On Everest
Sasha Bezzubov

(2016- 2024)

On Everest is a series of portraits and | andscapes nade in Nepal during
several treks in the Everest region between 2016 and 2024.

When | started hiking in Nepal, one of the first things | noticed were the
porters. Some of the porters are famliar to westerners — they carry the
equi prent and supplies needed for trekki ng and nount ai neeri ng expeditions.
These porters are paid a small wage by the trekking conpani es, but depend
largely on tips. They are notivated by the possibility of ascending the
ranks to becone cooks, guides and trip organizers. Their |abor is

di fficult and dangerous, yet somewhat regul ated. For instance, the weight
these porters carry is limted to 30 kilos (66 Ibs.). At least in theory,
this work can provide a chance at upward nmobility in a region with little
econom ¢ opportunity.

The second group - comercial porters - are the porters docunmented in this
project. Usually, commercial porters do not have the education or
opportunity to nove up through the ranks, nor do they have any worker
protections. These porters carry the supplies needed for the |odges that
cater to trekkers, fromcrates of beer to sheets of plywood. Their | oads
range froman excruciating 60 - 140 kilos (132 - 300 I bs.), sonetinmes as
much as twice their weight. Because they get paid by weight, they are
incentivized to carry as nmuch as possible. To save the little noney they
make, they econom ze on meals and often share a single bed between
two-three people. As altitudes rise, so do the prices, and even these
sparse accomodati ons becone increasingly costly. The work is physically
denmandi ng even outside of the weight they carry, and they are often
subject to respiratory infections, altitude sickness, hypotherm a and
chronic disability.

This project builds on nmy photographic work on tourismand tourist

popul ations in the developing world, starting in 1997 with The Gingo
Project. Mst of nmy previous work invol ves docunenting travelers

thensel ves, but in On Everest the traveler's presence is inplied through
the portraits of porters and the things they carry. Everything they carry
- whether toilet paper, mattresses or building materials - is ultimtely



for the trekkers. On Everest, this harsh | abor was happening right

al ongside me, on the same trails | was hiking, in front of the thousands
of trekkers who come to Nepal to hike in the nost spectacul ar nountains in
the word. Being a tourist is always full of contradictions and
hypocrisies, but those conflicts can often be tenporarily shelved for the
sake of leisure and rest. The | abor behind tourismis usually hidden, with
much effort, to provide a kind of seam ess enjoynent for the tourist. On
Everest, it is inmpossible not to see the individuals doing this work.
Their hardship is laid bare in the subline nountains of the H mal ayas and
it is this very labor that makes these exalted adventures possible.

we are the kings and queens of narnia
Sasha Bezzubov

2010 - 2024

When our son Ni ko was two nmonths old, we went to Costa Rica. W carried
himin a backpack, close to us. W went to the Cari bbean coast, but the
hurri cane season was in full swi ng, so we changed our plans and took a
twel ve hour bus ride to the Pacific coast. It was tricky to travel with an
infant, but the locals, seeing how far we had come with a newborn, were
extra hel pful and somehow we nmade the best of it. Wen Ni ko turned three
we decided it was tinme to go on a long hike. That winter we went to a

vol canic island in Nicaragua and spent a week wal king around its
periphery. My wife Jessica carried Niko in a backpack and | carried
everything el se, which consisted nostly of a massive bag of D apers.

wal king all day has the effect of reducing everything to the very basic
and elenental. Were will you sleep? Wiat will you eat? How long is the
wal k that day? How challenging is the terrain? Wen |ife becones this
sinpl e you tune everything nonessential out and just concentrate on a task
at hand. Your daily routine beconmes how to satisfy sone basic but vita
necessities, and you are too tired to think of nuch beyond that. It’'s a
respite fromso many tasks, and thoughts, and confusions of daily life.
It's like the classic Zen story, about when a student asks his teacher
“What is enlightennent?” and the naster replied, “Wen hungry, eat. Wen
tired, sleep.” Sonetines neither is possible, so you tal k about eating and
sl eeping and fantasize about all sorts of |uxuries unattainable at the
nonent. And when you finally arrive at a place where those |luxuries are
avail able, you're flooded with a great sense of appreciation



We wal ked fromone village to the next, know ng there would be sone pl ace
to stay, but having no idea howit would be or what it would | ook Iike.
Each day was a conpl ete discovery and we all fell into a kind of rhythmc
trance. N ko hung in the back and pointed at things he saw, nade approving
sounds and sonetines even said things. Each day we inprovised. There were
no cribs, all the beds were high off the floor and the floors were hard
tile or cement. One night we woke up to a screamin the mddle of the
night. Niko had rolled off the bed and fell onto the hard tile floor
surprising hinmself and us. The follow ng night we made a pl at f or m of
pillows around the bed and fromthen on we collected himfromthe fl oor
each norni ng.

And so, we traveled as a famly, the three of us, nostly to places where
we could wal k for days, sonetinmes weeks on end. This becane our annual or
sem -annual ritual. During those weeks we becanme very cl ose and shared
such intinacy that | cannot imagine life, or famly life, without it.
There's nothing nore intimate than becom ng hungry together and know ng
that you need to cross this hill and wal k for another 5 kiloneters before
soneone is kind enough to cook for you. O talking for days on end about
blisters that won’t heal. O riffing on sone silly joke over and over as
you wal k through the Spani sh countryside. Traveling like this and wal ki ng
was sonet hing Jessica and | had done as a coupl e before becom ng parents,
but we also wanted to share this with Niko, to nake it a part of his
wor | d.

When Ni ko was six we were in Mexico, wal king in the Gaxacan nount ai ns,
crossing countless streans. At first, we stopped at each stream and
renmoved our shoes and held themin our hands as we crossed. W soon tired
of this pointlessness, so we just |left our shoes on and | et our feet get
wet. This was not supposed to be a very long or arduous wal k, but as
soneti nes happens, the farther we wal ked the nore we wanted to keep goi ng.
We knew this path was | eadi ng sonewhere and sonewhere al ong the way, the
advant ages of turning around and wal king all the way back, seened to
recede. We had been reading The Lion, the Wtch and the Wardrobe out |oud
to each other in bed for days and on this adventure, we inagi ned ourselves
transported into our own nmagi ¢ ki ngdom At sone point during this hike,
maybe when we needed sone extra encouragenent, we put our hands together
and came up with the chant, “we are the kings and queens of narnia”. This
becanme our little pact and battle cry.

This year N ko turned fifteen. He has now traveled to nore than a dozen
countries and has hi ked over a thousand miles in Europe, Central Anmerica,
Asia and the US. Being a teenager, | don't know how nuch |onger he will be



interested or willing to travel with us. Whereas when he started to hike
we had to wal k short days in order not to overburden him he can now
easily run past us, wait at the top of the hill and make it seem
conpletely effortless. During our |last hike he said, in his sweet way and
careful of our feelings, that it’s not that he doesn’'t want to keep

hi ki ng, but next time he may not want to hike for an entire 2 or 3 weeks
and may want to do other things instead. So this transition seens |ike the
right time to close this chapter.

The Searchers (Parts | and I1)Sasha Bezzubov + Jessica Sucher (2006)

The phot ographs in The Searchers | ook at various aspects of Wstern
spiritual tourismin India. India has long had a vast, |oosely organized
industry in Spiritual training nade up of Utopian commnities, yoga
centers, nmeditation retreats, CGurus both Indian and Western, and a nassive
circuit of festivals, pilgrinage sites and places of worship. This

| andscape of spiritual (and social) possibility, along with exotic
surroundi ngs and | ow costs draws | arge nunbers of Wstern seekers who cone
for a week or a lifetine.

The Searchers builds on our previous work The Gingo Project (Bezzubov,
1997-2003) and Expats and Natives (Bezzubov + Sucher, 2002-2005) by
addressing the popul ati on of young Western travelers visiting the

devel oping world, their relationship with their host country, and what
this neans within the | arger questions of history, econony, race, and
idealism The Searchers (Part |) is a series of photographs nade in
various spiritual comunities that |largely cater to Westerners, paired
with portraits of the seekers we encountered there. Both the act of trave
and spiritual search are transitional states. The overexposed portraits of
these seekers attenpt to evoke this linmnal condition. The faded | ook of
these portraits, as well as the clothes and jewelry they wear, harkens
back to the beginnings of this novenent in the 1960's.

The Searchers (Part 11) is a series of portraits of Westerners that have
converted to one of India's many spiritual traditions and live in or
around India's spiritual centers, or have found their own path and live in
i solation. Although this project began as a critique of this phenonena
(India as a location for Western spiritual journeys - with all the

hi storical, sociological and econonic questions this activity sumobns up)
the Western converts we encountered in India nmade us question our
reductive assunpti ons.

Bel i eving that no one stylistic approach could accomodate this
multi-1ayered subject, we formed several responses - from sonber to
hunorous, fromvisually driven to conceptually structured. Using a | arge
format view camera, we photographed transient seekers and lifetine
converts, architecture in the comunities they found, and the spiritua
practices they engage in

The Beatl es Ashran{2006)

The phot ographs in The Beatles Ashram were nade at the site of the forner
Mahari shi Mahesh Yogi’'s Ashramin Rishi kesh, India. After The Beatles
visit in 1968 — they were briefly Maharishi’s disciples — the exodus anpbng
young people fromthe West to India in search of spiritual enlightennent
began in earnest. The Ashram was abandoned in 1997 and now the site, that




fornerly housed hundreds of students, numerous celebrities, and was
central to introducing the Wst to India's spirituality, is being slowy
consumed and overtaken by the surrounding forest and the workings of tinme.

Three Mont hsSasha Bezzubov + Jessi ca Sucher (2006)

The portraits in Three Months were nade at a Buddhi st Meditation retreat
center in Dharansala, India. W worked with a group of participants in the
annual, 3 nonth Vajrasattva neditation retreat. The Vajrasattva is a
Tantric meditation practice in the Tibetan Buddhist tradition, which

i nvol ves visualization, mantra recitation, and purgi ng of various nental
negativities in order to prepare the mnd for nore advanced practice. The
retreat is an intense experience that involves 5 AM wake up, 10 hours of
neditation, fasting and daily periods of silence. Each participant agreed
to be photographed the day before the beginning, and the day after the
conpl etion of this intensive and life transform ng experience. W wanted
to see if the hoped for transformati on had a physical aspect that could be
visible in the face of each participant. |Is photographic representation
sensitive enough to render such changes visible?

Expats and NativesSasha Bezzubov + Jessica Sucher (2002-present)

The portraits in Expats and Natives were nmade in snmall-scale tourist
destinations of the developing world -- islands in Thailand, surfing
villages in N caragua, coastal towns in Mexico. W traveled to these
destinations in search of natural beauty, indigenous culture and respite
fromthe urban pace — irresistible notions inherited fromcenturies of
storytel ling, photographs and adverti sing.

In these areas, where there is seemingly little interaction between
tourists and locals, we noticed a significant popul ati on of m xed

fam lies—travel ers who stayed and becane expats, living with their |oca
wi ves (or less frequently, husbands) and raising a fanmily in a new
culture. We found westerners who had cone for simlar reasons as us, drawn
by the exotic or the escape but who had chosen to remain, and |ocals who
had found a different future outside of their culture. These famlies cane
together as a consequence of tourism a new nmanifestation of the
conplicated m xing of cultures that began al ong trade routes and conti nues
through fl ows of capital and travel.

In some situations, these famlies seened to echo the historical power
dynam cs between genders as well as between citizens of the devel oped and
devel opi ng worl ds — age differences, obvious gaps in background and
econom c |l evels, tensions and disillusionnents. In other cases, the equity
and tenderness of the famly seermed to underni ne easy judgnments about
status and power. Most frequently, the children in these pictures grounded
the famlies in their shared futures.

As the largest industry in the world, it is often through tourismthat the
cultures of the devel oped and the devel opi ng worlds nmeet. These famlies
suggest the layered history and unknown futures of these relationships
formed in the intersection of two worlds.



The Gringo ProjectSasha Bezzubov(1997-present)

Bet ween 1997 and 2003 | traveled to many devel oping countries in Centra
and South America, North Africa and Asia to make portraits of Wstern
travelers. | was looking for both an escape fromthe Wst and a search for
its alternative. However, whether | was in the renote Hi nmal ayas or the
jungl es of the Amazon, | found that the West was everywhere: in fast food
restaurants, nane brand products, novies, and the Western travelers
thensel ves. Were are these people fron? Wiat brings themthere? How is
the place and the traveler altered by this exchange? Seei ng how ubi qui t ous
traveling has becone, | decided it was a phenomenon worth addressing.
These portraits are set in places that are perceived to be unchanged by
the nodern age. The search for an untainted past is one of the reasons we
travel there. W are, however, another link in a long chain of explorers,
nerchants, m ssionaries, and conquerors that have |l eft an inpact on these
cultures. This conflicts with the noble aspirations that guide the
traveler - the desire to learn through encounters with the unexpected. How

does travel - an act of freedom- relate to the history of colonialism of
which it is a by-product?
Al'l the photographs in this series are full-length portraits. There is

both tension and ease in the way the traveler and the setting coexi st.
Thi s work addresses the paradox of traveling as being both personally
sublime and culturally profane. These portraits act as signposts; all the
i deas are reduced to a sinple record of people in a place where they don't
belong. | believe this work is significant not only because it is a record
of travelers all over the world, but it also reverses the old discourse on
us and them It presents a neglected aspect of our culture in its contact
with the mythical opposites of the O her.

Sad Tropi csSasha Bezzubov(2012)

The Republic of Gabon is largelyrainforest. It is part of a forest that
covers a large area of Central Africa,and because of its dense canopy and
variety of its plant life, it is consideredone the world' s nost precious
ecosyst ens.

Nowadays, an unlikely mx oflocals and foreigners coexist in this forest,
often with great tension. Thereare Gabonese vill agers and indi genous
Pygmi es, migrant workers from nei ghboringcountries, European technicians
wor ki ng in extracting industries, Chineselaborers, drug tourists, and a
notl ey crew of conservationists, scientists,activists that come together
in resource rich regions of the devel opi ng worl d.

This forest is crisscrossedby |ogging roads that cut deep into the
interior. The dust created in the wakeof passing trucks, which cart
enornous trees to the port, covers everything insight. The rainforest
turns deep red as the trucks | eave behind cl ouds of dust.This dust settles
on plants, snothering themand transform ng their natural greens with an

i ndustrial concoction of red glow. The foliage flanking theseroads becones
a witness to this exploitation.

Sad Tropics is a series of portraits of foreigners and | ocals who coexi st
in thisthreatened environment: a mcrocosmof global trade and its ruinous



effects. Al so,running through this series (and anchoring its various
| ayers of record andneani ng) are pictures of dust - a constant presence,
i nsi di ous rem nder, andsynmbol of our destructive relationship with nature.

Facts on the G ound Sasha Bezzubov + Jessica Sucher (2010)

Early on during our tinme in Israel/Palestine, we clinbed up to a | ookout
point in British Park and saw a | ush green forest stretching out into the
di stance. It was the kind of sight that usually inspires awe and makes you
feel grateful to those that had the foresight to preserve it. But within
this park are the ruins of two villages that were hone to Pal estini ans
forcibly renoved by Israeli troops in 1948. Since the villages are no

| onger visible, we photographed the pine forest that was planted to hide
their remains and found it epitom zed the m sl eading nature of the Israel
| andscape.

There are ruins throughout Israel. Some are ancient sites dating back to
Biblical times, but nost of what you see today is nore recent. They are
the remains of over 400 villages destroyed by the Israeli nmilitary after
forcibly renoving 750,000 Pal estinians fromtheir homes during what

I sraeli textbooks refer to as “The War of |ndependence” and the

Pal estinians call the “Catastrophe” (al-Nakba). Their systematic
destruction ensured that the exiled Pal estinians did not have a place to
return to, an act Israeli historian Ilan Pappe has identified as ethnic
cl eansing. The residents fromthese villages, along with their
descendants, are now living as refugees or exiles throughout the world.
There is not usually much left of these villages--a cornerstone, or

evi dence of terraced farmng, or nore frequently cacti--but if you know
what to | ook for, you begin to see them everywhere. The sites on which
they stood have been purposely renanmed. Many of the parks in

| srael /Pal estine, including British Park (named for the funders who
donated noney to the Jewi sh National Fund for its creation), were part of
an intentional design to hide these ruins in benevol ent, |andscaped
settings. The JNF, working together with Israeli governnment, planted
fast-grow ng European pines to formthese parks, simultaneously covering
the ruins of the villages and creating a famliar |andscape for the new,
Eur opean i nmigrants. The Zionist expression “making the desert bl oonf

hi des a dark history.

This is the narrative we found in Israel/Pal estine repeatedly —the

hi story that has been purposely buried is actually traceable in the | and.
W saw this in the ruins of villages, hidden in plain sight. W al so saw
it in the untended olive trees present throughout the Wst Bank. The trees
| ook negl ected, but they are a by-product of Israeli policy in the
Cccupied Territories. Israeli settlenents, the Separation Wall, military
checkpoints, and the segregated roads that criss-cross the Wst Bank have
made countl ess olive orchards inaccessible to the Pal estinian farners who
depend on them These olive trees have been the main source of incone for
fam lies that have tended them for generations, and their products, a

| eadi ng industry for Pal estinians. Palestinian ties to these trees run
deep, and cutting off farnmers fromtheir orchards is a powerful strategy
of synbolic and econom c di scouragenent. These trees are beautiful in
their untended wi |l dness but their inplication is devastating.

Wil e the confiscated trees are a constant, sad feature of the Cccupied

| andscape, the settlenents are the main instrument used to inpose, expand
and cenment Israeli control. The term*“facts on the ground” is used to



descri be these housi ng devel opnents that are intended to establish
permanent Israeli presence in Palestinian territory, in effect negating
Pal estinian clainms to their |land. The scal e of sone of these projects is
so vast and the ongoing construction so blatant, it's difficult to
reconcile that their existence is illegal under international |aw

Whet her the settlenents are built in the style of North American suburbs,
renote nountain outposts, or populous cities, their placenent on the
hilltops overlooking Palestinian villages in the valleys is nenacing. This
is both a synmbolic and strategic maneuver, a policy of physical and
psychol ogi cal dom nance. The settlements are now home to a half mllion
Israelis and one of the nmain obstacles in any peace process. They are

i sl ands of concrete and asphalt and their influence stretches beyond the
built structures, radiating out into the desert with circles of security
fences, roads, and checkpoints. Their presence fragnents the West Bank
making it nearly inpossible for Palestinians to go to work or school, get
nmedi cal care, or see their famlies. The Occupation strangl es Pal estinian
life, making it all but unlivable, forcing those Pal estinians who can to

| eave, and confining the rest in what can only be called ghettos.

For the majority of non-Pal estinians, the dom nant Israeli narrative
invites one to | ook away fromrecent history and current policies of
encroachment. W made the photographs in Facts on the Gound with a | arge
format camera, which describes the world in precise detail and conpel s one
to look at the |andscape with great deliberation. The photographs stay
away fromthe dramatic violence of the conflict that is frequently seen in
the news, and reveal instead the enduring ways the Qccupation has
transfornmed the | and. Being both Anerican and Jew sh, Facts on the G ound
is a reckoning with our own nationalities and backgrounds. US foreign
policy, ever favorable towards Israel, is one of the factors that
legitimzes and enables the cruelties, snmall and great, that Israe
inflicts on the Pal estinian people. Being Jewi sh neans that Israel, the
Jewi sh State, perforns these injustices in our nane. The conflict in

I srael /Pal estine is often portrayed as tinel ess and deeply conplex, a
portrayal which actively discourages scrutiny of recent and current
policies. And while the path to any future resolution will be conplex, the
hi story of the conflict and the nethods of the Cccupation are nore bl atant
than many want to adnit. They are stanped on the |and.

Al bedo ZoneSasha Bezzubov(2008)

Al bedo Zone addresses questions of climate change through a series of

bl ack and white photographs that deal with the “Al bedo effect”. The series
consists of very light images of ice, and very dark imges of water,
maki ng apparent the transformation of ice froman el ement that cools the
planet into one that warns it. To create these photographs | used a |arge
format camera and the “Zone Systenf, a photographic technique invented and
refined by the m d-century Anerican photographer Ansel Adams. This work
was made in Al aska, a part of the world where gl obal warm ng and thaw ng
are at their extrene. Alaska, as well as many Arctic regi ons and
Antarctica contain massive volunmes of water in the formof glaciers and
sea ice. As the glaciers continue to nelt, the rising sea | evels may spel
di saster for half of the world' s population that |ives near the coast.

Al bedo is a nmeasurenent of light that is reflected by earth’ s surface.
Each type of earth surface reflects and retains light and heat in a
different way. Ice and snow are the nmost reflective surfaces; they return
the magjority of sunlight that reaches them back into the atnosphere, thus



preventing the earth fromwarm ng. Water, on the other hand, is one of the
| east reflective surfaces, retaining nost of the light that reaches it,
thus warm ng the earth. As the ice sheets, glaciers and sea ice throughout
the world nmelt and becone water, these areas transformfrom being the nost
reflective to the least reflective surfaces. This causes a feedback that
creates further thawing, warmng, rising water |evels and desalinization
which is, in part, responsible for the climate disaster we face today. It
is this transformation of ice into water that Al bedo Zone phot ographs

addr ess.

Phot ogr aphy (drawing with light), like the climate, is wholly dependent on
the reflectivity of surfaces. The objects that reflect the nost |ight
appear white and the objects that reflect the |east |ight appear dark or

bl ack. The person nobst responsible for transform ng this phenonenon into a
technical /theoretical systemis Ansel Adans. Dividing the spectrum of
reflectivity into eight to ten zones, Adans created a pedagogi cal method
he termed the Zone System He used this technical approach to create many
iconic black and white inmages that, in their inpeccable tonal range,
define his transcendentalist and romantic awe of nature and its creations.

Wiile | share Adans’ awe of nature, | also realize that Earth's
environnent is being destroyed at an ever-accel erating pace. Addiction to
natural resources, grow ng dependence on arable |and, and our incessant
need and desire for nore of everything, everywhere, at all tinmes, has
greatly contributed to the current environnmental crisis. W live at a tine
the witer Bill MKi bben has described as “The End of Nature”, a world
that, since Ansel Adans, has endured several decades of extrene abuse. It
is highly problematic to treat nature as an omipotent force in relation
to which humans are insignificant — a phil osophy that Adanms enbraced. W
humans, much to our detrinment, have finally beconme the masters of nature,
not only affecting it locally, but also changing nature’'s very core, the
atnosphere. | think it is inperative to represent nature as the endangered
space that it is, while continuing to be aware of the power and beauty it
still possesses.

Wl dfire Sasha Bezzubov(2003-2007)

The photographs in the Wldfire series were made in California from 2003
to 2007. The work began as part of a larger project titled Things Fal

Apart (2001-2008), which took nme to different parts of the world to nake

| andscape photograhs in the aftermath of hurricanes, tornadoes,

eart hquakes and tsunamis. WIldfire was published by Nazraeli Press in 2009
with an introduction by the witer and environmental activist Bil

McKi bben.

Every fall California burns. These wildfires can no | onger be called a
“natural disaster”. Each season, these fires are nore and nore difficult
to fight. Over-developnment in California is so ranpant that the only sound
solution - to let the fires burn thenselves out — is unfeasible.

Human- caused gl obal warm ng is rendering the fire season | onger each year
The |l onger fire season nmeans that the wood becomes dryer, which rmakes it
ready to ignite fromthe hundreds of thunderstorns that scan the Anerican
terrain every day. Add to this tinderbox the proximty of man with our
canpfires, grills, autonobiles, atvs, and the occasi onal pyromani ac and
you have an environnent where human habitati on and that which threatens
it, coexist in a state of chronic catastrophe.

It is this |andscape that Wldfire attenpts to describe. A |andscape of



charred ruins equally frightening and beautiful. A | andscape that we
humans have created followi ng our desires to live in the nountains,
forests, canyons - to be closer to nature. And a | andscape that is not
only contenporary, but a | andscape of the future. A future that we wll
dwell in with a nmuch | ess cooperative nature.

Phot ography plays a renmarkable role in this. It was in big nmeasure thanks
to phot ographic representation that the West was so appetizingly packaged
and so quickly settled. The great 19th century American | andscape
phot ogr aphers and t he geol ogi cal surveys that enployed themutilized the
power of the photograph (under the guise and with assistance of scientific
exploration) to sell the land. The inplication that ran through these

power ful inages of vast stretches of terrain, newrail |ines, nountains
and val | eys and streans inhabited sparsely (if at all) by subjugated
natives - was “conme and settle”. In Wldfire | attenpt to both pay tribute

to those earlier photographs, but also to bring them and the | andscape
they hel ped to fashion into question.

Things Fall ApartSasha Bezzubov(2001-2007)

“It is thus that we are warned at each step of our nothingness, nman goes
to neditate on the ruins of enptiness, he forgets that he hinself is a
ruin still more unsteady, and that he will fall before these remains do.”
- Chat eaubri and

Looking at ruins has a long cultural history, particularly in poetry and
painting. Traditionally, the contenplation of ruins signified the

contenpl ation of nortality — both of the society and of the self. Starting
in the 17th century, the Grand Tourists visited the ruins of fornmer
civilizations to be rem nded that even the m ghtiest of enpires would
eventual |y becone “tinme’s shipweck”. If the seemingly indestructible
stone buil di ngs of ancient Rone succunbed to armies, natural disasters and
decay, why wouldn’t they? Wtnessing the destruction of cities and the

wr eckage of our built enviornnents, we too are rem nded that we, and
everything we've created, are transitory and inpernanent.

As the name indicates, a natural disaster is a normal occurrence, a
standard way that the earth regulates itself. However, because of our
unprecedented i npact on the environnent, these events have becone
catastrophically severe, frequent and deadly. As the systens that cause
the earth to warm continue to affect each other, the feedback | oops they
create may render the decline irreversible. The presence of the ruins left
in the wake of these disasters nmay becone | ess of an exception than the
rul e.

Things Fall Apart is a series of photographs of destruction caused by
natural disasters in India, the US, Indonesia and Thailand. Using the
genre of |andscape photography, a tradition born with and used to

cel ebrate industrial expansion, these photographs evidence the fragility
of the man-nmade as it is transforned into dreanscapes of apocal yptic
proportions. | derive a guilty pleasure fromw tnessing and representing
ruins. Inmages of destruction are beautiful because there is pleasure in
knowing a kind of truth, the truth of fragility and inpernmanence. But
there is suffering buried in these i mages, the suffering of others, and by
ext ensi on, of ourselves.

Not - Sel f Portraits Sasha Bezzubov (2000)

The photographs in Not-Self Portraits attenpt to represent - through the
genre of the photographic portrait - the invisible actions of nental,
spiritual and physical transfornmation



Not-Sel f Portraits are portraits made while | was doing a Buddhi st
neditation practice. | sit, remaining as still as | possibly can, for one
hour. During these hour-long exposures the camera records the accumnul ati on
of nmy stillness, and my novenents. A single candle - often utilized in
nmedi tation practice as an object of concentration - is used as ny only
lighting equipnment. Physical stillness is considered very inmportant in
phot ography. Its absence causes a notion blur, a faulty, inperfect
exposure. This was a primary obstacl e photography had to overcone inits
early days in order to beconme the dom nant form of representation
Daguerre, one of photography’s inventors, benpaned the fact that
phot ogr aphy, because of its sl ow speed, would never be able to nmake
portraits a practical reality. Physical stillness is al so considered
fundanental to neditation as it leads to nental stillness, which in turn

| eads to realization. Meditation is a practice of stilling the body and
mnd in order to understand their nature and the problematic notion of
“sel f”. The Buddhi st notion of Not-Self (Anatta), addresses the fact that
sel f doesn’'t exist in the way we generally experience it, its realization
is said to lead to enlightennent. Meditation masters are reputed to be
able to remain perfectly still for hours, even, days at a tine, and this
skill is one of the contributing factors to their nyth as realized beings.
If stillness is an indication of realization, these portraits are a way of
nmeasuring inner realization, a kind of enlightennent baroneter.



