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Harvey, Michelle

From: Lowry, Glenn
Sent:

: Monday, July 09, 2007 11:34 AM
To: ALL STAFF
Subject: John Szarkowski

Itis with the greatest sadness that | write to tell you that our dear friend and former colleague, John Szarkowski, who
was for many years the Director of the Department of Photography, died over the weekend at the age of 81. His
obituary was in the New York Times this morning and we are planning to run the following death notice tomorrow.

The Trustees and staff of The Museum of Modern Art mourn the loss of our long-time friend and colleague
John Szarkowski, Director Emeritus of the Museum's Department of Photography. In his 29-year career as
director of the department, John's exhibitions and publications earned him broad recognition as the era's most
eloquent and influential critical voice in photography. His alert eye for contemporary work led him to champion
Diane Arbus, Lee Friedlander, and Garry Winogrand, whom he brought together in the exhibition New
Documents (1967). Other landmark exhibitions and books introduced the work of Robert Adams, William
Eggleston, Frank Gohlke, Josef Koudelka, Nicholas Nixon, Jacques Henri Lartigue and Henry Wessel, among
others. John also devoted major retrospectives to Ansel Adams, Brassai, Bill Brandt, Harry Callahan, Henri
Cartier-Bresson, Walker Evans, André Kertész, Dorothea Lange, and Irving Penn. In 1968 he secured the
acquisition of the great collection of photographs by Eugéne Atget that Berenice Abbott had purchased upon
Atget's death and which would serve as the basis of four landmark exhibitions and books by John and Maria
Morris Hambourg (1981-85). Among the other highlights of John's distinguished publishing career are The
Photographer's Eye (1966), Looking at Photographs (1973), Photography Until Now (1990). Before John
came to MoMA at the age of thirty-five, he had won two Guggenheim Fellowships for his own photographs and
had published two books of them. After 1991, while continuing to write, teach, and organize exhibitions, he
returned to making photographs. Both chapters of his artistic career were surveyed in the exhibition John
Szarkowski: Photographs at the San Francisco Museum of Modern Art, which was shown at MoMA, New York,
in 2006. John's intelligence, dedication, charm, and wit made him a vital figure at The Museum for more than
four decades, and his lasting contributions to the institution stretch far beyond photography. We are deeply
grateful and we will miss him badly. We extend our most heartfelt sympathy to his daughters Nina and
Natasha and their families.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

APF

The Museum of Modern Art Archives, NY

Full Frontal
Fashion

AIPAD gala

March madness continued with the AIPAD Photography Show New York gala preview benefit, held at the
Park Avenue Armory.

The past two weeks in New York City have been filled with art fairs all over town, making for extra
excitement in the lives of the art crowd. The fairs go on for days; the artwork goes on for miles. There's so
much to see and take in — and | love it.

The AIPAD (Association of International Photography Art Dealers) evening, in the long string of events
and opening parties, was a special one in honor of the John Szarkowski Fund. The Museum of Modern
Art's iconic director of photography from 1962 to 1991, Szarkowski is the godfather of teaching us how to
look at photos. His championing of the medium brought it the fine-art status it deserved. The good peeps
at AXA Art are sponsoring the show.

AIPAD has a reputation for holding the most influential photography art fair in existence. The proceeds
from the benefit will go toward the acquisition of pieces chosen for permanent residence at MoMA.

The Park Avenue Armory is the perfect setting for participating galleries, which camp out there in the most
glam of ways and get a chance to mingle with one another as well as a constant flow of visitors.

But tonight, my friends, was a party, and it's fun for me to walk around and choose what | would buy if |
had the money and entertaining myself with my daydream. So many extraordinary photographs — | was
having a hard time deciding but settied on some of the classics, like Walker Evans and Richard Avedon,
and the contemporary work of Victoria Sambunaris and Alex Prager.

I'm happy to report that the Szarkowski legacy endures today. That's what godfathers are all about.
Cheers to that and to the guests attending, including MoMA curators Roxana Marcoci and Sarah Meister
along with writers Vicki Goldberg and Anthony Haden-Guest.
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The Gallery: An Ansel Adams Centennial

A Birthday Show Avoids His Big,
Later Prints in Favor of Earlier
And Far More Intimate Ones

By DAVID LITTLEJOHN

San Francisco
THE FACT THAT HE WAS BORN in

this city a century ago next Febru-

ary is the stated reason for “Ansel
Adams at 100," an exhibition of 114 photo-
graphic prints that just opened at the San
Francisco Museum of Modern Art. It will
proceed, after it closes here in January, on
one of the grandest tours any art exhibi-
tion has been given since the treasures of
King Tut: to the Art Institute in Chicago,
the Hayward Gallery in London, the Kunst-
bibliothek in Berlin, the Los Angeles
County Museum of Art and the Museum of
Modern Art in New York. gy ==

To win that sort of an itinerary one
must come up with a better justification
for an exhibition than a birthday, espe-
cially of an artist already so widely visible
and perhaps too popular for his own
good—even before his death in 1984. In
fact, John Szarkowski, who put together
this exhibition—as he did the 1979 Adams
reirospective at MoMA —refused to mount
one more show of Adams's Greatest Hits.
Like many people in the contemporary art
scene, he seems eager to distance himself
from the “later” Ansel Ad-- -
ams—the burly, bearded sage
of Point Lobos who all but
abandoned taking pictures in
favor of making large, high-
contrast (and high-priced)
prints of his earlier work, ad-
vising presidents on wilder-
ness preservation, socializ-
ing, teaching, writing letters
and managing his estate and
his image.

In his attempt to win Ad-
ams back Lo the world of seri-
ous art lovers from the ped-
dlers and purchasers of his
posters and calendars, Mr.
Szarkowski has generally
avoided what he regards as
the oversize, overdramatized
prints made by Adams and
others over the last 40 years.
instead, he looked for what
ure called “yinlage
prints”—those made by the

This selective approach means that mu-
senmgoers are obliged to examine dozens
of small works mounted behind glass and
hung close together, in four coolly lit gal-
leries that are likely to become very
crowded. (Only about a quarter of the
prints are larger than § by 10 inches.) To
accompany the exhibition, Little, Brown
has published a $150, 13-by-15-inch catalog
with reproductions (most of them full-size)
of such extraordinary quality thal one can
sometimes see more detail in the inked
print on the page than the chemical print
on the wall. A smaller, soft-cover version
costs $50.

Adams's microscopically sharp de-
tail—achieved by means of long exposures
through tiny apertures—tempts us to want
to see enlargements of his pictures, so we

can gasp over the precisely etched pine
needles, leaf veins and granite cracks, the
fine detail of distant objects. Big posters
on sale in the museum shop allow one to
indulge this craving—while making clear
that, even for epic panoramas, bigger is
not necessarily better.

Mr. Szarkowski has included two pairs
of early and later prints made from the
same negatives. In a version of “Aspens,
Northern New Mexico” made soon after
it was shot in 1958, a palisade of slender
white tree trunks is almost lost. in
shadow, as is the base of foliage in the

front. The semitransparent, light-struck
leaves of two foreground trees stand out
in handsome contrast. In a 1976 print,
the wall of trunks leaps forward, the foli-
age looks spotlit, and the foreground
leaves appear to be lit by electricity
rather than the sun. In a similar pair of
prints of “Mount McKinley and Wonder
Lake,” the more popular 1978 ver-
sion—which Mr. Szarkowski has called
“ggregiously inferior” to the 1949 version
that hangs alongside it—looks almost
computer-created, so aggressively unnatu-
ral are its shadows, reflections and con-
trasts.

But exaggerated, “unnatural” con-
trasts of black and white—pitch-black
earth, sky or shadows set against whiter-
than-white clouds, snow, spray or
stone—were an essential part of Adams’s
aesthetic from the start. In a photograph

Adams took at age 16, in 1918, of a dark,
cubistic, house-size rock off Land's End in
San Francisco, at once battered and ca-
ressed by ocean surf, his tastes for stark,
primal contrasts of tone and minute tex-
tural detail are already evident.

Ansel Adams's ‘Aspens, Northern New Mexico' from 1958,

photographer soon after a pic-

ture was taken. (Adams often

made these the same size as the nega-
tives.) Only six of the 114 prints here are
listed as having been made after 1970; only
six of the pictures were taken after 1950.
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And those tastes never changed. If pho-
tography forced us to resee and redefine
the world in black, gray and white, he
would give us the blackest blacks, the whit-
est whites, the most dramatic range of
srays—even if it meant many hours in the
darkroom correcting nature’s inadequate
tones, Patience and technology allowed &
tripod-fixed 8-by-10 view camera to cap-
ture far more detail than any human eye
could see; so Adams shows every sunshot
pockmark on a boulder, every wavy stria-
tion on a dead stump or mountain wall,

Adams was quite candid about his un-
faithfulness to “nature,” his manipulation
of the subject in front of his lens, whether
it was the Grand Canyon or a scattering of
pine needles in a pond. He would wait
hours for the precise arrangement of

clouds and sunlight he needed. Sunrise
and moonrise, threatening or clearing
thunderstorms served him spectacularly
well. Selected rays of sunlight could (if
you were lucky or waited long enough)
illuminate just the place you wanted,
while dark clouds or skies left adjacent
areas in deepest grays or blacks. You or [
could go back to Yosemite for 60 consecu-
tive years (as he did), and yet never see
the thin thread of waterfall struck by light
that he discovered in a valley of shadows;
or the sharp prow of El Capitan illumined
by the finest line of silver.

Admirers of Adams's work generally
fall into one of three categories. The first
and largest group are the nature lov-
ers—people who regard inaccessibly high
mountains, crashing ocean waves and
very old rocks and trees as what 18th-cen-
tury writers called the Sublime. Mr.
Szarkowski argues that the innermost im-
pulses behind Adams's visions of nature
were not so much artistic as spiritual, in a
vague, nonreligious, pantheistic way. He
saw, if not the hand of, God, at least evi-
dence of the transcendental in the ancient,
untrod reaches of America's Western wil-
derness (no human presence ever defiles
his landscapes), as well as in close-up,
exquisitely composed images of a dead
tree stump, pine needles in a pond, wild-
flowers growing out of a crack in the
rocks.

The second group of admirers includes
serious photographers. What-
ever they may think of Ad-
ams's preferred subjects and
effects, they still learn a great
deal about their craft from his
wise, conscientious, painstak-
ing methods. His subjects may
now seem less timeless than
19th-century-romantic, his
taste in contrast and detail ex-
aggerated, even melodra-
matic. But no one knew better
than he did where, when and
how to shoot a picture, how to
frame and compose, how fo
bend light and shadow to suit
one's own ends and then bend
them still further in the dark-
room,

As neither a photographer

nor a Sierra Club pantheist, I

fall into the third and most crit-

ical category of Adams's ad-

mirers, the art lovers. In both

this exhibition and its catalog,

I found myself taking note of

his tonal preferences and stud-

led effects, and admiring his meticulous

craft, instead of responding with the emo-

tional complexity and inner dialogue one
expects from serious art.

Other dissatisfied critics have called
his works “too perfect,” and in one sense
they are, Their composition and detail are
s0 finely wrought that they leave little
room for any response other than stunned
contemplation. After a while, the nonbe-
liever tires of the transcendental sublime.

Even so, I love the big catalog and
found no fault whatever with 36 works
taken and printed between 1935 and 1950.
These include the blown-spray series of
five Old Faithfuls and five Yosemite water-
falls; a tree detail and a Zen lake; a stand
of aspens in Colorado; Grand Canyon
from Point Sublime; a dark strut of Rain-
bow Bridge; two elongated, glacier-pol-
ished slabs; the famous sun-struck field of
stones out of Manzanar; and “Rocks, Ala-
bama Hills,” a mysterious, otherworldly
image I had never seen before.
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Who Preceded the Celebrity

By TESSA DeCARLO

SAN FRANCISCO
NSEL ADAMS died 17 years ‘agp, yet
an endless stream of posters, cal-
endars, books and computer
screen savers have made his pho-
tographs of thundering crags and glittering
groves seem more popular than ever. Now
an exhibition commemorating Adams's
100th birthday — the first major reassess-
ment of America's best loved photographer
since his death — seeks to rescue Adams
from ubiquity and reclaim him for high art.

**Ansel Adams at 100, which opens at the
San Francisco Museum of Modern Art on
Saturday, recasts Adams as an artist of
private visions and modernist ambitions
whose best work is less accessible but more
profound than many of his better-known
images. Some of the 114 photographs on
display may surprise and even puzzle Ad-
ams fans, and the show's curator, John
Szarkowski, acknowledges that the artist
fhimself would probably have disagreed with
many of the choices.

“It was time to do a show on Ansel that
didn’t use prepackaged images out of the
drawer,” said Mr. Szarkowski, director
emeritus of the photography department at
the Museum of Modern Art i
“This show has the character and shape it
does because it was done in freedom from
any obligation to Ansel’s own sense of what
he decided he wanted to be historically.”
Born in San Francisco in 1902, Adams was a
generous and energetic teacher, a technical
innovator and proselytizer who was instru-
mental in starting photography depart-
ments in both the San Francisco and New

York Museums of Modern Art, The show

summer of 2003 after traveling to Chicago,
London, Berlin‘and Los Angeles,

Even though Adams is this city’s most
famous native son, a “prepackaged’’ show
would probably not have found a place at the
San Francisco museum, whose photography
department is‘one of the most innovative in
the country. ‘I personally have not found
much of the Ansél Adams work that you and
1 know to be very important or moving,"
said Sandra S. Phillips, the museum’s senior
curator of photography. Many of the pic-
tures in the centennial show, therefore, “are
unacknowledged work and largely un-

3

A popuiar photographer
whose earlier work was
profound and modernist.

known."

“This show tries to re-establish Adams
not in the context of calendars, but as a real
artist with artistic ambitions,”” she contin-
ued. *“It’s an example of the truth that you
can't deal with an artist until after he's
dead."” _

To the general public, Adams is best
known as a champion of the ecology of the
American West. In addition to making gor-
geous photographs of Yosemite, the South-
western deserts, the Grand Canyon and
other icons of the Western wilderness, he
was a tireless advocate for environmental
groups and causes.

One of the goals of "'Ansel Adams at 100"
is to.disentangle Adams the artist from the
popular image of him as a kind of “green”
social realist for whom a photograph's
greatest significance lay in its tree-hugger
message. Mr. Szarkowski argues that al-

Continued on Page 28

Tessa DeCarlo writes on the arts from
Northern California.

Ansel Adams's photograph “Aspens, Northern New Mexico,” from 1958,
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Ansel Adams Before He Was Famous

Continued From Page 27

though Adams’s interest in wilderness pres-
ervation was lifelong, his best work was
done for reasons that were deeply personal
and even mystical.

“Ansel would be indignant if one accused
him of religious feelings in anything even
approaching a traditional sense,” Mr. Szar-
kowski said in a telephone interview earlier
this month. “And yet not only his pictures
but his intimate writings, his letters, make it
clear that his experience of the natural
world was basically a mystical experience,
and that his only really lasting, interesting
artistic problem was how to make physical

the evidence of this experience.”

Mr. Szarkowski first met Adams in 1962
and believes that by then Adams’s artistic
well was running dry, even as the nation’s
politics were beginning to catch up with his
reverence for nature. “Until about 1960,"
Mr. Szarkowski said, “‘the fact that he photo-
graphed trees and snowcapped mountain
peaks was understood as a moral failing"
by those who believed photography should
document human suffering rather than nat-
ural beauty. “Later he became a hero for
something he never intended to do when he
was making his best work.”

Moreover, Adams’s own view of his photo-
graphs changed dramatically, Later in his
‘life, when he had achieved financial success

A Book That’s Also Art

The book accompanying the Ansel Ad-
ams centennial exhibition now in San
Francisco is almost as much of an event
as the show itself.

The large-format, 192-page volume,
“Ansel Adams at 100,” reproduces 114
images in the show and offers an elegant-
ly written assessment of Adams’s life
and artistry by the show’s curator, John
Szarkowski. It was printed, on paper spe-
cially made in France, by a fine-art
printer, Meridian, in Rhode Island, with
no-expense-spared fidelity to Adams's
original prints.

Each image went through three print-
ings, one on top of the other, to capture

the full range of the black-and-white pho-
tographs’ rich tonalities.

“Idon’t know of any commercially
made book of photography as well done
as this one,” said Mr. Szarkowski, who is
also a photographer and historian of pho-
tography.

The publisher, Little, Brown, is charg-
ing $150 for the book. Though far from a
bargain, the price is actually below what
the labor and materials that went into
the project would normally demand. The
price was made possible only because its
subject’s extraordinary popularity guar-
antees a substantial market. A whopping
60,000 copies of the book have been print-
ed. A paperback catalog, in a slightly re-
duced format, is also available for $50.

TESSA DeCARLO

and even celebrity but was no longer mak-
ing great work, his books and shows relied
on earlier images that Adams reprinted
with drastically heightened black-white con-
trast to increase their drama.

William Turnage, trustee of the Ansel
Adams Publishing Rights Trust and a long-
time collaborator with Adams on both envi-
ronmental and photographic projects, de-
scribes him as a gregarious but fundamen-
tally lonely man who relished his late-
blooming popularity. “Like most artists, he
had a tremendous need to be loved and
appreciated,” he said. ‘I think Ansel under-
stood what people liked and concentrated on
that in his editing, printing and publishing "

“Ansel Adams at 100" shuns these later,
more familiar versions of Adams's work,
offering instead quieter early prints of well-
known photographs and other pictures that
haven't been widely seen. The show favors
studies of driftwood, grasses and rocks over
heroic vistas and highlights Adams's inter-
est in abstraction and the mysteries of light.

‘‘Many of these images are smaller and
not as available,” said Ms. Phillips. “The
work is a harder experience to get into, like
reading T. S. Eliot or James Joyce. But it's
much more rewarding, at least for me."”

Just how much difference Adams’s print-

ing choices make is clear from two images
— one of Mount McKinley, the other of a
stand of aspens — for which the show
presents early and late prints side by side.
The later versions are hyperbolic and
“‘egregiously inferior,” Mr. Szarkowski
says. “After a while you get a little bored, as
you do with an overwrought performance of
a piece of music, however exciting all those
exaggerated crescendos and rubatos are at
first.”
'{But as numerous musical careers have
demonstrated, there is a large and enthusi-
astic audience for the overwrought, and to
many people the late prints’ vivid lights and
darks will probably remain far more attrac-
tive. How the public, which usually flocks to
Adams shows, will react to Mr. Szarkows-
ki’s more austere view of the artist “is the
$64,000 question,” said Mr. Turnage.

“But,” he speculated, “wouldn’t it be a
shame to have a 100th anniversary show full
of things everyone was familiar with?"

Mr. Szarkowski isn’t worried. “1 think the
photographers who see this show — the good
ones — are going to say: ‘Wow! 1 didn’t
know Adams was that good, that rich, that
complex, that he dealt with such difficult
artistic and photographic issues with such
bravery.’ That's why you do a show like this
— not to break attendance records.

“‘But if people slow down a little bit," he
said, I think they'll find the pictures very
beautiful and rewarding and they'll want to
come back and see them again.” 10 |




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

—d L

Photcgraph (rom the Museum of Modern Ar, Hew Yerk

THE TWO ADAMS

IN CONTRAST

Ansel Adams took
the photograph
“Mount McKinley
and Wonder Lake,
Alaska” in 1948 and
printed it in 1949
(top). In 1978 he
reprinted the picture
as most people now
know it (below), in
higher contrast and
maore suitable for a
poster. It wasa
deliberate attempt
by Adams to
enhance his growing
reputation. The two
versions hang next f
each other in an
Adams retrospective
at the Museum of
Modern Artin San
Francisco.
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Ansel Adams at 100
By John Szarkowski
Little, Brown, $150

Ever affable, Ansel Adams was not an especially
rigorous critic of his own work. He often showed
his worst work next to his best. Documenting
Sierra Club outings in the late 1920s, Adams
offered members prints at a dollar apiece from
any negative not wholly overexposed, allowing
them to choose what they liked by sorting
through massive albums of proofs.

Now, 100 years after his birth, Adams finally
has the editor he deserves: John Szarkowski,
former director of the photography department
at the Museum of Modern Art in New York and
the curator of the recent Ansel Adams retrospec:
tive at the San Francisco Museum of Modern Art.
For the retrospective’s catalogue, Szarkowski
selected over 100 prints, early and late, covering

the Yosemite territory and beyond. He also contributed an introductory essay discussing not
only Adams's innovations in printing but also the effect of his training as a concert pianist on
his art. It's one of the first fresh views in years of the overexposed photographer's work.

And that’s just the start. In keeping with the high standards of reproduction Adams helped
establish six decades back (some readers still assume that he tipped original prints into his
books), the publisher has used a tritone process to lay down plates rich in shade and sharp in
detail on imported French paper. Adams would have been ebullient. J.5.K.
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April 10-13, 2008
Park Avenue Armory

More than 75 of the world's leading photography art
galleries will present museum-quality work ranging from
contemporary, modern and 19th century masters.

Gala Benefit Preview
April 9, 2008

The Gala Preview will benefit the John Szarkowski
Fund. an endowment for photography acquisitions,
at The Museum of Modern Art in New York City.
For ticket information: Elizabeth Pizzo, Special
Programming and Events, MoMA (212-708-9523

or specialevents@moma.org)

p-

aipad.com |
C

The Association of International
Phatography Art Dealers
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The Bigger Picture

THIS YEAR'S AIPAD PHOTOGRAPHY SHOW BOASTS MORE SPACE FOR LARGE-SCALE WORKS.

NEW YoRrk—From April 10 1o
15 ar the Park Avenue Armory
m New York, the Associaton
of International Photography
Art Dealers (AIPAD) will
present the 28th edition ol
s fmwus Photography Show,
with 75 dealers on hand to
sell muscum-quality works to
a public that, by all indications,
still has a substantial apperire
tor art despire the shaky econ-
omy. This vear AIPAD has
decided to make the booths
roomier to accommodate more
displays of large-scale contem-
porary work, according ro
Boston dealer Robert Klein,
the vrgamzation’s president.
The tocus on new photography
makes sense in light of the
strong sales ar AIPADS inau-
gural Miami edirion, which
was held this past December
as part of the South Florida
L'{l"f(‘llll‘\lll‘,l I‘I\' art l“l’l’.'l\'dga”ﬂ'..‘.

Amang the dealers bringing
large-scale works are Yancey
Richardson and Lawrence
Miller of New York and Robert
Koch of San Francisco, Minne-
apolis=based Martin Weinstein
will show photographs by Alec
sath. Klein is excited abour
an clephant picture on a rruly
clephantine scale (36,5001 by
French artist Didier Massard,
who photographs from elabo-
rate sets he constructs himself
in the studio. “I'll also have
vinrage works by Alfred Srieg-
live, Helen Leviu, Brassai,
Arger—the pantheon,” says
Klein, pri;g\ are from $8,000
ra 150,000, New York dealer
Howard Greenberg will have
rwo walls dedicared to whar
he valls “mini one-persen

(, aris bl

Joel-Peter Witkin's “Night in a Small Town,” 2007,

shows"—one will be dedicated
to the Swiss photographer Rene

Groebli, who created a famous
body of work about rrains in
the 19405 entitled “Magic.”
The gallery will also be show-
ing the New Documentarian-
influenced color wark of
contemporary German photog
rapher Perer Granser. “'We love
his work here and thought it
would be a nice idea 1o wy lam
out,” says Greenberg, who will
show Granser for the frst time
In addition, Greenberg will
bring a selection of “rare, valu-
able vinrage prints,” and notes
that all his offerings will be

priced at $10,000 or less.

New York dealer 'ace=Mac-
Gull, rerurming to the AIPAD
show after a long hiatus, will
be showing vintage and madern
prints by John Szarkowski, the
legendary curator of phatogra-
phy at the Museum ot Moderm
Art, who died last July ar 81,
Szarkowski, in addirion to
almost single-landedly putting
photography on the art world's
map and fostering the carecers
of such greats as Diane Arbus
and Lee Friedlander, was also
a creative photographer in his
own right who specialized in
studies of the American land-

scape from the 19405 on.
Maoney raised at the fair’s
gala receprion will benefir
an acquisition fund that the
museum has established

in Szarkowski’s honor,

Photo enthusiasts know what
o expect tram an AIPAD fair,
and they aren’t likely ro be dis-
appoinred this tim
goes for the dealers. “We're
settled into the Armory at
this point.” says Greenberg.
“There's a wee bit of anticipa
tion in the air due to the
economy, but the art business
so far seems to be standing up
pretey well.™ < ioun ooreman

. The sume
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John Szarkowski discovered and championed
the finest photographers of the 20th century,
Willicun Meverswrites. 1is taste has become our canon.

n 1991, when John Szarkowski
was preparing to step down from
his role as director of the depart-
ment of photography at the Muse-
um of Modern Art, U.S. News and
World Report wrote, “Szarkows-
ki's thinking, whether Americans
know it or not, has become our
thinking about photography.”
M, Szarkowski “gets it in the
broad sense,” Phil Block, the di-
rector of education at the Interna-
tional Center of Photography, told me
during a recent telephone conversa-
tion. The “it,” of course, is photography.
The “broad sense” covers Mr. Szarkows-
ki’s career as a photographer, historian
of photography, theorist of photogra-
phy, writer on photography, editor of
photography books, curator of photo-
graphic exhibitions, teacher of photog-
raphy at Harvard, Columbia, Williams,
Cornell, and his alma mater, the Uni-
versity of Wisconsin, and his enormous-
ly productive tenure at MoMA from
1962 to 1991, (He still holds the title of
director emeritus.)

We will be hearing a lot about Mr.
Szarkowski this month. His exhibition
of recent photographs, “Now,” opens
today at Pace/MacGill, and a major ret-
rospective of his work, which covers
more than half a century, opens at

Szarkowski seems always to
have everything in mind —
history, aesthetics, technology
— andto be able to put it in the
broad context of all he knows
about art in general.

MoMA in two weeks, [ will write about
his photography at that time, but for

now I will examine his reputation as a
curator and scholar.

M. Szarkowski has a holistic grasp of
the photographic medium. He seems al-
ways to have everything in mind — his-
tory, aesthetics, technology —and to be
able to put it in the broad context of all
he knows about art in general. Whatev-
er he is doing at any one moment is in-
formed by everything else he has done
and knows, He is complex, but, as Mr.
Block told me, he affects people “like
haiku. It is amazing that a layperson
can understand someone so brilliant.”

M. Szarkowski (b.1925) succeeded
Edward Steichen, the populist, who
had succeeded Beaumont Newhall,
the scholar, at MoMA, the first art
museum to have a department of
photography. The exhibitions he cu-
rated often became inflection points

Please see SZARKOWSKI, page 14
in the history of the medium. He
bought Berenice Abboit’s collection of
Eugene Atget’s work for MoMA be-
cause, as Mr. Block explained, “he
knew Atget was a key to understanding
photography in the new century.”

The exhibition and book Mr
Szarkowski produced established At
get’s place in the canon. He rehabilitat-
ed André Kertész's reputation after he
had languished unappreciated for 25
years in America. And he had a preter-
natural ability to recognize new talent,
the most valuable asset a museum di-
rector can have. One exhibition alone,
“New Documents” (1967), introduced
Diane Arbus, Lee Friedlander, and Gar-
ry Winogrand to a wider public than
they had known.

Perhaps his most prescient find was
William Eggleston, whom he exhibited
in 1976. Mr, Block reminded me of the
controversy that surrounded the Eggle-
ston exhibition: It was described by the
New York Times as “the most hated
show of the year" But, Mr. Block said,
“Tt was brilliant for Szarkowski to take
this raw talent and see the originality
of his work” The show permanently al-
tered the perception of what color pho-
tography could, should, would be.

Amazon.com lists 63 books Mr,
Szarkowski wrote, edited, or con-

Sprlawosit | Y athn
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tributed Lo. One of the most influential
is “Looking at Photographs: 100 Pic-
tures From the Collection of the Muse-
um of Modern Art,” a book based onan
exhibition Mr, Szarkowski curated in
1973, and for which he wrote one-page
essays on each picture. Mr. Block calls
this book a “foundation for teaching”
about photography: It has been in print
since its first publication more than 30
years ago, and was revised in 1999,

“This is a picture book, and its first
purpose is to provide the material for
simple delectation,” is Mr. Szarkow-
ski’s opening sentence. Note his “first
purpose” is to provide pleasure. He
wants us 1o enjoy these photographs;
to help us do that, he tells us about the
people who took them, the circum-
stances under which they were taken,
the technical details when they are rel-
evant, and the political or social back-
grounds when they are pertinent.

The artists included in “Looking at
FPhotographs™ were mostly the great
names — Julia Margaret Cameron,
Lewis Hine, Edward Weston, Richard
Avedon — but there were several al-
tributed to “Photographer unknown,”
including two aerial reconnaissance
photos from World War . Mr. Szarkows-
ki wanted to open the spectrum of
what could be appreciated: He taught
people how to see and how to talk
about what they saw.

Mx. Szarkowski's genius is for sim-
plicity. His description of Winogrand’s
picture of a couple in front of a wolf in
a cage at the zoo, “Untitled” (c, 1962),
could just as well be a description of
his own prose style: “Granted that sim-
plicity is a virtue; beyond this it is teo
complex a matter to generalize with
impunity. One might add with reason-
able confidence that simple does not
mean vacuous, obvious, plain, habitual,
easy, formulated, banal, or empty.™

The diction is precise, the syntax
straightforward, but by the end of the
sentence a lot has been said. There is no
jargon, nor any of the inaccessible tech-
nical gobbledygook less brilliant peo-
ple use 1o sound profound about mat-
ters beyond their grasp.

Of “0Old Faithful Geyser, Yellow-
stone, National Park” (1941), Mr.
Szarkowski writes: “Ansel Adams at-
tuned himsell more precisely than
any photographer before him to a vi-
sual understanding of the specific
quality of the light that fell on a spe-
cific place at a specific moment. For
Adams the natural landscape is not a
fixed and solid sculpture but an insub-
stantial image, as transient as the
light that continually redefines it. This
sensibility to the specificity of light
was the motive that forced Adams to
develop his legendary photographic
technique.” Such a sophisticated

© Copyright 2000 One SLLLE
Al Rights Rasarved
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analysis, so plainspoken.

By the 1980s, Mr. Szarkowski was
being attacked by postmodernists,
poststructuralists, deconstructionists,
Marxists — people with agendas. Mr.
Szarkowski’s attention to the “simple
delectation™ of photography will out-
last their meretricious grousing.

When I first called Phil Block at his
office, he told me he was too busy to
talk, then he went on for an hour as
one thought about this extraordinary
man led to another; eventually he got
control of himself and told me to call
back the next day. That’s the hold
John Szarkowski has on the affec-
tions and imaginations of those who
have been fortunate enough to know
him personally, and by implication
the effect he has had on all who value
photography.

“John Szarkowski: Now™ at Pace/
MacGill Gallery until February 18 (32 E.
57th Street, ninth floor, between Madi-
son and Park Avenues, 212-759-7999).

“John Szarkowski: Photographs™ at
MoMA from February 1 unul May 15
(11 W, 53rd Street, berween Fifth and
Sixth Averes, 212-708-9400).

CLOCKWISE FROM TOP “Young Boy in Red
Sweater' (1971) by William Eggleston, whose
color photographs were controversial when John
Srzarkowski showed them at MoMA in 1976;
Jsak Dinesen' (1958) by Richard Avedon, whose
work he has sornetimes eriticized but whose por-
traits he deemed ‘a coherent and challenging
composite portrait of many of the mythic figures
and spearcarriers of the worlds of art, style, and
higher salesmanship’; Yosemiw Navional Park,
California’ (2004) by Lee Friedlander and ‘Unti-
tled” (1962) by Gary Winogrand, who were both
part of Szarkowski’s 1967 landmark “New Docta-
ments” show; an aertal reconnaissance photo-
graph taken over Lavannes during World War I,
one of many works by unknown photographers
Szarkowskl has championed; and ‘Washington
Square, New York’ (1954) by Andre Kertész,
whose reputation Szarkowski helped to rehabili-
rare. The images by Avedon, Winogrand, and the
unknown photographer and the quoted passage
can be found in ‘Looking at Photographs: 100
Pictures From the Collection af the Museum of
Modern Art' (Bulfinch Press).
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The Photographer’s
Curator Curates

~‘JOHN
SZARKOWSKI:
PHOTOGRAPHS'

The San Francisco
Museum of Modern
Art

Feb. 5 to May 15;

Authentic moments
by John Szarkow-
aki: Above, “Fm'
ers and Merchants
Union Bank, Co-
lumbus, Wisc.,
1954"; left, “Mat-
thew Brady in the
Backyard 1,1952.

His Own

He made America’s most
famous lensmen, and
then he became one.

By PHILIP GEFTER

T 80 John Szarkowski is still an eager ra-
conteur. He tells his stories In a sten-
torian voice, his distinct Midwestern
accent wrestling his words to the
ground for emphasis at every turn.

Perched with a martini in hand in the clubby at-
mosphere of a Midtown Manhattan restaurant,
he was ready to volley over any opinion or idea,
from Alberti's one-point perspective to James
Agee's essay on Helen Levitt. He would much
rather talk about his own work as a photogra-
pher, despite being questioned about the formi-
dable legacy he left as director of photography
at the Museum of Modern Art for nearly 30
years, from 1962 to 1991. “I have a different life
now," he insists. 3

Still, you can't consider the work of Mr.
Szarkowski, the photographer, without acknowl-
edging his role as a curator, particularly on the
occasion of his first retrospective exhibition at
the San Francisco Museum of Modern Art, or-
ganized by Sandra S. Phillips, and accompanied
by a book, “John Szarkowski: Photographs,”
published by Bulfinch Press. (The exhibition
travels around the country, arriving at the Mu-
seum of Modern Art in New York next year.)

As a curator at MoMA in the 1960's, Mr.
Szarkowski was first to confer importance on the
work of Diane Arbus, William Eggleston, Lee
Friedlander and Garry Winogrand. Their pic-
tures were radical at the time for being as much
about their experiences as about their subject,
and, initlally, these photographers were met
with critical disapproval; the 1976 MoMA exhibi-
tion, “William Eggleston’s Guide,” was consid-

ered the worst show of the year. By champloning
the work of these photographers early on, little
did Mr. Szarkowski know that he would change
the course of photography.

At the same time, be virtually canonized
earlier photographers, like Ansel Adams,
Eugéne Atget, Walker Evans and Edward Wes-
ton. Today we take for granted their status as old
masters of photography, but it was Mr. Szarkow-
ski who was responsible for their ascension. In
fact, Mr. Szarkowskl helped elevate photogra-
phy to the precincts of art, with his curatorial vi-
sion and with his eloquence. Two of his books,
“Looking at Photographs” and “The Photogra-
pher's Eye," have long been considered classics.

MOMA
ARCHIVES
AMPHLET

ALE
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Enough of that, he indicates with his hand.
“I'm content with what I did at the museum,” he
allows, finally, if only to end the discussion about
his role there. “I think anybody who had been
moderately competent, reasonably alert to the
vitality of what was actually going on in the me-
dium would have done the same thing I did. 1
mean the idea that Winogrand or Friedlander or
Diane were somehow inventions of mine, I would
regard, you know, as denigrating’ to them.

When Mr. Szarkowskl arrived at the mu-
seuglytmm Wisconsin in 1962 at 37, he was al-
ready an accomplished photographer. He had
published two books, “The Idea of Louis Sulli-
van’ (1956) and “The Face of Minnesota” (1958).
Remarkably for a photography book, the later ti-
tle landed on the New York Times best-seller list
for eight weeks.

In the late 1940’s, when he was starting out,
“most artists, most photographers surely,
if they were serious, still believed it was better to
work in the context of some kind of potentially
'social good,” he said, thinking back to what pro-
pelled him toward his early subjects. You can
see the consequence of this belief in the earnest-
ness of his pictures; they come out of an Ameri-
can classical tradition. When asked about his
early influences, he was quick to respond, *“Two
people,” he said, “Walker and Weston — Walker
for the intelligence and Weston for the pleasure.”
The choices — Walker Evans and Edward Wes-
ton — are not as obvious as they sound: at the
time, Evans and Weston were not yet as signifi-
cant as Mr. Szarkkowski would help make them.

Mr. Szarkowski began his project on the
work of Louis Sullivan in the early 1950's, at-
tracted to the architect's ideas about form fol-
lowing function. Buildings had traditionally been
photographed in isolation. But just as Sullivan
linked the design of his buildings to the way they
were used, Mr. Szarkowski photographed his
buildings in their environment.

A perfect example is his picture “Farmers




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

{ The Museum of Modern Art Archives, NY

i

o

— =

Ty

__-' iR e " g s
e PR, o emmes o R P o ot 050

and Merchants Union Bank, Columbus, Wisc,
1954." Aside from showing us an authentic mo-
ment in small-town America, the picture epito-
mizes Mr. Szarkowski's eye: first, the arches of
the Sullivan bank building are central to the
composition, but two larger arches are formed
by the branches of the trees at the top of the pic-
ture frame. The arches are again echoed in the
windows of the car. The stationary bicyclist
seems propelled forward by the car’s shape, as
well as by the locomotion effect of the bank's
arches in consecutive order. Meanwhile, the
wheels of the bicycle balance out the two men
sitting on the bench.

This photograph, among others, anticipates
his later curatorial choices; you can see his visu-
al affinity for the work of Friedlander and Wino-
grand, whose pictures also appear simple, al-
most off-handed, until their compositional com-

plexity reveals ltself,

One of his most romantic works, "Matthew
Brady in the Backyard 1, 1852," was taken of his
dog during a visit to his parents’ house when he
was 27. One of the few personal pictures in the
exhibition, it possesses the spirit of Alfred Stieg-
litz before him and anticipates the apparent
spontaneity of the snapshot aesthetic, a move-
ment that emerged in the 1860's,

Here, the invisible hand of the photographer
is also at play: parallel lines are everywhere,
from the wood slats in the bullding to the vertical

Series.Folder:

Phaotographa from “Jehn Szarkowski: Photographs,” Bullfinch Pres

pole and the back of the rocking chair; a filigree
of power lines props up the top right corner of
the picture frame. Mr. Szarkowskl was in pur-
suit of what he calls a discovery of the authentic,
one of the most elusive characteristics to identi-
fy or contain In formal terms. In this picture, the
actuality of the experience saves it from a de-
scent into cliché, and structure emerges out of a
simple, emotionally resonant backyard scene.

In his recent work, Mr, Szarkowski has re-
turned to the backyard, in this case his own farm

| “in upstate New York, His intimate pictures of the
rural landscape show us patterns of gnarled

branches, trees in front of barns, lovely country
paths — in effect, his world today. They are true
to his visual code, but more meditative, less en-

. Baged in the modern world. 1t's as if he has re-

treated to an interior life, where, as he has main-
tained all along about the photographic process,
“it's not & matter of knowing what you mean and
then thinking of a way to say it. 1t's a way of dis-
covering in the process of trying to say some-
thing that you find what it is you mean.”

He has been taking photographs again now
for almost 15 years, When asked how it feels to
present his work knowing it will be measured
against his curatorial legacy, he became cir-
cumspect. As an artist, “you look at other peo-
ple's work and figure out how it can be useful to
you," he said, pointing to his plctures, “I'm con-
tent that a lot of these pictures are going to be in-
teresting for other photographers of talent and
ambition. And that’s all you want."
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July 12, 2003
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CNN Saturday Night

SOPHIA CHOI, ancher:

And now, from pink to black and white: the distinctive
photography of Ansel Adams. A world tour of his best work
has arrived in New York to mark what would’wve been his
100th birthday.

CNN’s Michael Okwu visited the retrospective.
MICHAEL OKWU repcrting:

The maze-like majesty of the Grand Canyon; a lake--a ripple
smooth enough to want to touch; a thundercloud speaking a
thousand words. When you think of landscape photography,
you usually think of Ansel Adams. (Visuals throughout
segment of Adams’ photographs)

Mr. JOHN SZARKOWSKI (Curator, "Ansel Adams at 100"):
well, he did something that no photographer had done.
People don’t think of landscapes as moving, but they do.
The image--the image moves all the time, The light
changes, the clouds move. And that’s what Adams’
photography is really about--about the fact that nature is

net permanent.

OKWU: John Szarkowski is a curator of "Ansel Rdams at 100."
From now to November, you can see 113 of Adams‘ finest
photographs at New York's Museum of Moderm Art, the last
stop on an international tour. (Clips of people attending
Adams Retrospectivel

Mr. SZARKOWSKI: This is called "The Gateway," and it's
basically the entrance to--to Yosemite Valley.

OKWU: On view, Adams’ lifelong homage to the American West:
the natural spectacle of Yosemite National Park; celestial

Fura (TH o Jusi ey of (b o cantaet peer anaraet KM affice,
Mhataial svnsec by VIS may wnly be vkt forivigrnal rividw, aralyels of researoh. Ay pubdalipn, spbrasdcast of pabdc dheplyy for prodi it fackléitan and may st capeipte law,
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light high above the Sierra Nevada. This one’s entitled
"Moonrise: Hernandez, New Mexico.! He took the shot seconds

before the moonlight reflected in those crogsses faded into
darkness.

Scmetimes, Adams would just set his camera down, and let
the scenery change.

Mr. SZARKOWSKI: He basically photaographed, I think, the
natural world as--as an intense experience--his own intense
experience.

OKWU: Adams was born in San Francisce in 1902. Ambitions to
become a pianist were sidetracked after visits to Yosemite,
which he first photographed with a Brownie box camera. He
joined the Siexra Club, and even lobbied presidents to
preserve the environment before he returned to the solitude
of the country.

Unidentified Speaker: We’d walk across a meadow in
Yosemite, and he would just stop and lock up, and there
were clouds; and he'd just lock at me and say, "My God, it
is so wonderful.!

O¥KWU: Adams revisited his favorite subjects, 0ld Faithful,
the Grand Canyon, Glacier Natiecnal Park, again and again
and again.

For all those portraits of sweeping vistas, he had a keen
eye for details in the landscape: a weathered stump, a
cascade of flowers growing over a crevice in the mountains.
He conveyed a sense, Szarkowski says, that the mountains
are no more miraculous than a few blades of grass floating
on good water--but those mountains.

Michael Okwu, CNN New York.

## 4
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John Szarkowski Is
CAA Distinguished

Scholar

I Session at the 2006 Boston confer-

ence honors John Szarkowski,
director emeritus of the Department of
Photography at the Museum of Modem
Art (MoMA) in New York. This special
panel is chaired by Joel Snyder of the
University of Chicago and includes Peter
Galassi, MoMA; Michael Fried, Johns
Hopkins University; and André Gunthert,
professor at the Ecole des hautes études en
sciences sociales, directeur of the
Laboratoire d’histoire visuelle contempo-
raine; secretary of the Société frangaise de
photographie, and editor of Etudes. The
session takes place Thursday, February 23,
from 2:30 to 5:00 pm in Ballroom B of the
Hynes Convention Center.

As director of MoMA’s Department of
Photography from 1962 1o 1991,
Szarkowski oversaw more than one hun-
dred exhibitions, the publication of more
than thirty books and catalogues, the
inauguration of the museum’s first pho-
tography collection galleries in 1964 and
their expansion in 1984, the establishment
of endowments to support the depart-
ment’s programs, and the continued

development of
the collection,
which now
includes more
than twenty-five
thousand works
spanning the his-
tory of photogra-
phy.

The exhibi-
tions Szarkowski
organized at the

museum ranged from pr ions of new
work to retrospectives of major figures,
and from considerations of the formal
vocabulary of photography and its varied
applications to broad surveys of important
historical episodes. Many exhibitions
were accompanied by publications edited
and often written by Szarkowski. Among
the most important are: The Photographer
and the American Landscape (1963), The
Photographer s Eye (1964; publication
1966), New Documenis (1967), The

he CAA Distinguished Scholar’s

4 CAA NEWS JANUARY 2006

Photo: Rachel Crognale

lohn Szarkowski

Animals: Photographs by Gary
Winogrand (1969), From the Picture Press
(1973), New Japanese Photography
(1974; with Shoji Yamagishi); Photo-
graphs by William Eggleston (1976),
Mirrors and Windows: American Photo-
graphy since 1960 (1978), Photography
until Now (1990), and Lee Friedlander:
Nudes (1991). Retrospectives have sur-
veyed the work of André Kertész (1964),
Dorothea Lange (1966), Brassai (1968),
Henri Cartier-Bresson (1968), Bill Brandt
(1969), Walker Evans (1971), Diane
Arbus (1972), Harry Callahan (1976),
Eugene Atget (in four parts, 1981-85;
with Maria Morris Hambourg); Irving
Penn (1984); and Gary Winogrand (1988).
In 1985, Szarkowski inaugurated the
annual New Photography series, which
introduced the work of dozens of artists
in the following fourteen years.

In June 2003, MoMA issued a Russian
edition of Szarkowski’s highly acclaimed
book, Looking at Photographs, an intro-
duction to the history and aesthetics of
photography first published in 1973. The
new edition was issued to accompany
Szarkowski's exhibition based on the
book, which was on view at the State
Hermitage Museum in St. Petersburg and
the State Pushkin Museum of Fine Arts in
Moscow in 2003, In addition to Ansel
Adams at 100, Szarkowski's other MoMA
exhibitions since 1991 have included
Alfred Stieglitz at Lake Gearge (1995) and
Come Sunday: Photographs by Thomas
Roma (1996).

/‘?(" Yoorsis 3
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Szarkowski holds honorary doctorates
from the Philadelphia College of Art
(1965), the school of the Minneapolis
Institute of Arts (1978), the Portland
School of Art (1980), Parsons School of
Design (1988), Northland College (1990),
the University of Wisconsin (1991),
Massachusetts College of Art (1993), and
Columbia College Chicago (2001). He is
the recipient of the City of New York
Mayor’s Award of Honor for Arts and
Culture (1979), the Friends of Photography
Award for Distinguished Career in
Photography (1988), the International
Center of Photography Infinity Awards for
Writing (1989) and Lifetime Achievement
(1995), the Association of Independent
Photography Dealers Lifetime Achieve-
ment Award (1992), the Royal Photo-
graphic Society Progress Medal (1992),
and the National Arts Club Gold Medal for
Photography (1998).

Szarkowski has taught at Columbia,
Comnell, Florida International, Harvard,
Yale, and New York Universities, the
University of Wisconsin, Bennington and
Williams Colleges, the Sterling and
Francine Clark Art Institute, and the
University of Arizona, where he was
appointed the first Ansel and Virginia
Adams Visiting Scholar at that school’s
Center for Creative Photography. Before
joining MoMA, Szarkowski received two
Guggenheim fellowships in photography,
which he used to produce The ldea of
Louis Sullivan (1956; reissued in 2000 by
Bulfinch Press) and to photograph the
Quetico wildemness area of western
Ontario. Supported by a grant from the
University of Minncsota Press, he made
the photographs and wrote the text for The
Face of Minnesota (1958). During these
years, his work was widely exhibited,
including one-person shows at the Walker
Art Center (1949, 1958), the George
Eastman House (1952), and the Art
Institute of Chicago (1961).

Szarkowski returned 1o picture making
in 1991 and during the past decade has
photographed throughout the United
States. Mr. Brisiol s Bam, a book of his
photographs, was published in 1997,
Pace/MacGill Gallery in New York has
presented his work in two solo exhibitions
(1995 and 1999) and in a joint exhibition
with Lee Friedlander (2000).

Szarkowski was born in Ashland,
Wisc., in 1925 and received his bachelor’s
degree from the University of Wisconsin
in 1948 m
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THE JUDITH ROTHSCHILD FOUNDATION
For Immediate Release
Contact: Elizabeth Slater

Vice President, Grant Program
Tel: (212) 831-4114 / Fax: (212) 8316222

THE JUDITH ROTHSCHILD FOUNDATION AWARDS OVER $250,000 TO 21 PROJECTS

Now in its tenth year, this innovative grant program is
dedicated to advancing the work of American visual artists

who are recently deceased and under-recognized.

New York (March 8, 2004) — The Judith Rothschild Foundation announced today 21 grant awards totaling over
$250,000 for the current year. The grants, which range from $7,500 to $25,000, will support and stimulate interest
in the work of 39 artists. In keeping with the Foundation’s unique mission, all grants are for recently deceased

American visual artists who are deemed outstanding, yet under-recognized.

Grant recipients this year come from across the country including California, Colorado, Georgia, Hawaii,
Massachusetts, Michigan, New Jersey, New Mexico, New York, North Carolina, Texas, and Utah. In the
program’s tenth year, these grants will contribute funding for: museum and gallery exhibitions; publications; the
acquisition of works of art for public collections; and the conservation, research, and documentation of artists

work.

A selection of the grants this year will go towards museum exhibitions and their accompanying catalogues,
including:
o anexhibition on painter David Cannon Dashiell with accompanying pamphlet, at the Yerba Buena Center
for the Arts, San Francisco, CA;
a retrospective exhibition together with accompanying catalogue on painter Robert Dowd, at the Center
Galleries of the College for Creative Studies, Detroit, MI;
an exhibition and catalogue on sculptor Peter Grippe, at The Rose Art Museum of Brandeis University,
Waltham, MA;
a traveling retrospective exhibition on artist Conrad House with accompanying catalogue, at the Jonson
Gallery of the University Art Museums, University of New Mexico, Albuquerque, NM;

-More-
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an exhibition and catalogue on the painter/sculptor Reuben Kadish at the Pollock-Krasner House and Study
Center, East Hampton, NY;

a traveling exhibition on Doug Michels and his collaborators with accompanying catalogue, at the Berkeley
Art Museum and Pacific Film Archive of the University of California, Berkeley, CA;

a traveling exhibition together with accompanying catalogue on painter/sculptor Lee Mullican, at the Los
Angeles County Museum of Art, Los Angeles, CA;

a retrospective exhibition on painter/sculptor John David Rigsby with accompanying catalogue, at the
Museum of Contemporary Art/Denver, Denver, CO;

an exhibiton on painter Hale Woodruff, at the High Museum of Art in cooperation with the Atlanta Housing
Authority, Atlanta, GA;

the costs associated with hosting a traveling group exhibition that will include work by Earl Hill, Alvin
Hollingsworth, Ronald Joseph, Ellis Wilson, and Hale Woodruff, at the The Sonja Haynes Stone Center
for Black Culture and History of the University of North Carolina at Chapel Hill, NC;

a group exhibition with accompanying catalogue, which will include work by Ruth Armer, Margaret Bruton,
Elsie Drigs, Elizabeth Eyre De Lanux, Sarah McPherson, Elizabeth Olds, Margaret Rocle, and
Margery Ryerson, at the Brigham Young University Museum of Art, Provo, UT; and

a traveling group exhibition with accompanying catalogue, which will include work by Gertrude
Abercrombie, Otis Marion Dozier, Jared French, James Guy, Alexandre Hogue, Charles Howard,
Rueben Kadish, Helen Lundeberg, George Marinko, and Charles Rain, at the National Academy of
Design, Museum and School of Fine Arts, New York, NY.

Other 2004 grants will support the purchase of works of art by museums across the country, including:

a major work from painter Carlos Almaraz’s car crash series for the National Hispanic Cultural Center,
Albuquerque, NM;

work by painter Nell Blaine for the Jersey City Museum, Jersey City, NJ;

Waterloo, a 1965 painting by Norman Bluhm for The Parrish Art Museum, Southampton, NY;

Two Figures, Two Heads, a 1998 painting by Louis Finkelstein for the Kresge Art Museum of the Michigan
State University, East Lansing, MI;

one or two major paintings by Howard Mehring for The Contemporary Museum, Honolulu, HI; and
Two Reds and a Blue, a 1961 sculpture by George Sugarman for the Jack S. Blanton Museum of Art of the
University of Texas, Austin, TX.

-More-
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Additional grants awarded this year are:

for the estate of Esther Bubley to produce a book on the photojournalist, published by the Aperture
Foundation, New York, NY;

in support of the photography and filming of painter Herbert Creecy’s work and studio, in preparation fora
DVD, by The Museum of Contemporary Art of Georgia, Atlanta, GA; and

for the conservation of thirty-six works by the painter Esphyr Slobodkina at the Heckscher Museum of Art,
Hunrtington, NY.

The only American grant program of its kind, The Judith Rothschild Foundation was established by the will of the
noted abstract painter, Judith Rothschild, who died in 1993. The Foundation’s mission focuses on encouraging
interest in recently deceased American painters, sculptors, and photographers whose work is of the highest quality
but lacks adequate recognition. The grant program is dedicated to ensuring that the work of under-recognized,

deceased artists has meaningful opportunities for public viewing and critical reassessment.

“Since its inception in 1995, The Judith Rothschild Foundation’s grant program has contributed more than two
and a half million dollars toward a wide range of projects, providing well over 200 opportunities for significant re-
evaluation of the work of recently deceased American artists,” commented Elizabeth Slater, Vice President, Grant
Program. “Through this juried process, we are committed to calling long-overdue attention to the vital, yet often

little known contributions these artists have made to our culture.”

Recipients are selected by the Foundation’s Grants Review Committee, which is chaired by Wilder Green.
Committee membership changes annually, and is comprised of noted scholars, critics, museum professionals
artists who serve anonymously during their terms. This year’s Committee members were: Arthur C. Da
philosopher and art critic, New York, NY; Sherti Geldin, Director, Wexner Center for the Arts, The Ohio-
University, Columbus, @¥; John Szarkowski, photographer, East Chatham, NY; Susan M. Taylor, Dire
Princeton University A;-t useum, Princeton University,Princeton, NJ; and Richard Tuttle, artist, Abiquiu,
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“ . . - % . - s
Every year, the Grants Review Committee is faced with the challenge of selecting our award recipients froma
large group of extremely worthy applicants, and this year was no exception. With the current awards, we were

particularly pleased with the broad national scope of applications, allowing the Foundation to support the efforts
of organizations across the United States,” stated Wilder Green.

To receive Grant Program Guidelines, contact The Judith Rothschild Foundation, 1110 Park Avenue, New York,
NY, 10128, telephone (212) 831-4114; or visit http://fdncenter.org/grantmaker/rothschild.

The Judith Rothschild Foundation makes grants to present, preserve, or interpret work of the highest aesthetic merit by lesser-kenoun
American artists who have died after 1976. The primary emphasis is to promote public awareness of the scope of the artists’
achievements as well as the direct aesthetic experience of their work.

Complete descriptions of The Judith Rothschild Foundation 2004 grants are attached.
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' A notable photo finish

MOMA s Szarkowski leaves with a flourish

S Arbus, Lee Friedlander and Garry
By Vieki Goldberg Winogrand the dominant figures of
EW YORK - “After I the day; practically enshrined Eu-
got a eim in  gene Atget in the temple of Old Mas-
1964 to photograph’ ters; and championed color photog-
Louis Su.llivnn's archi- raphy by showing Marie Cosindas’

" John Smar- photographs in 1966 and William
Eggleston’s in 1976, when most of
the art world still thought color suit-
able for calendars alone. Having
reached the age of 65, he stepped

* down from his post this month.

PHOTOS, Page A28

Vicki Goldberg's new book “The Pow-
er of Photography: How Photographs
Changed Our Lives” will be published
UmOdabsrbyAbbemﬂePrsa& '

PHOTO / BEN BLACHWELL

tetiring New York Musenm of Modern Art photography director John Szarkowskl.
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1 SuSan Kismaric, a curator in the depart-

Menl,goeasofara.stoaay&hatmthmcem'

tury, no one butA]ﬁ'edSheg]itzhasbrought
g:much attention to photography in so intel-
nt a manner as Szarkowski has; if noth-
mgelse.thmmarkhmdmﬂvaofﬂwu-
travagant praise he inspires in many who
have worked with him. Szarkowski writes
with great eloquence, so that his point of
view has been persuasively broadcast by
words as well as pietures: “Looking at Pho-
tographs” (1973) was one of the first texts to
speak intelligently and feelingly about pho-
tographs to a wider audience than scholars
and collectors. His conversation is almost
equally articulate, vigorous and larded with
wit and insight, but there the eloquence sits
oddlyonh:sﬂathhdwestemtwmg His en-
thusiasm for pictures has not been dimmed
ane whit by time; even during interviews he
leaps Lp repeatedly to find examples and
lahghsttoﬂﬁnkhuwwndemﬂmeym

The éarthy school of photography

In 1962, when the Museum of Modern
Art interrupted one of Szarkowski's photo-
graphic projects and brought him to New
York for an interview, Rene d'Harnoncourt,
the director, said, “I assume you know why
you're here.” Szarkowski replied that he
hadn't a clue. D'Harnoncourt studied him a
moment, trying to determine whether this
was true (it was) or merely a skillful evasion;
apparently deciding that either case would
suit the job description, he offered Szar-
kowski the position. Szarkowski refused at

Page 2

first but eventually accepted, thinking that
“if by any remote stretch of the imagination,
I'm not canned first, under no circumstances
will 1 stay for more than six years. I thought
that a senatorial term — that's as long as
a.iwomshuﬂdstayinajoh."l’m‘kutit

didn’t work out that way.”
Htsheutbdnngstomeetmddﬂy-ﬁfe
Friedlander-Win-

branch of the medium at the expense of oth-
er approaches; Cornell Capa, director of the
International Center of Photography in New
York, once said, “He would win almost any
unpopularity contest among young photog-
raphers.” From the beginning, he has ad-
hered to the modernist argument that pho-
tography is most pure when most faithful to
its own unique and peculiar character, such
as its emphasis on time, motion and the rela-
homhpofehmmtawmweeompodﬁon
to the picture’s edge.
Hehmsdfwanlddaimﬂpthhpemt
mitment has been to phutography‘s
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“Looking at Photographs” wasn't really
about photographs but about everything
else. Szarkowski replied, “And what do you
think photography is about?”

During his tenure, the museum has
shown not only Edward Weston and Ansel
Adams and assorted contemporaries but also
automatic photos of bank robberies, pictures
of antiwar protests almost immediately after
they were taken and, in the 1973 exhibition,
“From the Picture Press,” little-known news
photos displayed without their captions. The
utterly familiar, yet often mysterious, situa-
tions in the press pictures hinted that the
news was basically a set of almost inter-
changeable ceremonies devised for the cam-
era. “News," Szarkowski says, “has always

been managed to make it available to the
means by which it has been reported. ...
Life doesn't exactly imitate art; it disciplines
itself so that it can fit within the require-
ments of the artistic system” - and therefore
will increasingly resemble TV, “Did you ever
stop to think,” he asks, “that it may have
been photography that has driven quality
out of our public life?” And he laughs,

Change and the collapse of magazines

John Szarkowski, possessor of six honor-
ary doctorates, is the son of a postal inspec-
tor from Ashland, Wis., a town that he says
looked bigger than it was. In high school, he
trotted about with a camera and played sec-
ond clarinet in the band. When he auditioned
for a traveling orchestra, the first clarinetist
got the job, so Szarkowski became a photog-
rapher.

He majored in art history at college, then
went to work for the Walker Art Center in
Minneapolis as “staff photographer and free-
lance all-around intellectual and spiritual
leader, although they didn't know about that
part.” Next, he taught history of art in Buf-
falo, and after that worked for the “numero
uno food photographer in Chicago, the Paris

Page 3

of food photography,” spending over a
month photographing milk splashing in
bowl of catmeal. He won his

heim in 1954, published “The Idea of Louis
Sullivan” and “The Face of Minnesota” |
(which was a best seller), won another Gug-
genheim in '61 and was then plicked away
by MOMA. &

ol

people became a bit more sympathetic to the
notion that they might be art: “If it ain’t use-
ful, it must be beautiful.” Photographs
change in response to market forces. When
technology made it possible to print a million
copies of a picture y j
proach bo shifted; when photography en-
tered art galleries in recent years in editions
of 10 or 20, the client and subject had to be
ikt 16 40 ot el ot
Sastiuowek! ﬁ,.mwm-mm

‘Don't blame me, that's the way wars look”

Postmodernist eriticlsm
Szarkowski the modernist has been criti-
cized for not understanding photography in
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the postmodern era. He freely admits that
he's not certain what postmodern means,
which puts him in good company, but like
MOMA itself, his recognition of contempo-
rary movements, as photography became
ever more intertwined with the other arts,
hasbeenalowandlimited.WhenPau‘[ck
Nagats:lik 'in; ;nentioned — his darkly humor-
ous wol airly widely shown and repro-
duced - Szarkowski frowns in cansternr:gon.

laughs, “Nagatani? I've been out of
town.” If it is the museum’s function to re-
main on the cutting edge, which is a matter
of some debate, the criticism i8 justified. But
itcoﬂ!dalsohearguedt}mt.lﬂ:eanymllw
tor or curator of note, Szarkowski has a dis-
tinetive point of view, perhaps as valuable an

Page 4

asset in building a collection and translating
his enthusiasms for a wide public as & more
malleable, grab-bag ability to keep up with
the trends. As Ingrid Sischy, editor of Inter-
view magazine and a former fellow in the
photography department, puts it, “He really
followed what he believed, One ean't ask
more of someope.” .
His farewell gesture at the museum is a
show of nudes (July 25-Oct. 8) by Lee Fried-
lander, whose career and aesthetic have
been identified with MOMA and Szarkow
since the landmark “New Documents” show
of 1967. Some of the nudes are unusually ex-

plicit; when asked if he expects a controver- -
sy, John Szarkowski smiles his broad, g
_smile and says, “One can always hope.”

Szarkowski has practically ens

Eugene Atget, whose ‘Etang de: _

Vlﬁg-de-Avi*ay’ appears above, in the
temple of Old Masters.

o




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

APF

Szantene by

John Szarkowski's farewell gesture at |
the museum is a show of nudes by Lee
Friedlander, this one untitled. Asked if
he expects a controversy, Szarkowsh,
smiles and says, ‘One can always hope.

THE BOSTON SUNDAY GLOBE
Page 5
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ographer John Szarkowski is far less famous
pof the talents he championed, sich as Diane Arbus,
Witiogrand, and William Eggleston. In 1962,
g two electrifying books of his own pictures,
- i § tharm, passion, and gedius to curatingat
ie Misetm of Modern Art, where he ma phninﬂraph\ mati¥r ’
as it never had before. Now; at 79, Be is back at the .
work he interrupted, and, with a bi spective coming,
INGRID SISCHY writes, he's ing his place
in the pantheon e hel ate
e, £

MASTER OF MODERN

John Searkowski, photegraphed

ot his bome in New York City

for Hendty Fale on Novensber 3,

1004, by Elliost Erwiet. Srarkewsh] |

was mn carly champiun of =

Erwint’s work PHOTOORARM BY ELLIOTY ERWITY
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come from long-lived stock, and expect at
least forty vears after forty to practice what my education will have
presumably taught me,” wrote the photographer and curator John
Szarkowski in a letter to a college buddy 50 years ago. “As a crusty
octogenarian, | shall hobble about and point with a trembling,
Elon-stained finger toward the direction in which my carrying-boy
should set up the camera. And all the while chuckling quietly at
the unreasonable beauty of things"" At the time, Szarkowski could
not have known just how prophetic his words were. All that's off
about his prediction 15 the physical part; though he's a year shy of
80, Szarkowski remains sure-footed and still carries his own tripod
and view camera. His hands, too, are steadier than Tom Cruise’s
in Cockuail, a fact that 1s especially noticeable when Szarkowski
is mixing up and pouring one of his beloved perfect Manhattans,
At the time Szarkowski wrote that letter predicting his future, he
had already begun to make his name as a photographer. He'd re-
ceived his first Guggenheim Foundation Fellowship and had good
reason for faith in what was to come. But even before the kudos
started, his writing had that sense of romance, and that feeling of
destiny, that surrounds people who end up as leg-
ends. Still, even he would have never guessed that,
while putting his own cameras away for almost
30 years to run the department of photography at
the Museum of Modern Art, he would turn out
to be the man who made the medium really mat-
ter. Before Szarkowski, the main line of defense
for photography was that it could be as artistic
as the other arts. But Szarkowski won photogra-
phy respect for being itself. Other people might
be flattered to hear that they had played a vital
role in making photography valuable—literally, now
that pictures are going for hundreds of thousands
at auction. Not Szarkowski, whose interest was the
medium, not the market. He says, “People threat-
en (o give me medals for turning photography into
what it's become! God, what if it's true?”
Whether he likes it or not, Szarkowski, whose
tenure at MoMA lasted from 1962 to 1991, is the
single most important curator that photography
has ever had. He can fairly be said to have “dis-
covered” or “legitimized™ the work of Diane Ar-
bus, William Eggleston, Lee Friedlander, Chaun-
cey Hare, André Kertész, Jacques-Henri Lartigue,

VAMITY FAILR

Daidoh Moriyama, Garry Winogrand. and so many more. By the
end of the 70s he had been responsible for a staggering array of
exhibitions and books, the by-product of which was to make it
clear that photography was as intellectually rich and as visually ex-
citing as any of the other arts. That notion may nol seem like such
a big deal nowadays. But ever since the medium was invented in
the 1830s, it had largely been viewed, despite enclaves of enlight-
enment, as a sort of second-class citizen of art. Not that curators
al other museums hadn’t put up a good fight for photography be-
fore, but they hadn't had Szarkowski's rigor and deep understand-
ing of the medium from the inside out.

Richard Benson, a friend, fellow photographer, and dean of
the Yale School of Ant since 1996, sums il up this way: “John
defined photography. He stated a case for a certain kind of pho-
tography that had to be intellectually responsible. He said pho-
lography is about mtelligence, not warm, fuzzy feelings. He was so
smart and such a forceful personality that for the duration of his
time at the Modern he shut everybody else up.”

Szarkowski's story is a tale that falls mto three distnet chapiers,
culminating in his return 15 years ago to the life of a working pho-
tographer. In contrast to the fame he won as a curator, his photo-
graphs, as a body of work, are really unknown to all but the field's
insiders. That will change dramatically this February when the
San Francisco Museum of Modern Ari opens its John Szarkowski
retrospective, which will travel 1o the Milwaukee Art Museum and
MoMA, in New York, and then on to various institutions around
the country over the next few years. This show promises to be
a revelation about Szar-
kowski, his pictures, and
photography itself.

The charm that prac-
tically knocks you down
when you're with the
man 15 clearly intrinsic
to his DNA. Whether
he's wearing his coun-
try barn jackets or his

PICTURED AT AN
EXHIBITION

This page, Szarkowski installing
a show at MoMA in 1967
Opposite, in 1967 with Edward
Steichen, his predecessor as head
of the museum’s photography
department. Where Steichen had
favored sweeping themes in

his shows, including the famous
"Family ol Man" exhibition,
Szarkowski took a more rigorons,
provocative approach thal
rethought photography itself.

JANUARY 2003

ALL AY BAM BUDMIE
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worn, in-town tweeds, he s old-lashioned-
movie-star beautiful, though not a pretty
boy: he's as masculine as Gary Cox Iper-
and as feminine, Or, to compound the
Hollywood metaphor, imagie the slightly
aristoeratic air of an American Laurence
Olivier blended with a Jimmy Stewart
character’s preference for the plain over
the pretentious. Top that off with a big
baritone voice and a bartender’s wiaty with
& yarn and you've got a pretty good pic-
ture of Szarkowski. “It’s not exactly sex ap-
peal” says the photographer Judith Ross
“1t’s life appeal.”

peaking of yarns. the story
of how he met Arbus is a
good one, and one that tells
a lot about Szarkowski. It
was during the summer of
1962, his first at MoMA.
Back then, part of the mu-
seum was in a town house on West 53rd
Street, and the photography depart-
ment was on the ballroom [oor. Arbus
brought in her portfolio; Szarkowski
wasn't impressed. “Technically the pic-
tures were kind of grainy and in a fairly ugly tonal scale.” he .
recalls. “They looked halfway between Robert Frank and William B th tl
Klein, but they were frontal and static. I didn’t like them very y e I I I e
much. We'd never met. But when she came to pick up the portfo- .
lio, I happened to be walking out of my office. It was the end of Arb k ll d h lf
the day, and my assistant, Pat Walker, said, ‘Oh, Mr. Szarkowski, £ US 1 e erse o
this is Diane Arbus.’ So I had to meet her”” He laughs. 1 just

instantly liked her. After a few minutes she asked, "Well, what a l()t had paSSEd between

did you think of the portfolio?" If I hadn't already decided that [
liked her I probably would have said something evasive and found th 1 f tl]
some way to get out of it, I don't know what words 1 used, but I e WO 0 GHL
made it clear that I hadn’t liked the work very much. And she
said, “Well, why is it?" I replied, “Well, I think the pictures don't Y
look like what it seems to me you're interested in.'”
Szarkowski’s point—that the grab-shot look of
those particular photographs didn’t match their cer-
emomnial nature—seems to have engaged Arbus, Szar-
kowski brought up August Sander’s archetypal
portraits of early-20th-century Germans, which lent
gravitas to bakers and bricklayers and even artists
“I remember absolutely clearly that she said, “Who's
Sander? That same day | showed her a lot of Sander,
and I thought she was like Saint Paul on the road
to Damascus, she was so impressed. By this time we
were buddies. Everybody else had gone home an
hour ago.” Not all the Arbus scholars like this anec-
dote, which so clearly suggests Szarkowski's influ-
ence. But Arbus did soon switch from a rectangular
format, shot with a Leica, to the lamous two-and-
a-guarter-by-two-and-g-quarter square negatives that
are now such an important part of 20th-century
photographic history
I myself first got to see Szarkowski close-up when
I spent a year or so in the department in the 70s, on

FA
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ise frevm top fefr S waki Tunching with his
< seulpture garden at MoMA, 1967; the
v lor Frank Siellis 1970 exhibition
wed by Giarry Winogrand
nokmg) and his wife, Jill Anson, foreground, fomg camens
\(.ull..--.\.-|_| c: in Berkeley, 1965
with Andr 1ese (i siting a mid-708 mustiche)

a National Endowment for the Arts cunstorial
mternship. 1 wus 25 und had been our of col
lege for a few years, I'd had one job thiat wis
the equnalent of working i an art-world sweal-
shop. I'd also made & briel appearance in the
public-relations department at the Guggen-
heim Muscum. bul that ended quickly be-
cause 1'd had to wear a skirt. (1 ended up
throwing my one gray corduroy skirt in the
Hudson River and swearing that I'd never
take @ job again where | felt like | couldnt be
mysell.) In comes Szarkowski. | had sent lam
a letter with some examples of my wriling,
but | never really expected 10 hear from him
Instead, 1 got the biggest break of my life—an
appointment i his office. | remember sitting
down anxiously. There were a couple of 8-by-
10 Ansel Adams photographs on a ledge. My immediate 1m-
pression of Szarkowski himsell was of a man who was doing
something of consequence, something he profoundly believed mn
What @ reliel? The truth is | have no 1dea what we talked about,
until the end. That was when Szarkowski explained that he was
counting on an N.E.A. grant that the department had had lor
the last few years to come through again, and that he'd like 1o
give 1t 1o me. He said that he thought it would take about mine
months and that he would telephone me as soon as it arrived so
I could start work. Elated, 1 said I'd see him then. It all felt so
unreal that by the ime 1 got home 1 thought I'd imagined 1. Af-
ter 4 few days his promise seemed just like a nice dream—noth-
ing that could actually happen. | found other work. But exactly
nine months later the phone rang. and 1 heard Szarkowski's un-
mistakable boom. “Well, are you ready?” he asked. When it was
time 1o go home after my first day a1 the museum, he was sit-
ting at the big table the staff used 10 view portiolios and discuss
them, 1 waved good-bye. He said, *Goed night. And, by the
way, welcome home.” And that was how I felt: home. finally,

he atmosphere around the department was very
professional. but also with its share of familial
gomgs-on. Szarkowski had no patience with bu-
reaucracy, and he certainly wasn't curating for the
money. There was a famous meeting at the muse-
um which had been called o figure out how to
pay stalf authors for their work on catalogues. AR
ter @ lot of chitchat Szarkowski came up with his hilarious sug-
gestion: that stall writers be paid a flat fee for any museum text,
mims five cents o word, With & great sense of irony he told me
his idea would strike a blow for art cnticism,

During a recent conversation we talked aboul what it is 1o live
one's life us a photographer. He quoted me that gut-wrenching
line from Arthur Miller’s Death of a Salesman: *He's a man way
out there i the blue, nding on 4 smile and a shoeshine.” For more
than three decades Szarkowski was the guy giving the smiles
hack when certan photographers rode imo MoMA (though if
he thought a portfolio was hopeless he tended w stay out of s
m s office). As the photography department’s senior curator.
Susan kasmanc, says, “When John got 10 the Modem, photog-
ruphers weren't given much dignity in the world. There was Lee
Fredlander in o tcky jacket. There was Garry Winogrand in those
blue demm work shirts that evervbody wore in the 605, with lots of
pockets, walking the streets, walkmg, walking, walking, und nobody
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Two photographs by John

Szarkowski: Garrick Theater, Chic g,
1954, from The ldea of Louis
Sullivan, and Winesap, Hean

Crap, 2001

had lent any dignity to them or 1o
photography self-unless it was Stei-
chen's highfalutin stuff. One of the
things that I've observed with John
and always respected was his respect
for photographers, partly because he
was a photographer himsell. There
wasm't Just understanding, but a sym-
pathy for their trials and tribulations
and all of the stufl they go through.
John created a persona that gave
photography that dignity. It has 1o
do with his writing, his eloquence.
I don’t know who else could have
done it. Steichen did it in his fashion
for his era. John was perfect for his

zarkowski’s rise to
prominence is as American as can be. His parents,
Rosella and Julius Henry Szarkowski, both descen-
dants of Polish immigrants, did everything in their
power to make a decent life in Sioux City, lowa,
where they were living with their two young daugh-
ters, Geeorgianna and Mary. Soon, Julius moved the
family to Ashland, Wisconsin, to be closer to his mother. Once
there, he was “retired” from his job as the town postal inspector
for refusing to pander to a local congressman who had decided
he was such a big shot he could break the postal rules. Julius
eventually found employment again with the post office, but this
time in & lesser position, as assistant postmaster; it's hard not
to see this incident in terms of Szarkowski’s strong moral center.
Apart from playing the clarinet and trout fishing, only one other
childhood hobby counts in Szarkowski's formative years—photogra-
phy, something that started up because his parents gave him a Ko-
dak Baby Brownie camera when he was about 11. As his nephew
John Henry Childs says, “If you're creating a biography of a boy
who grows up to do something great, you can't do better than the
stories of John building a darkroom in the cellar of the house, and
of him taking his camera out there in the family canoe, striking out
for days al a time, photographing and, of course, fly-fishing too.”
Szarkowski’s single most important learning experience while
attending the University of Wisconsin occurred when @ teacher ad-
vised him to pick up a copy of Walker Evans's then recently pub-
lished American Photographs. After he got it home, Szarkowski
was completely stumped. At the time, his taste was oriented to-
ward more immediately artful pictures such as the best Steichens
or Dorothea Lange’s evocative 1938 photo of a woman in a funer-
al cortége looking out a car window—pictures he still loves, Of
the Evans book, he remembers, “I couldn't make heads or tails of
it, Was this guy pulling my leg? All the pictures were sharp! It was
facts, just facts. But I'd paid $4 for the book, and I wasn't going
to throw it away. Gradually I began to see some virtues in it."
After Szarkowski graduated in 1948, he got a job at the Walk-
er Art Center as museum photographer—shooting whatever was
needed. For Szarkowski, this was definitely the right place at the
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“When [ was young,
art was regarded as
something more like sex

; . ”
or spirttous liquors.

right time. Back then, the Walker, which has always been a unique
American gem, was more of a family venture, attracting a dynam-
ic stafl and supporting avant-garde projects such as the Everyday
Art Quarterly, to which Szarkowski contributed photographs of
objects from Tupperware to Greek pots. The implicit idealism and
the social orientation of this publication mirrored the concerns
and conversations that were such a part of the dreams of the day.
In fact, many of Szarkowski’s views on photography—his intrin-
sic belief in its democratic nature, his connection to books that
use the medium intelligently, his antipathy toward preciousness—
can be traced to his roots in classic mid-century socialism.

During this time Szarkowski, already a fan of Frank Lloyd
Wright, also became intoxicated with the work of Lowis Sullivan
and the architect’s uncompromising, truly radical, but also ab-
solutely democratic approach to building. The obsession started
when his friend Arthur Carrara introduced Szarkowski to Sulli-
van’s most unconventional book, Kindergarten Chats. With its
pedagogical conversations between “master” and “student.” its
idealism, its humor, and its strong, clear vision, the book found
a perfect mate when it fell into Szarkowski's hands.

Knowing the time had come to venture out on his own, Szar-
kowski quit the Walker in late 1950, but not only did he have no
plan for what he might do, he didn't even have any prospects.
His letter home conveyed this double coxminuen ox paoE 146
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John Szarkowski

CONTIRULD FROM BAGE . I'q:r:lm;__r of ex-
citement and uncertainty. “Well 1 finally did
i,” he wrote. “As of the first of the vear or
so I am a free agent—free to make a million
dollars, starve, do some really important
photographs. or get into the baby picture
rucket, as the case may prove 1o be.”

H e eventually took a two-year teaching
position at the Albright Ant School, in
Buffalo. The general point was to have a job.
but an added incentive was that Buffalo was
where Sullivan had built the Prudential Build-
ing (initially called the Guaranty). By the
time he saw it the building was not in great
shape, but at least it still existed, unlike Frank
Lloyd Wright's Larkin Building, which Szar-
kowski had also expected to find in Buffalo,
but which had been torn down months earli-
er. Who knows il Szarkowski would have
ended up doing his first book, The Idea of
Louis Sullivan, a brilliant elucidation, in
photographs and text, of the meaning and
importance of the architect’s work, if Wright's
building had still been standing; but with only
one game in town Szarkowski focused on the
Prudential Building, photographing it repeat-
edly. Between that, teaching, and visits home,
he was fully occupied, but he did take a small
side trip to nearby Rochester, where Beau-
mont Newhall was curator of the George
Eastman House. Newhall, who had been the
first head of the photography department
at MoMA, was a major force in what was
then a small world. He was impressed with
Szarkowski’s pictures, trumpeting the news in
a letter to Ansel Adams, “First photographic
find in my four years here,” he wrote. “A
chap named Szwarkowsky [sic] .. . brought in
twenty-three pictures—he hadn't more than
shown them when Oscar and | asked him
for a show—they go up week after next.”

Szarkowski's next stop was Chicago. The
city was home to enough buildings by Sulli-
van—the Garrick Theater, the Chicago Stock
Exchange, the Getty Tomb—that he was able
1o break the back of the book he'd decided
to do on the architect. Money remained an
issue, but even when he was out of work or
broke Szarkowski kept his humor. *1 am
freelancing,” he wrote once when he'd gone
back home 1o live with his folks. “Fre
ing (in northern Wisconsin} is a euphemism
for sleeping late and being supported by
one’s parents. | tell my friends among the
local tradesmen (who look askance at the
slothful, purposeless life) that I am working
on & hook. This immediately puts them on
unfamiliar ground, and in self-defense they
steer the conversation back to trout fishing,
where it belongs.”

Little by linle, the Sullivan work proceed-
ed, and alter a while Szarkowski, who'd had
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a number of small shows by then, developed
enough confidence to send his Sullivan proj-
ect around 1o some of the period’s most
influential figures. He also asked some of
them, including Newhall, Edward Steichen
(Newhall’s successor in MoMA's photogra-
phy department), and Wright himsell, for
recommendations—-nol bad for a beginner!—
to accompany his application for a Guggen-
heim grant, which he received in 1954, The
sum, $3.000, allowed him 1o get far enough
with the pictures that he started to look for a
publisher for the book

On a visit to New York he struck out with
various publishers, but Szarkowski laughs at
what happened the day he was walking in
Midtown and, with nothing to lose. got it
into his head to give Walker Evans a buzz.
He recalls, “All 1 knew about him was that
he allegedly worked at Fortune magazine, 1
phoned him from the street—this was when
street telephones still had telephone books on
chains, if you can imagine. A lady answered,
‘Fortune.” 1 said, *Good morning. Does
Walker Evans work for you?" She replied,
*Just a moment.” The telephone rang and
somebody said, ‘Evans here.” The next thing
they both knew they were sitting together in
Evans’s office. (Years later Szarkowski would
find out that Evans was already aware of his
work thanks to Evans's role as a Guggen-
heim Foundation committee member, but
the older man gave no clue that day.) Szar-
kowski was shocked by Evans’s appearance.

perhups more important, Szarkowski's pho-
tographic voice 15 also clear and present. With
visceral intelligence the pictures caplure
Sullivan’s genius for ornament and mass,
his understanding of shadows and light and
space. Al the same time, these images lie far
outside the European tradition of photograph-
ing ruins. Szarkowski msisted on the impor-
tance of capturing the lives behind, around,
and in these buildings, and did this not just
through his pictures but also by mixing in a
fantastic variety of texis: conversations with
the architect’s chents and collaborators; news-
paper articles, reviews, and editorials of the
period; writing by other architects, includ-
ing Wright, Sullivan's most famous pupil;
poetry by Walt Whitman; and fragments
from Sullivan’s own books, adding up o a
story of inspiration, achievement. and ult-
mately tragedy. It's all in there—the victories
against impossible odds, the struggles be-
tween art and commerce, the betrayals, and
the fall into loneliness and the bottle. The end
of Szarkowski’s introduction is one for the
annals of bitter, dissipated genius: “[Sull-
van's] cutting tongue did not fail him, and
this offered some comfort as he saw his life
run out, and his work forgotten.”

ven before the positive reviews came in,
Szarkowski was up and running with his
next book project, The Face of Minnesota,
courtesy once more of Clapesattle, who pro-
posed the idea to him one night at Harry's; a

He'd expected some version of Abraham Lin-
coln, but that’s not what he found: “Here’s
this dandy little Connecticut commuter with
his polished cottons and his English hand-
made shoes and his half-glasses.” The older
photographer was very complimentary about
the dummy for the Louis Sullivan book that
Szarkowski had brought along. Thus encour-
aged, Szarkowski put in a plug for future
assignments. Evans answered: “This place,
Time Inc., isn’t the right kind of place for
people like you and me.”

Finally Szarkowski hit the jackpot. Helen
Clapesattle, director of the University of Min-
nesota Press and the author of a popular
book of the time, The Doctors Mayo, believed
so wholeheartedly in the Sullivan work that
she seems o have published it without dilut-
ing Szarkowski's vision. So many photogri-
phy books are just ordinary exercises in get-
ting from begmning to end, mechanical and
un-thought-out—they could just as easily be a
pile of papers or a PDF file on a computer.
Not so here. The final product demonstrates
just how electrifying a visual book can be if
one understands the opportunities presented
by the sequencing of images. their accumu-
lation, and the way this can extend meaning
The underlying concept—-that photography
could be a type of architectural criticism
was itsell new. and the pictures themselves
are o tour de foree of description, though,

Min hangout. Szarkowski's approach
here was just as ambitious as it had been
with Sullivan, and the result was once again
unique. The printed object is a lesson in the
beauty of black-and-white photography—in
the gorgeousness of black tones especially.
No matter how dark the images get, they are
never dead. The Face of Minnesota 1s a qui-
eter book, though, and more obviously per-
sonal than its predecessor, After all, the focus
is the midwestern rural culture that Szar-
kowski was & part of and knew so well. Much
of it is dedicated to daily community life,
though the pictures never fall into clichés or
empty monuments 1o the so-called folk. Szar-
kowski was not trying to create pictures with
i message, as some of the Farm Secunty
Administration photographers were when
they were sent oul into the heartland by the
government to bring back images of the
Depression—Szarkowski was well schooled
in much of that body of work, but he im-
bued his own pictures with a sense of his
prersonal expenience, and his subjects always
remain individuals, Similarly, his landscapes
and views of the countryside convey inti-
macy rather than the grandiosity of, say, an
Ansel Adams epic vista. Looking at them,
one feels u sense of place and of home,
ruther than of awe.

Despite the time pressure he was under
while making the book, Szarkowski remem-
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bers, “1 never had such a good time." No-
body expected news to be made with The
Face of Minnesota. When it landed on the
New York Times best-seller list in the sum-
mer of 1958, Szarkowski wrote 1o a friend
that, in the words “of the Minnesota Press
publicity director, [this] was a hell of a com-
mentary on the state of the book business.”

MoMA's courtship of Szarkowski be-
gan with a July 196]
missive from Monroe
Wheeler, then the muse-
um’s director of exhi-
bitions and publications,
that was so courteous and
50 vague and so pregnant
with the belief that the
museum was the center of
the universe, it really is
a hoot. At the end of his
note Wheeler wrote, *It
has occurred to us that
you might like to talk with
us about our future and
perhaps yours. ... Have
you any plans for coming
to New York in the near
future?” Szarkowski had
no clue what was on their
minds. Maybe they were
going to offer him a show,
he thought. About to
plunge into a series of
wilderness pictures for his
next Guggenheim Founda-
tion project, and probably
not exactly flush enough
to take a casual trip to
New York, he wrote back
an equally polite letter, ex-
plaining that unfortunate-
Iy & wasit to the city was not
in his immediate plans,
but maybe that would
change in the fall. In any
case, when all was said
and done, and the museum
had managed to declare
its intentions more forth-

and | went up and Allred was already sitting
at the 1able. Steichen said, ‘Alfred, this is
John Szarkowski” He replied, ‘How do you
do?" We ordered our martinis. Nobody said
anything. | thought, I'm not going to stick
my nose in this, so I sat there sipping away.
It seemed like five minutes. Finally Steichen
put down his drink and said, ‘Well, Alfred,
it’s a risk!” Which was brilliant. Steichen had

———————————

Irving Penn

ALPMER STIEGLITE
WELARE GLONGE

e

diane arbn

genume outsider, he was also clearly a star.
His old friend Richard Benson has this
take: “My theory is that Steichen felt his leg-
acy was safe if they got some hick from the
Midwest to take over the department. So he
brings in this tall guy with a curlicue mus-
tache from Wisconsin.” I he’s right, the irony
is that the opposite happened. While Steichen
took many remarkable photographs him-
self, his talents were not
those of a visionary cura-
tor. Most of the shows he
oversaw were broad, and
he had a predilection for
rather sweeping themes.
While his most popular
blockbuster exhibition,
“The Family of Man,” had
some perfectly fine pictures
in it, ultimately the sen-
timents behind the show
were not much better than
those in a parade of Hall-
mark cards. The exhibi-
tion’s universalist thesis—
that all people are the
same—may have been a
crowd-pleaser, but the ef-
fect was to bunch photog-
raphers together in mean-
ingless ways.

zarkowski's intentions

were just the reverse,
and he put them on the
table right from the start
with his first exhibition, in
1963, titled, *5 Unrelated
Photographers.” The show,
which included the work
of such disparate fig-
ures as Garry Winogrand,
Jerome Liebling, Minor
White, Ken Heyman, and
George Krause, was ac-
tually Szarkowski's state-
ment of purpose. Instead
of creating connections
among these figures,

rightly, Szarkowski was
anointed as the director of
the department of photography. The actual
changing of the guard occurred in the sum-
mer of 1962, when Steichen officially stepped
down and Szarkowski seized the reins.
Szarkowski likes to tell a story that encap-
sulates the Modern back then: "Alter it was
decided | should be offered the job, some-
body realized that 1 hadn't met Alfred Barr,
the director of the museum. There was a cri-
sis, It was horrible manners for the museum
1o appoint somebody to a curatonal position
without Alfred’s at least passive knowledge
of it. So it was decided that Alfred, Steichen,
and | would have tea at five o'clock that day
in the penthouse of the museum. Steichen

JAMUARY

12 UNRELATED BOOKS?

Some of the landmark books and shows
John Szarkowski produced at the
Museum of Modern Art and, top lefr,
The ldea of Lowis Sulfivan, his book of his
own photographs of the work of the
renowned .'II'EI'I"L‘L"[

the ability now and then to tell the straight
truth at the night ime. What he said was un-
answerable. Of course 1t was a risk. Alfred
kind of laughed, and that was it."

But, apart from Szarkowski's risking the
end of his life as a working photographer
something that he hoped would not hap-
pen—was his appointment such a risk? A

Szarkowskr showed the

mdividual ways each of
them used photography as an expressive
medium. He says, “1 didn't mean to be rude,
but I wasn't talking about a family”” What
he was talking about was ways in which one
could think about photography, "It seemed
1o me that nobody had really thought about
that very hard," he recalls,

Nineteen sixty-three was indeed a big vear
for Szarkowski: he met Jill Anson, an archi-
tect; they married in London and honey-
mooned in France—his first trip to Europe.
(The couple eventually had three children,
two girls and a boy; the son died in child-
hood.) The next vear he unveiled one of the
all-time great photography exhibitions and
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books, The Photographer's Eye—the beginning
of un unforgettable string of museum pub-
lications under Szarkowski’s direction. His
achievement with this project, which plumbed
the breadth of photographic history, was
twofold. It's astounding how many of the pic-
tures included—Berenice Abbott’s 1927 por-
trait of Jean Cocteau’s hands, Henri Cartier-
Bresson's 1953 picture of Spanish children
playing in ruins, Richard Avedon’s 1958 por-
trait of Ezra Pound—have been ingrained in
our consciousness. The point, however, wasn't
Just to spot first-rate photographs. It was also
to provide a theoretical basis for thinking
about the medium, which Szarkowski did
when he spelled out the choices and deci-
sions @ photographer has to make when tak-
ing a picture, whether you're Amateur Annie
or Annie Leibovitz. But in addition to being
one of the most sophisticated how-tos ever
written, The Photographer’s Eye conveys a vis-
ceral sense of excitement about the medium.
“Like an organism,” Szarkowski wrote, “pho-
tography was born whole. It is in our pro-
gressive discovery of it that its history lies

s the decade went on, he was responsi-

ble for a series of thoughiful one-person
shows focusing on a wide range of photogra-
phers, including Jacques-Henri Lartigue, An-
dré Kertész, Elliott Erwitt, Dorothea Lange,
Brassai, Harry Callahan, August Sander, Bill
Brandt, Duane Michals, E. J. Bellocq, Bere-
nice Abbott, Walker Evans, and Barbara
Morgan—many of them unknown then. Per-
haps the most prescient show, though, the
one that ultimately had the most reverbera-
tions and that only Szarkowski could have
done, was “New Documents,” an exhibition
that he curated in 1967 and that included
the work of Diane Arbus, Lee Friedlander,
and Winogrand.

No museum had given these photogra-
phers the time of day before. Szarkowski not
only took their work seriously, but champi-
oned it. He recalls, “I wanted to do a show
about what I thought was the most interest-
ing, most advanced work being done. What
was considered the most avant then"—showy
work by people such as Robert Heinecken
or Naomi Savage—""was not what I thought
was the most challenging work.” Not every-
one agreed. To some eyes it looked as if
Arbus was a loon who was taking advantage
of other people’s misery, Friedlander was
a snore who shot boring things such as
switched-on TV sets in hotel rooms, and as
for Winogrand, why, he couldn't even hold
the camera straight. When one considers the
reputation of these photographers today, and
the massive, even pervasive influence they've
had, the scathing reviews that came out
when the work went up at the Modem serve
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as a reminder not only of how far audiences
have come but also of how powerful and per-
suasive Szarkowski was.

The show is now legendary, but at the
time, other than eribies’ getting riled up—as
Szarkowski remembers, “Lee wasn't quile so
much abused, but certainly Garry and Diane
were badly abused”—there doesn't seem 1o
have been much public reaction; back then,
the audience for photography was tiny, All
three photographers would remain important
to Szarkowski, both professionally and per-
somally. Up until Winogrand's death, in 1984,
the two men were tight; Szarkowski gave one
of the eulogies at his memorial. As for Fried-
lander, the two have worked together often
and are still very much in each other’s lives.
Since the late 90s, they've gone on yearly
picture-taking expeditions together, accompa-
nied by Benson and Childs. With all of their
stufl packed into the biggest four-wheel-drive
station wagon they can find to rent, these
trips around the country sometimes sound
like photography’s version of The Odd Cou-
ple. Friedlander is big on “early 1o bed, early
to rise”; Szarkowski is not. Friedlander wants
to shoot as much as he can without thinking;
Szarkowski thinks much more than he shoots.

The story of Arbus and Szarkowski doesn't
have as many chapters. But by the time
Arbus killed herself, in 1971, right before
Szarkowski opened her one-woman show
at the Modern, which they had worked on
closely together, a lot had passed between
the two of them. No doubt her suicide
added to the seriousness and the mythology
surrounding the work, but this time viewers
were ready. Szarkowski recalls, “The vitriol
had really died down. In the exhibition, go-
ing from picture to picture, people were so
quiet it was as if they were going to Commu-
nion.” Arbus had died without a cent, and
with a closet full of unsold pictures. Szar-
kowski godfathered a deal so that Aperture
published the book for the show at a higher
royalty rate than the museum would have
offered; that way her children could make
some money, and many editions later, sales
are at least at the half-million mark. The
help that Szarkowski gave in this instance
was not an isolated incident. Earlier; when
Arbus was still alive and the two of them
were planning her exhibition, he found out
that she was going through a rough patch,
financially and otherwise, so he offered her
a research job on another upcoming exhibi-
tion, “From the Picture Press.”" It was a show
right up her alley; in fact, the plan to do it
had grown out of conversations they'd had
about news photography. Arbus seized upon
the chance to visit the picture morgues al
places such as the Daily News and dig up
photographs of crimes, disasters, weird hap-
penings, pohitical shenanigans, and other
goings-on; one can imagine how absorbed
she must have been.

zarkowski says that his next triumph, the

book Looking at Photographs, was the ap-
plication of the theory he proposed in The
Photographer’s Eve, and if any publication can
be said to have been pivotal n creating a gen-
eral audience for photography, it is Looking
at Photographs. The simple format—spreads
juxtaposing photographs with Szarkowski's
sparkling short descriptions and in-tune inter-
pretalions—was an instant winner.

But there were also rare occasions when
Szarkowski lost his Midas touch. The “Mir-
rors and Windows™ exhibition, which opened
at the beginning of 1978, was one of those
fascinating failures that really whipped up
the art and photography communities. Szar-
kowski's position was overtly reductive, to say
the least. Basically, he claimed that there are
two kinds of photography—one being pho-
tography about photography, and the other
being photography about the world.

But underneath the theorizing Szarkow-
ski was throwing down a gauntlet. What was
happening was that photography, which had
almost always been relegated to its own, seg-
regated galleries, was suddenly “in” at art gal-
lenes—not so-called straight photography but
rather works where the medium was used as
a basis for art, as a ool in conceptual or per-
formance art, or even as a way to create sell-
able product out of otherwise ephemeral un-
dertakings, For Szarkowski, most of this stuff
was a waste of time. Plus, he was put off
by its marketing; some pieces had begun to
get inflated art-world prices, which offended
the curator to the core. All these issues were
swirling in the background of *Mirrors and
Windows.”

In contrast to his earlier big shows. which,
though eclectic, had been powerful and con-
vincing, half of this one was much more a
grab bag. His view of photography's true
purpose was so strong and evident in the
“Windows™ section that one pitied the pic-
tures in the less cohesive “Mirrors” part of
the show, even if some of them were stand-
outs. The exhibition manifested just how hu-
man he was: it suggested he was far-sighted
when looking at work that fit his belief sys-
tem, but not always so when work didn’t.
There was fallout: as time went on, the Mod-
ern missed the boat on some major acquisi-
tion opportunities, such as Cindy Sherman's
complete “Untitled Film Stlls™ series or Jeff
Wall's light-box pieces, both of which the
museum paid an arm and a leg for after
Szarkowski left. (The Sherman series, which
reportedly went for around a million in 1995,
could have been had for less than $20,000
in the early 80s.)

“Mirrors and Windows” proved to be a
blip, eclipsed by shows such as the Modern's
humongous series of productions—including
four books, which Szarkowski co-authored,
and four exhibitions—devoted to the work of
Eugéne Atget. (In the 70s, with the help of

JANUARY 2005




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

APF

Szanteno by

Berenice Abbott, Szarkowski had arranged
for the museum to acquire thonsands of glass
plates by the largely unknown photographer.
who had died in Paris in 1927 as an out-of
work actor without a centime.) And even
though Atget ook center slage in terms of
Szarkowski's focus, the department continued
to knock out one terrific show after another
in the 80s, and with the 1984 Irving Penn
exhibition, Szarkowski demonstrated he still
had surprises up his sleeve. He hadn't exactly
shown a predilection for fashion photography,
so the interest in Penn's work was unexpect-
ed, but when the show went up it helped es-
tablish Penn as a photographer who counts.
That exhibition pinpoints why Szarkow-
ski was such an inleresting and powerful
curator: just when plenty of critics thought
they had him pegged, he
showed he was still his
own man. Then again, he
sometimes continued to
give fodder to the notion
he had blinders on. Such
was the case with the ex-
hibition that was expeci-
ed to be the erowning glo-
ry of his career, " Photog-
raphy Until Now.” which
opened in 1990. By then
his impending retirement
was public knowledge,
and though he still had
a few other exhibitions on
the schedule, this was
supposed to be the big ka-
huna, the one that would
sum up what he'd been
about all these years,
That’s not quite how
things worked out. Most
of the show was genius.
As the century’s early decades unfolded, his-
tory came alive, and the story he set up was
electrifying. Szarkowski's choice of imagery
was beyond reproach, and his mstallation was
lawless, as usual. But as one veered toward
the messy, complicated present, the show
went bust: from the mid-T0s on, the view
was cloudier, It felt like Szarkowski had only
grudgingly included certain photographers
and artists who worked with photography,
and this ambivalence showed in the weak
choices of their work; again, Szarkowski’s
antipathy got in the way of his eye
Al the time of the show; 1 was the pho-
tography critic for The New Yorker, and |
was asked to weigh in on the exhibition, and
on his career in general. It was thought that
I'd have a unique view as [ knew the story
from the inside. This was a complicated mat-
ter for me, since 1 felt, as [ still do, that 1 owe
him @ huge debt for teaching me how to live
inside a photograph, how to get in there and
breathe the life that's been captured between
its four edges. On the other hand, as some

one who'd argued the merits of the work of
people such as Cindy Sherman and Robert
Mapplethorpe with him on more than one
occasion, | knew all about Szarkowski's strong
opinions, You can just see us at lunch at his
lavorite restaurant, Chez Napoléon. There |
am going on about the importance of looking
at Sherman's work in the context of the histo-
ry of images of women, and there he is telling
me authoritatively that that sort of thing
(feminism) has nothing 1o do with what makes
a greal photograph. Another Perfect Manhat-
tan with an orange twist, please. 1 don't need
10 1ell you what happened when 1 brought up
the fact that I thought the Modem should buy
Mapplethorpe's controversial “XYZ" portfo-
lio, because 1 believed it would have enor-
mous historic significance one day. Make

TROUT FISHING IN WISCONSIN
John Szarkowski on the Namakagon River,
1966. A lifelong outdoorsman, he
imbues his landscape photographs with
a rare sense of the intimate rather
than the epic

that a double Perfect Manhattan, please.

So there | was, now at The New Yorker, try-
ing to write & fair and honest summary of
his career, Despite our different viewpoints,
we still got along like a house on fire, but
what stopped me wasn'l the personal connec-
tion. (I had planned to write about it, as I do
here.) No, what prevented me in the end from
writing about Szarkowski was that 1 felt [ had
only half the story. The other half is in the
photographs that he has been taking for the
last 15 vears. Now it can be told

hen he took over the department, in
the early 60s, he had hoped he could
somehow keep doing his own photography,
0o, “In 1969 we found this place upstate in
Columbin County, and I would load up a few

holders in the summer when the days were

longer and take a picture or two,” he says.

“It just got 1o be less and less and finally

almost nothing.” In addition to being con-

sumed by museum work, there was another

reason he dropped the ball: he was con-

scious there were many potential conflicts of

interest. As Peter Galassi, Szarkowski's suc-

cessor at the Modern, says, “John was ex-

tremely honorable. He essentially took his

whole identity as an artist and put it in the
closet for 29 years.”

1t isn't surprising that, afier he packed up

his things at the Modem and the noise of his

30 years there started to dim, Szarkowski re-

turned to where he'd left off: photographing

the land. This round, however, it was land he

knew like the back of his hand—his own. All

of Szarkowski's pictures

are seamless combinations

of simplicity and sophis-

tication, and those of his

barn are a great place to

start. Al first these images

seem so familiar that they

appear to be nothing.

Look again and they be-

come everything: archi-

tecture, sculpture, but

also fragments of an elo-

quent America. And it's

no surprise that Szarkow-

ski turns out to be the

greatest photographer of

apple trees the world has

ever seen. Apples, after

all, are a near-liftlong ob-

session of his. In the fall,

after a weekend in the

country, he would some-

times walk into the de-

partment and pull fresh

Baldwin and Winesap and Northern Spy ap-

ples out of his pocket, and we'd all sample

them. In one way or another, photographs

of apples were also present in many exhibi-

tions, and when he produced Looking at

Photographs he included an intriguing color

picture posteard with oversize apples and

the caption “How do you like them Apples,

Annie?" The subject would also come up in

speeches that he gave. | remember one in

which he likened the job of a curator 1o hav-

ing an ability to know which apples to pick

al which time. (It's interesting, by the way,

that toward the end of his time at the Mod-

e, Steichen became obsessed with delphini-

ums, even crossbreeding his own varieties and

photographing them. For his parn, Szarkowski

has spent years grafling his own apple trees.)

As for the apple photographs themselves,

they are testimonies (o the pleasure of Jook-

ing at the world, and the pleasure of looking

at photographs. The more time one spends

with these knotty images, the more one is re-

warded: the light coming and going, the thick-

VAMNITY !A|I| Lag
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John Szarkowski
ets of leaves, the tangle of branches bearing
the weight of apples, which seem (o miracu-
lously find their way through the darkness
out into the open. There’s a depth 1o these
s that seems 1o reflect Szarkowski's
working methods. He explains, “1 don't have
a schedule. 1 just take my camera outside
Some days [ go 1o the pond and some days
I don't. Some days | look at the apple trees,
and some days 1 find other things. I love it
even more now, because these are my trees.

I planted them. I've walked around all 150
acres, 5o when | walk around again I can see
what’s changed. As you gel older you're nol
so much interested in seeg things for the
first time, but in seeing how they changed.™

One mght when we were talking about
his adventures working on The Jldea of Lowis
Sulfivan, Szarkowski said, 1 think Ameri-
cans were more mteresting then, It makes
me want to cry to say it.” Looking at his
photographs created over the last 50 years
makes me want to weep mysell. They are
truly American pictures; one feels his desire
1o show not just what America was bul what

it sull can be. And whether they're deserib-
ing the democratic ambition of Louis Sulli-
van’s buildings, Minnesota's communities, his
barn, the Sonoran Desert in Arizona in the
1990s, or his apple trees at the begmning of
the 21st century, all are riveting.

A few years ago Szarkowski wrote this in
a letter about his return 1o being a photog-
rapher: “1 will make those disrespectful mid-
dle aged friends (who say that 1 have locked
the door after the horse is gone) eat their
words. But perhaps not immediately: | may
keep them in suspense for a while ... ™ The
suspense is over, Ol

FEATURES

128 IMAGE MAKER By puiting down his camera to spend
three decades as director of photography at the Museum
of Modern Art, in New York, John Szarkowski changed the
future of his medium. With an exhibition of Szarkowski's
images opening at San Francisco’s MoMA, Ingrid Sischy
examines his legacy, his passions, and his triumphant
return to his own work. Photograph by Elliott Erwitt.
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The Photographer’s
Curator Curates

His Own

He made America’s most
famous lensmen, and
then he became one.

JOHN
SLARKOWSKI:
PHOTOGRAPHS

The San Francisco
Museum of Modern
Art

Feb. 5 to May 15;

THE NEW YORK TIMES, SUNDAY, JANUARY 30, 2005

| ART ———

By PHILIP GEFTER

T 80 John Szarkowski is still an eager ra-
conteur. He tells his stories in a sten-
torian voice, his distinct Midwestern
accent wrestling his words to the
ground for emphasis at every urn.

Perched with a martini in hand in the clubby ai-
mosphere of a Midtown Manhattan restaurant,
he was ready to volley over any opinion or idea,
from Alberti's one-point perspective to James
Agee's essay on Helen Levitt. He would much
rather talk about his own work as a photogra-
pher, despite being questioned about the formi-
dable legacy he left as director of photography
at the Museum of Modern Art for nearly 30
years, from 1962 to 1991. “I have a different life
now,” he insists.

still, you can’t consider the work of Mr.
gzarkowski, the photographer, without acknowl-
edging his role as a curator, particularly on the
occasion of his first retrospective exhibition at
the San Francisco Museum of Modern Art, or-
ganized by Sandra S. Phillips, and accompanied
by a book, “John Szarkowski: Photographs,”
published by Bulfinch Press. (The exhibition
travels around the country, arriving at the Mu-
seum of Modern Art in New York next year.)

As a curator at MoMA in the 1960's, Mr.
Szarkowski was first to confer importance on the
work of Diane Arbus, William Eggleston, Lee
Friedlander and Garry Winogrand. Their pic-
tures were radical at the time for being as much
about their experiences as about their subject,
and, initially, these photographers were met
with critical disapproval; the 1976 MoMA exhibi-
tion, “William Eggleston's Guide,” was consid-
ered the worst show of the year. By championing
the work of these photographers early on, little
did Mr. Szarkowski know that he would change
the course of photography.

At the same time, he virtually canonized
earlier photographers, like Ansel Adams,
Eugene Atget, Walker Evans and Edward Wes-
ton. Today we take for granted their status as old
masters of photography, but it was Mr. Szarkow-
ski who was responsible for their ascension. In
fact, Mr. Szarkowski helped elevate photogra-
phy to the precincts of art, with his curatorial vi-
sion and with his eloquence. Two of his books,
“Looking at Photographs” and “The Photogra-
pher’s Eye,” have long been considered classics.

Enough of that, he indicates with his hand.
“1'm content with what 1 did at the museum,” he
allows, finally, if only 1o end the discussion about
his role there. “I think anybody who had been
moderately competent, reasonably alert to the
vitality of what was actually going on in the me-
dium would have done the same thing 1 did. 1
mean the idea that Winogrand or Friedlander or
Diane were somehow inventions of mine, | would
regard, you know, as denigrating” to them.

When Mr. Szarkowski arrived at the mu-
seum from Wisconsin in 1962 at 37, he was al-
ready an accomplished photographer. He had
published two books, “The ldea of Louis Sulli-
van” (1956) and “The Face of Minnesota” (1958).
Remarkably for a photography book, the later ti-
tle landed on the New York Times best-seller list
for eight weeks.

In the late 1940's, when he was starting out,
“most young artists, most photographers surely,
if they were serious, still believed it was better to
work in the context of some kind of potentially
social good,” he said, thinking back to what pro-
pelled him toward his early subjects. You can
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see the consequence of this belief in the earnest-
ness of his pictures; they come out of an Ameri-
can classical tradition. When asked about his
early influences, he was quick to respond, “Two
people,” he said, “Walker and Weston — Walker
for the intelligence and Weston for the pleasure.”
The choices — Walker Evans and Edward Wes-
ton — are not as obvious as they sound: at the
time, Evans and Weston were not yet as signifi-
cant as Mr. Szarkkowski would help make them

Mr. Szarkowski began his project on the
work of Louis Sullivan in the early 1950's, at-
tracted to the architect’s ideas about form fol-
lowing function. Buildings had traditionally been
photographed in isolation. But just as Sullivan
linked the design of his buildings to the way they
were used, Mr. Szarkowski photographed his
buildings in their environment.

A perfect example is his picture “Farmers

Authentic moments
by John Szarkow-
ski: Above, “Farm-
ers and Merchants
Union Bank, Co-
lumbus, Wise.,
1954"; left, “Mat-
thew Brady in the
Backyard 1, 1952."

and Merchants Union Bank, Columbus, Wisc.,
1954." Aside from showing us an authentic mo-
ment in small-town America, the picture epito-
mizes Mr. Szarkowski’s eye: first, the arches of
the Sullivan bank building are central to the
composition, but two larger arches are formed
by the branches of the trees at the top of the pic-
ture frame. The arches are again echoed in the
windows of the car. The stationary bicyclist
seems propelled forward by the car's shape, as
well as by the locomotion effect of the bank's
arches in consecutive order. Meanwhile, the
wheels of the bicycle balance out the two men
sitting on the bench.

This photograph, among others, anticipates
his later curatorial choices; you can see his visu-
al affinity for the work of Friedlander and Wino-
grand, whose pictures also appear simple, al-
most off-handed, until their compositional com-

plexity reveals itself.

One of his most romantic works, “Matthew
Brady in the Backyard 1, 1952, was taken of his
dog during a visit to his parents’ house when he
was 27. One of the few personal pictures in the
exhibition, it possesses the spirit of Alfred Stieg-
litz before him and anticipates the apparent
spontaneity of the snapshot aesthetic, a move-
ment that emerged in the 1960's.

Here, the invisible hand of the photographer
is also at play: parallel lines are everywhere,
from the wood slats in the building to the vertical
pole and the back of the rocking chair; a filigree
of power lines props up the top right corner of
the picture frame. Mr. Szarkowski was in pur-
suit of what he calls a discovery of the authentic,
one of the most elusive characteristics to identi-
fy or contain in formal terms. In this picture, the
actuality of the experience saves it from a de-
scent into cliché, and structure emerges out of a
simple, emotionally resonant backyard scene.

In his recent work, Mr. Szarkowski has re-
turned to the backyard, in this case his own farm
in upstate New York. His intimate pictures of the
rural landscape show us patterns of gnarled
branches, trees in front of barns, lovely country
paths — in effect, his world today. They are true
to his visual code, but more meditative, less en-
gaged in the modern world. It's as if he has re-
treated to an interior life, where, as he has main-
tained all along about the photographic process,
“it's not a matter of knowing what you mean and
then thinking of a way to say it. It's a way of dis-
covering in the process of trying to say some-
thing that you find what it is you mean.”

He has been taking photographs again now
for almost 15 years. When asked how it feels to
present his work knowing it will be measured
against his curatorial legacy, he became cir-
cumspect. As an artist, “you look at other peo-
ple’s work and figure out how it can be useful to
you," he said, pointing to his pictures. “I'm con-
tent that a lot of these pictures are going to be in-
teresting for other photographers of talent and
ambition. And that's all you want."
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1992 New Orleans Triennial: New Southern Photography

BY NANCY BARRETT
Curator of Photographs, NOMA

his past August photographers
throughout the South received the following
notice from NOMA:

"The 1992 New Orleans Triennial
exhibition marks the 107th year of the nation’s
oldest continuous contemporary art exhibition
series. The Triennial was begun in 1886 by the
New Orleans Art Association and taken over by
the New Orleans Museum of Art (NOMA) in the
Museum's inaugural year of 1911.

The Triennial's purpose is to provide artists

Maggie Taylor (American, born 1961)
Our Guess, 1989
Type-C print, 16 x 20 inches

of the twelve Southern states an opportunity to
have their recent work reviewed by a recognized
specialist in contemporary art and then presented
in @ musewm context and published in an
accompanying exhibition catalogue. The
Triennial is not organized as a juried
competition but rather as a special exhibition,
assembled by a guest curator, of the contemporary
art of the Southern region...

The 1992 Triennial is lhe first to be devoted
solely to the medium of photography. The decision
to focus on a single medium 1s dictated by the

reduced exhibition space available to the New
Orleans Museum of Art during the current
construction phase of its major expansion. The
greatly enlarged Museum will reopen fully in
1993, and, in 1995, nclusion of all media in a
traditional Triennial format will resume.
The guest curator of the 1992 Triennial is
John Szai , former director (1962-1991),
ent of photographs, The Musewm of
Modern Art, During his twenty-nine-year
tenure, Szarkowski organized such ground-
breaking exhibitions as New Documents (1967)
and William Eggleston's Guide (1976) which
expanded the pmmmm of contemporary art
piwl‘ogmn‘ly n snchmmsim crﬂiml writings
er’s Eye (1966),
at Photographs (1973), and
Photography Until Now (1989), he has
examined the formal qualities inherent to the
photographic medium—"what photographs look
like, and why they look that way.” The New
Orleans Museunt of Art looks ‘to the
unparalleled insight which Szarkowski will bring
to the diversity and richnes3 o] the phiotographic
artistry of our region....
The New Orleans Museum of Art invites and
encourages all artists of the twelve Southern
states and working in the photographic medium
to participate in the 1992 Triennial. "

An overwhelming 800 artists

with slide submissions. Our gtmwm
John Szarkowski, although undoubtedly
Vexed by this massive number, graciously
chose not to singe the phone wires between
New York and New Orleans in protest, but
true professional and unparalleled "eye" that
he is, set to the task, and selected sixty-four
photographers from whom to view original
work. In mid-January, he arrived in New
Orleans to curate the show.

And what a splendid, well-balanced
show Szarkowski put together. One that, as
he put it, "will give the attentive viewer a
good sense of what serious photography in
this country is about, which is what such a
show should do, | think."” Included are
mature artists who have already achieved

(continued on page 4)
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MUSEUM PROGRAMS
AND ACTIVITIES

LECTURE

MUSEUM-ON-WHEELS

TOURS

On Friday, May 8, at 8 p.m,, [ohn
Szarkowski, guest curator of the 1992 New

leans Triennial: New Southern Photography,
will present a lecture at the New Orleans
Museum of Art on contemporary American
photography. The lecture is free and open to
the public, but seating is limited. The lecture
is sponsored by NOMA's Laughlin
Photographic Society.

Szarkowski is director emeritus,
department of photographs, The Museum of
Modern Art, New York City. During his
twenty-nine-year tenure, he organized such

-breaking exhibitions as New
Documents (1967) and William Eggleston’s
Guide (1976), which expanded the perimeters
of contemporary art photography. In such

ive critical writings as the seminal The
Photographer s Eye (1966), Looking at
Photographs (1973) and Photography Until Now
(1989), he has examined the formal qualities
inherent to the photographic medium—
"what photographs look like, and why they
look that way."

"Van Go," the "Museum-on-Wheels," is
part of NOMA's outreach program.
Sponsored by WWL-TV /New Orleans and
Latter and Blum, Inc./Realtors, Van Go
serves as an educational liaison between the
Greater New Orleans area and the Museum.
For individuals unable to schedule on-site
Museum tours, the Van Go provides an
access to NOMA's permanent collection
through presentations of specially selected
art objects. For those planning a visit to the
Museum, Van Go establishes a visual
"comfort zone" for participants.

Each Van Go presentation, which includes
a lecture session followed by a question-and-
answer period, is conducted by a teacher or
trained volunteer. Participants are invited to
view art objects at close range and, in some
cases, actually handle them. Post-visit
activities packets with exercises geared to
classroom content areas are provided to help
incorporate the Museum-on-Wheels
experience into future class studies.

To schedule a Van Go visit, call 488-2631.

Photo by Wanda O'Shella

John Szarkowski (right}, seen here selecting works for the 1992 New Orleans Triennial,
Will present a lecture on contemporary American photography on Friday, May 8.

A docent-guided tour through NOMA’s
permanent collection gives you a chance to
explore works of art from around the world
and through the centuries. Dedicated,
knowledgeable volunteers are prepared o
give a variety of tours for students and adult
groups. Tours last approximately forty-five
minutes and are available on the permanent
collection and special exhibitions.

SCHOOL GROUPS
Make plans early to visit NOMA with your
class for a challenging, in-depth look at the
Museum's permanent collection and special
exhibitions. Docents conduct tours Tuesday
through Friday at 9:30 a.m. and 10:30 am.,
and also Tuesday at 11:30 a.m. and 12:30 p.m.
for grades one through four. Tours for grades
five through eleven are conducted Monday =
through Friday at 10a.m. and 11 am. RREERs
Teachers may choose from a variety of tour H '
themes intended to relate specifically to the' L4t~ + il
students' curricula. For reservationsand :
information, call 488-2631, extension 36.

ADULT TOURS
Docent-guided tours are available to the
general public on special exhibitions, the
Fabergé collection and NOMA's permanent
collection. Tours are given Sunday at 2 p.m.,
Wednesday at 11 am. and 2 p.m., and
Thursday and Friday at 2 p.m.

SPECIAL GROUPS

Groups of ten or more adults or special
interest youth groups may schedule a
docent-guided tour of the Museum's
permanent collection or special exhibitions.
With advance notice, arrangements can be
made for a tour in French or Spanish. Tours
for the hearing impaired are also available
with advance request. For information and
reservations, call 488-2631, extension 36.
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JOHN Szark ki was off p hi

the forests of Ontano when he received

letier inviting him 10 an interview at New
York's Muscum of Modem An. It was the
summer of 1961, and he wasn't sure why
they wanted 0 sec him. He thought maybe
they'd offer him & job, perhaps curaling 2

sbout what he does.” Even Szarkowski's
severest <ritic, the writer A.D. Coleman,
pays him a backhanded tribute of sors. In 2
1978 article for Picture magazine, Coleman
propuased the virtual di b of the
Mexdern's photography department, simply
10 ensure that no one would have the kind of
POWER OVer conlemporary photography that
John Szarkowski wields.
Yei despite his power and reputation,
owski has ined a little-known,

show under Directar of Photography Edward
Sicichen; Szarkowski had already organized
several shows al other museums.

He was offered a job all right, but handly
one he expected. |1 tumed out Steichen was
retiring, and the job offered was his. Szar-
Miwwml’nnuﬁik.m it
and the rest, you might say, is photo history.

'!ndly.llﬂ.luhnﬁalﬂ:;hii is perhaps.
the single maost individusl in the
W.MMy. When

refer to him as ' Big John.™

it’s not because of his height. although he's
derately tall. In his two decades as head of
the world's leading museum pholography
department, Szarkowski has shown numer-
ous important artists — Garry Winogrand,
Bill Eggleston, Nick Nixon. Robert Adams
— before the rest of the photography world

even confusing figure: amogant, modest.
hyper-sophisticated, old-fashioned, in all,
still & mystery man who came in from the
woods. The opening this week of the long-
awaited Atget show, Ofd France, is bound (o
bring Szarkowski into the spotlight. Szar-
kiwski has been oversecing research into the
Modem's huge Arget collection ever ah:cu

Johmn |
Szarkowski
- in focus

J -
i ;

8

&

the muscum bought it from ph

Berenice Abbott in 1968, and O/d France is
only the first fruit of that massive Tabor, In
the next three years, there will be three more

shows devoted 10 Atget, the French master, -

who, between 1898 and 1927, obsessively
doc { the strects and buildings of Paris

collar, & loosened red tic, sgiffed brown

shoes and brown socks, and a pair of round

metal “‘granny'' glasses. The moustache

visible in Richard Avedon's 1975 portrait is

gone. and his once-thick hair has thinned

oul, He fiddled with a pipe, amping it down
i, th

and its environs, The entire prise,
known collectively us The Work of Atger,
will mark @ culmination — though not &
I — of Szarkowski's carcer at the

became sware of them. And in the £
flood of photographs. he discemed cuments
few others understood, or even noticed
Thioughout the photograph .
Szarkowski's curatorial accomplishments, if
ot his entical stance, fend to inspire admirs-
ton and respect. Janct Malcolm, the New
Yorker's photography wiiter. has frequent]
enticized Searkowski's shows, but still says
of him: **He's earned the power he has —it's
power with 30 much suthority behind it ol
And Rosalind Krauss, editor of the theoreti-
cal juumal October, remarks that while Szar-
Kowski i *very involved in a view of pho-
wgraphy as fine art, about which I have a lat
of questions, anyone who cancs passionately
sbout & subject has & position, has certain
arcds hat is strong

Modem. .

When | first spoke 1o Szarkowski in his
office on the Modern's fourth floor, he had
just returned from a year in Provence, where
he relaxed, 1ok photographs of his family
(and the countryside], and played the clannet
in the local municipal band. Szarkowski has
a persanal manner like an old-time country
doctor: grull, humarous, patient, lierview-
ers always scem fo note his informality, his
rich, decp voice; the way he sits in a pre-
cariously tilting swivel chair in fromt of his
desk, instead of behind it, the "hmmms*
that punctuate his slow, carefully articulited
setences, This panicular alternoon he wis,
typically, wearing gray Brooks Brothers-

nphed white shirt open at the

and relighting ghout our
ton,

“Alget s & particulirly vital source for
contemporary photography,’’ Szarkowski
told me. *'1'm not talking about the big
cameru, I'm not talking about eliminating
people from the picture; 1'm talking about
plasticity — the subject does not precede the

picture.

By way of illustration, Szarkowski wmed
and pointed to two Atgets he had setout on 8
table in his office — two fragile, purplish-
trown albumen prints, taken 25 years apart,
both showing the same house and street. The
two pictures were taken from pract ily the
same vantuge point, but the effect of the light
in each is completely different, Cne picture,
(wken i midday, is crisp and sunny; the
other. taken carly in the moming, is full of
misty shadows. It looks like & completely

graphing the same thing In two different
ways,” says Szarkowski. “'IU's a matier of
photographing twe different things the same
way. "'

Is this a lesson thal contemporary photog-
raphers particularly need to leam? Szar-
kowski backs off from the assention, ~We'&
not doing this show 1 explain o photog-
raphers what they should be doing,"' he con-
tinued. **| don’t think it's & museum's func-
tion to change the course of an. That's usump-
ing the function of the artist,

“What [ think a curator should concen-
trate on — in teems of current work — is 1o
try to understand, exhibit, and collect that
work that seems 10 be suggesting some s gni-
ficant extension of what the medium i for. "

But isn’t the Modern going 1o influence
the counse of photography, whether it wants
1o or not? There are quite a few ontics who
foel that s The e b e
fuct, had all too much influence

“Well,' Szarkowski said with a laugh,
“there's always the possibility that we've
eamed " .

Thuddeus John Szarkowskl was bom on
December 18, 1925, in the small wwn of
Ashland, Wisconsin. Given a Brownic
camera as & boy, he apprenticed 1w a couple
of commercial phowgraphers duning high
school. After majoring in s history st the
University of Wisconsin, Szarkowski
worked as a commercial photographer.
taught photography, and curated several
shows a1 the Walker An Center in Min:
neapolis and at Bulfalo’s Albright An
School,

I Iy became i i
in architectural photography, and his 1956
ook, Fhe Idea of Lowis Sulliven, won wide
acclaim. It led to s commission for the 19538
state centennial volume, The Fuce of Minne
sota. Not, you would think. i grabber ol a
tithe, Buit the book remained onthe New Fork
Times best-seller list for elght solid weeks

different street. *'IU's not a marter of photo-

Soon after, Searkowski received his second

/
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ggenheim grant (his first had been for the
Louis Sullivan project). and he set off o
document Ontario's Quetica Superior
e

1 was through applying for s Guggenheim
that Szarkowski met Henry Allen lf!soc who
was head of the Guggenheim Foundation,
and a MOMA trusice. And it wus Moe, along
with Sicichen. who tpped Szarkowski for
director ol the H-wsraphy Depariment.
Szarkowski's impressive credentials not-

withstunding. one thing that must have
struck Steichen and Moe about him was his
all-American wholesomeness. A newspaper

. photograph of the time shows Szarkowski
tramping along the shore of Lake Superior in
a plard overshirt, with & view camera on his
back. and his springer spaniel (named Matth-
ew Black Brady after the Civil War photo-
grapher) trotting along ahead of him
Another depects him standing on & modest
wooden porch with his handsome, white-
hared parents (his father was an assistant
postmaster); another, sitting on a table in suit
and tie answening a phone, while Edward
Suecrchen, with his great shaggy beard, beams
benigaly at him. Szarkowski must have
secmed like the perfect candidate 1o carry on
the large-spinited, warm-hearted, humanist
exhibitions — like The Family of Man —
which Steichen had populanized with such
SuCCess.

SML m:v:r. would have 4 more

dozen years, but they were dubious about the
mass of lesser-knowns who made up the bulk
of the show. As might have been predicted,
these lesser-knowns — William Eggleston,
Jan Groover. Nick Nixon, Robert Map-
plethorpe, Frank Gohlke, Robert Heineck-
en, and Sheila Metzner — turned out to be
the hottest new photographers of the lust

three years, ~

Eugéne Atget is the spiritual gt-ndl.:lu_-:
of the modern **documentary’ photog-
ruphers — from Walker Evans and Robert
Frank to Garry Winogrand and Bill Eggles-
ton — that Szarkowski has ch To-

Thve four books and shows comprising The
Work of Atget — Old France, along with The
Art of Paris. The Ancien Régime. and Mod-
ern Times — represent the most massive arn
historical effort ever devoted 10 a single
photographer. Old France alone contains
over 125 images. Szarkowski feels that even
the best of the earlier Atget books were still
oo small, “*They're samplers,”” he . said.
**They show one of this, and one of this .
It's m little bit like trying to understand a
writer by looking wp all his g in

vidual pictures into his total vision of French
life. It becomes clear, for instance, that his
photographs of tree trunks are not formal
exercises but, rather, images that communi-
cate the tactile sensations of peasant exist-
ence. They let the viewer know what life
then and there feli like

John Szarkowski's cssay in (Nd France
has already begun fo gencrate controversy
He writes that Alget was working “‘in the
service Df an |”II¢ inrgcr than sell-

Bartfer’s,"" Why, then, isn't he doing one
I\ug: Atget show? “1, personally, despise

day, of course, Atget is universally regarded
as one of the greatest photographers —
maybe the greatest — in the history of the
medium, Butin 1928, when Berenice Abbott
bought the huge collection now at the Mod-
em, Alget was almost unknown.

Abbott, a talented photographer in her
own right, had come 1o France in the mid-
19205, and was introduced 1o Atget's work
by Man Ray in 1925. Over the next few
years, she got to know Atget and bought as
many of his prints as she could afford —
which was not very many, even though they
were extremely cheap. (Today, vintage
Algers average about $3000.) Atget dicd in
1927, at the age of 70, The executor of his
estate, André Calmette, donated 2000 prints
1o the mmnul Archives Photographigques
i the Archives accepted the prints

{0 1, purely o ex-
bibitions than Sicichen had had. Sicichen
organized shows around content, Szarkow:
sk around form. Szarkowski's first big show
at the Modern was the 1963 The Phorog-

and the American Landscape. The

show dealt with the formal problems of land-

scape photography, but visitors didn't neces-

sarily realize that. (One woman asked Szar-

kowski, “*Why aren’t there any pictures of
Florida™ "y

Srarkowski's 1964 dldxlnc show, ﬂar

only !arlhmrﬁ\mmlam not their artistic,
value), but lnmher mmsnnmmd prints
sull d in his |

the money from cal]cclnl-dulcr luhn
Levy. Abbott bought all 5000 images for
51000,

She returned 10 New York with the collec-
tion n 1929, Over the years. she kept it in
good shape, drew exhibitions from it, and
made pew prints from Alget’s negatives. She
also allowed other p 0 critics

that have got 500 anything in

them.'" said Szarkowski. Even Atgets

h quite foreign 1o
the mkmlﬂ muu:puun that, as Szarkows-
ki puts it, *"no subject maiter except the
antist’s own sensi 15 quite worthy of his
best attention.” goal, Srarkowski

> N
Framing our ldea of "I“': o country road by Atget, 1919
2R s Bt

to use the coll But Abbott's own

upher’s Eve,
amatcur snapshots and commercial pictures
alongside images by the photographic mas-
ters. In retrospect, Sutunrlbipulnlwu

phy. and refined that idiom in making an; at
the time. it scemed to critics as if he was just
dru;m; art photography down into the

lnl'lﬂ New Documents signaled another
froatal attack on the canons of ant phologra-
phy. The show featured the work of Diane
Arbus, Lee l-m:ﬂndw MMWIM

:mnlphw:gmﬂmdndmk-ve her the
thme or U

task of ¢ ing and izi

Atget's prints and negatives. Finally, in
1968, she let it be known that she was ready
1o sell the collection as a whole. Szarkowski
went [o his depaniment’s trusiee commitice,
headed by Shirley €, Burden. and quickly
raised the moncy 1o buy i It is against
MOMA policy 10 reveal the price paid for
acquisitions. but Russell Lynes. in his his-
tory of the Modemn, estimates the cost at
$850,000.

ki showed a selection of prinis

rand. three dual phutog-
raphers who had in common an ironic,
aggressive approach veering between black
humaor and despair. As Szarkowski ironical-
Iy recalls today. *“New Documents was not
exactly received with universal warmth and
enthusiasm.* The eritics were outraged

In 1971, Diane Arbus commitied suicide.
and a year later, Szarkowski mounted & ret-
ruspective of her unsettling pictures. Today,
of course. Arbus has become a culture hero
mmmn-mrwﬂu 3‘"

from the collection in 1968. Another, small-
er selection — of Atget's photographs of
trees — went on view in 1972, No full-scale
exhibition fronethe Atget collection was
molnied again uuul this year, ‘What ook so
long? **Well, we're lazy."" Szarkowski
quipped. Then he began to explain the work
invalved in cataloguing and organizing the

5000 Atgets.
Berenice Abbott had stored the albums of
Atgel's pnnu !\-ilh care, but thc - paper of
pages had “*Some of

in 1972 there was .N iy h
!u' ul of New real
M PW"“ suburbanites. “‘Lots of pub-
Inhen u;r.twl! the Arbus book,'" Szurkow-
ki recalls, ' Aperture agreed at the last mo-
ment, " (lronically. the Arbus book hus since
become anc of Aperture s biggest sellers.)
In 1978, Szarkowski's mammoth show,
Mirrors and Windows: American Photogro:
phy since 1900, Wi greeted with the usual
chorus of comcism. By then. the typical re-
view ol & Searkowski show began by re-
munding the reader what brilliant discoveries
Searkowsk) had made i the past, and then
went on b lament that be had really blown it
ll\n [0 T‘lu. Lmn» pcum-uy Iikn.l lhm:

Arbus. and their éuupiﬂ - wlnuw Sur
Lowsk) had populanzed in the preceding

their
them were decomposing.” recalls younger
scholar Maria Mormis Hambourg., co-author.
with Szarkowski, of Old France. *'We're
talking about S0-year-old newsprint. For-
tunately, most of the prints themselves were
still in good shape

Every bit of uu:[ul information had w be
gleancd from Atget's ordering of the images
and from his jottings on the album pages
Then the prints themiselves had to be orga-
nized. Atget numbered every negative. so
that he could retneve pictures of the subjects
that interested his clients (mostly architects.
interior decorators, and painiers). But his
aumbering system way monumentally incon-
wvistent. Hambourg and Szarkowsky have
Begn working on it since 1975, and they have
Finally uptangled i

A mandarin in
country-doctor's
clothes, MOMA's
John Szarkowski is
perhaps the most
powerful man in
photography, and
one of the most
opmionated. Now
he's taking on Atget,
and his approach to
the French master
should set off flashes

=== e |

Nl France surveys Atget s images of (he
ficlds and towns of the |le-de-France, the
countryside 1o the south ol Pans. In Frunce.
where every inch of the soil has been micticu-
fously cultivated for a thousand years, the
landscape iself s almost a work of art, mak-
ing visible the texture of everyday life. From
the first images — of un orange tree, a plow,
a furrowed field, apple trees along a road —
the pictures in Qdd France give an incredibly
immedinte sense of what it must have el
like to live in the fle-deFrance & cenry
ago. Atget’s photographs rise above mere
record-making by capturing the n.unun;:m

L average lounst 1o say, °

says, was "to explam in visual lerms an issue
of great richness and complexity — the spirit
of hus own culture "

But if Atget was trying to express the spirit
of French culture, there was no one 1o tell
him exactly what subject matter would best
express that spint, He cenainly didn’t photo-
Eraph the monuments that would scem 1o the
France." Szarkow-
ski notes thar Atget never photographed the
Eiffel Tower, the Arc de Triomphe, the
Opéra, the famous boulevards, priests,
policemen, military officers, landlords, or
anstocrats (though be did photograph their
houses), I Atget’s pictures today seem o us
to capture the essence of Frunce. thal is
lurgely because it is procisely his pictures
that have helped shape our image ol
»France,"

Now that the work on the Atget show is
aver for the moment, Szarkowski has wmed
his attention to planning the new photogra-
phy galleries that will be available when the
reconstructed MOMA reopens, Searkowski
will then lave almost twice as much space us
he does at present in the cramped Edwand
Sicichen Galleries on the Modem's third
Mo

“The new collection space.’” Szarkowski
told me, **is really going 10 be an adveniure
| am determined (hat it will be used in a more
Mexible and rapidly changing way.™

Funally. L came 1o the question that people
are always asking about Searkowski, |y he
planming — like his predecessor Edwand
Steichen — 1w siep down from bis job e
director and retum 1 his own photographic
career!

5 A

ki leared back i his char and

moment in which the photog per-
ceived his subject, as well as me subiject
sl

Srarkowski's labors have paid off by mak-
ing it possible to reassemble Atget's indi-

paused, a1 the Guesiion wene as sUurprising
an the offer of the director’s poat 20 years
agen U 1d ke o stay for a while,”" he snd
almos wistiully .

ﬁ
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The darector of photography at New York City’s
Musewm of Modern Art talks tough about his career
and the medium he’s inf luenced.

By Erla Zwingle

ndisputably, John Szarkowski is
among the most powerful of photo-
graphic opinion makers. Richard Ave
don realized as much when he called
Szarkowski “the first viceroy of pho-
tography.” What has given Szarkowski
his clout is not only his position as di-
rector of the photography department
at New York’s Museum of Modern Art
{a job he's had since 1962, when he took
over from Edward Steichen), but also
his acute taste, broad vision, and inci
sive commentary. Called elitist and ar
rogant by some and intelligent and
charming by others, Szarkowski has, lor
aver 20 years, helped define photogra
phy's past and shape its future

It’s been nearly ten years since Amrer

sean Photographer proliled him in the
magazine’s first issue (June 1978), and
since then his influence has only grown.
And, in a newly expanded museum, his

80 AMERICAN PHOTOGRAPHER Novewmrber 1087

department has tripled in size. Re-
cently, Awmerican Photographer’s Erla
Zwingle visited Szarkowski at his
MOMA office to get an update on the
man and the museum. What emerged
was a conversation with a wily subject,
a curator with both common sense and
savvy who knows what it takes to stay
on top—and out in front of the pho-
tography world.

AP: First, let's talk about what's hap-
pening here ar the museum, in terms of
fine-art photography

JS: 1 detest the term “fineart photog-
raphy.” What would you think if some-
body used the term “fine-art writing”?
AP: They call it Literature, don't they?
JS: Well, that's a verdict that is assigned
later. At first vou just call it writing
you call it sonnets, or you call it history,
or essays. But if a piece in a newspaper
15 4N essay when do you t‘l” it hine-art
writing?

AP: When it's really, r'n-;l”\ J_',nnﬂ

JS: Well, thats what I'd like to ralk
ahout—the distinction between pho
tography that’s judged to be really good
and that which is merely good. How:

ever, it's all, in the end, photography.
AP: All right, then—tell us where you
think the museum is going, or at least
how it is changing. For instance, are you
seeing pictures now that you haven't
seen before?

JS: Yes. That's an easy question, you
know, because photographs really are
like snowflakes. However many billion
photographs have been made, so far no-
body's found rwo that are the same. Of
course they change. But what we are
more interested in than that is whether
or not the photographs remain vital,
whether there is some kind of energy
or juice in the changes we see that might
promise still more interesting change
and still more interesting evolution.
AP: And is there?

JS: Well, 1 think so. It's more difficult
o identity the nature of it because surely
what now seems 1o me 1o be the most
interesting photography is, and has been

Jesbe Szarbenoskes, hemsell a maleer of star,
allaws bimself to be made over by Erwitt uf
Ortatwa, proving that while be's sertons,
photography docsn’t have to be

00 W0 AT T AT
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What do 1 think was the most important deve

m

photography in the past 25 years? Without doubt, television.”

“The Junzor Interstate Ballroom Champions,
Yonkers, N.Y., 1962," by Diane Arbus, Fron
the 1967 “New Docunents” exbibution, i
which the curator d,ﬁ«-m-‘-{\- (.'ppfmn‘mf
Arbus, Lee Friedlander, and Garry
Winogrand as modern-day masters.

for some years, the more personal work.
I don't mean that as a positive thing. |
just mean it as a quantitative statement.
Somebody asked me recently what |
thought was the most important devel
opment in photography in the past 25
years. | thought about it for five seconds
and said, “television.”

AP: How so?

JS: Television deprived photographers
of a very large part of their sense of
social function and left open to them
an area that had much more to do with
a relatively conscious exploration of the
potentials of their own medium and of
their relationship to it, of their sense ol
history and their sense of tradition,
rather than allowing them to believe,

82 AMERICAN PHOTOGRAPHER November 1957

B
H
|3
1]
g
5

rightly or wrongly, that they were part
of some wonderful group movement
marching, locked elbows ...

AP: ... into the future?

JS: Into the future, as we tended to think
when I was a young photographer.

AP: Any other changes?

JS: Color. Nobody believed in color
when I was a young photographer. We
shot it, as one had to, but nobody had
any sense that using color was what you
did if you were a photographer.

AP: Why was that?

JS: In the beginning it had to do with
what most ol one’s education as a pho-
tographer consisted of. The hardest part
wias !L'.I[[]I’I}' to see the world in black
and white and forgerting the purple
neckeie. That's what a good photogra
pher did. He could anticipate what a
scene was going to look like in mono
chrome and edit the world accordingly,
and his pictures would come out clear,

not just optically but intellectually and
visually. So suddenly you put in a roll
of Kodachrome and basically every-
thing you thought you knew was no
longer useful to you.

AP: So you perceived color as a turn for
the worse?

JS: Not exactly. [ have a high regard for
color and have actively supported the
work of people like Bill Eggleston, Ste-
phen Shore, and subsequent photogra-
phers who really learned how to edit
the world in color.

AP: [s there any policy at the museum
in terms of the photography you're in-
terested in looking at?

JS: Well, there’s not a policy. 1 will tell
you what we most want to see on Thurs-
day mornings—Thursday being the day
we generally review portfolios. What we
want 1o see, quite simply, is what we
don’t know yet. If we could define it
that would mean we already under-
stood it, we'd already seen it, that we
could anticipate it. That’s what the old
photography salons were about—that’s
how they could divide it up into cats,
sunsets, old people, still lifes, The dif-
ference between us and them is that they
knew what they wanted, they knew
what was good, and we don't.

AP: But you know it when you see it.
JS: Well, we have a suspicion when we
see something we haven't seen before
that’s got some vitality in it, and hope-
fully some wit.

AP: So there's room for some humor in
photography?

JS: Sure. Theres room for wit. One
might say, in fact, that all the good stuff
has got wit in it—even if it's sad.

AP: Is it true, as | have heard, that there
is an aversion to showing commercial
and advertising work at MOMA?

JS: What is this aversions You may quote
me-as saying that it does become quite
tedious to be asked why we're opposed
to this or that, We have in fact had ex-
hibitions on magazine, newspaper, ad-
vertising photography. Not quite spe-
cifically on fashion photography, but we
show a lot of fashion photography.

AP: It seems to me that photography is
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“Prestdent Nixon and Daughter Tricta
Greet Student Leaders, 1969, by UPI
photographer Darryl Hetkes. The picture
twas included in the 1973 exhibition “From
the Picture Press,” which advanced the
notion that a photograph wolated from

the flow of events can casily

msrepresent reality

often taken too seriously. Do vou think
s0? Is the museum to blame?

JS: Well, certainly we are serious. But
we don't take photography so seriously.
The truth is, we love it, we have an al-
fection and respect for it. And I think
photographers understand that. Mayhe
it is a bit different than taking your pic-
tures to some place that’s looking lor a
few good cats for the calendar. But we're
certainly not somber about it

AP: Are there fewer good pictures
around these days?

JS: Well, every Thursday morning we
probably see 20 to 25 unsolicited port

folios, and 1 would say that it's o rare
Thursday morning that we don't see
something that's worth looking a

AP: Well, that's encouraging

J8: [ don't know. [t's encouraging in the
sense that otherwise we might all go
mad. I certainly think that in general

BA AMERICAN PHOTOGRAPHER Nuvesmber 1987

there’s more good photography being
done in this country than all the rest of
the world put together,

AP: That's a pretty brave statement.
JS: There are some good people in Ja-
pan, although they may be coming to
the end of their string now, too. They
sort of reinvented the medium in the
19505, and | think maybe they've been
living off the achievements of Tomatsu
and a few others. Young Japanese pho-
tographers may have to now step back
and consider other possibilities. I think
there's now some interesting work being
done in England again, finally. For
years, it seemed as if there was nobody
there except Bill Brande

AP: So, why the preeminence of Amer
1can [bill!llbr'_ld]\hl"h‘

JS: 1 you want me to make a guess, |
can try, It's because of Stieglitz and the
Museum of Modern Art, Beaumont
Newhall and Moholy Nagy in Chicago,
and Minor White and Alexey Brodo
vitch. 1 don't mean Brodoviteh as a
Hl;iphu :|r.\|p,:u'|. l mean l|1n‘ lact l}lll[
when he was art director of Harpers
Bazaar he published Brassai and Car
tier-Bresson and Evans and Frank. And

at

Wi we want, quate simply, is what we don’t know yet. We can’t
understand it or anticipate it until we see it.”

I mention MOMA because it published
books by people like Evans and Strand
and Weston and Cartier-Bresson and
because it circulated exhibitions. Peo-
ple like Moholy hired public school
English teachers like Aaron Siskind and
a Chrysler accountant like Harry Cal-
lahan to teach at the new Bauhaus. That
produced a lot of people who were in-
terested in the creative possibilities of
photography and then went on to teach
it. There are by now—what?—ten, or a
dozen museums in this country that take
photography seriously and collect it and
give exhibitions of it. The amount of
work, current and past, that is available
to the young photographer in this
country is much richer than it is any-
where else.

AP: This brings me 1o another question,
which is, Do you think that New York
is still the premier photography loca-
tion for people who want to work and
learn?

J8: Well, think of the photographers
now working in Minnesota; there's
nothing special about New York.

AP: There used to be, though.

J5: Are you ralking about the 195052
AP: Well, yes.

JS: Frank was working in New York,
and Frank’s confrere Louis Faurer, and
Penn, and others. At the same time
Harry Callahan and Aaron Siskind were
in Chicago, Minor White was in Cali-
fornia. So, when you look back on the
19505 or the '60s or the "70s and rake
ten American photographers, New York
will have no monopoly on the original
work. New York has never been so im-
portant as people in New York would
like to think. It's even less important
now. There aren’t really very many peo-
ple that we know about in New York
that aren’t known in San F
vice versa. Airplanes are oo cheap and

MICISCO, Or

oo last

AP: Do you communicate with photog
raphy curators wt other museums? (1 a
photographer takes his work 1o San
Francisco’s Museum of Modern Art, do
the peaple there well you abour 2

JS: No, not necessarily. Bua i its some:
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Atget. Szarkowske’s four-part show ~The
Work of Atget” was a mongemental
curatorial underta g and a stunnng
bustorical re Lrospective

thing they think is good, thev'll likely

do something about it, and then we find
out about 1, and vice vers

AP: S0 vou're not necessarily compet-
ing with each other?

JS: Well, sure we are, in a way. | mean,
evervbody would like to be first, be best
Everybody would like to have a better
track record than evervbody else. But
sometimes vou do and sometimes you
don’t. Besides, the people who are really
interested in photography—like David
Travis, Anne Tucker, Ted Hartwell,
Maria Hambourg, and others
really competent, and we're not the
dumbest people in the world at MOMA,
either, so the notion that one of us is

are
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" by Eugene

going o have some really radical per-
ception that's a total mystery to every-
one else is probably a little unlikely.
AP: What do vou mean when vou say
“track record”?

J8: I'm not totally untouched by the sin
of pride, so I'm glad that this museum
showed Winogrand and Friedlander and
Arbus and Eggleston before anvbody
L‘!RL‘ drd

AP: What if a photographer said, “Szar
kowski doesnt ger it about mv work™
and took his images elsewhere, and it
turned out that there was something
there? People you respect—your
peers—might say, “He missed it.”

JS: It wouldn't surprise me. Not at all
I don't think anyone in the field could
aspire to a perfect batting average
Think of the great editors. The people
who rejected the great writers were not

w world put logether.”

dummies. They were alert to something
clse that day, or maybe they weren't alert
at all that day. What do you ex pect? If
you assume that anyone who's intelli-
gent should understand everything all
the time, then there's no game, There's
no adventure, there'’s no risk.

AP: What about vour personal plans?
J8: 1. in a moment of weak ness, agreed
to do a history of photography show in
the next year, and a book, in which the
whole history of photography will be
engraved on the head ol a dime. Very
small. But I'll tell you the truth, I won-
der why people would be more inter-
ested in what an aging bureaucrat thinks
about his job than they'd be in what a
terrific young artist filled with juice and
originality produces. I mean, isn't there
something kinda nutty about that? It's
grotesque. |
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nlike most of his curatorial colleagues at the
newly reopened Museum of Modern Art,
doesn't have to worry

partment df photography for the last 22 years — exa

. half of its 44-year existence — believes that phatupa:hlg

is and always has been modern. It entered into the pic-
: pi
mn;ahng ::‘Bdiﬁﬂn a:! “a profoundly radical system,"
recently, "one that we are still tryi
how to tige ™ rying to figure out
‘But Mr. Szarkowski is responsive to another cura-
torial objective, which is to identify the important tradi-
tions of the medium’s fecund histary of practice — tradi-
tions that might help rationalize and enrich contemporary
image making. In his words, his department is simulta-
neously “trying to understand what is happening, what
has happened, and how what is happening relates to what
has happened.” This preoccupation with the history of
photography, with uses both artistic and vernacular, is
immediately clear on walking into the handsome new
rooms that-comprise the expanded museum’s photogra-
phy galleries, at 4,800 square feet some three times their
former size. g

After passing through a space set aside for changing
exhibitions, one encounters a chronological survey of the
medium made up of pictures culled from the museum's
collection of more than 15,000 photographic prints. The
first room contains a daguerreotype of Longfellow, two
paper prints from the 1840's and a number of other vin-
tage treasures. The next gallery gets us as far as the late
1800's. In fact, one doesn't find what we might think of as
modern photography — 20th-century American Purism
and European experimentalismm — until halfway through
the six contiguous rooms. Since it is something of a con-
vention to date the beginnings of Modernism in photogra-
phy from Alfred Stieglitz's publication of Paul Strand's
work in “Camerawork' in 1916 and 1917, it is apparent
that Mr. Szarkowski's idea of what’s modern is itself a
profoundly radical system. It is also an attempt to over-
come what he called, in an interview eariier this month,
**the lack of logical coherence and self-knowledge that has
existed in photography since the beginning."

While respectful of Beaumont Newhall’s pioneering
account of photography history (done, I should note, when
Mr. Newhall was on the staff of the museum), the current
selection of some 250 prints from the collection differs
from that history in two significant respects. First, there
is an emphasis on seemingly commonplace, garden-vari-
ety documents that apparently harbor no intentions of
being art. The standard “‘chestnuts" — the well-known,
acknowledged masterpieces of the medium — are rela-
tively little in evidence. In a vitrine in one room, for ex-
ample, one finds a page from a French portrait album,
two wonderful Woodburytypes, titled “‘Back of Hdnd &
Wri Apple,” from a 1874 book “The Moon: Consid-
ered as 8 Planet, A World, and a Satellite,” and an unat-
tributed photograph that serves as the {rontispiece to an
1856 book about ivory sculptures. None of these pictures is
known from the current crop of photography history

. "The New M

John Szarkowski, above,
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useum of Modern Archives, NY
; APF Szanteno stbes
S

. PHOTOGRAPHY VIEW

ANDY GRUNDBERG

odern Reenters the Ci

director. of the department
of photography at the
Museum of Modern Art. At
right, an untitled work
(1981) by Jim Goldberg, in
the “Three Americans,” a
show inaugurating the new
photography galleries,
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books, and none seems destined to elevate its maker 1o the
status of great 19th-century arust, yet each Is a visual
treasure, offering what to Mr. Szarkowski is the most im-
portant function of art: “‘a kind of higher pleasure’* based
on '‘the visceral satisfaction that a well-made anything
provides."

0 . [

The second thing to be noticed is that the version of
the photographic tradition assembled by Mr. Szarkowski
and his staff lacks the compelling sense of progress that
one finds in Mr. Newhall's history. Whereas for Mr.

Newhall the pictorial possibilities were always being en- |

larged by advancing technology — a standard theme in
progressivist histories — implicit in Mr. Szarkowskl's
view of photography as an inherently modern art is the be
lief that its themes, subjects and formal potentinls were
all sketched out from the beginning. If there is a sense of
progress 1o be discerned in assaying these galleries, it is
progress at an evolutionary, if not geologic, pace. In walk-
ing from room to room one finds recurring connections

being made, threads of
thelic aspirations weavi

to be cultivated, and no
able than he to tend this
his department, howew
SCIOUSNeSS amounts to a
formalism, and operates
current  photographic

course, denies the chargy
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noticed is that the version of
hssembled by Mr. Szarkowski
pelling sense of progress that
's history. Whereas for Mr.

blogy — a standard theme in
mplicit in Mr. Szarkowski's
herently modern art is the be-
s and formal potentials were
wginning. If there is a sense of
assaying these galleries, it is
if not geologic, pace. In walk-
finds recurring connections

bilities were always being en-

being made, threads of pictorial preoccupations and es-
thetic aspirations weaving in and out through the years.
Timothy O'Sullivan's forbidding ‘‘Black Canyon, Colo-
rado River" of the 1870's finds its modern-day equivalent
in Frank Gohlke's aerial view taken near the Mount St.
Helens volcano; Paul Outerbridge’s geometric 1923 still
life **H.0. Box" is echoed by Irving Penn's “'Three Stee]
Blocks"' of 1980. These threads do not culminate, as they
do for Newhall, in an apotheosis of Purist photography,
but become more complex, intertwined and laden with
self-consciousness.

To Mr. Szarkowski, & ‘‘coherent, self-conscious self-
knowledge in the tradition” of photography is something
to be cultivated, and no one in the world of art is better
able than he to tend this particular garden. To critics of
his department, however, this cultivation of self-con-
sciousness amounts to a dry, airless preoccupation with
formalism, and operates to the exclusion of a great deal of
current photographic practice. Mr. Szarkowski, of
course, denies the charge. “For every critic one can find

MOMA
LIBRARY
ARTIST
FILE

who says that we are narrowly formalist, 1 think probatly
one can find another who we have no principles,
that we hop from mushroom to mushroom ... 1 don't
think either of those things is true,” he says. He is even
able to profess that “‘our tastes here are cathollc.*
Yet, despite the presence of a Heinecken
piece in the concluding gallery of the current installation,
and next to it a charming “found” portrait with phint
added by Gary Brotmeyer, that edges into paint-
ing and sculptural {ssues is little in evidence. Nor is any-
thing even vaguely Post-Modern to be seen, given the ab-
sence of people like Barbara Kruger and Richard Prince,
not to mention Cindy Sherman. Those looking for aradi-
cal revision of the museum's taste won't find it here.

But there are signs that the depariment’s conception
of current photography is expanding to match Its
footage. For evidence of this we can turn to the gallery
space for temporary exhibitions, where assoclate curator
Susan Kismaric has assembled an 81-print show called
*‘Three Americans." It represents, surp. ly y
a reassertion of the museum’s erstwhile role as the DEW *
line of contemporary photography. The three Ameris
of its title — Robert Adams, Jim Goldberg and Joel Siern-
feld — are in the forefront of what seems to be a headlong
return to social aims amongst today's photographers. Mr.
Adams’s seemingly offhand pictures of shoppers at & sub-
urban mall are, in fact, part of a sophisticated, rhetorical
political construct; by depicting everyday life within the
shadows of a nuclear weapons plant, Ii:ey attempt to
reconcile the specter of a radioactive holocaust with the
immanence of common humanity. Mr. Goldberg has
photographed both the very poor and the very rich of San
Francisco, and had his portrait subjects write comments
about themselves directly on the borders of the pfints;
what results is & humor that dissolves quickly into horror,
with an impact rare in this genre. Mr. Sternfeld’s tolor
pictures also have a gallows humor, depending on such in-
congruous sights ds an elephant collapsed on a colntry
road to alert us once again that the natural world, while
greater than we are, is imperiled by our presence.

° [ . -4

These photographers — like Lee Friedlander, Loewis
Baltz, Nicholas Nixon and numerous others — setm to
have left behind the airless formalism attributed o the
Museum of Modern Art’s view of photography in order to
attempt to reinvigorate the tradition of social documen-
tary practice — to reclaim photography's T to move
and to convince. As Miss Kismaric p.}'}:'f lt.mtke social
documentary photographs of the recent past, which were
essentially journalistic reports of specific political ac-
tivity or simplistic descriptions of the downtrodder this
new work ... explores the complex and subtle issues
raised by the disintegration of the post-World War 11
American dream.” To her credit, Miss Kismari¢ has
recognized this tendency just as the notion of a “new docu-
mentary" practice is beginning to find its way Into criti-
cal circles, - t z

It is possible, of course, tosee s disparity betweon the
ambitions of these photographers and their aclueve
Continued on Page 32
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who says that we are

that we hop from mushroom to mushroom ... J don't
think either otthmthhgslstme,"hesays. He is even
able to profess that *‘our tastes here are quite catholje.”
Yet, despite the presence of a major Robert Heinecken
piece in the concluding gallery of the current installation,
and next to it a charming “found” portrait with Phint
added by Gary Brotmeyer, imagery that edges into paint-
ing and sculptural issues is little in evidence. Nor is any-
thing even vaguely Post-Modern to be seen, given theé ab-
sence of people like Barbara Kruger and Richard Prince,
not to mention Cindy Sherman. Those Jooking for aradi-
cal revision of the museum’s taste won't find it here.
But there are signs that the department’s conception
of current photography is expanding to match its sS.uu-e
foatage. For evidence of this we can turn to the gallery
space for temporary exhibitions, where associate curator
Susan Kismaric has assembled an 81-print show called
“Three Americans.” It represents, surprisingly enough,

a reassertion of the museum's erstwhile role as the DEW °

line of contemporary photography. The three Americans
of its title — Robert Adams, Jim Goldberg and Joel Stern-
feld —are in the forefront of what seems to be a heatilong
return to social aims amongst today’s photographers. Mr.
Adams's seemingly offhand pictures of shoppers at & sub-
urban mall are, in fact, part of a sophisticated, rhetorical
political construct; by depicting everyday life within the
shadows of a nuclear weapons plant, they attempt - to
reconcile the specter of a radioactive holocaust with the
immanence of common humanity. Mr. Goldberg has
photographed both the very poor and the very rich of San
Francisco, and had his portrait subjects write comments
about themselves directly on the borders of the pfints;
what results is a humor that dissolves quickly into horror,
with an impact rare in this genre. Mr. Sternfeld’s color
pictures also have a gallows humor, depending on suchin-
congruous sights as an elephant collapsed on a country
road to alert us once again that the natural world, Jwhile
greater than we are, is imperiled by our presence:
° [ ) .

These photographers — like Lee Friedlander, Lewis
Baltz, Nicl?oias Nix%n and numerous others — seém to
have left behind the airless formalism attributed v the
Museum of Modern Art's view of pghotography in order to
attempt to reinvigorate the tradition of_ social documen-
tary practice — to reclaim photography’s power to move
and to convince. As Miss Kismaric puts it, ““Unlike social
documentary photographs of the recent past; w{ng:h were
essentially journalistic reports of specific political ac-
tivity or simplistic descriptions of the downtrodden, this
new work ... explores the complex and subtle issues
raised by the disintegration of the post-World War I1
American dream." To her credit, Miss Kismaric has
recognized this tendency just as the notion of a “new docu-
mentary” practice is beginning to find its way inte criti-

ircles, -

= ?:Iics possible, of course, to see & disparity between the
ambitions of these photographers and their achieve-
Continued on Page 32
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ments, and to criticize the effective
nessoithﬂraodalpmut.(()mcan
almost hear the Marxist critics

=

ple of “mere” an photography,)
Adams’s pictures appear very much
like snapshots that violate every
canon of comventional composition;
Goldberg’s method verges on being
overly concepiual and programmat-
ic; Sternfeld’s glorious prints may
seem too pretty and, in the manner of
Stephen Shore, a trifle 100 detached.
Yet what is important, at this paint in
the medium's history, Is that they are
trying to restore social meaning to
contemporary photography without
relying on the exhausted styles of
their immediate forebears,

Ina considerably more understated
way, “Three Americans” may be to
the 80's what Mr. Szarkowski’s show
“New Documents” was to the 60's —
& watershed in the ever-shifting dia-
logue between the social and artistic
functions of photography. In 1967, the
year of “New Documents,” the work
of Friedlander, Diane Arbus and
Garry Winogrand was outrageous
ard revolutionary because it chal-
lenged the givens of “‘concerned"
photojournalism, with its pretense 1o
sober objectivity, What Arbus, Fried-
lander and Winogrand achieved was
the liberation of the personal eye
within this context. For Mr. Szarkow-
sk, the turn from prevailing fashion
Was a necessary blessing. *‘What had
come to be called the documentary
tradition,” he says, “had gotten so
leaden, tired, boring, dutiful, auto-
matic and Pavlovian.”

"Three Americans” represents
pendulum swing in the other direc-
tion, of course, but it also reprosents
the museum’s reentry into the arena
of current photographic discourse
after several years of apparent hiber-
nation. For this we can thank both
Miss Kismaric's insight and intuition
and Mr. Szarkowskl's continued com-
mitment to contemporary art There
Is, in short, the promise that the mu-
seum will resume its earlier role as
the avatar of photography In Amer-
ica. The question to be faced s

THE FRESH AIR FUNDy

whether the medium now needs such
& trendsetter — or whether it has ex-
panded to the point where no ene sin-

institution, department or cura-
g.mmmmmmm

. be expected 1o totally encompass it. B
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MOMA'’s director of photography talks
about his role, a museum’s function,
and the state of photography today

INTERVIEW BY CASEY ALLEN

CA: When you first came to The Mu-
seum of Modern Art in 1962, you had
an interview with Nat Hertz of Infini-
ty magazine. You said at that time that
you had no idea of influencing contém-
porary photography. What did you
mean?

41S: What I meant was that I think it's
very important for a curator not to
compete with the artist. It is not his
job to tell the artist what to do. The
curator is only a counterpuncher—he
responds to what the artists do.

CA: When you first arrived at the Mu-
seum ['m sure you were aware of Stei-
chen’s influence. However, almost im-

mediately you moved in a different di-
rection as if you were deliberately
breaking with his tradition. Were you
consciously trying to do this?
J8: Well, to be honest about it, I think
I would have to say it was conscious. I
have an enormous respect for Stei-
chen. Enormous respect for the exhibi-
tions he did, for his eye, for his under-
standing of photography. The Family
of Man exhibition is filled with won-
derful pictures. But the value of those
beautiful pictures and the meaning of
the individual photographer’s contri-
bution was intentionally sub-
merged . . . for the sake of the continui-
continued on page 153
89
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ty of the whole. At that time the exhi-
bition was a brilliant concept, extreme-
ly vital and lively. In one sense it was
relataq to the philosophy of the picture
magazines of the 1940s and '50s where
the idea was to homogenize the whole
for the sake of the story. But that
meant that the integrity of the individ.
ual photographer was inevitably lost.
It Wwas time to change to an exhibition
philosophy that concentrated on what
the individual photographer meant.

CA: Have your goals in photography
changed much over these last 15
years?

J8: I didn’t have any fixed goals. Just
tried to remain alert and responsive to
what the most interesting photogra-
phers were doing, how they were using
the medium. That hasn't changed. On
the other hand there are terrific prob-

* lems. I sometimes feel that what we

used to think of as professional photog-
raphy is damned near a dead issue as
opposed to what I remember from my
youth. In those days there were still
vestigial remnants of the idea that
(photography) was a specialized craft,
something almost like alchemy: a pho-
tographer had brown-stained fingers,
he hid under a dark cloth, did magic in
the darkroom.

Everybody knows now that isn’t
true. It's very easy. Anybody can do it.
You take a hundred-dollar camera,
point it, and go “bang.” The exposure
is going to be pretty close, the lenses
are good, and the films are terrific. [
don’t mean that there aren't some peo-
ple who are really exquisite craftsmen:
to some photographers it is very im-
portant. But basically it's not so much
a matter of the craft itself now as it is
the character of the photographer’s

w mind, his insights. What does he look

.+ at, what does he see, how interesting a

*4

_.'

person is he?

CA: You said in your book, The Face
of Minnesota, in 1958 that the print
should be as good as the photographer
can make it. Isn’t that emphasis on the
craft aspect? )

J8: Not really. If I'm trying to explain
something to you and I say “er,” “ah,”

, well,” “I mean,” that's the wrong way

to say it. I should be able to say in the
fewest possible words exactly what I
mean. And if [ manage that, perhaps
the sentence may even have a certain
grace, a certain rhythm, a certain in-
evitable structure to it. That's the way
a print should be,

The print should not say approxi-
mately what the photographer means
to describe, it should say precisely what
he means: it should be perfect. That's
not as difficult as we pretend. And
even if it's a little bit less than perfect,
it's better to have somebody say an in-
MARCH 1978

teresting thing in a slightly clumsy
manner than to have them say a ban-
al, predictable, familiar, tedious thing
perfectly. !

CA: What do you think of a photogra-
pher who may have something inter-
esting to say photographically but who
may not have the time or the talent to
make the best print—so he has his
work done by a professional printer?
J8S: Well, it's—it’s legitimate if it
works. The point is: what does he tell
the printer? The photographer has to
have an image in his head about the
picture he’s making—Ansel Adams
talks about previsualization. If you do
nothing but print it darker, that
changes the picture; it makes the
whites go “pow’’! If you print softer,
harder, it's a different picture.

CA: Let me ask you about another
kind of photographer, the one who
says, “Don’t tell me anything about
the history of photography or composi-
tion or whatever. I just want to do my
own thing.”

JS: I think it's a stupid attitude. If
they have no idea where the end of the
diving board is, no knowledge of pho-
tography's achievements, then they're
sentencing themselves to inventing the
wheel over and over again.

CA: Speaking of history, what do you
think about the place of Weston, Stieg-
litz, Steichen, and Strand in the evolu-
tion of photography? Do they repre-
sent a classical period of photography,
an era that perhaps will not.happen
again?

dJ8S: I don't think that (era) will hap-
pen again. Weston was a very great
artist, an artist of his time. He was a
product of his boyhood, his environ-
ment, his ideas, his experiences. No
one is going to have those conditions
again. No one should ever try to be Ed-
ward Weston again. It's dumb, it's sil-
ly. He did it. He did it! There still is a
terrific vitality in his work. There are
still things to steal from Weston.
There’s a wonderful, animal vigor in
his pictures, a terrific conviction. Sen-
suous persuasiveness, high spirits. If a
sensitive photographer today was real-
ly moved or inspired by an understand-
ing of Weston, he wouldn't go out pho-
tographing peppers—at least we hope
not. §

CA: Do you think it's possible to de-
fine a good photograph?
JS: No. Okay?

CA: Is it possible to define the purpose
of photography?
JS: Well, it's—it is to—to know sight,
to love it and serve it. All right! That's
only catechism.

continued on page 198
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continued from 153

CA: Do you try for a difference in
style for each exhibit?

JS: Idon’t go out of my way to try and
show a little of everything; I try to re-
spond to the vitality in the work. What
is there in this work that is going to be
of potential use to the next photogra-
pher? What are the pictures, raw pic-
tures, that have in them that germ of
further expansion? ;

CA: To many people the mere fact
that a photography exhibition is hung
on the walls of The Museum of Modern
Art means that the pictures are impor-
tant, that a certain direction is im-
plied. In fact you have been given cred-
it .

J8: Or blame. .

CA: Or blame for starting several
trends, including the one known vari-
ously as the “snapshot syndrome” or
the “emperor’s-new-clothes school of
photography'—a seemingly acciden-
t:]ii:;planned approach to picture-

t .
J8: Let me just say that is grossly ex-
position is demonstra-

seum walls automatically makes it in-
fluential, why hasn't that been consist-
ent for every show we've done? Over
the years the Museum has done a good
many exhibitions that have been
stones dropped in a bottomless well:
they have caused absolutely no ripples.
Yet those exhibitions have gotten just
as much attention from the Museum,
from me, or whoever was curator at
the time. They get the same kind of

continued on page 212
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press release, the same kind of gallery
space. If such exhibitions are of no in-
terest to_t_he photography community,
to the critics, to other artists, if the ex-
hibition was, perhaps, a mistake, then
there's no influence.

CA: Possibly.

J8: In other words, it is the work that
has the influence. If the work is capa-
ble of persuading other photographers
that it is vital, that it is potentially
nourishing and deserves study, de-
serves stealing from, then it has an in-
fluence.

CA: What about the Eggleston show?
Many people wondered why you didn’t
hang some of the more established peo-
ple in color photography rather than

Eggleston.
JS: Why did I assign a high priority to
Eggleston’s work? Well, it's because I
found it enormously exciting and origi-
nal, and I just loved it. I still think he’s
a marvelous artist. I had to lean on the
Museum a long time to do that show.
You know, I don’t just snap my fin-
gers and get a show. I have to fight for
the space. It was not an exhibition that
I could predict would be a great box-of-
fice success. I couldn’t predict that the
book was going to pay for itself. In any
museum these days, first you fight for
the space with your colleagues, then
you stand in line for your turn to try
and get a little help from the National
Endowment. Then you stand in line to
try and get some help from a corporate
sponsor. Doing a book like that (to say
nothing of 80 big dye-transfers) is ex-
pensive.

CA: What about the more established
color photographers such as, oh, for in-
stance, Burt Glinn, Jay Maisel, Pete
Turner?

JS: I really am not going to discuss in-
dividual photographers. 1 don't expect
to defend something I've already done.

CA: That's understandable.

JS: Well, I don't mean I don't respect
those photographers. But I don’t want
to say I think nine guys are terrific
and then leave out a couple of others.

CA: Do you think color photography
has a future?

JS: Yes, I do. And I think that has
been demonstrated in the last few
years, I think for a long time“color was
a terrible problem for photographers,
with very few exceptions (like) Ernst
Haas and Eliot Porter. But what if you
made a list of the 20 outstanding pho-
tographers in the past 50 years, then
asked them to each put 10 pictures in a
lead capsule to be opened by the Egyp-
tians of the future, what would they
put in?
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CA: Mostly black-and-white, I'm sure
JS: I think so. The exceptions migh
be Haas, Porter, and—who else?

CA: You must see hundreds and hun-
dreds of portfolios, new photographers,
old photographers. How do you deter-
mine what shows to hang?

J8: Let me start by saying how we
don't determine it. It's not like award-
ing medals for excellence. It's not basi-
cally thought of as a way to serve the
photographer you're hanging. I think
that fundamentally a curator is a lia-
son between the artists and their po-
tential public. You're not serving the
public and you're not serving the art-
ist; you're a conduit between them.
Your obligation is to that potential
conversation between the public and
the artist. So you try to exhibit what
you think, what you feel at that point
has to be seen for the sake of that dia-
logue. Otherwise, you'd keep exhibit-
ing the same great all-time masters
over and over again.

CA: Do you see any particular trends
in photography? Do you think, for in-
gtance, that Friedlander and Wino-
grand represent a direction in current
photography?

J8: You kriow, there really isn’t much
similarity between Winogrand and
Friedlander. It would be awfully hard
to mistake even a single one of their
pictures for the other’s work.

CA: What do you think Friedlander
represents as opposed to Winogrand?

JS: Well, they represent themselves;
that's probably the trend. But I think
there's a larger issue which serious
photographers are trying to grapple
with, and that is how to proceed—by
themselves—in a very lonely kind of

way. The photographer over the past’

10 or 15 years has found himself
dumped precipitously into a circum-
stance where he's really on his own.
He has to find his own assignments
and his own standards of values; he
must find what his market is, what his
purpose is. In other words, the profes-
sional rubric seems largely to have
vanished

CA: What do you think is the reason?
JS: The reason is that now even art
directors know how to make photo-
graphs.

CA: Yes, but not necessarily good pho-
tographs.
JS: They didn't always get good ones
before. Hell, today a photographer, the
professional photographer, executes a
decision that has already in large part
been decided by somebody else, usually
an editorial committee. Most of the
good professional photographers have
had to become schizophrenic,
continued on page 227

STRIPDOWN: ME from page 147
blade set does its reciprocating at the
end of each exposure, while the closing
blade set waits for the beginning of the
wind cycle. The moving slit formed by
the leading edges of the two-blade sets
travels from top to bottom.

Special attention was paid to the du-
rability of the shutter in view of its be-
ing used in a motor-driven camera. De-
spite the generous use of high-impact
plastic for certain parts in the shutter,
all of which prove to be intelligent
choices, the main guidance and propel-
ling members of the shutter appear to
be motor worthy.

The only doubt I have concerns the
blade segments and their actuating
pins. Each blade segment moves in re-
sponse to the blade-actuating levers
swinging through their arcs. These
levers carry a pin that engages a slot
at one end of the blade segment, not
unlike the system seen in front shut-
ter-blade propulsion.

Provided the anti-friction coating on
the blades holds up, the blades remain
free of any scum that might impede
their travel, and the heat treatment of
the blades and pins is correct (it ap-
pears so), all should go well. Since this
is the premier appearance of this shut-
ter, we must let some time go by before
any more can be said about its durabil-
ity under heavy use.

Two things prompt me to express
some confidence in it at this time: it
looks like it will prove durable, and my
Seiko Bell-Matic watch has been on my
wrist for over eight years, with only
two passes through a de-magnetizer to
get it back into operation each of the
two times it stopped working.

Pentax has adopted the integral pen-
taprism and field lens construction
first used by Leitz in the Leicaflex,
then by Olympus in the OM-1. This
saves not only space; it saves two air-
glass surfaces too, thus cutting down
on light lost through both reflection
and scattering, so the viewscreen's im-
age looks brighter.

The mirror box sports a simple

mechanism of adequate with

* high-impact plastic rollers absorbing

the impact and pressure of heavily
loaded levers to reduce shock and fric-
tion. A single foam-plastic strip cush-
ions the impact of the rising mirror.

The inside surfaces of the mirror box
are anti-flare ribbed and have a nar-
row strip of dead-black suede-like ma-
terial at the rear edge of the bottom
and both sides, but not the top (the
back of the mirror panel). I'd like to
see this material used to cover the en-
tire image tunnel, not just the rear of
three sides.

The bayonet lens flange is anchored
with six good-size screws and its three
pressure springs do a good job of secur-
ing a heavy lens. o

POPULAR PHOTOGRAPHY
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JOHN SZARKOWSKI continued from page 212

CA: That one you'll have to explain.
J8: Okay. Eliot Erwitt a few years ago
went down to South America to do a
numbt_ar of annual reports. Eliot is such
a terrifically skilled professional that
he can grind out those beautiful, slick
reports as well as anybody in the busi-
ness and not get ulcers from it.

He was gone a couple of months,
then I happened to see him on the
street. I asked him how he did in South
America and he said, “T know [ got two
good stray-dog shots and maybe three
for my stray dog book.” I think that
illustrates what I mean.

CA: You've been here at the Museum
for 15 years now. What are your plans
for the next 157

JS: That's a beaut!

CA: Just thought I'd throw it in.

J8: T don’t have any. But one of the
things that has a very high priority for
me, personally, something I want to do
before I get fired or run over by a
truck, is a series of publications on our
Atget collection. Not just one book:
he’s too good, too rich for one book.
He’s such a complicated, rich, and
wonderful photographer; you can't

stop looking at his pictures. They're
like walking right into his world, his
intelligence—a wonderful description
olf):rhat his time and place were really
about.

CA: That just about covers it. I guess
the only thing we haven't talked about
is how you got this job in the first
place.

J8: T don't even know myself. I think
it was a clerical error—they were look-
ing for another John Szarkowski. ©

DRAGONS OF INDUSTRIALISM continued from page 162

gled for work have shrunk to a more
comfortable perspective. She suspects
something vaguely symbolic about it
all. The apartment’s second kitchen
serves as her office. Frames are stored

4. the oven. Props are ‘piled in the
inwasher. Camera bits and pieces are

“ 2yaubed in silverware drawers and dish
1 4nards. Picture files fill spaces for-
occupied by Rice Krispies and

: =inually controlled. I hate

_¥itic cameras because I want con-

and I don't like to carry the extra
weight around.” *

Now that financial pressure is less,
Ms. Seed is following more of her own
ideas and trying to narrow her com-

ercial assignments to the sort of work

thinks she does best, mainly illus-
“ation. But she still enjoys an unex-
#cted assignment,

!Q_};"'I love the excitement of going
# jmewhere I wouldn't have gone on my

%0, I learn from it. I see things I

‘.'J.? .+ uldn't have seen, or I see differently.
.5, ven I have to use new tools.

So many young photographers
“day look down on commercial work.

" 't some of them have such shallow
"% ills. If they respected commercial as-

&", signments more they'd learn and grow

m them."
n her personal work, Ms. Seed is
ing for ways to push beyond the
«ts of what can happen inside a
_dera, Her art-school background left
ar vaguely dissatisfied with the rules
:cepted by so many photographers.
“If a painter uses a certain glaze or
AARCH 1978

adds irridescent colors, the critics eall
it ‘experimentation.’ But if a photog-
rapher paints his pictures, he is ac-
cused of gimmickry. Why? Why not use
every tool available?”

She has been moving increasingly in
the direction of manipulating images
with paint; multiple exposure, and
photocopying techniques.

She started by painting her indus-
trial pictures with photo-retouching
colors when she couldn’t duplicate the
subtle colors of smoke and mist with
color film. Though she soon dropped
that idea in favor of black-and-white
film printed in sepia tone to give a his-
toric feeling, she started painting other
pictures as well.

Lately, she has been traveling to
far-away places and photographing her
years of fantasies about them. She is
not much interested in first impres-
sions, "I really don’t care about seeing
things fresh. Over the years, I've blot-
ted out certain areas around Indiana. I
wait until I come to what I love to see,
and then I look.”

She is hoping a book will come from
her industrial landscapes and is also.
working on an idea about a river that
runs past the family home in Hobart.
She may not be part of Hobart any
more, but Hobart still is very much a
part of her.

Nonetheless, even her pictures of
Hobart are starting to look less and less
like "straight” photos. For what Ms.
Seed sees with her camera alone has
become increasingly insufficient to her.
Her attempt to get closer to the essence
of the industrial landscape started her
on her uncharted journey to extend
what she could make of a photographic
image, Despite protests from the
purists, a great many viewers, includ-
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ing this one, are intrigued and waiting
to see where she will next venture. @ |
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JOHN SZARKOWSKI continued from page'212

CA: That one you'll have to explain.
JS: Okay. Eliot Erwitt a few years ago
went down to South America to do a
number of annual reports. Eliot is such
a terrifically skilled professional that
he can grind out those beautiful, slick
reports as well as anybody in the busi
ness and not get ulcers from it. .

He was gone a couple of months,
then I happened to see him on the
street. I asked him how he did in South
America and he said, "I know I got two
good stray dog shots and maybe three
for my stray dog book.” 1 think that
illustrates what I mean.

CA: You've been here at the Muselim

for 15 years now. What are your plans
" for the next 157

JS: That’s a beaut!

CA: Just thought I'd throw it in.

JS: I don't have any. But one of the
things that has a very high priority for
me, personally, something I want to do
before I get fired or run over by a
truck, is a series of publications on our
Atget collection. Not just one book:
he's too good, too rich for one book.
He's such a complicated, rich, and
wonderful photographer; you can’t
stop looking at his pictures. They're
like walking right into his world, his
intelligence—a wonderful description
of what his time and place were really
about.

CA: That just about covers it. I guess
the only thing we haven't talked about
is how you got this job in the first
place.

JS: I don't even know myself. I think
it was a clerical error—they were look-
ingfor another John Szarkowski. ~ ©
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Nickolas Muray Cover
Babe Ruth, ¢1327 ® The notion that New York's photo- INTERVIEW WITH racent work has always been the most
Collection MOMA. New York graphic community could be taken ~ JOHN SZARKOWSKI vital work in terms of producing the next
Gift of Mrs. Nickolas Muray )/ SO0 1 N0 Wtk wiviind it SR A mast inkaqgsting ;
we knew it. Nevertheless, we had if one considers the moment of 1930
in g e e — one week this past June to begin John Szarkowski has been director  in the United States, it was not the most
by Paul Raedeke that exploration. of the Photography Department at recent movement, the Photo Secession,
Jobn Szarkowski 3 the Museum of Modern Artin New  that seemed most vital, most lvely and
York for twenty-three years. His mast available as something to feed
Andy Grundberg % leadership in exhibitions, books on, revise, rediscover-not for the sake of
and articles have placed him at the imitating,
Sam Wagstaf = heart of numerous controversies and ing the
throughout his tenure, and shaped sense of what the next possible open
Photography, Photography: 0 MOMA the attitudes of a generation. position might be. And repeatedly,
So Nice They Named it Twice LIBRAR cortol JOE ot I PSR S
by Marvin Heif N A PR: The Department of Photography hete  probably inall arts. the young artist leap-
LHAY at the Museum was established in backwards over the most recent
intarvigor PAMEY ;?g,ecﬁlsndemﬂt;d a:n:rh the m generation to 2 grandfather’s or great-
Fi useum itself. There grandfather’s generation
:{“g:l:‘“"w{;m‘%ﬁ 32 interest in collecting photographs discover the seeds, the ideas..
Raedel from the beginning..
Review: JS: Oh yes, the department PRWDIMmm nm
: y : Oh yes, was estab- isa fimit,
Joel-Peter Witkin and UAmour Fou 35 lished @s an independent curatorial the relatively new medium it is,
at the SF Museum of Moderm Art department in 1940, but the program
by John Bloom goes back to the beginning of the JS: It's true that when Edward Steichen
= Museum. Alfred Barr was persuaded was bom, Bayard, one of the inventors
ress Release: that a genuinely madern museum must  of photography, still had quite a few
Robert Koch Gallery 39 deal not only with painting, sculpture, vears to five, It's interesting.
O SIANDIS] IYGETIGRAN BY WALIAM EAT © 180 prints and drawings, but also with indus: .
Reader Response: trial art, architecture, film and photog-  PR: Beaumont Newhall was the first
Shimon Attie : k raphy-and outlined the Museum in director of the Photography Depar
Sar Fransisso, Califersia From the East Village flat of "Swan those terms to the board at the very ment, then Edward Steichen and fin:
; (Mary Swanson of Magnum) and Dale earliest stage of the museum’s history. in 1962, you assumed that position. Do
Siiiians Acadamic Probleni Stulz {auctioneer and currently with Something like the thirtieth object those earlier directors live on here
Midhightto Nine ) Aperture] we staged interviews and acquired by the museum was a photo- in any sense?
it I meetings with people all around town: graph, just six months or so after the
itute John Szarkowski, Susan Kismaric, Peter  museum opened in the Fall of ‘29, JS: Yes, indeed, very strongly, One of the
Ustires Galassi and Jeanne Collins (Museumof  instantly after the crash marvelous things about a museum is
0 Modem Art); Comell Capa, Phil Block that it is the product of the ideas, tastes.
and Buzz Hartshom (Intemational PR: Was that a good time to be in the efforts, prejudices, abilitres and limita-
Publishers Center of Photography); Sam Wagstaff  market a5 a buyer? [faughter] tions of a great many peopie. not simply
Henry Brimmes — Design (collector), André Kertész; Andy the people who were the curators in
ol Rasdeks - Photo Edvior Grundberg (critic, New York Times); JS: It might have been if one could find i wha fun the
Anne Russell (associate editor, Amencan  any money to buy with! The first photo-
Design + Prodaction thuqraph.«] Phillip Clark (Modern graph was by Walker Evans: acquired
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The February issue will featuro the
wrk of Marion Post Wolcott

i Marvin
I:wrrter curator), Carole Kismaric (editor,
writer, curator). Then a guick round of
galleries from Midtown to Soho and the
East Village, and Gilles Peres Magnum

The impression that emerged was a
kaleidoscope of activity, of individuals

workshop presentation at the New Schoal.

early in 1930, just a few months later

PR: That would have been very contem-
porary work.

JS: Yes, it had to be-Walker had just
started

PR Has there been a clearly stated
hilasophy for the M from the

and organizations in pursuit of
their agenda. A sampling of that activity
has found its way into the intaniews
and articles in this issue

Paul Raedeke

fun and ful!

This year's auction, held to benefit the actwvities of Camarawork,
resulted in a fun and successtul event! Auctioneers Van Deren
Coke (SFMMA) and Frish Brandt (Fraenkel Gallery) managed to
faise $23.000 while keeping the audience interested and
amused.

Phatography Lectures and Films at SFMBMA -

The San Francisco Museum of Modem Art has schiduled
Jectures and film showings of interest (o the photo-commumity

Friday, January 17 at 6:30 pm: Panel discussion pa the impor-
tance of photography amongst contemporary Garman artists
\ian Deren Coke and critic Or. George Jappe Green Room

Tuesday, January 21 at 7 and 9 pm: Films Ghosts Before Break
fast 1828, Anamic Cinama 1926 and L/Age d'Or 1930, Opera
Plaza Cinema

Wadnasday, January 22 at 7 and 9 pm: Films Andalusian Dog
1828, Entr'acte 1924 and Blood of @ Pest 1932 Opera Plaza
Cinema

ission with
i and Assooiate

Thursday, January 23 at 7:30 pm* UAmour Fou ¢
Van Deren ( and Jane Livingston, co-cur
Direetor of Tha Coreoran Gallery. Herbst Theater

Thursday, ot Joel-Petes Witkin. Digcussion

wid hook signing Green Room

January 30 ot 7

hegmn:rlg7 What are the goals of

the MOMA and more specifically, the
Photography Department? What is at
the base of the acquisition and exhibition
programs?

JS: | thunk the curator at a musewm of art
serves a function similar to a curator ata
museum of science or of history or what-
avar. One's first responsibility is ta try

to identify the significant data, to collect
it, to exhibit it, to attempt 1o interpret it
and to make it avallable for others
interpret also. The purpose of this is to
serve as a liaison between the artist and
his potential public. Not just the artist as
an individual, but the artist cumulatively,
the tradition, the hifeline of the medium

PR: When you add the adjective modem
to the title Museum of Art, one assumes
that it would indicate interest in the
most current aspect of productivity

JS: | don't assume that
PR: No?

JS: No. Actually the thing I'm most
intarested in is tradition. By which | dont
mean old pictures, but rather that lifeline,
fing, that continuity. It is difficult to ima-
gine, to conceive of the idea of life as
consisting of one instant at a time. Whin
we talk about life we are talking about
somathing with continuity. Spacifically
in the case of phatography it is simply
ot histotically tioe. 1 think, that the most

their limitations and

JS: | think 50 100, Doubtless. It is really
difficult to imagine a collection which s
not skewed, no matter how many people
are involved. Collections are probably
skewed in some sense even by the g
tait of the period in which the institutl 4
lives. Our capacity to imagin has per™
melers, it's got ends on it But those
conceptual limits, naturally, make
changes less dependent on individuals
than on the entire ambiance in which an
institution works. One of the wondertul
things aboutamusmlsma‘l 15 very
difficult to erase older older
ideas and investments—and | don't mean
investments of money, that's the ieast
of it There is, in the very best sense.
something wonderfully conservative
about the whole idea of a museum. After
#ll, the thing that separates a museum
from a kunsthaus, from an xhibition
pavillion, is that the function of a museum
is t collect and preserve things=to
study them and make them availabla,
10 exhibit them, of course, but first to
preserve things. It is indeed a kind of
an attic, an attic which, blessedly, is not
100 easy 1o clean-one doesn't have
yard sales on impulse. By all means
theyme still around here, Beaumont and
Nancy Newhall, Mr. Steichen-and
briefly, someone who's seidom man-
tioned in the history of the department.
Willard Margan »
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PR: That name was unfamiliar to me 35
| went theough the chronalogy.

JS: He served a very brief venure But it
was nat just those peaple | think that
Lingoln Kirsten, in the early days as 8
member of what | think was called the
Junior Advisory Board, was basically
responsible for the Watker Evans shows,

PR And that was before the photo
degartment had been established.

JS: Yes. James Thrall Sobey was alsoa
very important man in the history of this
museumn and the history of modem art
general He was very interested in the
museum and in this department. Hewas
responsible for the great mass of out
Man Ray collection. And it was not just
that he was a collector, but that he was
actively involved in the photograpty
program, even before there was a deparnt-
ment_ And there wera many others—Dave
McAlpin, of course has been of great
importance

PR: I'm curious about the structure,

the: arganization, the procedures of the
department, how things actually are
decided and get done. You are the direo-
tor of the department and have several
curators working with you. Is there a
definite division of the responsibifities
and duties, the specific role that each

of you play?

J8: The two associate curators, Susan
Kismaric and Peter Galassi, ane responsi-
ble for @ great deal. | am not a good
enough administrator to define precisaly
who s responsible for what In a sense
the department i$ still small enough so
that the functions and duties can be
widely shared and remain pretry fiexible.
Both Peter and Susan do everything—
they do exhibitions, Susan is in charge of
the swdy function of the depanment,
Pater is in charge of the physical collec:
tion, its recording, preservation, physical
condition

PR: Who determines what is exhibited
and acquired? Is that a shared activity?

JS: Yes, | reserve the right 1o say I don't
think we should do this. .| think we
should do that™. But in practice, we are
small enough and work closely enough-
and we like each other well enough-

50 that we can fight and amgue and be
vocal in the definition of our own prioe-
ities and sensibilities-and still enjoy it

PR: Where are the strengths of the
collection and where would you like to
beat it up?

JS: We must be quite selective and very
careful that we count our money twice
hefore we buy & picture—-our fisst prionty
in collecting remains recent and contem-
porary work. WeTe very much intenested
in improving our historical collection,
aspenially our ningtesnth-century collae-
tion. W now have gallery space enough
to try to give not only a good, coharent,
interesting and hopetully reasonably
balanced description of tha history of
the medium, but we have a large enough
audience that we dont want 1o keep the
same pictures on the wall in perpetuity
and we like to keap the collections gal-
leries rotating as best we can. Thera are
areas where wene very strong and others
wheio ware really pretty thin. Any collec-
non I'm sure has got lacunae in it that
the curator would fike o fill. | would Say
that in most areas our twentigth-century
collection 15 vary strong. Qur nineteenth-
century collection is quite spotty and
rather thin, espacially, for example; in the
first generation of Franch photography:
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PR: If another museum, the Metropoli-
tain Museum of Art for example, has

@ strong collection in an area where you
are weak, is it necessary for you to
cover it as well?

J8: There are two separate functions
that a collection serves, and the answer
10 your question is different for those
two functions. In the case of the nine
teenth-century, it is not our ambition to
develop a collection that would fully
serve the requirements of advanced,
scholarly research. That is, we do not
Bxpect to have a Fenton collection or a
LeGray collection or a Nadar collection,
certainly not any more, since Sam
Wagstaff's collection went 10 the Getty,
llaughter] That would be the central
source for people doing basic. original
scholarship in the nineteenth-century,
That functian lies outside what we
consider our primary obligation. On the
other hand, for exhibition purposes and
for general educational purposes, we
certainly hope to have a good encugh
collection for the general advanced
student. We want our collection to be

dequate for the purposes of expl g
the entire history of photography. That
15 a little different than the philosophy of
the rest of the museum, which generally
takes 1880 or something like that as
the normal “cut-off date.” Well, it really
doesn't make much sense to take 1880
as the cut-off date when youte only
cutting off forty years

PR: You spoke of your administrative
duties. The position, | assume, requires
that you wear many hats. What are some
of the things you have to be involved
in, besides curating and overseeing the
staff-is there a lot of fundraising, social-
1zing invoived in the job? What does a
typical day include?

J5: Oh god, | don't know how | would
define a typical day. A typical day is one
after which | go home totally exhausted.
|laughter] But what has gone on during
the day changes enormously. Yes, there
Is more and more bureaucratic respon-
sibility because the museum has gotten
a great deal bigger than it was when

| first came here

PR: Even since my last trip to New York i ' g
it has grown-the physical facility at
any rate

J8: The museum staff is more than
twice as large as when | came here. That
meang the whole working machinery
becomes more complicated. You spend
mare of your time in meetings, writ

NG MEMOE, BNSWErng memos or decid
mg not 0 answer memaos

! Jamas Wesllace Black and Samuel A, Kiig
Lintithed 1980
Gift of Warner Communieations, ng

2 Cavieton £ Wations

Atknstas Menga

Calshorm 1861

PA: | guess it's an inevitable by-product
of the success of the institution

JS: At least to a degree, | suspect, it 15
mevitable, That doesn’t keep (1 from
baing frustrating There's a 3

around here somewhere of Al Barr
and the antire professional staff of
thit museum, curatorial and administra

v, gathered pn the frant stoop of the
oid brownstone that u and in this
space Well, one can't run th
in the same way with five hundred p
that one coule & amalier
compact, Also
unfartunately, o
f,h! Qi

nioh soon. 1 wo wa
kinds of programs we
wifve got 1o gt oot and find the money
to do them »

Museum

3 MUSaUm 19, i
Nor do we
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5 Liarlo Moholy Nagy
Chute 1923
Gift of Mis. Sty Moholy-Nagy

i Andre Kevtesr
Distoetion 1171933
Gt of Mex. John [ Rockednlier i1

7 Alanander Aodchonia
Aehearal, Boiomorsk Canal 1933
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PR So some amount of fundraising and|
socializing with collectors, etc. ispant.
of the job.

JS: Not just with coliectors, but with
corporations, publishers, journalists fike
yourself [laughter].

PR: So it takes quite a vaniety of skills to
run the program. Say | wanted to bacome
director of the Photo Department at.
MOMA, what sort of skills would | be
wisest toinvest in? Should | get into bus:-
ness courses, spend a lot of time in Art

History, read theories of administration...

JS: Yes. And then really leam how to
read balance sheets and the various
kinds of paperwark, and become a fund-
raiser and find put how any kind of entar-
prise actually operates, who does what

and how much it costs Clearly the opera-
tion and the very survival of museums
depends on this kind of thing.

PR: Like publishing a magazine, ina way.
We don't necessarily refish going out
to chase down advertisers, but if we don't
have some, we donit print, it's just that
simple. A lot of that type of work falls
to the overall director of the museum, but
some filters down 1o the directors of the:
various programs, | assume.

JS: Yes, and not just the curatorial

directors but more and more anyone with. ;
curatonial responsibility s trying 1o at 4
least contribute to the solution of the Y

problem of how the projects they want

to do are going to be fundad.
PR: To what extent. if any, do you feel

sources to be free to follow your own:
instincts?

JS: | think the pressure actually comes
from ourselves. If youre talking about
this museum, I've never been toid nor
has it ever been suggested to me that:
| should do an exhibition because it
would please a potential donor or be-
cause someong knows where | might
get the funds to do it Never.

PR: What about covert or implicit
pressure?

JS: | think everyone understands that if
one has an ambitious project in mind, the
chances of getting it done are going to
be greatly diminished if one cant find
some outside support. And if you can get
it done once, you may find it harder to
get it done the second time.

PR Harder? I've usually found projects to
be gasier the second or subsequent
times, at least in terms of procedures.
and organization

J5 I mean if you get it done dn spite
of nat finding outside maney, if the insti-
tution finally is so deeply committed that
ithas to go ahead even though at & great
financial sacrifice, it means that the next
proposal will be looked at with a good
deal more caution.

PR: Is there a lot of friction direc-
tors as they vie for institutional
ar space to suppart their programs?
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JS: Space.

PR Space is still a major concen since
the recent additions? | guess space is
one of those commodities that wil
always be of concermn

JS: True, | don't think anybody has
built a museum large enough to sat
all of the ambitions of the curators who
work in it. [laughter]

PA: How much of the permanent phatog
raphy collection can you exhibit at one
time, ten percent maybe?

JS. Not that much, | don't think woid even
want to. Were very pleased with our new
collections galleries-| love the quality
and the size. If they were higger than

ve a difficult time

doing in them what we

!
do

PR: They appeat to be reasonably flex
ble. The intimate size and layout also
prevent the initial overwhelming teeling
that can occur when you ente
hall and confront two or three
photographs at once, My re
that situation is 10 shudd
thiough the exhibition quick
because | can see the enormity of the
“task” ahead of me

a lange

JS: Inspeaking of competit
| wasn't referming 1o
ments’ permanent
but rather
which 15 there
to share

PA. How has the phe
fared there, have you
reasonable share to promaote
ment projects?

JS: In terms of my relationship with the
other curatonial heads, it would be very
bad tactics for me to say that ['ve gotten
mote than my fair share. [laughter| | think
it would be more: politic for me to say
“No, we haven't gotten our fair share

PR: It sounds like the approach one takes
when doing a budget

JS: So ! think I'll avond a direct answer 1o
that question in case my colleagues read
your magagzine. Seriously, in the past
twenty years, in terms of the allotment
of space for the temporary exhibition
program, the museum has been generous
to photography.

PA: Is that dependent on the energies
and personality of the director or is it
to the structura of the

JS: Of course mstit

and philosophies, but they?
preted every day It depends on who's
at the meeting. It's also true that duting
the period that | 've been at this insti
tution there has certainly been a greatly
increased interest in and awareness

of the artistic significance of photography
This is, 10 a lamge extent, the flowering
of developments that go way back to
Stieglitz »

-
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PR: Wha is your constituen ! When you
5ay that intere
among the populs
museum
certed ef
of interest?

JS |'-h|ﬂ\ our constituency 5 Viry broad.

Certainly since the days of Moholy [Nagy
in Chicago there has been a istently
Increasing interest in photography among
the young and especially among the >
more-or-less educated young The people

N - who are now middle-aged might well
1\ have studied a litthe photography while
\ they were in college-a situation that did
i nat pertain even twenty years ago
{ : PA: What about the so-called man on the

streets? | ode here on the subway and
everywhere | saw commuters reading
their Datfy News or their New York Post
' Perhaps it's elitist to wish they were
s reading something “better,” but to me
\ that's a fittle depressing. | would assume
' the department has some interest in
reaching the public on a grass-roots
level Is there much that can be dane to
Invite the masses into the museum?

JS: | am not really very interested, |'m
afraid, in proselytizing for the medium

e

4 | dont think it needs it. | have never

1 believed that one should try to persuade
{ people that art is good for them, | don't
7 think it is necessarily good for them. It's

like saying baseball is good for them
§ | think it is very interesting and in many
1 ways very rewarding. But | think its
i audience is self-elected. If you try
¢ assign what the audience should be
) interested in you're on the verge of
/ trouble. | think as many people should
enjoy artas want to and can get to it and
make themselves available to it

i PA: But photography is somewhat dif-
ferent from other art forms in that it

I is a medium used by so many people and
in 50 many ways. Even if you aren't inter-

\ ested in proselytizing to expand inferest

A in the medium, it might be a worthy goal

to attempt to increase public undevstand-

ing of the medium

v JS: We consider ourselves educators,
We try to present material, by exhibitions,
publications and other secondary activ-
ities, to as broad an audience as is
interested in participating in it. The
truly apostolic position of going out to
convert the world to love photography

PR: _..selling some version of The
' Watchtower from door to door

JS: _..is probably self-destructive
| have no way of knawing how many
people should be more interested in
phatography than in surfing, [laughter]
and | think it would be arrogant of me
3 to make that determination and try to
impaose it on all patential art lovers and
surf lovers. The function that we should
Serve |5 to make work as available as
possible, as cleary available as pos
sible, to provide not only access to the
work but to provide what we think might
be useful in terms of elutidation-and
let the audience determine itself what
1o think »
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PR: Somewhere along the ling, The
Museum of Modern Art-and it's rather
onic in my mind-has become the
“establishment” in the art world. It
wields a lot of influence and power

in making an artist’s career Do you
attempt to avoid being taste-makers or
15 il an inévitable extension of the
museum’s function?

J5: What “important artist™ do you think
would not have been an impartant artist
without the intervention of the museum?

PR: It doesn't necessarily happen in such
a direct way, The Museum of Moderm
Art in New York occupies a pre-eminent
position in the art world

JS: Discovery is one thing-if one institu
tion happens to recognize virtue in an
artist before others, and presents that
artist to the public, that's terrific, it's
great fun, it's what everybody wants and
hapes

PA: But it happens in more subtle ways
as well. If the word s out that MOMA
is loaking at color work, for instance, it
filters down through the established
channels to support the people who
are working in color

J5: | suppose it does have that kind of
influence to some degree, not just here
but in the case of any museum. It prob
ably will be more influential with the
most impressionable artists, who arent
necessarly the ones youre going to be
most interested in next year. The artists
likaly-to end up being the most interest
g are protably a little more hard-nosed
and are following their hard noses and
spend less of theu time doing market
research onwhat peopls are din

PR: Is it possible or desiable for the
museum o be at tha cutting edge-1 get
the impression that the museum doesn
intend to be right at the edge

J5: The artist is at the cutting edge
When any museum starts thinking of its
function in a8 way that puts it in compe-
tition with the artist, it is misunderstand-
ing its role. Anything that a musaum
does is retrospective. When we first
showed Eggleston, Arbus and Winogrand
the work had already been done. It was
the artist who was at the cutting edge
What we do is make a critical judgement
and a priority judgement about what
we would like to do next

PR: Then artists are pretty much on their
own-=if the gall are supp 1o

able care of him or herself, he or she is
Iikely to last quite a while [laughter] It
15 not part of the museum’s function to
serve as agent for the artist. And if it
beqins to think of i 1
ITIS, N my view, Ser
ing what it was formed t

the various ins
sittes; etc. to she
as1s being done C

PR: | guess | would p
products
promaot
world, the opr
critical elem
mus !
exhibition:
al the expi
raphers. Can y

n totally fre
lit |
turity

JS: What weve just finished is the most

and av 3
mare actually

PR: Were there three
exhibitions?

rfour separate

JS: Four. And we published four volumes
on him and his work to correspond
with the exhibitions

PR: Why would you cite this as the most
important project you have undertaken
as director—simply because of the scope
of it or do you feel that Atget and his
work are incredibly seminal for modemn
fhotography?

JS: Bath of those things. Obviously
we wouldn't have done it if we hadn't felt
he was as important as we do

PR: Do you think in any way it was over
kill? | wasn't here for the entire sen
but friends here-people very involved
in photography-gave me the impression
they were surfeited

JS: In some ways it might have been-
the original scheme was that the exhibi-
tions would be done one a year, We did
the first two separately and then, with
the million dislocations in our exhibition
schedule created by the expansion, we
decided to do the third and fourth
together. | thought it worked very well,
because the third and fourth shows ware

provide the support system for the pro-
duction of art, weie in big trouble. At
least in San Francisco, there have been
a number of shut-downs recently that
have narmowed an already small gallery
system. The opportunities for an artist
1o get exposure are rather imited-and
the commercial galleries tend to shy
away from unproven artists and contro-
versial work

JS: The gallery may properly have
assumed the direct responsitulity 1o cane

for and feed a particular artist. That is
a tradimonal bhus relationship, fre
guently a con onship. It is
absalutely proper for the gallery to sug
ang on vily, the need.
dont think museums
tha the hat

10

so different. The character of the work
in the third show, the great gardens, are
physically so beautiful, seductive
lustious and wonderful-| just get in an
swim in it. And the fourth, the
times exhibition, was in marny ways more
demanding, int it
frequently |
filled with tF

55
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12 Lovsa Dahi- Woite
Ustitind 1932
(Geh o the phitographes

13 Foy De Caravn
Untitled 1559

a | iy

\ i v | . ;

14 W Eisgene Smith { |" ,;\'i e L ™~
Untitled 1944 E \
Anarymous Gilt

15 Jose! Koudefa
Lt o date)
Dawid H. Mehipin Fund

PR Will the new space heip you resoive
some of those conficts? Will you have
greater flewhdity in mounting exhibitions
that fit your hopes and |deals?

J5: Sure, yes indeed. Of course all of
those new potentials mean mose work,
mMOre money

PR: Do you have the staff to meet the
new challenges?

J3° We think so. W are delighted wath
Gur new galiery spaces and we intend to
jevote a larger propormon of our total

p 1o those galiaries The former
gallenies, afthough a giant step forwarnd
when they were opened in 1954_ still
basically allowed only a guick sort of
Cooi’s tour of the great mountain pesks
of the hestory, at least since the tum

of the century, and 3 handful from the
ningteenth-century, It was marvelous,
but it was restricted &s any kind of “Great
Themes of Giuseppi Verdi™ recond might
be [laughter] It didn’t allow one to deal
with more complex, mose sophisticated
questions. There was never mom fos

the really interesting minor work

PR: With the new exhibition space you
have the opportunity to re-assess what
has been done and to continue in that
tradition or chart a potentially new
course for the future. You spoke of not
wanting to see the exhibitions remain
static. Yours is a somewhat different
approach 1o space use than | am accus-
tomed to in San Francisco. Here in
NYC you allocate a significant portion
of the space for a not-quite-permanent
installation, a fairly stable exhibition of
work from the permanent coflection that
undergoes minor variation from time to
time. This is. of course, augmented by’
totating temporary shows. What s the
reason for this type of exhibition pro-
firam-as opposed to the rapid tumoves
of relatively short-tun exhibitions we
see in San Francisco?

JS: | suppese the difference has ta da, in
part, with the nature of our audience—

| suppose our audience is larger, Not only
is the local and regional avdience large,
but there 15 a continual stream of visitors
from across the country and around the
world. When, on occasion, we can
armange 1o have a temporary show ug for
ten weeks-wihich is the shortest peniod
we ordinarily use-we find that it's
really much too short. The amount of
artistic activity in the city is, as you
know, enormous

PR Are temporary exhibitions # means.
of supplementing the weaker areas of
the permanent collection?
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JS: | was addressing the pace of exhibi-
tions here. With six curatorial depart
ments [painting and sculpture, prints and
illustrated books, drawing, architecture
and design, photography, and film-did
|leave any out?), we consider our exhibi-
tion schedule to be very heavy. Before
the expansion this department did six
or seven temporary exhibitions a year,
and we expect to continue at approxi-
mately that pace, and do shows of a
somewhat larger than average size. But
in reference to the collection areas,
we feel that the fundamental function of
the museum, especially in a city where
there are so many institutions, galleries
and exhibition opportunities outside of
museums, is to make its collections avail-
4 able to be seen. In comparison with San
Francisco, for example, proportionately
less of our energies go to temparary
exhibitions. In comparison with the Frick,
on the other hand, the pace of change
here would seem extremely frenetic

PR: So your exhibition turnaver rate
is somewhera in the middle

JS: | would think so, in proportional
terms; Since a large portion of it is not
a continually repeating group but mther
occasional visitors, it is very important
that they be able to come in and get

as rich and full a sense as possible of
what the history of photography has been
about. The permanent collections gal-
lenes are very important to us in filling
that need. On the other hand, we don't
want to keep the same pictures on

the wall constantly, because we don’t
want our audience who are are more-or-
less regular visitors 1o feel “Oh good
ness, those are the same pictures that
I've looked at for the last two years

| dort have to go there anymore.”

PR: In a changing world there's always
a need 1o keep pace with what's going
on currently.

JS: I'm not talking only about that, I'm
referring to the fact that the first one
hundred and fifty years are very nch,
and there are simply not many photo-
graphs or photographers who have been
by any means fully seen. In fact it is
interesting to look at the third edition of
Beaumont's history, the one from "48. If
you go to the index and count the number
of photographers whose work was un-
known at the time—unknown to the
leading historian in the field-you get
some sense of why we don't consider the
past of photography to be a dead issue or
a closed book.

PR: | still have a disquieting feeling that
the museum is—| shouldn't say not inter-
ested-but not particularly active at

the leading edge of the medium. | guess
I'm asking how a museum of modiem
an differs from other museums of ant

| started from the assumption that adding
the modem to the name indicates pn-
mary concemn with the most current and
contemporary work-not necessarily to
the exclusion of older work. How does
MOMA's position differ, for instance,
from that of the Met?

JS:| think the easiest way 10 answer
that question would be to go through a
list of the exhibitions that we've done
The exhibitions we've done have been
not only much more numerous than at
the Met, but we've consistently and
frequantly shawn the work of contempo
rary photographers, which the Met has
not. If you mean by modermn a particular
atyle of [Jh-lu'snﬁlur,dl commitrmant to an
approach or look, then | think you're
100 narow
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PR: Looking batk over MOMA's exhiby
tion history, which would you cite as the
most influential and seminal? The “Fam-
ly of Man,” for instance, is frequently
fouted as a major achievement and land
mark in the history of the mediom Re
ceritly. of course, there has been revision
15t thinking as to its imponance

IS To begin at the beginning, cartainly
Beaumant’s big hsstory exhibition in 1937
was 0f enormous importance, first for
making a huge amount of material
bie and tor creating the framework
hin which the hurther study of the
medium coule pd. 1t was the basis
Tor his history and it was the first time. 1o
my knowledge, that a large body of work
selected on the basis of an art-histonical
approach had been gathered together
and organized in a way that atlempted to
give a coherent history from fundamen:
tally the point of view of the creative
potential of the medium

The early one-man shows done when
Beaumont and Nancy were here were
extremely important, not only in terms
of their quality, but for the precedent that
they set, establishing the principle that

the senous, scholarly investigation and
publication that was granted to artists
in other fields. We're talking about the
first Westan show, the first Strand show,
the first Cartier-Bresson show. And, of
course possibly the most influential book
the museum has ever published in pho-
tography, “American Photographs” by
Walker Evans. It's impossible to know
how influential that exhibition was, but
the book has continued to be enormousty
influential

“Family of Man" was, of course, an
enormously popular show and, as you
suggest. a controversial show, Cartainly
it broadened the potential audience for
photographs and persuaded many people
that photography was something that
deserved to be seen in museums as well
as In magazines. Beyond that, one might
regard it as the culmination of the photo-
essay idea, almost a magazing idea of
how photographs could be used as
threads in a fabric that would be woven,
not by the photagrapher, but by some
outside, larger intelligence

That, obviously, is an approach to the
question of what a museum’s function is,
that is different than mine. | feel that
the museum should present the work of
photographers in such a way that their
intention remaing clear and as pregisely
delineated and sharply clarified as ong
can make it That does not necessanly
mean doing what the artist wants
[laughter] It certainly does require the
imposition of a critical view. But the
function of that view, that interpretation,
should be to clanfy the achievemant of
the artist, rathes than to create some-
thing be 1 chuckle] of larger or differ-
ant. “The Family Of Man” was, in its own

major work of art, rather than an exhi
hition of ather peoples work

PR: Were there others that were as
impaortant but perhaps not as well
recaved? That was a relatively sasy
exhibition for the audience

JS: There were other, earlier exhibitions
done in more or less the same style—"The
Road to Victory,” “Power m the Pacific,”
etc -but clearly “Famuly of Man™ was
the major achievement in that genm
The quatity of that exhibition is atiested
to by the fact that a million peopls have
tned to do Ihe same thing since; none:
of them have in any way approached
the success of the original. In the past
twenty-three years since ['ve been here,
there are a lot of exhititions that | recall
with a lot of pleasure and pride, that

| think were very useful | suppose among
them | would especially point out “The
Photographer and the Amencan Land-
scape,” “The Photographer’s Eya,”

PR: That was also published as a book,
wasnt it?

J5: They both were. Then there
was “New Documents”, "Mitrors and
Windows™ .

PR: Much of what is done here will
almost automatically be controversial,

| quess it comes with the territory, Oddly
enough, the controversy over “Mimors
and Windows™ was not so much over the
concept, as it was over who was included
and who was left out. | assume that's
an issue with almost every show you
present.

J5: Of course it's a big issue.

PR In this case it seemed to overshadow
the concept of the exhibition.

J5: Well, the work shouldf overshadow
the concept of the show. That show
was hung, by the way, in San Francisco.
| did not understand Van's instaliation
It seemed that all the big pictures wene
in one room and the others in another,
However, | enjoyed seeing that exhibition
in San Francisco even though | didn
understand the installation. In fact | hap-
pened to see that show several times—
I saw it in Milwaukee where it was very
beautifully hung, and in Paris where it
was well hung, considenng the fact that
itwas in much too small a space. | hadnt
seen it at that point for probably three
years, 50 | was able to see it freshly.
| liked it a lot, | thought it was & swell
exhibition. [laughter| One of the facts of
lifee in this field is. of course. by the time
you get an exhibition on the wall it's vary
difficult to see what it looks like. Youre
50 close to it and your mind has had to
deal with so many little problems and
aggravations that it's very difficult to
change hats and walk in and look at it as
a stranger would. Sometimes lnoking
back at the installation photographs from
old shows—five or ten years afterward-
one says ~God, that looks ke an mterest-
ing show. | wish | could have seen that
one.” And, of course, you had seen it a
hundred times! “New Japanese Photog-
raphy” was a show from which | got &
good deal of satisfaction. It was the first
timé that post-war Japanese photog-
raphy had been seen in this country in
any kind of depth. | had a wonderful
collaborator on that show, Shojl Yama-
gishi, Our selection has held up very
well. And most recently, the Atget
shaws~| don't think I'll ever do anything
barter than thosa for quality »
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15 Fraderick Sommer
The Thind Graater Than Hes Logt 1955

20 Josel Sudek
From the Windows of My Studio Senes 1954
Gitt of Harnette and Noal Linane

21 Paul Caponigra
Unititied 1957

22 Minot White
Capitol Reef, Utah 1962

23 Aaron Sisking
Usuapan, Mexco 4
Jobn Parkinsan i Fund

PA: Do you ragutarly work in consort
with other art institutions, fike the Met.
ICP. the San Francisco Museum of
Modern Art, of is there a lot of rivalry,
jealousy and backstabbing?

JS: Fmnotaware of it. There's mvalry, of
course. Anybody with any character,
anybody whao's any good would like to

the best exhibitions. And properly 50—

i we dorit feel that way we should go
into some other line of work. Batirs all
on a perfectly proper and legitimate,
gentiemanly level, I'm very fond of my
colleagues in the photography fiedd,
almast without exception. TheyTe intar-
esting, intelligent, genuinely dedicated
to the field. | enjoy their company. And
| enjoy their work_ There are more good
photography curators in his country
than in the rest of the world combined,
and theye dong a large body of very
good work. The field is well served, cer-
tainly much better than ever in the past

The question of active collaboration is
rather different. It's very unlikely that
there would be any special advantage in
collaborating with another institution in
the same city, We borrow and lend all the
time. On the other hand, if we were
going to do an exhibition on Rumanian
photography, then it would be a good
idea to have a collaborator, hopefully'a—
collaborating institution, Collaboration,
of course, is not always formalized
Oftentimes an individual in another part
of the country will be enormously helpful
in tefling you where to go, what 1o see,
whom 1o talk to, how to find out what
else might be going on that theyTe not
aware of One ahways tries to get as
much help as one can, but not necessarly
on the basis of a farmal collaboration.
The point is not to turn all decisions nto
committee decisions, but rather to try

1o get input from as many good minds
and as many points of view as you can.

PR How much does the museum’s acqus-
sition program depend on donation as
opposed to purchase-do you have to rely
on gifts 1o & large extent?

J5: That's hard to answer, because
there's no constant proportion, But

| would say probably half, on the average,
over time, come to us as gifts.
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gifts from the artist or 3
rporation

15 falked about
introduction to
Walter show you s
15 actually a “collect ollectio
Have private collectors begun

greater iImportance in the acquisitions .

programs of museums—or are we just
hearing more about them?

J5<In phiotography it certainly is becom-
Ing very much more important because
there are more interested collectors,
more passionate collectors, more sophis-
ticated collectors, many more, When

| was talking about the museum being
asetol collections, of course, in the other
arts it has been going on forever In fact,
if you walk through any museum you'l|
find that the credit lines on most pieces
of importance and substance are more
likely to be gifts than purchases, Mu-
seums have a difficult time paying the
electricity bill, the guards, and keeping
the roof patched and generally do not
have in their budgets, with conspicuous
exceptions of course, [laughter] large
sums for acquisitons. This museum has
no acquisition funds in its operating

budget
PR Naone, zero?

J5: None, There are a few tiny endow-
ment funds scattered here and there in
the departments, but theye very small

PR: They were set up by private
corporations?

JS: Most often by grants from individuals
or cumulations of gifts from individuals
We have a little endowment from royal-
ties received on the “Family of Man™
book: But it produces very little money
in the course of the year in terms of
what an even modest acquisition budget
requires, So were out there with our
hat in our hands.

PR: What do you think motivates private
coll lm -I. | )"

1o amass huge collections? | would hope
there is a strong and sincere interest

in photography as an art form. How large
do you think the investment motive
figures?

JS: | should rather think that people
intelligent enough to put together a good
collection of art of any kind are prob-
ably intelligent enough to realize that
historically art is really quite a bad invest-
ment. It doasnt make anything, it doesnt
produce anything. It isn't like buying a
farm or @ factory or machinery

PR Naturally there are speculative
alements, but | would be surprised if
there haven at least been periods dur-
ing which imvestments i |1||U|[qu.;pii-,-
have paid rather handsomaly.

take these highly u
and weld them into
representative whole

JS: ¥
an equ

:ourse. One doesn't take
velous attitude toward

Each of them will presumably
iect certain private values of tas
historical interest or cultural concems
Nonetheless some of them are going to
be better than others

PR: From what | have observed, the
Wagstaff collection is rather exceptional
—he had been a curator and had acquired
@ broader view of the history of the
medium

4§ ariul callection. It's by
ne means—5am would be very offended
it anyone thought it was—histonically
balanced

PR: Nor does he have any responsibility
to create a balance, as would a curator

JS: Well, Sam’s collection is marvelous
and certainly idiosyncratic. The wonder.
ful thing about Wagstaff's collection-and
one of his real contributions 1o other
people’s understanding of how interest-
ing collecting could be-is that he did not
start off with Beaumont's book and go
through it alphabetically and say “Now.
fet me see, | need an Abbott, an Adams,
an Atget... " [laughter] On the contrary,
he trusted his own intuitions and private
interests, and bought what he liked

Of course he was an experienced curator
who had developed his eye and his taste
assiduously over a period of years. So
when something struck Sam’s fancy it
was likely to be damned good even if
unknown and without a pedigree

PR: Was that collection available for
exhibiton in this region? And do you see
the sale as a loss to the region?

JS: Sure. But hopefully it's not going to
be lost-after all communicatic
assible. You o
alifarnia, and :
ure will be available for
[ that enormously rich
sorted out, catalo

in terms of whateve
required

OnServation 1§
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PR Is that a reafly unusual situation, the
way the Gettys founded the museumand
simply bought up wholesale ints of
work? The fact that thiry have such awe-
some funding 15 in shanp contrast 1o the
picture you painted of MOMA's financrat
foundations. Are they unique in that
respect?

45 Unigue. | know of no circumstance
ever, anywhere, comparable 1o it

PR: Will it shift the power balancs,

the center of influence, in a significant
way? Do you foresee a flourishing of
phatographic activity on the West Coast?

J5: Yes, | should think it would. it is an
engrmousty rich and histoncally impar-
tant resource. | don't know the contents
of the collection in detail, but certainty in
terms of the nineteenth-century, i's one
of the best in the world-in cenain areas
perhaps even better than the one at
(George Eastman House. And |t should
be, in time, an enormously valuable
educational resource to the world in
general, but certainly especially to
California.

PR: How would you define the role of the
critic in the world of photography—is

it something like the role you have de-
scribed for MOMA, that is, being a con-
duit between artist and the audience?

JS: The role of critic is 1o explain and
to judge. They'e two quite different
things and are both essential. Many peo-
ple who are loosly called critics prefer
perhaps to judge—"Six on a scale of
ten!” [laughter] or “Outrageous!™ or
“Marvelous!” And some would appear
fo attempt to explain at enormous
lengths but never place a value judgmeant
finally on their opinion, their reading

of what the ultimate value or meaning or
importance of the work might be.

PR: How much power do you think they
have-and do they wield it responsibly?

J5: Well, 1alking about critics as a group
15 like 1alking about baseball players as
agioup-some are better, somea are worse.
Some are good on same days and bad
on other days. They can have a hot streak
and go six for six—or they can go hitless
for a week. Even Red Smith wasnt good
all the time. Even Walter Lipmann wasnit
good all the time

PR You hear about Broadway shows
that are instantly closed by the force
of a bad review. I{'s not the same in
photography

J5: It's not the same in the arts in gan-
eral because the painting might be taken
off the gallery wall after the month is
over, but i1 isnt going to be burmed up:
It's avalable to be seen, wheneas a wark
in the theater or a piece of music has
ot to be performed In order to have any
real life. And there are in this cily some-
thing like a dozen legitimate stages in
oparation at a given time, whereas there
u must be thousands of galleries »

74 Ry & Motzker
Untitled ¢ 1564
Giitt of the photogeagher

@

Dine Arbus
ProWar Parad 1967
Ben Schwaltr Mamanal Collecton

Geft af the artist

B Josed Koudatia
Spain 181
Jonaph Strck Fund
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27 Zuke Barman
Suill Lefw withy Necker Cube 1979
Gift of tha Estate of Vens Lovise Frose:

26 Robert Heingcken
The 5.5 Copyright Project
“{in Phatography™ 1978
Parnal gift of Mrs. Armand P Bartos

2 Duane Michals
Death Comes to the Dld Lady (senes of fve) 1058
The Parkinson Fund
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PA: | think | mentioned that the "gallery
scene” appears to be in something of

a slump in San Francisco. There weren't
that many 10 start with, commercial

gall I Spaces, ¢

lobbies, etc. Youre saying that there is
adequate opportunity for work to be
exhibited here in New York? Opportunity
for all the good work, at least

JS: | don't think | put it quite that way,
but anybody who doesn’t have their work
up thinks there isn't enough space. And
that's a perfectly reasonable attitude
There {s no way to answer the question
whether or not there's enough space
There's a great deal more space available
than there used 1o be—across the coun-
try. Clearly if the total exhibiting appara-
tus, if the total publishing apparatus
does not serve some selective function,
it doesnt serve any function at all, does
it? When a gallery puts a body of work
on the wall, theye saying “This is some-
thing you should see.”

PR: There's another side to it. of course
They're every bit as likely to be saying
"Here is something | can sell.” The
gallery has its overhead to consider,
Is there a reasonable balance here be-
tween traditional commercial galleries
and what we loosely call “altermative
spaces,” ones given to exhibiting work

1 is harder to understand or has lesser

ptability?

JS1 1109k all of those tools are impor-

tant. It's ot true, however, that galleries

exhibit 01, ¢ what they can sell. Some-

times they gxhibit what they think they
might be ai o to sell /ater. How many
people do yéu know who ever bought a
Gary Winogrand phatograph?

PR You could ask the same queston-

1 know he does—of Bill Owens’ work

His is not the kind of work one is going to
buy 10 hang over one's couch

JS: Some of Winogrand's pictures would
do well on a wall, but basically theyre
better to look at like this [he picks up a
book and leafs through the pages]

PR: What sort of outlet is there for that
kind of work? | hear documentary photog-
raphess bemoaning the lack of commit-
ment on the pan of magazines to present
large-scale photo essays. Gallenes
might be reluctant because of the lim-
ited sales potential Publishing books is
also a shaky proposition financially

JS: Of course publications are tough
Thank God! What if they were easy?

PR. You're pomnting to a four foot stack of
“recent publications” here in your office

J5: This pile has accumulated in just a
couple of weeks When one sees the
books come in to this place, more or less
by the ton, it is difficult to keep up with
them, much less imagine what would
happen if it were an easier industry

| can't imagine who can afford to buy
them all as it is. 1t would be difficult 1o
make the point that there 15 not a publish
ing opportunity available, given patience

and time and energy to find the right
publisher What | started out to say was,
in spite of the fact that Winogrand's
work was not easy 1o sell to an average
collector to frame and hang on a wall,
nevertheless, that work was exhibited

leaving, Marie came in. So there was the
portfolio, so | opened it up, expecting
1o glance at it quickly and come back to
it later. | looked at the first few pictures
and asked Marie to sit down, and we

quite consistently after he became
known, and in many different places
It was quite widely published

One must grant, of course, that it is not
egasy at the beginning. One must grant
that it is quite properly a selective pro
cess—because a photographer has an
MFA and has done his time in “advanced
cyanotype” does not mean he has a right
to think society owes him annual exti
bitions and an occasional publication
Society doesn’t owe him that. Yet, for
those wha are willing to be pulled
through enough knotholes, the paten
tial for exposure is there. Art is not an
easy way to survive. God, think of the
poet, the composer—it's not a life that
should be loosely recommended except
for people who are bound and deter-
mined that they aren't going to be happy
doing anything else

PR: There's probably a fair amount of
fantasy about the position you occupy
and the life you lead as director of the
photo department at MOMA-thoughts
of dinner with Jackie Dnassis, Andy
Warhol and Mayor Koch.

JS: I've never had dinner with Andy
Warhol or Jacqueline Kennedy-Onassis
or Mayor Koch. If peaple think curators
spend their life going to fancy luncheons
and dinners, no, that isnt what they do
They work at their trade, which is looking
at pictures, seeking them out, trying

to understand them, trying to learn about
the conditions under which they are
being made or were made and trying

to make sound judgments about what
is maore vital, what has mare life in it,
what has a capacity for enlarging our
sense of future potentials

PA: Do you have to spend & Iot of time
and energy dodging portfolios? | would
quess loads of people are scheming

to somehow get you to look at their work
and "discover” them

JS: No, we don't dodge portfolios. | do
spend some time dodging long conver-
sations with photographers who want
to talk about their work. That we dont
have time for. We dont loak at portfolios
with the photographer. We look at part
folios every Thursday morming, and we
look at everything and we look at i B
fully and keep records of our respons
We probably look at about twentyfive
portiolios per week

PA: Do you see a lot of illuminating
things-15 it a rewarding experien

JS: Of course it's rewarding, because six
or gight times a year you 5 omething
wonderful that you didn’t Know exsted
And more often you see good, solid work
that might develop into somathing
raw talent. And once in a while an Arbus
will came in, or Marie Cosindas, | knew
Marig's work in black-and-white, and
thought it was nice, polite work. But
nathing exactly earthshaking She was
bringing & portfolio up and ran into me
an my way out to lunch. | was hurrying
1o get out before Mane would armve
with hor portfolio and make me break a
very hectic schadule to chat and explain
why | couldn't look at the portfolio right
then But | didn't make it, and as | was

made g for a show right
then and there. | never got to the battom
of the portfolio before we decided to
do an exhibition. Those were the early
Polaroid color portraits—the first time
anybody had made that matenial work
Before that the photographers riddle
was “What's black and white and green
all over?” [laughter] The answer was
Polacolor film But she learmed how

ta make it wark.

PH: It's not easy to answer this and
retain the appearance of modesty, but
what do you think will be your legacy
to the phota department and the Mu-
seum of Modern Ant? Or what would you
like it to be?

JS: Oh, | don't have time to worry about
that, somebody else will have to do it

| certainly expect that the collection here
is very much stronger and nicher than it
was when | came-it would be a tesrible
confession to think otherwise. | think
that most of the exhibitions we've done
have met a very real need, many of
them have had and will contiriue to have
some sort of lasting importance. The
books we've done are not going 10 be
thrown away, people will continue to
read and leamn from them-maybe even
be excited and challenged by them. But
I'm not interested in giving myself a
grade [laughter]

PR: In pursuing your responsibilities
here, is there time left to continue
your personal photography?

JS: No, unfortunately not. | loaded a few
holders six weeks ago and shot a couple
of sheets at the wrong ASA. [laughter]
They'll probably sit in the holders until
they'e fogged. And my little darkroom
in the city 15 gradually filling up with
wine cases, vacuum cleaners, my chil-
dren’s trash .. | took @ sabbatical in 1980
or ‘81 and did quite a bit of work then,
some of which was decent enough-but
| haven't printed it

PR: Do you get a chance 1o enjoy the
culiure and other exciting aspects of
New York—or get out of the city to
do some trout fishing?

JS: We have an old, falling-down farm
about three ho rth, on the New York
edge of the B res, and we go
1lmost every weekand and longer
5 in the summer. But no, | da not
hing ke full ad age of the
cultural life available in t in fact
|'ve become Increasingly culturally
deprived since coming to work at the
Museum of Modem Art. [laughter] m

Photographs 1 through 29 from the
collection of the Museum of Modem
Ar, New York.
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Solo Szarkowski

1E show of pictures by John Szar-
kowski at Pace/MacGill (32 East
57th Street; through October 22)
offers a chance to see another side of one
of the most intriguing and contentious
figures in the medium. In 1962, Szarkowski
succeeded Edward Steichen as the direc-
tor of the Department of Photography at
T.he Museum of Modern Art, and over
time he became better known for that role
than as a photographer. (As a curator,
some found him inspiring, others infuri-
ating.) During his tenure at MOMA—he
retired in 1991—Szarkowski effectively
put his picture-taking career on hold. This
is his first one-man show in New York.
The pictures are from the late forties
through the early sixties. Many of the
images were shot for two books: ““The
Idea of Louis Sullivan'’ (1956), a photo-
essay about the architect’s work, and
“*The Face of Minnesota' (1958).
Whether of landscapes, buildings, grain
elevators, or everyday life, Szarkowski's
photographs reflect the man's singular
perspective. His vision is not about
grandstanding; his choice of subjects and
the way he handles scale, perspective, and
detail demonstrate that grandeur isn’t
necessary to signify beauty and grace.
Szarkowski's scenes of his dog hanging
out in the back yard, for example, make
paradise out of the most modest materials,
and could make one give up dreams of
doing something great. On the other hand,
there's at least one reminder that this is
the photographic big time: the dog's
name is Mathew—ior Mathew Brady.
Henpi Carrien-Bresson—Phowographs of Paris,
from 1930 to 1980, by the French master,
Through Oct. 22. (Danziger, 130 Prince 5L.)
Lesuie Gt {1908-58)—Images by a photogra-
pher best known for his work for Harper's
Bacaar. Through Oct. 22. (Mann, 42 E. 76th S1.)
Janine Nigpce—Black-and-white photographs
of French country life, taken primarily in
the fifties and sixties. Through Oct, 22
(Witkin, 415 West Broadway.)
Anpies Serranc—Recent photographs of Buda-
pest. Through Oct. 26, (Cooper, 155 Wooster St.)
InTERHATIONAL CenTER OF PHoTOGRAPHY, 1130 Filtl
Ave. at 94th St.—A retrospective of the
work of Cornell Capa, fenturing images from
Life und other magazines, .9 Forty 1m
ages of contemporary Russian life, by I
Jurgen Burkhard. (Open daily, except Mo
11 to 6, and Tuesday evenings until 8.)

InTERNATIONAL CENTER OF PHOTOGRAPHY MiDTOWN

Sixth Ave, at 43rd St —"Talking Picu
exhibition that features images by m

fifty people not generally asso e
photography—Mario Cuomo, Jesse ]

Diane Keaton—and tiped commentaries o
work. . . . 9 Photographs by Arthur Rothstein, wh
|5 best known for his work for Look, . . . 9 Mon
than thirty black-and-white photographs ol
Appalachian Kentuckians, by Shelby Lec
Adams. (Open dai pt Monclays, 11 o
6, and Tuesday evenings until 8.3

(See the miseum listings for photografh v exil-
stions at the Metrapolitian Museum, the Mu-
seum of Modern Art, Gocthe House, the Mu-
seum of the City of New York, the New York
Public Library for the Performing Arts, and the
Schomburg Center.
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Audemars Pizuel

THE ROYAL OAK
Distinctive, new water-lesied
automalic with day, date,
calendar and moonphase
Available in stainless steel,
slainless steal and gold,
18K gold, and Platinum

Irom $5,500 to $82,000

NEW YORK: Madison Ave & 52nd St » Madison Ave & 53th St + Seventh Ave & 34th 5t
FLORIDA: Palm Beach, 175 Worth Ave - Bal Harbour, Bal Harbour Shops
CALIFORNIA: Costa Mesa, South Coast Plaza  + SHOP-AT-HOME: 1-800-348-3332

“A SUPERIOR SOUNDTRACK ‘;{3_
...EVOKES THE SPIRIT OF BASEBALL THROUGH RECORDIN{
AND HISTORICAL READINGS, AND MUSLCAL TAKES ON BALLPARK
CLASSICS...IT 1S THE SOUNDTRACK TO THE LE -

awo IT IS GLORIOUS.” ;i '

“MuSIC PLAYED A CRITICAL AND ACCLAIMED ROLE
|N THE EMOTIONAL IMPACT OF The Civit WaR,

AND iT's PERHAPS EVEN MORE POWERFUL IN DA i
: ¥ - N ¥ Newsday %

ON ELEKTRA NONESUCH CDS AND wfﬁms ¢
T orare o s  ans s nt

l 2 1 d
— -
1 90 i Levintst. 1 e W Commsassins B & 8 T
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Szarkowski
Of Modern

Museum
To Retire

By ANDY GRUNDBERG

John Szarkowski, director of the
Museum of Modern Art's photogra-
‘phy department for 29 years, will
retire on July 1, ending an invigoralt-
ing and ocmionally controversial ca-
reer as one of the medium's most
eloquent exponents.

A museum spokeswoman, Jeanne
Collins, said on Tuesday that Mr.
Szarkowski would continue to serve
the museum as a consultant. A com-
milttee to a t his successor has
been formed, she added.

Mr. Szarkowski, who was 65 mrs
old in December, is currently the
department director with the longest
tenure at the museum and one of the
‘few remaining staff members who
worked with Alfred H. Barr Jr., the
museum's founding director. He suc-
ceeded Edward Steichen as director
of photography in 1962 and almost
immediately established himself as a
major interpreter of the art of pho-

y.
exhibitions like *‘New Docu-
ments" (1967), “'Diane Arbus’ (1972)
and “William Eggleston” (1976), he
gave credibility to snapshot-style
stmer. photography. With shows like
“The pher's Eye" (1966),
“From the Picture Press" (1973),
“Eugéne Atget” (four exhibitions
fmm 1981 to 1985) and last year’s
phy Until Now," he defined
a historical tradition that reflected
his tastes in contemporary imagery.

While some observers consider his
views too narrow and have criticized
him for underestimating the impor-
tance of the large-scale art photogra-
phy of the 1980's, his ideas continue to
have a broad influence on the medi-
um and its practitioners.

In a telephone interview yesterday,
Mr. Szarkowski said he planned (o
return to the camera and the dark-
room after his retirement, resuming
a career as a photographer that he
abandoned when he assumed his mu-
seum post. He said he also planned to
continue teaching and writing. *'1 feel
quite invigorated,' he said, "'a bit like
getting out of school in the spring.”

Of his years at the museum, he
said: “'I've enjoyed, if not everr "sin-

e day, then every single year. It has
Eeen an adventure for me.” The last
exhibition conceived during his ten-
ure will be a show of Lee Fried-
lander’s nudes, opening in July.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

Szantenesbes

Jewish Museum—"Bordering on Fietion: Chantal
Akerman’s T Est”* A film-and-video installa-
tion of the Belgian film-director’s feature-film
documenting her journey to eastern Crermany,
Poland, and Rusia in the early nincties;
through 5/27. 1109 Fifth Ave. (423-3200); Sun.,
Mon., Wed., Thurs. 11 Tues. 11-8 (Tues.
afier 5; free); $7, $5 students and seniors

itan  Museum  of Aft—"Carricr:
19001939 A survey of the greatest achieve-
ments of the House of Cartier, including jew-
elry. clocks, watches, vanity cases, cigarette
boxes, and other accessories, and deugn draw-
i and recemtly discovered original plaster
casts of the finished jewels that were used as a
three-dimensional “record by the firm;
through 8/3 “The Four Seasons” Cos-
tume’s variations throughout the year, includ-
ing the traditional wardrobe rocations for so-
cial, seasonal, and climatic purposes; through
8/17. . .. “The Glory of Byzantium.” an
Second Golden Age of Byzantium (A.D.
B43-1261} is the subject of this exhibition,
which comprises more than 350 masterpieces
in all media from the museums and church
treasuries of more than twenty countries;
through  7/6. .. . "Guambatusta  Tiepolo™
Amenica’s first major retrospective of the
cighreenth-century Italian master’s paintings
and etchings; through 4/27. "E’encmn
Prints and Books in the Age of Tiepola™;
through 4/27. ... “Domenico  Tiepolo:
Drawings, Prints, and Paintings in the Metro-
politan Museum of Art” Works by the son
and collaborator of Giambattista Tiepolo;
through 4/27. . . . “The Florene M. Schoen-
born Bequest; Artists of the School of Paris™;
through 5/4. . . “The Human Figure in
Transttion, 1900-1945: American Sculpture
From the Musenm’s Collection”; through
9/28. . . “American  Tonalism: Paintings,
Drawnngs, Prints, and Photographs.” Works fv
James Abbott MeNeill Whistler, George In-
ness, Arthur Davies, Edward Steichen, and
others that illuminate a phase of late-nine-
teenth- and earlv-twenueth-century Ameri-
can art that emphasized subdued poetic mood
and muted coloration; through 6/1. In-
dian Court Painting: 16th—1%th Centary";
throwgh 7/6. . . . “Following the Stars: Images
of the Zodiac in Islamic Art”; through 8/31,
... “The Art of the Renaissance Woodworker:
The Gubbio Studiolo Restored.” An exhib

Previously known for images of compur-
er-manipulated faces, Nancy Burson has
now found such anomalies in nature. At
once shocking and deeply moving, Bur-
son's unenhanced Polaroid portraits com-
passionately depict facial abnormalities
ranging from genetic disorders to severe
burns to post-cancer reconstructions. At
RiccolMaresca Gallery, 152 Wooster
Street; through May 17.

“Manuel Alvarez Bravo." A retrospective of pho-
the h-century Mexican mas-

that complements the museum’s recent installa-
tion of a room of inlad trompe-1"oeil panels that
was once the studiolo of Duke Federico da Mon-
tefeltro; through 4/30. 1000 Fifth Ave,, at 82nd
St. (879-55001); Tues—Thurs. and Sun. 9.30-
5:15, Fri. and Sat. 9:30-9; §7 contribution, $3.50
children and seniors. The Cloisters, Fort Tryon
Park {923-3700); Tues.—Sun. 9:30-4:45 (closes at
515 b April and September); $8, $4 se-

niors and students.
Museum for African Art—" Art That Heals: The Im.I%:'t
Eth " th h 8/31... .%o

in 2 31..
Cure and Protect: Sickness and Flealth in African
Art": through 8/31. 593 Broadway (966-1313);
“Tues~Fri. 10:30-5:30, Sar. and Sun. 12-6; §4. §2
children, seniors, and stadents,

Museum of American Folk At—"The Alternative
World of Henry Darger." A retrospective of paint-
ings by the seli-raught Chicago artist (1892-1973)
best known for his eccentric watercolor parranves
n which little girls struggle to escape enslavement

ruthles Hulx:'wzrr.iumthnmgh 4/27.2 Lineoln

Square {595-9533), Tues ~Sun. 11:3-7:30; free.
Museum of Modern Art—"From the Grace M. Mayer
Collection” Photographs and prints bequeathed

to the museumn by its former curator emeritus;

4/24-7/15. “Projects: Architecture as Met-
aphor.” Painting, scui'pruu. muf:rhnltgn;:ln‘ by
seven artists who use architectural motits and im-
agery as a basis for their work; through 6/3
“Projects: Rirkrit Tivanija” A child-size model
of an Internanonal Style

the museum's Abby Aldrich Roockefeller Sculpture
Garden; through 6/3. .. - “The Photomaontages of
Hannah Hoch” The first LS, retrospective of the
Grerman artise’s photomontages; through 5/20
NEW YORK
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ter; through 5/18, . . . “Willem de Kooning The
Late Paintings, the 19805 The late artist, who
ceased patnting i 1990, painted the 40 canvases in
this exhibition between 1981 and 1987; through
4/29. ... “American Photography 18901965
From the Collection™; lhmuglr; i B
Maximal Sixues: Pop, Op, Figuration.” Pop, Op,
and Kinetic artworks from the museum’s collec-
tion; through 4/29...."A Singulir Vison:”
Prints From Landfall Press™; through 5/6. 11 W
53nd St. (708-9480); Sat—Tues. 11-6, Thurs, and
Fri. noon-8:30, closed Wed_; $8.50, $5.50 students
and seniors (Thurs. and Fr, 5:30-8:30, pay what
vou wish).

of the City of New York—"A Dream Well
Planned: The Empire State Building” Pho-
tographs, drawings, models, and memorabibia asio-
ciated with New Yorks most famous icon;
through 1/11 “We Dig New York: The Pro-
fessiomal Archeologisti of New York”; through
9/14. “The Streets and Beyond: New York
Phatographs " Photographs of New York street life
by mﬁ-knuwn New York pilur-rgnxhr:\, through
6/8. “MNew York Toy Stories” A selection of
toys from the museum’s collection, ranging in date
from the eighteenth century to the present;
through 4/27. .. . A Museum for a New Centu-
ry; The Museum of the City of New York in the
st Contury™; through 6/249, 1220 Fifth Ave., at
103rd St. (534-1672); Wed. ~Sat. 10-5, Sur
§5, 83 students and seniors.

Academy of Design—"Landscapes of Louis
Reémy Mignot: A Southern Painter Abroad”;
through 5711, 1083 Fifth Ave. (369-4880);
Wed ~Sun, 12-5 (Fri. until §); $5. §3.50 senion,
students, and children under 16

of the American Indian Smithson-
ian Institution— Goorge Gustav Heye Center, 1
Bowling Green (825-6700), 10-5 daily, Thurs,
to 8; free.
New Museum of Contemporary Art—" Annual Auc-
ton Exhibition " Works that will be for sle at the
museum’s twentieth-anniversary benefit anction
on Miy 4; 4/25-5/11, 583 Broadway (219-
1222), Wed., Thurs., Fri., and Sun. 12-6, Sat. 12
dll 8 (68 free); $4, $3 artists, students, and seniors,
‘ork Mistorical Society—"An Unguenchable
Thirst: Springs and Wells of New York City™;
through 6/1. ... “Taking Flight: John James
Audubon and the Watercolors tor Birds of Ameri-
a’; through 9/7. . . . “Before Central Park: The
Life and Death of Seneca Village An exhibition
of documents relating to the African-American
community called Sencea Village that existed
from the 1820s through the 1850s on what is
now the west side of Central Park; throogh 8/10.
2'W. 77th St, (873-3400); Wed —Sun. noon—5; $5,
$3 seniors and children.
New Public

“Wild New York: The
Printmaker and the Natural Landscape From the
Age of Exploration Through the Twentieth Centu-
ry'; through 6/28... "Let There Be Light:
William Tyndale and the Making of the English
Bible™; through 5/17. . .. “Richard Tuttle: Books
and Prints at the New York Public Library™ A sur-
vey of the artist’s books and prings from 1963 to the
present; through 5/31, .. “Maiden Voyages." An
exhibition of writers’ first books (in the hbrary
Berg gallery, which is closed on Mon.); through
9720, Fifth Ave. and 42nd St (B69-8089); Mon.
10-6., Tues ~Wed. 11-6, Thure—Sat. 10-6; free.

P.S. 1 Clocktower—46-(11 21st St, Long Island
Ciry (718 784-2084). Works by artists selected for
the 1997 Studio Program; through 5/14.

Pierpont Morgan Library—""Private Histories: Four
Centuries of Journal Keeping™ A survey of per-
sonal journals and diaries from the seventeenth
century to the twenticth; 4/24-8/31. .. . “An
Eye for Beauty: The Alice Tully Collection”
Drawings and watercolors by Delacroix, Raphael,
Ticﬁol:». Turner, and others; 4/24-8/31. 29 E.
36th Se. (685-0008); Tues~Fri. 10:30-5, Sat.
10:30-6, Sun. noon—6; §5 suggested donation, §3
students and seniors.
Queens Museum—"Queens Artists; Highlights of
the 20th Century” Works by Benny Andrews,
giowph Cornell, James Brooks, Alex Katz, Melissa

ever, lsamu Noguchi, Ad Reinhardt, Art

Speagelman, and other artists who have lived or
uf\?_rrl%_d in Qurc]:ls; leoru /6. ... “The Lamps

of Tiffany: Highlights of the n and Hildegard

Neusrade Coll cc:g::." Tlﬁllmp!. globes, and
windows ranging over the entire hfetime of pro-

duction at the Tiffany Studios, from 1893 1o ISJS;
through 11/2. Mew York City Building, Flushing

Meadows Corona Park, Queens (718-592-9700);
Wed ~Fri. 10-5, Sar. and Sun. 12-5; 83 suggested
donation, $1.50 seniors and children,

in Harlem—"Growing Forward:

Prints, Drawings, Sculpture, and Public Art by
Richard Hune, 1986-1996." An exhibition that
interprets the mfluences of African-Amernican his-
tory and culture, biology, and the urban induserial
environment on the arusts work; through 6/29.
144 W, 125¢h St. (B64-45(0); Wed ~Fri. 10-5, Sar,
and Sun. 1-6;$5, $3 seniors and students.

Museum of American Art—" 1997 Biennial Ex-
hibinon. The sixey-ninth Biennial exhibition, fea-
tring 200 works by approximately 70 artises;
through 6/1. 945 Madison Ave., at 75th St. (570~

3676) Wed,, Fri., Sat., Sun. 11-6, Thurs. 1-8; §8,
$6 students and seniors (free Thurs, 6-8),

Auctions

Christie’s—502 Park Ave. (546-1000), 4423 and 4/24
at 10k "Japanese Paintings and Works of At On
view from 4/19. 4/26 a 10:" Wine."

Doyle—175 E. 87th St. (427-2730).4/23 at 10:"Fine
Furniture, Decorative Arts, and Painting™ On
view from 44149,

York Ave. at 7204 St. (606-7000). 4./24 at
2 and 4735 at 10:15 and 2:" Arcade Furmture and
Drecorations” On view from 4/19

Phostagraph courtesy of Ricoo/Marescs Gallery
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Seeing and Hearing at ICP; Two Masters: Szarkowski and Capa

By A.D. Coleman

- When it comes to high-tech exhibition
strategy in , the cutting edge this
season is Talking Pictures, at the Interna-
tional Center of Photography Midtown

(through Dec. 4), 1133
* Photography Avenue of the Americas.

Unintentionally, it's also
a notable contribution to the theater of the
absurd. Subtitled “People Speak About the
Photographs That Speak to Them,” this
show—the exhibition version of a new book
by Marvin Heiferman and Carole Kismaric
(Chronicle, $40 hard, $24.95 paper)—takes
an oral history approach, A 1a Studs Terkel, 1o
the question of why we pay attention to pho-
g The book's authors, who are also
the show's eurators, interviewed 70 people,
from several convicted felons to musician
David Byme to PBS's “Mr. Rogers.” who
were asked to pick a single photograph sig-
nificant to them and discuss its meaning. In
both book and exhibition, the images cho-
sen are combined with edited commentary.

The result is a fascinating if informal so-
ciology, rich with insights into what we
read out of and read into them.
In the book, these commentaries are print-
ed alongside the photographs, which in-
clude family-album snapshots, a scientific
microphotograph, anonymous erotica and
two W. Eugene Smith classics. The show
offers the original images (though “origi-
nal” in several cases means reproductions,
if that's what the subjects of the interviews
were referring to), but instead of reading
the texts on the walls, we get to hear them,
as recorded by the interviewees, The visi-
tor borrows a small handset that looks a bit
like a cellular phone, stands in front of the
jimage and punches in its number; a voice
Ttecites the text.

People seem to love the idea. At the
show's opening soirées in late September,
crowds of folks wandered around, listening
intently and looking absolutely deranged,
like the B-boys. Madison Avenue suits and
‘others who hustle along the city streels nowi-

days with their cells to their ears, gabbling
into thin air. Personally, I find it impossible
to pay attention to a photograph, or almost
anything else, with someone talking into my
ear, 50 [ thought the book version worked
better. But I did enjoy the shuffle-play op-
tion that the show provided: You could, for
example, punch in the number that brings up
Arthur L. Fry’s discussion of the develop-
ment of the adhesive for 3M's Post-It notes
while contemplating the vintage bondage
scene chosen by Mr. Byrne. | recommend
such intriguing con- and disjunctions to any-
one who finds listening to lengthy discours-
es while standing up almost as tedious as
reading them on a wall.

For counterpoint, the most unobtrusive-
ly labor-intensive shows I've come across
this season are retrospectives from the city's
two most influential orchestrators of pho-
tography-related matters over the past sev-
eral decades: John Szarkowski, who retired
several years ago from the Department of
Photography at the Museum of Modem Art
after more than 30 years of service, and
Cornell Capa, who founded the Interna-
tional Center of Photography 20 years ago
and retired as director this past spring.

As evidenced by Mr. Szarkowski's show
at Pace-MacGill Gallery (through Oct. 22), 32
FEast 57th Street, and Mr. Capa’s at the ICP
Uptown (through Nov. 27), 1130 Fifth Av-
enue, both men were dedicated, gifted, full-
time working Mr. Szarkowski
is a medium-format documentarian and ar-
chitectural photographer with several sub-
stantial books to his credit, and Mr, Capa is
a widely published small-camera photojour-
nalist and member of the picture agency Mag-
num. Eventually, their critical, curatorial and
sponsor relationships (o the medium over-
whelmed their creative activities and required
that they set their picture making aside. But
that hands-on, professional-level grounding
in the practice of the medium was more the
rule than the exception among those who
brought pholography 1o the public during the

first two-thirds of this century; gallenst-edi-
tor-publisher Alfred Stieglitz, curator Ed-
ward Steichen (Mr. Szarkowski's immediate
predecessor in the department at MoMA)
and the historian Helmut Gemsheim are just
a few examples.

Mr. Capa began as a staunch advocate of
the form of liberal-humanist advocacy pho-
tojournalism he named “‘concemed photog-

Pace-MacGill Gallery
John Szarkowski’s Screen Porch, Hud-
son, Wisconsin, 1950.

raphy” and practiced himself with great skill
and devotion for many years. (His major pro-
jects, represented by too-brief extracts in the
ICP survey, included books on a surviving
Peruvian aboriginal tribe and poverty in Latin
America, as well as coverage of the Six-Day
War in Israel in 1967.) But though the ICP
began with that emphasis, it came to embrace
the entire spectrum of contemporary photo-
graphic activity, including forms and ten-
dencies with which Mr, Capa, [ suspect, is
personally far from comfortable.

Under Mr. Szarkowski's guidance, the de-
partment of photography at MoMA trod a
much narrower path. That photographer-
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By VICKI GOLDBERG

When John Szarkowski was reminded
that it was during his term as director of
the photography department at the Mu-
seum of Modern Art that photography
was recognized as a high art, he respond-
ed drily, “'Is that what went wrong?"' He
never did seem entirely happy with new
developments in the medium in the late
18970°s and 80's, so perhaps the remark
was not entirely ironic.

From 1962 to 1991, Mr. Szarkowski
(pronounced shar-KOV-ski) presided

over photography’s ascent (o the higher
echelons of art and the upper ranks of the
art market. Now a director emeritus, he
was for almost three decades the most

curator in the field; there were
not many others for a good part of his
tenure.

He consistently presented photogra-
phy as an art form of a level of modern-
ism and importance comparable to that
of other work in the museum. His posi-
tion, and his extraordinarily elegant
writing, meant that he set the standards
and the course of taste for a large audi-
ence that had not ventured into the area
of photography before.

Before coming to New York from Wis-
consin and assisting the medium onto the
glory track, Mr. Szarkowski was a pho-
tographer himself, but he did not photo-
graph much during his years at the Mod-
ern. Curators seldom do; their cameras
languish while the museum calls,

So, of course, he returned Lo his first
love as soon as he stopped answering.
The result: a book called “Mr. Brisiol's
Barn, With Excerpts From Mr. Blinn's
Diary” (Abrams). An exhibition of Mr.
Szarkowski's photographs of the barn
opens tomorrow and continues through

BRESEY Bepjgopeoe

=

llams College, Yale and Harvard,
“Florida was especially good,” he
sald. “Those great Caribbean stu-

s r R R TR etk S

A Photog{aphy Curator Narrows His Focus

After 29 Years of Displaying Others’ Work, John Szarkowski Returns to His Own

John Szarkowski in his barn in East Chatham, N.Y. His barn pictures (left and below) fill a new book and a gallery show.

May 10 at Pace Wildenstein MacGlll at 32
East 57th Street in Manhattan.

Not that he spent the 28-year interim
pining. “The Modern was a very de-
manding job, and an interesting job,”" he
sald. "1 was very lucky. There were
wonderful new photographers then, and
wonderful old photographers nobody had
seen.” For starters, the museum had
never before put on one-man shows of
Brassai, Bill Brandt or André Kertesz.

“God, It wis easy!" said the man who

(LAST WEEK |

Lionel Delevingne for The New York Times

did.

In the late 50's, Mr. Szarkowski photo-
graphed and wrote the texts for two
books: “The Idea of Louis Sullivan," an
appreciation of the architect’s work, in
1956, and “The Face of Minnesota,” in
1958, He won two Guggenheim Fellow-
ships; the first supported the work on the
Sullivan book, the second a photographic
project in the Canadian wilderness that

Continuied on Page BQ_
N
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he never quite finished. (The place
wai; a;y remote, it ouu;utd be reached
on! canoe, with frequent por-
llges. Mr. Szarkowski, now 71, says
he does not think he will go back)

"His more recent subject is the
barn on his farm in East Chatham,
N.Y., which was built by hand down
to the last joint and rafter more than
& century ago, when the farm was
owned by Abel Bristol, The diary,
written by a nearby farmer, Philo
Blinn, around the time of the Civil
War, makes a crackling case for the
difficulty of the small farmer’s life in
the 19th century. On his 39th birth-
day, Blinn wrote that he was almost
an old man, on his 40th that he had
“all the while been so very busy
gelting ready to live, or In other
words, getting something to live on,
that I have never thought to improve,
to value, to enjoy the present.’”

Mr. Szarkowski has recorded the
bam's hand-hewn geometries and
hand-carved graffiti with the clear,
stralghtforward, respectful  ap-
proach to nuances of fact that char-
acterized so much 18th-century pho-
tography. That Is precisely what he
values most highly in the medium.

In 1958 he wrote, 1 want to make
pictures possessing the qualities of
poise, clarity of purpose and natural
beauty, as these qualities were
achieved in the work of the good wet-
plate photographers,” like Mathew
Brady, Willlam Henry Jackson and
Timothy O'Sullivan.

It Is easy to understand why the
Modern organized six shows of At-
gel's utterly clear and totally poised
wark under Mr. Szarkowski’s aegis.
Even the sardonic view of the late
20th century that he introduced in a
1967 show called “"New Documents:
Photographs by Arbus, Friedland
and Winogrand” flirted with the
terms poise, clarity and beauty, but
gave them a new edge and precari-
OUSREsS.

Hunting for Images
Of the Outdoors

Mr. Szarkowski retired at the mu-
seum’s mandatory age but neither
broke step nor slowed down. As soon
as he left the Modern, he began form-
ing a photography collection from
scratch for Paine Webber on the
theme of land use.

*“It has proven a whole lot harder
than 1 thought," he said. “You'd be
astonished at how few good pictures
that have to do with farming, fishing,
mining, logging there are.”

He sometimes sends students
scurrying off to local historical socie-
ties or to the Federal Department of
Agriculture to root out pictures of
campers, wheat farming and rail-
road spurs. Such images, he laments,
are being allowed to fall off their
original glass plates because they do
not fit a narrow view of art.

He is nearly finished with another
book, on the photographs and writ-
Ings of Liberty Hyde Bailey, the pa-
tron saint of American horticulture.
He also hops about the country
teaching, at the University of Ari-
zona, Florida International Universi-
ty, the University of Kansas, Wil-
llams College, Yale and Harvard.

“Florida was especially good,” he
said. “Those great Caribbean stu-
dents, they understand something
that other students don't, that art is
su to have something to do
with play, with fun, with dancing.

If you like your wine, enjoy
Frank J. Prial's “"Wine Talk™
Wednesdays in

&he New flork Eimes

They don't make the mistake of
thinking they have to think the thing
out before doing it. Maybe it has
something to do with the weather "

These teaching stints have con-
vinced him that there are a lot of
£00d young photographers out there,
which is not the same as photogra-
phers who change notions of what the
medium can be. Mr, Szarkowski seri-
ously doubts that there is anyone
under 40 today as good as the best
photographers over 50 or 60. Maybe,
he said, now that he is no longer
obligated to look, he is just not look-
ing hard enough. But having re-
sponded to the spirit that was abroad
In the late 1960's and 70's, and having
put it on the world map, he is singu-
larly reluctant to give it up.

Careers Aimed
At the Galleries

Students today, he said, under-
stand that they might conceivably
make their living selling pictures in
art galleries, an idea that did not
raise its head until quite recently. So
they check out what is being sold,
which generally persuades them that
the big ticket is self-expression and
individuality. Even Il they realize
that they have not lived long enough
to be all that different, they do their
best to invent a distinction or o
inflate their limited experience to
marketable proportions.

““Most of this work, [ admit," Mr.
Szarkowski said, *'seems to me quite
tedious and a little sad."”

He went on, "It does seem to me
that awareness of the galleries has
not been altogether salutary for the
young photographer.” A pause.
“Having said that, I would also agree
that no other opportunity that has
faced photographers within my
memory has been altogether salu-
tary either."”

He has a solution: “The best way
to be a photographer is to be rich.”
Stieglitz, Strand, and Cartier-Bres-
son all had some money. Doroth

|

rows His Focus

and text together, proposed a new
-, fto explain life to the
world."

The World Will Do
As a Starting Point

In 1860, when he canoed into Cana-
da, Mr, Szarkowski hoped to save a
wilderness by photographing it, but
the idea of social usefulness lost its
luster for documentarians over
next few years. .

Now, he said, “if you want to save

hing from exploi don't
photograph ir” And he is convinced
that “socially useful’ is a decidedly
inferior point from which to start out
to be an artist.

For him, the world will do fine to
start with, and exploring it for some
new perception rather than illustrat-
ing what is already known is still the
best mode of attack,

Mr. Szarkowskl recalled that
Garry Winogrand, the master of the
quickly snatched street photograph,
had no objection to people setting up
pictures; il they came up with inter-
esting images, more power to them.
Winogrand said his problem was that
he did not have enough imagination
to think up anything half as insane as
what he saw on the street all the
time.

In 1989, when phol turned
150, Mr. Szarkowski paid tribute with
a show and a book called **
phy Until Now." He organized the
history of the medium in terms of
major technical shifts like photome-
chanical reproduction that
the means and often the

registered
strongly on his viewfinder: "I have
absolutely no interest in the fact that
you can make a photograph with the
Empire State Building where the
Chrysler Building is. You have al-
ways been able to do that, with scis-
sors."

Lange, who was married to Paul
Schuster Taylor, an economics pro-
fessor, used to speak jokingly of her
Taylor Foundation grants.

“‘Maybe,”” Mr. Szarkowskl said,

hotographers should b in-
surance executives like Wallace Ste-
vens and Charles Ives." Visions of W.
Eugene Smith and Diane Arbus com-
piling actuarial tables dance through
the air.

When Mr, Szarkowskl began pho-
tographing, he wanted to make plc-
tures that would be socially useful, as
most people did during the Depres-
sion and World War I1. After the war,
people thought “this was the great
opportunity for photography,” he
said. “This new medium, pictures

photograph
styles, but he cannot believe it will
change the fact that an individual's
view of what is really interesting and
important in the world is what
makes a picture worth attention. For
that matter, he said, ‘'most photo-
graphs, whether they shift bulldings

or not, are not very interesting.”
The director emeritus is still ac-
tively on the prowl for the few that

are,

Everything you need to
know for your business day
is in Business Day,
The New York Times
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The Lens on the Land
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Saturday, February 5, 2005
2 p.m.
Phyllis Wattis Theater
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Richard Benson, dean, Yale School of Art
Wes Jackson, president, The Land Institute
Geoffrey James, artist

$12 general; $8 SFMOMA members,
students with ID, and seniors

BOOK SIGNING

John Szarkowski: Photographs
Evelyn and Walter Haas Jr. Atrium
3:30 p.m.

Free
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~ PRIVATE RECEPTION
MEDIA PREVIEW

OPENING DAY PROGRAM ]
The Lens on the Land JOhn SzarkOWSkl
Saturday, February 5, 2005
2 p.m

Phyllis Wattis Theater Thursday, February 3, 2005

Richard Benson, dean, Yale School of Art 6-8 p.m.

The Schwab Room

8San Francisco Museum of Modern Art

Wes Jackson, president, The Land Institute

Geoffrey James, artist

$12 general; $8 SFMOMA members,

students with ID, and seniors

BOOK SIGNING

John Szarkowski: Photographs
Evelyn and Walter Haas Jr. Atrium
3:30 p.m.

Free

Laurence J. Kirshbaum, CEO of Time Warner Book Group,
and Neal Benezra, director of the San Francisco Museum of Modern Art,
cordially invite you to a dinner celebrating the exhibition

John Szarkowski:
Photographs

and the publication of its companion book NCA

Thursday, February 3, 2005

8 p.m.

Quince

1701 Octavia Strest, San Francisco

We hope you will join us.
Please reply by Tueaday. January 25, to Elizabeth Epley
at 415.357.4125 or eepley@sfmomn.org.

This invitation is nontransferable.
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John Szarkowski,
Mathew Brady in the Backyard I, 1052,

Collection SFMOMA, Accessions Committes Fund purchuse;

John Szarkowskl

EEMOMAI

San Francisco Museum of Modern Art 151 Third Street, San Francisco, CA 84103
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AN INTERVIEW WITH IOHN sz A

Throughout the whole
history of photography,
including now, there are
SO0 many things that
happened that are
enormously mysterious
and, at best, half
understood, that we learn
from. And our sense of the
potentials of photography
comes from the whole

range of the photographic
experiment.

BY ANDY GRUNDBERG

with a o “Adjet” Look ot the 1964 edition ol Baaumant
Newhall's histary, the fourth adition, and consider the namas
that have coma into the book since 1948, the date of the third
edition. It is quite astonishing that the world's great historian
of the medium didn't know Jacques Henri Lartigua in ‘48—
because nobody knew Lartigue. He was an absolute, fotal
secrel until the early ‘60s.

S0 I'm talking about that kind ol coherence, tha kind of con-

ple— think that's what a work of art is first. And the kind of
satisfaction and the kind of hope that that kind of

provides s whal art does firs. Then it can do a lot of other
things

AG: There has b great deal of 15
years that has seemed to want (o be difficult first, that made
pleasure al least subsidiary.

J5: w»u pleasure is certainly not necessarily easy. And not

tinuous g thatone axpects in th
whomlrnbu!o!mnpmhumnprmodlnﬂhm
g and in the guilds, wh artis
continually sifted and saved and judged and somatimes de-
moted, but never thrown out. There was a sense of whal had
bean done and who had done It and everybody knaw thir
predecessors. When, if ever, was there a freshman in an
school who did nol know ihe greal names of the past? But in
phatography it has nat been that way.

Also, in the nature of the beast, I think, there have always
been those varieties of g

mirach s, hall-

that have baen one of the sources of h

g Even things made by the best poople
l‘bnl succeed. onoe you
solve a problem, mdwlwblﬁhmmwm
over and over again;
mulmrmammmmumdlm
puzzie drops into place and the thing is whole, it only works
once.

o the.

AG: Does the it hatograplry
ccombination of those two. seem a problem to you?
J5: Goodness no.

AG: In respect 1o the tradifion of photography?
anhummﬂmmmmoot'*tum
d to It by now, D.0. Hill was a painter and Louis

* educa-

tions. When Walker Evans became seriously interestad in
ha booked at ything he could find. He wem
whmwwmummmw
MMPHHWIWWMH pariod. But by leaping

:mmm&mmhmvmmmymw
prior to the reop Ho and his
colleagues —Pator M&mmmm
Feliow John Pultz—had just finished hanging a revised and
of the We also
“Three . chibition of recent pho-

¥ s bled by A

Curator
Kismaric,
As is clear from what follows, Szarkoswhi is a relaxed and

and going 10 people like Mathew
Brmlgmup wanied
imost recent work that will excite, hlﬂr' uiduldmlhoh-

wentive p

Ml:Duwamlrllmm?

JS: Jerry Uslsmann is a case in point. One of his very early
and very lunny pholographs that I'm terribly lond of, and that
cartainly made public his panicular ol the
received truth at that moment, was & double self-portrait of
himsalf in the bathiub, mmswmumww

Dtnwrumlndrlnrwauﬂmuw all those stu-
dents of Paul Delaroche. Perhaps a more useful way fo think
of (t—perhaps—is thal painting and photography ane both
parts of something thal is larger than painting and photog-
raphy. They are both parts of a larger puzzie, a larger con-
mllmmmmmhm:umdh

mmmnmnmmwm“ -lu'llh'mwu

teresiing, disrupiive, uneven,
mwmmmmmmm

¥ 1 very
.--n dl o PP

FAobinson—the two early Victorian ph
mmmwwunm

generation,

Of course this happens in all aris. But it happens maore
often and with more reason in photography than in the other
arts because thers is so much of the past that we don't know,
s0 much that we haven't seon, 5o much that we may have
00N in passing but haven't looked at, all because of this re-

Iack of coh i aa

nale the conly unmuwuw
sibifdes,

One of the most wonderful and most exciling and most
fhe sense of the visual gene pool, is its incredible fecundity.
Even if one thinks of the number of varielies of crazy mis-
takes—thal is,
It's good

mmmvmnmduwzv 1884, in my article

“Tha New Modem Reenters the Contemporary Arena.” Tha

L ipt of this with the

of Catherine Caihoun.

Andy Grundberg: I've just seen the new installation of the

pummlnl collection, which is basically a selective bul
history of p graphy. Now every-

mmhhmhmbm there is a dialecti-

cal debale going on batwoeen what's modem and whal's con-

the tradition.

AG: S0 do you think of that as baing your departiment’s mis-
slon—to rectify that lack of self-conscious tracition?

J8: No. It is part of the problam—| think of it more as a prob-
fem than a mission—of trying lo understand whal is happen-
wwmmwmmmumm
lates to what has h
ummmwuhmmm Ilmn‘l
mwmmuﬂymmm It can pro-
duca tedious, dry O"g

mmmmmwmmmw
and thal's why they work 5o hard, That's what Garry Wino-
grand was taking about, which, neediess 1o say, caused a
great deal of confusion because of his elliptical and simple
way of saying it: he talked a9 Q
he could see what it looked like photographed.
MMMWW 8ut it he re-
Whmhm It was the challenge of seeing
mmmﬂhmhmummwmx

temporary—a sorting out of whether “modermn” is
p-mmnummm-umsumm

o seems, by including the whole range of
whlm hmmmwuwmmm

Wﬂmmmdhmﬂma .
John S Well, | think is modem. |
think it is the first and still the most basic of a whole new family
of pictorial vocabularies.

Now | don't think it would have developed when it did il the
baslc Weslern pictorial tradition had not arrived at the point al
which it had arrived. The thesis of Peter Galassi's show [‘Be-

Photography: Painting and the Invention of Pholog-

oiher hand, i isn't blessing eith
mmwwmm‘tmwmuﬂymm
arl will not stop people from being curious. It's a human vice
wa are stuck with, becausae it's intaresting and i's fun and be-
cause it gives pleasure 1o iry to understand. In the end, obvi-
ously, i's not going 1o make an artist oul of a drudge. It's nol

going lo make an ar lover out of someans with a tin eye.
Let me put it this way: | think there's more good pholog:
raphy being done in this country than anywhera else in the
workd—than everywhere else in the world, as a matter of fact
| think it's absolutely astonishing, the amount of good work
that's baing done here. Now why is thal trua? | think, in tac, it
has to do with k lod a o do with
Iodowulh o lothe

fore
raphy,” 1981] | think is absolutaly true. Ne whan it

und the -dsun of the important pholography of

it was a profoundly radical system that we are still trying o fig-
ure out how to use, Throughout the whole history of pholog-
raphy, Including now, there are so many things that hap-
pened that are enormously mysierous and, al best, hall un-
dersiood, that we leam from, And our sensa of the potentials
ol photography comes from the whole histoncal range of the
photographic experiment.

I'm afraid thal | have lold many times too often the marvel-
ous story about Brassal getling the medal from P.H. Emar-
son. The greal figure of Victorian British photography, as an
oid man, awards a medal to Brassal, one of the great photo-
graphic figures of the early twentieth century, Brassal
doesn'l know who ha is. Il soems 1o me that thal is a marvel-
ously i the lack of logical 8 and

Ihe past.

How do you teach? You don'l teach by giving people slo-
gans, gokden rules, liftle designs of goiden sections fo put on
thair ground glasses, lormulas. You leach by showing. That's
the way cartainly any teaching in tho ars has always worked
You can't show the work of the future. You always show the
work of the past, aven yesterday is already the past.

So | think what we do does have a pedagogical role. But
fiest | think it has 10 do with pleasure.

AG: A role as providers of pleasure?

J5: | think art has io do with a kind of higher plaasure, first of

all. Before it gotn Ived, baforn it can thar robes woll,

it has to provide the kind of visceral satisfaction thal anything
il 00 provides.

ull-kmhdgn that has exisled in pholography since the be-
ginning

I'm beginning 1o work on ihe fourth volume of the Alget
book. When Eugbne Alget was first writhen about in the Paris
papers, everyone spelied his nama wiong. Nobody got it
right. And ha'd boen dead lor a year and a hall. Thoy spalied it

ANDY GAUNDBERG s a photography crine for The New York Times
and the soriol picture editor of Modern Phofography

Red Smith once interviewed a lamous horse trainer who
had o homa (hal people always talked aboul as Deing extraos
ehinarily handsoma. Roally a basuliful, handsome horse. And
Red Smith said to this famous trainer: “How do you toll il a
horse is & handsome horse?" And the man looked at him
chismay and aaid, "How do you Wil a handsome human
being ™

Some promige of itneas lor s functicn, the sensae ol all the
parts being in proper relationship 1o each othar, of its baing a
whale thal is wonderdully rich and yol, at the sama time, sim

He didn't make th
tainly didn't make them o sell. Ho mada them 10 see if he
couid do . So the nation of pre-visualizing, in & way, was re-
tated lo what Winog: said, but
the uncertainty and the adventure of it and Weston om-
phasized the goal.
AG: You said you look oul of the con

that pholography has created in the pictorial hﬁﬂun. the vi-
sual tradition. And yet you must be aware thal there are critics
mwmelhmmmmmw-wndhtmm
WWUWN“IIMMNMW““I‘-
ceptive to the breadth of things that are going on today, Do
you think that view ks true?
JS: 1nmrwvundmlmdmllsnwlby “what is going
on today.” I've never understood what that phrase means.
Obwiously, wo exhibit and collect a very, vory miniscule frag-
ment of “whal Is going on loday,” if one means That vary liter-
ally. There are five bilion cal pholographs made svery day
and we show very lew of tham. And it's been a vory long fime
since we had a sunset exhibition, and it's been a long lime
since . well, you could go down whole long lists of
categories.

Prasumably, when people say “whal is going on today,”
thizy mean some bodies of work that they consider to have
some special vitality, some special interest, some polential
for revising, manding, or modilying our sense of whal you can
do with pholography and whal s potential uses are. Every-
body has al least a commilmaent 1o a sensibiity, & commit-
mant 1o a sense of the possible. My leeiing is that our lastes
hare realty are quite catholic. But, | don't recall iver oxhibiting
anylhing hore because wo thought we should. | don’t think
wa'v avar exhibitod o collected anything that wa didn'l ihink
{at lnast momentanly —we might have changed our minds
the el month) had e, that had vitakty, that thero was some
quality, some idea or some challenge in it, some virfue.

Obwiously, there is work that we think has virtue thal we
don't exhibil. | assume that goes without saying. Even with
twice as big a museum thal will obviously continue io be true.
In fact, there in a long st of photographers who have siiher
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:Iu one-man shows or who we have exhibited substantially

n group shows who are not represented in this particular

hnngngullho_" . Not b we've changed our

minds about their being good, but because we cannot show
af once

Immuwmmlmcmmmlmlwun{mﬂm

says thal we are narrowly formalist, ene could probably find
another one somewhere who thinks we have no principlas,
I_M.Iw-hoplrom mushroom to mushroom, not howing to any
line, not respacting any verity, willing to pick up with any
Mmlﬂuonmes!rwlhatoume:m\g. | don't think
sither of those things is true. Obviously, if | thought they wers
frua | would change.
AG: If you fit photography into a pleture-making traditon
M'aqumwthphowgmvammunq.»lymmu
in that way, then how do you justity or reconcile that there
Mha#mumhydmnmntmdnpumﬂgmm-
ment within the museum? Or that there should ba pholog-
raphy critics and painting critics, for that matier? Does that
make any sense, or is thal just the way the world axists, 50 we
hava to live with it?

erywhers sise in the world. And it's been enormously produc-
live. There have been greal virtues Io that. We certainly know
infinitely o istorical painters than we
knew y. And it g, It It
Nevertheless, there are less positive aspects. Hopefully
someday again we will have generations of men like Allred
Barr and James Thrall Soby and Lincoln Kirstein, great men
who have had ies 50 broad and | 50 deep
and strong and such marvalous balancs snd style and grace
that they could make wonderful contributions in a wide range
of areas.

I'don o dead. Th
will rise again. Because it's an exempification of courage,
nnd courage is too large a virtue to aliow o die. It 1akes cour-
age to talk about things that everyone else in the room knows
more about than you know ., But just as war is 100 important to

certainky

specialists.
AG: Actually, lsn'l this whole musoum a specialty musesm 7
JS: | think nol. Actually. | think in relation to other museums,
of th fhi whare

the various i 0 have L had a
greater degree of independence and autonomy than thay
have had in more traditional museums, has meant that we
41 0th LT
 figh
the program of the the of the
museum, the space of the museum are not directed from
above. Wae fight with each other until “above” decides, “All
right. This is the end of the fight.
AG: Sowhat do you do with the kinds of artists who use pho-
iy in
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Photogragh of John Starkowski (1983}, by Jonathan Weni.

i *Thras A .

“Three Americans,” relates to your 1957 “Now
Docurments? And do you think that the two Shows describe a
fundamental shiff in photography’s relation 1o the world?

JS: It's not that show and this show. It's that work and this
wark. Th dear relath i, which is easier io

Barbara Kruger, or Cindy Sherman?

JS: | think Sherman’s work is very photographic. What's not
about 17

AG: Woll, it exists in a milleu that is not pholographic, and
she's not interested in being defined as a pholographer,
JS: Most artists Iry to resis! being pigeon-holed anywhere,
naturally, But certainly I've gotten the impression that she
neover thought of these piclures as anything but p grap
AG: That's true. But, take an Anseim Kieder painting that |
saw recently as an example. He had pasted a mural-sized
“pholograph over the canvas and then he painted over thal. Is
there any kind of territoriality question involved in that? Or
doesn't it come up?
J5: It comes up. The p g and partment here
has g We [the D | have
pictures that equally logically could be housed in the draw-
ings d or the prints of the painting do-
partment. | don't think it makes much diffarence whal depart-
mant thay re housad in, as long as one clearly labals them for
whal they are, in factual terms. Jan Dibbets, for example:
Whal label he wishes to be described as is Jan Dibbals's
business. The color pholograph should be accurately labeled
lTor whal it is

There have always been, since the Invention of photog-
raphy. remarkable artists who worked in various media,

i and together. Insolar as

. But | think th
Adams, Jim
of

Mnmm“lhm,m."
lovel, thess threa photographers [Robert
idberg, and Joel feld] gola sense

Iionllut'-. stronger,
that in Garry Winogrand and Lee Friediander and Diane

| think th
mwlmmmmm.m.hhhm.n&‘
Dorothea Lange did—: do Ihat any b o
done, and this lsn't that world and we don't believe those
things—but something that can engage that part of us that
was engaged In Lange's work.

You know Friediander's book, Factory Vialleys? I've never
thought aboud it in those i . but thera's gt
hm,mﬂammﬂmm“w
“Well, is there something you can do?” Is there

Arbus then. That work [in "New Dy 1 L
ously free, free of any kind of sobering responsibilities. | don't

learn to do that can be useful in & non-artis-
fic sense that isn cheap, that's not claplrap, that's not

in any way mean to suggest thal it was . What it
Was resp fo was an ¥ and ex-
tremely intelligent and knowledgeable desire to try to find a
way 1o explain ona’s sense of the world in a pholograph and
let any chip fall where it may. It was free in that sense. But i
was the '60s, loo.

Theso people [in “Three Amencans’] are camying some-
Ihing else, carrying soma other plece of baggage. And | think
that's good and | think thal's maybe inevitable. You see, the
thing that made theé world of Winogrand, Friedlander, and
Arbus possible, thal made it so wonderful, like absolutaly the
lirst breath ol speing air coming through this smoggy city, was

97 | think these people are very serious

mmyumm.musolmmmimm indif-
fotmtwnysjmkmmlnlullhndamuﬂamm
would ke at least o be able 1o learn how to describe or iden-
fity or suround in photographs. So | think there is a differ-

ance.
AG: It seems an historical difference, because the work in
“New Documonts™ was a reaction from, or reaction to, the

Bekom

kind of krea-jark graphy

It, and what's going on now seems 1o be a reaction o the loss

of soclal concem altogather. r-mmun:m

thrown somathing out, you later have ko go back and reclaim
olse

that what had come to be called the d ¥ tradition

had gotten so leaden, lired, boring, dutiful, automatic, and

Paviovian. | mean it was just doing it by the numbers. You

know, vary dreary. And it got to fhe point whare it was really

distasteful o look al

AG: And it's still out ihera,

J8: Everything is still out there. i got o be ke campaign
— Ty On spaeches, even worse. So, in

Moholy-Nagy's work is with g there
are, on ih b straight, pi phaoto-
graphs and. on the other, constructions that have a slight
photographic relerence, in works which are basically and fun-
damantally collaged drawings. | don't gel very exercised
about linding the precise point al which the picture should
move from one depariment lo ancther. As long as one de-
scribes accurately what il Is, It's jusi honesty in packaging
And the only requirerment boyond that is: Is it intoresting?
Does it have somathing 1o say to is potential public and 1o
conlemporary and luture ariksts?
AG: Do you think that the exhibition thal's going up now,

part, | think people liked the photographers in "New Docu:
mants” as a reaction against all thal claptrap. Whan some-
body asked Fradlander what he was concemed about, he
said *I'm concemed aboul supporting my family, and making
8 good picture.” (Or some words 1o that aflfect; ha probably
would have used lower words,) But he didn't mean thal he
wasn'l concamaed aboul the world; he meant thal he wasn'l
going to lean on that tred okd crulch anymone. That nobody
wias going to make him delend his work (o the funae of the old
gypay violin accompaniment. Well they washed the sbate
cloan

gol th it with i,
JS: You rectaim some part of the motive. Whon Dorothea
Lange knew she was dying, she made an offort to get other
poople interested in astablishing a new, national documen-
lary program, She finally bolled it down 1o one 8-'4 x 11 shoet
dascribing hor ideas only in very broad, conceptual terms.
She was coming 10 visit hete and she said, *Gat In some
young photographars. | want to talk to them about this proj-
ect” So wo did
The young photographers were all salivating. "When do we
start?" But as the conversation went on, she bacame a littl
quiet and finally a Mtle restive. And aher lislening o all the
pholographers talk aboul how wonderful it would be, she
sald, "Well now, just a minute. | am nol talking about finding &
lot of money so we can do the Farm Security Administration
over again.® She said, "Actually, you know, wo've leamoed
how 1o photograph poor people. It might be really mone inter-
eating now, i would certainly be more difficult, o see I we can
feam how to photograph afliuence.”
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space and picture plane which “has been one of the central

B of the authy i d by his position as director
of the Dy ol F : :!"M:W ol

MOP:}WW mnanugnhc euralunll activity and writing,
John widedy g 108t power-

ful in and is I

of ntury art,” Szarkowsk) tells us.
He points. out that Moholy-Nagy was a painter, designer
thearetician, and educator, as well as n photographer, and
identifies him as “one of the kveliest and most versatile minds
to come out of the revolution in artistic thinking that occurred
in Europe after the First World War.™* A 1922 photogram by

mmhammmmmmﬂ‘mnmmmmg
raphy as an. Szarkowski's assumption of the MOMA position
In 1962 placed him in the vanguard of a great surge of interest
hmmmmmmxmmmmmanm
Despite the increase in photographic activity, which need
not be documented here, those who write about photog-
rﬂw—lnﬂﬂmﬁwmm—uﬁmmﬂmun
critical and historical studies that would enable us to under-
stand, discuss, mmmmmsmmummm
mmﬂmm;mmmwamm

Man Ray Il another 55 —that was
al interest to artists in all media during the sary part of the
centry, Szarkowski says Transparency implies spatial am-
biguity, he explains, and gives examples of exploration in
other media—glass-walled skyscrapers, cubism, time- -lnpse
studies by the futurists,
The 1928 picture by Alexandar Rodehenko would not likety
have boen made before the ‘20s, Szarkowsk points out.
“Cartain g the i the world
first surfaced at that time, just as had

h

and refers o pholographs as “pictures,” a word thal also can
define representations made by other means. In these ways,
Szarkowsk! places pholographs in the broad context of the
arts.

Staterments about “art” in germal or about what an artist is
or does, without specific
appear in Szarkowski's writing. It will be Plafﬂul lo examing
some of these statements in order to better understand how
Szarkowski defines photography in the context of arl. Essen-
tially, Szarkowski reveats three aspects of his perception: (1)
that art is heawvily invested with magsc; (2) that the point of art
s lorm; and (3) that an comes from the prvale visions. or pri-
vate experiences of artists.

Szarkowski writes: “Critics and other nonartists do lend o
think of the arts as belonging to the world of the spint, rather
than that of the flesh. The critics may even be right in this.

vedled themseives in previous periods, and would raveal

the other
ns:Msmumm But what has his work contrib-
uted to our understanding of photography and its place
amaong the ars?

There mmmm:mhsm;m the

for as art and the argu-

ment lor uniqueness as a picture-making sys-

tem. Nmulmwmmmmmm

Ulﬂmalnty S 's work is d to the
saaker of a h , critical

and its location among the ars. ‘rhemmmw
in hés work result in conflicting positions, which he does notl
resolve. At once, Smmmmmlmmhrm

in future periods.™® Like his contemporaries,
Moholy-Nagy and Ray, Rod was a painter and
ner as well as a photographer, In the examples of these three
artists, Szarkowski places photography in the broad context
of representation making and acknowledges photography’s
participation in the mainstream of art through its concemns
with the same issues thal motivated painters, prifmakers,
filmmakars, and others
also by

the same anlm in Locking at Phorogrqms Szulamlu

the ol boys on a playg: by Ben
Shahn "as fine a picture as he ever made, In any madim,”
Tmmalmlrnpamnrqhmdmuaemm

says. “What is isthat the
raphy oy s s0 closely the character of other
Mum.mmmmmumw Shahn the same

lography as radically difforent from the other arts, based on
the way it comes into being. The lafter has the effect of rein-

separation from the other arts. An
of s writings will

fig-

mmmnmm:mmlm shadowinss
space.”® The photographic scene by Charies Shesler which
Summmwwodnuhmhmumd

thesa

conclusions.
On a broad theoretical lavel, the relationship of photog-
raphy to the other arts is & major thrust of Szarkowski's work,

his: painting:

- it is not easy toknow
which,” mmmmmwmw-

and he relates p 10 the other arts. o
mmu,' King any ways. In placi
21 h may cor work of 1o thatot a

painter, um«m-mu-w«

SuUed e

raphy and, ummammmmmmmmm
that the medium, painting or photography, did not define the
Issues, but each was used lo explore the same issues. In
some cases, the pholograph became part of the process ol

f the in-
Heocca-

i

sionally cites personal retationships between photographers.

aking & painting, but af identity as a pic-
ture as well, *

In writing about individual ph o0

and artists in other media, which could have infl d the
sk e ak BT

nmm-numwnwmdm

thed with artisis. n
other media. |nmmuwm&msmm
kowski with

mbmmmmmmmd
fected C: report that

Callhunmdllnund MWTMWWW
mwdm@m e by reading Somersel

*“Cubist projections”; and Alvin
8 trying 1o emulate abstract pai
in Szark 's -,L
past forty, Alired Stieglitz's ware strongly influ-

photographs
mwmmmuwm.mnm

mmmmwdmmrndam
ness and Mwmmmmmm
from real fi

'S d e of Gauguin, The Moon and Six-
mmmmmdmm
5 difficult or
rapher's work, these a'mmples llustrate that the phubg—
raphers were not working in isolation, but rather in the context
of a community of artists who might be expected to share
nleas.

| says
mmmummmuuwnqm—

wmmmnmmmmm Iso notes photographars who

Mbdmdllulﬂmpuhm other medium: Berenice Abbott studied sculpture, Henn
ver il it Cartior-B and Gamy Winog studied painting;

on painting. In The | s Eye, Afget in the performing arts; Barbara Morgan

was a painter; and David Octavius Hill, who painted from his

. was “one of the firs! artists 1o have converied

R e
ks

was a fo painters
dmmmw b\ﬂhsmumhlalamuqehm
mmmmummummm«wdmm
raphy. He later :*The ol p

mmm[arummmms}mmmw
inestimable. " In Looking af Photographs, a plate from Ead-
weard Muybridge's 1887 book of motion studies, Amimal
Locomotion, is used 1o explain how such “unfamiliar” photo-
graphic piciures mmmmyommmwww:ep-

good phat y into bad painting
In Mirrors and notes fortil
thon between d other media as a side effect of

the growth of pn&ogrmc studies in schools. Tha in-
stitvtionalized  proximaty  of  painters, pholographers,
printmakers, and others created an ecumenical aimosphen
which ol and images, ha
says, citing 1ha influence of Moholy-Nagy on American arl
education as one reason for this Szarkowsk suggests that
baoth and artists leal more secure in

resented the world. In the book, Walker Evans,
reports the suggestion that Walker Evans was the father of
pop arl ol the sarly 1960s, bul he concludes that the differ-
onces between Evans's piclures and pop paintings wero
than the si although he finds it “diffi

cull lo imagine” pap coming into omulm withoul phnln
A6 s di

the broad cont:

Evans's 1 of the arnts and
places him among other original arists of his time
waves shared

by pholographs and the other arts. Tha photograph by Laszlo
Moholy-Nagy reproduced In Locking at Pholographs ihus
trates the effort 1o resolve the msues botween Busion of

VIRGINLA DAELL i pubbications sdiorprintg manager ol the Linives
ity of Wisconain-Gireen Bay and wrilos about photography

thesr *new university homaes™ fhrough this hybridization: the
phaotographer can anawer crtics of machine-made art by in
corporating some hand work on phatographs., and the painted
and printmiker can be “modom” by using photographic tech-
niques o imagery Szarkowsk) camios the gquestion no
further. although other speculation as (0 why artists bagan
combening medu could be valid and useful. Changes in the
wary we perceive information as a resull of the lechnological

revolution; differences in the way we view Ihe world since
World Wars | and 1, and a variety of other reasons could ba
pursued

The foregoing examples (llustrale ways In which Srar
kownki rolates particular phatograghs or bodies of work o e
olher A by comparison, contrast, and kdentitying Enflu
onces. It must ba noted | throughout his written work

Szarkownki uses the word “artisl” 1o describe photographors.

Si g on tha high, dry ground that surrounds the traacher-
ous bogs whare arists work, we may enjoy a clearer. and
more objective view. The worker below knows that the cor-

jOHN SZARKOWSKI’S GUIDE |

poreal part s hard encugh, and tends 1o be made nervous
and testy by demands thal he also be a spiritual leader. But il
he 1s good encugh, he does not have the last word. Malisse
may have spoken of the problam in terms of color and line, but
wo remember him for his grace "™ In Willam Eggleston’s
Guide, Szarkowski clles magic as a component of ar in gen-
aral, as wllasol the MQlograuu contaned in the book. We
g that ih i work

dun 1o the |mng|na|m-1ndloqnmemm of the artist, heul:
us. and fhat artists sometime frustrate rational analysis of
iheir work “as though they fear it might prove &n antidote 1o
thenr magic * Szarkowski uses many rnq]: words in refar-
enca lo art—"ny " "wonder
tul ®

Tha point of an i lorm tedls us. This
appears threo timas in the Eggleston book alona Eim!
he writes, “A change in lorm is a changa in content. This is
true in all tho ans, "
He makies il claar that an amanates Irom private viskons or
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expenences of armsts: The halbmark of 8 romantc artist o

with privale axp e, he notes in the Egg
leston book. Szarkowski's descoplion of the it between the
world and art reinforces the role of that artist's private vision
Uhave . wsited  places described by works of art, and
have observed that the poem of picture is lkely 1o seem a
faithiul document I we get to know it firs! and he unedded re
ality aflerwards—whereas a now work of art thal describes
somathing we had known well m likely to soem as unfamiliar
and arbilrary as out own passport pholos.*"' Here. Szar
kowski leils us that the artist's private vision persuasively -
forms our impression of reality 50 that we see in the unlamilar
what the artist's vision prepares Us 1o see, but because the
artist's vision s 50 personal, it does not mateh our perception
of the: familiar.

The connection between art and fife is important in Szar-
kowski's defimbon of an artist as “a man Who secks new
structures m which to order and Wllyhssansa of the real-
Ity of life. =" Tha: o

places
The Szarkow
raphy as the
with the other a
medha The pes
arl, Szarkowski b 1 pholography sh
tonstic. He wites. “Suddenly —within the pasi decade —a
sizable portion of the sophisticated public huis come o regard
photographs as reposdo tonly of durmb tacts but of per-
sonal waions. Since Michaelangelo, appraximately, this s the
touchsione thal we have used 1o distingussh art from non-
art* ' In the same article, Szarkowsk ¢ calis pholography The
best mathod so far devised for tha precese descniption of the
most complex; asaw-llc prrvate, and sphemeral matiers ol

phiote

ographer, coondinate
nce of anis

L n othar
& maker s whal

ferres
h

“This notion swuggests that an artist begins with his nbjlu
and then does hing 10 it —de
ing o some personal :mmv of style. This idea, M once
convenient, does not cormespond to what artists actually do in
any madium, but i 15 aspecialty irrelevant in the case of pho-
tography, whare the artists’ entire effort is tirected toward the
problem of defining ptmwh-whmMM.."‘halﬁ-
ture given at app the same fime, sakd,
“The function of the pholographer is 1o decide what his sub-
joct is. | mean that thés is his only function.”™ When Szar-
kiowski qualiies the theory that an artist changes or “deforms”
a pre-existing subject by saying it "does not comespond 1o
whal artists mclually do in any medium,” he prevents the de-
forms. subject from serving as &

visual i attributed this
e 16 photog; oarker in a catalogue, The Phy
and the Amencan Landscape, published n 1963 for the
exhibit of the same name. “Since the medium was borm, the

what an arist does. “The object is raw material, not ant, and i
is the nature of the artist's adventure to recast this materal
under the pressure ol his own formal will, ing it into

best ol ph s had boeen arists, but they had,
perhaps 1o their advantage, not often been told so. After the
Amerncan School and the Photo-Secession, and parallel

something disfinct from whiat i was *"” In both of these exam-
ples. the artist's private vision is the calalyst Alhough both of
these staloments are made in essays about photogral
‘Szarkowski does not quality them, and from the contest, Ihey
seem mtended 1o descnbe the arts in general

Szarkowski defines photography in the sama terms that he
uses lo refier to art in general, and there is no lack of evidence
That he attributes. mmalqnahlus sophodogrnphy Dvwgh
oul his writing,
mwwummla He has

abroad, ; was and
shown 1o be not a faithiul witness but an interpreter. The sub-
Ject would now lond to become nol the reason lor the picture,
but fis pretext; the picture’s first function was 1o reveal the
photographer. ™
The Eggleston book contans Szarkowski's strongest lan-
qguage aboul the function of the arist-photographer’s oxport-
ence He refers 1o E & work as

. v contrast between pamting and pholography: it the
theory does not apply to deforming the subject as the oppo-
site of defining the subject, it does not el us how painfing and
pholography are opposite

Many ol thess
and painting appear m Szarkowski's writing. Hnny.mu
traddtional painting was “slow, difficull, rare, and expensive,
and was herefore used only 1o record things of greal impor-
tance * Pholography was “quick, easy. ubiquitous, and
cheap, and was used (o record everything, most of which
seamed, by painters’ standards evanescent and trivial ™™
Szarkowski oxplains that by being pholographed, trivial sub-
jects were seen o be liled with undiscovered meaning and
becams slovaled to part of formal history and tradition. This

privale, even insular.” a "paradigm of a privie view,” "pat-
tevns of random tact in the servce of one imagsnation,” and

defined photography as an almost aulomalistic process that
the photographer scarcely controls and has relemed to the

“miraculous descriplive power” of the camera
hmwmmamwmrﬁw&mm
L . “There are fimes
when lho wmu of pholography  seems invested with
mqu Al these times i i as though the camera ponts the
and leads him 1o the place where the camera

the face of
MINMNESOTA

will work its revilabon rr-unhequnneacapmow wha ex-
plains how he is “maved”
tim and place. mmwmllmmma
picture is ullimataly mystenous “Whal il is that makes a pho-
Wmmsmmmamw.asli-

showing qly peivale " Ha writes,
“The ambitious photographer  secks those pictures that

omis from the scheme such photographs as
Julia Margaret Cameron's costume tableaux of ancient
myths, Nadar's porirait of Baron Isidoce Taylor, mm

and other
painting side of this subject list

have a visceral relabon 1o his own sell and i

ge, those that 0 by genatic ﬂght inwhich
form matches not only content but intent * This dependence
o the maker of the pictures “rads Us away rmmnwmeawr
ablo of art sciance” in

Subject is an 9 from

“Thah " 4 4
-nalpi:;.lr&anurq system can be defined as the history of
the definition of new subjects ™™ He explains that the naw
subjects may be extensions of kioas onginated by excep-

ter-
the

them, “towards intuition, supersiiion, biood
ror, and delight **' This brings together in

nonal mmpworwmwp-m

thige characteristics Szamowskl defines in common for the
ans in general and agic, Tormal

and the private vision of the artist. Here, Ihe\uslon ol Iﬂoa.nsl
% 50 indrndual that Szarkowski speaks of it as “genebic nght.*
Not only form and content are inseparable, but wtent” is in-
as woll. And the vocabulpry ol magic is un-

less 15 n any art.""* This example shows 1o ex-
traordinary powers with several words and phrases: “magic,”
“mystenous,” “revelaton.”

as “mystenous” (George Krause); ireducible” (Garry Wino-
grand and Willam Eggleston), and “ineftable” (William Egg-
leston). Luck” descnbes part of the success of some photo-
graphs, including those of Jacob Airs and Mario Giacomell
Muse” s also used in e narrative aboul Ris, and Jacques
Hennl had the benofit of tha “right b * Photo-
graphs ! toun The ‘s Eye a8 “myslen-
ous and ovasive images” and the new” pictonal vocabulary
descnbed n Willierm Eggleston’s Gude, includes such words
a8 oliptical,” “ephameral,” and "provisional ™

At the conciusion of the New York Times Magazime article,
“A Dhlteront Kind of Ar,” Szarkowski writes, *.  [Photog
raphers] have learmed thal ihe art of pholography i no more
for Inm than plloioguprw done wonderdully """ The dictio

" as "Ifll CHUSES WO
dor, 0f s MANEloUS OF AMAZNG, nllm.imus that point toward
mage.

These d ath ki's writing place
photography limmly within the reatm of the arts. Clearty, if ar is
migee, pholography i anl

Likorwwise, il borm s the posnt of ar, i s also tha posnt of pho:
logeaphy. Form was an integral par of Searkowski s debini
hon of the medum in o leciie gvon sl Wellesley College
“Photograpiy i & systern ol pictune making in which subpec
and farm are identical and indistinguishablo, in which the sub
ot and the prctuie ane beyond argument the sama thirg © L
The introduction to Wilam Egglesion s Gurde v one ol Szar
kowski's major essays relaling photography 1o he othast At
In i, he says, “One can say then thit n inese photographs
Pewitry il condnt angdistingushable —which is b say that
these pietures mean prociely whal ihey appear o mean =* d
Hao repaats thiv statement in only shghtly changisd form s
pintagraphs Wber and paraphicases i in his onsay 0 The Work
of Alged: i France This iseu ol foam, thisn, is anofler hat

1 Sz

mslﬂal‘.dn in the final phrase
Whle locates withan
the arts in the ways we have just explored, he s equally insis-
tent on nelmzan p and
Ihe other arts alten conb graphy and
ihe other arts, mainly raditional painting, m show how thay
ane differant. The tile of the artcle, “A Ddferent Kind of An,"
identifies one of Szarkowski's major efforts 10 set photog-
raphy apar from the other arts. In i, b ledts us thal painters
can “synthasize one picture out of & thousand discrete bits of
perception, maginaton, and traditional skills and schemes,
| the phot 5 act i not sy bt analy-
hic, and depoends fundamaontally on porcegtion * He also says
that painting is difficull. while photography is easy. Further,
photography 1 “a perect ool lof visual exploration and dis-

idoas,” by new y of new market de-

mands. Here, Szarkowski suggests thal these new photo-
mmmm@mmmmn—mk
a0 but oth graphs. He infe
painting does not or cannol deal with these "new subjects,”
jperhaps because its subjects are defined by tradition.
Painting 15 mare “photographic” than photography in the
way that il records 15 subjects, Szarkowski tells us in an
essay in Looking al Pholographs. “Pholography has man-
aged only infrequently and with difficulty .. 1o approximate
tha.mnﬂm,mmmum
facts that was y the painters of the
fifteenth contury * Fuanm-adym mu--m
to make their pictures according 1o the pictorial conventions
of the Renasssance, bul rarely met those standards, he ex-
plains. “The sky was too baght, of the shadows 100 black; the
folage was not cloan-edged and distingt, but burned oul by
flare and blurred by the wind. even mountains and stone
monuments urmed bo putty i seen against a bright sky, ohen
1t was impossible to get the whole picture sharp; perhaps
waors] of all, the soveral slomonts olmmmm
aver in proper h-rmhu:al |e|ahun 10 one another "™ The

covery, but a rathor clumay ono loe realizing U s ol
pure imagination * ™ Pambing, then, is presumably o bettor
vehicle for inventions of the imagmation and a poomes one for
visual exploration and discovory, Szacko tolls us that ihe
camera i in relabon 10 the beush of poncil as thi compaber s
o the abacus

I Willham Eggleston’s Guide. Szarkowskl axpands upon
the analysissynihests distinction, “Tha phatographor cannot
freely rodisposo tha e W% of his subjoct matter, as a
painter can, 10 construct a pichure that s his pros conception
of the subjoct Instend, he discovers his subect withan the
possibelithes proposed by his medivm |11 e broad landscapo
relusos o compose Heell sconomically withn tha viewfind
or's rectangle, the photographor contimees o difforent but
consonani subject, composad parhaps ol two lrees and a
fock

The analysis
and panting m
subjoct is diffos
says that i h provented paintens
from responding frealy to axpanance, bed to the concapt of
subjects which eost mdopendent of, and paod 1o, & picture

ontras! batween pholograply
i botwoon artint and
howhn

and syt

gap bet

ards grew with tha rise of the snawm These now pictures
were, however, “pure and unaduflerated photographs [that)
hinted at fhe existence of visual truths that had escaped all
othor systems of delection.” Srarkowskl explains that
uniquely photographic charactoristcs, formerty avoided in
arder o achiove the ) " pictorial ol
painting, were now seen to be new ways 1o “describe tha look
and foel of existence ™ In this ossay, Szarkowski says thal
aven though painting 15 more “pholographic” than photog-
raphy, photographs Thint”™ al “visual truths” that paintings had
not revealed  Photographs are able 1o do this because they
have unigue charactenatics onginating in the way that they
are made, ho axplins. Hore, Szarkowski implies thal those
quakises which he as making q
trom ;mmu -“ also make | ettar

¥ graphy (s op-

slownnw and difficulty of painting) which per-
mits many pctures 1o be made (s 1o "work deeper nto the
endossly seductive purrie of sight: how 10 know the workd
Better through our eyes.” Szarkowskl says.  In this state-

i, h ki rolies on an anakogy
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pictures because of the way they are made.

by Joel Snyder and Neil Alk
sion of the “visual model” to explain photography.

mmh!ummpnm us “what we would have seen
dity. A shows us “what we would have seen” at a cerain

photograph
momant in Bma, from a certain vantage pont if we kept our head im-

0 also is more “magic” than other pictures.
Choices in piciure making in bath phatography and the other
arts are based on tradition and intuition, Szarkowski tells us,
Bbut adds that in photography, the premium is on intuition be-
cause of photography’s ease of execution and the wealth of
possibilities. “The pholographer's problem is perhaps too

e ™

Series. Folder

Szartene by

graphs by the same artists aid us in thinking about retation-
ships between the two. Also helpful are Szarkowski's obser-
vations about the infi painting orthe
revarse, when he cites evidence for these influences in the
pictures. i s 1o il
photography from the other arts leads (o statements that we
e . y

ola

‘mobile and closed one eye and F we saw with the
150mm o if g8 in Agacolar of in Tri-X do-
‘eloped in D-76 and printed on Kodatvomide #3 paper. By the lime
all the condions

are added up, the original posdion has boen re-
‘varsed, instead of saying that the camera shows us what our oyes

complex

may quesfion. For t y
[painting i Sheglitz's work until about
1910, and after that, his photographs began 1o ook less like

ing many potantially interesiing records while they look for
g else."** Here ih amagi-
cian by

would see. we ane now
that, It o vision worked like photography, then we would soe things
the wity & camara does ™

I Bnkdnn am

ploys the visual modal, without the qualfications of Snyder
and Allen.

Szarkowski also says that the ease of photography en-
ables the camera 1o “deal with greal numbers ol complex
problems, beyond the most ambitious dreams of the hand

WanwwumumM
pictures and detve deeper into complex visual issues, but it

magic of pholography also enables us to know experi-

¥ or

d the new pai
some of the same wore likoly resp
both, 5

not Stieglitz’s
for

o,

ance inany other way, ‘

says. This idea appears as part of the conclusion of *A Ditfer-
ant Kind MM‘Wmmolmmﬂmmm
raphy can heip us know, rationakze and share levels of ex-

Tilization among the arts can lead us 10 think about other is-
sues raised by th " h +
but he does not discuss these issues in depth. But such par-

perience that have been and

bie."* In this the b asa
madium, 5. in another refer-
pi graphy’s abildy to know
and rationalize reaches of our visual life that are so subtle,
fugitive, and intutive that they b

ble and unshareable *** Clearly, il these things were "un-

ticubar plas do not occupy a large pant of Szarkowski's

Mare elusive and than these wies are
Szarkowski's broad stalements about “ar” and “photog-
raphy.” dofining both 50 as o clearly identity photography as
an, but also

has made more subjects avalable as well, says
“The distinctive thing about photography s the terrific rich-
ness of possible choices “2' This “richness" appears to com-
pensate photography for one of the traits attributed 1o it in
BT fipish b A Al rials

able” belore p h
the other arts
In the introduction lo Looking at f

is more magical than

phatography and painting, based on the way they ar made,
does not seem 1o be s ob aboul

says, 'p hy h for ,alamlq-uamer
one of the most radical, d h |

the gs and ph of the same subjects by
Shahn and Shesler, which he found similar, or Mor

.- and ash hi ol the m!l;

ness as a vehicle for 9 af pus g
through synthesis, We saw earlier that the personal vision of
the artist is & characteristic which Szarkowski uses o defing

g
epoch.*™ This sets photography apart, not only from the
other arts, but from other phenomena. At least three pas-

are his about the spit between the traditions of
pholography and the other arts supporied by his application
ollnemlubel:loumummm—m
cubist, and 56 on. And when he tells us how photographers

s o re-

both photography and the other arts and that he is pa ¥
d with Rl s

sagesin 5 s readily avadabl i d
tha ol p graphy in such a way as 1o make it an

visions. So il p ; .
thesize subject matier o create personal visions, the analytic
function which Szarkowski aftnbutes fo them does permi

] . rachcally different from other pic-
king sy from its incep “From the moment in
1838 when Lows Jacques Mandé Daguerme unveiled his da-

the first species of phalography to be made

1o reveal | vigions by tha

pubiy agreed that it was marvelous, but no ona, it

ol exploration and discoviry upon a
:mpowﬁn chaices * Therelore, pholographers are not less
abla than painters to reveal personal visions. We have al-
ready seen that Szarkowsk: calls photography the “best
method” for descrbing “complex, specilic, privale, and
ephemeral matters” of visual experence. Perhaps i is the
array of choices which makes photography supernor in thas ra-

gard
thal he finds iy suparior to

The other arts in the other charactanstics—undy of form and
subject, and magical qualities- -which ha identified as baing
common qualities as well

Form and subject are even more inexinicably joined in pho-
tography than in the othar arts. “In photography the pursuit of
form has laken an unexpecied course,” Szarkowski wriles in
the Egglosion book. “In this peculiar art, form and subject are
dofined simultansously. Even more than in the traditional
arts, the two ate ingxiricably tangled. Indeed, thay are proba-
by the same thing O, il they are dilerant, one might say that
a pholograph’s subject is not its starting poind, but its desting.
ton.* ™ Here, Szarkowiki assorts that form and subject have
greator unily in pholography than in the traditional arts be-
cause of the way pholographs are made: form and subject
are flixed ssmullaneously when a nogatnag |8 exposoed, while a
painlor may rmake formal decions as & work progrosses
This assumption lakes no nole of the processes requiied be
twoen meposaed negative and inishad print which may substly
or rackcally affect the appearance of the photograph. Szar
kowski's statemant about tho subject as “destination” rown
forces his theory that the pholographer's process B one ol
analysis, cathar than synthasis. And, wo noto that Szarkowski
i lolling us-again thal photographs are differont from other

seems, said anything enormously heiplul beanng on the
question of what the new system meant.”*" in Looking at
Photographs, Szarkowsks told us “|Daguerre) explained how
it worked but no! really what il was for "™ Also Szarkowski
writes. "It s sell-evident Thal a truly radical invention is one
that nabody knows how 1o uss *** According to Helmut and
Alison s History of P Y ¥, the sol
photography knew what thay wanted 1o use it for. Daguorme, a
painter of dioramas, infially hoped 1o be able to fix the image
of the long-knawn camera obscura fo save the labor of trac
ing, Nictphors Nigépco wias a ithographes concermed with fo-
Ing the image lof the phnting plate. and William Henry Fox
Talbot also wished to fix the image of the camera obscura, an
idea thal cama to him oul of the frustraton of skelching
These inventors were all practiboners ol some oxmiing pic
lure-making systemds by woeh P
rary piciosial conventions. So, the invantion of photography
was the resull ol a senes ol discoveries, bullding on each
olher, and was a process somawhal less magical than Szar
kirwski suggests

In this paper wo have seen how Szarkowski locates pho
e tirna chifining pho

g within c

tography among tha ans, whil

i phatography
plers. Miosil
o and valuis

wotlk, §
incont

halpiul are de

0 of Mot
placing photograph
other hokds. The essays comparing paintings and. pholo

as in thin cs
ot with theit contamponar

22 their subjects diff ¥ and even have difierent
wmm.mmwwmmm,nw‘“m
managed 1o work with the same visual issues as other artists
of their time, although Szarkowski showed us that they did.

We may note some Inconsistency botween the nasrow
models Szark uses o dif h from
the other arts—painters synihesize _Fal\'ﬂm'
painlers inventiphotographars explore; painters deform ;
subjectpholographers discover o subject—and the defini-
han of an artist that he formulated “a man who seoks
structures in which to srder and simplity his sense dmm
Ay of Ifo.” This indicates that much of the creative tunchon of
an antist in any medium is 1o deling what the subject is, al-
though Szarkowski says this function is urique 1o m“‘
raphy

Wo may also recall Szark L butary o
what an arlis! does with raw material ‘rpc.y.
this miateral  transtorming it into nmn:::m from
what [t was * This definition, although it seoms o refor o allof

ppeared in a discussion of Aaron Siskind's phato-
Qraphs and suggests broader posssbilities lor photographers
than wo have seon in the comparnson models. The wonds e
casl® and Transtorm® hint that what Photographers do may
also “deform” and “went™ (lerms Searkowski applies 1o
painters} as wall as “explore”™ and “discover® (lerms he
applies o photographers)

Srarkowski's delinibons of photography and painting for
the purpose of contrasting tham omil portons. of both LU
Photographs doaling with subjects usting before its inven:
tion— poriradts. allegoncal scones, stil Mes, traditonal land.
seapas—mighl b ‘unphotographe” oxamples of photog-
raphy il tho history of photograghy is e Thistory of the defin:
ton of now subgects.” And in his reliance on describing photo.
graphs in terms of the visual model, i which ihe photog-
rapher “descavers” and records something oxisting in the
workd, pictures of objects prearranged ty the photographer,
a8 the assomblages of Fredenck Sommor, seem o be
emed ol a

ore o Ak wall W
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SCent of person might not comiortably it Szarkowski's defind-
tion of painting

Szarkowski's comparisons batween photography  and
painting fail o acknowledge much nonpholographic an since
the ‘20s and 304, 50 when he compares contemporary pho-
tography to painting, often including the word “raditional” be-
lore the word “painting,” i ks o painting and assthetic stan-
dards of an earlier time. We Imth.' Sipect 10 S86 COMPANSons
of the wark of o
painters, but we do not. F or oxampl !J when Szarkowski com
pares he issues of contemnporary photography and the other
arts, wa might ses a g the hetic con-
cems of an arfist such as Robert Irwin Io concems of some
photographers working today. Yet Irwin's light modulating
scrims and reflective curtains could be said to deal with the is-
sues Szarkowski describes in the photographs of Ansel
Adams. He writes: “They ara concemed ... nol with the de-
scription of objects . but with the description of the light mal

Series Folder:

Szanteny stes

Is photography firmiy located among the arts, or is it o unique
s to defy inciusion? Further, by dwailing on issues that have
long been dabated, instead of moving loward new perspec-
tives that might enlarge our undarstanding of pholography's
place among the arts, Szarkowskl seems o neglect oppor-
lunities to move lorward the debate.

©1684 Viegria Dol

NOTES
1 in nlIcHta at w-nwwcdm Szarkowsks said Those of Us

deal of progress. Emnwnudmmmwm
dge ta shot full of ifs and buts, svasures, illngible words, missing
chaptors, and dublous conpeciun

Johin Szanowsk, Looking af Phofographs (New York: Mussum
of Modern Art, 1973), p. 74
John Szarkowski, The Photographer’s Eye (Naw York: Museum
of Modern Art, 1066), unpaged

thary modulate, the light that justifies their

other.”*° Could we speculate that the photographs of Addams
had seme influence on Irwin? Might both Adams and Irwin
have been influenced by Francis Bruguiére, Lotte Jacobi,
Mohaty-Nagy, and other graphers who

., Looking af F 0 p B8

with Kght 7 Nor do wa find d possibie
connections between the pop art movement of the early
1960s and the photographs of apparently banal subjects
being made at thal ime by photographers such as Lse Fried-

tander and Garry grand. Instead, such graphs are
in terms of implied to artof an
earier lime. Manynnchluumwuldbemaad
Wis g that whare spacific
axamphes, mmmwmwmm
share concerms and issues of their particular ime in history,
but when he contrasts art and photography on a broader
scope to differentiate the two, he writes as though their tradi-
tons are 5o separate that they could scarcely be shaped by
the same influences. Although Szarkowski telis us about the
historical evolution of pictures, saying thal pictures come
from other pictures, MMWMWUMM

2 Baas

it from

NE BERBNC

deus ax i W i dor charac-

Rer u g th i avents.
We may also ask why Szarkowskd finds it necessary 1o
m-ﬂwmbmlhmmmmmwmm

wanmwmmme

sﬂllﬂmmw,m{mﬂdmwu
eforts.

is articu-

zarkowsii, *A Different Kind of ArL” p. 68,
5 Lecturs,” in Pholography Within the
Humanities, p. 85

late and eloquent, Muswrﬁmﬂmh
and its relationships to the other arts is limited

byatailure to

Looking 12
M‘mmmum-;m
F "
M 9 20 %
mmo-m MYMM&:M 1877, pﬂ.

.a.wsa RREBRe B33

(Listed Chronologicalty)

The ldea of Lows Sufivan. Menneapolis: Unkverssty of Min-
nesota Pross, 1956, o

PUBLICATIONS BY JOHN SZARKOWSKI

muw'cnmmdmm

ing Aschitociure.” Art in Amanca, 472 (Summer
1953), B4-89, Repnnted wn Archefyoe, Vol 11, Nos. [& 1
[Winter Spring 1681)

o Art Bulletin. X001 (1963).
*Auguste Sandor’ The Porrait as Prototype.* Infindy. Vol XII,
No. 6 Luna 1963), 4

v F antigue

Siyle " Photog-
rapher. (Summer 1963).
Photography and the American Landscaps Mew York:
Museurmn of Modem Art, 1963

"‘I'MM« Touching the Broader issues of
Sﬁm * ARTraws. Viol. T2 (September 1873), 50-

w...l.:qmm Phatogr 1967 lu‘.“‘wm
o " MOMA. A e
of Moderm Art, published by Aparture Inc., 1875,
“Edhwiard Weoston's Liter Wk MOMA: A Publicaion for Maem-
muwwummmtmm

“The Phalographor and the American Landscapa.* Arfin A
ca. No. 5{1963). 52-56.
Andnd Kertdsz, Photographer. New York: Musaum of Modem

A, 1964
The Photographers Eye. New York: Museum of Modern Ar,
1966

aphy and the Mass Medio.* Dot Zero, No. 3 (Spring
1967), 30-35. Reprnted in Aperure 1323 (1967), and
Creative Camera, No. 56 (February 19689), 62-63
Tl-nunaucmeom arh Yaarbook. No suiu‘ﬂ 132
“The Art of P Torma?
Gwnmm_nnniw T, 1988.p T
Tha Anirnals, New York: Museurn of Modem Art, 1568
Revirw of Mimovs, Messagos, and Maniestatiovs by Mino
White; An American Exocus: A Record of Human Ero-
wo0n i tha Thirties by Dorothes Lange and Paul Schus:
tor Taylor, The Destuction of Lows: Manhattan by
Danny Lyon. New York Thmes Book Review, Section 7,
March 8, 1970, p. 7
Foview of The Hisiory of Pholography: From the Camers 0b-
scun o the ermg of mn uumm Era by Helmut

Wiaahewgton !"u-;.' Book Wkl \-'ul m No 35 (August
30, 1970], 10-11

Pholograghy and the Prvate Collector * Aperture. 15:2 (Sum-
e 1970)

£ Beiocy. Storywile Porrats. New York: Museum of Modem
A, 1070 !

“Ton Photographars Tell the Shory ™ Arf it Amenca Vol 58
{March 1070}, 6665

Winlkor Evans. Now York: Museurn of Modarm Art, 1071

The Eraslt Fo * Erwiti, Photographs and Anf

Gypaes. v
odl-
by Apec-

*A Diftarent Kind of Art.* Now York Timaea Magazine. (Apl 1
1975, 16-19; 64-88. .

The Work of Atget: Voluma 1. Ok France, in collsbocation with
Maia Morris Hambowrg. New York: Musoum of Moderm
Art, 1681

Thir Work of Alget: Viodurne I The Art of Olkd Parts, in colisborn-
tion with Masia Morris Hambourg. New York: Museum of

Mivcsaurmn of Modem Art; The Hestory of the Col-

Giraerwich, Conneciicut New York Geaphlc Soclety,
1972
From the Prolure Prass. New Yok Museumn ol Modem As,

lection, adied by Sam Hunter, New York: Museun of
Modar Ad and Hamy Abmama, 1964,

Tha Work of Aiget Volame IV, Mocerm Times, in collaboniion
with Maria Morms Hambourg. New Yorc Mussum of
Modem An lortheoming, 1885
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AﬁlﬂTERVIEWWITH JOHN SZ AF

Throughout the whole
history of photography,
including now, there are
so many things that
happened that are
enormously mysterious
and, at best, half
understood, that we learn
from. And our sense of the
potentials of photography
comes from the whole
range of the photographic
experiment. '

BY ANDY GRUNDBERG

with & o “Adjet™ Look al the 1964 edition of Beaumont
Newhail's history, the fourth edition, and consider the names
that have coma info the book since 1948, the date of the third
edition, It is quite astonishing that the world's great historian
ol the medium didnt know Jacques Henr Lartigue in ‘48—
because nobody knew Lartigue. He was an absolute, total
secret untl the early "60s.

So I'm talking about that kind of coherence, the kind of con-

JJQ: Well, pieasurs is certainly not necessanty easy. And not

ple—-imlnkm'bvma‘tawkdl‘lnllﬂ.wﬂmﬁ
satisfaction and the kind of hope that that kind of experience
provides is what an does first Then it can do & lot of other
things.

AG: been inthelast 15
years that has seemed to want 1o be difficult firs!, that made
plodsure at least subsidiary.

d thatone expects in the ars,

tinuous 9 _
MMMNNMHMWMmMWy'
‘andinth e il i p

continually sifted and saved and judged and sometimeste-
moted, but never thrown out. There was a sense of what had
boen done and who had done [t and everybody knew their

. Whan, Il ever, was thero a

ything ds. Even things made by the best people
don't succeed. . onca you
aom-pmm.mdwwhmkbmmm
over and over again; th ofit ol
roloase that is created when the last piece of a complicated
puzzle drops into place and the thing ks whole, i only works
once

clion af painting and iy

in art
school who did not know the greal names of 7 But in
photography it has not been thal way.
Also, In the nature of the beast. | think, have always
been those varieties of i L
LR hal hall
o

m:;‘"'" i L 4
combination of those two, seem a problem fo you?

JS: Goodness no.

AG: In respect 1o the tradition of phatography?
u:nmmmmmw.nIMum

or the:

that have been one of the sources of grap educa-
tions. When Walker Evans ‘soriously intevested in

. ho lookad at ifg he could find. He went
10 the public library and k igh £ k. And
he liked Paul Strand's Blind . pariod. But by leaping
going 1o people ke Mathew

| interviewsd John Szarkowski in New York on May 3, 1984,

Myt ha war .s.::m"

be it by now. D.0. Hill was a painter and Louis
Daguerro was a paintes and Gustave Le Gray, all those stu-
dents of Paul he. Perhap way 1o think
auwmmmwmm
parts of somathing thal is larger than painting and photog-
raphy, They aro both parts of & larger puzzie, a larger con-
cem, a larger tradition that has to do with our sense of the

of thy il traition. it

y
ded He and his

w;omim
true now?

s case in point. One of his very earty

that I'm terribly fond of, and that

e the

Kismane.

-As is clear from what foliows, Szarkoswhi ks a relaxed and
discursive spoaker. He obvicusly admires men like Alfred
Barr, James Thrall Soby and Lincoln Kirstein, and in comr-
pracisely those qualities he respects in

holds even when one iries to hrow him off, as can ba seen in
our conversation about Modernism.

¥ gy

In this larger tradition, photography has had for quite a
shart time an extramely , UNEVEN, COn-
fusing and centrifugal role, galloping oft in a hundred direc-
tigns si hy. F ally, 1 enjoy the conh ery

Or'mm happens In all arts. But i happens mora

often and reason in pholography than in the other
ﬂﬁ
50 that wer

h of the p we don't know,

't seen, so much that we may have

seen i passing but haven't Jooked at, all because of this re-
riable lack of sell-conscious salf-knowledge in

for clarity app

mwmmmumz.tw.hwm
“The New Modern Reenters the Contemporary Arena.” The
ript of this

was prep with

mm:mmmmmmug
which is lly a selach

il igh history of photogs Now gvery-
whare ise in the museum, il seems to me, there is a diaiecti-
cal debate going on batwean M‘cnmun-jleflll'uzﬂiz

of Catherine Calhoun. /

roctily that lack of self-conscious
| think of it more as a prob-
understand what is happen-

nate the confusion 8t the cost of impowenshing the pos-
sibilities.

One of the most wonderful and most exciting and most
nourishing things about ihy, both and
also of thy i thatit d
the sense ol the visual gene poal, Is its incredible fecundity.
Evan il one thinks of the number of vaneties of crazy mis-
takes—that is, violations of what we would have anticipated.
i's good p photographers who are
very talented and who work very hard, undarstand this
and that's why they work 50 hard. That's what Garry Wino-
grand was talking about, which. neediess to say, caused a
wﬁuﬁem:mmol&dﬂnﬂ-ﬂm

e

pholography here, is defining
by ah else you're &
mﬂmhwmmmﬂsw.
John Szarkowskl: Well, | think pholography s
think it is the first and still the asicota
of pictotial vocabularies.
Now | don't think it would loped when it did H the
mmmumh&mmmmwmll
mumm.mmdmum*nmrﬂ.—
: Paintipg and the Invention ol Pholog-
fy true.

modem. |

Ry

not necessariy bettar work. It isnt
going to even automatically produce’good work. It can pro-
duce tedious, sch ic, dry 4 On the
other hand, igr s il withar. The:
fact that ge isn't gaing 1o ity peoduce b

art will not stop people from being curious. If's a human vice:
wa are stuck with, because it's interesting andil's fun and be-
cause il gives pleasure to try to understand. In the end, obvi-
ously, It's nat going to make an artist out of @ drudge. it's not
1o make an art lover out of someona with a tin oye

Let me put it this way: | think there’s more good photog-
raphy baing done in this country than anywhere also n the
world—than everywhere eise in the world, as 3 matter offact.
| think it's absolutety astonishing, the amount of good waork
thal's baing done here. Now why is that true? | think, in fact, i
has hing 1o do with 1o da with
10 dio with the receptivaness to the

fore:
raphy,” 1981] | think s absol " when It
mmmumw.mnuwmmwenum
le-upmlwrmrrmw“muwmmmnu-
mmmwun.Wlwmnmorm-
,m-mwmmwlmlhap—
sly mysterious and, at best. hall un-
m from. And our sense of the potentials
from the whole historical range of the

parimant
I'm atraid | hawve loki many times too often the marvel-
ous slory { Brassal getting the medal from P.H. Emer-
son. The great figure of Wictorian British photography, as an
old man, Awards a medal to Brassai, one of the greal photo-
graphic figures of the early twentieth century, Brassal
doasn'know wha hia is. it seems to me that thal is @ marvel-
bl and

achievements and the ideas of fhe important photography of
1he past

How do you teach? You don't teach by giving poople sio-
gans, golden rules, lifle designs of golden sections o put on
fhair ground glasses, formulas. You teach by showing Thal's
the way cortainly any teaching in the arts has always worked
You can't show the work of the future. You always show the
work of the past, oven yesterday is already the past

Em". hmﬂmmmwm.mumw
b r i
point in making the pictures. It was the chalienge of seeing
mﬂo you could do it, the degree to which you could do it
iGN 1 make h
tainly didnt make them to sell. He made them to see i he
could do it. So the notion of pre-visualizing, In a way, was re-
lated to what g but g
the uncertainty and the adventure of it and Weston em-
phasized the goal,
AG: You sald you took some snjoyment out of the confusion
mmmmmwmum.nw
pat

who percaive the museum as being interasted in a very nar-
row kind of formalist attitude toward the medium, and not re-
coptive 1o the breadth of things that are going on loday. Do
you think thal view s trua?
qs:lmumwmumwwum
on loday.” I've never understood what that phrase means.
Obrviousty, we axhibit and collect a very, very miniscule frag-
mentof “what is going on today,” if one means that very iter-
ally. There are five billion cat photographs made every day
and we show very lew ol them. And il's been a very long time
sinco wo had a sunset exhibition, and it's been a long time
since .. wall, you could go down whaole long lists of
calegories

S0 | think whal we do doos have & p | role, But
first 1 think it has to do with pleasure
AG: A role as providers of pleasure?
JS: 1 think art has o da with a kind of higher pleasure, first of
all, Bofare il gets involved, before it can serve other roles woll,
it hias to provide the kind of viscaral satistaction that anything

sted hy sinco tho ba-

by £ 4

e dae that has
fm b‘ogmninq 1o work on the fourth volume ol the Atget
Book Whan Eugbne Alget was first wiittan about in the Paris

. v his name wiong. Nobody got i
/right. And he'd beon dead for a year and ahall. Thoy spellod i

ANDY GRUNDBERG i a photoprapty criic for The Aew York Tanes
anc tho sanicr pacture ecitor of Modern Photograpty

| e provides

Aed Smith once inlarviewed a famous horse trainor who
Had a harse that people always talked aboul as being At
dinarily handsome, Really a beautiful, handsome horse And
Red Smith said 1o this lamous trainer: “How do you el if a
horse is & handsoma horsa™ And tha man looked at him in
dismay and sald, "How do you 1ofl & handsome human

being?"

Some promise of fiiness lor its function, the sense ol all tho
parts baing in propoer rotationstip to oach othor, of its being &
whole that s wondarfully rich and yel, al tha sama Lma, sim:

f bly,-when people say “whal is going on loday,”
ey mean soma, bodies of work that ihey consider 10 have
some special vitality, some spocial interest, some polential
for revising, mending, of moditying our sense of whal you can
do with photography and whal its polential uses are. Every-
body has ol least & commitment 1o & sonsibiity, & commit-
mant 1o a sense of the possitle. My foealing s thal our tastes
hore really are quite catholic, Bul. | don't recall eves exhibiting
amything here because we thought we should. | don't think
Wi Vo over rthirg thiad we didn’t think
(at sast momentarity—wa might have changed our minds
the next month) had lite, that had vitality, that there was some
quality. some iden or some challenge in it, Some viriue

Obwviously, thero is work that wo think has virtue that we
don't axhibit, | assume that goes without saying, Even with
twice s big & museum thal will cbviousty continue to be irue
In tact, thoro s a long kst of photographers who have aither
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' A notable photo finish

MOMA s@zarkows]q leaves with a flourish

‘\,
By Vicki Goldberg

EW YORK - "Aﬂer I

got a

1954 to photograph

Louis Sullivan's archi-

tecture,” John Szar-
kowski says, “I never had a real job
again - up this very moment.
Since then, it's all been just play.”
For the last 29 years he has been

playing director of the department -

of photography at the Museum of
the most pres-

position in the field.
He has mounted over 100 exhibi-
tions; rescued photographers like

Arbus, Lee Friedlander and Garry
Winogrand the dominant figures of
the day; practically enshrined Eu-
gene Atget in the temple of Old Mas-
ters; and championed color photog-
raphy by showing Marie Cosindas’
photographs in 1966 and William
Eggleston’s in 1976, when most of
the art world still thought color suit-
able for calendars alone. Having
reached the age of 65, he stepped
down from his post this month.

PHOTOS, Page A2

Vicki Goldberg’s new book “The Pow-
er of Photography: How Photographs
Changed Our Lives” will be published

Jacques Henri Ln'!iguede.J.

PHOTO / BEN BLACHWELL

tetiring New York Museum of Modern Art photography director John Szarkowskl.
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Continued from Page A25

1 .SI:ISan Kismarie, a eurator in the depart-
nienit, goes so far as to say that in this cen-
tury, no one but Alfred Stieglitz has brought
& much attention to photography in 8o intel-
ligént a manner as Szarkowski has; if noth-
ing else, this remark is indicative of the ex-
travagant praise he inspires in many who
have worked with him. Szarkowski writes
with great eloquence, so that his point of
view has been persuasively broadeast by
words as well as pictures: “Looking at Pho-
tographs” (1973) was one of the first texts to
speak intelligently and feelingly about pho-
tographs to a wider audience than scholars
and collectors. His conversation is almost
equally articulate, vigorous and larded with
wit and insight, but there the eloquence sits
oddly on his flat Midwestern twang. His en-
thusiasm for pictures has not been dimmed
one whit by time; even during interviews he
leaps p repeatedly to find examples and
laughs to think how wonderful they are.

The éarthy school of

In 1962, when the Museum of Modern
Art interrupted one of Szarkowski’s photo-
graphic projects and brought him to New
York for an interview, Rene d’'Harnoncourt,
the director, said, “I assume you know why
you're here.” Szarkowski replied that he
hadn't a clue, D’Harnoneourt studied him a
moment, trying to determine whether this
was true (it was) or merely a skillful evasion;
apparently deciding that either case would
suit the job deseription, he offered Szar-
kowski the position. Szarkowski refused at

THE BOSTON SUNDAY GLOBE

Page 2

first but eventually accepted, thinking that
“if by any remote stretch of the imagination,
I'm not canned first, under no circumstances
will I stay for more than six years. I thought
that a senatorial term - that’s as long as
anyone should stay in a job.” Pause. “But it
didn’t work out that way.”

His heart belongs to street and daily-life
photography of the Arbus-Friedlander-Win-
ogrand school, whmmdthe camera plucks

earthy

from the welter of ordinary experience, and
some think him unduly devoted to this one
branch of the medium at the expense of oth-
er approaches; Cornell Capa, director of the
International Center of Photography in New
York, once said, “He would win almost any
unpopularity contest among young photog-
raphers.” From the beginning, he has ad-
hered to the modernist argument that pho-
tography is most pure when most faithful to
its own unique and peculiar character, such
as its emphasis on time, motion and the rela-
tionship of elements within the composition
to the picture’s edge. '

He himself would claim that his greatest
gommitment has l;?ﬂ.n to p]mbographhy;
e jn the history of picture making, a hi
%‘-g?}'neneesmem'anljaﬂystedmdom
evoliition rather than & contest between doc-
ument and art. Szarkowski has never drawn
a tight line around the art end of the medi-
um; as he put it in “Looking at Photo-
» has learned about its

its great masters,
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“Looking at Photographs” wasn’t really
about photographs but about everything
else. Szarkowski replied, “And what do you
think photography is about?”

During his tenure, the museum has
shown not only Edward Weston and Ansel
Adams and assorted contemporaries but also
automatic photos of bank robberies, pictures
of antiwar protests almost immediately after
they were taken and, in the 1973 exhibition,
“From the Picture Press,” little-known news
photos displayed without their captions. The
utterly familiar, yet often mysterious, situa-
tions in the press pictures hinted that the
news was basically a set of almost inter-
changeable ceremonies devised for the cam-
era. “News,” Szarkowski says, “has always

been managed to make it available to the
means by which it has been reported. ...
Life doesn'’t exactly imitate art; it disciplines
itself so that it can fit within the i
ments of the artistic system” — and therefore
will increasingly resemble TV, “Did you ever
stopmﬂ'nink”heasim,“thstitmayhave
been photography that has driven quality
out of our public life?” And he laughs,

John Szarkowsli, possessor of six honor-
arydoctorates.istbesonofapostalmsp'ec-
tor from Ashland, Wis., a town that he
looked bigger than it was. In high school, he
trotted about with a camera and played sec-
ond clarinet in the band. When he auditioned

Ld
for a traveling orchestra, the first clarinetist
got the job, so Szarkowski became a photog-
rapher.

He majored in art history at college, then
went to work for the Walker Art Center in
Minneapolis as “staff photographer and free-
lance all-around intellectual and spiritual
leader, although they didn’t know about that
part.” Next, he taught history of art in Buf-
falo, and after that worked for the “numero
uno food photographer in Chicago, the Paris

THE BOSTON SUNDAY GLOBE
Page 3

of food photography,” spending over a
month photographing milk splashing into a
bowl of oatmeal. He won his s of[@ﬂs
heim in 1954, published “The Ide '
Sullivan” and “The Face of Minnesota”
(which was a best seller), won r Gug-
genheim in '6] and was then plucked away
by MOMA. ' L&D

notion that they might be art: “If it ain't use-
ful, it must be beautiful.” Photographs
chsngeinmapqnsetpmsrket_fm%m
technology made it possible to print a million
copies of a picture magazine, subject and ap-
proach both shifted; when iphy en-
tered art galleries in recent years in editions
of 10 or 20, the client and subject had to be
redefined 3

Emphasizing that he is not being ironic,
3ﬁq9wdduﬁm%Hymﬂﬁgugﬂﬁamgzz
tographs in art they
to have a certain kind of philosophical heft to
them, and they have to cost enough so that
you can afford to sell in this kind of distribu-
tion.” He says that today it's yery .
be a modest photographer, to avoil

gers of pretension. “Formerly,
least try to get by by sayin -&?W
isn't very good,‘but my

good.” Before it was art, he says, “it ;
attempt to deal with something that's
jective importance in the outside world
‘Don't blame me, that's the way wars

Postmodernist eritielsm
Szarkowsld the modernist has been eriti-

cized for not understanding pWh
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the postmodern era. He freely admits that
he's not certain what postmodern means,
which puts him in good company, but like
MOMA itself, his recognition of contempo-
rary movements, as photography became
€ver more intertwined with the other arts,
has been slow and limited, When Patrick
Nagatani is mentioned — his darkly humor-
ous work is fairly widely shown and repro-
duced ~ Bzarkowski frowns in consternation,

“Nagatani? I've been out of
town.” If it is the museum's function to re-
mairi on the cutting edge, which is a matter

asset in building a collection and
his enthusiasms for a wide public as a more
malleable, grab-bag ability to keep up with
the trends. As Ingrid Sischy, editor of Inter-
vi_ewmagazineandaformerfdlwlinﬂae
photography department, puts it, “He really
followed what he believed. One ean't ask
more of someone.” L
His farewell gesture at the museum is a
show of nudes (July 25-Oct. 8) by Lee Fried-
lander, ‘whose career and aesthetic have
been identified with MOMA and Szarkowski
since the landmark “New Documents” show

of some debate, the criticism is Justified. But

of 1967. Some of the nudes are unusually ex-.
it could also be 6

plicit; when asked if he expects a controver-
§Y, John Szarkowski smiles his broad, dry
smile and says, “One can always hope.”

Szarkowski has practically ex
Eugene Atget, whose ‘Etang de Co
Ville-de-Avray’ appears above,
temple of Old Masters.
i
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John Szarkowski's farewell gesture at

the museum is a show of nudes by Lee
Friedlander, this one untitled. Asked if
he expects a controversy, Szarkowakl,
smiles and says, ‘One can always hope.
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John Szarkowski has given freely and generously to
Photography for over forty-five years. As a matter of fact,
the shape of our medium’s history would be very different
without his ongoing and brilliant contributions as a curator,
writer and friend to several generations of artists.

However, like a legendary football coach who is remembered
for his coaching record rather than for the All-American
Seasons he had as a player, Szarkowski’s achievements as a

phgtographer have been overshadowed by the other gifts he has
made.

This exhibition is meant to dispel the misconception of
Szarkowski’s role in photography by sharing the photographs
he made between 1948 and 1961, the year before he came to New
York to begin his work at the Museum of Modern Art. These
rigorously formal, exquisitely printed photographs are about
place. They are not photographs which seek to ignore man’s
relationship to nature or the city but, rather, to embrace
it. Szarkowski states:

"As a photographer I think I have been most alert
when working with subject matter that I believe
to be, or to represent, something of value to the
human enterprise - to human culture. The object
is not to reproduce that subject matter, which is
impossible, but to make of it a good picture - a
thing with its own energy and order. If the
picture is good enough it will encourage and
reward attention, and may cause the viewer to
consider the meanings of the subject matter itself,
very little of which can be photographed."

Just as Szarkowski quietly put down his camera in 1962
when he began his job at the Museum, he picked it up when he
left in 1991. He has, of late, been making pictures of his
barn in Columbia County, New York. These pictures, too, are
beautifully seen and depict a remarkably simple structure
quietly colliding with the history of man’s interaction with
it. Szarkowski’s work as a photographer has continued almost
as if the twenty-nine year interruption had not occurred.
But, luckily for us, it did, and it appears that he, like few
others, will be successful at two careers.

Szarkowski published two books in the 1950’s: The Idea
i i in 1956 and The Face of Minnesota in 1958.
(The latter appeared on "The New York Times" best seller list
for eight weeks.) Please feel free to read excerpts from the
texts of these books which are available at the front desk.
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John Szarkowski has given freely and generously to
Photography for over forty-five years. As a matter of fact,
the shape of our medium’s history would be very different
without his ongoing and brilliant contributions as a curator,
writer and friend to several generations of artists.

However, like a legendary football coach who is remembered
for his coaching record rather than for the All-American
seasons he had as a player, Szarkowski’s achievements as a
phgtographer have been overshadowed by the other gifts he has
made.

This exhibition is meant to dispel the misconception of
Szarkowski’s role in photography by sharing the photographs
he made between 1948 and 1961, the year before he came to New
York to begin his work at the Museum of Modern Art. These
rigorously formal, exquisitely printed photographs are about
place. They are not photographs which seek to ignore man’s
relationship to nature or the city but, rather, to embrace
it. sSzarkowski states:

"As a photographer I think I have been most alert
when working with subject matter that I believe
to be, or to represent, something of value to the
human enterprise - to human culture. The object
is not to reproduce that subject matter, which is
impossible, but to make of it a good picture - a
thing with its own energy and order. If the
picture is good enough it will encourage and
reward attention, and may cause the viewer to
consider the meanings of the subject matter itself,
very little of which can be photographed."

Just as Szarkowski quietly put down his camera in 1962
when he began his job at the Museum, he picked it up when he
left in 1991. He has, of late, been making pictures of his
barn in Columbia County, New York. These pictures, too, are
beautifully seen and depict a remarkably simple structure
quietly colliding with the history of man’s interaction with
it. Szarkowski’s work as a photographer has continued almost
as if the twenty-nine year interruption had not occurred.
But, luckily for us, it did, and it appears that he, like few
others, will be successful at two careers.

Szarkowski published two books in the 1950’s: The Idea
in 1956 and The Face of Minnesota in 1958.
(The latter appeared on "The New York Times" best seller list
for eight weeks.) Please feel free to read excerpts from the
texts of these books which are available at the front desk.
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Artist’s Statement July, 1994

As a photographer I think I have been most alert
when working with subject matter that I believe to be,
or to represent, something of value to the human
enterprise - to human culture. The object is not to
reproduce that subject matter, which is impossible, but
to make of it a good picture - a thing with its own
energy and order. If the picture is good enough it will
encourage and reward attention, and may cause the
viewer to consider the meanings of the subject matter
itself, very little of which can be photographed.

The meanings of a photograph are distinct from
those of its subject matter, but sometimes, with luck,
the two patterns of meanings seem consonant.

I am not actively interested in self-expression,

since it seems to me virtually unavoidable, for better
or worse.

John Szarkowski
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The folloying is an excerpt from the Preface of the book The
Fage of Minnesota, by John Szarkowski, published by the
University of Minnesota Press, 1958.

This book is about Minnesota now. But as the mature
man carries on his face and in his bearing the history of
his past, so does the look of a place today show its past -
what it has been and what it has believed in.

Or consider the glaciers’ scratches on the face of the
rock, showing the direction from which the past came, and
the direction in which it went.

I have tried to show the land and its people and their
work, in such a way that the whole would fit together to
give a lively and an honest sense of what the place is
really like. But all the important facts could not be shown
in a thousand books. It is necessary to select a few
isolated images which seem to make sense together, so that
one picture which is present will recall the many others
which were never made, or which were made and discarded.

The selected pictures are not necessarily of "important"
subjects. (As when someone is trying to make you remember
an old friend: he may tell you the old friend’s height and
weight and income and business and his wife’s maiden name,
but you will not remember him until you are reminded that he
always locked at people over the top of his glasses.)

There are many important Minnesota images which are not
in this book - Lake Minnetonka on a Sunday in July, covered
with white sails; or Paul Bunyan and Babe the Blue 0x, at
Bemidji; or Mille Lacs in winter, covered with ice-fishing
houses. But if those who know Minnesota will be reminded of
these things, and if those who do not know it can imagine
what these things might be like, then it is a good book.

32 EAST 57TH STREET/ NEW YORK 10022/ PHONE: (212) 759-7999/ FACSIMILE: (212) 759-8964




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCT, ION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY A P F_-

Szantwno sty

PACE/MACGILL GALLERY

The folloving appeared in The Face of Minnesota, by John
igggkowskl, published by the University of Minnesota Press,

A Technical Note

Over half of the photographs in this book were done
with tripod-mounted cameras, on 4 x 5 film. These cameras
were the Graphic View, with lenses of 8 1/2", 5 r/2%, and 3
1/2" focal length, and the Graphlex D, used almost
exclusively with a 17" lens. Of the remaining pictures, the
great majority were done with the Simmon Omega 120, a few
with the Automatic Rolleiflex.

The films used were, 4 x 5: Super XX, Royal X Pan, and
Ektachrome; for 120: Tri-X, Verichrome Pan, Ektachrome, and
Super Anscochrome. Both Tri-X and Royal X Pan were given
much gentler development, and consequently exposed at much
lower speed ratings, than is normal in professional use of
these films. Tri-X was developed for 9 1/2 minutes in
Microdol, Royal X Pan for 13 minutes in D-76. Tri-X was
exposed with a Weston meter at 200 for average existing
artificial light or in overcast daylight, at 320 in direct
sunlight. Royal X Pan was exposed at the very low (for it)
rating of 650. These negatives are flat in contrast and
moderately thin in density. They possess good scale
throughout the curve and seem to me extraordinarily plastic:
that is, susceptible to great freedom of printing control,
especially with a variable contrast paper such as Varigam.

Full exposure and gentle development are paid for in
the loss of film speed. In exchange, the photographer gets a
very complete image, with full rendering of form and
texture: the space depicted is logical and convincing. If
the photographer feels obliged to be able to photograph
anything he can see, without adding light, he will
standardize on a procedure favoring higher emulsion ratings.

I feel that my own picture-making failures can very
seldom be blamed on inadequate film speed. I want to make
pictures possessing the qualities of poise, clarity of
purpose, and natural beauty, as these qualities were
achieved in the work of the good wet-plate photographers.
The compelling clarity of this early work is generally
assumed to be a technical attribute, but I do not think that

continued...
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this is so. Mere sharpness will never produce clarity.
Neither will a rich, complete tonality, although this is
more important. Neither will academic "design principles,"
regardless of how long ago, or how recently, the academy was
formed - for such principles (concepts) can be no stronger
or truer than the percepts from which they grow. The work of
men like Brady and Jackson and O’Sullivan possessed clarity
because the photographers knew what they wanted - they had
to know; the technique was far too unwieldy to allow
shooting by whim. In contrast, today’s photographic
technique allows such facility that the photographer must
consciously discipline his shooting if his eyes and mind are
to retain (or regain) mastery over his equipment. To learn
to photograph purposefully - to be less like a sponge and
more like a snare - will be difficult today, when the
photographer has almost no technical limitations to help
him. But I think that this is his real problem. When he
combines the flexibility of today’s technique with the
purposeful intent that the earlier photographers knew, then
photography will become a mature and responsible language.

In photography the meaning of the word technique has
been twisted by the gadgeteers until now it seems to refer
only to esoteric mechanical problems. (Not only in
photography: I once knew an orchestra conductor who could
beat cut time with one hand and triplets with the other,
simultaneously. He considered this performance part of his
technique, even though it did nothing but waste his energy
and confuse the musicians.) True technique is nothing but
the means of achieving intent, with the greatest possible
strength, clarity and ease. Because crude technique will
dilute the strength of any picture, the print should be as
good as the photographer can make it: each tone and texture
should be exactly right, considered as parts of the whole
image. Precise technique, especially in printing, is
frequently deprecated by photographers themselves on the
grounds that subtle differences will in any case be lost in
the reproductive process. This is too often true, but
standards of reproduction will improve only when
photographers consistently produce work which demands and
deserves it. The rarity of fine photomechanical reproduction
today is perhaps due more to the decline of technical
standards in photography than to any lack of ability among
engravers and printers. Years ago, a shoddy musical
performance was often improved by a muffled, 1oy-fidelity
recording. Much contemporary photography is similarly

blessed.

32 EAST 57TH STREET/ NEW YORK 10022/ PHONE: (212) 759-7999/ FACSIMILE: (212) 759-8964




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY }4 P F

Szantenosts

PACE/MACGILL GALLERY

The following appeared in The Idea of Louis Sullivan, by
John Szarkowski, published by the University of Minnesota
Press, 1956.

Photographer’s Foreword

When these photographs were begun, five years ago, it
was with the idea of producing an academically serviceable
record of the Prudential Building in Buffalo, New York. My
introduction to Louis Sullivan had come in the preceding
months, not through his buildings, but through his
intoxicating, inspiring writings. These writings showed a
man who had demanded wholeness - total humanity - with the
passion of few men before or since. So when I went to
Buffalo I sought out this building - a tangible product of
his thought. The building was old and dirty and largely
lost among its newer, larger neighbors. Like a diamond in a
pile of broken glass, it stopped few passersby. But it was
there to be looked at, and with sympathy and patience it
could be seen - and seen to be a masterwork, an image of
greatness.

Obviously it was necessary to photograph the building
immediately, before it was further defaced. As I began to
work I found, to my own surprise, that I was seeing this
building not with the decorous disinterest with which a
photographer is supposed to approach a work of formal
architecture, but as a real building, which people had
worked in and maimed and ignored and perhaps loved, and
which I felt was deeply important. I found myself concerned
not only with the building’s art-facts but with its life-
facts. (Louis Sullivan had claimed they were the same.)
This concern began to show in the photographs, and the idea

grew.

When photographers of the nineteenth century first used
their cameras to describe formal architecture, they were
concerned with buildings the content of which had died,
however alive the forms may have remained. The Acropolis
was empty, and the pageants on the porches of Chartres were
only a souvenir of the great medieval morality plays. Only
the forms remained to be photographed. Such an approach
became a habit, and then a virtue, until the building in the

continued...

32 EAST 57TH STREET/ NEW YORK 10022/ PHONE: (212) 759-7999/FACSIMILE: (212) 759-8964




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:; Series.Folder:

APF Szanteno sty

l:he Museum of Modern Art Archives, NY

photograph became as isolated from life as the insect
enclosed in the amber paperweight. In our day perhaps the
best architectural photographs have been the casual products
of the photographer-journalist, where the life that

she ildi

a

This is what I have tried to do in this book. The
effort has not been to compile an exhaustive documentation
of Sullivan’s buildings, but rather to re-enliven, by means
of photography, the fundamental concepts which were born in
his work. In the selection of the accompanying text, the
attempt has been less to explain or evaluate than to capture
the mind and the spirit of the man and the time and the
place. To preserve a just balance between word and picture,
and to preserve as much as possible of the writings which
seemed revealing, I have been forced to cut text which I
would have preferred to quote in whole. But no word or
meaning has been changed, and I believe that the flavor of
the original has been preserved. Rather than allow the
ataxia of ellipsis marks to destroy the rhythm of the
original style, I have omitted all ellipses. I hope that
this text will bring new readers to their own investigation
of the original sources, in all their richness.

32 EAST 57TH STREET/ NEW YORK 10022/PHONE: (212) 759-7999/FACSIMILE: (212) 759-8964
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JOHN SZARKOWSKI
Selected chronology of exhibitions and publications for

The Museum of Modern Art

(One man shows marked by an asterisk were the
first major restrospective exhibitions of the
work of that artist. All exhibitions listed
here were circulated nationally, and many were
circulated abroad.)

The Photography of Jacques Henri Lartigue. The first exhibition
of this photographer's work. Accompanied by a small publication
by John Szarkowski.

The Photographer and the American Landscape. Accompanied by a
publication by John Szarkowski.

The Photographer's Eye. The exhibition attempted to define the
fundamental formal issues with which photography must deal. The
book was reprinted in 1980,

*André Kertesz: Photographer. The accompanying book was the first
critical appraisal.

Opening of the Edward Steicheh Galleries and Study Center.
*Dorothea Lange .

Once Invisible. An exhibition of scientific photography, which
explored the ways in which visual understanding had been expanded
by photographic technologies.

New Documents. An exhibition of the work of Lee Friedlander,
Diane Arbus, and Garry Winogrand.

*Brassai.
Cartier—Bresson.
Bill Brandt.

The Animals. Photographs by Garry Winogrand. The accompanying
publication was the first book published of this photographer's work.

E.J. Belleecq: Storyville Portraits. The first exhibition of this
photographer's work.

*Walker Evans. The accompanying book was reprinted for the third time
in 1979.

*Diane Arbus,
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Looking at Photographs: 100 pictures from the Collection of

The Museum of Modern Art. This book was an attempt to demonstrate,
on the basis of a limited number of specific pictures, the ways

in which a pictorial tradition is developed and articulated.

The book was reprinted for the fFourth time in 1980.

From the Picture Press. This exhibition was an analysis of the
iconography of news photographs. The accompanying publication
had its third reprinting in 1980.

New Japanese Photography. The First survey outside of Japan of
the postwar development of photography in that country.

Photographs by William Eggleston. The first exhibition of this
controversial figure, whose work demonstrated a new (and subsequently
highly influential) approach to the potentials of color photography.
The accompanying publication, William Egpleston's Guide, was, 1
believe, the first monograph on a color photographer to be published
by any art museum.

Harry Callahan.

Mirrors and Windows: American Photography Since 1960. A considera—
tion of the distinctive new work in photography during the past

two decades, and of the critical vantage points that have in part
formed this work.

Ansel Adams and the West. A critical investigation of Adams'
contribution to the landscape tradition.

The Work of Atget: 0l1d France

The Work of Atget: The Art of 0ld Paris

These are the first two in a series of four exhibitions devoted to
the work of Eugene Atget. Each exhibition is accompanied by a
volume of the four volume book, which constitutes a complete

catalog of the exhibitions, with critical notes, a biography of the
photographer, an investigation of his place in the history of
photography, an explanation of the structure of his work in relation
to his commercial practice, and a review of the previous interpreta-
tions of his work. The exhibitions and book are the product of

over ten years research on the subject, and constitute the most
ambitious study of any photographer undertaken to date.

During the same years many smaller one-man shows by younger photographers
were also mounted, including those on Marie Consindas, Bruce Davidson,

Ray Metzker, Paul Caponigro, Elliott Erwitt, Duane Michals, Bill Gedney,
Robert Adams, Henry Wessel, Joel Meyerowitz, Josef Koudelka, Keith Smith
and Susan Sheridan, Michael Snow, Nick Nixon, Stephen Shore, Chauncey Hare,
Frank Gohlke, and Larry Fink.

*
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20th Century Photographs from the Museum of Modern Art.

150 photographs from the Collection selected by John Szarkowski

and Susan Kismaric, associate curator in the Photography Department,
exhibited at the Seibu Museum of Art in Tokyo, Japan, and

the University of Hawaii Art Gallery in Honolulu, which

illustrated the development of the art of photography in this
Century.

Big Pictures by Cont racy Photographers. Co-directed by

John Szarkowski and John Pultz, Newhall Fellow in the Photography
Department. 33 works by contemporary photographers of previously
unrealizable scale.

Irving Penn. The first major retrospective in more than 20 years
containing 168 photographs. Irving Penn, a 216-page catalogue
with 33 illustrations and an introductory essay by John

Szarkowski was published by the Museum in conjunction with this
exhibition.

From the Gilman Collection: Photographs Preserved in Ink.

31 photographs from the corporate collection of the Gilman
Paper Company, Inc. accompanied by photo-offset reproductions
made for the forthcoming album on the collection.

The Work of Atget: The Ancien Régime (Atget III).
The Wock of Atget: Modern Times (Atget IV).

A Personal View: Photogra in the Collection of Paul F. Walter.
70 photographs of this 19th and 20th century collection including
landscapes, portraits, and architectural views of England,

Europe, the Middle East, India and The United States. The
accompanying 136-page book contains 70 reproductions.and was
distributed by New York Graphic Society Books/ Little, Brown

and Company.

New Photography. 45 photographs on loan from the photographers
and from the Collection by four contemporary photographers.
Still lifes by Zeke Berman, autobiographical photographs with
text by Antonio Mendoza, portraits taken at the Vietnam
Veterans Memorial, Washington, D.C. by Judith Joy Ross, and a
variety of technical experiments by Michael Spano.

Variants. 50 photographs from the Collection illustrating the
varieties of choice that encompass the art of photography.

New Photography 2. 50 photographs on loan from the photographers.
Domestic scenes from middle class life with brief texts from
romance novels by Mary Frey, documents of the town, mine, and
power plant of Colstrip, Montana by David T. Hanson, and subtly
theatrical tableaus by Philip Lorca diCorcia.

The Photographs of Josef Albers: A Selection from the Collection
of the Josef Albers Foundation. The first photography exhibition
of the German artist includes 38 photographs, mostly dating from

1928 to 1932. The exhibition was organized by John Szarkowski for
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the American Federation for the Arts. The Photographs of Josef
Albers, a 56-page catalogue with 38 black and white illustrations
and an essay by John Szarkowski was published by the American
Federation for the Arts in conjunction with this exhibition.

Garry Winogrand. This retrospective exhibition was the first
overview of the achievement of Winogrand, comprised of 190
photographs, 10 enlarged proof sheets, and a projection of
slides. Garry Winogrand: Figments from the Real World, a
260-page catalogue with 208 ductone illustrations and an
essay by John Szarkowski was published by the Museum in
conjunction with the exhibition.

Siskind from the Collection. A concise retrospective of
31 pictures drawn from the Collection, featuring the abstract
images for which Siskind is best known.

Photography Until Now. A sucrvey of the history of photography
celebrating the sesquicentennial of the medium. Photogr:

Until Now, a 308-page catalogue with 158 tritone, 17 full-
color plates, and 120 duotone reference illustrations, written
by John Szarkowski was published by the Museum in conjunction
with the exhibition.
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SELECTED WRITINGS NOT RELATED TO THE MUSEUM OF MODERN ART PROGRAM

Forward to The New West, by Robert Adams. 1974 Colorado Associated
University Press.

Introduction to The Portfolios of Ansel Adams, NYSGS 1977.

"A Different Kind of Art," The New York Times Magazine.

Photography and the Mass Media' DotZero, Spring 1967
(Reprinted in Aperture, 13:3, 1967).
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John Szarkowski took his first photo-
graph with a Baby Brownie when he
was eight years old. Twenty-nine years
later, atage 37, the Wisconsin-born photog-
rapher succeeded 83-year-old Edward Stei-
chen as director of the Department of
Photography at the Museum of Modern Art.
Szarkowski's 17 years at MOMA have
been marked by more than 75 photography
exhibitions, including group surveys such
as “‘The Photographer and the American
Landscape,'” the recent **Mirrors and Win-
dows’' and “‘The Photographer's Eye,™
which Szarkowski regards as his depart-
ment’s landmark exhibition. **As far as [
know, that was the first exhibition that tried
to deal with the formal character of photo-
graphs, ' he says. Szarkowski’s interest in
one-man shows, stressing an individual's
ideas over a group’s philosophical or spiri-
tual principles, has produced exhibitions of
pictures by Dorothea Lange, Diane Arbus,
Walker Evans, Harry Callahan, Marie

Cosindas, Garry Winogrand and William

October 1979 f-f*‘?.lg
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take photography seriously in college.”
The museum, he adds, can take part of the
credit. **Back as early as the late "30s."" he
says, MOMA brought photography to a na-
tional audience with its circulating exhibi-
tions, **When | was o young photographer,
B0 percent of my serious library material
came from this museum,”” he adds, citing
monographs on Henri Cartier-Bresson, Ed-
wiird Weston and Walker Evans published
by MOMA

As for the future of the museum, Szar-
kowski believes MOMA could benefit from

word modern and broaden-
1 with modern
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rkowski is also acknowl-
hind the critical elevation
thetic and color pho-
lography

As department director, Szarkowski has
helped shape and oversee the museum’s
prodigious photography collection, which
includes more than 20,000 photographic
prints dating from around 1840 to the
present. He views the purchase in 1969 of
Berenice Abbott’s archive of negatives and
prints by Eugéne Atgel as perhaps his finest
moment at the museumn. *'It was a pretty
daring venture at the time,"" he says. *'It
wasn 't a gift. We bought it. " (The purchase
price was said to be $80,000.) The collec-
tion consists of 5,000-0dd pieces, *'some of
them excellent, others less memorable,* he
Says.

Szarkowski’s belief that ““the curator is
only a counter-puncher—he responds to
what artists do'* perhaps comes from his
own experience as a photographer. He
helped finance his education at the Univer-
sity of Wisconsin, where he majored in art
history, by working for 75 cents an hour as a
darkroom assistant. Following graduation
he taught photography at the Albright Art
School in Buffalo, New York, and at the
University of Minnesota and was the offi-
cial photographer for the Walker Art Cen-
ter, where he also served as associate editor
of the center’s Everyday Art Quarterly. In
1956, with the help of a Guggenheim fel-
lowship, Szarkowski published his first
book, The Idea of Louis Sullivan, which
brought him to the attention of Edward Stei-
chen at the Modemn. (Several of Szar-
kowski’s photographs dating from the
Steichen years are in MOMA''s permanent
collection. )

Szarkowski believes the current photog-
raphy explosion came about “‘less rapidly
than people think it has. The visible interest
is what accounts for the explosion,”” he
says. World War Il was followed by *'a
rapid increase in art education in general;
photography entered the curriculum in a
way that hadn 't existed befare. People who
are now approaching middle age learned to
take photography seriously in college.'
The museum, he adds, can take part of the
credit, **Back as early as the late '30s,"" he
says, MOMA brought photography to a na-
tional audience with its circulating exhibi-
tions. **When I was a young photographer,
80 percent of my serious library material
came from this museum, " he adds, citing
monographs on Henr Cartier-Bresson, Ed-
ward Weston and Walker Evans published
by MOMA.

As for the future of the museum, Szar-
kowski believes MOMA could benefit from
emphasizing the word modern and broaden-
ing its definition 10 “‘deal with modemn
ideas, regardless of when the works were
made. ' He cites the exhibition *Indian Arnt
of the United States, "' which was organized
4t MOMA by René d"Hammoncourt in 1941,
as 4 show that **didn 't deal with modern art
at all but with ideas and issues that were
specifically modem.”  —Terry Trucco

October 1979
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New York

March 1991

John Szarkowski, director of pho-
tography at the Museum of Modem
Art since 1962, has announced his
retirement, effective July 1. The exhi-
bition *“Lee Friedlander Nudes,”
opening July 25, will be his last.

TIMES

Awards

Robert Storr, curator of contempo-
rary art at the Museum of Modern
Art,_has received the 1990 curator's
grant from the Peter Norton Family
Foundation. The $50,000 award en-
ables curators to select works to be
purchased by the foundation for their
institutions.

Gainesville, GA
25 January 1991

Modern art curator
plans Brenau talk

Brehau CJollege's Lveeum
Series and Fine Arts Depart-
ment have scheduled an
evening lecture by Wendy We-
itman, assistant curator at the

York, for 7:30 p.m. Thursday in
Pearce Auditorium, The lecture

is presented as part of the
Jasper Johns exhibit, which
will run March 4 through April
14 at Brenau's new Visual Arts
Center. Admission is free and
the public is invited to attend. \

BROWN DAILY HERALD
Providence, RI
21 March 1991

*= “Breaking Up is Hard To Do: Eliza-
beth Murray and Painting Now” Robert
Storr, recently appointed curator of
painting and sculpture at the of
Modern Art in New York, will give a talk
on the paintings of Elizabeth Murray.
This is in conjunction with the exhibition
of Murray’s prints at the David Winton
Bell Gallery of the List Art Center. A
gallery tour will follow Storr’s talk.

By Linda Mahdesian

-
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Andy Grundberg

\‘

i _crentures.
‘interest of
of photographer as independent, long-
suffering -artist and entrepencur. Such
tribal tendencies account for the existence
of two organizations: the ASMP (Amer-
ican Society of Magazine Photograhers)
which is based in New York (and based on
commercialism), and the SPE (Society for
Photographic Education), which is at
home in the boondocks and the ivory
tower. -

The SPE was founded in 1962 by the
likes of Nathan Lyons, Henry Holmes
Smith and Jerry Liebling — photographic
educators all — for purposes that to this
day remain the organization’s chief lopic
of discussion. Two weeks ago, the SPE
held its annual convention — an upstart
version of the College Art Association’s or
Modern Language Association's yearly
gathering — at Stevensville Country Club
in the Catskills,

The conference, with some 700 persons
registered, including this writer, was like a
circus where three acts go on simul-
taneously. In the main ring was the pre-
sentation of papers, mostly scholarly,
bearing such titles as " Notes Toward an
Esthetic of Color Photography.” " Super-

hetics in Fine Art Photo-

" Theory and Prac-

ho Are You —

" and A Good Milk

‘ow I8 Not a Helicopter and That 1s a
Fact.”

OIf 1o the sides two dm of quieter
but equal import were played out. One
featured the intermal bickerng of the
SPE’'s board of directors, an epic
focused on such burning issu
the society's magazing should be
ing books by members of the societ
less than approving terms, And the third
nng — for many in attendance the main
event — leatured the showing of portfolios
and the hunting of jobs. Jobs, prefers
with 1" tenure track” attached,

-

This concentration on the secking of
teaching jobs, shows, grants and ““suc-
cess” as measured by the length of one's

in
servation — this despite the myth

Collection:

APF

arkowsk | ?akn

&51 Ued sz

THE GROOVES
OF ACADEME

resume — what 'would call the grooves ol
academe — is whad!:he SPE seems

fighting more suitable to lirge corpora-

tions.

The problem that arises, as critic A
Coleman has pointed out, is that this trend
toward resume building is part of a self-
perpetuating spiral, in which studenis
become teachers who teach students to
become teachers, OF course, if and when
;hii'.;bubble bursts, it likely will drown the

Meantime, what prospects does today’s
photography-major,  college  graduate
face? Well, he or she can go commercial
and enter the ASMP’s world of corrupt re-
alism, Or he or she can get on the groove
of teaching gigs. grant applications and
one-person shows, Or he or she can enjoy
a marginal existence in the real world, ek-
ing out & living the way painters do while
forsaking the kind of organized safety that
the SPE offers. Not surprisingly. this last
course seems most noble to those who are
notL pursaing it.

°

The two main speakers and honored
guests at the SPE convention, MOMA
curator  John owski and  photo-
grapher Helen Levill, don’t quite fit these
molds.  Szarkowski s phm»m}vhr
turmed curator, 4 eritic and defender of the
fuith, To hear him memorinlize Atget in
rolling tones and swollen adjectives was o
be swept away on the enthusiasms of a
zealot. zarkowski is a literate, in-
tellectunl animal whao follows a photo-
gruph with his mind, Levitt, by contrast, is
an instinctual animal. | doubt that she
could fully articulate the meaning ol the
gnarled  human  gestures  that  recur
throughout  her work, from  the early

| black-and-whites of the “40s 1o the recent

color slides.

The two are different in yet another
way: Szarkowski has always been the
golden boy cgged on by the world's ap:
proval, while Levit has suffered in re-
lative poverty and u(l_:acuﬁ 4
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Continued from previous page

says something that Szarkowski is about to begin a yul"s

sabbatical from the Museum of Modemn Art to

lubattm{and.presumbly.mwmmé_ Sout

fear.
Theﬂnalspeakeronthemcsmd
spoke of judging photographs by his **

one in the audience expressed any di re
bizarre, anticritical notion. ﬂwemctwqmt s

The SPE is not yet at this extreme, thank good
does ttoo little to promote the ideological oppos
at least is a mission for the. ommnm
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_J_Szarﬁ(owski
Of Modern
Museum

uaﬂfo Rﬁtlre

Hl.;g
PAMPHTET—
Hl_ft,

the large-scale art p
Ehyumwlﬁﬂﬁ‘s,hisldeasomumew-
ave a broad influence on the medi-
l'"TI' mr.elwpg anel: yesterd:

n a telephone interview ay,
Mr. Szarkowski sald he planned to
return to the camera the dark-
room after his retirement, resuming
a career as a photographer that he
abandoned when he assumed his mu-
seum post. He said he also planned to
continue teachgldg and writing. “1 feel
quite invigorated,” he saxd. “a bit like
getting out of school in the spring."

Of his years al the museum, he
said: "“I've enjoyed, if not every sin-
e day, then every single year. It has
geenn’an adventure for me." }'“he i
exhibition conceived during his ten-
ure will be a show of Lee Fried-
\leer's nudes, opening in July,
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Fifty-Seven Varieties

Fifty-seven photographers, who have
little in common except that they all hail
from Wi in, are hibiti their
works on the University of Oregon cam-
pus. The exhibit contains 85 photographs
selected from 635 entries by Wisconsin
photographers. It will hang through Fri-
day at the Erb Memorial Union Art
Gallery. Shown here are “Mitchell
Field” (above) by Thomas Ferderbar of
Milwaukee; an untitled work (left) by
Philip Mough of Mil k “Flute
Player” (below left) by Arthur Oliman of
Madison, and “Pine Country” (below
right) by Sheri Stern of Milwaukee. The

Series.Folder:
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show was juried by Aaron Siskind, u‘\
Chicago, 1L, photographer and teacher, =
and by John Szarkowski, director of the . |/
department of photography, , of . -
Ml_zgem a:l, N?.w York City. The
said ereative photographers today seem
to be “‘exploring ctlﬁe p!:nuers of their
medium in two opposite directions: some
are trying to make their pictures more
satisfactory as primary physical experi-
ences . . . others are trying to document
with fresh sensibility and heightened
acuity what seem the most su, ve
pects of contemp v life.”* The show
contains examples of both approaches.
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NEW. YORK TIMES, FRIDAY, SEPTEMBER 30, 1994, p- €3k~ -
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Artin Review
m Family ph&toﬁ_vigi_ﬂ_‘r a difference m Photocopies '
with paintm A curator back behind the lens
m The discreet charm of ingenuousness.

~ | Before he became head of the pho-
.| tography department at the Mu-
seum of Modern Art in 1962, John
Szarkowski was himself a photogra- _ HIBRaRY
- | pher; -hamong qﬂgzr aﬁli'npll:;s];-' . : - ARCHIVES
ments, he won two Guggenheim Fel- )
lowships for his work. Mr. Szar- mpm.'n
kowski retired from the Modern . Rl s S HILED:
three years ago, having helped shape 3 ;
contemporary photography through -
his books and exhibitions. This in- !
triguing show offers a selection of -
his work before he became, as a .
photo magazine once described him, '
“the pope of photography.”
Included are pictures from two
f books of Mr. Szarkowski’s photo-
| graphs, “The Face of Minnesota'"
| (1958) and ““The Idea of Louis Sulli-
van" (1956), as well as images from
other projects. All aré classically
composed - black-and-white images
. that display a strong command of
photographic craft:
Landscapes. and architectural
. views predominate. In a 1961 view, a
sun-dappled lake is topped by a sil-
very roll of clouds; in a 1955 shot, the
“dark formf! of a pine tree can be seen
| through a screen - of leafless
| branches.
A few images suggest the kinds of
; work that Mr. Szarkowski champi-
oned at the Modern: several of his
' photographs of Sullivan’s buildings,
in particular, have the timeless air
| of Eugéne Atget's images. None of
| these pictures suggest that Mr. Szar-
kowski would have become a great
photographer had he continued on
his early path; what comes through
strongly, though, is his respect for
the ability of photography, when
used with care and allention, to
record the world in compelling de-
tail. CHARLES HAGEN
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]nlm Szarkowskr, Mawwry Desal
cape Awditerimm, black and white
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Judly Dascr, Nugprial, 1992 black and white photogragh, 1992
JOHN REUTER Extending the Image:
Tableaux and Portraiture
Transformations and Beyond
June 26-30 July 3-7
" Much like a painter who creares Consider the porteait: “IF a single
an image on a blank canvas, the picture is worth a thousand
phmosﬁphﬂ whio works wich a words. imagine the possibilities of
tableaux has complere control of two, thiree, or more photographs
and responsibilicy for the image. working “'!‘-“l’”_"‘ e s
This [Ni)\’idtt 3 teemendous complex layers of meaning,
challenge and opponunity for the proposes Dater. This workshop
will explore the psychological,
photographes, says Levinthal, f &
This workshop will i luce the \, asseciative, and
creative P‘“l;' jes of fabricited narrative potential of the portrair,
and vanstormed | . anwell as, %MJ%L ’
Work will originate in the Images o produce extel
studio, where participants will RIRIE. :
pursue individual projects guided The emphasis will be on
anaan-ate by Levinthal and working in black & whire with
RaRer Pak naracanans will be natural lighting. You'll learn
cnm:m mp:lo:h?::nn: il about scale; content. sequencing,
unique wark for his or her and presentation, Participants
: ; ill use rhemselves, cach other,
portfolio. The group will look at e ) » g
slides, participate in swdio and and individuals from the
tectitilcal tlemonstrationt. and community as models. There will
work in the studio and inl the be assignments, critiques, illus-
Rl Thit is 2 clase For experi- wrated lectures, and discussions.,
enced photographers Imki'u:g for Participants must know their
an opportunity to advance their camera equipment, have experi-
SCOREAE Eiea e A hlliEes ence in black & white developing
Dlzﬂ ‘L.mp;: ST RNC and printing, and bring examples
onally known photographer of their work. . :
B Wtk 1 i tajor collec- Judy Dater is onc of today’s
. leading, and most intensely
i A New E )
;‘::::‘:3::: [I;; :::!r.in.:wc.;:u personal, portrait photographers.
NEA Vil ;\nuls Fellowship Her recent work goes beyond the
dreiie suppott grants from the tradinonal definition of portrait
al’::.l.l:nr:d ({bfp}:)mi" photography, and includes the
: s at i more contemporary approaches
5 Jllmlz\"imﬂ::li,: e presented in this workshop, Shie is
-i:umltinual. e I"r the recipient of grants from the
Pharography in New Yotk NEA and the Guggenheim
He h.lf:huwr Stk anterma Foundation, and her work has
thonally since 1978 and now been exhibited internatonally for
dimcu‘rh: Polaroid 2024 25 years Hru newest book is Sy
Seudio in Mew le: & Diter: Cyeles. An insightful and
inspiring instructor, she has
Skill level: aught ar Anderson Ranch for
Intermediate to advanced more than a decade
Tultion: $478 Skill level:
Fgss npsia intermediate to advanced
et Rt t0 23 Tuition: $425
Fea: 525
Enroliment limited to 12
- Workshop #56

JAY
MAISEL

Color

July 3-14

Explote the clements of a
powerful color photograph—

calor, light, and gesture. An
active schedule of assignments
and reviews gives participants in
this wotkshop a stimulating owo-
week challenge. Maisel wall
illustrate seminar-style talks with:
slides of his work, and will
address both aesthetic and
husiness concerns

Questioning is enconraged;
no subject is taboo: Maisels
energy and knowledge of
commetcial phowgraphy, and his
appreciation of the range of
appmaches t the medium have
made this one of the Ranchy
mostd ding and {i

JOHN
SZARKOWSKI

“Craft and Content

July 10-14

In this workshop, Szarkowski
proposes that the form and the
meaning of a photograph are
interdependent, and chat images
come from a creative combina-
tion of these elements.

The group will grapple with
this key question through a week

RICHARD

The Photographic
Print
July 1416
Hiere is a weekend of lecrures,

discussions, and demonstrations
with Richard Benson, recognised
for his comprehensive knowledge
of the printing process.
Benson utilizes an array of prine
hnologies that he has uﬂnd.

of pracrical
based on daily ssignmenin You
will also study the work of
exemplary photographers of the
past: Eugene Atger. Edwand

Though this workshop is
designed for those working in
hia:k and white, if they wish,

workshops. £
The class begins with a critique
of each participant’s ten best
slides. This introduces the crux
of the workshop — ro make you
keenly aware of secing, and
specifically of sccing cxacily
what is in your own images.
Assignments will be given
and critiqued
Maisel has raughr ar Anderson
Ranch for several years, Two
weecks represents a majar invest-
ment for the working
professional, but past participants
found the experience extremely:
I go much deeper in
this than my usual one-week
“I not

valuable.
workshop,” says Maisel
anly work on photographic skills,
but on honing intuitive sclf-trust
and the ability to think in rerms
of more than just one image,”

Jay Maisel is one of the most
honored figures in commercial
photography. He began his career
in 1954 atter studying painting
with Josef Albers at Yale. He has
worked for major agencies and
corporations worldwide. Fis
resume includes a long lise of
exhibitions, awards, and
publications

Note: This course iv for advenced
Photogrip i prafesional,
You will be atked 1o fill ous a
questionaive that witl be reviewed

Jprivr i adsission,

Skill level: advanced

Tuitlon: 5850

Fee: none

Enroliment limited to 20

Workshop #56
workSHaPs , 1945

'(Anpexsoﬂ RANCH ARD CENTER)

may elect to work
with E-6 color shide film. There
are no format restrictions,

John Szarkowskl is one of
the most influential figures in the
histary of photography.
Beginning his career as 2 photog-
rapher, he received mwa
Guggenheim Fellowships (1956
and 1961). In 1962 Szarkowski
was invited 1o head the photog-
raphy department ar the Museum
of Modern Art in New York.
Uniil retiring from that pesition
in 1991, he curated numerous
landmark exhibitions and
authored their associared publica-
tions, including The
Photographers Eye, Looking at
Photographs, Mirrars and
Windown: Americin Photography
since 1960 and his most recent
book, Phevagrpfy Uil Now:
Currently he is curting an
exhibition for MOMA on Alfred
Steiglite and his work ar Lake
Gearge, Recently he has rewuened
to his work a5 a photographer
and 1o teaching. He is showing
work with Pace MacGill Gallery
in New York

Note: inciuaed is & joint senton
Friduy evening with Richard
Bensan workshop on the
Photographic print.

Skill level: advanced

Tuition: 5425

Foo: 525

Enrollment limited to 12
Workshop #57

modificd. or invented. o e

1 il i
will cover ink systems for
rendering the photograph (uch
as lithography, offser, gravare,
mezzotings, erc.) and describe
how they can produce superior
images to traditional darkroom
techniques. There will be plenty
oflm:mmn and a charice o ke

Richard Benson, ajunce
professar of photography at Yale,
has printed portfolios for Walker
Evans and Paul Serand, and for
the estates of Alfred and
Edwand Weston. At his aown
studio in Rhode Iudand, he has

o aof
for ﬂ’rmlfdwmhﬂli
ather photographic projects. He
was the first photographer o
receive a MacArthur Foundarion
ip.

Nese: This warkehap beging .
7 pom, Friday evening, fuly 14,
with a joint session with John
Szarkowskit workibap an Cnefe
and Content. frmurhﬁi;\.u.
Swnday, fuly 16

Skill level: open to all

Tultion: $215
Fee: nono

Enroliment limited to 15
Waorkshop #58 '
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will travel through the Mojave
Desert and undertake a horsepack
three-day hike 1o Havasu Falls
within the Grand Canyon of
northern Arizona. The workshop
will conclude near Las Vegas,
Nevada, While the group is
rraveling, photographic sessions
will be augmented by discussions
about participants’ experiences
and observations.

Note: Participass will hike
Sfews miles each diay. On the bike 1o
Havasu Fall, you will hike abous
10 miles carrying cumera gear, with
putck animalt carrying camping
gear. There will be abour 700 miles

Mark Klett is an influcntial

who has

territory
retraspective of his work in the
Southwest is published by the
University of New Mexico Press
in Revealing Territory. Many of
the photographs in this book
were produced during Anderson
Ranch workshaps, A new book

titled Desere Legends. Re-storying
the Sonoran Borderlundds includes
photographs by Klett and
writings by ethnobotanist Gary
Paul Nabhan (from Henry Hole
Company, December 1994).

Skill level:
Intermediate and advanced

Tuition: $575

- IIIMlJ ired by
Payment requl
August 20, 1995
Enroliment limited to 12
Workshop #97

For specific information afrout
schedules and services provided,
reguest the 1995-96

Field Expeditions Program.

i
‘ The Museum of Modern Art Archives, NY i' B

Mark Klenr
photograph, 1990
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Wirnnare grieves at funersl for fiemily member meusslered durimg
+. black and white photusgraph

GEOFF
WINNINGHAM

Introduction to Black
& White Photography
June 516

When you'te learning a foreign
language, the best way is to travel
and immerse yourself in it. And
the same goes for learning a new
skall like phmugmph,-. Hereisa
changce to concentrate on the
fundamentals of black & white
photography (camera work,
exposure theory, developing, and
printing) and an oppomunity to
learn to use your equipment.
You'll undertake 2 serics of assign-
mens designed to give 3 solid
grounding in the medium.

The two weeks are busy, with
field trips to photograph, slide
lectures, demonserations of lab
techniques, printing, and
mounting for a concluding
exhibition. You will begin to
develop your own sense of
COMPpOSItion or picrur: arganiza-
tion, and explore the traditions of
photograph — its history and its
masterworks. Criticue sessions, in
which students share work-in-
progress, will help you develop a
critical sense of the medium. No
previous knowledge of photog-
raphy is required.

Winningham says, "My greatest
pleasure in teaching is introduc-
tory photography. Hove w guide
students through the initial stages
of discavery,”

Geoff Winningham i
professor of art ar Rice University
in Houston, where he has
developed the introductory
photography curnculum over 25
years, He has worked s a
freclance photographer,
Filmmaker, and journalist, and
has published several books and
numerous photo cssays and
articles. His work can be found in
many major eollections around

the country.

Skill level: open to all

Tultion: 5495

Foe: $50

Enroliment limited to 15
Workshop #50

CHRIS
ENOS

Whats Next?
Intermediate Black &
White Photography
June 19-23

Maost of us photograph because it
miakes us feel good to be creative.
The subject may be beautiful or
ugly or somewhere in berween,
depending on how we feel and
what we're trying to communi-
cate in our images.,

But sometimes we get stuck
and need feedback and sugges-
tions on where 1o go next. This
workshop will ask a lot of
questions; Why phnlugraphr
How 1o best communicate whar
you want o say? Who is your
audience? How can you reach
them? Do you need to loosen up
1o create more freely? Or do you
need to work on technique?

Assignments, geared toward
streeching your creative potential,
will be based on each indiviclual's
needs. Participants should know
how to use a camera, run black &
white film, and print. You should
bring a partfolio of your work
and an open mind. “Plan o work
hard and haye fun,” Enos adds

Chris Enos, for the past 25
years, has been helping people
reach a decper understanding of
what they want fram the medium
of photography and from
themselves. Now reaching ar the
University of New Hampshire,
she has wide experience that
ranges from straight documentary
to phorojournalism o highly
manipulated work

Skill level: intermediate
Tuition: $395

Foe: §25
Enroliment imited to 12
Workshop #51

MAGGIE
STEBER

Documentary
Photography
June 19-23

“Phorography has become easy
and popular, and ir is the philo-
sophical and visual point of view
thar sets someone apart in their
style,” says Steber. This workshop
tackles questions such as how o
approach people as you work on a
documentary project, how o
prepare yourself for that
approach, what you should learm
or unlearn in various cultures,
and the role of the photographer.

There will aleo be s
tion, eolor, warking with edicors,
and business aspects of working
a3 a freelance photographer,

The workshop should be most
useful 1o people working on
longterm documentary projects.
Everyane will bring an idea 1o
work on for the week (or find one
here), “They must present the
idea to me as though they were
presenting it (o 4 magazing
editor,” Steber says, “that is,
present their points of view.”

Assignments will be carried out
in color slide film. Lectures and
critiques are pare of the daily
cluss, and the group will view
watk designed to show a wide
array of visual styles. Each
participant will spend a private
hour with Steber discussing
problems and plans
in photography.

Maggie Steber has worked o
a documentury photographes
since 1978, producing award-
winning work that explores
human dramas, She has produced
major photogriphic projects on
the war in Zimbabwe, Cuba and,
since 1986, Hain, In 1992,

Aperture published her Eancing
on Fire: Photographi from Haits.
T'he first woman picrure editor
hired by the Associated Press
(1973}, she Is 4 contrct photog-
rapher for Newaioeek: her work Iy
in many national magazine.

Skl lovel:
intermediate to advanced

Tuition: 3350

Feo! none

Enroliment limited to 13
Waorkshop #52

MERIDEL
RUBENSTEIN

Constructing Meaning
June 26-30

“I am interested in aming a
visual language that mirrars
human experience,”

Meridel Rubenstein, “le is me
that | can do this with a single
image; life has 100 many layers. |
like wark that asks difficule
questions. Also, | like to work
with people who are commirred
10 finding a subject that lbl.y cn

Participants will upmd the
content of their imagery with
non-traditional techniques:
extending imagery into
e o i
ions. You ©
conceprualize photographic
“works” made out of more than
one thought, marerial, or
dimension, Each participant will
then create a photographic
“piece” that extends a single
image or idea into multiple parts,
STFUCTMIE, SPace, oF time.

This workshop is for photogra-
phers who wish to epr:u new
dircctions. The emphasis will be
on black & white imagemaking,
though you may work with color
slide film if it is more appropriare
for your work’s direction.

Merldel Rubensteln is
known for het complex narrative
photoworks with stecl-framed
palladium prines. She has received
fellowships from the NEA, the
Guggenheim Foundation, and
numerous awards, She teaches ac
the Institure of American lndian
Arts in Santa Fe, and her work I
shown regularly in museums and
galleries around the woeld.

Shill level:
Intermediate to ndvanced
Tuition: $395

Feo: $35

Enrolimant limited to 12
Workshop #53
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Szarkowski

\Of Modern

Museum
To Retire

By ANDY GRUNDBERG

John Szarkowski, director of the
Museum of Modern Art's photogra-
phy department for 29 years, will
retire on July I.endinganmvlagm;. !
ing and occasionally controversial ca-
r?:; as one of the medium’s most
eloquent exponents.

A muswiau smﬁwnmn{hgea:‘m
Collins, said on sday t Mr.
Szarkowski would continue to serve
the museum as a consultant. A com-
mittee to appoint his successor has

tenure at the museum.ay
few remaining sta

with i“i
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SAVE THE DATE!
THE 19™ ANNUAL
CHECKERBOARD
SHORT FILM FESTIVAL

AND THE P
“JOH RKOW%
A LIFE IN P

WILL BE HELD ON

WEDNESDAY, MAY 27™
1998

Checkerboard Film Foundation
131 Varick Street, 907C
New York, NY 10013
tel (212) 627-5933
fax (212) 627-6045
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11 West 53rd Street
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CHECKERBOARD FILM FOUNDATION
T9TH ANNUAL SHORT FILM FESTIVAL

AND TRIBUTE TO JOHN SZARKOWSKI
"PHILOSOPHER OF PHOTOGRAPHY"
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“hard and Ronay Menschel
ichard Oldenberg

COMMITTEE
Tina Barney = \ « Harry Callahan = Eileen Hale Winogrand
Lee F..c-:dluljueu = J:J.. Groover = Thomas Roma = Amy Arbus
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Picture of a fine curator

John Szarkowski’s
distinct personality and
commitment to
photography leave a
lasting impression.

By WEsTON NAEF
Spucial to The Times

When the news of John Szar-
kowski's death at 81 reached me
on Sunday, my mind turned im-
mediately to the first time we sat
down together for a serious con-
versation, almost 40 years ago,
and how his style of thinking and
personal conduet still affect me

Iwas in my 20s, still in diapers
as a museum curator. Szarkow-
ski had invited me for lunch at
the Century Club of New York, a
venerable private social estab-
lishment on Fifth Avenue within
walking distance of his office at
the Museum of Modern Art and
a 15-minute bus ride from my
desk at the Metropolitan Mu-
seum of Art. I bad lived in New
York for only two or three years
and was in awe that a private so-
cial club could hold on its walls
paintings by some of the same
artists on the walls of the Metro-
politan Museum. 1 was nervous
about what I would say to my leg-
endary senior.

1 found my way up the pan-
eled stair to the Century Club
dining room, where Szarkowski
was seated with one of the fa-
mous Century gin martinls on
the small round table. He wel-
comed me and invited me to Join
him in the same {a habit I regret-
tably picked up). He was wearing
a uniform I saw him in many
times — & navy blue blazer, pais-
ley medium-width tie and gray
trousers, and he was smoking a

(€ Copyright 7907 This Los Angaies Tanes
A Mugtits Plesersed

pipe. Seated around us were lu-
minaries from the fields of pub-
lishing and advertising, I was im-
pressed by Szarkowski's skill at
telling a story peppered with
Juley anecdotes, and how he
could manage to achieve diplo-
macy and candor in the same
breath.

At the time of our meeting the
Diane Arbus exhibition was at
MoMaA, but not having anything
original to say about Arbus, I
told the story of the slender
thread that had led me to Szar-
kowski, which also touched on
how I had been bewitched by the
art of photography as a doctoral
student in the history of art at
Brown University. I related how 1
was assigned to assist professor
William Jordy in teaching his
popular undergraduate course
on the history of American archi-
tecture, One of my jobs was to
prepare informal exhibitions
drawn from the art department
collection of photographs of
works of architecture and secure
relevant books from the library.

When it came time to prepare
materials about the bulldings
designed by the Chicago archi-
tect Louls Sullivan, whose work T
admired greatly, it turned out
the strongest images of Sulll-
van's architecture had the name
“John Szarkowski" attached to

them. In 1966 his name meant
nothing to me, but by 1971 I had
matched Sullivan's photogra-
pher with the man at MoMA. Sit-
ting in the Century Club. I di-
rected the conversation to the
subject of how a curator learmns
the skills required to do our job.
His advice: “look, look, look and
don't stop looking.”

We communicated regularly
over the decades, and Szarkow-
ski's compelling genius forced
me to putl up with his often can-

tankerous attitude, There was
much to admire, envy and regret,
He could be courtly and gener-
ous one minute and the next be
brutally opinfonated about a
trivial matter.

I respected the methods he
used to teach a whole generation
of people how to look at photo-
graphs and to comprehend their
cultural, historical and artistic
importance. I respected how he
followed in the well-established
tradition of the artist-savant/
connoisseur, whose understand-
Ing of quality and importance in
his subject stemmed from years
of practicing it. 1 admired his
commitment to mentoring new-
comers about the art of photog-
raphy. I admired the way he com-
municated personally with
photographers, what he said to
them about their work and how
he took their advice about what
was worth looking at. I will miss
the chance to match with him on
a point of disagreement and will
especially miss his extraordinary
sense of humor that inevitably
brought a laugh at the most un-
expected point in a story.

Weston Naef {s curator of
photographs al the J. Paul Getty
Museum in Los Angeles,

MATT BLACK For Tie Tiwics
CANDID: Szarkowski in San
Franelsco tn July 2001
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JOHN SZARKOWSKI, 81

Photographer's photographer
established medium as an art form

Schole}r and writer who transformed how the art form is understood also discovered Diane Arbus,
Lee Friedlander and Garry Winogrand. His own photos revealed a purity that bordered on the poetic

BY PHILIP GEFTER NEW YORK

J ohn Szarkowski almost

single-handedly elevated

photography's status in the
past half-century to that of a
fine art, making his case in
seminal writings and land-
mark exhibitions at the Muse-
um of Modern Art in New
York.

In the early 19605, when Mr.
Szarkowski began his curato-
rial career, photography was
commonly perceived as a utili-
tarian medium, a means to
document the world. More
than anyone, perhaps, it was
Mr. Szarkowski who changed
that perception. For him, the
photograph was a form of ex-
pression as potent and mean-
ingful as any work of art, and
as director of photography at
the museum for almost three
decades, beginning in 1962, he
was perhaps its most impas-
sioned advocate. Two of his
books, The Photographer’s Eye
(1964) and Looking at Photo-
graphs: 100 Pictures From the
Collection of the Museum of
Modern Art (1973), remain syl-
labus staples in art-history
programs,

Mr. Szarkowski was first to
confer importance on the
work of Diane Arbus, Lee Frie-
dlander and Garry Winogrand
in his influential exhibition
“New Documents” at the Mu-
seum of Modern Art in 1967.
That show, considered radical
at the time, identified a new
direction in photography: pic-
tures that seemed to have a ca-
sual, snapshot-like look and
subject matter so apparently
ordinary that it was hard to
categorize.

In the wall text for the show,
Mr. Szarkowski suggested that
until then, the aim of docu-

O Copyrght 7007

mentary photography had
been to show what was wrong
with the world, as a way to
generate interest in rectifying
it. But this show signalled a
change,

“In the past decade, a new
generation of photographers
has directed the documentary
approach toward more person-
al ends,” he wrote. “Their aim
has been not to reform life, but
to know it"

Critics were skeptical. “The
observations of the photogra-
phers are noted as oddities in
personality, situation, incident,
movement, and the vagaries of
chance,” Jacob Deschin wrote
in a New York Times review.
Today, the work of Ms. Arbus,
Mr. Friedlander and Mr. Wino-
grand is considered among the
maost decisive for the genera-
tions of photographers that
followed them,

As a curator, Mr. Szarkowski
loomed large, with a stentor-
ian voice and a raconteurial
style. But he was self-effacing
about his role in mounting
“New Documents.”

“I think anybody who had
been moderately competent,
reasonably alert to the vitality
of what was actually going on
in the medium, would have

One might compare the
art of photography to the
act of pointing ... It must
be true that some of us
point to more interesting
facts, events,
circumstances, and
configurations than others.
John Szarkowski

done the same thing 1 did,” he
said several years ago. 1 mean,

the idea that Winogrand or
Friedlander or Diane were
somehow Inventions of mine, |
would regard, you know, as
denigrating to them."

Another exhibition Mr, Szar-
kowski organized at MoMA, in
1976, introduced the work of
William Eggleston, whose satu-
rated colour photographs of
cars, signs and individuals ran
counter to the black-and-white
orthodoxy of fine-art photo-
graphy at the time. The show,
“William Eggleston’s Guide,”
was widely considered the
worst of the year in photo-
graphy.

“Mr. Szarkowski throws all
caution to the winds and
speaks of Mr. Eggleston’s pic-
tures as ‘perfect,’ ™ Hilton
Kramer wrote in The Times.
“perfect? Perfectly banal, per-
haps. Perfectly boring, certain-

Mr. Eggleston eventually
came to be considered a pio-
neer of colour photography.

By championing the work of
such artists early on, Mr. Szar-
kowski was helping to change
the course of photography.
Perhaps his most eloquent ex-
planation of what photogra-
phers do appears in his
introduction to the four-vol-
ume set The Work of Atget,
published in conjunction with
a series of exhibitions at Mo-
MA from 1981 to 108s.

“One might compare the art
of photography to the act of
pointing,” Mr. Szarkowski
wrote. “It must be true that
some of us point to more in-
teresting facts, events, circum-
stances, and configurations
than others.”

A child of the Great Lakes,
he grew up in a small-town
Wisconsin, not far from Du-
luth, Minn., where his father
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was an assistant postmaster,
Picking up a camera at 11, he
made photography one of his
principal pursuits throughout
high school, along with trout
fishing and the clarinet. He
grew up to be a tall, good-look-
ing, wirily built and naturally
humorous man. He always re-
tained his lilting Wisconsin ac-
cent and love of the land.

He attended the University
of Wisconsin but interrupted
his studies to serve in the U.5.
Army during the Second World
War. In 1947, he returned to
earn a bachelor’s degree with a
major in art history. In college,
he played second-chair clari-
net for the Madison Symphany
Orchestra, but maintained that
he held the post only because
of the wartime absence of bet-
ter musicians.

From 1048 to 1051, he worked
as a staff photographer at the
Walker Art Center in Minneap-
olis, and then took up a posi-
tion as instructor in
photography, history of art and
design at the Albright Art
School in Buffalo. Along the
way, he took an interest in ar-
chitecture and set about pho-
tographing Louis Sullivan's
Guaranty Building (construct-
ed 1894-05), which he de-
scribed as “old and dirty and
largely lost among its newer,
larger neighbours, Like a dia-
mond in a pile of broken glass,
it stopped few passers-by.

In a 2005 interview with the
Times, he said that when he
was starting out, “*most young
artists — most photographers
surely — if they were serious,
still believed it was better to
work in the context of some
kind of potentially social
good.”

The consequence of this be-
lief is evident in the earnest-
ness of his early pictures,
which come out of an Ameri-
can classical tradition. His ear-
ly influences were Walker
Evans and Edward Weston.
“Walker for the intelligence
and Weston for the pleasure,”

© Copyrni 2007

he said. In 1948, Evans and
Weston were not yet as widely
known as Mr. Szarkowski
would eventually make them,
through exhibitions at MoMA,

By the time Mr. Szarkowski
arrived at the museum from
Wisconsin in 1962, he was al-
ready an accomplished pho-
tographer. At 37, he had
published two books of his
own photographs, The Idea of
Louis Sullivan (1956) and The
Face of Minnesota (1958). Re-
markably for a volume of pho-
tography, the Minnesota book
landed on The New York
Times bestseller list for several
weeks.

When Mr, Szarkowski was of-
fered the position of director
of MoMA's photography de-
partment, he had just received
a Guggenheim Fellowship to
work on a new project. Ina
letter to Edward Steichen, cu-
rator of the department, he ac-
cepted the job, registering with
his signature dry wit a reluc-
tance to leave his lakeside
home in Wisconsin: “Last
week, I finally got back home
for a few days, where I could
think about the future and
look at Lake Superior at the
same time, No matter how
hard I looked, the lake gave no
indication of concern at the
possibility of my departing
from its shores, and I finally
decided that if it can get along
without me, I can get along
without it.”

A year after arriving in New
York, he married Jill Anson, an
architect who later became an
early architectural-preserva-
tionist. Together, they had
three children.

Among the many other exhi-
bitions he organized as curator
was "Mirrors and Windows,”
in 1978, in which he broke
down photographic practice
into two categories: documen-
tary images and those that re-
flect a more interpretive
experience of the world. And,
in 1990, his final exhibition
was an idiosyncratic overview

called “Photography Until
Now,” in which he traced the
technological evolution of the
medium and its impact on the
look of photographs,

In 2005, Mr. Szarkowski was
given a retrospective exhibi-
tion of his own photographs,
which opened at the San Fran-
cisco Museumn of Modern Art,
touring museums around the
country and ending at MoMA
in 2006.

His photographs of build-
ings, street scenes, backyards
and nature possess the
straightforward descriptive
clarity he so often championed
in the work of others, and, in
their simplicity, a purity that
borders on the poetic,

From his own early photo-
graphs, which might serve as a
template for his later curatorial
choices, it is easy to see why
Mr. Szarkowski had such visu-
al affinity for the work of Frie-
dlander and Winogrand.

When asked how it felt to fi-
nally exhibit his own photo-
graphs, knowing they would
be measured against his cura-
torial legacy, he became cir-
cumspect, As an artist, “you
look at other people’s work
and figure out how it can be
useful to you,” he said.

“I'm content that a lot of
these pictures are going to be
interesting for other photogra-
phers of talent and ambition
... And that’s all you want."

JOHN SZARKOWSKI

Thaddeus John Szarkowski was
born in Ashland, Wis., on Dec. 18,
1925. He died in Pittsfield, Mass.,
on July 7, 2007. He was 81, and
had recently suffered a stroke. He
is survived by two daughters,
Natasha Szarkowski Brown and
Nina Anson Szarkowski Jones. He
was predeceased by his wife Jill,
who died Dec. 3, 2006, and by a
son who died in 1972 at 2,

W New York Times News Service;
Guardian News Service
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John Szarkowski
Influential photography museum curator who taught Americans to take a wider view of art

It was said of John Szarkowski that it was he who taught America to look at photographs. As director of
photography at the Museum of Modern Art in New York from 1962 to 1991, he initiated and presided over a
sea change in the public’s appreciation of the medium. His support was also vital to establishing the
reputations of photographers who have since exerted great influence over the discipline, including Diane
Arbus and Jacques-Henri Lartigue.

Though commonly repeated, it would be an exaggeration to claim that by the start of the 1960s
photography was still not regarded as an art. Szarkowski's two predecessors at Moma, Beaumont Newhall
and Edward Steichen, had established its standing with pioneering and popular exhibitions such as The

Family of Man (1955).

While there were those, such as Picasso, who clung to the belief that because anyone could take a picture
none of the results could be art and thus worthy of regard, it would be truer to say that what continued to
hinder photography's status was its lack of history, and so its absence from the prime engine of the art

world, the market.

The first gallery in New York to spe-cialise in photographs, Lee Witkin, did not open until 1969, and photo-
journalism rather than art was the only viable career for photographers. Critical writing about the subject
was also rare. All this Szarkowski helped to change, largely on his own.

He was certainly fortunate that his tenure at Moma coincided with a democratisation of taste in art, not
merely because this played to photography's strength, but also because it matched his own convictions. For
Szarkowski, art did not have to be presented in a consciously artistic way (for instance in black and white),
nor need it have a serious subject or high-minded purpose. The commonplace was just as valid.

For him, vernacular subjects were an American tradition, traceable at least as far back as Walker Evans's
pictures of shopfronts in the 1930s, or even to the images of the Civil War photographer Matthew Brady
(after whom he called his dog) Szarkowski's revolution, however, was to place docu-mentation at the
forefront of photography by championing such contemporary practitioners of it as Arbus, Lee Friedlander
and Garry Winogrand.

In New Documents, the show he mounted in 1967 that made the trio's names, Szarkowski wrote that their
aim was not so much to reform the world as merely to know it. “They like the real world, in spite of its

http://www.timesonline.co.uk/tol/comment/obituaries/article2087074.ece?print=yes 7/19/2007
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terrors, as a source of all wonder and fascination and value "

If all manner of subjects could qualify as art then, held Szarkowski, so could all manner of photographs: the
casual snapshot could be just as interesting as the work of the professional. What was important was not
how or by whom it was made, but what had been selected for recording. The only universal need be that
the picture Wwas good, and in the book for the exhibition The Photographer's Eye (1964), which showed
snaps alongside work by well-known names, Szarkowski set out categories by which photographs could be
compared and their merits tested.

N_o_t everyone agreed with his theories, confidently stated though they were. For example, in 1978 he
divided pictures into mirrors, which reflected the photographer's standpoint, and windows, which explored
the world. Some, however, felt that many photographs could do both. Nonetheless, the stimulation of such
debate, and the creation of a language in which to have it, was novel, and crucial to photography's
elevation to the standing it has in the art world today.

Thaddeus John Szarkowski was born in 1925 at Ashland, on the shores of Lake Superior, Wisconsin,
where his father was the assistant postmaster. All his life he retained the wry humour and folksy
straightforward-ness of his small-town upbringing.

He began photographing as a boy. After wartime service in the Army, and studying art history at the
University of Wisconsin, he decided to opt for a career as a photographer, although he was also an
orchestra-standard clarinettist. He took a post as an instructor at the Walker Art School, Minneapo-lis, and
in 1950 moved to Albright Art School, Buffalo. There he was influenced by the buildings of the architect
Louis Sullivan, once grand statements but now neglected, and they formed the subject of his first book.

He followed it with a surprise best-seller, The Face of Minnesota (1958), the success of which brought him
a second Guggenheim Fellowship and funding to photograph the wilderness on the Canadian border. In
1962, however, he was astonished to be approached by Steichen, himself a photographer of note, and
asked to succeed him as curator at Moma.

Szarkowski showed early that he meant to make his mark. The third show that he presented was that of
photographs by the then almost unknown Lartigue, consisting largely of images taken in France at the turn
of the century. They are humorous and refreshingly naive, but what appalled the critics is that most were
taken by him when he was a child. The spontaneity of Lartigue's vision has since become a benchmark for
all photographers.

Later exhibitions included those of Dorothea Lange in 1966, and Brassai and Cartier-Bresson in 1968. It
was not so much that these were unknown artists, as that the passing of time now allowed them to be
better set in context, and more fully appreciated. Szarkowski was creating a canon. In 1969 he bought for
Moma much of the archive of the early French photographer Eugéne Atget, creator of images that appear
to show often little more than an empty park or street and are thus full of suggestive possibilities.

In 1976 Szarkowski again drew criticism by giving an exhibition to the unheralded William Eggleston. The
critics jibbed at his images of the South, both because they were of banal subjects and because they were
taken in colour; the show was the first at Moma not to be in black and white. Again, Szarkowski proved
ahead of them in his judgment, and the exhibition of such “real life" pictures was one of the decisive turning
points in the history of the medium.

In general, Szarkowski had little time for art journalists, wondering — not without reason — why many of them

felt the need to pretend to know everything about everything, whatever the show. Others thought he had
little sympathy for the more transgressive and experimental photographic artists, such as Cindy Sherman

and Robert Mapplethorpe.

Szarkowski's riposte to this was to tell the story of Mallarm % when a fellow poet complained that he had
plenty of good ideas but never seemed to write the verses to match them: “Poems aren't made from ideas:
they are made from words."

On retiring from Moma, after 160 exhibitions, in 1991, Szarkowski took up photography again, _and a
retrospective of his own rather gentle images was shown in San Francisco in 2005 before touring widely.

http://www timesonline.co.uk/tol/comment/obituaries/article208 7074 .ece?print=yes 7/19/2007
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terrors, as a source of all wonder and fascination and value."

If all manner of subjects could qualify as art then, held Szarkowski, so could all manner of photographs: the
casual snapshot could be just as interesting as the work of the professional. What was important was not
how or by whom it was made, but what had been selected for recording. The only universal need be that
the picture was good, and in the book for the exhibition The Photographer’s Eye (1964), which showed

Snaps alongside work by well-known names, Szarkowski set out categories by which photographs could be
compared and their merits tested.

N_o! everyone agreed with his theories, confidently stated though they were. For example, in 1978 he
divided pictures into mirrors, which reflected the photographer's standpoint, and windows, which explored
the world. Some, however, felt that many photographs could do both. Nonetheless, the stimulation of such
debate, and the creation of a language in which to have it, was novel, and crucial to photography's
elevation to the standing it has in the art world today.

Thaddeus John Szarkowski was born in 1925 at Ashland, on the shores of Lake Superior, Wisconsin,
where his father was the assistant postmaster. All his life he retained the wry humour and folksy
straightforward-ness of his small-town upbringing.

He began photographing as a boy. After wartime service in the Army, and studying art history at the
University of Wisconsin, he decided to opt for a career as a photographer, although he was also an
orchestra-standard clarinettist. He took a post as an instructor at the Walker Art School, Minneapo-lis, and
in 1950 moved to Albright Art School, Buffalo. There he was influenced by the buildings of the architect
Louis Sullivan, once grand statements but now neglected, and they formed the subject of his first book.

He followed it with a surprise best-seller, The Face of Minnesota (1968), the success of which brought him
a second Guggenheim Fellowship and funding to photograph the wilderness on the Canadian border. In
1962, however, he was astonished to be approached by Steichen, himself a photographer of note, and
asked to succeed him as curator at Moma.

Szarkowski showed early that he meant to make his mark. The third show that he presented was that of
photographs by the then aimost unknown Lartigue, consisting largely of images taken in France at the turn
of the century. They are humorous and refreshingly naive, but what appalled the critics is that most were
taken by him when he was a child. The spontaneity of Lartigue's vision has since become a benchmark for
all photographers.

Later exhibitions included those of Dorothea Lange in 1966, and Brassai and Cartier-Bresson in 1968. It
was not so much that these were unknown artists, as that the passing of time now allowed them to be
better set in context, and more fully appreciated. Szarkowski was creating a canon. In 1969 he bought for
Moma much of the archive of the early French photographer Eugene Atget, creator of images that appear
to show often little more than an empty park or street and are thus full of suggestive possibilities.

In 1976 Szarkowski again drew criticism by giving an exhibition to the unheralded William Eggleston. The
critics jibbed at his images of the South, both because they were of banal subjects and because they were
taken in colour; the show was the first at Moma not to be in black and white. Again, Szarkowski proved
ahead of them in his judgment, and the exhibition of such “real life" pictures was one of the decisive turning

points in the history of the medium.
In general, Szarkowski had little time for art journalists, wondering — not without reason — why many of them

felt the need to pretend to know everything about everything, whatever the show. Others thought he had
little sympathy for the more transgressive and experimental photographic artists, such as Cindy Sherman

and Robert Mapplethorpe.

Szarkowski's riposte to this was to tell the story of Mallarm & when a fellow poet complained that he had
plenty of good ideas but never seemed to write the verses to match them: "Poems aren't made from ideas:
they are made from words."

On retiring from Moma, after 160 exhibitions, in 1991, Szarkowski took up photography again, gnd a
retrospective of his own rather gentle images was shown in San Francisco in 2005 before touring widely.
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He also curated shows, including Ansel Adams at 100 (2001) which, like his important exhibition in 1970 of

Bill Brandt's work, was shown in Britain at the Hayward Gallery, London. His books included Looking at
Photography (1 973) and Photography until Now (1990).

Szarkowski was fond of London, h
he had been unconscious since s
by their two daughters.

aving married his wife Jill Anson there in 1963. She died last year, aqd
uffering a stroke in February. Their son died in infancy, and he is survived

John Szarkowski, museum curator,

art historian and photographer, was born on December 18, 1925.
He died on July 7, 2007, aged 81
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Papageorge interview

I interviewed Tod Papageorge on July 11, 2007

Alec Soth: The day after [ started writing about your work online, we all learned of the death of John
Szarkowski. At first I felt awkward about continuing to dig into your work and life. But in a way
Szarkowski’s death makes it all the more meaningful. Your generation is so closely identified with
Szarkowski. Can you talk about how he shaped you specifically?

Tod Papageorge: It’s difficult to untangle the past, of course. The easiest thing would be to suggest that
John showed me, and other photographers, a kind of way to go, but, in fact, we were already going
there, pushing and jamming each other, riding out, most immediately, the possibilities that Robert
Frank’s great book had pointed to. What John really did was give the greatest imaginable sanction to all
of this by throwing the weight of the most powerful art institution in the world—and his inimitable
eloquence—behind us, and then expanding our sense of the possible through the remarkable shows that
he put together.

Individually, his gift was to understand at some incalculable level what each of us was trying to do: just
imagine, for example, this guy from the Minnesota woods tracking into Manhattan and being faced with
the work, and person, of Garry Winogrand. And then through some emotional/intellectual
identification—how? with what magic?—recognizing the radical brilliance and promise of Winogrand’s
pictures. It’s still astonishing to me—and the list grows from there. In my particular case, the fact that he
could look at a portfolio of my photographs and unfailingly pick out what I thought was, or might be,
the most interesting or challenging, etc. of the group, thus allowing me to gather my underdeveloped
.thoughts to a greater focus, was a tremendous help, but this is what he did for everyone I knew who was

bringing work into MoMA.

The fact, too, that he invited me to curate an exhibition, complete with catalog and essay, at MoMA was
a tremendous affirmation for me. And I don’t doubt that that essay was instrumental in establishing me

at Yale.

I think that slightly younger photographers such as Stephen Shore or (who I imagine was your teacher)
Joel Sternfeld, would have a different take regarding the arc of John's influence, in that they were just
that much more distant from Frank, and therefore that much more open to the possibilities of the view
camera, and then color, that John began to explore more regularly in his exhibitions of the early 70s,

AS: Recently Szarkowski began receiving attention for his photography. What is your opinion of this
work?

TP: “The Idea of Louis Sullivan” is, I think, a great book, wielding text and pictures extraordinary well.
Because it has cities, and shadows, all through it, it also strikes an entirely different set of chords than,
say “The Face of Minnesota,” or John’s landscape work in general, does. In any case, because ['m
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blackhearted to some degree, I respond to that darkness more than I do the beauty of John’s landscapes,
as gorgeous and full-hearted as they are.

AS: One of the things | recently learned about Szarkowski was his fascination with apples. Somehow

thi; g‘_urtger enlarged my picture of the man. It sounds corny, but I'm wondering if you have any
obbies?

TP: Reading and listening to music: Mozart is my god, Haydn his tribune, Bach the god THEY worship,
and Beethoven their sullen charge.

AS: Do you still read and write poetry?

TP: I'll occasionally look at poets | already know, and try to read “The Oddessy” every year. But I don’t
write any kind of poetry now.

AS: You've said that you see photography as ‘at least as close to writing as the other visual arts.” Are
you talking about a specific kind of writing (poetry, journalism, fiction)?

TP: Poetry, because it and photography can both be similarly condensed.

AS: Photography that aspires toward a literary experience seems to benefit from been seen in a literary
context - namely, the book. I often say that there are “wall photographers’ and *book photographers.’
I’ve only seen one of your photographs in the flesh. It was lovely, but I'm still certain that you are a
book photographer. Would you agree?

TP: Yes, I love the book—but you should have seen my recent exhibition in NY while you were there:
the prints glowed (not through MY efforts, of course, but those of my printer, Sergio Purtell). After all,
why bother to use a 6 x 9 cm. camera if you're not going to make beautiful prints w/it?

AS: Which photographic books stand out for you as an example of literary photography?

TP: There are only a few, but, of course, they are also the usual suspects: “American Photographs,”
“The Americans,” and, combining pictures and text, John’s “Idea of Louis Sullivan and Strand’s “Time
in New England,” a great book.

As you've indicated here in this blog, I"ve tried to do something that I think is new in “Passing Through
Eden,” and that is to follow an established narrative through the long .qpening of the book, and then trace
out the residual ‘literary” energies of that narrative through the rest of it.

AS: Just out of curiosity, what do you think of Bruce Davidson’s Central Park book?

TP: I think it reflects a commercial enterprise. (And I admire the recent Steidl book of his early work in
the British Isles.)

AS: Unlike a novel, a series of photographs rarely tells a complete story. There is’n‘l t.he engine of
narrative suspense pushing you from beginning to middle to end. I'm wondering if this was a frustration
as you began assembling your Central Park pictures.

TP: No. As a reader of pictures, one wants the experience to be open-ended, I think, even in the face of
some kind of narrative impulse.

http://www.alecsoth.com/blog/2007/07/12/papageorge-interview 7/19/2007
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AS: When was the editing complete? Did you make changes at the last minute?

TP: After months of ceaseless noodling with it on my part, Michael Mack, my editor on the book, and I
got together (he was in from England) and finished it up. I'd pretty much completed the ‘Biblical’
section to our mutual satisfaction, and from there it was a case of clarifying a few knotty groups of
pictures later in the book. It was a great, and invaluable, few hours.

AS: Now that it is in print, do you have any regrets?

TP: I WOULD change a few things in the sequence if | could, and also the small mistakes of copy
editing in the text.

Central Park, 1989, by Tod Papageorge (click to enlarge)

AS: There is one specific image I wanted to ask you about. The man with the eye cha;'l (p.20) is
unb'elievab]e. Do you remember taking the picture? Do you know what was going on?

TP: It is what you see. Who knows? It's New York, after all. I have no idea why he had the chart there.
But let me add something here apropos of some recent discussion in this blog:
| have no real argument against so-called set-up photography, at least as a process. The fact that I've had

| ing it in difft ink makes my case. I also think that the reason
zessful students doing it in different ways ]_ think ma o thir
323 yviu;c{']‘lasl':cc enough to work in this way at Yale is because I profoundly believe in—and teach—the

i i 7/19/2007
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?YOPD‘Silion that [_Jhotqgr?phy is inherently a fiction-making process. Don’t speak to me of the document;
don’t really believe in it, particularly now. A picture’s not the world, but a new thing.

That said—too briefly—my argument against the set-up picture is that it leaves the matter of content to
the IMAGINATION of the photographer, a faculty that, in my experience, is generally deficient
compared to the mad swirling possibilities that our dear common world kicks up at us on a regular basis.
That’s all. Remember, T. S. Eliot made the clear, brutal distinction between the art that floods us with
the “aura”™ of experience, and the art that “presents’ the experience itself. ANY artist, I feel, must
contend seriously with the question of which side of that distinction he or she is going to bet on in their
work. Obviously, I'm with Eliot—and Homer—in this, believing that the mind-constructed photograph
almost necessarily leads to a form of illustration, the very epitome of aura-art.

All of which is to ask: what imagination, what choir of angels, what souped-up computer, could come
up with that eye-chart and its desperate chartist?

AS: In 1974 you wrote, “Photography investigates no deeper relief than surfaces. Itis superficial, in the
first sense of the word: it studies the shape and skin of things, that which can be seen.” Do you still
believe this to be true?

TP: How else can the photograph begin, but there? It’s this discursive descriptiveness that makes
photography unique, and gives it whatever place it might have in art-heaven. We can follow all of this
descriptiveness to emotionally moving places, of course, but we have to begin where and how the lens
begins, literally tracing the lineaments of things.

AS: In the essay to Passing Through Eden you mention being particularly taken by a Brassai
retrospective: I felt the palpable presence of bodies and things.” You talk about how this led you
toward using a medium format camera. But I'm also wondering if it led you to a particular subject
matter. Brassai’s work had a lot to do with sexuality and temptation. During this time I understand you
photographed at Studio 54. And certainly Passing Through Eden involves sexuality and temptation.

TP: In another essay somewhere, T. S. Eliot (and I haven’t had occasion to mention him like this, or
nearly this often, in decades) coined the phrase “the disassociation of sensibility” to describe what he
understood to be the separation, or even abyss, between feeling and intellect in John Doone’s poetry.
What I felt I saw in Brassai’s photographs was a remarkable integration of those two things; in other
words, a superb intellect (read his “Conversations with Picasso,” for example) uns_elfconsciously
married to a profoundly sensuous apprehension of the world that expressed itself, in his photographs, as
a perfect union of form and (dense literary) content. THAT’s what captivated me about his work, not sex
per se, Or Sex perverse, but his great-heartedfgreat-minded reading of the physical worltl:l. I milght add
that, after seeing an exhibition of mine in Paris, his wife wrote to me to say that Brassai saw in me a
“fils espiritual,” his spiritual son-a remark that | treasure.
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Central Park, 1981, by Tod Papageorge
AS: You like to photograph beautiful women.

TP: Well, why not? Although I can’t really say that I like to do it: I have to. If you accept the idea that
photographers, or some of them, are actually artists, then you have to look at their work less as a
document of something than as a personal vision of the world. And my imaginary world, informed by
music and books, as well as photography, is one in which beauty and some notion of ravishment are
central. What more eloguent ‘objective correlative’ (Eliot again) for me, a man, to express that than

women?
I’ve always felt that an artist is some kind of holy fool who is willing to be misunderstood in service to
the larger goal of fully investing him or herself in their work. In other words, the issue is much less

woman, or attractive women, or (dread word) voyeurism, than shaping an artistic vision suggestive, in
many different directions—not just women, of course—of how rich and extraordinary beautiful the

world might be.
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Central Park, 1987-88, by Tod Papageorge (click to enlarge)

AS: Talk about the upside down pictures. When did this idea come about? How was it received? Did
you exhibit these pictures?

TP: Well, speaking of ravishment, there it is, encountered with a man, a woman, and two couples. And
that’s exactly what I was trying to get to, an almost-angelic transcendence coming on the heels of
everything else before returning to a relatively wrung-out world.

Additionally, I wanted these pictures to ‘teach’ readers of the book—if they hadn’t learned the lesson
already—that, *‘yes, this whole book has been willed into shape, it’s a made thing, a self-conscious
artistic object where a picture might even be reversed to make a poetic point crucial to the meaning of
it.”

AS: How were these pictures received?

TP: Generally, people have been disconcerted by these pictures, but that’s just a first reaction. I hope
that, in time, they’ll come to be seen as organic to the whole book.

AS: I believe that no matter who you are, most people are going to say one sentence about you, “He’s
the guy who photographs Weimereimers.” I think your sentence used to be “He’s the guy who hung
around Winogrand.” Now it is “He’s the guy who runs the Yale program.” Or maybe, “He’s the prick
who runs the Yale program.” Do you agree? Do you care? What do you want to be your legacy?

TP: Well, of course I dislike the one-sentence sum-up, as anyone would, or should: it leaves too much
out. Garry Winogrand and I were close friends, not a god and his hang_er-qn. Sure I direct the Yale
program, but what does that mean apart from whatever the person saying it thinks gbout the Ya[t?
program—which will be incomplete and uninformed if they have_n’t been lhrough it? So: no, while I
ultimately don’t really care, I'd also point out the obvious—that “the sentence” is a pernicious and

profitless way of looking at things.

As for a legacy, I hope it becomes clear with time that everything I did—in my work, my writing, and
even my teaching—was done passionately, out of a love of photography. to the furthest degree 1 could

accomplish it.

AS: I know that you have a new book coming out from Aperture. Are there another dozen books
planned after that?

TP: I have a completed maquette of work I made in Paris over the years, mostly in the 90s; also a group
of early pictures from New York. Then there are California pictures, and any number of other projects.

AS: Are you shooting new work?

http://www.alecsoth.com/blog/2007/07/12/papageorge-interview 7/19/2007
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TP: As for current work, given the exigencies of teaching, family, and life, I photograph for the most

part during the summer, primarily at Lake George, Stieglitz’s old stomping ground. Want to lend me
your view camera?

® permanent link to this interview here

This‘entry was posted on Thursday, July 12th, 2007 at 2:10 am and is filed under interviews. You can follow any responses
to this entry through the RSS 2.0 feed. You can leave a response, or trackback from your own site.

34 Responses to “Papageorge interview”

1. pinocchio Says:
July 12th, 2007 at 3:1] am

wow...its like zues came down from olympia to speak in thunderbolts...mr. soth seemed
vehement while Tp stayed close to the battle.

[ think Tp is closer to the truth,

Zues is so strong!

. pds Says:
July 12th, 2007 at 3:35 am

1 hope you continue to publish interviews you conduct ,or just interviews you think are interesting.

. narikin Says:
July 12th, 2007 at 7:44 am

Great interview - wish it was longer. Mr. Papageorge clearly shows his depth of literate
knowledge, decades of study, and profound love for the medium. His answers are in a class of

their own.

I’d love to know the root of your animosity to the Yale program - is this a Bard vs Yale thing, or
what is going on?

The Yale MFA is obviously led by someone of immense vision and insight, with an understanding
that outstrips 99% of even the ultra aware readers in this forum. It’s graduates are some of our

leading photographic artists today, (even if we remove all the *Brides of (;rewdson’ team) so -
why the overt skepticism that borders on hostility, from an otherwise genial Mr Soth?

zbs Says:
July 12th, 2007 at 8:22 am

Terrific.

Tom Leininger Says:

July 12th, 2007 at 8:38 am

Great interview.
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Nécrologie
John Szarkowski, conservateur du Museum of Modern Art de
New York

LE MONDE | 11.07.07 | 17h05 « Mis a jour le 11.07.07 | 17h05

U n monument de la photographie disparait avec 'Américain John Szarkowski, mort samedi 7 juillet, &

I'age de 81 ans. Il était photographe, mais ce ne sont pas ses images qui resteront. Car cet homme a la
fiére allure et au jugement tranché a surtout été I'emblématique conservateur du Museum of Modern Art
(MoMA) de New York pendant prés de trente ans.

b At A . Le musée ol il a officié, temple de I'art moderne, doit
&m d ﬁ EDITION  heaucoup a son influence. Mais la fagon dont John
an e' ARDURES Szarkowski a dirigé le département de la photographie
; - n'a fait que hausser un peu plus le prestige du MoMA.

59€/3n Car c'est 12, dés 1940, que s'est ouvert le premier
soit 2 mois offerts département de photographie dans un musée.

+un tee-shirt Aprés des études a l'université du Wisconsin et

en cadeau plusieurs livres a suceés, John Szarkowski succéde, en
1962, au photographe Edward Steichen au MoMA. Par
ses écrits fondateurs et ses expositions, il a imposé la
photographie comme un art spécifique tout en
l'inserivant dans la modernité en analysant les formes
d'une image. Mais il a aussi brouillé les frontiéres et les
définitions établies, notamment en donnant ses lettres de noblesse aux photographes documentaires et en

mettant au musée des auteurs anonymes.

OFFRE ETE : ABONNEZ-VOUS

Son exposition fondatrice, en 1967, s'intitule "New Documents”. John Szarkowski y présente les travaux
de trois jeunes photographes devenus des classiques : Diane Arbus, Lee Friedlander et Garry Winogrand
abordent la réalité de facon frontale, sans chercher a la transfigurer, Dépassant le débat entre art et
document, Szarkowski fait entrer définitivement le style documentaire au musée.

"Dans la décennie qui précéde, une nouvelle génération de photographes a utilisé l'approche

documentaire a des fins plus personnelles, écrit-il. Leur but n'est pas de réformer la réalité, mais de la
connaitre.” A 'époque, la réception est tiéde. Et pourtant, leur travail se révélera décisif pour plusieurs

hnp:f!www.lcmondcAf'r!webr’imprimcr__eicmcnt!U.40-0@2-3382,50-934282.0.html 7/19/2007
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générations de photographes.

Le conservateur n'aura de cesse de réhabiliter le travail du photographe Eugéne Atget, dans lequel il
trouv.e les racines de ce mouvement. Il consacre au Frangais une somme en quatre volumes avee Maria
Morris-Hambourg, qui sera publiée de 1981 4 1985,

En 1976, John Szarkowski se heurte encore 4 l'incompréhension lorsqu'il monte I'exposition "William
Eggleston's guide" : pour la premiére fois, la couleur envahit les cimaises du musée, alors que cette
derniére, jugée vulgaire, est jusqu'alors cantonnée i la publicité, 4 la mode et aux magazines.

Pour la critique, Eggleston ne montre que des photos banales et ennuyeuses de voitures, de pancartes et
de parkings. Mais pour Szarkowski, l'artiste est le premier & voir a la fois "le ciel et le bleu", le motif et la
forme - il sera un des pionniers de la photographie couleur.

John Szarkowski a done été un découvreur de premier ordre. Il a par exemple redécouvert Lartigue, bien
avant la France. Il n'a ignoré, parmi les grands photographes de son temps, que le travail mouvementé de
William Klein.

John Szarkowski a aussi contribué 4 écrire I'histoire de la photographie, et surtout de la photographie
américaine, a travers des livres comme The Photographer's eye (1964). Dans Mirror and Windows
(1960), ouvrage qui accompagne une rétrospective de la photographie américaine, le conservateur
distinguait deux traditions : celle qui use de la photographie comme d'un miroir ot se regarde l'artiste,
celle qui en fait une fenétre pour découvrir le monde.

Son exposition Photography Until Now (1990) est un manifeste qui vise a retracer I'histoire de la

photographie. C'est aussi une analyse brillante, qui met en avant des répertoires formels, et condense les
convictions de John Szarkowski.

Claire Guillot

Dates

18 décembre 1925
Naissance a Ashland (Wisconsin).

1962
Conservateur du MoMA a New York.

=7 juillet 2007
Mort 4 Pittsfield (Massachusetts).

Article paru dans I'édition du 12.07.07
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Subject: Video Monitoring Services of America, L.P. (VMS) (ny512343.1)

BROADCAST TRANSCRIPT

Video Monitoring Services of America, Inc.

(FAX)

Date July 11, 2007

Time 12:00 PM - 01:00 PM
Station NPR

Location Network

Program Day to Day

MADELEINE BRAND, co-host:

The art world is mourning the loss of photographer and
curator John Szarkowski. He died Saturday at the age of Bl
after suffering a stroke.

Szarkowski's art was a kind of rural realism, images of
farms, countryside and working people reminiscent of Walker
Evans. But perhaps his greatest impact on his medium was
as a museum curator.

He was the director of photography at New York's Museum of
Modern Art from 1962 to 1991. And during his tenure a
MOMA, Szarkowski is credited with firmly establishing
photography as a form of contemporary art egqual to that as
painting.

And joining me now is the man who has John Szarkowski's
former job at MOMA. He took over from Szarkowski.

Peter Galassi, welcome to the program.

Mr. PETER GALASSI (Director of Photography, Museum of
Modern Art, New York): Thank you.

BRAND: Tell us more about John Szarkowski. I was struck
by the first line in The New York Times obituary which said
that he almost single-handedly elevated photography's
status in the last half-century to that of fine art.

Mr. GALASSI: I'm not sure that John himself would agree
with that. Philip Gefter did a--is a great
obituarian--guoted John as saying as refusing to claim
credit for establishing Diane Arbus and Lee Friedlander and
Gary Winogrand who were the three great photographers of
the '60s, whose greatness he did recognize right away.

John would insist that the quality of photography was
already there--of the best photography was already there
and that sooner or later, people were going to recognize
- By
BRAND: Right, And Winogrand, Friedlander and Arbus--they
weren't well-known back when he curated this famous 1967
New Document show highlighting them,

1
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Mr. GALASSI: No. They were young.

BgAND: Yeah. And they had a different style, a much
different style than previous photographers.

Mr. GALASSI: They, themselves, had--they were three really

first-class artists who had three very different

photographic styles. You have to understand, this is in
the context of a period when the sense of what photography
could do had been dominated by the magazines. Which meant

lowest common denominator of mass communication.

And these people rebelled against that.

BRAND: Szarkowski also was lambasted by a lot of critics

for mounting a show in 1976 by William Eggleston.

Mr. GALASSI: Those were pictures made as 35MM slides of

his own surrounding world in Tennessee.

BRAND: And also it was controversial because these were

color photographs.

Mr. GALASSI: Mm-hmm.

BRAND: And that wasn't considered museum fare at the time?

Mr. GALASSI: Color had been very much associated with

commercial photegraphy and then with amateur photography.

And so, this very fledgling, fragile identity of

photography as an art was very much identified with black
and white. And Eggleston was one of the leaders of the
generation in the '70s that took the color medium as their

dominant artistic form.

BRAND: What was it about John Szarkowski that enabled
to recognize these out-of-the-mainstream artists and

him

promote them and succeed in promoting them and, in fact,

changing the course of modern photography?

Mr. GALASSI: Well, he was a very intelligent man with
great eye, and he was himself an artist.

BRAND: How will you remember him?

Mr. GALASSI: He was also an extraordinary person with

a

great charm and wit. He made life more interesting and

more fun for everybody who was around him.
BRAND: Peter Galassi, thank you very much for joining

Mr. GALASSI: Thank you.

us.

BRAND: Peter Galassi is director of photography at The
Museum of Modern Art in New York. And he spoke with us

about his predecessor, photographer and curator John
Szarkowski .

# # #

For a videocassette(TV) or audiocassetCG{;adio) of this

news segment contact your nearest YMS oEf1§e

Material supplied by Video Monitoring Services may only be
2
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DEATHS THIS WEEK

Lady Bird Johnson Doug Marlette

Robert “Buck™ Brown, 71
black artist and cartoonist who
created Playboy magazine's In
famously naughty “Granny
character: July 2. in Chicago. af
ter suffering a stroke

Rob Cole, 76, pioneering gay
journalist whose efforts helped
create a national readership for
the Advocate, the long-running
gay publication: June 30. in Los
Angeles, after a long struggle
with Parkinson's disease

Pat Fordice, 72, former Mis:
sissippi first lady and champion
of arts. literacy and beautifica
tion projects in that state; July
12. in Madison, Miss., of cancer.

Corbin Harney, 87, spiritual
leader of the Western Shoshone
who challenged the federal gov
ernment - and once his own
tribe — 10 oppose nuclear weap
ans on aboriginal land: July 10,
outside Santa Rosa, Calif, of
cancer complications

John Hill, 83, the only person
in Texas history 10 serve as sec-
retary of state, attorney general
and chief justice of the state Su-
preme Court; July 9. in Hous-
ton. of a heart condition

Lady Bird Johnson, %4 for-
mer first lady who championed
conservation and worked tena
cipusly for the political career
of her hushand. Lyndon B
Johnson: July 11 in Austin

Texas, of natural causes

Charles Lane, 102, prolific
character actor whose name
was little known but whose
erotchety persona and roles in
hundreds of films and television
shows. from ~It's a Wonderful
Life” to ~Petticoal Junction,”
made him recognizable to gen-
erations of viewers, July 9, in
Santa Monica, Calif

Matilda Lisanti, 98, onc-half
of a mom-and-pop business that
grew into the multimillion-dol
lar Italian foud empire Lisanti
Foods. & national supplier of
restaurants and pizzerias; July
g, in Lincoln Park, N.J.

Alfonso Lopez Michelsen,
a4, whose tenure as Colombia’s
president in the 19708 was
marked by turbulence: July 11
1n Bogota, Colombia

Doug Marlette. 57, Pulitecr
Prize-winning editortal car
toonist and creator of the comie
strip “Kudzu™ who recently
turned his incisive wit toward a
budding career as a novelist:
July 10. in Marshall County
Miss.. in a single-vehicle acci
dent

Kerwin Mathews. 81, swash
buckling movie actor of the
1950s wha is best known for his
starring role in “The 7th Voyage
of Sinbad”™. July 5, in San Fran-

cisimn

Kathleen Woodiwiss

Charles Lane

Dorothy Coleman HRoude-
bush, 95, educator and women's
rights activist who worked to re-
peal Missouri's law prohibiting
married women from teaching
in public schools: July 4. in
Chesterfield. Mo, of congestive
heart failure and dementia

Michael Stroden, &9, over-

saw the employee assistance
program for the Chicago Tran-
sit Authority for several years,
July 5, in Chicage. of complica-
tions lrom lymphoma.
« John Szarkowski. 81, cura.
tor who almost single-handedly
elevated photography's status
in the last half-century tothat of
a fline art. making his case in
seminal writings and landmark
exhibitions at the Museum of
Modern Art in New York: July 7,
in Pittsfield, Mass., of complica-
tions of a stroke.

Charles Tisdale, 80, fought
for civil rights as owner and
publisher of Mississippi's old-
est black-owned newspaper;
July 7, in Jackson, Miss.

Marguerite Vogl, 9. scien-
tist who was a pionéer in the
Melds of polic and cancer re-
search; July 7. in San Diego.

Kathleen Woodiwiss, 68. pi-
oneer of the modern historical
romance novel marked by
strong heroines; July 6. in
Princeton. Minn.. of cancer.

Account S475NX (5835)
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John Szarkowski,
museum curator

PITTSFIELD, Mass. — John
Szarkowski, who created a
fresh vision of the art of pho-
tography during his long ten-
ure as a curator at the Muse-
um of Modern Art, died Sat-
urday at a rehabilitation
center. He had complications
from a stroke in March. He
was 8.

Szarkowski (pronounced
shar-KOFF-ski) came to the
trendsetting New York muse-
um in 1962 as a relatively ob-
scure photographer from the
Midwest. By the time he re-
tired in 1991, after presenting
160 exhibitions and writing
several books, he was, in the
words of a 2005 Vanity Fair
article, “the single most im-
portant curator that photog-
raphy has ever had."

He introduced the work of
Diane Arbus, Lee Friedlan-
der, Garry Winogrand and
William Eggleston, secured
the lasting reputations of
Walker Evans, Edward
Weston, Ansel Adams and
Andre Kertesz, and rediscov-
ered the forgotten French
master Eugene Atget. More-
over, Szarkowski was the
most influential photography
critic of his time, writing sev-
eral books now considered
classics, including “The Pho-
tographer’s Eye” (1966) and
“Looking at Photographs”
‘1973). — WASHINGTON POST

& copyight poONT CHARLOTTE CRSEAVIR

Al Tugets Reseived
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John Szarkowski, 81, curator

By MATT SCHUDEL
WASHINGTON POST NEWS SERVICE

Surkows]d,whocreated
a vision of the art of photog-

during his tenure as a
mummmomm

He had com

mohlltfml\{am

sha:l{DFF-dbcll} m to the
trendsetting New museum
in 1962 as a relatively obscure
her from the Midwest.
By the time he retired in 1991, af-
ter presenting 160 exhibitions and
writing several books, he was, in
ﬂuwordsdamvmﬁm'ar-
ticle, “the si

He introduced the work of Di-

most important the leadi
hy has ever si

Championed art
of photography

make. The trouble is that
hard to make intelligent and

M.rSn.rkmnluwuastE

of how changes
wﬁ‘dzl%mmmm

“";“&‘"‘mmm

had little patience for computer
which

"u'nagewand

manipulation,
came into vogue during his final
years at MoMA and put him at
odds with some artists.

Snrkowulﬂtnuﬂntatsevenlwl—
leges across the country. He also

oeededBdwdSteachuLoneuf retumed to his cameras, often

- that photographs are hard to

© copyright 2007
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His wife of 44 architect

both of New York; and two
children.
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Influential curator
J. Szarkowski dies

By Matt Schude

WasHiNaTON PosT

John Szarkowski, who cre-
ated a fresh vision of the art of
photography during his long
tenure as a curator at the Mu-
seum of Modern Art, died Sat-
urday at a rehabilitation center
in Pittsfield, Mass. He had
complications from a stroke in
March. He was 81.

Szarkowski  (pronounced
shar-KOFF-ski) came to the
trend-setting New York mu-
seum in 1962 as a relatively ob-
scure her from the
Midwest. By the time he re-
tired in 1991, after presenting
160 exhibitions and writing
several books, he was, in the
words of a 2005 Vanity Fair ar-
ticle, “the si
tant curator photography
has ever had.”

Szarkowski was the mostin-
fluential photography critic of
his time, writing several books
pnow consi classics, in-

ing “The Photographer’s

e” (1966) nni ?‘;Imking at

- Szarkowski brought a
curatorial eve to MoMA, wi
an emphasis on the casual,
spontaneous nature of photog-
raphy.

- “The truth is that anybody
can make a photograph,” he
said in a 2000 interview, “The

© Capyright 2097

most impor- |

trouble is not that photographs
are hard to make, The trouble

been art, he suggt-;ted. but
they weren't necessarily pho-

m?gﬁrhyfuith in the truth of a

photograph rests on our belie

that lens is impartial and

will draw the subject as it is,”

phzswmte in The Photogra-
r's Eye.

“This faith may be naive
and illusory .. but it persists.
The photographer’s vision
convinces us to the degree that
g:-;d photographer hides his

Szalrkuwski was born Dec.

18, 1925, in Ashland, Wis., and
served in the Army in World
War IL. He liked to describe
himself as a “dumb hick,” but
he played clarinet in an or-
chestra as a young man and
graduated from the University
of Wisconsin with a degree in
art history, He began taki
pictures when he was 11
named his dog after Civil War-
;t;dphmomplur Mathew

y.
Mbboudat ot oo

otographer fora
is museum and a teacher in
Buffalo, In 1956, he published a
book on the buildings of Chi-
cago architect Louis Sullivan,
and two years later his book of
Minnesota country scenes be-
came a surprise best seller.
‘When he was named curator
::idMofGI@rA.hzlgm!ﬁscmm

e for nearly 30

After he ndre!?lﬂl.
Szarkowski

A Thar bl s e
o e G

in East C N.Y. His re-
flective landscape images are

in the collections of the Art In-

Szarkowski, died in 1972.

Survivors  include two |

Natasha Brown and
g?‘mmm.}om both of New York;
and two grandchildren.
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Leigh Thompson

Leigh Thompson helped build and repair Sonoma County's roads
for more than 30 years. But if asked, the Occidental man
probably would have said his greatest "project" was his
marriage and the two children it produced.

ADVERTISEMENT

Now Monster works
in the North Bay.

('-_—— -
northbay monsier
—

Thompson died of congestive heart failure July 5 at a Santa
Rosa hospital. He was 91.

A quiet man, Thompson lived for more than 65 years in
Occidental, where he drove the shiniest car in town and
volunteered for the local fire department,

After a hard day at work, he enjoyed a brandy and water at the
Union Hotel. He also enjoyed deer hunting, fishing and cooking
chicken for the fire department’s annual barbecue.

"He didn't say much, but he was always listening," said his
daughter, Jill Gregori of Sebastopol. "He loved his family and his
work. He never complained.”

Thompson was born in Grand Forks, N.D., on Dec, 12, 1915,
and was raised there by his father after his mother's death

when he was 2.
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The family moved to San Diego, and from there to Occidental,
where Thompson met Pauline Gonnella. The two were married
June 15, 1941, shortly before Thompson joined the Navy and
was sent off to war.

Thompson nearly lost his life aboard a refueling ship when he
was clinging to a pole and was knocked unconscious during a
storm. Otherwise, "it was the big deep," Gregori said.

After the war, Thompson joined the Sonoma County Department
of Public Works and operated heavy equipment in the
construction and maintenance of roads.

After retiring in 1978, he traveled with his wife to Canada and to
Alaska and several other states.

Thompson cared for his wife for 10 years after she was
diagnosed with Alzheimer's disease, and brought cookies to her
daily after she went to live in a care facility shortly before her
death in 2004.

"He kind of went with her," Gregori said.

Thompson is survived by Gregori and son Kenneth Thompson of
Occidental. A funeral service is set for 11 a.m. Thursday at
Pleasant Hills Memorial Park in Sebastopol.

-- Derek 1. Moore

John Szarkowski, photographer

John Szarkowski, the longtime director of photography at the
Museum of Modern Art in New York who was a dominant figure
in the establishment of photography as an art form, has died.
He was 81.

Szarkowski, who began his career as a photographer and
returned to his camera in recent years, died Saturday in
Pittsfield, Mass., said Peter MacGill of the Pace/MacGill gallery in
New York. Szarkowski died of complications from a stroke he
suffered in March.

"His influence on post-war American photography has been so
profound as to be incalculable," critic Andy Grundberg wrote in
the New York Times in 1990, the year before Szarkowski
retired.

Other curators acknowledge talented photographers by giving
them a museum exhibit. "Szarkowski made discoveries," said
Grundberg, administrative chairman of photography at the
Corcoran College of Art and Design in Washington, D.C., in an
interview with the Los Angeles Times. "When he showed the
photographs of Diane Arbus, that was a discovery."

Szarkowski included Arbus in "New Documents," a 1967 exhibit
that also featured Garry Winogrand and Lee Friedlander. All
three photographers shared a common influence, documentary

photography.

None of their names was well known at the time but all of them
came to be considered among the leading talents of their

generation.
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“John was very interested in trying to understand photography
as a whole, the concrete and the ephemeral aspects,” said Peter
Galassi, chief curator of photography at the Museum of Modern
Art. "And he had a first-class mind."

Szarkowski became an emeritus curator for the Museum of
Modern Art in 1991, worked on several exhibits for the San
Francisco Museum of Modern Art. Perhaps more important to
Szarkowski, he returned to taking photographs. His pictures of
the apple farm he owned in rural New York state were exhibited
in a retrospective of his work, "John Szarkowski: Photographs,"
that opened at the San Francisco Museum of Modern Art in 2005
and traveled to other cities.

-- Los Angeles Times
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The Museum of Modern Ant

John Szarkowski, 81,
famed photographer

PirrsFieLp, Mass. —John
Szarkowski, the longtime direc-
tor of photography at the Mu-
seum of Modern Art in New
York who was a dominant figure
in the establishment of photog-
raphy as an art form, died Satur-
day. He was 81.

Szarkowski was born in Ash-
land, Wis. His father, a postal
worker, gave him a camera
when he was about 11. Szarkow-
ski printed his own pictures in
the darkroom he built in the cel-
lar of the house.

His last major show at the
Museum of Modern Art was
“Photography Until Now" in
1990. It covered the history of

from the daguerre-
otypes of the mid-1800s to cur-
rent works.
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John Szarkowski, 8[; Cast New Light on Photography

By Marr Scuuper
Washington Post Staff Writer

John_ ?‘:zarkowski, 81, who created a
_fresh_\nsmn of the art of photography dur-
ing his long tenure as a curator at the Mu-
seum of Modern Art, died July 7 at a reha-
bilitation center in Pittsfield, Mass. He had
complications from a stroke in March,

Mr. Szarkowski (pronounced shar-
KOFF-ski) came to the trendsetting New
York museum in 1962 as a relatively ob-
scure photographer. from the Midwest. By
the time he retired in 1991, after pre-
senting 160 exhibitions and writing sever-
al books, he was, in the words of a 2005
Vanity Fair article, “the single most impor-
tant curator that photography has ever
had.”

He introduced the work of Diane Arbus,
Lee Friedlander, Garry Winogrand and
William Eggleston, secured the lasting rep-
utations of Walker Evans, Edward Weston,
Ansel Adams and Andre Kertesz and redis-
covered the forgotten French master Eu-
gene Atget. Moreover, Mr. Szarkowski was
the most influential photography eritic of
his time, writing several books now consid-
ered classics, including “The Photogra-
pher’s Eye” (1966) and “Looking at Photo-
graphs” (1973).

At MoMA, Mr. Szarkowski succeeded

zines — affected photography. But he had
little patience for computer imagery and
manipulation, which came into vogue dur-
ing his final years at MoMA and put him at
odds with some younger artists. Such im-
ages might have been art, he suggested,
but they weren’t necessarily photography.

“Our faith in the truth of a photograph
rests on our belief that the lens is impartial,
and will draw the subject as it is,” he wrote
in “The Photographer’s Eye.”

“This faith may be naive and illusory . . .
but it persists. The photographer’s vision
convinces us to the degree that the photog-
rapher hides his hand.”

Mr. Szarkowski was born Dec. 18, 1925,
in Ashland, Wis., and served in the Army in
World War II. He liked to describe himself
as a “dumb hick,” but he played clarinet in
an orchestra as a young man and graduated
from the University of Wisconsin with a de-
gree in art history. He began taking pic-
tures when he was 11 and named his dog
after Civil War-era photographer Mathew
Brady.

From 1949 to 1953, he was a photogra-
pher for a Minneapolis museum and a
teacher in Buffalo. In 1956, he published a
book on the buildings of Chicago architect
Louis Sullivan, and two years later his book
of Minnesota country scenes became a sur-

Edward Steichen, who had been one of the
leading figures in photography since the
turn of the 20th century. Mr. Szarkowski
brought a sharp curatorial eye to the mu-
seum, with an emphasis on the casual,
spontaneous nature of photography.

“The truth is that anybody can make a
photograph,” he said in a 2000 interview.
“The trouble is not that photographs are
hard to make. The trouble is that they are
hard to make intelligent and interesting.”

Mr. Szarkowski drew his authority as a
curator from his experience behind the
lens, from his deep knowledge of the his-
tory and mechanics of photography, and
from his graceful, nuanced writing style,
Perhaps the best summary of his views
came in an essay he wrote about Helen
Levitt, who chronicled the poer neigh-
borhoods of New York. In her photo-
graphs, he wrote, “routine acts of life are
revealed as being full of grace, drama, hu-
mor, pathos and surprise, and also filled
with the qualities of art.”

Mr. Szarkowski was always keenly aware
of how changes in technology — in cam-
eras, film, developing processes and maga-

© Copyrgh! 2007 The Waahingien Posi Ca
Al Pighits Flsaarved

prise bestseller. When he was named cura-
tor of MoMA, he put his camera aside for
nearly 30 years.

In 1967, Mr. Szarkowski presented the
influential exhibition “New Documents,”
which gave Arbus, Friedlander and Wino-
grand their first major exposure. After a
penniless Arbus committed suicide in
1971, Mr. Szarkowski arranged a pub-
lishing deal that allowed her children to
profit from royalties on her work.

He mounted six exhibitions of the then-
unknown Atget, the chronicler of Paris; he
devoted solo shows to Brassai, Kertesz,
Bill Brandt, Elliott Erwitt, Dorothea
Lange, August Sander and Berenice Ab-
bott; and he helped elevate Evans, Weston
and Adams to the status of major U.S, art-
ists of the 20th century.

Asa U.S. News & World article noted in
1990, “Szarkowski’s has been the domi-
nant vision in American photography,
championing new talent, resurrecting art-
ists who had fallen into obscurity, amass-
ing for the museum one of the world’s
great collections and persuading artists
and mass audiences that photography is to
be taken seriously.”
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After he retired in 1991, Mr, Szarkowski
taught at several colleges across the coun-
try. He also returned to his cameras, often
photographing his farm in East Chatham,
N.Y. His reflective landscape images are in
the collections of the Art Institute of Chica-
go, the Metropolitan Museum of Art and
MoMA. A retrospective of hiswork opened
in San Francisco in 2005 and continues to
tour the country.

His wife of 44 years, architect Jill Anson,
died in December 2006. A son, Alexander
Szarkowski, died in 1972.

Survivors include two daughters, Na-
tasha S, Brown and Nina S. Jones, both of
New York; and two grandchildren.

Mr. Szarkowski, shown in 1973, was the most
influential photography critic of his time.
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ki, shown in Tucson in 1992, launched and resurrected many arlists’ careers.

Author, curator and photograph
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ANOTHER VOICE
The New York Times

Art and common sense

It's worth remembering how much Wisconsin
there was in the voice of John Szarkowski, who
died on July 7 at age 81. His reputation would al-
most make you doubt what you were hearing. He
was, after all, the curator of photography at the
Museum of Medern Art for 29 years, beginning
in 1962, The exhibitions he mounted and the
books he wrote quite simply gave documentary
photography a place in the world of art. And yet
there was that broad Wisconsin in his speech, re-
minding his auditors that if they could hear the
curatorial pulpit in his words they could also

hear the sound of a very different place.

I'm struck now by the essential modesty of
that other place — the common-sensical view
Szarkowski took of his curatorial work and his
work as a photographer. What comes to mind,
especially, is one of his photographs Mr. Ander-
son and Son, Near Sandstone, Minnesota, 1957, It
is the picture of a farmer and his son standing
against the backdrop of an empty wooden corn-
crib. The picture embodies the aesthetic
Szarkowski found in the photographers he
championed — the aesthetic of merely noticing.

Szarkowski never pretended that photogra-
phy changed because of his attention. He pre-
tended that he was just paying attention to what
should have been obvious to almost anyone.

— VERLYN KLINKENBORG
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John Szarkowski

The great hidden influence on photography.

By Jim Lewis

Posted Tuesday. July 10. 2007, at 3:32 PM ET

[l'§ an open question, and an interesting one, who makes famous artists famous. Who decided that
M'lchelangclo was more important than his contemporary Bandinelli; and when, and according to what
criteria? And who decides among our contemporaries? How has the sculptor Richard Serra, to take one
example, achieved the kind of renown he now enjoys, and why has the painter Robert Motherwell, to
take another, experienced such a precipitous drop in reputation? Among the interests converging on
contemporary art, there are collectors, critics, editors, and historians, curators, dealers, auction houses,
and consultants, not to mention the general museum-going public. My own experience is that none of
them matter very much. Artists' reputations are primarily determined by other artists: Painters decide
who belongs in painting's canon, just as poets write poetry's history, and an homage to one director by
another is worth a dozen Academy Awards. The rest of us are just tagging along.

There are exceptions, of course—tastemakers of uncommon power. Still, even they tend to be amateurs
or semi-pros at the art they're evaluating: Giorgio Vasari, for example, or John Ruskin. And then there
was John Szarkowski, who died last Saturday at the age of 81 and who probably had as much sway over
the history of photography as anyone ever did. In recent years, anyway, Susan Sontag was photography's
most famous critic, and Sam Wagstaff was the greatest collector, but Szarkowski was the curator of
record, and from his post at the Museum of Modern Art, where he reigned over the Department of
Photography from 1962 to 1991, he oversaw—and to some extent engineered—a revolution in the
medium. It is no accident that he was himself a photographer of some talent—though not, crucially, too
much. He won two Guggenheims for his own photography before he began his curatorial career, but his
work was never quite as accomplished as the work he loved. In fact, he was just what one wants from a
man in his position: a practitioner just good enough to know who was great.

The list of artists Szarkowski found, encouraged, and promoted to prominence reads like a roll call of
postwar photography: Diane Arbus, Gary Winogrand, William Eggleston. The list of artists he
championed and sustained helped define the medium's history: Walker Evans, for example, and Ansel
Adams, and Eugene Atget. For a few decades there, Szarkowski had the field almost entirely to himself:
There were few collectors of photographs and few galleries that showed them. Most museums were still
figuring out what to do with them, and in any case MoMA was, in those days if perhaps no longer, more
powerful, by an order of magnitude, than any other force in contemporary art. Szarkowski had been
chosen by Edward Steichen to take over the department, and, partly through the strength of his
convictions (he was, if the interviews he left behind are a fair indication, at once prickly and profoundly
confident) and partly through the power of the institution behind him, he wielded a degree of influence
that, | would venture to surmise, no individual has ever had over any single art. The result could easily
have been much, much worse than it was.

Indeed, Szarkowski had extraordinarily good taste (by which I suppose I mean that his taste was quite
similar to my own). To be sure, his interests were fantastically broad; in his 29 years at the museum, he
oversaw some 160 shows. But he's best known for a few principles and a few styles. To begin with, his
aesthetic was—Atget notwithstanding—deeply bound up in America, as an idea, a landscape, a
streetscape, and an image. He was one of the first to find and show what became the defining style of the
'60s: an approach to picture-taking that was more spontaneous, more contingent, lighter of touch than
the somewhat ponderous style that preceded it—the kind of photos first produced by Robert Frank

http://www.slate.com/toolbar.aspxZaction=print&id=2170148 7/11/2007
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(though, in an inexplicable lapse, Szarkowski never mounted a show of Frank's work). He was keenly
aware o'f the degree to which photographic styles change as the result of mechanical or technical
Inncvat_mns: halftone printing, high-speed film, less cumbersome cameras. Then again, he was, by
Teputation anyway, something of a formalist, and though the term is certainly vague, it suggests an
attention to the ways the elements in photographs are structured, rather than their subject matter—

though I suspect he would argue, and quite rightly, that there's really no way to separate the two.
Pf:_l'haps_ he put the matter best in an interview: "Photographs," he said, "explain very little, even of small
private issues. Photographs show what things look like, at a given moment from a certain vantage point,
and sometimes this knowledge proposes the most interesting and cogent questions."

Above all, he had, like one of his heroes, Walker Evans, that special American combination of
democratic sensibility and a kind of natural aristocratic bearing. He believed that the best pictures were
unpretentious and open-minded, but he also believed that some people were simply, even objectively,
much better at taking them than everyone else (though this included some amateurs, and even some
anonymous photographers), and he was perfectly dismissive of anyone who didn't meet his standards.

He had his blind spots, or perhaps he simply had his moment. In the years just before Szarkowski
retired, the best of photography underwent yet another deep change, becoming integrated into the
broader concerns of art in general, influenced by conceptualism, performance, painting. It is only
slightly overstating matters to say that there's really no such thing as photography anymore. It simply
doesn't exist, except as one of many ways to make something that counts as art; and as a result, there's
hardly any need for departments of contemporary photography in museums at all. Szarkowski had little
sympathy for the artists who broke down those barriers. The pioneers of the '60s, like Dan Graham, John
Baldessari, and Ed Ruscha, and their successors—Sherrie Levine, Richard Prince, and so on—did not
believe in photography as a distinct medium requiring special skills, and, with the possible exception of
Cindy Sherman, Szarkowski did not believe in them.

If nothing else, it was an unfortunate lapse, but a great curator, like a great critic, has a limited shelf life,
and that's as it should be. Any aesthetic passion worth holding will eventually be superseded by history,
though its effects may be felt forever. Szarkowski, as I say, had his moment—a very long moment, in
fact, and more importantly, it was definitely his. He managed it far better than most curators could have,
and photography owes him an inestimable debt.

Jim Lewis is the author of three novels, most recently, The King Is Dead.

Article URL: http://www.slate.com/id/2170148/

Copyright 2007 Washingtonpost.Newsweek Interactive Co. LLC
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Influential Photo Curator John Szarkowski Dies

July 09, 2007

Curator, writer and photographer John Szarkowski, who oversaw the
Museum of Modern Art's photography department from 1962 to 1991,
died Saturday at age 81.

Szarkowski was an influential advocate for photography, raising the
medium's status within MoMA and in the art world in general. Many - ,
photographers credit him with advancing their careers, and his books @ Lee Friedlander / Courtesy

{ gy
have been studied by countless photography students. Museum of Modern Art

Szarkowski died in Pittsfield, Mass., after suffering a stroke, John Szarkowski, _TES;DH,
according to Peter MacGill of the Pace/MacGill Gallery, a longtime ~ AArizona, 1992. Click for a

friend of Szarkowski's. The MoMA confirms his death. slide show of Szarkowski's
photographs.

In his 29 years as director of photography at the MoMA, he greatly expanded the museum's photo
collections and oversaw more than 100 exhibitions, organizing major retrospectives of such
photographers as Ansel Adams, Dorothea Lange, Walker Evans and Henri Cartier-Bresson.

Among his most influential shows was 1967's "New Documents," featuring the work of Diane Arbus,
Lee Friedlander and Garry Winogrand. Introductory exhibitions under Szarkowski helped draw
attention to and cement the influence of Robert Adams, William Eggleston, Frank Gohlke, Josef
Koudelka, Nicholas Nixon, Jacques Henri Lartigue and Henry Wessel.

"He was a leader. He would look at a person and encourage them to find their way, find their voice,"
MacGill says. "He taught us how to look at photography, how to think about photography, how to
understand the world we live in by looking at photography."

Szarkowski oversaw a great expansion of the MoMA's photography collection, including a major 1968
purchase of photographs by Eugéne Atget, and the rejuvenation of the photo department's publishing

efforts.

"He left a legacy of quality," says Szarkowski's successor at MoMA, chief curator of photography Peter
Galassi. "It set the standard for everything that's happened since then."

Szarkowski was also celebrated for his writing about photography. "He was by far the best \}rriter on the
subject, which is generally written by idiots," says photographer Elliott Erwitt, a self-described
"drinking companion" of Szarkowski.

Szarkowski's books, which included The Photographer's Eve (1966) and Looking at Photographs

http://pdnonline.printthis.clickability.com/pt/ept?action=cpt&title=Influential+Photo+Cura... 7/10/2007
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(1973), are considered classics for their plainly written insights into photography as art.
In The Photographer's Eye, Szarkowski wrote about the reality depicted in photographs: "Our faith in
1hE_ truth of a photograph rests on our belief that the lens is impartial, and will draw the subject as it is,
neither nobler nor meaner. This faith may be naive and illusory (for though the lens draws the subject,

the photographer defines it) but it persists. The photographer’s vision convinces us to the degree that the
photographer hides his hand."

Born in Ashland, Wisc., in 1925, Szarkowski began taking photographs at age 11 with a Kodak Baby

Brow:nie, a gift from his parents. In 1948 he graduated from the University of Wisconsin, receiving a
B.S. in the History of Art.

He worked as the museum photographer at the Walker Art Center in Minneapolis from 1948 to 1951.
He continued to pursue photography and was awarded Guggenheim Fellowships in 1954 and 1961.

In 1962 Szarkowski was hired as director of photography at the MoMA, succeeding legendary curator
Edward Steichen. Szarkowski retired in 1991, After putting his own art on the shelf for so many years,
he returned to photography in his retirement.

In 2005, a retrospective of Szarkowski's photographs was organized by curator Sandra S. Phillips of the
San Francisco Museum of Modern Art. The exhibition toured several museums, including the MoMA in
New York, and was well received. "Mr. Szarkowski's photographs reiterate his voice and taste in
beautiful, knowable images," wrote New York Times critic Roberta Smith in 2006.

Friends also remember Szarkowski's intelligence, humor and sense of irony, in addition to his
commitment to art.

Referring to his work at MoMA, Galassi says, "There was never any question to his dedication to a very
high, impersonal, artistic idea."

Links referenced within this article
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Find this article at:
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Posted by Richard Lacayo | Comments (0) | Permalink | Trackbacks (0) | Email This

Today comes news of the death of John Szarkowski, MoMA's great former chief curator of
photography, a man whose influence over the field was immense. In his 29 years at MoMA,
Szarkowski put his stamp decisively on the art and taste of his time simply by pointing to a few
crucial photographers and saying attention must be paid. It was Szarkowski who understood —
early and profoundly — how important it was that Diane Arbus, Garry Winogrand and Lee
Friedlander were moving the practice of documentary "towards more personal ends". He also
understood that their pictures were as intricate and illuminating as any art of their time.

Szarkowski wasn't indifferent to conventional documentary photography, the kind that focuses
on social reportage. But he recognized that the camera could dig out more enigmatic readings of
the world. It's impossible to understate how important it was that he came to MoMA in time to
promote and elucidate the work of Arbus, Friedlander and Winogrand in the New Doenments
Show in 1967. (Nine years later he did the same for William Eggleston.) Edward Ste
Szarkowski's predecessor as MoMA's chief photo curator, had set the agenda for an

generation with The Family of Man show, the highwater mark of what you might ¢
humanism”. Under Steichen's aesthetic photographs were expected to have clear m

well constructed compositions. He could never have promoted the weirdly ambiguc

of Arbus or the headlong and fractured pictures of Winogrand and Frieldlander. Ar

wrote that "a photograph is a secret about a secret. The more it tells you the less yor

Steichen would have put a gun to his head before he would say a thing like that, Sza
understood it implicitly,

He had not only an eye but a voice like few others, Szarkowski's books, especially T'

http://time-blog.com/looking_around/2007/07/john_szarkowski_ 19252007 .htm| 771072007
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Photographer's Eye and Looking at Photographs, were as important his shows. He
wonderfully serene writing style. Though he was in effect selling a new aesthetic the
nothing of the salesman or the carnival barker in his tone, And he even put his weight behind the

most understated photographer of all, Eugene Atget. Szarkowski's conviction that nothing less
than four major Atget shows (and books) over a period of years would do to make plain the
depth of Atget's accomplishment made people re-examine Atget with an entirely new level of

seriousness.

I owe alot of my own predispositions as a critic to Szarkowski, There were limits to his taste,
some of which I suppose I've inherited, too, For one th ing, he never cared much for the staged
photographs that arrived in the '8os under the banner of Postmodernism., But as Philip Johnson
was for a while in architecture, he was that thing that every curator aims to be, a force to be

reckoned with in the art of his time.
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John Szarkowski; curator elevated art of photography

By Mary Rourke
LOS ANGELES TIMES

LOS ANGELES — John Szar-
kowski, the longtime director of
PhOtDEYaDhy at the Museum of
Modern Art in New York and a
dominant figure in the establish-
ment of photography as an art
form, has died. He was 81,

Mr. Szarkowski, who began his
career as a photographer and re-
turned to his camera in recent
years, died Saturday in Pittsfield,
Mass., said Peter MacGill of the
Pace/MacGill gallery in New
York Mr. Szarkowski died of com-
plications from a stroke he suf-
fered in March.

“His influence on post-war
American photography has been
so profound as to be incalcula-
ble,” eritic Andy Grundberg wrote
in the New York Times in 1990,
the year before Mr. Szarkowski
retired.

Other curators acknowledge
talented photographers by giving
them a museum exhibit. “Szar-
kowski made discoveries,” said
Grundberg, administrative chair-
man of photography at the Corco-
ran College of Art and Design in
Washington, D.C,, in an interview
with the Los Angeles Times.
“When he showed the photo-
graphs of Diane Arbus, that wasa
discovery.”

Mr. Szarkowski included Ar-
bus in “New Documents,” an ex-
hibit of 1967 that also featured
Garry Winogrand and Lee Frie-
dlander. All three photographers
shared a common influence, doc-
umentary photography.

None of their names was well
known at the time but all of them
came to be considered among the
leading talents of their genera-
tion. :

“John was very interested in
trying to understand photogra-
phy as a whole, the concrete and
the ephemeral aspects,” said Peter
Galassi, chief curator of photogra-
phy at the Museum of Modern
Art, “And he had a first-class

£ Copyrgh! 2007 BOBTEIN OLOUL
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mind.”

In the 1970s, Mr. Szarkowski's
controversial show of William Eg-
gleston's work was the museum’s
first major exhibit of color photo-
graphs,

Eggleston's images of land-
scapes, suburbs, and the people
who inhabit them were “perfectly
boring," Hilton Kramer wrote in a
1976 review for The New York
Times. He added that Eggleston’s
style suggested snapshots, a
growing trend in contemporary
Photography that “has all but de-
railed Mr. Szarkowski’s taste.”

Others saw the Eggleston ex-
hibit as a breakthrough.

“That show announced color
photography,” Grundberg said.

It challenged the established
idea that only black and white
photography conveyed the tech-
nical skill and aesthetic depth re-
quired of an art photograph. It
was one of many times when Mr.
Szarkowski “stuck his neck out”
Grundberg said.

Along with younger talents,
Mr. Szarkowski championed the
work of older masters including
Ansel Adams and Walker Evans
with major exhibitions of their
work.

He also introduced audiences
to European photographers, in-
cluding Eugene Atget.

“John set the rules of connois-
seurship,” said Stephen White, a
photography dealer and former
gallery owner in Los Angeles. “He
made the Museum of Modern Art
a paradigm for the field. He set
the standard on how to display
photography, how to look at it,
how to frame it.”

Some people said that Mr.
Szarkowski was a Formalist who
liked photographs filled with
straightforward information but
wasn’t much interested in manip-
ulated images, radical abstrac-
tions, or avant-garde concepts.

As young photographers such
as Cindy Sherman made refer-
ences in their work to painting,

sculpture, movie stills and post-
ers, “John had no affection for it
Grundberg said. “He totally
missed that boat.”

He also resisted the homosex-
ually explicit photographs of Rob-
ert Mapplethorpe despite what
some critics saw as their histori-
cal significance,

Mr. Szarkowski's polished
writing style and his ease as a lec-
turer attracted an ever widening
audience of people curious to
learn what makes certain photo-
graphs and photographers impor-
tant.

Two major books he wrote
during his early years at the Mu-
seum of Modern Art established
his reputation.

“The Photographer’s Eye,” of
1966 included work by known
talents, professional photogra-
phers, and amateurs.

A second book, "Looking at
Photographs” of 1973, highlight-
ed 100 photographs from the Mu-
seum of Modern Art collection
through history.

Thaddeus John Szarkowski
was born in Ashland, Wis., on
Dec. 18, 1925. His father, a postal
worker, gave him a camera when
he was about 11.

Mr. Szarkowski printed his
own pictures in the darkroom he
built in the cellar of the house.

After graduating from the Uni-
versity of Wisconsin in 1948, he
worked as a staff photographer at
the Walker Art Center in Minne-
apolis.

His book of 1958, “The Face of
Minneapolis,” shows views of
community life, landscapes, and
local people.

He left the Walker in 1950 and
took a job as a photography in-
structor at the Albright Art
School in Buffalo, N.Y,, where he
stayed until 1953.

He had become interested in
the architecture of Louis Sullivan
and was inspired by the Guaranty
building, in Buffalo. His interest,
aided by a Guggenheim grant, led
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to the book, “The Idea of Louis
Sullivan,” with photographs and
text that was published 1956.

Through the early 1950s, Mr.
Szarkowski had several exhibi-
tions of his photographs, many of
them images of nature or of
buildings.

He was working on another
book when he was invited to meet
with administrators at the Mu-
seum of Modern Art. He thought
the invitation might lead to an ex-
hibit of his photographs, he later
told Vanity Fair.

Instead, he moved into his of-
fice at the museum during the
summer of 1962,

His predecessor was Edward
Steichen, whose gauzy photo-

graphs Mr. Szarkowski had ad-
mired in his student years,

In 1963, Mr. Szarkowski met
and married architect Jill Anson.
The couple had three children,
two girls and a boy.

Their son died in childhood.
Anson died in December.

Mr. Szarkowski's last major
show at the Museum of Modern
Art was “Photography Until Now™
in 1990. It covered the history of
photography from the daguerreo-
types of the mid-1800s to current
works including “Tom Moran," a
1988 portrait of a man dying of
AIDS by Nicholas Nixon.

Mr. Szarkowski became an
emeritus eurator for the Museum
of Modern Art in 1991, worked

on several exhibits for the San
Francisco Museum of Modern
Art, and kept up his writing and
his lecture schedule.

Perhaps more important to
Mr. Szarkowskl, he returned to
taking photographs.

His pictures of the apple farm
he owned in rural New York state
were exhibited in a retrospective
of his work, “John Szarkowski:
Photographs,” that opened at the
San Francisco Museum of Mod-
ern Art in 2005 and traveled to
other cities.

Mr. Szarkowski leaves his two
daughters, Natasha Szarkowski
Brown and Nina Anson Szarkow-
ski Jones, both of New York; and
two grandehildren.

FILE 200 L/AP

John Szarkowslki, with an image by Ansel Adams. Mr. Szn:rku wski cho's.e 114 of Adams's
photographs for an exhibit commemorating the centennial of Adams’s birth.
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Elevated the status
of photography as art

Longtime curator at New York’s Museum of Modern Art changed
perception of the medium as perhaps its most impassioned advocate

New York Times News Service

John Szarkowski, a curator
who almost single-handedly
elevated photography's status
in the last half-century to that
ofafineart, making his casein
seminal writings and land-
mark exhibitions at the Muse-
um of Modern Art in New
York, died Saturday in Pitts-
field, Mass. He was 81,

The cause of death was com-
plications of a stroke, said Pe-
ter MacGill of Pace/MacGill
Gallery.

In the early 1960s, when Mr.
Szarkowski began his curato-
rial career, photography was
commonly perceived as a utili-
tarian medium, a means to
document the world. Perhaps
more than anyone, Mr. Szar-
kowski changed that percep-
tion.

For him, the photograph
was a form of expression as po-
tent and meaningful as any
work of art, and as director of
photography at MoMA for al-
most three decades, beginning
in 1962, he was perhaps its
most impassioned advocate,

Two of his books, “The Pho-
tographer's Eye" (1964) and
“Looking at Photographs: 100
Pictures From the Collection
of the Museum of Modern Art”
(1973), remain syllabus staples
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in art history programs.

Mr: Szarkowski was first to
confer importance on the work
of Diane Arbus, Lee Friedland-
erand Garry Winogrand in his
influential exhibition “New
Documents” at the museum in
1967, That show, considered
radical at the time, identified a
new direction in photography:
pictures that seemed to have a
casual, snapshot-like look and
subject matter so apparently
ordinary that it was hard to
categorize.

Mr. Szarkowski was born in
Ashland, Wis., where his fa-
ther became assistant post-
master. Picking up a camera at
age 11, he made photography
one of his main pursuits.

He attended the University
of Wisconsin, interrupted his
studies to serve in the Army
during World War II, then re-
turned to earn a bachelor's de-
gree in 1847, with a major in
art history.

As an artist in the early
1950s, Mr. Szarkowski began to
photograph the buildings of
renowned Chicago architect
Louis Sullivan. In an inter-
view in 2005 in The New York
Times, he said that when he
was starting out, "most young
artists, most photographers
surely, if they were serious,
still believed it was better to

work in the context of some
kind of potentially social
good.”

By the time Mr. Szarkowski
arrived at MoMA in 1962 at age
47, he was an accomplished
photographer. He had pub-
lished two books of his own
photographs, “TheIdea of Lou-
is Sullivan” (1936) and “The
Face of Minnesota” (1958). The
Minnesota book landed on The
New York Times best-seller list
for several weeks, perhaps be-
cause Dave Garroway had dis-
cussed it on NBC's “Today"
program.

When Mr. Szarkowski was
offered the position of director
of the photography depart-
ment at MoMa, he had just re-
ceived a Guggenheim Fellow-
ship. Inaletter to Edward Stei-
chen, then curator of the de-
partment, he accepted the job,
registering a reluctance to
leave his lakeside home in Wis-
consin: “Last week I finally got
back home for a few days,
where I could think about the
future and look at Lake Superi-
or at the same time, No matter
how hard I looked, the Lake
gave no indication of concern
at the possibility of my depart-
ing from its shores, and I fi-
nally decided that if it can get
along without me, I can get
along without it."
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Wisconsin-born John Szarkowski also was an accomplished photographer in his own right.
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_John Szarkowski, the longtime
director of photography at the
Museum of Modern Art in New
York who was a dominant figure
in the establishment of photogra-
phy as an art form, has died. He
was 8L

Szarkowski, who began his ca-
reer as a photographer and re-
turned to his camera in recent
years, died Saturday in Pittsfield,
Mass., said Peter MacGill of the
Pace/MacGill gallery in New
York Szarkowski died of compli-
cations from a stroke he suffered
in March.

“His influence on post-war
American photography has been
so profound as to be incalcula-
ble,” critic Andy Grundberg
wrote in the New York Times in
1990, the year before Szarkowski
retired.

Other curators acknowledge
talented photographers by giving
them a museum exhibit.
“Szarkowski made discoveries,”
said Grundberg, administrative
chairman of photography at the
Corcoran (‘,olll)ege of Art and De-
signin Washington, D.C.,in an in-
terview with the Los les
Times. “When he showed the
photographs of Diane Arbus, that
was a discovery.” Szarkowski in-
cluded Arbus in “New Docu-
ments,” a 1967 exhibit that also
featured Garry Winogrand and
Lee Friedlander. All three photog-
raphers shared a common influ-
ence, documentary photography.

“John was very interested in
trying to understand photogra-
phy as a whole, the concrete and
the ephemeral aspects,” said
Peter Galassi, chief curator of
photography at the Museum of
Modern Art. “And he had a first-
class mind" In the '70s,
Szarkowski's controversial show
of William Eggleston's work was
the museum's first major exhibit
of color photographs.

Eggleston's images of land-
scapes, suburbs and the people
who inhabit them were “perfect-
ly boring,” Hilton Kramer wrote
in a 1976 review for the New
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York Times. He added that Egg-
leston’s style suggested snap-
shots, a growing trend in contem-
porary photography that, “has
all but derailed Mr. Szarkowski’s
taste." Others saw the Eggleston
exhibit asa breakthrough.

“That show announced color
photography,” Grundberg said.
It challenged the established
idea that only black and white
photography conveyed the tech-
nical skill and aesthetic depth re-
quired of an art photograph. It
was one of many times when
Szarkowski “stuck his neck out,”
Grundberg said.

Along with younger talents,
Szarkowski championed the
work of older masters including
Ansel Adams and Walker Evans
with major exhibitions of their
work. He also introduced audi-
ences to European photogra-
phers including Eugene Atget.

In 1963 Szarkowski met and
married architect Jill Anson. The
couple had three children, two
girls and a boy. Their son died in
childhood. Anson died in Decem-
ber 2006.

Szarkowski is survived by his
two daughters and two grand-
children.

MHOTO BY MATT BLACK FOR THE LA TIAAES
John Szarkowski at the San
Francisco Museum of
Modern Art in 2001,

photo director

TS AN

Page 1 of 1

Burrelles ZzaceExrriss

Account: 47TENX (5788)




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

i P Collection: Series.Folder:
e Museum odern Art Archives, NY A P F

LA M | O
2 "

Los Angeles Times = e oM
ocation: LES, CA L
Circulation (DMA): B15 723 (2) MCHWES
‘Fr,\rpe (Frequency):  Newspaper (D) PAMDL T

age Be FiE

Keyword The Museum of Modern Art

John Szarkowski, 81; N.Y. museum curator
helped establish photography as art form

By MaARrY ROURKE
Times Staff Writer

John Szarkowski, the longtime di-
rector of photography at the Museum
of Modern Art in New York and a
dominant figure in the establishment
of photography as an art form, has
died. He was 81,

Szarkowski, who began his career
s a photographer and returned to his
camera in recent years, died Saturday
in Pittsfield, Mass., said Peter MacGill
of the Pace/MacGill Gallery in New
York. Szarkowski died of complica-
tions from a stroke he suffered in
March.

“His influence on postwar Ameri-
can photography has been so pro-
found as to be incaleulable,” critic An-
dy Grundberg wrote in the New York
Times in 1990, the year before Szar-
kowski retired.

Other curators acknowledge tal-
ented photographers by giving thema
museum exhibit. “Szarkowski made
discoveries,” Grundberg, administra-
tive chairman of photography at the
Corcoran College of Art and Design in
Washington, D.C., said in an interview
with the Los Angeles Times. “When he
showed the photographs of Diane Ar-
bus, that was a discovery.”

Szarkowski included Arbus in the
1967 exhibit “New Documents,” which
also featured Garry Winogrand and
Lee Friedlander. All three photogra-
phers shared a common influence —
documentary photography.

None of their names were well
known at the time, but all of them
came to be considered among the
leading talents of their generation.

“John was very interested in trylng
to understand photography as a
whole, the concrete and the ephem-
eral aspects,” Peter Galassi, chief cu-
rator of photography at the Museum
of Modern Art, said Monday. "And he
had a first-class mind."

In the 1970s, Szarkowski's contro-
versial show of Willilam Eggleston's
work was the museum's first major ex-
hibit of color photographs.

Eggleston’s images of landscapes,
suburbs and the people who inhabited
them were “perfectly boring,” Hilton
Kramer wrote in a 1976 review for the
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New York Times. He said Eggleston’s
style suggested snapshots, a growing
trend in contemporary photography
that “has all but derailed Mr. Szarkow-
ski's taste.”

Others saw the Eggleston exhibit
as a breakthrough,

“That show announced color pho-
tography,” Grundberg said. It chal-
lenged the established idea that only
black-and-white photography con-
veyed the technical skill and aesthetic
depth required of an art photograph.
It was one of many times when Szar-
kowski “stuck his neck out,” Grundb-
erg said,

In addition to younger talents,
Szarkowski championed the work of
older masters, including Ansel Adams
and Walker Evans, with major exhibi-
tions of their work, He also introduced
audiences to European photogra-
phers, including Eugene Atget.

“John set the rules of connoisseur-
ship,” said Stephen White, a photogra-
phy dealer and former gallery owner in
Los Angeles. “He made the Museum
of Modern Art a paradigm for the
field, He set the standard on how to
display photography, how to look at it,
how to frame it."

Szarkowski did so in part because
other major museums from California
to Washington, D.C., were slower to
commit to photography as a major
part of their collections. His position
at the country’s premiere museum for
modern art works gave him a strong
platform, and few curators were as
passionate about the subject.

“John wasn't the only voice, but not

evervone made their opinions as
strongly heard as he did,” said Arthur
Ollman, former director of the Mu-
seum of Photographic Arts in San Di-
2go.
Szarkowski's polished writing style
and his ease as a lecturer attracted an
ever-widening audience of people cu-
rious to learn what makes certain
photographs and photographers im-
portant.

“Szarkowski was probably the
most eloquent voice for photography
during the greatest rise in interest in
the subject,” Ollman said. “He had su-
preme confidence in his own taste,
and he was so persuasive that he
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could convinee people about his opin-
ions."

Some argued that Szarkowski was
a formalist who liked photographs
ﬁlied with straightforward informa-
tion but wasn't much interested in
manipulated images, radical abstrac-
tions or avant-garde concepts.

_Asyoung photographers including
Cmva Sherman made references in
their work to painting, sculpture,
movie stills and posters, “John had no
affection for it,” Grundberg said. “He
totally missed that boat.”

He also resisted the homosexually
explicit photographs of Robert Map-
plethorpe, despite what some critics
saw as their historical significance.

Two major books that Szarkowski
wrote during his early years at the Mu-
seum of Modern Art established his
reputation.

“The Photographer's Eye" in 1068
included work by known talents, pro-
fessional photographers and ama-
teurs. In the text, Szarkowski ex-
plained the significance of
photography as a relatively new art
form.

“The invention of photography
provided a radically new picture-mak-
ing process . . . based not on synthesis
but on selection,” Szarkowski wrote.
“The difference was a basic one. Paint-
ings were made ... but photographs,
as the man on the street says it, were
taken.”

In the same book, Szarkowski
identified the components he used to
evaluate a photograph — “The Thing
Itself,” “The Detail" “The Frame,”
“Time"” and the “Vantage Point” —
and devoted sections to each one.

A second book by Szarkowski,
“Looking at Photographs" in 1973,
highlighted 100 photographs from the
Museum of Modern Art collection
through history.

The book “gave people a vocabu-
lary and a set of tools for evaluating
photographs on their own,” Ollman
said.

1t was “like a bible for collectors in
the 1970s,” White said, adding that
Szarkowski “widened a collector’s vi-
sion of what a photograph could be.”

Thaddeus John Szarkowski was
bom in Ashland, Wis., on Dec. 18, 1925.
His father, a postal worker, gave him a
camera when he was about 11. Szar-
kowski printed his own pictures in a
darkroom he built in the cellar of the
house.

After graduating from the Univer-
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sity of Wisconsin in 1948, he went to
work as a staff photographer at the
Walker Art Center in Minneapolis. His
1958 book, “The Face of Minneapolis”
shows views of community life, land-
scapes and local people.

He left the Walker in 1850 and took
4 Job as a photography instructor at
the Albright Art School in Buffalo,
N.Y., where he stayed until 1953.

Szarkowski had become interested
in the architecture of Louis Sullivan
and was inspired by the Guaranty
building in Buffalo. His interest, aided
by a Guggenheim grant, led to the
1956 book “The Idea of Louis Sulli-
van,” with photographs and text.

Through the early 19505, Szarkow-
ski had several exhibitions of his
photographs, many of them images of
nature or of buildings.

He was working on another book,
supporting himself largely on a second
Guggenheim grant, when he was in-
vited to meet with administrators at
the Museum of Modern Art. He
thought the invitation might lead to
an exhibit of his photographs, he later
told Vanity Fair.

Instead, he moved into his office at
the museum in the summer of 1962.
His predecessor was Edward Stei-
¢hen, whose gauzy photographs Szar-
kowski had admired in his student
years

In 1963, Szarkowski met and mar-
ried architect Jill Anson. The couple
had three children, two girls and a boy.
Their son died in childhood. Anson
died in December, Szarkowski's survi-
vors include his daughters and two
grandchildren.

His last major show at the Museum
of Modern Art was “Photography Un-
til Now" in 1990. It covered the history
of photography from the daguerreo-
types of the mid-1800s to current
works including “Tom Moran,” a 1088
portrait of a man dying of AIDS by
Nicholas Nixon.

The result was “clearly the product
of a single intelligence, one that has
spent decades mulling over ways to
best organize and explicate the photo-
graphic tradition,” Grundberg wrote
in & review for the New York Times.

Other critics cited what they saw
as Sgarkowski's limited interest in
“now.” His selection of recent works
“felt like Szarkowski had only grudg-
ingly included certain photographers
and artists,” critic Ingrid Sischy wrote
ina January 2005 article in Vanity Fair,
*Szarkowski's antipathy got in the
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way of his eye.”

He became an emeritus curator for
the museum in 1991, worked on several
exhibits for the San Francisco Mu-
Seum of Modern Art and kept up his
writing and lecture schedule,

Perhaps more important to Szar-
kowski, he returned to taking photo-
graphs. His pictures of the apple farm
he owned in rural New York were ex-
hibited in a retrospeetive of his work,
“John Szarkowski: Photographs,”
which opened at the San Francisco
Museumn of Modern Art in 2005 and
traveled to other citles.

Images of Szarkowski's barn, or-
chard and apple trees were simple yet
sophisticated, *testimonies to the
pleasure of looking at the world, and
the pleasure of looking at photo-
graphs,” Sischy wrote.

Szarkowski had planted most of
the trees years earlier and finally had
the time to photograph them. “As you

get older, you're not so muech inter-
ested in seeing things for the first time
but in seeing how they changed,” he
said.

mary.rourke@latimes.com
‘His influence
on postwar
American
photography has
been so profound
as to be
incalculable.”

Andy Grundberg,
Corcoran College
of Artand Design
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JOHN SZARKOWSKI

The longtime director of photography at the Museum of Modern Art in New York not only championed the
work of old masters but also of younger talents, and introduced audlences to European photographers.
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John Szarkowski

al age 81. His reputation would almost
make you doubt what you were hearing.

his photographs called “Mr. Anderson
and son, near Sandstone, Minnesota,

his son standing against the backdrop
of an empty wooden corncrib. There is

It's worth remembering how much
Wisconsin there was in the voice of
John Szarkowski, who died on Saturday APPRECIATIONS 1957." It is the picture of a farmer and
-~

He was, after all, the curator of photog-

raphy at the Museum of Modern Art for 29 years, be-
ginning in 1962. The exhibitions he mounted and the
books he wrote quite simply gave documentary pho-
tography a place in the world of art. And yet there
was that broad Wisconsin in his speech, reminding
his auditors that if they could hear the curatorial
pulpit in his words they could also hear the sound of
a very different place.

I'm struck now by the essential modesty of that
other place — the common-sensical view Szarkow-
ski took of his curatorial work and his work as a pho-
tographer. What comes to mind, especially, is one of

G Copyright 2007
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N in both faces a wry, inquisitive look, al-
most humorous in the father’s face, more trusting in
the son’s. The picture embodies the esthetic Szar-
kowskl found in the photographers he championed
— the esthetic of merely noticing.

Szarkowski never pretended that photography
changed because of his attention. He pretended that
he was just paying attention to what should have
been obvious to almost anyone. What he demon-
strated, in fact, was the very thing that good cura-
Lors are able to do. He remained himself, and yet he
was changed by what he saw and showed us how to
be changed, too. VERLYN KLINKENBORG
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The First Rainbow

By WILLIAM MEYERS
Murtin Parr is to contempo-

rary British photography
what Puck is to the characters lost
in the forest in Shakespeare’s
“Twelfth Night": a source of mis-
chief and enchantment. His dis-
ruptive intentions were on dis-
play at the Hasted Hunt Gallery
last Wednesday evening, when he
moderated a program about
“Colour Before Color,” the
gallery’s current exhibition,
which he curated. The gallery set
up three dozen chairs for the ex-
pected audience, but about twice
as many people showed up. It is
testimony to the respect Mr. Parr
commands in the photographic
community, and to his Puckish
wit, broad sympathies, and exten-
sive knowledge, that the overflow
crowd was content to stand or sit
on the floor during the presenta-
tion. Typically, he let others do
mostofthe talking.

Mr. Parr wants the world to
know that European photogra-
phers were engaged with color be-
fore the landmark exhibition of
color photographs by William

overcast days gives his pictures a
valedictory feel, which is offset by
the slightly humorous “carry on”
attitude of his subjects.

Carlos Pérez Siquier, a Spaniard
whose daughter interpreted for
him, explained the political haz-
ards he faced in the 1960s, during
the dictatorship of Generalissimo
Francisco Franco, for doing some-
thing the government thought of
as suspiciously weird: taking art
photographs in color. (In a dicta-
torship, the regime has a monop-
oly on doing weird.) His pictures,
extreme close-ups of body parts of
people on the beach, strike us as
totally non-political. They are not
unlike those Leon Levenstein took
atConey Islandin black and white,
except that in Mr. Siguier's, sun-
burned skin contrasts with fluo-
rescent bathing suit colors.
“Mufieca” (1974) studies layers of
eye makeup like archaeology.

The other photographers in the
exhibition are John Hinde (Eng-
lish), Luigi Ghirri (Italian), Ed Van
Der Elsken (Dutch), and Keld
Helmer-Petersen (Danish). The
work of these artists is quite var-

Eggleston that John Szarkowski _ jed. Mr. Helmer-Petersen self-
_arganized in 1976 at the Museum  published a book titled “122

‘of Modern Art. Because of the
prestige of MoMA and Mr.
Szarkowski, that stunning exhibi-
tion legitimated color (the Ameri-
canspelling) photographyasanart
form in America. Mr. Parr has as-
sembled 48 colour (the British
spelling) photographs by six Euro-
pean photographers taken before
the 1976 Eggleston exhibition to
show they, too, were accomplished,
even if not appreciated. He makes
his point quite convincingly.

Two of the artists were with him
at the Wednesday gallery talk. Pe-
ter Mitchell, an Englishman,
spoke about the spectacular indif-
ference by the art world to the pic-
tures he took in Leeds in the
1970s. He shot formal portraits of
small-business owners standing
in the doorways of their little
shops in this decaying industrial
city. "My Zip code happens to be
one of the worst in England,” he
said. “I'mquite proud of that” The
use of muted earth tones taken on

Colour Photographs” as early as
1947. His Modernist pictures iso-
late forms and eolors into simple
abstractions: a black number 6
painted on a brown and red wood-
en fence, a stack of sand-colored
bricks, a steel plate painted battle-
ship gray. He is clearly trying to
come to grips with the new medi-
um by reducing his images to the
most basic elements.

Many of Ghirri's pictures from
the1970s are also quitesimple, but
the colors are more muted, and the
content more complex. “Moder-
na” (1972) uses color with the deli-
cate touch Saul Leiter developed;
through frosted glass windows set
in pale green steel doors we see
two figures, one witha dim orange
cast. The picture is affecting al-
though modest, but in black and
white it would hardly be a picture
atall Several of Ghirri'simages are
witty with color highlighting the
jest. “Lido di Spina” (1972) shows
a gray television set sitting on a

shelf in a room with plain white
walls; the cloth covering the shelf
and the room’s curtains are or-
ange. The orange is a piquant fact.

One area where color was used
early on was in commercial pho-
tography. Hinde's posteard com-
pany was using color in the late

1960s, when he picked up a com-
mission to photograph Butlin's
holiday camps. It took great tech-
nological ingenuity for his staff to
produce the images they did of
these Disneyesque amusement
parks, but no one thought of the
results as art: no one until Parr.
Like Puck anointing the lovers’
eyelids to alter their perception,
Mr. Parr insists that Hinde's
somewhat gaudy, slightly surreal
images be considered as art.

The deep saturated reds from
the neon signs in "Butlin’s Filey:
Night Scene” (c. 1970), taken by
Edmund Nagele, one of Mr.
Hinde’s photographers, are re-
flected and liquefied in rain pud-
dles in the shopping center park-
ing lot, “Butlin’s Ayr: Lounge Bar
and Indoor Heated Pool (Ground
Level)” (c. 1970), taken by Elmar
Ludwig, has vacationing families
sipping sodas next to windows
that look into the blue pool. Gold-
fish are suspended in the windows
and a swimmer hovers in one like
a humanoid specimen trapped in
an aguarium. The picture is fun,
there is lots of interesting period
detail, and there are certainly
pleasures tobe had inlookingat it,
but to my sensibility it lacks the
valence of art. Puck, for all his
charm, made mistakes.

The question of whether or not
any work qualifies asart can quick-
ly disintegrate into a matter of
druthers, or ascend to a lofty dis-
cussion of philosephy, For purpos-
es of this review it is more impor-
tant to say that Martin Parr has
performed a valuable rescue oper-
ation, We are fortunate to have
these neglected photographers
presented for our consideration.

wmeyers@nysun.com

Until July 20 (529 W. 20th St., be-
tween Tenth and Eleventh avenues,
212-627-0006).
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John Szarkowski, Curator of Photography, Dies at 81

Shows at MoMA that
raised a medium to

the realm of fine art.

By PHILIP GEFTER

John Szarkowsld, a curator who al-
most single-handedly elevated pho-
tography's status in the last half-
century to that of a fine art, making
his case In seminal writings and
landmark exhibitions at the Museum
of Modern Art in New York, died in
on Saturday in Pittsfield, Mass. He
was B1.

The cause of death was complica-
tions of a stroke, said Peter MacGill
of Pace/MacGill Gallery and a
spokesman for the family.

In the early 1960's, when Mr. Szar-
kowski (pronounced Shar-COW-ski)
began his curatorial career,
raphy was commonly perceived as &
utilitarian medium, a means to docu-
ment the world. Perhaps more than
anyone, Mr. Szarkowski changed
that perception. For him, the pho-
tograph was a form of expression as
potent and meaningful as any work
of art, and as director of photog-
raphy at the Modern for almost three
decades, beginning in 1962, he was
perhaps its most impassioned advo-
cate. Two of his books, “The Photog-
rapher’s Eye," (1964) and “Looking
at Photographs: 100 Pictures From
the Collection of the Museum of Mod-
ern Art” (1973), remain syllabus sta-
ples in art history programs.

Mr. Szarkowsk | was first to confer
importance on the work of Diane
Arbus, Lee Friedlander and Garry
Winogrand in his influential exhibi-
tion “New Documents"” at the Mu-
seum of Modern Art In 1967. That
show, considered radical at the time,
identified a new direction in photog-
raphy: pictures that seemed 1o have
a casual, snapshot-like look and sub-
ject matter 50 apparently ordinary
that it was hard to categorize.

In the wall text for the show, Mr.
Szarkowski suggested that until then
the alm of documentary photogra-
phy had been to show what was
wrong With the world, as a way to
generate interest In rectifying it. But
this show signaled a change.

“In the past decade a mdmr:‘;
tion of photographers has
the doalp:’nmary approach toward

o Copyreght po0T
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more personal ends,” he wrote.
“Thelr aim has been not to reform
life, but to know it."

Critics were skeptical. “The obser-
wvations of the photographers are not-
ed as oddities in personality, situa-
tion, incident, movement, and the va-
garies of chance" Jacob Deschin
wrote in a review of the show in The
New York Times. Today, the work of
Ms. Arbus, Mr. Friedlander and Mr.
Winogrand is considered among the
most decisive for the generations of
photographers that lollowed them,

As a curator, Mr. Szarkowskl
loomed large, with a stentorian voice
and a raconteurial style. But he was
self-effacing about his role in mount-
ing the “New Documents” show.

“] think anybody who had been
moderately competent, reasonably
alert to the vitality of what was actu-
ally going on in the medium would
have done the same thing I did,” he
sald several years ago. 1 mean, the
idea that Winogrand or Friedlander
or Diane were somehow inventions
of mine, I would regard, you know, as
denigrating to them."”

Another exhibition Mr. Szarkowski
organized at the Modern, In 1976, in-
troduced the work of William Eggle-
ston, whose saturated color photo-
graphs of cars, signs and individuals
ran counter to the black-and-white
orthodoxy of fine-art photography at
the time. The show, “William Eggle-
ston's Guide,” was widely considered
the worst of the year in photography.

“Mr. Szarkowski throws all cau-
tion to the winds and speaks of Mr.
Eggleston’s pictures as ‘perfect,’”
Hilton Kramer wrote in The Times.
“perfect? Perfectly banal, perhaps.
Perfectly boring, certainly.” Mr. Eg-
gleston would come to be considered
a ploneer of color photography.

By championing the work of these
artists early on, Mr. Szarkowski was
helping to change the course of pho-
tography. Perhaps his most eloguent
explanation of what photographers
do appears In his introduction to the
four-volume set “The Work of Atget,”
published in conjunction with a se-

ries of exhibitions at MoMA from
1981 to 1985,

“One might compare the art of
photography to the act of pointing,”
Mr. Szarkowski wrote. "It must be
true that some of us point to more in-
teresting facts, events, circum-
stances, and configurations than oth-
ers.”

He added, “The talented practl-
tioner of the new discipline would
perform with a special grace, sense
of timing, narrative sweep, and wit,
thus endowing the act not merely
with Intelligence, but with that qual-
ity of formal rigor that identifies a
work of art, so that we would be un-
certain, when remembering the ad-
venture of the tour, how much our
pleasure and sense of enlargement
had come from the things pointed to
and how much from a pattern creat-

born on Dec. 18, 1925, in Ashland,
Wis., where his father later became
assistant postmaster. Picking up a
camera at age 11, he made photog-
raphy one of his principle pursuits,
along with trout fishing and the clari-
net, throughout high school.

He attended the University of Wis-
consin, interrupted his studies to
serve in the Army during World War
11, then returned to earn a bachelor’s
degree in 1947, with a major in art
history. In college, he played second-
chair clarinet for the Madison Sym-
phony Orchestra, but maintained
that he held the post only because of
the wartime absence of better mu-
sicians.

As a young artist in the early
1950s, Mr. Szarkowski began to pho-
tograph the bulldings of the re-
nowned Chicago architect Louls Sul-
livan. In an interview in 2005 in The
New York Times, he said that when
he was starting out, “most young art-
Ists, most photographers surely, If
they were serious, stll believed It
was better to work in the context of
some kind of potentially social good."

The consequence of this beliefl Is
evident in the earnestness of his ear-
ly pictures, which come out of an
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American classical tradition. His
early influences were Walker Evans
and Edward Weston. "Walker for the
intelligence and Weston for the
pleasure,” he sald. In 1948, Evans
and Weston were not yet as widely
known as Mr. Szarkowski would
eventually make them through exhi-
bitions at MoMA.

By the time Mr, Szarkowski ar-
rived at the museum from Wisconsin
in 1962 at the age of 37, he was al-
ready an accomplished photogra-
pher. He had published two books of
his own , “The Idea of
Louis Sullivan” (1956) and “The
Face of Minnesota" (1858). Remark-
ably for a volume of photography,
the Minnesota book landed on The
New York Times best-seller list for
several weeks, perhaps because
Dave Garroway had discussed its
publication on the “Today” program.

When Mr. Szarkowskl was offered
the position of director of the photog:
raphy department at the Modern, he
had just received a Guggenheim Fel-
lowship to work on a new project. In
a letter to Edward Steichen, then cu-
rator of the department, he accepted
the job, registering with his signa-
ture dry wit a reluctance to leave his
lakeside home in Wisconsin: “Last
week 1 finally got back home for a
few days, where 1 could think about
the future and look at Lake Superior
at the same time. No matter how
hard I looked, the Lake gave no in-
dication of concern at the possibility
of my departing from its shores, and
I finally decided that if it can get
along without me, 1 can get along
without it.”

A year after arriving in New York,
he married Jill Anson, an architect,
who died on Dec. 31, Mr. Szarkowski
is survived by two daughters,
Natasha Szarkowski Brown and
Nina Anson Szarkowskl Jones, both
of New York, and two grandchildren,
A son, Alexander, died in 1972 at age
1

Among the many other exhibitions
he organized as a curator at the Mod-
ern was “Mirrors and Windows,” In
1978, in which he broke down photo-
graphic practice into two categories:
documentary Images and those that
reflect a more Interpretive experi-
ence of the world. And, in 1890, his fi-
nal exhibition was an Idlosyncratic
overview called “Photography Untll
Now," In which he traced the techno-
logical evolution of the medium and
Its impact on the look of photographs.

In 2005, Mr. Szarkowskl was given
a retrospective exhibition of his own
photographs, which opened at the
San Francisco Museum of Modern
Art, touring museums around the
country and ending at the Museum of
Modern Art in 2006. His photographs
of bulldings, street scenes, back-
yards and nature possess the
straightforward descriptive cIalgz
he s0 often champiloned in the w
of others, and, In their simplicity, a
purity that borders on the poetic.

From his own early photographs,
which might serve as a template for
his later curatorial choices, it is easy
to see why Mr. Szarkowski had such
visual alfinity for the work of Fried-
lander and Wi

When asked by a reporter how it
felt to exhibit his own photographs fi-
nally, knowing they would be meas-
ured against his curatorial legacy, he
became circumspect. As an artist,
“you look al other people’s work and
figure out how it can be useful to
you," he said,

“I'm content that a lot of these pic-
tures are going to be interesting for
other photographers of talent and
ambition,” he said. “And that's all
you want."

John Szarkowski in 1975.
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TED HARTWELL 1933-2007

‘A gregarious loner’

® From Minneapolis to Paris,
photography curator Ted
Hartwell pursued elusive images
forthe Minneapolis Institute of
Arts.

By MARY ABBE » mabbe@startribune.com

he 250 friends and colleagues

who gathered to remember

Ted Hartwell recentlyin Pepin,
Wis., were marking not only the
passing of a photo curator at the Min-
neapolis Institute of Arts, but the
close of a pioneering era in American
culture.

By the time Hartwell died July 10
at 73, froma heart attack the previous
week, he had assembled for the Min-
neapolis museum more than 10,000
photographs spanning the 170-year
history of the medium. Most were
gifts from collectors he had courted,
including longtime museum benefac-
tor Harry Drake and gallery owner
Martin Weinstein, or supporters such
as former Institute board chairman
Al Harrison, who endowed a gallery
and provided money to buy photos.

He also lefta trail of innovative ex-
hibitions by Richard Avedon, Gilles
Peress, Diane Arbus, Jerome Liebling
and Werner Bischof that helped re-
define photography in the museum
pantheon.

Among photographers, “Ted was
one of the most highly thought-of
people in the country,” said Liebling,
the dean of American documentary
photography, who lives in Amherst,
Mass. “He’s leavingat the [nstitute an
absolutely superb collection, and the
list of shows he's had over the years
is as rich as anywhere.”

Coincidentally, the museum
opened last week the first of a two-

{© Caprpright 2007 Shw Triune
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part exhibit capping Hartwell's ca-
reer. The shows will sample a collec-
tion of more than 600 photos recent-
ly donated by Frederick B, Scheel,
a sporting-goods distributor from
Fargo, N.D.

Part one of “The Search to See”
offers a wide-ranging selection of
100 pristine prints, including some
of the most famous and influential
images by Paul Strand, Ansel Adams,
Alexander Rodchenko, Andreas
Feininger and Bill Brandt. (The ex-
hibit ends Nov. 4, with part two
opening Dec. 1.)

Museumn  director  William
Griswold said that Hartwell's cura-
torial accomplishments “are nothing
short of extraordinary,” but that what
he will miss most is “that inimitable
twinkle in his eye.”

Trusted instincts

Hartwell built his legacy over 45
years, starting at a time when few
museums cared about photography.
Along with his colleague and friend
John Szarkowski, the photo curator at
the Museum of Modern Art who died
July 7, Hartwell was convinced that
photography was, or could be, the
equal of painting, sculpture and the
decorative arts that museums tradi-
tionally embraced. He had no train-
ing in art history or curatorial stud-
ies, and initially the museum had no
money to lavish on a medium that
many then regarded primarily as a
tool for documenting wars, record-
ing social upheaval or selling con-
sumer goods.

Hired in 1962 as the museum's staff
photographer — shooting objects in
the collection and documenting ex-
hibitions — he soon began to stage
photo shows in a basement hallway.
He persuaded the museum’s director
at the time, Tony Clarke, to let him
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take a few months off to study what
were then the nation’s most substan-
tial museum collections of photog-
raphy — at the Metropolitan Muse-
um of Art and the Museum of Mod-
ern Art in New York City, Eastman
House in Rochester, NY., and the Art
Institute of Chicago.

In 1964 he purchased the Insti-
tute's first photos, a $500 set of Al-
fred Stieglitz’s Camera Work jour-
nals, which contained gravure im-
ages by 19th- and early 20th-century
figures. Throughout his Minneapolis
career Hartwell followed Stieglitz’s
practice of linking contemporary
imagery to the medium’s history, of-
tenalternating exhibitions of modern
work with shows by such masters as
Jacques-Henri Lartigue, Minor White
and Berenice Abbott.

“Ted often referred to pictures as
‘sweet.' Asin, ‘This is a sweet picture.
It wasn't about lust; it was about hu-
man contact, something palpable
and emotionally appealing in the
picture,” said George Slade, artistic
director of the Minnesota Center for
Photography.

Americana and Paris

Hartwell loved the gritty images
of small towns and Dust Bowl refu-
gees produced during the 1930s and
'40s by Dorothea Lange, Walker Ev-
ans and colleagues. He embraced the
street photography of Robert Frank
and Lee Friedlander, and champi-
oned such Minnesota talents as Tom
Arndt, Frank Gohlke, Stuart Klipper,
JoAnn Verburg and Alec Soth.

In 1970 he drew national attention
with the first retrospective by fash-
ion photographer Richard Avedon,
including portraits of celebrities, pol-
iticians and Vietnam war protesters.

A motorcycle enthusiast, Hartwell
loved and showed the biker images of
Danny Lyon. Sometimes the curator
would saunter into the office in bik-
er leather, part of his “beatnik ethos,”
said Klipper, a longtime friend. Hart-
well’s son Joe remembered a more
romantic image of his dad on long
nighttime motorcycle rides through

© Copyrght 2007 St Trsune
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fog-filled Minnesota river valleys.

Hartwell adored everything about
Paris, which he explored while work-
ing on shows by members of the
Paris-based Magnum photography
cooperative. The late Henri Cartier-
Bresson, a Magnum founder, and his
photographer wife, Martine Franck,
became close friends,

It was in Paris that an American
friend asked him to look up her sister,
Carolyn, when he returned to Min-
neapolis. He did, and 16 years ago she
became his third wife and the moth-
er of their three children: Theron, 8,
and twins Franklin and Louise, 4. His
son, Joe, 38, is from his second mar-
riage. Another son, Charles, from his
first marriage, predeceased him.

Endofanema

Hartwell was aptly described
by his wife as a “gregarious loner,”
someone who welcomed drop-in
visitors, would look at anyone’s port-
folio and was always ready with sug-
gestions and encouragement.

“He was just a kid from Minneap-
olis' North Side who got a job at the
museum because he was a good pho-
tographer who had learned his craft
in the Marine Corps,” said Evan Mau-
rer, former director of the Minneap-
olis museum. “But he had a passion
for photography as an art, and ambi-
tion for the museum and the collec-
tion. It was gutsy. But it’s America; a
kid could get a chance. Thisis the end
of an era, for sure, because stuff like
that doesn't happen anymore."

Mary Abbe = 612-673-4431

THE SEARCH TO SEE
What: Photos recently donated
by sporting-goods distributor
Frederick B. Scheel

Where: Minneapolis Institute of
Arts, 2400 3rd Av.S.

When: 11 a.m.-5 p.m. today and
next Sun,; 10 a.m.-5 p.m. Tue.-
Wed. and Fri-Sat; 10a.m.-9 p.m.
Thu. Part one ends Nov. 4. Part
two opens Dec. 1.

Admission: Free.
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Photos provided by MINNEAPOLIS INSTITUTE OF ARTS
Dan Dennehy, chief photographer at the Minneapolis Institute of Arts, took
this portrait of his colleague Ted Hartwell in 2004. The pose cleverly alludes to
Andreas Feininger’s famous image “The Photojournalist,” below right.
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Hartwell greatly admired the iconic Ame rican- images of Walker Evans,
who took"Roadside Stand, Vicinity Birmingham, Alabama" in 1936,

Minnesota photographer Tom Arndt took this ebullient image of “Four
Coast Guard Cadets” at the Great America amusement park in Dundee, 1L,

in1981,
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Feininger’s "The Photojournalist” In his 1962 portrait of Marilyn Mon-
equates the photographer with his  roe, Richard Avedon captured the
camera, actress' tragic vulnerability.

PageSol§

Burrelles ZzaceExpress
© Copyigh! 2007 Stw Tritms

Accounl: B4TENX (5005}




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION,

Collection: Series.Folder:

APF Szantene stes

The Museum of Modern Art Archives, NY

Szavii ou) Sl Ve

. British Journal of Photography - The Master departs 7 Pagel of3

‘incisivemedia RELATED PRODUCTS 2006 BST 22 July 2007

THE PROFESSIONAL'S WEEKLY M HOME W ADVERTISE M SUBSCRIBE M ONLINESERVICES W FORUM B FREE TRIAL

B 20:06 BST 22 July 2007
Latest issue of BJP: 18.07.07 ]
Available online now RAW wortdiow softwears by §
[VIEW CONTENTS...]

logged in as: . Click here to logout.
f

W NEWS news 18 July 2007

B SEARCH

advanced search >> & Click here for a printer friendly version of this page

latest photography news The Master departs

BJP RSS feed [[33]

free news alerts
latest photography jobs

John Szarkowski, who has died aged 81, achieved near-mythical status as curator of
photography at the Museum of Modern Art in New York. Sean Louth, and his peers, pay
tribute

B FEATURES ADVERTISEMENT

o EOANERE<
BJP free content CAMERAS |
tech reviews Pio Desler 195 sver 13 Yaurs
special features

business matters

comments and opinions

Nikon Discovery Awards

Project Assistance Awards

endframe

photo college

photographer profiles Di gital SLRS at

on show

. LOW Prices

BJP Photographic Award

Fhd
1T HdkVd
SINIHOEY
yinon

N

file://C:\Documents%20and%20Settings\ltalatin\Local%20Settings\Temporary%20Internet%20Files\OLK 142\British%20Journ...  7/23/2007




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

APF Szarteon sbes

Vision

B CALLERY

featured portfolio
portfolio archive
reader's gallery
submit your images

| ABONT

subscribe

free trial
renew

about this site
my account
contact us
media kit
copyright & privacy
recommend
link to BIP
affiliates

[THE COMPELLING IMAGE

your eyes.

our profess
guidance

British Journal of Photography - The Master departs

‘L still have an image of John Szarkowski in my mind,' says Bill Jay, the renowned photography historian,
editor and lecturer. 'I thought 1 might take portraits of gallerists, curators, photography writers and the
like, linking them by the way they smoked... everyone did back then. John would lean his head back and
hold his cigarette between thumb and middle finger in a very singular, contemplative pose. He embodied
charm and elegance, with a hint of patrician superiority. And he was immensely likeable.’

Jay, now retired and living in California, warms to his task: 'He was the curators' curator, and as head of
the photography department at MOMA, he engendered enormous respect as well as widespread affection.’

The welter of obituaries and tributes for Szarkowski, and their warmth, is a sure signpost to his
significance for photography in the last half of the 20thCentury.

After serving in the US army in WWII, he took a degree in art history, secured two Guggenheim
fellowships and, in 1962, was personally selected by Edward Steichen to be his successor at MOMA,

To borrow a modern term, Szarkowski then rewrote his job specification. He insisted on fine art
photography being viewed as just that - fine art - and he demanded that gallery visitors view afresh the
work of such photographers as Garry Winogrand, Lee Friedlander and Diane Arbus, Later, as Philip Gefter
noted in the New York Times obituary, he would say that: 'The idea that Winogrand or Friedlander or
Diane were somehow Inventions of mine, I would regard, you know, as denigrating to them'.

Says Jay of Szarkowski's stewardship: 'His curatorial decisions had enormous impact on the development
of the photographic medium over his 30-year tenure, In the 1960s, 70s and 80s, Szarkowski raised issues
about the medium which would be keenly debated by young photographers at the time."

But it is the startling brilliance and clarity that Szarkowski brought to his advocacy that resounds again
and again with his admirers down the years. Writing in The Guardian Mark Haworth-Booth neatly echoed
the master's concision: '(Szarkowski) brought a new critical acumen and rigour to the medium.'

As a result, suggests US News and World Report in 1992: 'Szarkowski's thinking, whether Americans know
it or not, is our way of thinking about photography.”

BIP contributor Gerry Badger concurs: 'John Szarkowski was a towering figure in late 20th century
photography. His view of photography might have been narrow, but it was a consistent view, expressed
with an infuriating certainty, but also with passion and a supreme elegance. Most importantly from my
point of view, he espoused a photographic art that was about photography, not pseudo-painting.’

Says Bill Jay: 'Perhaps the best thing about John Szarkowski was the manner in which he expressed his
view, and this is probably best exemplified by his introductory essay to The Photographer's Eye. The
clarity with which he defined the role of photography, as he saw it, is classic.

'Szarkowskl's views raised the ire of many photographers, but he had more photographic intelligence in his
little finger than his fiercest critics had in their entire bodies.

'In the photographic forum of the 1960s to the 90s, he was the equivalent of Aristotle or Socrates, arguing
which gods should be revered, and which deposed.’

But the last word goes to Haworth-Booth: 'On contemporary college phetography course reading lists,
there are many recommended readings on the theoretical approach to photography. Almost completely
ignored is the work of John Szarkowski, I find that bizarre. And [ find it slightly depressing.'

John Szarkowski, curator and photographer, was born on 18 December, 1925, and died on 07 July, 2007.
He had suffered a catastrophic stroke in February and never regained consciousness. He was predeceased
by his wife, the architect Jill Anson, in 2006. They married in 1962, and are survived by two daughters.
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A Shocking Death, an Unexpected Departure

COMINGS & GOINGS

Whao's moving where in the art world

By Jacquelyn Lewis

Published: July 23, 2007

NEW YORK—The art world seemed to have settled into the long, lazy days of summer, with comings and goings fewer
and further between as June faded into July. But then, like lightning, some significant deaths and unexpected staff
changes packed a considerable punch. For starters, the art world is reeling from the news that painter and video artist
Jeremy Blake might have wandered into the ocean and drowned a week after his girlfriend, filmmaker and writer Theresa
Duncan, committed suicide. Legendary MoMA photography curator John Szarkowski also died, at age 81, on July 7.
And in the UK, the Victoria & Albert Museum's chairman-to-be delivered some surprising news. Keep us up to date by
sending the latest happenings to NewsEditors@artinfo com

NEW YORK— The artist Jeremy Blake might have drowned a week after his girlfriend, filmmaker and writer Theresa
Duncan, committed suicide, the New Yark Post reports, Duncan overdosed on pills July 10, and on the evening of July 17,
Blake was seen walking into the choppy surf off Rockaway Beach, leaving a pile of clothing and a handwritten note
claiming he was “despondent” over Duncan's death, police sources told the Post. Police helicopters were scanning the
waters off Rockaway Beach on July 21 as the art world reeled from the news. "It was kind of a double shock. They were
both totally unexpected," said Lance Kinz, whose Chelsea gallery, Kinz, Tillou + Feigen, represented Blake. "This is an
extraordinarily sad story. He couldn't go on without her, so he decided to be with her, so to speak.”

NEW YORK—John Szarkowski, “a curator who almost single-handedly elevated photography's status in the last half-
century to that of a fine art, making his case in seminal writings and landmark exhibitions at the Museum of Modern Art
in New York,” according to The New York Times, died in Pittsfield, Mass. on July 7, at the age of 81.

Szarkowski was the first to recognize the artistic significance of works by photegraphers Diane Arbus, Lee Friedlander,
and Garry Winogrand with his 1967 MoMA show, “New Documents.” The curator died from complications of a stroke,
Peter MacGill of New York's Pace/MacGill Gallery told the Times.

LOS ANGELES—Acclaimed architect George Yu has died at the age of 43, of a rare form of lung cancer that afflicts
nonsmokers, the Los Angeles Times reports. Yu, who was born in Hong Kong and grew up in British Columbia, had "a
deep interest in digital design tempered by an obsession with the act of making,” according to the Times. *Yu emerged in
the last five years or so as an important link between the city's leading firms and architects in their 20s and 30s, many of
whom Yu taught at the Southern California Institute of Architecture and elsewhere.”

DALLAS, Texas—Heritage Auction Galleries has named Delia E. Sullivan its new Native American art specialist and
consignment director. Sullivan joins Heritage with a master's degree in cultural anthropology from the New School for
Social Research in New York, where she studied primitive art and shamanism. She also worked for 14 years at

Christie's, seven of which were spent as head of the American Indian art department.
ROCHESTER, Minn.—Ted Hartwell, the founding curator of the photography department at the Minneapolis Institute of

Arts, died at the age of 73 on July 5, the Star Trbune reports. Harwell, a contemporary of Szarkowski, was nationally
known as a pioneering advocate for photography as an art form, and “merged down-home humanism with international
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vision” during his 35-year career at the museum, according to the Trbune. Hartwell “was one of our heroes, a beacon,”
said Weston Naef, curator of photographs at the J. Paul Getty Museum in Los Angeles.

OXFORD, Miss.—Pulitzer Prize-winning editorial cartoonist Doug Marlette died in a car accident July 10, The New York
Times reports. He was 57. Marlette, who was known for shocking audiences with his work, created the popular syndicated
strip “Kudzu,” turned it into a musical, and wrote two novels. Originally from Greensboro, N.C., he had worked at The
Charlotte Observer, The Atlanta Journal-Constitution, New York Newsday, and The Tulsa World. He took home a Pulitzer
in 1988 for his work at the Charlotte and Atlanta papers.

LONDON—John Tusa left his job as chairman of the Victoria & Albert Museum on July 18, months before he was to_lake
over the position, The New York Times reports, Tusa, who was slated to begin the job in November, was named chairman
in June. He said he relinquished the post because he already had agreed to become the chairman of the University of

the Arts London and didn't want to juggle both obligations. “The possibility of confusion about where my loyalties lay
risked damaging one or both institutions.”

Copynght € 2007, LTB Media. All rights reserved
Use of this site constitutes agreement with our Privacy Policy and User Agreement
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John Szarkowski

Curator and writer
who championed
photography as an
artistic medium

hie brilliance as a cura-
tor and wrniter of
Szarkowski, who
died following a suoke
aged 81, transformed
the understanding of
photography and played
a major role in establish-
Ing it as the art medium {t is today. He
was director of the department of pho
tography at the Museum of Modern Art
(MOMA), New York, from 1962 10 1991,
and championed now-familiar glants
of the subject - from André Kertesz to
Diane Arbus  when they were disre-
garded or unknown. His influence was
far-reaching. For ex . Szarkowski's
exhibition of the work of Bill Brandt,
shown at MoMA in 1955, came to the
Hayward Gallery in Londaon in 1970 and
changed the climate of opinion about
photography in this country. He brought
anew critical acumen and rigour to the
medium
Szarkowski was born in Ashland, on
the southern shoresaf Lake Superior in
rural Wisconsin. He began photograph-
ing as a boy and considered himself a
photographer from the time he decided;
at about 16, that Lie was not going Lo
nal claninet plaver
looking,
naturally humorous
retained his hiltng Wis-
d.

apher at tf
o eapoiis, then tod
position as instructor in photugrag
history " Ibri
An
about photograph
ranty build

3, which he des 4 as "old and dirty

ong its newer, lazger
jamond ina pile of

MoMA and
Hé received aC
1961 to photograp!
rior wilderness. ana
Minnesota
photograp
MOSt eXquis! yrical and environ
mentally aware of the time. The project
came to an end when Szarkowski was
invited to succeed Edward Sreichen in
charge of MoMA's department of pho-
tography in 1962 IWIngG Year
lie married Jill Anson, an architect (and
later architectural preservationist) as
bright, charming and witty as mmself,
They marned in London and Szarkowski
always enjoved returning to the city,
sometimes calling in at Lock & Co tn 5t
James's to buy one of their brown tnlby
hats, which he wore with style,
Szarkowski's tenure at MoMA began
with the first-ever exhibition of lacques-
Henri Lartigue, the extraordinary child
prodigy of the era of the belle spoque.
The influential show The Photogea-
pher's Eye followed in 1964, That was
also the year NoMA opened the Edward
steichen Galleries and Study Center,
where generations of photographers,
histerians, critics and fans have begun
and continued ther overy of the
medinm. Through ¢
tions such as Dorothea Lange

shared between
15 landscape
fe anong the

yuilt up & modermist canen,
Even 1 portantly, he idents
fied the & s of his own time

pments (1907 introduced

fonn e Dut t
b DUt to under

Haspatatt

pof hor work
115977 was received v

as quier,

liam Egglestan’s
&), which revalutionised the
anding ef colour photography,
mumental four-yohame The Wark

Atget (with Maria Morris Hambourg,
1981-85) and the magisterial Photogra-
phy Until Now (1990)

In 1991 Szarkowski began photo-
graphing awan. Mr Bristol's Bazn: With
Excerpts from Mr Blimn's Diary {1667}
wis a loving photegraphic
nun of the bam on the Srarko

! graphic tnps
with Friedlander and other friends. He
also curated remarkable exhibitions,
including Ansel Adamsar 100 (2001).

In2002 he visited London to address
a packed lecture theatre at the Victora
and Albert Museurn. Next day, onan
architectural peregrnination witn friends,
he made Jlight of climbing the 530 5teps
tothe top of St Paul's Cathedral.

John Szarkowsid: Photographs,
superbly curated by Sandra 5 Phillips;
was presented at the San Frantisco
Museum of Modern Art in February
2005, followed by 2 naticnwide tour. It
was accompanied by a majar book and
conference. A jovial Both buthday cel-
ehration was organised by lus daughters

York in Decembe £ Same Year.
suddenlyin mber 2006
WKL TN iparently mthe
st af health, suffens ki i New
it in February. He did nut regain
vived b fris
1, and grand-
children Harry and Ans:
Mark Haworth-Booth

fohn Szarkowski, photographe
i writier, born Decenibir 18
72007
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Bronze figure of Artemis and
the Stag, ca. 1st century B.C.-
Ist century A.D.

of estimating rare objects for which

are few comparable examples—not
:ntion the current market frenzy.

3 expected [see “Front Page,” May

|, an elegant Roman bronze that

picts Artermnis and the Stag, outper-

rmed all other lots, appearing at the

June 7 auction of Egyptian, Greek,

Roman and Western Asian antiquities.

Estimated at $5-7 million, it netted $28.6

million, the highest price ever paid for

an antiquity or a sculpture of any period |

at auction, according to Sotheby's. It
was purchased by the London dealer
Giuseppe Eskenazi on behalf of a pri-
vate European collector. (Prices include
Sotheby’s commissions: 20 percent on
the first $500,000, and 12 percent above.)

AooofdlngwmeNewYorkTm.Flnh-,

ard M, Keresey, an antiquities specialist
at Sotheby's, deemed it “the best single
iece I've seen here in 37 years.”

‘As the acquisitions fund has grown
since the Albright-Knox sales were
undertaken in March, it has been
tapped for purchases that would pre-
viously have been beyond the reach
of the strapped museurmn, according to
director Louis Grachos. Amaong them
are a film, three photographs and ‘a
sculpture from Matthew Barney's
2005 “Drawing Restraint” series; a
1 red yarn sculpture by I_=rec|
gandback; and Bruce Nauman's w_dgo
installation Green Horses (1988}, a joint

urchase with the Whltnay_Museum
that is the Albright-Knox's first major
piece by the artist. —Faye Hirsch

More Exiting
Museum Directors

nheim Museurn director Lisa
;%g:nlson has announced that she
will resign from the museum to join
Sotheby's this manth. .Artar 29 years
with the Guggenheim, including nearly
rs as director, Dennison will be
the auction house's vice president of
North American operations.
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Timothy Potts resigns as director
of the Kimbell Art Museum, effec-
tive Sept. 1. Potts led the museum
for almost