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Cindy Shaman: I still wanted to make a filmic sort of image, but I wanted to work alone. I
realized that I could make a picture of a character reacting to something outside the frame so
that the viewer would assume another person.

Actually, the moment that I realized how to solve this problem was when Robert [Longo] and I
visited David Salle, who had been working for some sleazy detective magazine. Bored as I was,
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waiting for Robert and David to get their ‘art talk’ over with, I noticed all these 8 by 10 glossies
form the magazine which triggered something in me. (I was never one to discuss issues-after
all, at that time I was ‘the girlfriend’).

Jeanne Siegel: In the ‘Untitled Film Stiles, what was the influence of real film starts? It seems
that you had a fascination with European starts. You mentioned Jeanne Moreau, Brigitte Bardot
and Sophia Loren in some of you statements. Why were you attracted to them?

CS: I guess because they weren't glamorized like American starlets. When I think of American
actresses from the the same period, I think of bleached blonde, bejewelled furred sex bombs.
But, when I think of Jeanne Moreau and Sophia Loren, I think of more vulnerable, lower-class
types of characters, more identifiable as working-class women.

At that time I was trying to emulate a lot of different type of characters. I didn’t want to stick to
just one. I'd seen a lot of the movies that these women had been in but it wasn’t so much that I
was inspired by the women as by the films themselves and the feelings in the films.

JS: And what is the relationship between your ‘Untitled Film Stills’ and real film stills?

CS: In real publicity film stills from 40s and 50s something usually sexy/cute is portrayed to
get people to go see the movie. Or the woman could be shown screaming in terror to publicize
a horror film.

My favourite film images (where obviously my work took its inspiration) didn’t have that.
They’re closer to my own work for that reason, because both are about a sort of brooding
character caught between the potential violence and sex. However, I've realized it is a mistake
to make that kind of literal connection because my work loses in the comparison. I think my
characters are not quite taken in by their roles so that they could n't really exist in any of their
so-called ‘films, which, next to a real still, looks unconvincing. They are too awarded of the
irony of their role and perhaps that’s why many have puzzled expressions. My ‘stills’ were about
the faceless of role playing as well as contempt for the domineering ‘male’ audience who would
mistakenly read the images as sexy...

JS: Another critical issue attached to the work was that notion the stereotypical view was
exclusively determined by the ‘male’ gaze. Did you see it only in this light or did it include the
woman seeing herself as well?

CS: Because 'm a woman I automatically assumed other woman would have an immediate
identification with the roles. And I hoped men would feel empathy for the characters as well
as shedding light on their role-playing. What I didn't anticipate was that some people would
assume that I was playing up to the male gaze. I can understand the criticism of feminists who
therefore assumed I was reinforcing the stereotype of woman as victim or as sex object. °
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Collection of Linda
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“One of the predominant signs of schizophrenia: the inability to identify the perimeter of the

%0

body or to perceive the point at which the body ends and the rest of the world begin.

a2 RE R IfNFS TR O G 6 SPHETHIET M @B 22w Wi @
Q% M (SO 2 FHICST TCTH A1 91 2| S W2 (AR SPE «F @ JTeR 575§ (e
fof¥e ezt M @2 AR TS 772 I 20| 7 21} Greflem @i @it @
e, Srefer (rate fefberam wieat #itfiaifrs e wmd ffbfowlr S Gammies sfowre
FRE® Duchamp-93 R@est 29 Fierafer Oursler-93 Fed (T Wore wFgs) | 2o @R
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Gary L. Gorby-% Fhielife, oiw frices wari—

“The citric Christians claim special locations or events as their spaces; spaces where heaven
and earth merge uniting their souls with God. Two photographs were like that for me as well.
On a day trip to a small from community in Median, Spain, I met Tao Leo. Her radiant smile
and warm personality welcomed me to her village. I was not just a passing visitor, but also
an honoured guest. May I remember to treat others on their journeys in such a sensitive and
caring way?
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The pilgrimage to Chimayo takes us to the pilgrimage church in the mountains of New
Mexico. The ancient doors are open to receive the thousands of pilgrims on their journey to
enlightenment and healing. Is there a door closed in your life? If you will release the lock, God’s
healing love can enter your sanctuary”. *

(PIFGTE Ga e 2R T TRfRE Fier afsaitme oo« wifiere KRt @
Rere wee (e & | Rl Feem ffe-Aifowfr e g oigfm e omen gk e—
ufb2 T4 (F0q (b2! BifeTc f2eT 1 Eija-Liisa Ahtila '€ Maria Ruotsala 3% SII=&l OIwd I
OF O IR Mg Fevel fm e sEieem, @ek v g Stor 7 TIRes @
FIOFF 2 FERe | ol i Reame @ Realeiem el STe sam o8 ok sifafze
Postmoraali (Postmoral) (555 ) 326 2<CH Arja Elovirta feicafeem:

“Postmoral’ can mean the re-evaluation of seemingly neutral moral issues; a transfer from
aesthetics to society, playing with desire and power as stakes in a world which has lost its
innocence”” *
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Sally
Mann (American,
b. 1951), The Two

Virginias #4,
1991, Gelatin
silver print,
Collection of The
Estée Lauder

Adrian Piper, Pretend not to Know What You Know, Gelatin silver photographs
with silkscreened text, 1990, (43 7/8 x 98 in./ 111.4 x 248.9 cm)

Companies Inc.

FROM EPHEMERA
TO REALITY,
Richard
Artschwager's
Live in Your
Head, 2002.

Annette Messager - Andres Serrano, Immersion (Piss

My Vows [1988-91] Christ), Photograp, 1987,
(150%100 cm), Cibchrome print
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“Remorseless decline in artistic taste” >
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“The Camera also gave pictures of more statistical relevance; the exact shapes of natural

forms were clearly defined, often over a great depth of field... The images in each case were
interested with objectivity, with that cherished, impersonal truthfulness for which a great

number of artists had so long sought” **
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