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Summary of Proceedings and Decisions of Annual
Board and Membership Meetings—March 1981

Comp i of p gs and deci: of the Board of Directors and
the Society Membership at their annual national meetings which took place,
March, 1981, at Asilomar Conference Center, Pacific Grove, California, appear
in the SPE/Newsletter, April/81 issue. The f g y of p ing
and decisions of those meetings has been prepared by Society Chail

. p and Memb IV. Nomi
Committee and P for b V. P and Publl
Ci i VI. C C and Annual Nati Conf ; and
VIl. Regions and Regional Affairs Committee. Recognized that sec-
tions VIII through XIIl of the manual mandated by the board concerning

William Parker based on the minutes taken by former Secretary of the Society
Richard Stevens and current Secretary Ellen Land-Weber,

ACTIONS TAKEN AND RESOLUTIONS MADE BY THE BOARD OF
DIRECTORS OF THE SOCIETY FOR PHOTOGRAPHIC EDUCATION DURING
THEIR MEETINGS, MARCH 13-15, 1981, PRIOR TO THE ANNUAL NATIONAL
CONFERENCE OF THE SOCIETY, ASILOMAR CONFERENCE CENTER,
PACIFIC GROVE, CALIFORNIA, MARCH 15-18, 1981:

Convening the board at 2: 10 P.m., 3/13/81, Michael Simon, Chairperson of
the Society, extended welcome to newly elected board members: Kathleen
Gauss, Betty Hahn (elected by board to fill Enos board vacancy; not present
due to illness); Harold Jones, Jean Locey (not present initially due to travel
difficulties and service as Assistant Conference Coordinator), and Martha
Strawn (reelected to the board). Thanks were expressed to outgoing board
members: James Alinder, Peter Bunnell and Anne Noggle.

A the Memb ip Ct i Report which Identified 1297 society

as of the i of S.P.E. M ip Directory (1/18/81), plus
111 new members since 1/18/81, for a current total of 1408 members as com-
pared to 1627 for 1980. A p | as of 3/11/81
reported as 578; non-renewals for 1979 reported as 336. Number of institu-
tional subscribers to society publications reported as 88 domestic, 20 foreign.
Approved that the N p Ci i ways to adver-
tising the society and that it take steps to increase the membership. Unani-
mously resolved to express the deep app of the for the
outstanding service rendered the society by Peter Bunnell, Membership Chair-
person. App that a p form be included with every
mailing of E; and that the F Ci be to carry
this out.

Accepted and approved the Treasurer's Report: Year Ended December 31,
1980, showing a national treasury balance, in checking and saving accounts
combined, of $34,092.39. Approved to amend the proposed society budget for
1981 to reflect a membership lower by 300 and that this budget be used until
the next Executive Committee meeting when a revised plan for finances shall
be made.

Accepted the Publications Ci Report which the pr
followed by the committee in its search for new publications editors recom-
mended to the Executive Committee for final selection and reported informa-
tion on the progress of Exposure issue 18:2 and 18:3 & 4 (double Issue).
Approved the Executive Committee appointments of Gretchen Garner as Editor

ilities and f of the officers of the soclety and additional
policies and procedures shall be later submitted to the board for approval.

Approved the motion to alter the by-laws, Article III Directors, Section 2,
Election of Directors, to reflect a deadline for receipt of return ballots to be
thirty (30) days before the annual meeting.

Approved through roll-call vote, the continuance of the policy now in force of
not holding national conferences in states which have not ratified the Equal
Right Amendment. Approved that a ballot on the ERA Issue be presented to the
membership and that a new p vote on the of current policy
be taken, such ballot to be mailed with the SPE/Newsletter along with

in the for and against the proscription toward
holding the national conference in states not having ratified the ERA.
Approved that membership decision on the issue shall become official policy
for the society and that such decision shall be determined by a simple majority
of the votes cast.

With reference to the special education issue of Exposure (double Issue,
Vol. 18: Nos. 3 & 4), in preparation by guest Editors Thomas Neff and Tony
Frederick at the L y of Colorado, appi that: the board agrees to the
overrun of 500-700 copies as planned, such copies to be hardbound and sold to
repay a loan made by the University for the issue independent of society
funding; the title or facing page of such copies must include in large bold
type: “This publication is a reprint of Exposure, Journal of the Society for
Photographic Education, Issue 18: 3 & 4.”; both the issue of Exposure and the
overprint must be copyrighted in the name of the society and, where requested
by individual authors, in the name of the author.

Accepted the Regional Affairs C Report g the Mid-
Atlantic region charter revisions and approved committee recommendations
concerning Section ViI, Regions and Regit Affairs Ci as
or revised, for inclusion in the S.P.E. Policies and Procedures Manual. Ap-
proved the combining of the Midwest and Mid-America regions into a single
region to be as the region, thus that there are
now a total of eight (8) officially g within the
national society. Approved the Regional Affairs, Policies and Procedures and

Ci i of by-laws changes identified as:
Article IV Committees, Section 7, Regional Affairs Committee and Article VI
Regions, Section 2, Regional Definition; Section 3, Officers and Organization;
and Section 4, Finances.

Approved the By-Laws Additions/F as by
the Policies and Procedures Committee to the board by letter of 2/28/81,
based on previous approval by the C in , 1980,
identifying additions or revisions for by-laws: Article IV Committees, Section

of Exposure and Peter Kloehn as Editor of the SPE/. 2 g
these new editors on work accomplished thus far.

Approved the of the p annual board i at s ille
Country Club, Swan Lake, New York, 3/14-17/80, as published in the SPE/
Newsletter, July/80.

Accepted the i g Ci i Report
board members as defined.

Approved the revised policies and procedures regarding the office of
Executive Secretary of the Society as defined by the special Policies
and Pr C in the pi S.P.E. Policies and Procedures
Manual. Approved as a mandate the hiring of an Executive Secretary of the
Society and the acquiring of a permanent office for the national society when
feasible. By separate action, with required revisions occurring with each
action, app the ilities and f of society
staff and committees defined in the sections of the proposed S.P.E. Policies
and Procedures Manual Iidentified as: |. Executive Secretary; Il. Com-

g newly elected

1, C i Section 3, N Ci ittee; Section 4,
Steering Committee; Section 5, Publications Committee; Section 6, Con-
ference Committee; Section 7, Regional Affairs Committee; Section 8,
Membership Committee; Section 9, Other Committees! Article V. Officers,
Section 3, Term of Office; Section 6, The Secretary; Section 7, The Treasurer |
Article VI Regions, Section 2, Regional Definition; Section 3, Officers and
Organization; Section 4, Fi) App d that all and subse-
quent changes in the by-laws made during the current meetings of the board be
orally pi at the ing with the on 3/17/81 and that such
by-laws iti or revisis be p to the
for approval by ballot vote.

Elected the newly required Executive Committee of the Board of Directors
presented as a slate: William Parker, Chairperson; Martha Strawn, Vice-
Chairperson; Ellen Land-Weber, Secretary; and Kathleen Gauss, Treasurer. As
of 7:30 p.m. on 3/14/81, the chairpersonship of the soclety was transferred to
William Parker.

e e et

o

e e it e e e T e AR e e e

B s

Y e




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Edward Weston with a Cat, 1946

The part of Edward Weston that is little publicized was his
great attachment to his very simple house and garden, built for
him by the Weston boys. Edward also had great attachments
to pyro developer, KIN-HEE Quick coffee pots and, as he
grew older, deep attachments to his many, many cats.

Edward, in effect, was a very fulfilled man. (See Beaurmont

Newhall’s photograph of Edward's kitchen in the August
1981 issue of Darkroom. The KIN-HEE Quick coffee pot is in
the foreground.)

Imogen hated cats though she photographed them con-
stantly but she shared Edward’s attachment to the KIN-HEE
Quick coffee pots to the end of her days.

15
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Stieglitz and Autochrome:
Beginnings of a Color Aesthetic

Donato Pietrodangelo

The emergence of serious color photographic imagery within
the past decade has been so amply heralded that any additional
proclamation here might seem redundant. Clearly, as it cau-
tiously sheds its snapshot/glamor/commercial stereotypes,
color is assuming a newfound posture of importance. Color is
said to have come of age.

When and where did it begin? More specifically, how did
serious color photography come of age? Voluminous discus-
sions address the development of a reliable color photographic
process, but literature on the origins of serious color imagery,
and historical criticism of the medium, is scarce. On the
surface, this paucity of critical literature might be written off as
a somewhat esoteric concern; yet, a lack of criticism holds
practical implications beyond the academic. It deprives the
medium of a point of origin, its aesthetic roots, if you will. This
implies serious color really has no history, thereby fueling the
notion held by some critics that color photography, with the
whir of the SX-70, is simply a current and passing trend in an
era of technomania. Equally important, the issues and concerns
presently being articulated about color and its aesthetic are
assumed to be unique revelations caused by its recent emer-
gence. I hope to show here that this is not the case.

While Max Kozloff, in ‘‘Photography: The Coming to Age
of Color,” presents an important critique of color photogra-
phy’s arrival and use, his aesthetic concerns and issues describe
only the past 30 years or so as the era of origin.' Along the same
line, Allan Porter, editor of Camera, proclaims Eggleston,
Meyerowitz, Shore, Slavin and others as ‘““The Second
Generation of Color Photographers.’’ The first generation, ac-
cording to Porter, existed between 1938 and 1968 evolving after
the introduction of Kodachrome in 1935. Anything before is
seen as pre-history or “‘period zero.”’ Discounting period zero,
he suggests that because they were hampered by technical de-
ficiencies, the first generation experimented, whereas the
second generation expressed.?

Kozloff and Porter, particularly because of his definitive
““period zero,”” seem to sell color short. Both isolate the recent
past as the era of inception and evolution of serious color

imagery. This is not the fact of the matter. While the 1935
introduction of the populist Kodachrome was an undisputed
milestone in the maturation of color, the foundations of a color
aesthetic and criticism can be traced further: to the 1907 intro-
duction of the Autochrome process. It was Autochrome that
marked the point of departure for serious color.

Intruding on the Photo-Secession, used by Alfred Stieglitz
and Edward Steichen, Autochrome prompted discussion on the
implications of photography in color. As it was praised and
criticized, issues and potentialities regarding serious color
surfaced for the first time.

The introduction of the Autochrome process was, at the
very least, a momentous technological achievement. Though
color was reportedly recorded as early as 1827 by Niepce and
Daguerre, 19th Century processes were, for the most part,
unreliable and impractical: they were in the domain of per-
sistent photo-scientists. By the late 1800s color photography
was possible; but only to the most patient and fastidious. It
was a cumbersome exercise in multiple exposures, colored
filters, precise registration and special lighting for pre-
sentation. Even then, many considered the processes fraudu-
lent because of their inability to render the ‘true color of
nature.” Such skeptics, disdaining the woeful state of the art,
pronounced the photographic reproduction of natural colors
as a practical impossibility.> Nonetheless, color pictures were
being made and exhibited, with speculation beginning on the
future impact of this unexplored medium.

Camera Work, Alfred Stieglitz’s renowned photographic
journal, first broached the subject of color in a 1903 article in
issue No. 2, entitled, ‘“The Pictorial Aspects of Photographs
in Colors.”” Authored by the respected R. Child Bayley, editor
of the British publication Photography, the article presented
one of the first serious discussions of color aesthetics.

Observing that photographs in colors had found their way
into ‘pictorial’ exhibits, Bayley suggested that the future mig) ¢
proffer a cavalcade of color, leaving black and white work in
neglect. Juxtaposing the merits of monochrome over color, he
dismissed any real threat (to black and white) with a belief that
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accurate rendition of hue was still impossible. The increased
exhibition of color pictures was, according to Bayley, ‘‘due to
the desire to encourage a promising process rather than for
their pictorial qualities.”” He concluded that all color work,
not reasonably true and convincing, is artistically offensive
and immensely inferior to a correct monochromatic ren-
dering.* Bayley was not alone in his conclusions. The
Australian Photographic Journal observed, ““ . . . those deli-
cate tints which appeal most to the cultivated eye are just those
which no known process has produced.”® With his
conclusion, Bayley expressed what would become a lasting
concern about color imagery: full chromatic accuracy is
inherent to the medium’s creative viability. In other words, if
color could not be true, it would not be art. Seventy-five years
later, some still subscribe to Bayley’s contention that accurate
rendition of hue is impossible, thereby flawing the medium as
misrepresentative.

The arrival of Autochrome in 1907 made much of the prior
technical criticism of color moot. First, it was seen as a com-
paratively practical process. Second, it rendered fairly ac-
curate color. Invented by the Lumiere brothers of France,
Autochrome required only a single exposure to produce a full
color transparency.® The process used a glass plate coated with
a light sensitive emulsion and microscopic starch grains dyed
red, blue and green. On exposure, the grains acted as tiny
filters for recording one-third of the visible spectrum on the
black and white emulsion. Processed as a negative, then a
positive, the still present tri-colored grains formed a full
color transparency (the visual result being similar to a present-
day television picture, which is a composite of tri-colored dots
of light). With Autochrome, practical color photography
became readily available to the amateur and serious worker
for the first time.

By chance, Stieglitz and Steichen were in Paris in June when
the first Lumiere plates were to be shown. Illness caused
Stieglitz to miss the demonstration; Steichen went and though
he described the results as “‘pretty good only,” he bought
some plates to see what he could do with the new process.’
After seeing his results, Stieglitz proclaimed ‘‘the color
problem for practical work has been solved.”’*

Within a few weeks, Steichen traveled to London where he
sought out R. Child Bayley to show him some plates. Bayley
was astounded with the results—the lack of grain, the variety

, of coloring and the wonderful richness. A striking portrait of
Stieglitz, holding a copy of Camera Work, demon_strated the

“‘the color problem for practical work has been solved”’

process’ sensitivity to a broad palette of colors—the rich dis-
tinction of a rough blue coat, the subtleties of the journal’s
grayish cover, the naturalness of the flesh tone, the nuances of
a green velvet foreground. Steichen, too, was thrilled. ““The
pianola,”” he offered to Bayley, “‘has often been compared
with modern pictorial photography, but this new process is the
phonograph of color. It copies with the same startling realism
that a good phonograph records a Caruso solo.’’ While
in London, Steichen photographed George Bernard Shaw,
Lady Hamilton and a group of four women on a house-
boat. According to Stieglitz, the pictures were artistically far
in advance of anything the photographer had previously
done.'®

To this day, these images represent a significant milestone in
the use of color photography. First, they reflect some of the
earliest examples of the artistic potential of serious color
images. Second, they most likely marked the inception of
earnest color portraiture.

Stieglitz was convinced—he declared that the possibilities of
the process seemed to be unlimited and that soon the world
would be color-mad. Yet, he tempered that enthusiasm with a
cautionary note: ‘“The difference,’” he offered, ‘‘between the
results that will be obtained between the artistic fine feeling
and the everyday blind will be even greater in color than
monochrome.”’!"

Upon his return from Europe in September, Stieglitz
presented an exhibit of Autochrome work by Frank Eugene,
Steichen and himself. After the well received exhibit, Stieglitz
prophetically reflected that the purely pictorial use of color
would eventually be a side issue. Realizing the potential and
the future implications of serious work in color, he wrote,
““the effect of these pictorial color photographs when up to the
Secession standards will be revolutionary, and not alone in
photographic circles.”’'?

It must be noted that the availability of practical color in
1907 was not unanimously acclaimed as a new means of valid
artistic expression; not everyone was impressed.

In his December 1907 Presidential Address to the Walsall
Photographic Society, E.J. Shaw, J .P., maintained in no un-
certain terms that color photography could never be a medium
of art. He saw color as totally incapable of entering the
domain in which the artist (i.e., the painter) makes known
impulses that move man to action. The painter is and will con-
tinue to be supreme in artistic rendering of color, he argued,
because he can combine the colors of nature with an inter-

17
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pretation from emotion. According to E.J. Shaw, color pho-
tography’s true merit rests in its ability to record accurate
color, to provide representational pictures which detail the
varieties of hue, but only as such hues exactly are and, ‘‘as
every passing eye sees them.”” Though color would produce
““things of beauty”’ and be a ‘‘great educational force,’” it was
simply mechanics and not art.'?

With his usual outspokenness, Stieglitz rebuffed such criti-
cism. Interestingly, he likened the controversy to those waged
in photography about sharpness and diffusion, and ‘straight’
and ‘crooked’ photographic images. The debate, he suggested,
Just wasn’t important. At the same time, Stieglitz rebutted the
criticism of color as simple mechanics in an important state-
ment differentiating between the artist’s use of color and the
ordinary photographer’s use of the process:

- . . the Lumiere process is only seemingly nothing more

than a mechanical one. It is generally supposed that every

photographer will be able to get fine artistic pictures in color
merely by following the Lumiere instructions, but I fear that

suppositions are based upon mere illusions. Given a

Steichen and a Jones to photograph the same thing at the

same time, the results will, like those in black and white, in

one case reflect Steichen, and in the other case probably the
camera and lens—in short the misused process. Why this
should be so in a mechanical process—mechanical and

automatic are not synonymous. . . .

Those who have seen the Steichen pictures are all of one
opinion. Lumiere’s own examples . . . as well as those
samples shown me at the various dealers in Munich, would
never have aroused me to enthusiasm nor led me to try the
process myself. That in itself tells a story.

““The photographer,”” he concluded, ‘“who is an artist and
who has a conception of color will know how to make use of
it.”“

The importance of individual artistry, as well as the special
challenges and sensitivities of the medium were emphasized by
other proponents. James A. Sinclair wrote of the charm of
subtle tones, hence requiring the photographer to develop an
effective sense of color.'* Robert Demachy also spoke of the
photographer’s need to understand color, and color harmony,
previously a concern of the painter. He pointed out how
(often) the Autochromist seemed to be only interested in cor-
rectly rendering certain isolated colors, ‘. . . without realizing
that the presence of an adjoining color is sufficient to entirely
modify the first.”” He observed, perhaps for the first time, the
implications of color’s limited latitude. ‘““What is wrong is
wrong and remains so,” he wrote.'® Steichen, too, recognized

the imperative need for a sensitivity to color’s unique
demands, particularly the need to avoid “‘too much color.”’
““The use of color,’” he later wrote, ““at first it became more of
a liability than an asset, for it brought forth an orgy of color.
Instead of colorful pictures, we had coloriferous images.”’"?

Finally, W. H. Alexander pointed out an interesting by-
product of practical color imagery. To him, it would at least
have a valuable educational effect related to color perception:

by making ‘the man in the street’ accustomed to notice the

colours in nature, and to compare them with what profess

to be reproductions of them, cannot fail to have a valuable
educational effect. . . . and the crude harsh colour schemes
that satisfy so many at present should become things of the

past:ia. .t

Yet with all of this, the flurry that accompanied the arrival
of Autochrome began to wane in 1908. Over the next ten years
serious work in color became virtually non-existent.

Perhaps it truly had been a novelty that wore off. Perhaps,
lacking a color print process, the limitations of a singular
transparency relegated the art too impractical. Two decades
after its introduction, Autochrome and color photography
were mostly in the domain of the amateur or commercial
picture taker. Most notably, this period saw the birth of
magazines which used color photos to bring their readers the
flavor of far-away places or the current fashions.'®

Pictorialism became passe. Stieglitz and the Photo-
Secession evolved into Gallery 291. The realism of sharply
focused ‘straight’ images, typified by the work of Paul Strand
and Edward Weston, became the fare of the day. The fully
scaled monochromatic print became the trademark of the new
photographic vanguard. F. J. Mortimer, editor of Photo-
grams of the Year, assessed the situation in his comments on
the London Salon exhibit of 1921. ¢ . . . there is a decided
slump in photography in colors or color photography . . . in
fact we doubt, even if color photography on paper becomes an
accomplished fact, whether it will even oust good mono-
chrome from favor,”” wrote Mortimer.2° Several years later,
Photograms of the Year again reaffirmed color’s decline and
deficiency, stating that further advancement to practical
application for the every day worker would not occur ““until it
becomes possible for the amateur to produce color photo-
graphs on paper as readily as we can now make an ordinary
print from a negative.’’?'

Of the accomplished photographers of the period, Steichen
alone continued to work in color. In the years to come, he
produced color pictures for the new, and well paying, com-
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Of the accomplished photographers of the period, Steichen alone

mercial magazines. For this he became the target of criticism
from some of his colleagues. He was accused of having com-
promised, even though he maintained a clear functional dis-
tinction. While he saw color photography as a technique
enriching the value of the image as visual information and
documentation, he also held that “‘in the domain of abstract
photography, I believe it can be regarded as an entirely new
medium.’’?

In retrospect, some historians have concluded that though
Stieglitz and the Photo-Secession took a momentary interest in
color, they made no important contributions to the progress
of color photography.?*

This is a superficial analysis and simply untrue. Short-
lived as their interest was, it was crucial: coinciding with the
Photo-Secession their involvement with color lent initial
credence and validity to a new means of photographic
expression, and it provided an arena for the first body of
color criticism.

Chromatic accuracy, color as mechanics, individual
artistry, the supremacy of painting and monochrome, the
essentials of color harmony, the viability of subtle hue, and
the propensity for too much color all surfaced as considera-
tions during this period. Even the question of permanence was
raised.** All of these factors would be contemplated, debated,
defended or disregarded by the coming generations. Some are
still concerns today.

Additionally, this period allowed for the first inclusion of
color imagery in serious exhibitions. Interestingly, some 33
years later a color section was included in The San Francisco
Pageant of Photography of The Golden Gate International
Exposition. Ansel Adams, director of the exhibit, recently
confirmed that the color prints were ‘‘included . . . primarily
as ‘historic items,’ *’ not as art.>*

It seems that even the demise of Autochrome foretold the
future use of color for many years to come. Color pho-
tography would find its prominence among amateurs, most
often as a novelty for documentation, or as a functional tool
for commerce, for selling a product or recording the person.
Both of these stereotypes held for years, diminishing only now
as color photography has come of age.

Donato Pietrodangelo is a photographer and
writer teaching at LeMoyne Art Foundation
in Tallahassee, Florida.
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STEICHEN . STREET REFLECTIONS
ON COLOR . |

'He Discusses the Place
Of Experimentation

By JACOB DESCHIN

NLESS the experimental
attitude in photography
is a full-time job, it is
bound to be superficial,

Edward Steichen recently told a
large and attentive audience at
the Museum of Modern Art, The
museum’s director of the pho-
tography department spoke on
“Experimental Photography in
Color.” i

Criticizing the notion popular i
among ' today's photographers
that experimental color was
necessarily a kind of photogra-
phy calling for a special ap-
proach, Mr, Stelchen asserted
that the creative photographer
is always experimenting, that
every photograph he takes is an
experiment, It is the attitude of
'a, dedicated person, he insisted,
one who is constantly searching
for new and more effective ways
of communicating his visual im-
pressions through pictures,

One cannot be an artist one
1day a week, turn the artistic
sense on and off, he said; the
serious photographer is involved
in his art, and exploits his ca-
pacities for creative work every| i i

i,

time he takes a picture. True| mhis picture by Frank Paulin is from his one-man show

experimental photography,
whether in color or black-and-
white, is not concerned with
trick effects, as is too often as-|the possibility that much experi-

at Limelight Photo Gallery, 91 Seventh Avenue South.

sumed, mental photography is moving
i A into a more serious aberration
Slide INlusfrations when the influence of concepts

Mr. Steichen illustrated his|of modern painting leads to imi-
tallk with a large assortment of |tating concepts that are actual-
color slides by prominent pho-|ly peculiar to painting.”
tographers, Among these were
slides by Harry Callahan, in
whose pictures Mr, Steichen
found the photographic image
preserved intact, In commenting &
on slides by Ernst Haas, he
noted treatmemts derivative of
painting.

Between these two limits was
a range of approach supporting
er. Steichen’s thesis that it ismot iy
the photographic manner nor the
content that makes a color pic-
ture experimental, but rather the
photographer’s thoughtful, emo-
tional and artistic responsiveness
to any material in terms of the
color medium,

“‘Serious photographers and
students of the art of photog-
raphy have long since con-
icluded,” he said in commenting
generally on recent experimental
color work, “that any form of
local interference with the pho-
tographic image constitutes an
invasion of the other graphic
arts. Today we must recognize!
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Home from the Wars

After twenty years of foreign cor-
responding, Raymond Gram Swing
(whose article on Secretary of the In-
terior Ickes begins on lead-page 15 of
this issue) returned to America last
summer to become an editor of The
Nation. His European service started
in Germany before the War, when he
was Berlin correspondent for the
Chicago Daily News. One of the two
Americans who eyewitnessed the Al-
lied attempt to force the Darda-
nelles in 1915, he was likewise the
only American ever to have been tor-
pedoed by a British submarine—a
very enviable piece of good-luck
whigh, estaas him n thee Sseu a6
Marmora.

Swing was born at Cortland, New

MARRIS & EWING

RAYMOND GRAM SWING

York, in 1887. He took up journal-
ism in Cleveland, and lost more and
more sleep for newspapers in Cin-
cinnati and Indianapolis, before go-
ing abroad in 1913. In the closing
year of the Late Unpleasantness he
served as Examiner of the U. S. War
Labor Board. The New York Sun
sent him back to Berlin in 1919, and
two years later he crossed to London
in behalf of the New York Evening
Post and the Philadelphia Public
Ledger. From his newly-acquired post
at The Nation, Mr. Swing finds Amer-
jca so exciting that he no longer reads
about European affairs with anything
but the greatest difficulty.

Color-Printing

For this number of Vanity FaIr,
Edward Steichen went to Hartford,
Connecticut, to snapshoot the American
Ballet, toe in air. The magnificent re-
sults of his visit appear on pages 38
and 39. So numerous have been the in-
qmncs about the spemal method of

color-p hy which Steichen fol-
lows, that he has written a summary
of it, which explains, in concise terms,
the details of color-printing. The sum-
mary follows here.

“VaNiTy FAIr color snap shots are
a compromise between the techmque

VANITY FAIR

Steichen's description of

his American Ballet "snapshots" <in that issue (pps 38-39)e G.MM,.-

EDITOR’'S UNEASY €V R

holder that will hold the pair of “Du-
pac film” in close contact is necessary.
(The Finley type plate holder is well
suited to the purpose.) A Mendelsohn
flash bulb synchronizer is used on the
camera so that flash-bulb exposures
can be made in one one-hundredth to
one three-hundredth of a second, de-
pending on the speed the shutter is
capable of. The films are developed in
the standard developer recommended
by the film maker.

“We now have two color separatlon
negatives, one a red and one a blue
printer. By choosing the proper print-
ing colors excellent prints can be made
in two colors from these two color
separation negatives but due to the
teshniral, imitations of any fwo whors
chosen the results will all be monoto-
nously alike. For the purpose of maga-
zine illustration we require a more
flexible printing medium and a more
variable technique.

“‘For the printing medium we employ
the new Eastman “Wash-off film” and
their special three color dyes. This film
can be used for making color transpar-
encies or imbibition prints.

“To make our two color separation
negatives produce results that will
reasonably give the effect of a true
three color job we use the very sim-
ple and ingenious method devised by
Hiram Deeks. First the usual prints
are made, one from the red printer
and one from the blue printer. For the
third, the yellow printer, the follow-
ing technique is employed. The “Du-
pac” ted and blue printer negatives
are placed over each other on the glass
top of a printing machine and brought
into accurate register, then while held
firmly in register one negative is taped
down to the glass top of the printer on
one side and edge with adhesive tape,
the other negative taped down on the
opposite side so that both negatives
are on hinges and in register. A sheet
of “Wash-off film” is laid over the
negatives in printing position, taped
down and thus hinged to the glass on
the upper edge so that it can be
brought down over either one or both
of the negatives at will. Thus the two
original negatives flop one to the right
and one to the left and the printing
film on the top edge flops down
towards the operator.

‘In making the print the ex-
posure is made during a part of
the required time through the
blue printer negative and for
the balance of the total expo-
sure it is made through the red
filter negative. By varying the
time of exposure made from
each of the two color negatives
the resultant yellow printer is
changed and the balance and
general color of the final pic-
ture can thus be varied consid-
erably and in some cases the
appearance of a straight three
color photograph is satisfac-
torily achieved.

“This brief résumé of the col-
or snap shot technique will en-
able any experienced color pho-
tographer to use it successfully.

of two color and three color p

To ph phers inexperienced

phy. The orlgmal ncgauvcs are madc
on Defender “Du-pac film.” Any type
of camera using plate or cut film hold-
ers may be employed. A plate or film

in color photography the study
of one of the standard books on
color photography is recom-
mended as a preliminary before

attempting any actual color work.
These books and the material men-
tioned can be obtained through any
photographic supply concern. Instruc-
tions regarding the manipulation and
processing of the materials mentioned
can be obtained from the makers.”

Wreaders writhed

Unrest grew among readers of
Vanity Fair last month as they pe-
rused and tried to digest The Growing
Cruclty of the Law, by Westbrook
Pegler. “I have been unable,” wrote
Blackmer Humphrey, of Williamstown,
Mass., “to decide whether it was in-
tended as an earnest diatribe against
the criminal system of the United
States, or merely as a collection of
whimsical fancies. As either,” Mr.
Blackmer went on to say, “it was a
complete failure.” In Schenectady,
New York, Mr. D. A. Yates was “left
in a quandary.” Said he, “It seems
rather ridiculous to attribute the cause
of all criminal action to claustropho-
bia. . If Mr. Pegler is serious, I
should say he is very narrow-minded.”
Upon Mr. B. L. Schueler, of Utica,
the simple little thought that Pegler
might have intended his piece as szmre
never dawned at all. “Evidently,” he
writes, “Mr. Pegler would excuse eve-
ry criminal on the assumption that he
was suffering temporarily from a
disease. . . . Rather warped.”

Briefly, the Pegler point was this,
stripped of its definitely (to some of
us) satirical embellishment : that felo-
niously inclined persons, who com-
port themselves ‘“‘against public pol-
icy,” ought to be shot on sight, and
rubbed right off the map, especially
when they plead “Insane” to boot.

Forbear

In the fall of 1839, a weekly digest
called Panity Fair began to be read in
the fashionable foyers of New York.
A poster, advertising No. 75 of this
now extinct venture, is shown here,
below. Deliberately copied after Eng-
land’s age-old Punch, and edited by
Artemus Ward, the best-known hu-

ARTHUR CARLSON COLLECTION

VAMITY FAIR!

No.75. Just Out.

ARTE[IUS VARD

@ives his experionce among the FREE

The Southern .ﬂalbrook.

FTH

SO T TR S

The Telegraghgc Descent:

A TRIBUTE TO THE GALLAN

ELLSTTORTEH.

W For Sale hy all Nowamen. Price 6 Cenls.
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Color-Printing" in connection with

morist of his time, it relieved distress
in an era of social darkness, as, in its
own way, another VANity FAIr has
attempted to brighten the prospect of
living in these troubled times.

AO DEHN
Wagnerites beware!

On page 35 of this issue, Adolf
Dehn reappears to the devout after a
lapse of three years. His immediate
target is the opening of Sicgfried,
Act III, at the Metropolitan Opera.
(Brianhilde, you will recall, has been
imprisoned within a circle of fire by

a stern parent, and the heroic Sieg-

fried is en route to reclaim her, to
the tune of Wagner’s immemorial
love-lyric, “Through the Smoke and
Flame, I've Got to Go Where You
Are””) Artist Dehn shows these
things, first, as they are rehearsed,
and then, as they are performed. And

we trust that no Wagner-addict will

find his illusions too widely dispersed,

after seeing the blooming Brunhilde

immersed in a copy of the New York

Mirror, during the rehearsal.

Dehn was born in Waterville,
Minnesota, forty years ago. His
parents had the good sense to respect
their son’s artistic ambition, and he
was sent to an art school in Minne-
apolis. At twenty-one, he came to New
York and enrolled at the Art Students’
League. There was little money
and the consequent irritation of
small receipts from a world to
which he had so much to give.
His drawings began to reflect a
satirical outlook ; but thanks to
his innate good nature, they be-
spoke an affable, Rabelaisian
touch, rather than a relentless
hatred of bourgcois institu-
tions, as once nourished by
George Grosz.

In 1921, Dehn went abroad.
He has studied in Vienna, Ber-
lin, Paris, and London, and only
recently returned to make New
York his permanent home.
Dehn lithographs hang in the
British Museum, the Metropol-
itan Museum of Art, and in the
Academy of Fine Arts at Hon-
olulu. He says, on the other
hand : “I had succeeded in nev-
er winning a prize with my
prints until the Philadelphia
Art Alliance came along last
year and spoiled everything
with a First Prize.”

1
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LETtERs 1o ik Ebltok
Dear Editor: \

I fust received Photogra
mormning, Noveniber 6, 1974,

is. mailing anounced a sbeech,
S. Lothrop,

philca for October, 1974, this

October 16th by Eaton
Jr. Does this seem falt to you?

. Cordially,
Harry H. Servis, Jr.
- 1002 Temple Building
14 Franklin Street
i A0 * . Rochester, N.Y. 14604
" Editor's note: The October issue was In the mail well in
~advance of Mr. Lothrop’ speech, but, unfortunarely,
Photographlcd was at the mercy of a local UPS strike whicl
- dislocated the N.Y. postal spstem. We mail at the special
. educational rate, Hot at the st class rate which would cost
the Soclety ant additional $3 per year per member. The
- Society How speitds over $10 per member per yeat to publish
« Photographicd.” One alteriiative is to raise membership dlles.
.~ Do anty readers habe any comments or suggestions?

: Edrgéi.’ﬁidr'o:qkﬂvnlo{' G

‘. 2082 < \ "y
- - Durilg a recent long-distance phoe call, d fricnd
3 bnquirdd where he totild get a vop) of “that nifty
¢ book on bld catieras” that he had seen a my home,
v T offered 1o have one sent by the local .tpei{ulry photo
' booksellers. The clerk trere \pas verp obligi Ig ald took

<

. “the information, agreeing to send hith a copy. As you
Sumight expect, their big business today Is photographtc
:_-Qfme art publications, (There are, sadly, few books on
. antique cameras.) The clerk wanted to verify the title
o again — “That’s one copy of ‘Sensuous Chneras'?” |
( thought that everyoite was familiar with * entury of
~  Cametas" by Eaton 8. Lothrop, J¥. )-N.M.G., uchester,
e VLY, " i :

? A ) r 3 1
“fo the Editor; ~ . THia0 i

= While tecetitly softlng thtough bhot:qgfaphs in the
Steichen estate in Reddlng. Cohinectlett," I carie upon a
~number of alitochrofies taken by Him. Sohe of them were
“in diascopes, as  described by ‘
' PHOTOGRAPHICA, June-uly 1974, p. 25). Two of thet

were for 5x7'' autochtoes und bote the same ttatkings
mentiotied 1h Ms. Manti's letter; that s, Dlascopes #2
manufactured by L.A. Dubethet Sept. 1, 1908, There was
-an additional otie for 4 7x10 atitochrome which was also
“marifactuted by Dubernel, After fihding these absolutely

Dear Editor: ;
I ant a student at Southern Minois University am} Involved
in a cattera obscura project. My project Is 10 build a reproduc-
ton of a camera obscura. It would he of great help to me if
any of vour readers could please send any plans, dldgrams or
any information  regarding the assembly  procedures and
echanical data for the camera obscura, Due to the limfted
amount of time I have for this project, please make efforts
as sooi as possible. Aé

Thank you,
Les Lesciotto

c/o Amy Caldwelt
RR. 6
Carbondale, Ill. 6290}

: '-,,1-.
SOCIETY DONATION FOR PLUMBE MONUMENT

The PHSNY Board of Directors voted at the November
Meeting (0 muke a contribution of $25 to The John Plumbe
Memtorial Association. Formed tnder the. auspices of the
Dubuque County Historical Soclety, the Associatio ls sceking
lo raise 5500 (o e<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>