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In a digital age, is it possible to have a renaissance in film? Award winning nature
photographer Rodney Lough Jr. emphatically says “Yes”. “Wilderness and natural beauty
inspire me to find new unique places to capture on film. I enjoy the solitude, the exploration
and the physical nature of landscape photography. With over 40 pounds of camera gear on
my back hiking through the wilderness, there is an inherent value and sense of integrity in
working towards capturing beauty. I shoot Fujichrome Astia 100F Professional because of
the sharpness, color accuracy, and latitude. I use Fujichrome films and print on Fujiflex
Crystal Archive Printing Material simply because they are the best for me. Over the years I
have tried many films and papers. For me, Fujifilm products are perfect!”

Nueva Luz is made possible through subscriptions, our Print
Collectors Program, the National Endowment for the Arts, the New
York State Council on the Arts, and the New York City Department
of Cultural Affairs. En Foco is also funded in part by the Rockefeller
Brothers Fund, Artography: Arts in a Changing America (a grant and
documentation program of Leveraging Investments in Creativity,
funded by the Ford Foundation), Senator José M. Serrano, the
Carnegie Corporation of New York, the Bronx Council on the Arts
and JP Morgan Chase, the Lily Auchincloss Foundation, Canson
Infinity, Lowepro, Bogen, Archival Methods, Fuji Film, Print File,
Modernage Custom Digital Imaging Labs, WNYC.org, members,
subscribers and friends.

© Angie Buckley

Ta b l e o f C o n t e n t s

Miriam Romais and Hannah Frieser,
in Light Work's gallery, Syracuse, NY

"… humanistic traditions recognize that our commonality lies not just in our similarities,
but in our multiplicity, and that this multiplicity cannot be contained within any
one country, culture or ideology. We can value each other although we are not the same.
We can experience one another through one or another aspect of our own multifaceted selves."
—Kerry Tremain, in Witness in Our Time: Working Lives of Documentary Photographers
(Smithsonian Institution Press: 2000)

When En Foco launched its first photography competition in 2009 with the help of
Canson Infinity, we were excited to review the work of so many amazing artists. This
issue features work by the top awardee in each of its categories: Mustafah Abdulaziz
(People), Stella Kalaw (Places), Pato Hebert (Things). Twelve other artists received
honorable mentions: Alejandro Cartagena, Keliy Anderson-Staley (both are runnerups for the 2009 Aperture Portfolio Prize), Hiroyo Kaneko, Samar Jodha, Sanja
Knezevic, David Zimmerman, Terri Garland, Thodoris Tzalavras, Katrina
d’Autremont (awarded the 2009 Silver Eye Fellowship), Mary Ellen Bartley, Wendy
Phillips, and Juan Giraldo. I hope you'll visit our blog (http://blog.enfoco.org) to
view their work.
What was also notable about this competition, is that it gave En Foco the opportunity
to explore diversity beyond national and ethnic borders, welcoming submissions
from photographers of all countries and cultures.
This spring we co-chair the 2010 Society for Photographic Education’s national
conference alongside Hannah Frieser from Light Work. Creating the theme, Facing
Diversity: Leveling the Playing Field in the Photographic Arts, was a natural way for
En Foco to be involved in a discussion about the relevance of diversity, and what it
means today. While great strides have been made in some areas, there is still a silence
surrounding the topic in the photographic arts, as if we are beyond needing to talk
about it––as if we have indeed “overcome.” The PDN article, Confronting the Photo
Industry’s Lack of Diversity (June 2009), is a reminder that this is not the case.
This Nueva Luz Intercambio section highlights Don Gregorio Antón's insights on the
challenging subject when it comes to education.
Meaningful work is created every day by artists dealing with ethnicity, race, religion,
sexual orientation, age, politics, class and more. By learning from them, we are all
richer for it.

Miriam Romais, Editor

Nueva Luz will make accommodations under
ADA guidelines for those needing large print.
Cover: Pato Hebert, untitled, Trying to Catch Your Breath series,
2008-09. Archival pigment print, 13x10"

Nueva Luz

1

Mustafah Abdulaziz

Mustafah Abdulaziz, untitled, Patagonia Cowboys series, 2008. Archival pigment print, 20x30”

Artist Statement
“Located at the bottom of South America, Patagonia stretches from 40 degrees to 55
degrees south, finishing less than 1,000 km north of Antarctica, the closest point to the
bottom of the world. Made famous by the British travel writer Bruce Chatwin in his 1977
classic In Patagonia, it is an area defined by sweeping mountain ranges, brutal climates
and vast plains so remote that if Manhattan possessed the same population density,
fewer than 50 people would live there.
In this isolated land lives a changing culture: the Patagonian cowboy, or gaucho, who
roam with their sheep and cattle in an existence that has changed little since the 1900s.
Yet the commercialization of the region has brought about a great many changes. Here,
at the end of the world, traditions are being passed on to the new generation.

untitled, Patagonia Cowboys series, 2008. Archival pigment print, 20x30"

My goal is to use photography as a means to communicate effectively and accurately
across borders in order to create bridges of understanding in an increasingly technologically interconnected world. I wish to document people and cultures whose lives
may not contain the drama of world news or the visceral power of war and conflict,
but whose daily struggles and ways of life are changing as our world moves into this
new century.”
Mustafah Abdulaziz
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Commentary

MUSTAFAH ABDULAZIZ
AND DANIELLE J ACKSON

Abdulaziz: They are called gauchos in Argentina and huasos in Chile. I never set out to
photograph cowboys. Much of what led me to Patagonia stemmed from a desire to
challenge myself as a photographer.
I was in this small town called Puerto Natales near the Chile-Argentina border and
after crossing a river on a small boat, met some cowboys in a pickup truck. When I was
offered to jump in the back and head into the bush, there was no promise of electricity
for my gear and no plan for return.

Jackson: How did you establish trust?
How can life experience affect a photographer’s ability to interact with the world and engage
subjects? Within photography’s sometimes purposeful, sometimes accidental history of “othering,”
there has been a void of dialogue involving those subjected to that limiting gaze. There is a need
for a cultural environment where photographs are being made by a multitude of voices and
distributed, analyzed, and filed in our collective visual memory. It is crucial that those subjected
to the gaze also tell stories (and not just their stories) especially through documentary photography
and photojournalism.
For cultural minorities, immigrant outsiders, kids living in racial isolation, religious outsiders,
the poor, for anyone on the margins of the Western vision of itself, there is a benefit: life experience
can give the gift of multiplicity. Where can you let it take you?
This interview shares highlights from a conversation between Mustafah Abdulaziz and Danielle
Jackson in December 2009. They discussed his work on the cowboys in Patagonia, his trajectory,
and his philosophy about making documentary photography.

Jackson: I imagine there is also a sort of intuitive language that develops, a sense of each
other's presence and permission.

Abdulaziz: Absolutely. They understood I was taking pictures, but one of the most interesting things about the cowboys was that they were independent in almost all areas of their
life and this extended to being photographed. They almost never made eye contact with
the camera and sometimes would leave me behind if I wasn't paying attention.

Jackson: Have they seen the pictures? Had they been photographed before?
Abdulaziz: At the rodeo I met a few other photographers, mostly travelers that were taking
pictures. But nearly all of the cowboys had not been photographed before. I sent prints
to the cowboy in the mountains, leading the horse. His family had an estancia (ranch),
and thus, an address. Most others did not.

Jackson: So they led transient lives?

Mustafah Abdulaziz: By chance really. My mother kept stacks of National Geographic in

Abdulaziz: Some did and some belonged to estancias in different forms.

If I can trace a moment when photography ceased to be something I saw and became
something I wanted to do, it’s the moment I opened Avedon's book. The raw impact
of vision still amazes me and has pushed me to achieve that in my own photographs.

Jackson: Were you always based in Philadelphia?
Abdulaziz: No, I was born in New York City and lived in four of the five boroughs before
the age of 10. Moving around so much as a kid, from impoverished areas to working
class neighborhoods to middle class suburbia, instilled an appreciation for being
the odd one out, which is sometimes the case when you enter people's lives with
a camera. I moved to Philadelphia at the end of 2007 to strike out on my own as
a freelance photographer.

Jackson: Do you mean you, as the photographer, are the odd one out?
Abdulaziz: Yes, not only does the camera set you apart, it impresses a certain dynamic that
I always try to stifle when photographing.
My background also separated me growing up. It took a long time for me to find that
I did not identify with either black or white, and that being both is its own identity.
Embracing this allowed me to feel confident when I might have otherwise felt uncomfortable or set apart.

Jackson: Yes, I can understand that. I think growing up the odd one out forces you

Jackson: I think it is really the human, intuitive, almost spiritual connection that allows
photographers to connect with complete strangers despite the limitations of language,
culture, and ethnicity.
What do you want people to take from your work?

Mustafah Abdulaziz was born
in New York City and received
an A.A. from Northampton
Community College for
Journalism. His work has been
exhibited in Magenta Flash
Forward 2009 in Toronto, Boston
and New York City; Project Basho
in Philadelphia and The Banana
Factory in Bethlehem, PA; and
the George Eastman Theater in
Rochester, NY. He is the first place
recipient in the People category
of People/Places/Things: En Foco
and Canson Infinity's international competition celebrating
En Foco's 35th anniversary, and
was also named one of Magenta
Foundation’s Emerging
Photographers of 2009. He has
recently moved to New York City.
www.mustafahabdulaziz.com

Abdulaziz: We have a short amount of time on this world and photographs can create
bridges of understanding. Many people will never have the chance to travel to far
places, where ways of life are shifting and fading. I want people to look at my pictures
and be able to see the beauty, whether tragic or uplifting, in the fleeting moments of the
lives of complete strangers.
I don't want my work to be just about beautiful things, though. Within conflict, within
a cowboy wandering through the mountains, within a mother caring for her child, there
are universal concepts that we can relate to, no matter our creed. Relating to someone
else makes it harder to dehumanize them.
That's what I'm after, finding those little bridges and making worthwhile photographs
that can make that connection happen.

Jackson: In what way would you like to grow as a photographer?
Abdulaziz: I would like to become more complex in how I photograph stories. I’ve been
studying Chris Anderson's book Capitolio. It creates such a visual space that you can
exist within his photographs. The images serve each other and enhance the viewer's
experience when viewed in succession. Some of the layouts are genius, and they serve
the overarching thread. That is what I would like to grow towards: utilizing different
ways to tell stories in more complex ways while remaining rooted within a thread.

Jackson: I think it's important to have a distinct voice; it is the counterpoint to the world

to develop a certain confidence but also a certain ability to move in different spaces.
Has your experience growing up in so many places, so many socio-economic spaces,
made you more comfortable in a variety of settings?

being over-photographed. You can’t say something is overdone if it looks different
every time you see it. For example, Chris Anderson and Jonas Bendiksen are two
Magnum photographers who shot in Caracas with very different results. Their stories
are totally different. They had different things to say and different ways of saying it.

Abdulaziz: It does force you into a certain level of comfort. I think it has made me more

Abdulaziz: I completely agree. My work in Patagonia isn't done and will be something

aware of the small details… and in many ways, I can relate.

Nueva Luz

meal a day, I did the same. Setting the bar at the same level no matter the culture or
language, no matter what you call home, is a sign of respect.

Danielle Jackson: How did you first come to photography?
our home in Pennsylvania and whenever I'd get in trouble and sent to the corner,
I'd flip through them. It was an odd way to engage with pictures, but once I went to
college for journalism, that engagement grew. I started searching out photo books at
Barnes & Noble where I came across Avedon's In The American West. Knowing nothing
about photography and reacting viscerally to a photograph intrigued me. I took one
black & white class and nearly failed it, but I kept going back to the bookstores.
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Abdulaziz: Whatever they did, whether it was riding horses for 12 hours or eating one

© Christopher Pike

A CONVERSATION:

Jackson: How did you meet the gauchos? Are they still called gauchos?

I revisit. For now, though, I want it to have a feeling of wandering, of silent transience.

Danielle Jackson is a writer and
head of exhibitions and cultural
projects at Magnum Photos New
York where she develops exhibitions for museums, galleries,
and festivals throughout the
Americas. She has spoken about
photography in lectures and
panels at the Whitney Museum
of American Art, the Southeast
Museum of Photography, and
Fovea Editions, among others.

Stella Kalaw

Stella Kalaw, Sala, Cubao series, 2008. Archival pigment print, 18x18"

Artist Statement
“I saw my grandparents once since migrating to America years ago. It was right
after I graduated from school in California. My heart ached as I sat next to Lola
(grandmother). I held her hand. She had been suffering from Alzheimer's disease
and diabetes for years. Before I left, she was still vibrant so it was difficult to see her
in this condition. Then Lolo (grandfather) came out from the dining room. I stood
up and greeted him with a mano (I took his hand and pressed it to my forehead).
I don't know if he recognized me, but I asked how he was doing. All he could mutter
was "Ha?" He was hard of hearing. My Lola died in 2002 and my Lolo passed away a
week before I took these photographs. Even when I was a child, I hardly knew them
despite having spent many birthdays, holidays and vacations together. My memories
are few but visiting Cubao resurfaced many that I had forgotten.”

Tita's Dresser , Cubao series, 2008. Archival pigment print, 18x18"

Stella Kalaw
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Covered Sewing Machine, Cubao series, 2008. Archival pigment print, 18x18"

The Piano, Cubao series, 2008. Archival pigment print, 18x18"
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Santo Niño, Cubao series, 2008. Archival pigment print, 18x18"

Dining Table, Cubao series, 2008. Archival pigment print, 18x18"
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Lola's Kitchen, Cubao series, 2008. Archival pigment print, 18x18"

Lolo & Lola's Headboard, Cubao series, 2008. Archival pigment print, 18x18"
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Commentary

CUBAO S

TELLA

KALAW

by Lisa Henry

Cubao invites the viewer to enter these rooms and create associations of nostalgia and
transience while Kalaw’s accompanying statement anchors the photographs in a personal
narrative of loss. These photographs make visible the subtle but undeniable connection
between people and place.
There is a danger that our everyday avalanche of imagery and interactivity will obliterate
quiet images, especially those that don’t focus on the figure. But the pull of place and environment is a feeling that we all share. Kalaw’s images help give us an understanding of our
common emotional life.
Kalaw’s move from the Philippines to the United States mirrors the path she took to discover
her voice in photography. As a young girl growing up in a traditional Filipino family, Kalaw
developed an interest in visual art but often felt pressure to pursue a more traditional course
of study. Kalaw’s mother, an accountant, and her father, a lawyer, were generally supportive
of her artistic exploration but there was always an underlying desire that she should find
a profession that would provide her with a solid financial foundation. "When I was living in
the Philippines, most full time photographers had to have a commercial business covering
everything from advertising to editorial work." Photographing empty rooms and landscapes
did not fit the mold.
Re-examining her personal and artistic goals in the early 2000s, she had to ask herself,
“What kind of pictures do I want to make, and what kind of pictures do I want out there?
When I looked back at what I had done up to then I didn’t see myself. I didn’t see work that
expressed my background as a Filipino, or my interests, or feelings. It became very important to be true to myself and live a meaningful life."
“I began to photograph as a way of getting back to my roots, getting back to the person I was,
by examining family and ideas of home.” Still she strives for universality. “It is important that
anyone can enter into those rooms and get something from it. That to me is very satisfying—
that anyone can come to these pictures.” While in some ways the photographs in Cubao evoke
an Asian meditative quality, the appreciation of ancestry and the simplicity of daily life,
Kalaw’s most important goal is to combine personal narrative with accessibility.

Lolo & Lola's Picture on the Wall, Cubao series, 2008. Archival pigment print, 18x18"

“Excellence is to do a common thing in an uncommon way.”
Booker T. Washington
Stella Kalaw’s series of quiet interiors entitled Cubao reflects her interest in the emotional
power of domestic spaces. The images are deceptively simple. Created in her grandparents’
home in the Philippines just after her grandfather’s death, these images show us spaces of
transition. The empty rooms—a bedroom, a living room, a kitchen, an entryway—have
clearly been lived. Some images reveal tiled or hardwood floors that appear freshly swept
with objects neatly organized on counters and tabletops. In one photograph small boxes are
piled in the corner. Without the benefit of reading Kalaw’s statement it may be unclear if
the residents are in the process of moving, changing the décor or merely living simply, with
little furniture and no clutter. The haunting austerity of each composition draws us in, even
as we wonder who or what these pictures are about.
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She contends that by drawing selectively from the past and the present while photographing
her immediate family’s homes in Manila, New York, San Francisco, Boston, and Budapest,
she can build work that has deep meaning. She chooses interiors and objects because she can
use them to “build a foundation and recreate a sense of home… I've lived half my life in the
U.S. and half in the Philippines—home doesn't feel like one or the other just yet. In a way
I have no home but I am recreating home in my photographs.”
For me, Kalaw’s work brings me back to my own transient movements. It reminds me of all
the different cities and dwellings that I have called home, and the imprint we leave on places
as we go about the business of our daily lives, grow in our relationships, think, work, eat,
sleep, wake up and start again. Our lives are spent in our homes, and in the homes of our
friends and family. But as we move out or move on, is the trace of our experience still in those
places to be seen or felt? Kalaw’s photographs show me that sometimes the trace is still there,
and a talented artist can capture it.
“You don’t have to have people to communicate emotion. If I have captured a space where
the viewer is compelled to spend time looking at it and gets an emotional feeling from it—
if I have done that, I consider that to be a successful photograph.”

© Erika Gentry

WORK BY

Stella Kalaw was born and
raised in Manila, Philippines.
She earned a B.A. in
Communication Arts from Dela
Salle University, Manila and
a B.A. in Photography from
Brooks Institute of Photography
in Santa Barbara, CA. Her work
has been exhibited at the
Singapore International
Photography Festival, The
Ayala Museum and at the
Silverlens Gallery in Manila;
Wall Space Gallery in Seattle,
WA; Kala Art Gallery in
Berkeley and at the Rayko
Gallery in San Francisco, CA.
She is the first place recipient in
the Places category of
People/Places/Things: En Foco
and Canson Infinity's international competition celebrating
En Foco's 35th anniversary, and
received an honorable mention
at the 5th International Polaroid
Awards. She is based in the San
Francisco Area.
www.kalaw.com

Lisa Henry is an independent
curator based in Los Angeles.
She is the curator for ON-SITE,
an exhibition of photography
and video that explores
landscape and domestic space,
on view at the ARTSBlock
Digital Studio, University of
California at Riverside, April 1
through May 30, 2010.
www.artsblock.ucr.edu

Pato Hebert

Pato Hebert, untitled, Trying to Catch Your Breath series, 2008-09. Archival pigment print, 10x13"

Artist Statement
“The images record my breath made visible when exhaled into the cold night air. This
very simple but beautiful manifestation of existence moves me. Like my breath, which
floats off into the chilly darkness, these images hover between figuration and abstraction.
They continue my explorations into the evocative and the ephemeral as they relate to
our well-being.
The title, Trying to Catch Your Breath, refers to the literal process of making the images,
my effort to try to record my breath in photographic form. Breathing is more of a process
than a 'thing,' but in cold air, the breath is made visible—ephemeral yet palpable, unstable yet compelling. The title also alludes to the spiritual process of trying to catch my
breath, to slow down and nourish a healthier, calmer mental state. The hectic pace and
imbalance in my daily living can lead to insecurities, anxieties and fear.
I am intrigued by the range of registers recorded by the camera in this series. The images
shift radically depending on the intensity of my exhalations, the temperature and
humidity of the air, and the proximity of the lens to the breath. These images evoke smoke
and clouds but are in fact a record of the brief moment when air from my lungs is then
exhaled back into the surrounding environment. For me this process is as fundamental
and profound as it is mundane. My pictures aim to dance in such an indeterminate
yet poetic space.”
Pato Hebert

untitled, Trying to Catch Your Breath series, 2008-09. Archival pigment print, 13x10"
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TRYINGTOCATCHYOURBREATH
by Elizabeth Shank

Each of the photographers in the Cloud 9 exhibition photographed clouds for a different
reason. With her editorial background, the positive/negative space within the frame interested Imogen Cunningham the most, in addition to the reproduction quality. Edward
Weston was continually obsessed with form and light; clouds lending themselves to human
likeness, just as vegetables and sand dunes were inspiring him at the time. And Alfred
Stieglitz, the most conceptual of the three, played with the notion of equivalence: how one
thing compares to or influences another’s value. In Stieglitz's influential cloud series entitled Equivalents, he questioned whether abstract forms such as clouds in the sky could
induce human emotions.
Pato Hebert’s ethereal, transformative ‘clouds’ are most similar to Stieglitz because they
aren’t clouds at all: the images are created by capturing Hebert’s breath on a cold night.
Rather than focus on form like Weston, or printing process like Cunningham, Hebert is looking deeply into human spirituality with this group of photographs. And he’s chosen a subject matter that is completely accessible to all of us.
The process is accessible as well. Hebert used a basic point-and-shoot digital camera for this
series. It began with an attempt at night vision using strobes, but once the concept developed, Hebert realized he would need a much simpler technique that made more sense for
the goal of the project: “developing a tension between technical mechanics and conceptual
poetics.” That doesn’t mean a technique wasn’t mastered. Hebert describes not only waiting
for the precise combination of temperature and humidity to provide the ideal environment,
but also the positioning of the camera: looking through the viewfinder (or not) while determining how deeply to exhale and how long to hold that exhale, and finally when to press
the shutter. For anyone who has played around with a point-and-shoot camera or a cell
phone camera, the child-like playfulness one envisions occurring during this process adds
even more to the finished photographs.

Pato Hebert, untitled, Trying to Catch Your Breath series, 2008-09.
Archival pigment print, 13x10"

I first saw Pato Hebert’s photographs last spring while I was working on our Cloud 9 exhibition
at Bruce Silverstein Gallery. The exhibition included photographs of clouds taken by Imogen
Cunningham, Alfred Stieglitz, and Edward Weston from 1924 - 1935. At first glance, Hebert’s
compositions immediately struck me because of their cloud-like form and the resemblance to
these earlier predecessors: stark black backgrounds, ribbons, stripes, poofs and pillows of white
haze in various densities in the foreground.
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Trying to Catch Your Breath is the brilliant title to the series. Hebert says the photographs are
inspired by the Buddhist notion of nurturing health and well-being by focusing one’s attention to his/her breath—taking in each and every breath as a way to be more present,
making ourselves aware of each passing moment. According to Pato, the double entendre
title refers to “the literal process of making the images, my effort to try to record my breath
in photographic form alludes to the spiritual process of trying to catch my breath, to slow
down and nourish a healthier, calmer mental state. These photographs reference the
Buddhist meditation practice of focusing on one's breathing as a technique for being more
present and aware. By learning to listen to my own breathing and by remembering to
breathe calmly and deeply instead of rushing or holding my breath, I am able to think and
act more clearly. I have found this technique to be tremendously helpful in my efforts to
improve my own awareness." Another important detail to notice is the use of pronoun "your"
in the title—another conscious step in which Pato is using the series to embrace the community and connect with others.
This is not Hebert’s first “community-related” series. In 2008, he visited Mexico City to document the International AIDS Conference. Similar to the ‘Breath’ series, Delegates also deals
with time, meditation, movement and ephemera. Hebert again used a point-and-shoot camera to capture his dynamic subject—a flurry of twenty-five thousand feet belonging to delegates who were in town to attend meetings addressing the AIDS pandemic.
Hebert ponders: “Breath exhales into (potentially) shared space. When does my breath
become yours?” Each image in Trying to Catch Your Breath is titled only with a number.
Looking at them sequentially makes you wonder whether some are the same breath, as it
dissipates and fades into the night, or are they each single exhales of varying effort. And
then wonder, does it really matter? We’ve paused, we’re thinking about our breath, and that
is Pato’s intention.

© Ken Merfeld
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Patrick "Pato" Hebert received
a B.A. from Stanford University
in 1997 and an M.F.A. from
University of California Irvine
in 1999. His work has been
shown at Danforth Art Gallery
in Augusta, ME; Galeria de la
Raza in San Francisco, Orange
County Museum of Art in
Newport Beach, and Los
Angeles County Museum of Art
in CA, among others. Hebert
is the first place recipient in
the Things category of
People/Places/Things: En Foco
and Canson Infinity's international competition celebrating
En Foco's 35th anniversary.
His work has received support
from the Rockefeller Foundation,
the California Arts Council, the
Creative Work Fund and the
Durfee Foundation. He currently
teaches in the Photography and
Imaging Department at Art
Center College of Design in
Pasadena, CA.
www.patohebert.com

Elizabeth Shank is the director
of Bruce Silverstein Gallery
in New York City, where
she works closely with both
living photographers and
photographers' estates on
developing exhibitions,
creating book projects, and
managing archives.
www.brucesilverstein.com
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Of Fields & Fissures:

Facing Diversity and Leveling the Playing Field
by Don Gregorio Antón

Asian Heritage Week, missing out on the
lesser-known ceremonies of life that affect
the disabled, the elderly, or the queer. We
will know little of those without proper
identification. Lost will be the good examples others would have sought to build
upon, inspirations sacrificed by those left
uninspired. Yet, what will we learn from a
culture that misinterprets others? That
has learned indifference from indifferent
institutions? That assumes the cracks that
many of us fell through are no longer
present? We learn nothing but the vast
distances that apathy creates between
those who need each other most.
Brittney Cathey-Adams, untitled, 2009. Gelatin silver print, size varies.

To me, the field would always define the belief I had in it. It would be affected by teachers
who were taught by teachers, who were taught by teachers. By institutions that would create variations of its content, and likewise exclude and include those who might participate
within its structures. My education came from this. As for many, it was defined by what we
believed others were qualified to decide for us, and its structure would shadow much of our
lives. Inevitably, these institutions would demonstrate the limitations of choice, exclusivity,
and the foundations of safe repetition. Here, others would feel less represented and find
voices and features unlike their own.

Rizzhel Mae Javier, Split, The Space Between series, 2008. Photography and mixed media, 8x9x3"

Please, for a moment, imagine a field . . . A place where you have been before. Where feelings and thoughts have
drifted over long distances. Where you held a hand, faced a fear or found yourself when absence was required.
For some, the field is not of grass but of sand or concrete . . . of empty lots or busy streets where one would bloody
a knee, break a promise, or loose a bet. For others, the field belonged to those they would never meet. It was used
for school events, for competitions of strength and beauty.
Here, on ground passed over by others, we found identities defined by those who would define us. Here, we gained
our perspective of worth to the teams, to the cliques, to those who exclude and include by that thin layer that characterizes us all. Upon some fields we were easy targets of definition, maimed by weight or disability, by the color
of our hair or its length, by words hung with accent or clarity. Here, great fissures would open, stresses created
above and below ground where one could fight, surrender, or dismiss their presence from others.
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I write of these things, believing that the “playing field” on which diversity is conducted
will never be fair for most. Its terrain is far from flat or even, its size is vast and unfamiliar
to those who enter. This will never change. The field only reflects the activity played upon
it and the games are complex and ever changing. Rather, I believe in the players. Those who
enter honestly bringing their own uniqueness––whose diversity adds to what exists and
changes it slightly.
If we look at how institutionalized the “playing field” has become, we can easily see a lineage
of prescribed use… of conditions and limitations. One would only have to look at how one
is initiated into the process to participate within its structure. Here, a question emerges.
How do we exist in a place that was not created by us or for us?
This is a very real issue when it comes to diversity, and it’s something we tend to overlook
in educational systems or professional environments that were not created with diversity
in mind. These institutions have been built on historic information, but what happens when
history has not recorded a diverse representation of others? How will it define, educate,
or accurately translate the contributions of those missing from the walls and from the classrooms of our institutions? It will do what it has always done. It will reluctantly celebrate the
days and months given over for such things as Day of the Dead, Black History Month, and

Let us address a statement made by
the co-chairs of the 2010 Society for
Photographic Education’s national conference, Facing Diversity: Leveling the
Playing Field in the Photographic Arts*.
Hannah Frieser and Miriam Romais
passionately write, “…Ask a photography student for the names of five
photographers of diverse backgrounds
and they will probably fumble.”
I will take this one step further and ask
the same of photography instructors. Is it
because we too have been limited by the
limits of others? By the same lineage of
prescribed use that passes on only what
has been deemed credible and valid
through books and museums? If so, do
we not limit those in our charge? Will
they only recognize what we recognize?
Can we risk the chance of limiting them
to what defines current trends of copied
technical expertise, theories and subject
matter? Is it enough to be like others, to
be liked by others? I fear this, as I fear
most things that blindly duplicate. From
the classrooms of elementary students
whose paintings can only be distinguished by their signatures, to graduate
seminars where combined works appear

Nueva Luz
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to be created by a single entity. It is that
hollow gesture of belonging, of being
what others wish to be, that has cemented
us into conformity.
This is why I believe diversity is at such
a disadvantage. It takes something
different and unique to see what is not
like everything else, something that
stretches beyond the familiar and challenges the traditional boundaries of
acceptance. It takes something that we
forget to cover in class, something that
falls outside the safe confines of the
curriculum. It takes courage: a quality of
mind or spirit that sets one apart.
It takes something that defines our
commitment to ourselves, something
that cannot be copied or memorized.
Courage allows us to go beyond the
teacher, the priest, or the parent.
It permits brave actions to expand and
encompass brave thought that is not
deterred by acceptance but is sustained
by a determination and persistence of
being. If we look to this then we come
to an understanding of what diversity
is all about: Distinction.

Antonio Lopez, untitled, 2009. Liquid photo emulsion on tamal leaf, 2x5"

Diversity will only be inclusive when exclusivity is sacrificed for the sake of those who may
create change. For the lone and frightened, the emerging lesbian or the student with the
hard exterior and gentle core, we need to prepare a path that will consider their unique
contributions as valid, and their experiences essential to others.
The “playing field” will only change when the players change and from them will come
a future of writers and curators, of teachers and artists committed to seeing change come to
others. If this is to be accomplished in any meaningful way, then maybe the student in the
wheel chair will not feel so confined, the shy or emotional student will feel that much closer
to those around them. After all, student knowledge is the beginning of the world’s wisdom.
I know you think of these things from time to time. I know that you weigh the fairness
of the world that surrounds what you have created. You have more than likely faced the
frustrations of exclusion, of trends that turn directly opposite of your beliefs. All I can say
is that none of us are alone when it comes to meeting at a table where not everyone is fed.
Yet, is this not our time for change? Could we not attempt to consolidate our energy to assist
one another in working out these issues of diversity? You are here, as I am, and I believe that
it is time that we feed ourselves from what each of us brings to the table.
In the end, I appreciate you taking the time to read these thoughts, to consider their
substance regardless of judgment or belief. The issues I describe are far wider than I could
possibly define in this space and they will continue to be discussed long after we are gone.
The important thing I wish you to remember is not the issues of diversity, but the field you
first imagined. For some it no longer exists, replaced by a home or a factory. For others it
now pales in size from the memories it holds. Yet, it is still there, filled with light and those
individuals that mattered most. Consider where it was and what it meant and know that
what made it special was your access to it. Any field is only as important as those who were
allowed to play upon it.

Don Gregorio Antón, The Weight of Ashes, 2010.

Don Gregorio Antón is an artist and educator. He resides in Arcata, CA
where he teaches at Humboldt State University. Antón is a recipient
of En Foco's 2003 New Works Photography Award, and his work was
published in Nueva Luz volume 5:2. www.dongregorioanton.com

* The 2010 SPE conference theme, Facing Diversity: Leveling the Playing Field in the Photographic Arts, was inspired by the many artists that En Foco and Light Work have
worked with and advocated for over the years. It took shape after many discussions regarding the need for a new language and a paradigm shift. We are grateful to SPE
for accepting our proposal and providing us with a national platform to bring this discussion to the fore. www.spenational.org
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Each spring SPE
hosts a vibrant national conference.
The four
four-day
-day gathering includes
lectures, panel discussions, imagemaker
presentations, featured talks by nationally and
internationally recognized artists and scholars,
an exhibits fair
fair,, seminars, portfolio sessions and
critiques and more. Please visit www
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.spenational.org for
more information, including details regarding conference
proposal submissions.
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Rojelio Reyes Rodriguez, Rodolfo con Gallo, Mi Sangre series.

EN FOCO'S PRINT COLLECTORS PROGRAM

COLLECT & CONTRIBUTE

Rojelio Reyes Rodriguez
Adál
Charles Biasiny-Rivera
Terry Boddie
Kerry Stuart Coppin
Valdir Cruz
Gerald Cyrus
Ana de Orbegoso
Bonnie Portelance
Lola Flash
Frank Gimpaya
Myra Greene
Lauri Lyons
SungKwan Ma
Sophie Rivera
Manuel Rivera-Ortiz
Tetsu Okuhara
Juan Sánchez
Kathy Vargas
To learn more about
En Foco's programs, visit

www.enfoco.org

WOODSTOCK
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a residency program for ar tists of color working in the photographic ar ts

7 artists residencies & 1 critical studies residency available
professional workspace facilities
24 hour access
critical and technical support
housing
food and travel stipend
honoraria
3 - 6 week residencies from June through September
additional opportunities for exhibition and publication
for more information or to download the application visit www.cpw.org

APPLICATION DEADLINE: MARCH 31, 2010

THE CENTER FOR PHOTOGRAPHY AT WOODSTOCK
59 TINKER STREET WOODSTOCK NEW YORK 12498
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