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“Digital vintaging” is a key element in obtaining the distinctive look of her
pieces. Taking the idea of staging a scene one step further, the digital
artist now can simulate with computer effects the scratches, tears, dust,
dirt, and smudges to give the viewer a perception of something weathered
from time. The results are amplified when paired with an old, ornate frame.
When viewed this way, the work becomes less strictly a photograph and
more like an art object. Even the final piece can itself be considered staged,
engineered to continue the facade and shift in perception.

This type of process inevitably evokes a nostalgic feeling, perhaps of loss.
One of the ways we escape modernity is to dwell on the past. O’Brien
skillfully references this past we yearn for, but includes elements—whether
it is youthful models, digital manipulation, or modern ideas—that delicately
keep a hold on the present.

Magdadela (2007).




HOIlY ANAres
stories From a short street

Text: Pat Boas

Above: Fiona I (Date), Opposite: Fiona Il (Date).

Holly Andres has always had a fear of flying. So, anticipating a cross-
country trip from her home in Portland, Oregon, a few years ago, she
decided to try hypnosis to help alleviate the anxiety she felt at the thought
of boarding a plane. The hypnotist's method was to “take her back in time,”
searching for an early key to the phobia. Under his spell, Andres had a
crystal clear vision of the time her sister gave her a home perm.

It was a school night and her brothers and sisters were eating dinner while
one of the older girls wound Andres’ blond hair around spongy pink rollers.
Hypnotized, the grown-up Andres could smell the sharp tang of the curling
solution mixing with the mashed potatoes and gravy, and feel the slick
warmth of the overhead fluorescents shining on her face. The trauma
came when her sister found lice. The family spent the rest of the evening
running to the drug store and frantically boiling everything the hapless
little girl might have contaminated. She remembers feeling ostracized and
deeply ashamed.

Andres’ trance-induced vision formed the basis for “Fiona |,” the first of
her “Stories from a Short Street” series of large-scale photographs. The
image deploys seven children in a composition referencing da Vinci’'s
“Last Supper,” with Fiona, a young neighborhood girl who attracted
Andres’ notice because she resembled her younger self, staring out at
the viewer from the central position. Painstakingly recreating the sense
and substance of a particular memory—a process that involved Craig’'s




Above: Amber (2006), Opposite: Calvin (2006).

List calls for subjects, numerous trips to garage sales and thrift stores
seeking the right props, and technical support from Andres’ husband and
fellow artist, Paul Rich—introduced Andres to the realm of constructed
narrative photography. Digging back into art history for compositional cues
additionally put her in the company of lesser known conceptual artists who
quote da Vinci’'s masterwork for more overtly political ends, such as Renee
Cox’s racially charged and gender-bending “Yo Mama'’s Last Supper” and
Israeli photographer Adi Nes’ subtly homoerotic 1999 “Untitled.”

Prior to this, Andres used photography alongside film, video, sculpture
and installation to examine the effects of media and consumer culture on
the construction of identity and gender in adolescent girls. With the “Short
Street” series, however, she began excavating her own childhood stories,
of which she has plenty. The youngest of a family of ten, Andres grew up
in Missoula, Montana. Between the ages of six and eleven she believed
the story her older siblings had concocted: that she had been born male,
but in order to maintain an even number of girls and boys in the family
her parents had castrated her and kept her penis in the freezer in case
she wanted to “change back” when she was older. Her response was to
fashion herself into the girliest girl she could imagine.

For a time the large, anarchic family actually lived on a street named
Short, a fact that dovetails nicely with the title’s invocation of the brevity
of childhood, the fleeting nature of memory and the “moment in time” that
defines the photographic project. Here, overt cultural critique is replaced by
a nostalgic formalism that shelters instances of adolescent ambivalence.
The girl in “Amber,” for instance, stares into space as she lies straight
as a board on a bare blue satin mattress, a pool of golden light from the
bedside window settling on her primly night-gowned torso, her unblinking
consciousness contrasted with the feline oblivion of the cat sacked out
alongside her. This image, says Andres, has on occasion been construed
as referencing sexual abuse; yet one may wonder whether Amber is
victim or rather under the spell of her own existential anxiety. Though the
pooling light and the slightly opened drawer of the beside table may hint at
a modern Annunciation, something in the young girl’s gaze suggests she
is no longer able to keep herself afloat on the saccharine bible stories of
the cartoon-like Jesus and Mary in the filigreed frames hung on the wall
above.




“Calvin” features a young boy in a patriotic t-shirt and mismatched pajama
bottoms staring just as blankly. But his gaze is caught by a TV console, the
cool light of which casts his large shadow against an Arcadian landscape
painting hung on the wall behind. The shadow of a stag’s head mounted next
to the painting seems to be whispering its secrets, but for the moment the
boy remains innocent. A golden light, similar to that in “Amber,” emanates
from the hall, this time signifying a more earthly presence. Here, as in all
of the other “Short Street” images, adult authority remains off-camera, yet
each child’s reverie is witnessed by representatives of tamed nature—the
stag’s head or a caged bird or kittens in a cardboard box—or by pairs
of decorously kitschy figurines. In “Fiona II” magazine cutouts of stylish
models arranged by color on the living room floor simper as something
unseen draws the kneeling girl’s half-guilty, half-accusing gaze.

That gaze is the collaborative wild card that working with children brings
to Andres’ process. Whatever stagecraft she employs to bring her
recollections to life she relies on the reactions and responses of her
subjects to keep her in touch with the strange mythology of childhood. As
a result, the timeless world Andres conjures, for all its complexities, hints
at the innocent grace with which many of us survive our early years. These
photographs may not depict your memories, but they are familiar enough
and peculiar enough that you just may remember them.




EOLO PERFIDO
PROPAGANDA

Text: Michael Jones

Another anniversary of September 11. Another October passes and U.S.
troops are still looking for Bin Laden in the foothills of Afghanistan. Another
dozen names of dead troops stream on the nightly news as the latest
report from Iraq gets filed by a reporter in the Green Zone.

Another long line forms at the airport, while a 70-year-old grandmother of
six is told to take off her shoes. A Muslim family of four from South Africa is
detained at an airport customs check while trying to vacation in Orlando. A
group of Quakers advocating peace in Fresno are infiltrated by police.

These are the everyday facets of the War on Terror, a subject which
plays predominately in Eolo Perfido’s photographic series, Propaganda.
Propaganda, in Spanish, literally means advertising. In Eolo Perfido’s
photographs, one senses that his images are an advertisement for the
type of raw rage experienced by six years of war, terrorism and fear.

In the series, Perfido uses grave, harsh and sometimes violent imagery to
ask, perhaps, one resolute question: Where does war lie?

It's up to the viewer to make their own judgment on this question. Perfido,
whether he knows it or not, channels the spirit of Albert Camus. Camus
wrote, “We used to wonder where war lived, what it was that made it so
vile. And now we realize that we know where it lives...inside ourselves.”

And Perfido uses this fact to portray his photo subjects as a product of
the conflict, chaos, disorder, rage, and lulled sense of security that have
symbolized U.S. foreign policy since September 2001. Given that he was
born in France and currently lives in ltaly, as an outsider to the States, he
is able to portray this perspective from a distance. But Perfido captures all
of this well, using three visually captivating constants streaming through
each photo: a “silent scream,” gauzed eyes, and the ubiquitous presence
of the stars and stripes.

In Propaganda 1, the depiction of terrorism manifests in a Timtohy
McVeigh-like image, with an executioner squeezing the head of a convict
in an orange jump suit, his hands tied to an electric chair with strands of
fabric from an American flag. This photo is perhaps the most appropriate

Opposite: Title Needed Here (Date).




image to launch the series, as it shows what we’ve all learned over these
past six years: that terrorism starts when a conscious decision by a state
or individual to do violence against another becomes acceptable. In this
case an executioner squeezes a prisoner’s head as the switch prepares
to be pulled. The same justification that will kill this prisoner, as Perfido
eloquently shows, is the same justification used by others to fly planes
into three buildings on 9/11; violence as the solution to when a person or
a nation feels wronged.

Above: Title Needed Here (Date), Opposite: Title Needed Here (Date).



From there, Perfido goes on to show the connections between terrorism
and commerce, terrorism and religion, and terrorism and torture. In several
images, Perfido depicts his subjects as if they were models in a patriotic
fashion show. The viewer sees a beautiful woman looking into a mirror,
decked out in sexy clothing, only to be repulsed by the image she sees
staring back at her. A man in a suit worthy of a GQ cover photo stands
stoically, devoid of emotion and blinded from seeing how militant his new
fashionable look really is. Propaganda 5, however, correlates directly
to the relationship between terrorism and consumerism. Remember
President Bush’s line shortly after September 11, when he urged the
American people to go shopping? Somehow the greatest weapon against
terrorism, in the days after September 11, became the shopping cart and
credit cards. How appropriate, therefore, that Perfido uses this image to
show an androgynous individual swathed in an American flag while resting
in a shopping cart — creating the illusion of a safe haven; a marketplace
that will protect people from their fears.

Perfido’s photographs
have a metallic, acidic
look to them, straight
out of a grunge video,
if it were filmed in Abu
Ghraib prison. Pro-
paganda 8, with its
electric clamps and
camouflage uniform,
exemplifies this. The
photo again utilizes
a silent scream as a
way to convey rage.
Elsewhere, this silent
scream reveals men-
acing, razor-like teeth
that almost jump off
the page, if one stares
at the image long
enough. According to
some dream interpret-
ers, teeth are a sym-
bol of power. In Perfi-
do’s images, the teeth
seem to be a biting
and symbolic gesture
to the exercise of U.S.
power.

Above: Title Needed Here (Date), Opposite: Title Needed Here (Date).
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But what might be most striking about Eolo Perfido’s imagery is the level of
technical proficiency and honed vision that he shows, even though he has
only been using a camera professionally for about seven years. Perfido was
born in 1972 and he began taking photographs at age 28, which he admits
is a late start.

“Photography has arrived quite late in my life, but fortunately passions have
no time,” Perfido says. “To take pictures became something that went over
the simple image realization and has changed deeply my way to experience
life and to relate to others. 'm the kind of photographer that likes to take
pictures of people, and I'm trying to improve my sensibility day by day to let
myself go deeper in their intimate image.”

While it's a stretch to see intimacy emanating from any of Perfido’s
subjects in the Propaganda series, one cannot deny that Perfido himself
has an intimate grasp of constructing scenes that show the emotional and
psychological savagery of fear and its effects on a people.

Noam Chomsky, the leftist academic from MIT and author of numerous
books on terrorism and media in the wake of 9/11, once said that “Wanton
killing of innocent people is terrorism, not a war on terrorism.” In Perfido’s
images, one could argue what connects all of these photos, in addition
to the screams, flags, and bandages, is the profound loss of innocence
represented in each depiction. For this reason, Propaganda 6 might be the
strongest image of all the pieces, as it compares and contrasts the cynical
and frightening world of adulthood (a mother terrified), with the insecurity
and wonderment of childhood (a little girl, clinging to her mother, unsure of
what to make of her surroundings).

In all of these images, only a few subjects are shown with their eyes
uncovered — the executioner, the minister, and the little girl. The contrast
of what these figures see with their open eyes shows the innocence of a
child when it first begins to navigate this world, to what a child becomes
as the world takes its hold. Each sees the world differently and as an adult
develops his or her own agenda, even though all were once as innocent as
the child.

If Propaganda really is advertising, then it’s fair to say that Perfido’s images
are a commercial for the soullessness of a War on Terror; Perfido’s images
a reverse psychological experiment to show what happens to a person or a
people when they travel down the slippery slope of flying planes into towers,
or dropping cluster bombs on Afghani schools. It's a testament to Perfido
that in such a short time crafting his skills behind a camera, he’s able to
construct such vivid imagery, with such a sociological and political punch.

Opposite: Title Needed Here (Date).
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Fernando Montiel Klint, Sobradosis (2005).
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The Photomedia Center is a non-profit arts organization which promotes
the creation and exhibition of fine art photography and digital media.





