people one thing about logking at art in museums, il is (o ask
themsehves why, for example, three paintings are hung together and,
using their own observational skills, what are the similarities and
differences between those three pieces. How much they would
learn without our telling them anything! But thet's not something
that we teach in museums and certainly not in scheols. | think the
difficulty for museum audiences is that too many curators don’t
encourage musawm visitors to think on their own. One of the
pleasuras in your exhibition is that it rewards viewers who take the
time to contemnplate.

EH: Actually, the Big White Fine piece was anvisioned to confront
the issue of “You've got & seconds o catch my attention.” The
piece is really meant 1o oblige the viewer 1o either slow down or
mowe on, It's definitely counter to the hyper tempo of popular
culture. Our aversion to today'’s culture is mestly because it's
pumped up. It's adrenaline-driven, It's meant 1o speed you up and
keep you going. We're trying 1o do exactly the opposite. We want
the viewwer to slow down and look. Actually, as 8 projected animation,
Big White Pine should be installed in a public space whera peopla
mewe through and araund it. During a whole day, they would see that
it changes and is not the same picture they saw aarlier.

S$B: The animation cycle goes backwards through the daylight hours,
& pm back ta 7 am, but forward through part of three seasons
[September to January), which are much more extreme in Veermont
than they are here.

EH: Also, the changes in the piece happen so slowly that if you sit
intently you may siill not see them cccur. That is, the changes are
barely perceptible except between the distinct hours which were
shot ten to fourteen days apart.

AT: The only way | can see changes occur [in Big White Ping] is if |
pick cut ona place that has some sunlbght an it. The sunlight moves
across the tree limb or the background. Then | can detect tha
passage of time. Again, it's about cbsarvation and the analysis of
ona's observations. | think thare's a certain generasity in your
position about your audienca's capacity to follow you.

SB: What do you mean?

AT: You invite people.

EH: We 1ry to give people something back for their time.

AT: Audiences might prefer art about people, not Mature,

SB: That may be true, Some pecple are afraid of Mature.

EH: In the case of Big White Pine, we didn’t photograph it by simply
sefting up a camera in the woods using a timer. We were there,
whathar it was warm and muggy or really, realty cold. And the reward,
actually, was tha solituda of that hour spent out thera at the site.

AT: Each segment was an hour long.

EH: And when it was really cold, we traded out at the half-hour point.
§B: We used hner gloves and outer mittens and took off the mittens
to raleasa the shuttar.

AT: How often did you take a shot?

EH: The first time we did BWF, as we call it, it was every twenty
seconds. The BWP on view at the Museum is the second version
and we found it wasn't necessary to shoot frames every twenty
seconds, so we ook one every sixty seconds.

AT: And, because it's a digital cemera, you don't have to stop and
change film?

EH: Corract.

AT: Al right, is there anything else either of you would ke to add to
this particular dialogue?

EH: | would lika to clarify a litthe bit my fealings about working with



ters. A positive aspect is that the computer is so powerful. It's
really seductive because it can do 50 many things really well. From a
hotographar's point of view, one can get insida an image, control
color, walue, sharpness—all sorts of things. It seems like nstant
controd. And, if you are building a three-dimansional world, as we do,
you start with nothing and can create whole new environments,

SB8: The computer is the facilitator

EH: On the negative side, everyone has had their bad days with
computers, 5o they knew what I'm referring to. We are hooked into
systems that are constantly developing, Although this provides

CompL

graces, it's also a negative, a real downside because of the

L

plannad cbsolescence facior. [t means we have 1o keep up with the
1echnology. VWe can't arbitrarily decide, “Wall, we'll just stop at this

level,” because everything will move on—capacities of the
hardwarea/software, and the expectations of the audiance.

58: Operating systems

EH: Operating systems forever change. So there is a kind of

n the industry which is rather daunting at times and
a magor distraction to making art. It grips you by the

Depenoency

can become
pockelbook and sometimes by the throat! Frankly, it's not a cost
effective way to make art, nos is it an easy way to make art. That's
not the attraction. It's the power of the tools and what we can do
with them that seduce us.

SB: There are some pictures in the later part of the exhibition in

which parts, maybe an inch along the top and bottom, had to be

igitally rebuilt, We used the information in another part of the image
1o repair what was missing, or 1o even out the image borders, and
50 on. But this required quite remarkably time-consumieng activities,
mainky MICro-Managing an mage

AT: | hear you, but | hawe had wery similar conversations with pecple
in the past when they were working with black-and-white
photography and killing themsehes in the darkroom. | know
photographers who wouldn't reprint a particular black-and-white
photograph because it required so much attention in the darkroom. It
was just too demanding.

SB: Burning ar
EH: But you don't have to replace your camera every thrae years,

d dodging...quite right

AT: Howewer, the materials might get changed on you. Richard
Misrach pre-sold a whaole series of pictures and had to give the
money back because the manufacturer changed the paper and he
couldn’t do what he used to do

SB: Here's an example, thowgh, where thera has been rovemant

n making prints because of the computar. We had vintaga prints
from the seres WIDECLOGY that had lost color and contrast, S0 wa
didn't want to use tham for the exhibition. Instaad, we had fifteen of

the nagativas from the senes scanned at Que I 3 [ digatal

photo lab in Houston] a1 a very high resoluton. Previously, when we
i negatives in the darkroom, thay wane really hard
to print. | can remember every S

printed th i

e burn and dodge step needed 10

get something like the Abomb picture the way we wanted it. The
problem was the mushreom cloud. It has a red glow 1ot but it one
exposed the whole image enough 1o get the rest of the prnt just
right, then there was toe much blue in the cloud. And, there's just 5o

much you can do in the darkroo ith two hands. But, after

scanning and manipulating the sar ¢ i the COMpU

2 Irm
pririt was perfect. Perfect! It was that way for i
the seres. Adusting colors and fixing up problematic areas w
dream comparéd 10 the old methods,

AT: In terms of how we began this discussion, | think this last little
bit is perfect as an ending because it conveys your relationship with
technology, both
are wiang it in our lives and in our Society, or how it may be
usinglabusing us. k=

ifteer ages from
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in 1erms of ize of itin your art and how we

ter Mucsioam o Fanee At Housion.

Camera
Go/op

801 Durham

Houston, TX 77007 S$at 10:00 to 5:00

713-522-7837

Closed Sunday




EN ONE IS, FIGURATIVELY SPEAKING, CON

t ghosts and ha

an that med

¥day im the contan

artists are using film-bas

ting ws now. VWhat is it abou 1 rely on
o ks can be and

5 particular

and cultural condit IC MEaa 1o &y

often are i uc. To this end, it
makes sense fir

g us, with some NOtNEr Moment

aphy. The works

gest links b, ¥ WOrks

1065

them according

LRyl

The Disembodied Sp

SEONIC progre . an understang

miarhy the

otography can inform anc

SCUSSed arstanding of alence of the |

y (photegrapl

Disembodied Spirit

1 Fe




A Boston photographer by the name of William Mumler claimed
n 1861 that when he was developing a self-portrait—a phaotograph
he had taken of himself alone in a friend’s studio—a second figure
appeared on the print. At first, Mumler dismissed the occurrence,
he used to make the

explaining that perhaps the photographic pl
P
invention of photography, themes of Spiritualism had already bee
folded into popular discourse and photography. Though not a

Spir
this "extra® &
able 1o prod

r the

ngraph was not clean. But by then, twenty or 50 years

alist hamself, Murnl

was convinced by adamant believers that

ed from the spirit world. After he was repeatedly
anigd by spirits,
Mumiles opened his own studio in Boston, By 1859, he was so
succassful that he moved to New York City; and his studio theve,
accon

ce photographs of sitters accon

ing to a number of accounts, came 1o be frequented by some
of the most amin
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th-century citizens found the telegraph, which

sages over long distances, comparable to human
mediums, who communicated between this world and the next, a

correspondence that inspired the title of at least one Spiritualist
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In " Phantor ages and Modern Manifestations: Spirit
ng, and Phatography's

st in-depth critical essay on spirit phatography, film

Photegraphy, Ma
Uncanry,” the fir

histosian Tom Gunning can heldp us find an angle on some of these
quastions. According to Guaning, th

e was a constant debate
within Spiritualist, Theosophical, and occult circles threughout the
late ninetaenth and early twentieth centuries about what
supernatural fo v preduced the apparitions in
photography. Gunning explains that while spint photograpdry at first
functioned as proof, as records of the appeara
—reacting in large part to accusations of fraud—spirit
products of unknown sparitusa
ages of the dead as a way of communicating

ible spirits,

explaned as ”

the b Spiritualists bebeved that becausa the

deceased were 5o dramat
needed, essen
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effectively with the living. As Gunning observes, “We see here that
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unabashedly incorporated apparitions in their photographs of
Louisana in the 1940s and Kentucky in the 19805, respectively. Both
places were undargoing radical economic and cultural changes when
sach photographer was working: but rather than documenting these
changes, both artists depicted their respeciive “homes” as haunted
Orne immediataly thinks of Freud's uncanny or umhermiich, described
mast Sll'l'n|',' 85 an environment of cincumstance with which one is
familiar that becomes radically unl
repression and rep

liar through the process of

wn—here in Laughlin and Meatyard's work, the
repression of a variety of social and racial pasts that would not fully
disperse. By evoking the phantoms in their work, Laughlin and
Meatyard express the expenience of feeling simultaneously in and
out of place, within and outside history.

More recently Gregory Crewdsan axplores the uncanny in his
1hi 1 photographs depicting the unilaterally familiar Amarican
suburbs. Crewdson stages moments when suburbanites appear to
b in the midst of some sort of transformation that s imposed upon
tharm by a foreign entity. In Untitied, we observe a young girl's

contact with the supernatural in the backyard: out of an ethereally-lit
shed, the girl obsarnves the amargan
the butterfly being a traditional, nearly universal, symbal for the spirit

of hundreds of butterfligs—

Whereas the paranormal is mposed upon the characters in

Crewdson’s work, Leighton Pierce's The Back Steps depicts how the
uncanny can be woven inlo part of everyday life. Pierce manipulates
one shaot of two yo

ifls funning down the stairs of his back

porch at twilight on Hallowsen night. The scene is slowed down,
blurred, and repeated over and over again so that the girls are visible
only as swaths of gently moving color. The sound, consisting of the
girls” faint laughter and the rustle of their movements mixed with
silanca, is on a different loop from that of the visuals, so that time
and motion are skewed to create & beautiful, if unsettled, unworldly
backyard,
The artists in this exhibition do not inveigh against an ancroaching
technological alenaton; rather, they embrace technology,
somewhat warnly, and deriva from it vocabulanies of fa
agination—saen aspacially in representations of the ghost—with
which 1o analyze “reality” and transforming human experiences. For
mstance, several of the artists in The Disembodied Spirit play out the
potentially iberating instability of human exastence and identity by
depicting themsehves and others as otherwosldly mhabitanis, Both
Bruca Connar in Sound of Two Hand Angel and Francesca Woodman
in Untitled, Rom
angels. Placing themselves, figuratively speaking, betwean two
worlds they suggest their contradictony o
the limits of the visible. In Mariko Mori's Last Daparture, a less
contemplative and far more theatrical work described by one critic
“a futuristic, kaleidoscope-eyved vision,” the antist poses in Osaka's
Kangsm International Airport where she effects, the critic continues,
“an ethereal, technoftraditional shaman—a human figure who serves
as a medium batween earth-bound humans and the spiritual
unknewn—whao is at once both a cyborg and a bodhisattva figure
from Buddhist Mandala imagery.”% All three artisis depict an
uncanny form of disambadam

2 from the Anged Senes depict thamselves as

@5 to inhabit and escape

which suggests, rather

optimistically, that the subject has the option to leave the body and
trangpart his or her consciousness 1o a distant destination,

Takan together, the works in The Disembodied Spirit offer a
slightly ditferent kind of argument—one that uses the inherent
slipperingss and indaterminancy of the image of the ghost to evoke
wisible and invisible, multiple and opposing sens
gender, history, politics, subjectivity, and repre:
Sensing that we are susceptible 10 being seduced and placated by
technology and its suggestion that apa social markers of
gender, age. sexuali 15 are entering the piciure
particularty at the juncture of technalogy and representation—to
trouble such benign fantasies. Social markers cannot simply be
escaped becausa, as the ghosts in The Disembodied Spirt wividly

tas about ra

tion itsedf.

Ve Can es

. and raca, gho:

remand us, they ane oo ingrained in all aspects of the human
condit

the exk

fantasias of their disappearance, as we see throughout
tion, invite the specter and their return. But rather than
simply state this as fact, antists in The Disembadied Spirt use the
reprasentation of ghosts to draw viewers in, 10 seduce them visually
with phenomena that are difficult 1o explain, where time is obscured,
whera repetition is paramount, and disorentation abounds, Once
lured into the represe

tation of the ghostly, we find ourselves
angaging with memaones, stones, histories that, while they may not
necessarily add up, cannat sasily be forgotten, L=
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Mapping Portland ...

The Portland Grid Project. 1995 - 2004

Grid Participants [over time):

Jim Carmin

Tom Champion
Dawn-Starr Crowther
Deborah Dombrowski
Barbara Gilson

Ann Hughes

Tom Kearcher

Ann Kendellen

David Potter

Doug Prior

Christopher Rauschenberg
Rich Rollins

Patrick Steams

Paul Sutingn

Bill Washburn

VA% diftering ideas nla

Jane Jacobs, from The Death and Life of Great Amarican Citias

In the fall of 1995, Christopher Rauschenberg, & phatographer in Portland, Cregon, had a
emerged from a contradiction, and, as sometimes happens in

raalization. The rea
these situations, an idea was born. The realization was that, although he believed that his
photographs should help us notice that “the ordinary world around you is wonderful, and ot
ordinary at all, and you should pay attention 10 it.* he was 5o busy with his not-so-ordinary
life traveling 1o Paris, Stackhalm, and Mexico City, that more and more of his photographs
documanted averywhera, in fact, except Portland. “My work [was) starting to mean the
opposite of what | wantled) it to mean: it |was] starting 1o mean, ‘Don’t bother with bori ng
places, only go to exotic places.’”

Rauschenberg also realized that like most people, he had a habitual sat of desti
and routes through town that he knéw well, and that he wanted to go outside what he

nations

knew, really get to know Portland in its entirety, to braak out of his known litthe world, But
he didn’t want 1o pursue this as a solo project. If one phatographer could write a love letter

to a city with a camera (e.g., Atget), think how much maore eloquent two or four o a dozen

people could be. Rauschenberg also knew that he wasn't interested in simply "divyying up™
the city among various phaotographer friends, in the interest of efficiency. The idea was



companionship—everyone would photograph everything, and then
share the results. “1 wanted to do the whole thing,” Rauschenberg
said. “But | wanted company along the way.” Thus, the Portiand
Grid Project was born

The Grid Project began as an amorphous collection of
photographers, united by nothing except a love of the medium and a
collective fondness for the city they live in. Mast of the
photographer/participants had day jobs, and most were connected
through Blue Sky Gallary. Blue Sky has ewisted as a loose collective
for 29 years, a membership-driven anomaly that has amassed an
enviable prescience for showing undiscoverad talent that has later
been lauded by the cognoscenti. Every Wednesday night, for the last
three decades, all membars have been invitad to help choose the
gallery exhibitions. Christopher Rauschenberg has been one of the
gallery's guiding lights since its inception, when he and four othar
photographers established Blue Sky in 1975, Ha is currently co-
director and board chairman.

In 1995, after Rauschanbarg's epiphany, he gathared a small
group of photographers together to talk about his big idea: what
woukd it be like to try to explore (and photograph) evary bit of the
city of Portland, over time? Estimates of the size of the city vary
from 130 to 145 square miles, excluding outer suburbia; Portland is 8
relatvely compact city, but the idea was still audacious. The
photographers had miwed reactions—great idea, Dut @ ming year
commitmant? Most of tham were pursuing bodies of work,
exhibiting, and participating in the photographic community on
various levels. Did they want to put all that on hold while undertaking
such a massive project?

The Grid photographars arrived at an elegant approach to a visual
problem that looked, at first blush, overwhalming. Once a month,
the membars gatherad at one or anather’s home to review images
they'd taken that month and to choose a locale for the following

“"This weekend a man came up to me
in our current grid square and told me,
'There's nothing to photograph here.
It's just a neighborhood.””

— Christopher Rauschenberg, grid square J11, Saptember 1997

manth, This method ensured that a document would be produced
ower time that would be as imaginative, and as idiasyncratic, as the
participants. The resulting pictures would be as varied in their
depictions of time and geography as they would approaches and
technigues used by those who wanted a peece of the action

Partland’s two well-defined seasons (wet and dry), its mixture of
urtban, suburban, and quasi-rural scenary, along with twe majer
rivers, and a wide seasonal vanation in the amount of daylight, added
plenty of built-in challenges to the ambitious project

Asgide from people with too much tima on their hands, wheare
does something like the Grd Project come from? Though this
endeavor feels like a typically collaboratve contamporary-art affort,
its roots go back to both Europaan and American photographes
surveys and eccentric passions

In France, the obvious precursors are the 19th century
photographic inventories of Edouard Baldus (government-financed),
and Eugéne Alget (heartfell, personal, and obsessive). Thesa two
man {along with the Bohemian writers, musicians, and painters of
the Second Empire) established the image of “Olde” Paris in the
popular mind, It was easy for Brassai, Doisneau, and othars to follow
in thedr footsteps, cementing Paris as the preeminent spot for
romance (heartfelt or tawdryl on the planat

aberve left: Tom Kearchar, N7, Dctobar 1965
above right: Rich Rollins, M May 2003
previous pape: Doweg Prics, F9 & 10, March 2063

month’s work, They'd cut up a AAA map of the city into its
component grid squares and assigned themselves one sguare
(roughly one square mile) of the city to photograph each menth, by
picking a square out of a hat

Each person was completely free to interpret the designated
locale in whatever style suited. The only consiraints were
geographical and temporal: you had to have at least one fool in the
grid square while vou took the picture, and you had fo work
consistently, so that yoeu had something 10 show at the end of the

In Germany, photographers took a different tack. There, the
fondness for monuments and ruins, and the nostalgic fermps perdu
desire 1o ruminate over therm was replaced by a cerebralfmystical
need to catalog people. Which brings us to August Sander, premier
librarian of humanity.

Baldus photographed monuments and architectural achigvements
with the eye of a nationalist; Atget took in the fading Paris of his
wouth with an intimate nostalgia. But Sander approached the German
people with rigor and political rectitude. His desire to pin down ewery

FalL 08 w3



type of parson by thesr profession, handicap, haircut, sartorial sense
andior social incremaent is unparalleled in photography. His indelible
purpose has marked his descendants, Karl Blossfelddt and Bernd and
Hilla Becher, and his grandchildren, Thomas Struth, Andreas Gursky,
amnd Uta Barth (though their work has evolvad to the point that its
cennection to Sander's meticulous cataleging can only be inferred)
In America, the need to document where we live and wio we
are (as a consequanca?) has been a central strand in photography
since its importation in 1839, The fountainhead of the landscape-as-
mirror genre is probably Timothy O"Sullvan. O'Sullivan’s Crdl War
experiences werne doubtless partly responssble for the unique quality
af his western expeditionary work, The haunted emg
many of his images is the great taproot of American landscape

UNess N S0

photography: the tension between the amgma of the land and the
human who dares to crawl across s crust

When O'Sullivan’s work is crossaed with Alget's, their rybnd
sprouts up as Walker Evans. In Evans, the refined modern
sansibilty appears: the tension between the restless and
the fixed, the commercial and the private, the local and the generic.
Evans said that what he prized as 8 documentarian and as an artist
was the “vernacular.” There has been a great deal of debate about
what Evans maant by this word. But it seems from the evidence of
his picturas that, if Evans was rebeent when it came 10 explanations,
he knew the “vernacular” when he saw il His piclures ané a
document of home places: the handmade and homemade next to
the manufactured; eccantnc persanal choices constrained by
guestions of livelihood: oddities of language, like backwater eddias in
a world of burgeoning mass communications. Evans, like Atget,
foresaw the withering of the sons of idiosyncrasy he treasurad, and

offs

Ame

reached the same conclusion: large leveling forces are unstoppable,
but small reasures can be preserved, and photography is an ideal
présenative,

From Evans, the impulse to photograph the man-made landscape

il spat

eventually gave rse 1o a group of American photographars that
curator William Jenking called the New Topographers: Ed Ruscha,
Lawis Baltz, Robert Adams, Stephen Shore, Joel Mayerowitz, Joa
Deal, and younger artisis like Len Jenshel and Diane Cook. Though
thedr differences as photographers are much more apparent than
their similarities, these photographers share the same intérest in a
gense of “homea” in the landscape, the tension between commercial
culture, nature and the individual sense of self. Whether they are
driven by & sense of joy, outrage, irony, loss or just plain curiosity,
these artists have elected to explore the American outlook by way
of the American cutback, or at least the American backyard.

Since the Grid Project’s inception in 1995, about a dozen and a
half photographers have participated for varying lengths of time.
The participants agreed 1o limit the number of people working at
any given time by the amount of pictures they could look at in an
evening. The consensus was that the most boring and wnproductive
squares were perfectly maintained suburbs. The houses were all
sat back so far from the street, and often so inaccessible on foot,
that tha pictures were hardly worth making. As Rauschenberg says,
“Mao one ever got excited by perfectly clipped lawns.” The best
places, by some accounts, were mixed residential/commercial
argas; a.Igys wara particularly prized for their views of backyards,
where life really happens

Owear the course of nina years, much of the original intent of the
project has come to pass. Patrick Stearns, a participant for almoest the
@ntire ning years, says that the biggest eye-opanar for him was
“going to different locations arcund Portland that | had never gone to
before, and probably never would have if it hadn't been for tha Gnd
And sormetrmes, it felt ke | wasn't in Portland at all, but some othar

city, Just because it was 50 unrecognizable to me.”

Another participant, Bill Washburn, was amazed by the amount
of shoreline inside the city limits, much of which he axplored and
photographed by kayak (which he dubbed “an unfair advantaga”).
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Barbara Gibson, M9, Decomber 2002
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“If anything informs this area, it's water. You could forgat it because
we're in a city, but wa're in the delta of one of the greal rvers of the
wiodld. . when you get out onto the water itself, and you get 1o see
the paint of view from the water, it's astounding.”

The solidarity of the participants seems to have been one of the
Grid Project’s strongest attributes. Ann Kendellen, anather long-time
participant, emphasized that the “opportunity to get wgether with a
group of photographers on such a regular basis, simply to ook at
each other's work was really valuable. And focusing on the same
project and seeing how it looked 10 other peopla when they w
out there, what it was they saw was really inle g~ Wambe
the group would often see something that they knew would excite
ona of thair colleagues, and it was not uncommon for someona to
lat the group in on a particularly good find in a grid square, or a
higdden antryway or acCess route

Rauschenberg notes that there were some unforeseen oulcomes
in genesating this vast body of work. For one thing there are almaost
no pictures of people, People, pariculardy in some of the beast

s of

populated areas, were not amenable to being photographed. And,
although there have been soma exhibitions of work-n-prograss, there
had been no culminating event planned for the Grid Project. The
project, which has been financed entiraly by the participants, doas
nat, 85 yat, have aither ‘l.|'1f1|r'g or vanue 1o realize a mapr axhibition
of even a small portion of the work that has been generated

Ag one might expect in 2 long-term group project, the lineup of

the participants has changed over tha years, and a few grey hairs

have sprouted. Meanwhile, the city has grown, the rivers have
flooded and recedad, the economy has boomed, built, and gone

bust. Participants have droppad out, dropped back in, changed tF
rmeans and methods, seen thedr vision opean, and experienced mixed
feelings about the rising mountain range of images. At this point, by
Rauschenberg's consanative estimate, some 20,000 prnts have
been generaled, and a new issue has come 1o the fore: what to do
with all this work?

“What are we going to do with this vast inventory?” asks
Kendellen. “So many of us have 50 many things going on in aur
lives, and we know lit would] be a huge effort to do some kind of
grand finale show, or if we were fortunate enough to be ab
publish...” The end of the prog
definite than its inception; but it's too s00n 1o Wl kow the work will
be shown, collected, archived, The ultimate concerm for nine years

1. al thig poant, seems much loss

has been the process, nat the resolution of the product. The fact
that Oregon ranks near the bottom in funding for the arts hasa't
stopped paople from participating in the Gnd Profect, but, as
Rauschenberg says, “somabody's going 1o have 1o show some
actual financial interest and some commitment to the idea to make
Ithe compilation and 1] happen.” Although it
might look 1o the untutored eye as if Blue Sky is a logical sponsor ar
venue for sharing the fruits of the Project with the public, the gallery
15 samply too small and too marginally funded to sponsor work of this
scale and complaxity.

Charactaristically, the spirit of the group seems undiminished by
the passing of the accumulation phase. Kendellen thinks the Grid
phatographars probably continue meeting. “Even if we're not
collaborating on a project, we've built this nearly-ten-year-old
relationship of o cerain kind, and wa're all really reluctant to just end
it because Portland's run out of mileage for us. Which it really hasn't

iving of the proge

aph is famous to
T anc
tho is pictured.”

1e bent photor
the one who carrie
famous to the gne

— Magemi Shihab Mye, from her poem, Famous

1not at a

n a way. | think some of the areas we've gone o would be really
nierasting to revisit.”

Rauschenbarg is more emphatic about making another circuit, a
sor of photographic Saturn return. "A few months ago, | was
scramibleng down this really sharp embankment along the Columbia
Skough, and | thought to mysalf, "'Well, lat's see, I'm 52, nine years
from now when I'm scrambling down this embankment I'll be 81,
Well, whatewer.' | don’t know if Il gat my walker down there, bt it
might all ba paved by than, ampway.”

What is the significance of this project? For the participants, the
Grid Project may be less about pictures generated than about
nitidtves takan and bonds formed. For the rast of the world, it's
another Signpost pointing m the dire n that the arts seem to be
headed: decentralizaton, collaboration, an attachment to the local
and the regional. While a suburban consumar society (and its
stepchild, the Intarnat) have encouraged us 1o think that evenqwhers
s a bit like everywhere else, a few contrarians beg to differ. Tha
sbborn spacificity of where we Fve, how it feels, what it loaks

like—thase are the real objects of wonder.

mages Bave been shown around The US and n
2000, he published Fact g
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Migin Street. arcwnd the beginning
of the 20th century. Mate the varkty
of grownd trEnsporaton fonma-test,

bieyehes, horse-drawn wagons,
& rolla-bud no care el
Courtesy of the Houston
Meiropolitan Hesearch Center.

Our Town:
Houston
Past

Present
Future

by Pater Brown

This e-mail exchange took place on the
occasion of Our Town: Houston Past
Prasen! Futurs by David Crosslay and the
Gulf Coast Institute at the Joan Wich & Co.
Gallery, Houston, March 6 - April 10, 2004,
as part of FotoFest 2004,

Peter Brown: You've lived in Houston for
many years now and have come 10 know
the city and its anvironment in ways that
few of us have. You've been many things: a
magazing editor and reporter, 8 computer
graphics and multimedia pioneer, an
anvironmental activist and organizer, a
phatographer; and back in the "80s, you
wara tha first editor of SPOT as well as
HCP's [Houston Center for Photography]
second president. Talk a bit about seme of
the: reasons why you feel you are where you
ara right now: the creator of a think tank—
the Gulf Coast Institute—and an advocaie
for carefully planned change in a city that
has not been known for thoughtful planmning.
David Crossley: For me, my so-called
“career” i5 a seamless string of connected
panods. Everything, all the way from
college, has bean aboul comMmunCATIon and
finding ways 10 use a growing skill set and
to enhance those skills. You gain a lot of
diverse knowledge, always ecting essentially
as a reporter and editor, and this leads 1o
different fields of study. Writing and editing
for magazines led 1o photography, whach led
1o HCP. which brought a lot of visual
axpaniance as wall a5 sxpanancd craatng
and operating a nonprofit. That led 1o 156
YERIS funning a commercial photography
studio, which led to photo manipulation; and
that progressed to multimeadia and to the
idea of using multimedia to provide
environmental education, which lad to the
creation of Sense Interactive, the city’s first

multimadia company; and that led to the
loss of huge amounts of money but also to
SOMe exparience in managemeant and
marketing. The basic failure led to
transforming Sense into a corporate
multimedia service company, and when the
Web was invented in the mid-"90s, we
jurmped rign: into that and that led me 1o not
hking businass very much but liking the civic
involvermnent | had with the Citizens”
Erwironmental Coalition (CEC). That led 10
the realization that nearly all emvironmental
issues are related 1o urban growth, and
nobody was working on that, and it seemaed
to me the city needed somebody o study
how cities work. So, | founded the Gulf
Coast Institute and started reporting on
urban issuas. All the twists and turns of that
carear path meaan | can now sit at a
computer and spew out publications,
images, web sites, PowerPoint
presentations, and maybe 1,000 words a
day of e-mail discussion as well as really
crank things up in terms of civic debate. |
don't know anybody etse who has that
whole bag of tricks.

PB: You ara the founder of the Gulf Coast
Insttute. How ded thes think tank come inta
being, how is it funded, and what are its
basic purposes?

DC: | was &t the kickoff of the second phase
of the big Ervironmaental Foresight projact
that Houston Advanced Research Center
began in 1998, The lunch spaaker was David
Crockatt—yes, a descendant of Davy
Crockett. He's a City Council Member in
Chattarooga, which IS an amazing Success
story aboul citizens wrneng anund what
was called “the dirtiest city in America.” He
talked about the role of the Chattancoga
Institute, and | turned to Ann Hamilton from
the Houston Endowment |an impornant
funding source for local nonprofits] and said,

“We need a Houston Institute.” It was like a
hammer on the head, the realization that
urban growth was the isswe, and no one
was working on that in our region. A couple
of months later, | went to a national
conference in Austin about somathing called -
“smart growih,” and realized that was what
was missing from the civic discussion in
Houston. The idea that regions are the
important economic entities now, not just
cities, led me to think that Houston was a
litthe limiting in the name; so | moved [the
Institute name] to Gult Coast Institute.
Today, I'm not sure that was a wise thing.
The brand really doesn't work as well as
Houston would have. As for funding, |
always sigh and say we aren’t funded, but
that's not true. The first major funder was
the LS. Environmental Protection Agency,
which was a big underwriter of the smart
growth movemeant until the 2000
presidential election. Then we began 1o get
significant help from the Houston
Endewrnent, We also have an initsative
called 1000 Friends of Houston

[waeewe 1000Friendsoffvouston.oeg), which is
for ndividual donations, and together, they
afa the sacond largest source of funds. But
basically v are nol funded very well and
aie sevedaly constiained by our inadequate
capacity. Still, wa've caused anormous
change. The basic purposa, tha mission, is
very simpla: improve the quality of e in the
Houston region. We enargized the quality of
lite movemeant, actually bafore the Institute
was founded, when | was writing about it at
the CEC in 1988. There's an economic
argument for quality of life, and it's that in
this knowledge economy, the skilled
knowledge workers can live anywhera, so
their top issue is quality of life. Generally,
thase paople, who make up about 30% of
the population, prefer a rich, diverse. urban



kfestyle, and Houston simply doesn't offer
much of that. As it happens, the more urban
space you create, the lass you pave the
surrounding environment, 5o the best
economic drver is also the most efficient
living systern. And that gives us mone groen
space. The whola range of environmental
issues finds a cure in smart growth,

PB: Housion chviously has many
environmental problems. If you were an
ervironmental czar, appointed by Bill White
[the current Mayor of Houston] and were
given an insane amount of power, what
would you do to begin to clean up the city?
BC: Wow, what an excellent ideal Well, first,
| would immadiately commit the City of
Heuston 1o create a ganeral plan for future
growth based on the vision and values of s
citizens, That's tha goal of Blueprint Houston
an initiative we started in 2001. That plan
would be holistic, sustainable, connected,
and coordinated. In simple terms, such a
plan would say we want 1o go generally in
this direction over a long period of time with
all the steps and policies to get there, And
the city would be committed by law to go in
that dwection, and all public resources would
have to be used so they wouldn't cause
enormous digressions. Of course, the
biggest dynamic you'd see in creating a
general plan is the tight connection between
land use and transportation. Today, we shrug
our shoulders and say nething can be done
to use land efficiently and to tie land policy
to a safe, convenignt ranspartation systam,
This is incredibly wasteful, and it's having an
increasingly negative effect on our health,
which is basically what environmentalism is
about, or should be about—human health,
PB: Your idea for the Midtown Park called
McGowen Green seems one of those ideas
inspired by some higher power. It makes all
the sense in the world 1o me, and many
think it should be implemented immediately.
Describe your idea and give us a sense of
its feasibility.

DC: Thare's a piece of property in Midtown
that evarybody calls the Superblock. It's a
big piece of continuous land on the west
side of Main Street, starting at McGowen
Street and going south for four blocks with
no cross sireets. There's been a lot of
discussion about what sort of development
should go thera. | was in New Braunfels
floating on my back on this beautiful litthe
stratch of the Comal River, and suddanly |
thaught, “How big is this? Could all of this
fit on the Suparblock? How much better
weould this rivenine kind of seiting be than a
big apartment complex or whatever?” As
s00n as | got home, | downloaded a satellite
phato of that piece of the Comal, set it 1o
the same scale as a map of Midtown, and
pasted it into the Superblock. It was perfect!
Mowe, the Comal part turned out to be
axcessive from some people’s point of view,
bt thea nut of the idea was simply that that

proparty should be a park—a very rich and
complex urban park, a botanical garden, a
tourist attraction, not just a soccer field or a
big lawn. Kevin Shanley of SWA Group lan
architecture and landscapang firm| did a
wanderful conceptual drawing that allowed
my notion of litile creeks and canoces, as
wrll as trails, to wander argund [the
Superblock], but all centered on a formal
lake with a big promenade around it and
ever-changing flora that would provide
something unlike anything we now have in
Houstan, which is just one of the best
paotential garden places on earth. Everybody
I talk to seems 1o love the idea, and it's so
sansible it's actually slowed down some
development initiatives that wera under way
for tha proparty. Property values atways rise
around parks, so, to put it simply, the City
should be using parks and the Tax Increment
Remw:s:rnﬂnt ZmEI instrumen: 0 make the
imvestmaent that will drive future property tax
collections as high as possible while
proneideng a higher quality of life, The bottom
lirr i5 that Midtown is going 1o be a dense
residential area, and it will be impassible to
put in such a park later,

PB: Houston has obvious financial
resowrcas, from vast personal to comporate
wealth, yet an incredible paucity of parks
and open space. Do you think that as the
idea of a more livable city begins to make
inroads—with the new downtown, light rail,
& new vision of the Bayou, ef cetera—that
these reésources will be able to be tapped in
NEW Ways?

DC: In order 1o have access 1o our financial
Mesources, we have 1o siop spending monay
foohishly, which means stop playing catch-up
and start to plan how 1o get the most value
cut of our infrastructure investments before
raking new anes. People have tried 1o
quantify it, but it seems that we spend
somewhera in the neighborhood of twelve
1o hwenly percent more than we have to
because we don't want to plan. It's pretty
clear now that the paradigm Housion uses
for growth is the most expensive one
possible, which not only means 1ax pressure
but means we're not getting as much as we
could for our taxes. If we would plan and
follow a citizen vision for hat plan, we'd find
|that] parks and other amenities aren’t
luxuries but essentials; and we'd use them
1o produce value as well.

PB: Tell me about the bayous, your sense of
them historically, and what they might
becomea again,

DC: Generally, our parspactive on bayous
has been that they should be in the back of
avarything, that they aren’t natural amenities
that provide a richer environment while
doing massne natwal service in draining
water away. The concrate work that wrned
many bayous into sewers and drainage
ditches prevented us from seeing how
interesting they could be. We also see them

locally; that is, wea see a piece of one bayou
in our neighborhood, usually with concrete
in i, and turn away from it. We don’t see
the whole encrmous connected network of
bayous. But thare has been a vision of
hundreds of miles of beautiful linear parks
along the bayous for a century or mere, and
slowly more paople are beginning to see
that. The vision is basically that you could
have trails and bike paths along all of them
50 that nearly every neighborhood hes a nice
place to go for a walk, or run, or bike ride,
and those places would actually connect a
lot of other nesghborhoods, and to a great
extent, many people could move around the
city belew the sireet network and away
fram cars. In many places, water taxis are
possible. And if you began to plan so that
schoals, for instance, might be accessible
from bayous, lots of kids could safely get to
school that way. IU's the most transfarmative
wision | know of for the City, beyond the

Computer grapic of the Preston rail statios in Dewntown
Hauslon, Courtesy of Ceniral Houston inc.

creation of the uban zone. But both of
those are incredibly tentative,

PB: Your show at Joan Wich & Co. Gallery
deals with a wide variety of types of
imagery. all of which are used to Hlusirate a
sefies of thoughts on the city of Houston,
They werge from very specific historical
documents to visions of the Houston of the
future. I'm first interested i their
provenance—what were your sources for
the show?

IDC: The historcal picturas and documents
came from the archives at the Houston
Public Library. The modern photos came
from a fow sources including Metre [the
Houston transit agencyl, Jim Qlive, and Alex
McLean. The prints that are about policy
issues came from my computer, from work
we do at the Institute, and the picture of a
possible future we are constantly trying to
paint. It's interesting how much the show
came from data, which is a testament to the
power of geographic information systems to
transfiorm dry fact into graphic information
and knowledge. | assembled all of the
material inte huge Photoshop files that |
printed on & 36-inch plotter, which iz a
fabulous tool. During the printing, |
remembened what & pain it was to make
such large prints in the darkreom and
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thought about how far this photography
business has come.

PB: What dud you think of as the general
outling of the show—the prograssion
involved? Where did it go, and what werg
its major thames?

DC: The first thing we arrived at was a
name. Our Town: Houston Past Present
Futura gave me somathing 1o organize
around. | was fascinated by how much
alegant and wonderful structure we've lost
lini the city of Houston|, so that first part, the
Past, was a nice adventure. | began 10 see
that Houston was designed as a truly wrban
place for tha fwrst 100 years or so. Main
Stwreet’s first buldings were lined up urban
fashion, and the street layout is a terific
urban grid that prowided full connectivity and
a very good pedestrian exparience, Up until
about the 1950s, you see [photographs of]
crowds of pedestrians downtown, with a
vanety of transporiation types, including
streetcars, for a long period of time. Then,
thare's an aerial picture from South Main
that shows tha Shamrock Hotel in the
foreground and Downtown in the
backgreund, and you can see the beginning
of the great sprawling. The Present is a litthe
underrepresantad in the show, and we
sohved that spontanecusly while we weone
hanging the: show. Looking out the window
of the gallery, you lgok right down onto the
Praston rail stop; and we realized that was
Houston's exact Present, its big moment of
change. S0 we put the label for that part of
the show on the window and said the
Prasent was right out there. Nobody ever
commented on it; so | think the kea was
kost, but we liked it

PE: | missad that too—but it's a greet idea,
BVan n relrospect.

DC: The back part of the gallery also has a
transitional section about our natural
anmvirenment, which is Past and Present,
and poses some difficulties about the
Future. That slides into a lot of
demographics about who we are and who
we are becoming and then the visions for
the Future. These include the two biggest
things we have on our civic platas right
now, the Buffalo Bayou Master Plan and our
decisions about transporiation. It all
coaleéscas inone prnt that describes the
idea of creating a true urban zone around
the rail system and makes the case that,
rather than continue our current
davelopment patterns, which will cause us
to develop 1,500 square miles of new land
out in the prairies, wetlands, and forests,
we could achigve all that growth in 73
square miles of modest urban density along
the rail lines, mostly inside the Loop. I'm not
recommending that; but somewhere along
thie scale from 73 to 1,500 we ought to look
for some balance. So the essential
massage in the show is that we would
benefit enormously from pouring a lot of

Main Strest vinthuct kooking north, probably during the 1510s. Courtesy of the Houston Metropoliten Resaarch Cantar,

public and private resources into re-creating
and presarving the “city™ part of our
matropols, and that would have great
benefit in wrms of saving wilderness and
natural resources.

PB: Do you continue 1o do personal
photographic work? And if so, has it been
influanced by your interest in the growih of
tha city?

DC: When Bill Pogue and | closed our studio
ini the early 90z and sold all our equipment,
I wound up without any camara at all.
However, | had a pocket full of money and
went right to the Camera Co-Op [a
legendary camera store in Houston] and
bought a litthe pocket camera, Thai's all |
had. It praved to be entirely unsatisfactory
for almost amything. What | was logking for
Was 8 way 1o getl images into the computer
directly, without going through all this lab
stuff. When | could get a digital camera that
was very small, | did—an Olympus. At
exactly that time, | started to travel to cities
o study them, and | took the camera, After
my first lang trip, | came back with several
hundred imagas: and one day later, | gave a
PownerPaint presentation about what was
happeming in those inngvative cities, Mow |
have a much battér and smaller Canon and
thousands of such images on my hard disk
from a couple of dozen cities. Is that
personal photographic werk? [t is for me. It's
how | show people what I'm learming.

PB: There is & lot gosng on here in town,
photographically speaking. 1s there a way
that other photographers—all genres: ari,
phatojournalists, commaercial, students—
misght b able o halp with some of the
thermas we'va discussed?

DC: Boy, that would be great! One of the
things that | wanted to do with the show
Wwas get some photographers to give me
some of their favorte Houston shots,
photos that show some surprises about our
city. | failed there, just didn't get to it. But I'd
love to collect such péctures and perhaps do
something with them next year. 1°d like to

establish an ongoing documentary project
that bagins to show the richness and
diversity of the place and would be very
happy to speak to anybody who's

nterasted, particularly if they're interasted in
managing such a thing. | lalso] very much
want to publish an urban Web magazine, but
it needs all these writers and artists 10 make
it work, Pictures ara the whole deal. | can
talk until I'm blue in the faca, but it's always °
pictures and othar graphics that do the wick.
PB: As you've said, most of the images in
the show have been computer-generated. |
know you'we done a lot of digital work
yourself, and I'd be interested m any general
thoughts you might have on the digital
revolution in photography and the way it
mmpacts the type of work that you do now.
DC: | remember the first time | used
Photoshop and just sat back in my chair and
said, “That's it. No more darkroom fior el
I also realized then that it wasn’t
“photography” that | was really interested
in: it was “image creation.” And comgputers
are the greatast tools we've ever seen for
that, of course, When you're a propagandiss,
and | mean that in the best definition [not
the one about deception), you have an
unprecadented amay of 100ls 1o wark with,
And it's not just about the creation of
communication vehicles, but about the
increasingly seambess flow from information
that's scatterad all over the world into your
computer and then out again—as something
new—a chart, or map, or article. So, in the
history of communication, | feel very lucky
to have had the tools coming at me as fast
as | could learn them. So that's where we
ara. Unprecedented power in the hands of
individuals! k=

Fion mens inbormation on the Gelf C2g:2 s, contect David
Crosslry ol ceenaleySguliconstideas g or go 1o the website s
it S liretitule org
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Giclée Prints

produced from original artwork and digital files

AZ Lab specializes in Giclée prints |
on watercolor paper, canvas and !
other media for artists and galleries I
We also offer the finest in black and

white and color processing, slides |

and scanning for the photographic artist.

Black and White Gicléa Print
Jay Rusowvich 4710 LILLIAN - HOUSTON = 713.862 8640 |
at Debra Colton Gallery www.azpholo.com
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Migrant Peruvians

Photograph theik Lwe&

-,','5-.‘-;.‘ #nd Ioachnng experiences during his tenure as
- _Q_E.&Nll:ﬂhursmno Professor in Anthropaology,
Universidad Naciohal de! Altiplano, Puno, Perd,

agember, 2003,

Although categories seem so arbitrary, |
call myself a visual anthropologist—one
who studies culture through still imagas or
widao. In my case,
phatagraphy. Owver the past decade, | hawe
focused my research on the processes of
urbanization and migration in the Amaericas,
particularly among Aymara-speaking
migrants wha live in the Andean cities of
La Paz, Bolivia; and Puno, Perd with whom
I liwe for extended periods of time (often &
months 1o a year). While | consider myself
a sefious photographer (| am senior
photographer for the Texas Learning and
Computation Center at the University of
Houston and | exhibit my work regularhy) |

I work with

usa photography in my research as a
mathodological tool, not as documantation,
but a5 a subject for discussion and
reciprocal gift-giving. Photography offers a
glimpse of Aymara migrants’ lives as
BSpECIS ties, their
families, and their issues of urban survival
that | would not otherwise have

| try not 1o emulate
Sebastifio Salgado, Raghubir § ngh, ar other

of their parsanali

n iy work,

well-known decumentary phatographers and
photo journalists. | want 1o decreasa the
implied distance between mysalf as
photographer, and my hosts, the subjects. |
hawe perused photography books, viewed
exhibits, and browsed the web pages of
many docurmentary photographers; and they
all seem 10 miss something fundamantal in
thair stories—the voices and perspectives of
the people themselves, Documantary

photographers tend 1o be mare like flies an
the wall, observing and recording the
“other” rather than participating in the lives
af the people they photagraph. As a
photographer and ethnographer, my goal is
to explore and demonstrate the similarities
wid share as pecple from differant cultures,
not sensationalize gur differences. | feel |
must mvolve migrants in the |:h|3',()urupl|','
procass itsalf, like Robert Flahery did in the
warty part of the 20th century, without his
taxidermic intentions.!

Omear time, the migrants | work with
bacome my best critics, embracing those
images they feel most accurately depict their
lives or explaining why othars do not. Often,
they ask me to take photographs of special
events and celebrations (baptisms, funerals,
weddings, first hair cuts, etc.) which allow
me access fo important cultural happenings
whare | meet more people to wark with,
Afterwards, | give prints to the residents and
discuss what the images mean 1o tham.
These photographs become keys to
undarstanding the events from the

parlicipants’ perspectivas and memenios for
their families. But special occasions are
infrequent, and instaad, | have found that
mundang experiences reveal tha most about
how people negotiate their lves through
culture, It is in our everyday behaviors that
we find our mutual grownd, what it is that
makes us human

Ewven though | live with Aymara migrants
or bong periods of time and speak their
languages (Spanish and Aymaral, | am still a

Auben, Parents, 2003, ceiginal in color

foreigner, or as | am called, a gringe.? And
because | am not a native, | cannot see the
wiorld as they do. | am like a three-year old,
Hearnang the rules as | go along. For
axample, sometimes residents ask me,
"Wy don't you take a photo of that?”
pointing to semething that did not
immediately catch my attention,
person, or car, of building. My
ethnocentrism is reflectad in the images |
want to make, influenced by years of

ke a

wviewing other photographars” images of
paople who are naot like me, but who are the
“athar.” Mo matter how hard | try 1o be
culturally relative, accepting of the Aymara
worldview and cognizant of migrants’
perceptions, my images continue 10 mirmic
tha docurmantary style | see repaated in my
culture, frustrating me because they do not
adequately reprasent the relationships we
have developed over time. Ultimatedy, |
realized that my friends, the Aymara
migrants wivase lives | share, should take
photegraphs as well. Maybe, | hypothesized,
by combining their images and commentary
with mine, we could create a discourse
about what life is really ke in the urban
Andes.? Armed with this pedagogica
framework in mind, | returned in the fall of
2003 1o Puno, Perd, a city of 100,000 people
on the shores of Lake Titicaca (12,507 feet
abowe sea laval). My five-month massson
Was 1o téach visual anthropology at the
Umivarsidad Nacional gel Altiplana and wark
with Ayrmara migrants whao travel to the city
from surrounding villages. Aymara-speaking



people have populated the Titicaca basin for
nearly two millennia, subsisting as
agrculturalists and pastoralisis, cultivating
legumas and tubars le.g,, various types of
potatoas) and raising camelids (llamas and
alpacas).® Because of external pressures like
land reform and the global econamy, Aymara
peasant stratégies no longer support their
families in the couniryside; so they move to
ciies 10 sell thair goods and 1o find work,

Having previously worked with urban
Aymara migrants in Bolivia, | wantad to
approach the Peruvians differently. During
this visit, my objective was 1o understand
throwgh photography how rural Aymara
conceptualize and interface with the city, To
do this, | took fifteen 35-mm film cameras o
distribute to people whao live in the
countryside and travel 10 Puno and other
regional cities relatively frequently. They were
1o take photographs of the things which they
desmed important or significant to their lives:
people, places, evants, etc. My proposition
‘was to provide them with the camera, the
film, and the processing if they would share
their images with me, explaining where they
took the photographs and discussing why
thay felt the photographs were imponant to
make, Their phatographs would then be a
passe-partout, of sorts, 1o migrants’ ives,
illustrating the processas of urbanization and
migration that would not come from typécal
lengthy interviews or awkward chservations
on my part. Instead, with their own cameras,
migrants would take photographs of their
world and explain them to me, etfectively
remaoving my cultural constructions to leam
more about thesrs. This method seemed 1o
be less ethnocentric and more participatory,
& proactive solution for a histoncally
Subjective anterprise.

While designing the project, | assumead
hat it would be a self-selecting endeavor, as
anyone who wanted to take photographs
themsatves, or who asked me 10 make
photographs for them, could participats.
Before embarking, | did not even know the
pecple who would be using the cameras, but
| did undierstand the emvironmental conditions
im which they would operate; so | chosa
simple, depandable point-and-shoot cameras
(using standard A& batteres) and color
negative film for the progect. (| forewent digital
options becausa of their price, power
consumption, fragility, and technological
sophistication.) Because photography is
especially expensive for Pennvans, | knew
moast magrants would not be fariliar with
cametas, film, or procassing; so | would cover
all costs. My plan was to teach migrants the
basics like how to change a roll of film and
mare compdex ideas like how 10
spontaneously document an important thing
or event in their lives. In return, | only asked
that they tell me about thair photographs,
axplain their motivations, interasts, and other
stories associated with their images. In the

end, | wanted the participants to keep the
carmaras and continue documenting their
Ives through phatography.

Within the first faw weaks of living in
Purd, | met several potential candidates who
spanned the gamut in exparience,
motivation, and performance. By the end of
my first two months there, | had distributed
fifteen cameras and was regularly meeting
with migrants in various locations 1o discuss
their photographs or to supply them with
more filrm. One young migrant vwornan, Lydia,
whe worked and attended school in Lima,
already used a very inexpensive Camera 1o
document her family that she visits once a
year. | had to keep wp with her, and all of the
participants, regardless of whaene she was,
when she wanted to talk about her project or
needed mora film. We had to make dates to
meat weaks in advance, 50 | really had to
livet up to my promises to come back and
pick up their film, develop it and take it back,
Some wanted to discuss photo techniques
while others barely wanted to even discuss
their images.

Yamilett, Data antry of the slamaentiry, 2003

Amadeus, another participant, was a 50-
year-old gentleman who lived in Moguegua
and who returned 1o the countryside near
Puno every three months to check on his
agng parents. Amadeus had never owned a
camera before and was eager to learn about
photography. He peppered me with
questions about my persenal photographic
equipment and asked me to photograph him
and his farnily. Amadeus returned to
Moguegua with a camera and a few rolls of
filrn, but | never heard from him again, Later,
his waife told me that he had assumed the
camera was expensive and had swindled it
from me with the intention of salling it for
cash, | realized these types of situations
would ocour, no matter how well | screened
the participants; and in the end, Amadeus
was the only real scamp | worked with,
However, another trifler was a thirty-
something woman named Lourdes who only
took ten photographs in twelve weeks. She
regretfully explained that she had not
traveled back 1o har tievra as she thought
she might and was not sure what she could
photograph in Pung. Luckily, 8 number of
participants embraced the project. Gabriel, &
17-year-old male shot eleven rolls in ten
waeks and Javier, a 20-year-old artisan found
photography to be anather way of exprassing

his dynamic culture.

As the project progressed, | reflected on
the work of other social scientisis who used
photographic elicitation in their research,
Surprigingly, it wasn't as straightforward as |
had assumed. | had overlooked the
significant cultural hurdle of interpreting
photography as a medium and rot simply as
& tool. Photography, | realized, is loaded with
culwral significance | had not foreseen, thair
reaction 10 which taught me as much about
them as their images. Just as other
anthropologists before me, | had assumed
the migrants would understand a Western
belief in the essence of photography, of
image making, of recording avents to re-live
and share with family members. But after
talking with the participants, | realized that
their concaptualization of a photographic
image, what it means and how it is wsed,
did not coincida with mine in the least.

I North America, we grow up seeing
images of ourselves and of others, of things
we know as wall as things unfamiliar to us,
and we perceve how an image is a

Gabriel, Water Pump, 2003

representation of an event, person, or place.
Howvever, in the Andes, photography has an
inherently different meaning, |1 is associated
with wealth and autherity, | assumed the
migrants’ compositions would illustrate thair
widrld wigew, and | had not considared how
their not taking photographs demonstrated
their refationship with photography. In other
words, by deciding to participate and take
pirotographs (or ask te participate but not
taka photographs) reflected their
perceptions of photography as well as their
understanding of who | was. Regardiess of
all expenses being covered, migrants wera
still quite conservative with thair film
consumption and their choice of subject.
Sometimas thay only 100k one or two
photographs and explained that they didn't
want to waste film. Or, they anly took
photegraphs of things they thought | would
be interested in seeing (please the patrdn)
After shooting three rolls, Javier explained
that he finally believed that | didn't care
what he shot. “You gave me this camera,
the film, what am | supposed to think? |
made photos to please you. | figured you
wara a foresgner and you wanted photos of
things you couldn't take yourself. So | took
them for you.” Other participants loanad the
cameras to their friends 1o take photographs
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af their families and events, demanstrating
their intrinsic nature of sharing resourcas
with people whom they trust. | was not
interested in night or wrong behavior, |
simply wanted to obsarve what participants
would do with photography and how it could
capture a facet of their ives othernwise
unseen or not understoad by outsiders.

The first week of Septamber. | met
Ruben, a 32-year-okd man whose neighbors
in the small lakeside village of Titilaca
considered him crazy o "ill." As we became
friends and developed a relationship, Ruben
axplainad how his parents could not afford
o support him when he was B years old so
he was sent him to kve with his aunt and
uncle in the border town of Tacna, His
relatives promised Ruben’s parents that he
wauld go 1o school and work to earn his
keep. Ruben worked smuggling heavy sacks
af grain, which the uncle sold in his stare,
across the Chilean border. When Ruben was.
not working, he was locked in his room,
unable to leave the house or attend schoal.
Ruben ratumed to Titilaca whan he was 18
years old and had to enlist in the army to
support himself, Since he was iliterate, he
was sent to protect the frontling in the
governments’ war on terrorism with
Sendgro Luminoso. These stressors, among
othars, affected his ability 1o settls into
village life when he returned to Titilaca,
making him despondent.

| gave Ruben a camera 1o divert his
depression, thinking that it might give him
something unique to do. Ruben eagerly took
to photography, solicating his friends and
neighbors for photographs. One of his
images shows his parents standing in the
plaza of a nearby town, llave, where the
waekly market draws farmars from all
argund, "They go here on Sundays 1o
purchasa things they need and trade
potatoss,” he explained. In his photograph,
Ruben’s parents stand at attention in the
center of the plaza in front of a tall, half-
constructed building that rises bahind them.
One day, | showed some of the migrants’
photographs 1o Lupeno Onofre, a Peruvian
Aymara anthropology colleague at the
University. “Very interesting, this one,” he
singled out Ruben's image. “You see, this
photo demonsirates the migrant's interest in
progress, 1o be modern and sophisticated
because he has placed his subject directly in
frant of a tall, half-complated building.” |
thought about the two different
interpretations of the same image, both of
which | understood, but one | knew was
based on Ruben's personal experience and
aur relationship, whereas the other provided
a mere distanced, critical commentary, Both
men were corect in their views, for each
man's opinion reflected their relationship

o] =0T

with the subject. Ruben described his
parents as people in a popular environment,
whereas my colleague saw Ruben's
photograph as an exprassion of an Aymara
migrant who seeks a better life, who may
have subconsciously placed his subjects in
the frama 1o reflect his aspirations. Ruben's
interest in photography stimulated his
exprassion of explaining the lives of the
people with whom he lived. Whanevar we
met, wa talked photography. Flipping
through his images, Ruben enthused over
the details about each person pictured and
his relationship to them. By December,
villagers no longer raferred to Ruben as
“erazy” but instead as ~the one cured by
the camera,”

Regardless of tha pitfalls and misunderstandings,
in tha end, | discovered participants’ images
successfully demonstrated a migrant
weorkdview dapicting family members,
modes of transportation, animals, and home
environments—things important to tharm.
Sometimes multiple subjects were
crammed in the same frame, sacrificing their
size while maximizing their quantity. Other
times, the images were of specific people,
places, or events, none of which made
much sense (to mel) without an axplanation.
Their commentaries and photographs reflact
their exposure 1o and understanding of
phatography, their relationships with those
argund them, and especially the influence of
a gringo anthropologist who was not as
neutral as he intended to be.

Perhaps the most difficult issue | dealt
with during this participatory project was
restraining nyself from imposing my ideas
of compaosition ento migrants’ images. In my
own photography, | express the intimacy of
life by filling a wide frame with candid
moments of the peopla with whom | work,
The participants’ images appeared to lack
context, looked bland, and were difficult to
interpret. However, tha participants”
explanations precipitated a deaper
understanding and interpratation of the
world, For example, Ruben chose o
photegraph the people in his village as they
stoed at attention, expressionless, and far
away from the camera, He explained that
this was the way people are used to having
their pictures made in school and in the
military (the two most fraquent places
paasant farmers ancounter phatographyl.

Another gantleman, Pelucarpso,
combined all the elements of his life into
one image: his house, his family, their
bicycles, his new-born calf, and the
surrounding mountains and trees. Huddled
argund the call in front of their adobe house,
Pelucarpio and his family wore their best
clathes and stood erect fof the camera,
“This photo,” he proudly explained,

“represants everything in my life. Isn’t that
what you wanted?* Goang the gringe
photographs of things tourists are interested
in seaing seemed reasonable to them,
especially since | was paying for them.
Because time did not allow me to build
close relationships with every participant,
about hall of them saw me as nothing more
than a foreigner, projecting their
intarpretations onto me and the project
itself. Their discrimination or biases towards
gringos would ultimately atfect the rasults,
bust that is noamal for anthropological
reseaich. As a colleague solemnly states
when discussing people’s behavior,
“sometimes when &ll you have i3 a hammer,
everything looks like a nail.” Through this
project, | wanted 1o give migrants mew ools
to describe their world and encourage them
to try something new; howeved, in hindsaght
| was really asking them to speak my visual
language. Their dedication to making images
they thought | would appreciate reflects a
long history of working for patrones, be they
Spanish colonialists, academic researchers,
of other lourists.

Ultimately, the migrants’ photographs
reflected a level of rust. Those who realized
that | kept my word (by developing, printing.
and returning all of their photographs) found
it easier 1o make mose images of the things
thay thought were interesting. The project
allowed people who are usually spoken for
by anthropologists, tour guides, and
government officials, to speak about their
livees as migrants, explaining what they do,
hew they survive, and who they care for
everyday through photography. Their words
and images circumvented an imposed bias
and inherent fault of basic ethnography by
giving the people a tool ialthough packed
with other assumptions and biasas!) to
demonstrate their understanding of their
workd to someone whom they trust and
who canes about their lves. Uitimately,
thesa images are important to them
bacause they document their history to
share with family and friends, shedding hght
on thedr lives in ways a visitor would never
se@ or understand on their own. =

Jeromg Crowder i3 8 bectused i the Depanment of Asthvopology and

1. Flaherty made the filn Manook of the North in 1322 10
demonsirate 15th century Inuit culiers 1@ Norih Amenican aufience.
g i) conibimguatin’y ingi) 10 weiad chttad el i ubirnials  thee
ancetaoes bad, in ordes 10 pressre their memory.

2. The besm gronge cames 2 négaive connotation with it in parts of
Laitin Amgracar; howeve, | ersbrace th 169 i he ANATS 35 3 sell-
deprecatng siategy. ackrowiedging sy bertagn and penition. which
s 10 deflect mos! 3 nlentions:

3. This i rot & el idesn, even in Perdl. TR | Taifares ds

Fobgpaits Socix) or Secial . wers condeciod
wilh iedeginoud POk N il Latis Ao can o 1
piofograph thesr (ves thiough thesr e oyes

4. The Spanish introduced sheep. pags. and cattie as woll a3 o vty
ol cthet vigetables.



The Menil Cc

Find us.

Cy Twombly:
Fifty Years of Works on Paper
Explorations of line, cobos, and wond

by an Amverican ey
Therough Septeribr 4, 2005

Bill Traylor,

William Edmondson,

& the Modernist Impulse
A ceiebration of rwo African- American
artists weltomed by the moderr: art
cusablishment, forgores, and s

resdisoevered
Through Ovtober 2, 2005

The Surreal Calder

The Lirtle- known world of Alecander
Canlder's Surrealist origimi amd imaginings
September 50, 2005 -kanuary 15, 2006

Robert Gober:
The Meat Wagon

A site-specific meallation of the artis’s
Presocetive works interipersal with

Ml Colleation holdings

ctober 28, 205~ kanuary 22, 2006

THE MENIL COLLECTION

COLOR YOUR WORLD

PRINTS # POSTERS £ BANNERS

~ | 1201-F Westt
co m 713.528,1201




Documentary phatography in the wastern United States was supported by the ULS
Gowvernrmant from the 18605 onward to survey the resources available for population
axpansion and commercial application. The litany of photography's successas has traditionally
included the won of national parks by persuading Congress and Easternars that some of
the tales were trug, thereby encouraging Weslen expanson

One of the traditions of documentary photography lies in the belief that by photographing
certain conditions, one can change tham, through a sort of alchemy. Examples frequantly
cited include child-labor in the early twantiath cantury, conditions of paverty, U5

invahserment in Vigtnam, and prsones abuse i Irag which stands in marked contrast 1o the
other cases because the perpeirators provided the avidence used against therm through thee
own photographic activityl

Faith in phatography's efficacy 1o alter hurman behavior has been based on twin pillars of
naivie trust: fiest, that photography doasn’t e (what you S is what you gatl; and sacondly,
thet assumption that good citzens, when presented with the evidence of terible wiongs and
injustice, will demand an end 1o the pictured wiongs.

The need, desite, and ability 1o aler photographs have existed since Daguerre and Fox
Talbot. Adobe Photoshop allows a new pixel level of intervention, but tricks of the trade have
ahways included ways to coax different truths from the lens than what the laws of physics
and optics were able 10 produce

The photographers included in this exhibit want 1o create change, and primarily they, too,
have placed their faith in the ability of the camera to produce “just the facts™ sufficient to
raise conscipusness, alter behavior, and save the planet. Fifieen years ago, they formed the
Water in the West Project ©... committed to using photography to encourage the American
public to consider the political and environmental implications of water policy in the western
United States,” writes John Pultz, curator of an earlier exhibition of their work at the
University of Kansas

Collectively, they hawe documented how water has been used in the West for
agribusiness, industry, entertainment, and recreation. Many of the photographs examine the
movement of water from westarn states to the cities of Los Angeles and 5an Frangisco in

pepedings and aqueducts.

The approach taken by the majority of these photographers is within the documentany
mode; the neutral distance of the “cbjective” topographical. They would have us believe that
this is what we would have seen if we had been there.

Their artist staterments make clear they believe strongly that by documenting certain

conditions, other pacgpla will shara their
réspansa, and the bahavior thay Soe 45
destructive 1o the planat will then cease.
Photographer Laurie Brown writes, 1 am
locking at visual evidence of the suburban
growth taking place on the city's (Las Vegas)
outlying edges. where there has been
relentless development of, and expansion
into, tha rural or wild tracts of the
surrounding desert.” But not everyone saes
the dasart, or even open land, as valuable in
its undeveloped state. Photographer Peter
Goin baleves ~human tampering with the
natural world has made the Earth itself an
artifact, for the process of civilization has
been one of domasticating natura.” Robert
Dianwrs0n captures the opimon of all the
phatographers with his staternent: "Cenain
photograghs cocument abuse, while othars
axaming tha comphie;, evohing relatonsied 10
water that | hapa to influencs with this work.,”
These statements reflect the good
intentons of documantary photographs
change human behavior, They say, “Look at
this, see here, pay attention! ™ But are they
just preaching to the chair? If you already
think that using large amounts of water 1o
keep a golf course in the middle of the
desert is obscene, then you will view these
photographs with a certain attitude. But
what if you are a golf enthusiast, travel the
world 1o play golf, demand a good smooth,
wall-manicured course, wharever you want
1o gof Perhaps you see these images in a
different way. Do the images only serve 1o
reanforce your existing attitude toward water
usage, o is thera someathing capabla of

altering your perceptions? 15 it pos for
this approach 10 tuin our uses of water from
fact into & moral question?

Others of these photographers have taken

different stances. Ellen Land-\Weber has taken

Water and the West

Williams Tower Gallery, March 12 - April 12, 2004, Houston, Texas

by Paul Hester
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straight-forward views of & marsh in northerm
California that was created in an abandoned
industrial site to treat wastewater and collaged
tham with animal spacies that might be found
thare “following profonged global warming,
global cooling, ganetic enginaering of animal
and plant species, or all three,”

Sant Khalsa installed boxes of bottled
water hwith the word “Watershed™ on tham)
and decumentary photographs (entitled
Wastern Waters) of retail water stores, to
“address the commodification of nature,
water a5 a consumer product, and human
desre—a neveranding thirst. The photographs
wall sérve in the fulure as a historical
document, aithar registering a flaeting fad or
laying the foundation of what will have
become CommOonglacs in oul SoCuty.”

Sharon Stewan’s documentation of a
Wew Maxico community’s cooperative
maintenance of their shared irmgation ditch
facequial "gives insights into sustainability
through cooperation” by focusing on
intimate human gestures and quiet
observations of small-scale solutions,

Geoffrey Fricker combines his
photographs of man-made structures with
quotations fram public documeants “to mirror
the values of a wide range of organizations
within our community... Words seem to
develop a rich and contradictory complexity,
creating convoluted and circuitous language
that is much like the natural meander of the
river itself.”

One group of images stands apart in this
exhibition. Mark Klett's pieces suggest how
a radical reordering of priorities, a shift in
perspective, might come about. Klen's work
first came to my attention with the
photographs of Second View. the
Rephotographic Survey Project. in the
1970s, with its representation of change
using "then & now”™ comparisons of views
by & group of contemporary photographers,
based on 19th-century survey photographs
by, among others, O"Sullivan, Jackson, and
Russall. Some of the pictures show no
change in the passage of one hundred
years, others present dramatic human
presence. Taken together, the images

undermine the wea of a sngle point of
viEnw—as iconic monumeantal landscapa.

Perhaps inharited from traditional
landscape painting that invested so much
time and materials into haroic views of
majasty, esrly landscape photography also
sought bagger prints with bigger cameras,
and emphasized notions of a corract,
unique, one-point perspective. But these
Second Views, by providing us with the
context of time and the additional
information gleaned from the process of
finding, determining, and duplicating the
original point of view, require us to let go of
our “githerfor™ approach 1o judging ™t
bast picture” and offer instead the
possibility of 2 “boih/and”™ acceptance—a
mora inclusive way of seaing.

In 1980, Klatt made a panoramic
photograph of San Francisco based upon an
Eachweard Muybridge panorama of 1878,
Both photographer’s use 13 separate
exposures linked together to give their final
image a 360-degree view of the city from
Mob Hill. Notes included in a publication
(One City/Two Visions, published by Bedford
Arts, 1980) of the two photographs describe
Klett’s realization that Muybridge had to
remake one of his panels, apparent by a
change in the direction of the lighting. Klett
writes: ... This incongruity interasts ma
because it reflects a reality of making
photographs, and a choice that he made in
ressponsa to a problem.”

Betwean the making of these two
pandararmas, a ninateenth-cantury camera,
called the Cirkut panorama, offered the
possibility of making a seamless panorama
with a revolving camera that pulled 8 feet of
film past a quarter-inch slit. Many high
school class pectures weare photographed
with Cirkut panofama camedsas in the lata
19th and early 20th centuries. The
photographer carefully mapped an arc on
the ground, lming up the graduates in &
gentle curve, equal distance from the
retating bens of his view camara. The flaet
of foot would attempt 1o run past the
sweep of the lans to appear at both ends of
the picture, which is not a single mament,

but a sedies of moments, 10, 15 ar 20
seconds long, présented as, and assumed 1o
be, the solitary, singular instantaneous flash
of @ snapshot. 11 is instead a narrative of
time, with a beginning, 8 middle, and an end

Im Water and the West, Klett presents
panoramas that contain several incongruities.
Two of the large-scale photographs of
adgacent frames nclude photographs made
by other photographers of the same place,
many years earlier, collaged in geographic
logic with his contempaorary frames

Learming from his earlier wark and the
example of Muybridge, Klett has
surrendared fo the inevitable, celebrating the
discontinuous nature of panoramas
comprising sequential frames and concluding
that his subject is not geography but time.
Rather than Blur several different exposures
into the appearance of one MOMEent in Lime,
he combines time and space. Continuity is
provided by the geography of the landscape,
but tima has been called into quastion.
Different times of day, different seasons,
ditferent years, all collide in the space of this
ona geographic moment.

If Renaissance perspective placed man &t
the center of the universe, controlling nature
through surveillance and defining our place in
the universe above the fields and the
animals and the infidels, what does this
multi-layered efision of vantage points mean?
That we don't awn the land, or the water, or
the ail? That unalateral actions of domination
are short-gighted, presumptive, narmow-
mindad, suicidal?

Thiese panoramas imply a cycle, a larger
point of view, slipping past the ene-point
perspective of camera vision to a new
understanding of time, nature, and water.
Through the engagement necessary to read
these iMages, our assumplons aboul the
order of things are questioned, and in the
working through of our answers, it is
possible that our mind will change about the
way things are and how they might be. L=
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FotoFest 2004 celebrated its 20th anniversary as a leading photography festival in the
waorld. Each year, FotoFest co-directors, Wendy Watriss and Fred Baldwin choose a
theme—this year it was "water”"—as the central motif of the works selected. The
month-long biennial event includes city-wide exhibition programming, film screenings,
a print auction, and educational discussions based on the theme. One of the most
popular components of FotoFest is the Meeting Place, a portfolio review that pairs
emerging and mid-career photographers with curators, collectors, and art publishers
from museums and galleries throughout the world.

Rather than assign a single writer to attempt an overview of the frenzied thirty-
days, we selected a range of arts professionals to tell us how they felt about the work
shown, the influence of the theme, and the experience of the Meeting Place. We
thank the following who contributed: Roy Flukinger, Kelly Klaasmeyer, George Krause,
MANUAL (Suzanne Bloom and Ed Hill), Linda Walsh, and Clint Willour.

Skimming Fotofest 2004

Downstraam

by Roy Flukingar

There was that point in the Meating Place
wheare the “water” thama for FotoFast 2004
became just a kttle surrsal. One day the luck
of the alphabetical seating chart placed me in
the center of a row with a direct, head-on
vienw of the antrance door. Jake Mooneay, the
Daily Time Schadule Coordinator, Jenny
Antill, the Meeting Place Coordinator, and
Dave Wilsan, wolunteer, had finally gotten all
fifty of us reviewers 1o our seats la
monumental feat second only to making cats
march n Bnal) just as Jake announced tha
start of the first session. The entrance to the
room filled with a human wave of participants.
Maeting Place volunteers and staff ran for
cowver and headed for higher ground. | looked
up to see a flood of faces, higures, feet, and
“folios burst through the doorway and head
our collective way. If they had bean water, my
feet would have been wet by the time the
first participant reached my tabla.

Ah, | do love the Meeting Place!

Perhaps it is just bacause | have bean
forunate to have baen invited to every ong
of the past Meeting Place reviews and have
never had a conflict 5o pressing as to not be
able to attend. The daily morming and
afterncon sessions fill up rapidly, and despite
thr busaly regulated schedules. there never
Seems 10 be enough time fof paricipants or
reviewers alike. In fact, the schedule of
evening ectivities and levels of personal

stamina permitting, | often find myself
tacking a few more indhiduals onto the
afternoon sassions. This year. | even had the
apporunity 1o seize a table in the lobby on a
day off and see over a dozen more bodies of
work, | even had some quiet time for a
leisurely and enlightening comversation with
long-time friends and photographers like
Craig Barbar who lives out of daily
convarsation range in upstate New Yorl.

| also look forward to purchasing new
work at the Meeling Place. As curator of the
Photography Collection at the Harry Ransom
Humanitias Research Canter, | am often
fortunate enough to have a small buedget for
acquisitions. Whan | see high-calibar work, |
often buy it from participants on ha Spot.

And, I'd like 1o think, my comments
during the review sassion give somathing
back 1o a number of photographers who've
taken the tima to share their work, their
ideas, and a bit of their lives, with me. | hope
that the majority of tha mail daluga | gat
after each “Fest is genuine and goes a
degrea or two beyond someons just wanting
o sall me prints.

In fact, | value the Meeting Place most
because it provides me with an oppertunity
to learn from the photographers themselves,
At the Ransom Center, we are fortunate to
collect the works of a tremendous numbes
of photographers. They are histoncally
important, influential, creative, and significant
artists, Unfortunately, the vast majosity of

tham are also dead! | can usually get s
decent dialogue going with a work of art; but
| also enjoy a personal exchange from talking
with an artist whose work we collact or
might collect in the future.

For me, the exchange with participants
and their work makes the Meaning Place
alwe! It's a robust and ever-avolving
enpenance, where | can mest old friands,
maka new acquaintances and also see what
makeas naw genarations of image-makers
tick. | may leamn how one photographer
spands a week to trying to save a faled
picture and how another creates a
remarkable image without baing abla to
axplain why, of even i, it is outstanding. The
review SESSion IS a concentrated lesson in
that ceaseless-yet-never-lotally-successful
attempt at trying 1o fit mere words 10 the
profound richness of a photograph.

fany peopla ask how we reviewers hold
up owver days and days of looking and talking,
Your admiration should go to all those
participants who share with us 5o intensely
this culmination of their art and hearts. After
all, they have journeyed to Houston over
many miles, left behind work and family,
plopped down their monay, and received
slots of 20 minutes in which they are to
place piecas of their work and their lves
befora arts professionals who they may o
may not have heard of and probably have
nevar mel. Then they must smile throughout
whatever we may say about the bare piecas



of their labor and their love that lay batween
us on the table. They are the ones with rue
fiortitude, talent, and endurance. | applawd
them and hope that they never stop GOMING
And | hope that Wendy and Fred continus
to invite me back, Plece me downstream
again and let the flood of photographers
wash over me once maone. | am not all wet. |
am rafreéshed anew!
Roy Flukirger is essanch Curator of Photogragtry fod the
Harry Ransom Humanities Aesearch Cented of the
University of Texas ol Ausiin

Kelly Klaasmeyer on FotoFest 2004

“Water” translated into ndiculously literal
subject matter in the majarity of works on
wview at FotoFest 2004. Water and its
attendant issues are intniguing and pelitically
provocative; but changing the theme to, oh, |
don't know, maybe sunsets. might ba the
only thing that would result in a highear
parcentage of clichéd images. There ware
strong works like Edward Burtynsky's imagas
of ship-breaking or Susan Derges' huge
photograms of water, but the problem also
had 1o do with quantity. Even when works
ware individually succassful, S0 many
images of water shown togatha, well,
diuted each ather.

FotaFest’s film and video series fared
better. |t was well-selected and divarse but
with a manageable number of works
presanted, They ran the gamut from
docismentary 1o experimantal and addressed
a range of issues, ideas, and images relatad
10 wiater. The water thame was reinvigorated
through the communicative powers of film
and video and they also provided a welcome
change of pace from the overabundance of
S1a1C waler images.

A theme isn't necessarily a bad idea—it
can ba provocate and serve as an
interasting way 1o organize and present
work. The bast solution would have been 1o
curate a mice, tight, and considerably smallar
exhibition around the kea of water. (The
Wiater in the West exhibition at the Willams
Tower Gallery was the most cohesive
segment of FotoFest)

In its exhibitions, FotoFast is also
undermined by a réluctance on the part of
organizers to open themselves up to naw
medsa and broaden their definitions of
photography. Works that push the envelope
of traditional photographic output need 1o be
included. There is a lot of strong,
photographically-derived, contemporary arnt
out thare that does not fit neatly into a frame
and hang on a wall.

Ky Elsasiind wiites about art for the Houston Pross.

The International Meeting Place

March 12-25, 2004

by Linda Waish

©On my third try, the planats were aligned: |
was chosen by lottery to participate in the

portfolio review session known simply as the
Meeting Placa that takes place during
FatoFest. This good news meant | would
spand what initially seemed an ungodly sum
shaowing my work to many of the world's
foremost critics, publishers, curators, and
photography collectors.

Here's how the Meeting Place works.
The computer assigns you four or five
reviewers a day based on your priority
choices. Each reviewer is assigned a table
with a numiber. Each day, participants mass
in front of the doors 1o the large meeting

taom where they are expected to find their
reviewers. When the moderator says, ™You
may énter the room,” it feels like the
beginning of the California gold rush with
everyona racing to lay claim to “their”
reviewer. | you wene at the front of this
group and happened to stumbsla, you would
be grateful that the Texas Medical Center
s mear by,

So, with the cost (about $700 for a 4-day
pass), the perilous scramble, and months of
preparation, the question arses, “Is it worth
it?" My answer is a resounding “yes” las
long as you ramarmber 10 |eave your ego at
the door!). One reviewer may love your
work and want slides and offer promises of
exhibitions, whereas a reviewer at the next
table may recommend you look at other
work {8 sure sign that he or she thinks your
wiork is a poor imitaton). The old saying is
true here, “11 i3 a short walk from the palace
to the outhouse.”

The reviewers are chosen for thear
knowladge and ability to give useful
critiques, and the process works. This past
vear, friends came away with sales in their
pockets and excellent contacts for future
aochibitions. One friend who purchased a
single-day pass from anather participant

sold six of his prints to his first reviewer.
Mare often, Meeting Place contacis
offer a good beginning. You need 10 go
back to those reviewsrs who olfered help,
lat them know you appreciate their
comments and expertise, and keep them
infarmed about your wark and your
accomplishments. This reguires a level of
follow-throwgh and organization that | am
s1ill working on. The epporunities, though,
are well worth it.
Lincls Vialsh is & photographar and peychologist based in
Hoizsion, Touas.
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Gaarge Krause, from the Sfumate Portoait saries, 2004

George Krause on his Sfumato Portraits
at FotoFest 2004

For rmary years, | hawe wanted to explore
an wea where the face is viewed as one
wiould 8 landscape, a terrain full of peaks and
valleys. It wasn't until | armved at Tylea
Cottage in Wanganui, Mew Zealand for a G-
maonth art residency (October 1897 1o Apnl
1958) that | found tha perfect lighting for this
series |'ve titled The Sfurnato Portrait, As |
climbed the stairs and reachad the second
floor landing, | discovered a small, s1range
sioylight situated in the middle of the slanted
ceiling. It is this slant and the thicknass of the
skylight walls, with the sunbght coming in
from behind and wrapping around the head
that reveals the sculptural quality of faces in
such a surprising way. The position of the
subject’s head is usually the same—looking
siraight into the camera bens, Thas frees me to
concentrate on capturing the essence of the
person in this unique light source.

Befora lsaving Wanganui, | measured the
width, height, and depth of the skylight at
Tylee Cottage so that | could re-create the
sfumato ighting with a "portable skylight.”
To further intensity the effect of the light, |
addad mirrors on the four sides of the naw
model and replaced the unpradicltable Mew
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Zgaland sun with a powerful strobe. | use a
large-format camera with 47x 5 black-and-
wehite filem, At first, | primted on 167 20
sihver gelatin paper. Mow, | scan the
negativas, digitally manipulate them bwith
Adobe PhotoShop), and output to large-
format (3% 4') museum-guality paper with
archivalpigmented inks. This fantastic new
medium allows me muech more control and
creative freedom,

| hawe set up my portable Sfumato
skylight at the past threa FofoFest Meeting
Place events [2000=2004). | invita
participants, reviewers, and FotoFest staff to
pose for a brief photo shoat that takes only a
feww minutes. The photos seen here are from
the 2004 Meating Place.
Gecrge Krause is a photographer based in Tewas. More
riformation on Krause and his photograptny can be found

Wi Qeorgekniuse Com

Wading Through ForoFest 2004

by Climt Willour

| mwst admit that | did feel a litthe water-
ogged by April 151, Having trekked throwgh
a hatf-dozen or so downtown spaces as well
as Vine Street Studios, Willams Tower
Gallery, tha New World Museum, The
Station, Project Row Houses, and the Rice
Madia Center—naot 1o mention dozens of
galleias—my brain was flooded with liguid
mages. A faw standouts still sloshing
around in my memory include:

Susan Derges’ amazing Shoreline
photograms (the mast amazng of which—a
triptych—has found a permanent home in
the collection of the Museumn of Fine Ans,
Houston) at the Mew World Museum; Mark
Klatr, Geoffrey Fricker, and Ellen Land-
Weber in the Water in the West exhibition at
the Williams Tower Gallery; DoDo Jin Mings'
Seascapes al Houston Center; Bohnchang
Keo's Fountain, Junglin Lee's Ocean, Helan
Zout's Water as a Graveyard, and David
Maisel's The Lake Project at Vine Street;
David Goldes' Looking at Water at One Allen
Center; Edgar Moreno's powerful images
from the AMemones dal Agua: Onnoco Rver
Project at The Station; Thomas Joshua
Cooper at Taxas Gallery; and Sally Gall's
photos of Subterranea at Parkerson Gallery

In the non-water category, 8 few of my
very favorites were Gay Block's gutsy
confrontation with her relationship with her
maother Bertha Alyce at the Houston Center
for Photography; MANUAL'S enlightening 30-
year retrospective beautifully installed at the
Museum of Fine Ants, Houston; John
Heartfield's photomontages at the Holocaust
Museurn Houston; Kelli Connell's Doulbe
Life at Lawndale Art Center; perennial
FotoFest favorite Oscar Munoz’s vertigo-
inducing Ambulatorio & Re/Trato at Sicandi
Gallery; and Mancy O"Connor and Michele
Grinstead’s haunting (perhaps haunted!)
installation at 5004 Feagan Streat.

m SPOT

All in all, this event was one of the more
enjoyable and even FotoFest presentations
aver. | just hopa my shoas will dry out
betore FotoFest 2008

lour is Curator of Galvoston Asts Canter,

Gaheeston, Texas.

Reflections on FotoFast 2004

By MANUAL {Suzanne Bloom and Ed Hil
“FotoFest rocks!” the younger set would
say. We'ra inclined to suggest that it
resonales and that s form, by now,
resembles more of a forum than a festival,
oné with a global reach, There &5 a core body
1o FotoFest and several arms extending out
1o thi: musaums, indepandant commarcial
gallenes, and allernative spaces. Tha
quastion of whather FotoFest works better
wiith of withowt an cvararching themea rmay
be moot since it's been successiul both
ways, If ForoFest is motivated by an issue,
then it seems appropriate to collect the best
woork cirnculating around that isswe, or
commission nigw work, and present it in that
context. Based on the uswal thoroughness of
Watriss' and Baldwin's search, they can
justly claim to be taking the pulse of things

George Krause, freur the Sfumare Porrail seces, 3004

through the work they bring to Houston, The
other exhibition spacas may support
FotoFesr's thematic project; but if not, each
in its own way can bring other dimensions to
the whaole concatenated program on
photography and media spread widely
throughout the city. As we sae it, over the
twenty years the FotoFest biennial has
existed, it has becoma increasingly
important to the cultural viability of the city.
The risk for all concerned may be too much
farniliarity leading to a place of taken-fos-
grantadness or even a state of
anervation—which inevitably follows aeach

manth-dong ‘Fest. Plain and simple, if
FatoFest ceased, tor any reason, it would
be a major loss to Houston, and at this
pont, the rast of the photofcultural world
All that said, our favorite “watar™
show/installation this year was Brazilian
artist Edgar Morena's Mamones of Water
held a1 the Station. The work's sociological
and anthropological grounding forged into
poignant visual (and verbal) poatics,
rasonating with and moving us toward
another level of appreciation for the human
and ecological nchness of Morena's
subject matter.




Exhibitions

Haunted

Inhabited

Michele Grinstead and Nancy 0'Connar
5004 Feagan Streut

Houston, Texas

March 13-April 8, 2004

Cynthia Freeland

Inhabitedis a multimedia installation with furniture,
obpects, photagraphs, and two singbe-channel
videos. This wark was included in the Houston
Area Exhibition at the Blafer Gallery, University of
Hougton, Houston, Texas, June 25-August 29, 2004

Imagine the stary of how the exhibit (nhabied
came about. We can visualize it as a movie—a film
about & haunted howse. In the opening scenes we
sea a happy young woman out walking her
handsome dog along pretty suburban sireets.
Suddenly she stops, transfixed by the sight of 8
dilapsdated litthe house with a “For Sale” sign out
front. Mext wi s her, now changed into a liste
girl, tip-toeing around back whers she snaaks in an
open door and enters the house, her bare feat
crunching through dead leaves as she goes up the
steps. Like any foolish heraine in a horror flick, she
just dogsn’t know when to run away (even though
the dog's hackles are rising). She, Michele
Grinstead, goes inside to find empty rooms whare
time stopped fifty years ago. The deep agua walls
arg stainad, the green chenille couch is spatted
with cigarette bums, and an empty can of Dinty
Magre beans sits on 4 peeling Bnoleum table in the
kitchen. Two battered cabinot doors are plastared
with nates about appointments, phone Aumbiers,
and reminders to “Turn off the Bghts.”

Is this creepy enough for you yet? Mo? Wedl, just
wiail, Now the intrepid heroine pads up the stairs.
Again, more signs of habsaticn, The bathroom
shabves are full of ancient cosmetics. The bedroom
closet holds a rack of drasses kept pristine in dry
cleanar bags. Just as in the movie Saih Simse, we
can almost see the atmosphere bacome chilly as
frosty beeath s the air. Our horoine senses the
presence of a ghostly woman, “Who are you?” she
asks, “and what is it you want of me?™ The answer
comeas in a flash of insight: the ghostly woman,
Juanita, is not menacing. only sad. She just wants to
be remembered and recognized as a person wha
onee lived a life here with her own possessions,
thoughts and feelings. Long ago she inhabited this
nowe-empty house. She wants her life to be
acknowledged, i onby briefly, before the lithe home
becomes just another West University tear-down,

Inhinbited is the result of Grinstead's strong
feeling of obligation 1o Juanita, The photographer
brought in her friend, video anist Nancy 0 Connar,
to collaborate in recording 8 memarial to Juanita's
lingeering presence in the housa. They combined
their afforts into 8 haunting. creegy. and lyrical
installation that includes not anly INCannar's videos
and Grinstead's photographs, but also many lteral
remnants of the house iwhich they salvaged belore
it did indead get torn down last January). The visitos
will find here the actual dirty old sofa, sputiering
lamp, linoleum table with its empty bean can,
shelves of cosmetics, and the rack of dresses

shielded in plastic.

The entry part of the axhibition features
Grinstead's huge {50 x 50 inch) color Lambda prints.
Some, like Bed Jacker, successiully evoke the
strang sense of a bright presence animating
bundles of old fabric. Sofa, a close-up of a
cigaratte burn, shows in almost nauseating detail
the decay of a life, with implied associations about
death and corpses. The most striking image by far,
Inhabited, reveals the photographer lying nude on
thi dirty safa. In this empty room with its lerid
shadows and filthy carpet, she looks small and
vulnerable. Yot her large dark eyes stare quietly out
at the camera. Somehaw she has managed to relax
and simply be there to repossess that space, even
though the couch we actually can examing in
another part of the exhibit makes me shiver with
thi sense that it must be hull of “cooties.”

0*Connor worked with Grinstead in creating
two videos. The first, a one-minute loop, was
exhibited along with the linaleum table and othar
items from the kitchen. It shows old sponges and
the windowsill over the sink with views outto a
Ieafy tree. The arists explan that a neighbor told
them Juanita's son Bill lived on in the house many
yaars after his mother's death, but had recently
been taken to a nursing home. It seems
extraordinary that Bill never did anything with his
mothers things. Was hae lazy, or perhaps comfored
by them? Beside the Dinty Moore can on the 1able
5its a big obd faded pink box with roses and the
word “Mather” on the cover. It once held
Valentine's candy but is now stutfed with clippings,
mast of them yellowed old poems saved from
newspapers dating as far back as 1508, Some of
them must have been treasured by Juanita's own
mathar. There are photographs showing her,
together with sympathy cards Juanita received
atter her death, in another part of the installation.

The artists” secand video was an eight-minute
lang piece, screened over the sofa whare you
could sit {if you dared) to watch i It was the lyrical
heart of the exhibition. The video's beautiful images
re-criated Grinstead's antry into the house and her
encounter with all its empty but haunted spaces.
‘We witness the effective iranslormation of the
phatographer into a barefooted little girl and even
hear the dried-out crunchy leaves as she goes up
the back steps. A haunting but lovely humming
{frem O"Cannor and Laurie Ware) makes the videa
feel dreamy rather than creepy. In a lovely
sequence, Grinstead rustles through the bags of
preserved dresses. She selects a ruffly formal
maroon gown, and actually puts it on. It fits
perfectly! On har it looks new and splendid. Hapgy
now, Michihe/Juanita dances through the house
that the artists have decorated with pink rose
petals. This work is earia enough that it manages
not ko b 100 swoet, and it keeps the entire show
from being overwhelmingly depressing and dreary.

I couldn’t help but be reminded when | saw
Inhabited of Aoland Barthes' powerful book about
photographs, Camara Lucida, which was prompted
by reflections on the death of his mather. In his
grieang process, Barthes looked helplessly for a
photograph that would recapture his mother's
“essence,” until he fnally found ona that showed
her as a little girl. This lyrical book offers one of the
best statemants | have read about the power of
photography to make the past kve and to being
back the dead. Photography (and photographic
media Fee videol serve up a paradox: thay make
the absent become present. Barthes wrote,

For Denth must be somawhaere in
& society; if i is ne longer for less
intenselyl in redgion, it must be
elsewhere; perhaps in this image
wiich produces Death while trying
it presevve life. Comtemporary with
the withdrawal of rites, Photagraphy
may correspond 1o the intrusion, in
our modem socily, of an asymbalic
Death, outside of religion, sutside of
ritual, & kind of abrupt dive into &
titeral Dewth. LifeDeath: fa
paradigm is reduced o & simply
click, the ome separating the i
pose from the final print!

Michale Qrinsiead, Infabiied, 2003,
48 x 60 inches, lambda priat

Inhabited is a very “femming” exhibition. | don't
mean by this that it's “feminist,” rather, it manifests
@ female sensibility, Aithough Juanita's son Bill
lived on in the house after her death, and althaugh
it features images of her husband (Bilfs father)
Beau, the house remains a maternal space, with its
sad pocked surfaces, crinkly drasses, antique
candy box, and dried-out jars of sintments, The
strang prasence of Juanita’s own mather through
yellowed newspaper clippings, photos, and cards,
adds to this matriarchal aura, The installation is
likely ta work more powerfully on those wha, a5 |
do, grieve over the dementia or deaths of their
mothers, grandmothers, and old great-aunts. Or
again, any grown adult child whao has faced the
hard task of disposing of closats full of their dead
relatives’ chothes may also be gripped with
poignant nostalgia and understand why these
artists bacama so haunted by Juanita, We can
hap that thrawgh their artistic tribute, Grinstead
and 0'Cannar have released Juanita from her
ghostly visitations, reminding us at the same time
of our own maortality.

Cymihia Froeland is @ phitosophy prolessos st the University of
Heowston, and suthor of this Book Sor i & Aa? | Dtond, 20011

Endnoins

i Roland Barthes, Cameva Licida: Reflections on Photography,
Transkated by Richard Howand [New York. Neondwy Press,
Tk . B2



Sulie Zaccagni - Fire Contralman Second Class L5.5
TEXAS, Vnloran 184042, gelaiin sibver photograph, 1596

Facing History

CREW: The Men of the UL8.5. TEXAS
Photographs by Will Michels
Imterviews by Ephraim Dickson
March 6 - April 4, 2004

Galvestan Arts Centor

Marisa Sénchez

During his last semester as an architecture student
at Prant Institute in New York, Will Michels made &
life-changing decision 1o pursue phatography
sariously. For fiftean yaars now, he has been fully
engaged in the medium and has found an eye for
portraiture. In 1994, ha began his first parsonal
body of work, in which he sought to examine and
recard on film his awn image through salf-ponraits,
Every Friday morning for six months, he woke up
and shat three ralls of film, documenting himself in
hie apartment. For Michels, this regimen served to
battar teach him photographic technigues and the
machanisms of the camera, but it also revealed his
tremendous self-disciphing and understanding of
the human body in relation to the camera’s lens.
During these private hours, Michels developed a
lasting knowdedge of photography and his own
practice; il was at this time that Michels
discovered the square format, which dominates his
wiork oday. As a result of these experiences, his
training as an architect and his work as a
photographer merge with full force in his ongoeng
project, CREW: The Men of the 5.5, TEXAS. The
exhibition includes nearly fityy black-and-white
phatographs taken by Michels between 1996 and
2003; approximately fifty oral histories conducted
by Ephraim Dickson between 1998 and 2002; 28
histaric photographs as well as scrapbooks and
souvenis phatologs made by the crew; and a web
site [www . CREWUSSTEXAS com). The result of
aight years in the making, Micheds’ photographs of
the veterans is ona part of a larger, ambitious
attempt to documant as many active veterans who
sirvied on the ship s possible. Thesa photographs
revial Michels' deep respact for his subjects and
thedr experignces,

Michels” investment i this project began while
working on the battleship as the project architect
responsible for its restoration fram 1535 o 2000
While restoring the ship, he began to encounter
remnants of the lves that once inhabited the
spaces, such as a discarded fork discovered
behind a locker. These matarials hawnted the
photegrapher because of his fascination with their
origins, Who had used that fork? Who had slegt in

that bed? Who had walked through that doansay?
As each day offered somathing remarkable, he
found the 34-year history of the ship reflected in
the lmgering artifacts. Realizing that the histary of
the UL5.5. TEXAS was ingxtricably tied 1o the
individuzls who senned onboard, he thought about
pursuing a photegraphic project 1o document the
man of the battleship. Plans were under way when
ha met Ephraim Dickson.

Dickson was a volunteer on the batleship and
was onganizing a new foundation dedicated to the
Battloship Texas. He met Michets, and after several
conversations, which revealed Dickson's interest in
collecting oral historbes, the: twa poined forces.
They started looking for funding. Michels had
mitially recerved a generous grant from the Cultwral
Arts Council of Houston Harris County thraugh the
Lawndale Art and Performance Center in 1997,
Later he received a fellowship from the Houston
Certer for Phatography in 1999 and that same year
exhibited sixigon of these photographs at HCP.
Since then, the project developed substantially
but the biggest challenge lay ahead: locating
over a thousand living veterans scattared
throughout the U.S,

Michels bagan his search with a generic letter
mailed to the men that included a simple
propaosition: “| am writing to ask if | can take your
partrait...” As is evident in the ephemera on view
in the exhibition, some of the replies were sent by
wadows notifying Michals that their hushands
would have been eager to share their staries, but
had since passed sway. These rephes undersconed
the wrgancy with which Michels had o procoed in
arder to ensure that thesa personal histories wire
racordad before the last of the men ane gone.

A vintage panoramic photograph loaned to the
exhibiteon by vateran Charles Denba ilusirates one
of the first waves of men to hit the beaches on D-
Day in 1944, Michels had originally discovered a
copy of this photograph when he interviewed
veteran Bob Lang; to Michals' surpeise and good-
fortune, Lang had handwreten on the border of the
print the names of all 63 men pictured. This
photograph was unlike several hundred images
Michels uncovered in the battleship archives. He
wanted to know af of the names of the men
pactured fram lewstenant, mess cook, storekeepar,
war correspondent, 1o civilian; a hierarchy of
service on board the ship that Michels deliberately
ohliterates in his portraits. Athough the labels
indicate the veterans” position, Michels’
photagraphs focus on the individual. He presents
each vieteran singularly and with dignity. In tum,
the photographs reward the viewer in the clarity
and simplicity of the composstions. Primarily
centered in the foreground of the phatograph and
looking directly into the lens of the camera, some
men appear mone expressive while others boak
raluctant.

Michels' photo shoots typically consisted of
twao houwrs with each veteran on site in their homes
all awer the country, from California, Florsda, New
York, and linois. He peeferred 1o phatograph the
mid i thear home eavironments (from dated but
comionable living rooms: to well-worn front
porches) since his portraits were about “who these
indreiduals are today,” not who they were sixty
years ago. Despite the comforting backgrounds,
soma portraits, like that of Ed Reicher, First
Ligutanant (1947- 1945 reveal a past that can never
be forgotten. His face, his stance, and feutenant’s
cap speak of the weight of responsibilities he bore

on the ship during World War 1. Unlike sy other
photagraph on view, Reichert’s exposes a
psychological imtensity that reveals the harsher
side of the memary of war. His facial expression
signals a profound sense of mental anguish and
uncenainty.

One of the most successhul portraits on view is
Julig Zaceagni — Fire Controlman Second Class
(1940-1942), & shat taken almost by chance.
Michals spant several hours with Zaceagni, talking
with him about his job and experience on the
battleship. After they had finished talking, Michels
packed up his Hosselblad and twrned to say
goadbye when seddenly Zaccagni reached into his
pocket and pulled owt 8 dog-eared snaphsat of him
standing on board the ship as a young man.
Michels grabbed his camera and captured the
proud Zaceagni holding & picture of himself from
YRArs ago.

In a few cases, Michels photographed veterans
on board the ship, a5 seen in Wilmotr Ragsdale,
War Carrespondent Time/Life {June 1844). Michals®
partrait of the lormer correspondent places him on
the exact spot whire a5 3 young man he narrowly
escaped death after leaving the area seconds
before a German shell exploded.

Respactiul of the long history of phato
journalests, Michels included two photographs
taken by Ragsdale in the exhibition. One s of an
injurid shipmate, Anthony Peppe Baing Lowered
Tfrom the Navigation Bridge, 1944, Michals
successfully comacted Peppe whose portrait
shows him standing behind a screen door inside i
the foyer of his home. Peppe wears a bold (5.5
TEXAS sweat-shirt while a decal of the American
flag mounted to the door waves its stars and
stripas. Michels' reflection is visible in the door
bahind the patrictic veteran. One is reminded of
Robart Frank's The Amerncans [particularly
Barbarshap through Screendoor-Me Clelanville,
South Carofing) and of the sell-ponraits by Lee
Friedlander who phatographed his shadow as a
weay of recording has interaction with American
urban landscapes.

For this viewer, thesa photographs are not only
about the veterans but they are slso about the
photographer—has personal experience on board
the battleship and his desire to insert 2 human
elemant back mto the stenlity of a ship that had
been put i rest. Each ane of these men pictured
are pan of a pivotal peiod in American history, yet
in their collective efforts the individual becomes
absorbed into that history and, over time, memary
tades and faces no bonger have names. It is
through Michels’ pursuit of facing that histary that
he focuses on the individual What inspires the
vigwar about his work is not so much how the
photographs funetion independently of sach other
bait how thiey function as a whole portrait of a
peneration of American men who served ther
country. For Michels, who is donating a set of prnts
and materials to the Battbeship, it is clear that this
project is more about giving something back
history than challanging contemporany Ssues of
presenting cutting-edge work. The porraits are
quiet, thoughthd, and serene. "In the begwnang. |
took these portraits for mysell, ., | now see the
bigger picture and am eager to shase these faces.”

Marisa C. Sincher is Corstovisl Assistent for Photography
1 the Museun of Fine Aits, Houston,



The Devil’s Playground

by Nan Goldin
published by Phaidon
November 2003

Chas Bowie

There are fawr conte:

b their artworks

Bingrap t
a8 Man Goldin, and even fewer who are ag willing
as she to lay bara before their audience, presenting
themsalves as existing in a maetstrom of friendzhip,
batrayal, romanticism, drug abuse, loss, and
icy. In The Dewil's Playground, the massive
collection of over 500 recent photographs, viewers
gat a chance to catch up with Goldin's life; to see
[aces familar from hir past work; 10 meet new

and ultimately to § h

s and fri
maie things g, thie mare they stay the sam
The hook itself is gorgeous, physically
imposing: and although it contains minimal text, it

requires repeat viewing |ust 1o make it through
once. The photographs are divided into thematic
chapters such as the clumsily named, “From Here
to Maternity,” "Empty Rooms,” and “57 Days
Roozavelt Hospital, New York City.” Most of the
images are printéd full blead withowt borders, and
many of the best phatographs are spread over
s, so that the seam of the book

ly disrupts the image. Despite this flaw,
Thae Dewils Playgroond is a mastedully designid
manograph whose scale and w e alome will
ensure it @ place in the pantheon of classic
photagraphy books

When the book opens, we find Goldin as an an
warld globetrotter. Thanks to wo decades of
artistic success, she and her omaipresent
entourage have a travel budget nows; and through
the artist, we see Icelandic moss-covered
boulders, Sicilian grottoes, French forests, and
Egyptian twilights. Goldin's wark 15 typically
associated with a seedy grimness and desolate
isodation, hare she proves that she is capable
of capluring moments of tenderness and serene
beauty. One of the most memorable phatographs
from The Dewl’s Playground ks Breakfast in Bed,
Haotel Torre di Bellosguardo, Forence (1996)

Against beautifully parted white curtains, the
photo depicts a consummate Europaan breakfast
with poached eggs, croissants, a teakettle, and
fresh fruit. Symmetrical and subtly toned, it is as
lavishly rendered as a Dutch still-lifa painting.
Among these tranquil and calming shots are, of
course, portrans of her companions. Mast of the
players are a litthe grayer and more fatigy
looking than her Bafad of Saxual Depem
posse, but Goldin appears to
towrard youth. Sin

35 fec
baroque eouch in @ manner reminiscent of the
contemporary painter Elizabath Peyton
As the tithe of the book suggests, the good
timas don’t last for kong, and we are soon
transported to Roosevelt Hospital for a 2-manth
stint in rehab. The photographs from this period are
ncholic and cool-toned. Friends visit and
ed; we see an orchid that
B3 baou and & game of Scrabble in
which the players have added the words “detox”
and “gin.” The following chapter, “Falling into an
Empty Poal,” is a gory accouwnt of an accident that
Gaoldin sustamned while taking pho
Muriels Wedding. The fall resubted
wrist wound through which you can see her white
arm bane peeking out. In addition to this monster
gash, we are treated to photographs of more
antiseptic rooms and bored-looking well wishers.
Mo matter how much we may root for the artist,
though, the bad times don't end there. Several
Goldin relapses and is committed to

chaplers late

the Priory
the Roosevel

IreEtment Can
Disnay Workd. A haunting photo tithed Self-Portrait

i D

vis included: and Smoking in My Room, a
shadowed self-porrait, ranks amon:
photographs of institutions and captivty in
The most chilling photograph of all, thoug
frash grave whare somebody has left a floral
arrangement spalling out the word “Nan.”
Basides her candid documents of her persona
drug scena, Goldin is also known for her frankly
soexual portraits, and she doesn’t stray far from
these roots in The Devil’s Playgrownd. There are
multi-page spreads of Valerie and Bruno i
as well as Clemens and Jens, Marina and . il
Chrigtian, and Simon and Jessica. However

manotanous the chapters get, they are ahways
salvaged by knock-out individual pieces likes
on and Jessica in the Pool at I Avignan,
and 5 ica U, Paris

The Devil’s Playground highlights two notable
araas of antistic growth in Goldin's oewvre, The
first area is her use of ambient light to create
dark, smoky tones. On-camera flash is ranely
deployed in the photographs here, and the results
are deeply sensual and evocative, The other
striking development is her attention to
unpopulated spaces, empty beds, and vacant
reoms. Although Goldin will forever be known as a
partraitist, much of the strongest work in The
Dewil’s Playground is contained in the chapter
“Empty Rooms.” Goldin presents us with blankly
romantic bedrooms that house burnt mirrors, a

stion of Turkish curios

1 Holding Jes:

smaoldering

0n's house, and & well-wonn hotel pallow
atop a stripped bed. Human presence lingers
arge in these empty rooms, and viewaers are able
10 fxpenence thir latent emotions without tying
them directly to specific faces.

Fans of Goldin's work have had nearly 25 years
to watch her career skyrocket and lull, and through
har photographs, w watch her and her extended
family grow. |t is more than a little depressing,
then, o see her continue to struggle with her drug
addictions in these recant works. After all these
wears, it feels as if we are seeing reruns, or at the

abowe heft: Joanns
© Nan Goldinicourtesy . Mew ik
resux Island, 2002

o Wlaskes: Gallary, Now Yok

least, a destructive cycle set in an endless spin,
Even Brian, the abusive villain of Ballad of Sexuwal
Dependency, makes a few appearances in The
Devil’s Playground, and it iz impossiblea not w fesl
a disappointment that his presence lingers in her
Iife. If in art we look for redemption and solace,
wa might yield 1o the title of Goldin's new book.
ic a5 her photographs are,
artist and her

more S0 tha

subjects remain trapped in 8 purgatorial
playground where they cyclically reenact the

Chas Bowie is &

artist and

Periland, Dregon
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In Memoriam: John Coplans

The art world was dealt a triple blow with the
death at 83 in August 2003 of John Coplans.
A founding editor of Artforum, then a
museum director, and finally a renowned
photographer, Coplans was stll producing
miportant work in his last years despite the
challenge of severe vision loss due to macular
daganaration.

His photographic career, begun when ha
Was already Near NOMMAal Melinement age,
spanned three decades and hs prints have
been shown and collected by mussums all
o th wiorkd, including the Museum of
Modern A, New York; Centre Georges
Pompidou, Pans; and the Tate Gallery, London

An extremaly talented writer, e produced
several important monographs on artists such
a5 Paul Cezanne and Ellsworth Eelly, as well as
wondarfully readable statem about his
own work and life. He retaned an upbeat,
playful curiosity into old age, never boring with
100 much gravity or sentimentality, but
nfarming himself and his readers with the
historical lessons relevant to his artistic pursut.

Coplans made a unique contnibution to
photography, crossing ower from the world of
high art to create honest, innovative self-
portraits of his unglamorous, aging body.
From tha first picturas to the last, he
cormbined a ngorows formaksm wath a sense
of spontaneity, finding new shapes and poses

again and again. His use of the silvery black-
and-white aesthetic of the Polaroid positive-
negative process, and the often remendous
prints ha displayed, set a standard of
technical axcellence and appropriatenaess that
fewe tracktional photographers could match,

Often working in diptychs, triptychs and
guadruptychs, as well as largar growpings,
Coplans' explorations relied greatly on
gesture and the subthe but significant
differences between similar poses. In
addition 1o asking us in each individual picture
o consider the physical manveds of the aging
mabe Dody and the detais we would
otherwise never notice, with the
juxtapositions of his seres he constantly
challenged our perceptions—:the laziness of
them, the lack of rigor.

Through scale, selecton and repetition,
Coplans mage every view, Every move
refreshingly new and monumental. Ove
the evolution of the work and the natural aging
procass of the antist conspired to build an

n
g,

ceuvre of rare power and presence.

Susan Kismarnc, curator of phatography at
the Modem, summed up his contribution in a
recent articla in Artforum, writing: ~Shockingly,
no one had ever made such pictures.”

Shocking, becausa work of this caliber
almost ahways leaves the viewver with the
sensation of its necessity—its inevitability,

Johin Coplans
Self.Portrai (Seated Figure, No.8), 1987
fpelatin siver photograph diptych

Perhaps the clearest precedent of Coplans’
work would be Greek sculptural fnezes made
thousands of years ago. How could it have
taken so kong for such work to exist again?

Bom Jewish in England and rased
barween there and South Affca, John Coplans
was a combat veteran of Workd War |I;
equally, he was a relentiess batler in the
trenches of the California and Mew York art
worids of the 1950s, "G60s and "70s, first as a
painter and professor (though he never
finished high school) and then as a critic
and curator. His stubbornness, clarity,
honesty, and utter willingness to make
enamies wera lagendary,

Ag his stenning, 25-year sell-portrait
makes plain, Coplans was a giant presence
whaose impact on the world of art and on the
Ives of the pecple who knew him will be
strongly felt for a long time to come.

o, baached. edvior and an

Cuarwid B man i3 3 phctiogragtes, cu
critic. e lves in Alsany, N Y




HCP 2005 Collectors’ Print Program

1. Kevin Kwan 3. Bridget Milligan
Rubicon £21, 2005 Happily Never After, 2001
Chromogenic print Gold-toned gelatin silver print
2. Jason Dibley 4. Deborah Bay
Goodmight Max , 2005 Untitled, from the series
Gelatin silver print The Fringes of Cyberia, 2004-05

Type C print

£
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