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Dr. Maurice G. Kottt

Director. Division of Mental Retardation
State of New Jersey

Department of Institutions & Agencies
P.0. Box 123

O3 [
Trenton, New Jersey 08625

I would have sworn that I wrote this letter weeks ago,
but T would apparently have been wrong.

T am enclosing two receipt of delivery forms, one of
four pages,-and one single sheet, which I think cover
a1l of the pictures of Diane's that we received on loan
béfore the exhibition. You will note that the asterisks
have somewhat different meanings on the two forms. I
think that these forms record the disposition of every-
thing that we borrowed before the show, and if you will
sig the five sheets and return them to our Registrar
in the enclosed envelope ouf reéords will be complete.

Tt seems strenge and sad that the shoy should be finished
and dsne with. Before long peovle over thirty will be
telling their teenage friends that they saw it. It makes
one feel very old and historical. :

Again, thenk you very, very much.

With warm best,

Doon Arbus
156 West T72nd Street
New York, New York 1002k

Js/pw

enc. 2
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Dear Doon:

I would have sworn that I wrote this letter weeks ago,
but I would apparently have been wrong.

T am encleosing two receipt of delivery forms, one of
four pages, and one single sheet, which I think cover
a1l of the pictures of Diane's that we received on loan
before the exhibition. You will note that the asterisks
have somewhat different meanings on the two forms. I
think that these forms record the disposition of every-
thing that we borrowed before the show, and if you will
sign the five sheets and return them to our Registrar
in the enclosed envelope our records will be complete.

Tt seems sbrange and sad that the show should be finished
and done with. BRefore long people over thirty will be
telling their teenage friends that they saw it. It mekes
one feel very old and historical.

Again, thank you very, very much.

With warm best,

Doon Arbus
155 West 72nd Street
New York, New York 10024

Jg/pw

enc. 2
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55 West 68th Street ¢ '
New York City 10023
August 12, 1974

John Stringer

Assistant Director
International Program

The Museum of Modern Art
11 West 53rd Street .
New York City 10019

Dear Mr. Stringer:

So far, the decision hasn't been hard, but as you see, it's
taken awhile. Naturally, I'm not averse to having the Diane
Arbus exhibition appear in museums in Europe, but I'm not
prepared to agree to this without some fee being paid by
the exhibitors to the estate., As you may-know, fees were
paid for the exhibitions I arranged in Tokyo and in London,
Also, I'm not sure I'm willing to have the exhibition that's
now touring the United States be the one which goes abroad,
since that exhibit contains a number of Diane Arbus's own
prints which I want back as soon as the U.S. tour is over.

If these two conditions dampen your interest, I'll understand.
But if not, let me know and we can discuss it further.

Sincer ely,
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July 13,1872

Dear Marviun,
John Szarkowskl ssked me to senu pou the enclosed
lists df photographs by Diane wehich we have on hand

én the Department of Fhotography.

All best,

Mr. Marvin Israel
141 Fifth Avenue
New York, New York
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July 12, 1972

Diane Arbus photographs
Collection: The Museum of Modern Art

Child at Night, Scribbled Wall, Greenwich St., K. +C.s1961
Triplets, lNew Jersey. 1903

Man and Wife in the Woods, Evening, Nudist Camp, .d. 1963
Child with Toy Hand Grenade, New York. 1962

Levittown, New York. 1963

Transvestite with Torn Stocking., 1966

Two Young Women, New York. 1965.

Nudist Couple at Home, Susshine Park, N.J. 1963 ‘
Mian end Wife at Home in a Nudist Camp,one morning, Hed.1963
Junior Interstate Ballroom Champions. 1962

Beauty Contest, Miss Venice Beachs 1902

Jidow in Her Bedroom, Hew York Gity. 1263

Widow in Her Bedroom, 55th St., lew Yorlk Gity, 1962

Widow in Her Bedroom, S5th St., Hew York City, 1702

Loser, Diaper Derby Contsst, Pallisades, Neds 1367

Loser, Diaper Derby Contest, Palisades, Hed, 1967

Female Impersonatorsy . llewtXork, 1962

Waitress, Nudist Caup, New Jersey. 1963 :

Identdcal Twins, Roselle, New Jersey. 1966 p
Idantical Twins, Cathileen and Colleen, Reselle, N.ds 1967
A Family on the Lawnion & Sunday, Hew Yorke 1963

A Family and Their Car-in a Hudist Gamp In Peunsylvania.'65
Man with*Curlers, liew York. 1966

Teanage Coupleren 10th Street, lew York City. 1963 )
By with a Straw Hat and Flag, Pro War Pasdde, 1YC, 1907

# Photographs purchased lor lisw "Hotography USA. No Accession
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Diane Arbus photographs in The Department of Photography
Not the property of The Museum of Modern Art

(Couple standing by rumpled bed)
(Fisure with dress strap off shodlder)
(Woman smoking cigar)

(Young man and woman seated)

Ecloae-up of head of sleeping baby)

(Woman. in bathing suit at hospital)

(ciant man at home with his parents)

(Three children: one bending over)

(Four people in constumes)

(Young man with flag and "I'm Proud" button)
(Young girl in white sweater crying)

Photographs used in the Osaka Exhibition

A Family on.the Lawn on a Sunday, Purchase, N.Y. 1968
Widownin Her Bedroom, 55th St., N.Y.C. 1963

Baby in New Jersey. 1967

Teenage Couple on 10th Street, N.Y.C. 1963

Christmas Tree in a Living Room, Levittown, N.Y. 1962
Identical Twins, Roselle, New Jersey. 1966

Junior Interstate Dance Champions of 1963, N.¥.C.
Bird Mask. 1967

Muscle Builder, 1960

T L L
EEEEEEFFEER

o
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Dear John,

Here's the correspondence about Vinel,nd., Neil
is beginning to make the prints for you to sead
them and Marvim will get them to you as soon as
they're done.

Let me know how it goes. For no particular reason
it's become one of those things that comes iato my
head in the middle of the night and sticks there,

s,

L/
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July, 7, 1972

Dear Doon,

To make sure that we Now have the same understanding of how the
question 57 publicit’ will be handled on Diane's show 1t might be
a gosd idea Tor me to put In writing what I understand our agree=
ment to be:

1. At this point twenty five photosraphs from the exhibition are to

be available t- the Museum for distribution whthous charge for reyiens

°r news stories connected to the exhibition. These primts will be
produced from copy nezatives made from originals lent by you or in

the Museum's collections. These pictures will be those included in

the existing portfolio of originsl prints, plhs the projected psrifolio
of repraductions, with thé exception of the portreit oL the nudisg

eouple in the woods. In addition to these nineteen, the gix additional
pictures will include the early transvestite couple (35mm); the young
nudist waitress with spron; Amy on Cape Cod; woman in black dress and
black mask; and two pbetures to be chosen, I sugzest from the Vineland
and late Central Park pictures.

2, It is essential that publications that express interest in publi-
cizing the exhibition do understand that publicity prints are avallable
fr=m the Museum without charge, Obviously the Museum must not be in a
pisition where 1t would eppear that some publications are being charged
for ame thing that others are being granted free of charge. If

this is mac publication that expresses a preference for working
from original rather than copy prints, is free to get these from you at
whatever price ermine, as long as it is understooc that the charge
is not for reprovucti-n rishts, since these sre available from the Museum
without charge.

3, I assume that you will be willing to make available by special arrange-
ment and for peyment, the larger part of the remaining (approximately 100)
prints that will be included in the exhibition. It is understosd that

you will feel free to withhold for various reasons a reassnable number of
nictures [rom publication at this time. With reference to pictures beyond
£he twenty five defined above, it goes without sayingi that you are !'ree

to grant exclusive rights to publications of your choice, and that you will
at your discretion limit the number of pictures to be used by any one
publication.
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What I am trying to clariiy here is not a matter that can be defined by
restrictions but is rather a matter of intent: I do assume that you
will make pictures available for publicity at the time of the exhibition,
beyond the twenty five to be released by the Museum.

4. The Museum agrees to not release publicity prints, in connection with
the exhibition, except to other institutions that may be taking the show

after the end o7 April ol next year, when the exhibition comes down here

at the Museum. After this date publicity requests that seem potentially

valuable will be cleared with you.

5, 1If the exhibition is to be properly publicized, it is essential that
the Fublic Information Department here be kept fully aware of conversations
on arrangements that you may wish to make direectly with magazines and other
publicity outlets. Elizabeth Shaw can at the same time keep you informed
as to her activity.

I hopve that this covers the publicity question and that it is a fair summary
-+ what our understanding is. In practice the matter is less complicated
than it probably sounds on paper.

Since I am writing things down I might as well make note of a couple of
additional past arrangements: the $1,000 payment made early this year was
-y Tive unspecified prints, which will be selected from the loan material.

The perind for which the exhibition is being of‘ered to other musuems ex-
pends through May of 1974, I think it rather likely that the Exhibitions
Department may request an extension of the loan period later on, but at
this point we will request the loans only until mia-1974. If there are
sther guestions that you think might get to be problems, let us try to
thrash them out now so that we can get on with the good part. And if there
is anything in this lelter that seems at variance with what we have agreed
m, please do let me know.

With all best,

John Szarkowski
Miss Doon Arbus
55 West ©.tth Street
New York, New York 10023

ce: Marvin Israel
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Hans van den Houten

Richard Palmer

September 14, 1972
DIANE ARBUS

Dear Hans,

This will follow-up our conversation of yesterday morning in which I ad-
vised you that we will be incurring an expense for "outside assistance"
for the ARBUS exhibition which was not anticipated in the budget. John
Szarkowski has had to depend heavily on Marvin Israel to go through '
Diane Arbus' records, to find negatives, have them proofed, and then
supervise the making of final prints for our show. This has been a

very time-consuming job and there is no question in John's mind but

what we must pay Mr. Israel for his services since they have been and

are essential to the show. I understand a payment of $1,000 has been
agreed upon although it does not represent a true reimbursement for

the amount of time involved.

John and 1 feel we will be able to squeeze this payment out of the ex-
isting budget since we expect carpentry and "miscellaneous installation
costs" both to be well under the approved budget levels. With your :
authorzation, we will proceed to make the payment to Mr. Israel, charging
it to the contingency line of the ARBUS budget. If, in the end, there

is a budget overrun, John and I have already discussed how it might be
handled. o

cey /uz'. Szarkowski, Mr. Skryanz, Mr. Idell, Ms. Ristuccia, ARBUS-expenses,
RP-financial
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not naking fun ef them, of course; T covld nevar do thatee—=T really am a fan. T think

they 're aristocratic,”

Foeut ths pictures mads " 4n the puii-+ camps: "Tive boen to thres nudist eca= oS-~

T'm & nudist. T don't thine thor'a 14i-a = \

T wes Just there gs a photas rﬂ.;}:n‘-—-—l realls

- . - - ‘. " M1y ~ 3 I 3
happened upon nudist canps because T thought the it o 2 In 1ins with

the sert of pictures T was doing, Tut 3%: it turngd out ¥ re ¢225 1%ked it for s e

sake, The prosin®wren ressons _T rhotegraph freaks on the cne lmn\.x ond nudists en {he

(VR N S

- . . v

other Is that they're both apart fron the nersy, but T can't be a i“reak ang 7 can ta a

,u,\"nr' taking on & new rolo as a nudist, not just fontas
nudist—thare!s the knowld dze of iposalbili B e o R i

:

Thero's a quelity eof legend about freoks. Like a person in a falry talo who stops you

n - : : L
and derands that you snswer a riddla, Yeu see, T ean r=ra encet iy childhoed fentasics

She kas rhotozraphs of twing an? triplets~-icentical, in bath cases. Vihie ny theusht
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vely ordinary 15 a chursinz vair of twing, althengh vo noake over then, Cuon

Ly tnovhich
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n‘\n'{f—‘-!nq r-‘\-l\.-\ -Fn Tymn o
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geds, In othors 1. v padwemes re thouan SRR X

“The Burlesque Comadizntecn blowzy, ehile

ng tablo backstaze: ®Y went ts a burledque shouw a couple of years a-o--!"d never

e = A z = /.‘j_h "'}("Q:?j.(d-/ e
beon to ene when T yag a kid, This cozsdisn leoks o like she atappc_- vhen burles dqua

dicd—~in the 19401sw—yith hor Patty “rable hair and weuth \#nad pletfern sha

Diane said she used to P2 a fashian fhotographar with Nap &z

work appasrred nostly in Seventeen, Glazsur, "’L—.:T:.:J's*sail.le. She'

por

'wor}:)sinca she bzen ¢ hor serious art-phetography phas c)i‘or Harper's Bazanr ana Dsgquty
She uses elther a 35 nillinetre or a two and a—guarier camera nnd prints the pictures

v

at whatevar siza appeals to her based on the subject, For the exhibdt iy she blew sexe

&t of them up to ]*fo—*fm nt Jc‘m: u?'lP]{O..’,‘JT'? 8 sv-"cstﬁcn. i-m'- photos—.moct  of then—o

-

= :
e/ '
and thuse of the tws other rhctographers in the shew are on aale. Hop prices are £ - %

$50-75, depending on size.
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he procssa of
<52 photegraphing itself 4s a 116815 12 blt of & distortden, Lul Th not interestss
C froo puintinie—in lale
=/
vayg, of csursa--but ons of the ‘..".“._‘,'_/is that ths caisra s recale? trant-~it's doteraiin

to do ono thinz and you ::3 want 4o do soneth’ng eloe-~you have to fuse what you want
13

tnd what the eamsra wants. Y think 2y plcihures ere ofien ta0 nsrroyed, tod serced in.t

o % . } 5 - o .
Bio: T was btorn in “.__ by Muntattan, as T satd, of uppor/class Jewish perents.

T was & surly child but I was certainly happy enough, T suppese. T went to Ethical
AR / :
/ e = s a4 Wt e

Culture schu:l—--;;'{uldston. Then T got married and T heve tue chwlﬂrcn——k::': a tuenty-

('D/

htsevonranld danehtar, 11 Ny and p o fualracira: vandd, Aoz, ¥y hnaland sand T ars T
v E : Y ¥ A P

~ 1 SN ] - " . 3 TR
scparated, but we re very gocod felen’s and he helysineiylth sy photszrayhy prs
sometines. T studied photozrarhy with Lisette Medel. Sha helped v o great deal. For b

T'd gone along th‘n}?ﬁing about phetography rore than dofng dt. Lisctte told me T had 1

[

feeling guilty about be‘ng = Iwa:.:-m and not understending mach‘nery. Painters hove to 3

T ol ol

evorylﬁnc that bnds up on their canvas an.}\m cypoﬂcmﬁa the th‘ln rpore, Gitax wher

it always bothered ms thot e11 T hed to do ', was snap. Lisette talked to ne akout '}
Rt S AR
encient the camera wes and she talbed about light end that 1f 1ight really sfains the
silver or i c=mmmezotzon yhat the hes't thot p—: stoff on a £4lm is—~that mexary
' \sheatin:{/
can stain too-~that T_c_:g_ulg__q;:pc_r_ienco Just as fully the scens T wag M lizlcyas &

painter could in painting it. And she shosk ahy puritan hong-ups ebsut th‘r;r:a ihet ar¢
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™1y T ST . " o X} -
fun shoudl shouldn't be good and important. She told pe to take plctures whea T folt

by, to enjey 1t. She £114 ne t> take phatogrephs when 14 vas fan and when it wa:

~ I-,f i.’!/ ‘-..'f.’_- 5 sl

i R e« e M R T i s cay
Callsd UV Vel nf—-1 llu'-_-‘_.'..uli:;'-—b\) iiea; L

T wanted to sheot pletures 2ll the tirs. T recently auzt end nx

in frent of something, instead of arvan: uz it T arrence yysalf.

tako bed ¢ sium pletures—-it's

befere. Sernatines losking in a

4% lgYen Bh oneiin A oA o s LRl N oot i
zan SLAHS IO TR T T ST = Y o R ) Wi et e AL

[ e
st e

[ " -
S : - . - :
T can % do) anything T want. ™n fact 23 T can t gsen to da anyth'ny T yand, Uxoont ks

redible power loeked in zy cleset—-not power to €o hara--just
feol®ng that T have captured pileties of T2%p:} people vho since have died and reople

will never lsck that way again, T leve secrots and T can £4nd out anything., <y 1!

S !
clever--T don t mean T can alvays mateh wits with peaple, iy 'cause T certsinly

. : . :
cen,t, but T can figure myself into eny situation. T choose

s lHﬁJbﬁ.-’-‘ =

that are somowhat Matsli=—=#Tsh, 7111 not rislk ry life, but T'11 risk my reputetion

1 = E % .
er oy virtue--but T don t have so.much left," sho loughed.uDveryone suffers from ths

% 4 photogmph}' praject

limitation ef boing enly one perscn.”

)
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ohar people s houses. T think that's part of the thrill

]
o B3 1tves, the picivres on the walls, his wife s

']

“lno/vicarious =T reslly an tovolved.

piotozrarhing Tia having 2 teriffic time." i

"T fownd fashien photezraphy frigantnzing, tub danzers of violenca--raps, murder-—

S —————

-t
[

are move nore moving and nol es dangerous In niy way of thinking. T ean't think of ony

quite as ’-;';'.:ten*n;; as having to meke a living or heving to tsko a good picture. £a3
 fashion--T hate fashfon photography tacause the clothes don't belonz to the peap:

.

1hr=n vhe are wearinz them. When the clothes do belen? to the person wearing then they

0
\‘L.{a::c on a persen's flays and characteristics/ eud ave yonlerful,n
e '
Sk onn B won tir
~
. o : )
my i o : -
dhe first;in 1953, sho devoted to "iisrican RS tes—~trying to do comprehensive ristu-es

of hundrdds of people. The beaunty ccntest;.%.c{;u?.: 1s from that tigs. ?’hc publie, tha

masses, the social vagaries--nst individurl cnes—-interested re thiomesileh  thela. But

T got tirq&-—-and also mass happendnzs are herd teo < 22esw dondense inte ene picture n?

’

T hate j!*~ photo essays. ‘he current L.Ccankizo Guggenhein, T got 4t in 1966, Tig vsin

to explore-~te learn about enything 7 don't know about: sex, seerets--I=un for 4
Pletures. Avedon has a eriticism of my piatures #7:.% which is that formally thsy've in

the tradition e tho 19th century in that they 're unarre nged--but T hete to srranze."
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Teld thet ner rictures, pa: he V0T rerindsd e of Juseph Corncllls

2

D - oy "o = . - - e

“TZwm baxes, Diane was very pleaseds £ Tey 1T Java his icerets, all those 1little
seerets in 1ittle boxes. “na i aders Ste’nbar 22 T adove Pinter's "The H. 12
Pinter has such secrsts ir his use of languzcg,M

.

The nawns of the show is "Hew Docuientof what dses tha n to yeu? "Ihs worg

'document! had & censo of 1iteralnsss. T like it that *n Fert.o 3z fantesy cen ks 5 1

b:' "T 1ike danger, ! = An3 dhen you.Z.2y face things that scare yeu and you smer’

you ve conquercd your anxiety, which %s worgs <12 then the danger could ever bs "

he gap'hctwean gulse and truth: "Ona's vhole gu*se is like gving a sig;m

\/tlﬂc vorld %o think of you 4n a cergain 4y, but there's 2 potni patwsen ulind you

- :
=3 want people to knew about you end thi:rgs you ~en't halp poople kae wing atout you,

£ho ecamszra is crusl, M3 although T think pesple hava to 2+ =4 betray each cinren, T

AN o
Ly b e

feol the camera is se ¢old that T 41y to be is good as

T can 1o Lgico things even. as
postry, the ircuy, the fentasy are all built in."

About Avedon: "T do terribly ar"'n ro Ave.-?ow 8 work-—it's ‘nfluenced e terrifiesll:

e

N ; Ind he has porsenally toen helpful to na,"
Her abiding pession 1s to discover secrets—-und T feol she fs gentle with thens

“When T walk along the strzots T leok up al buildings and see &ll those windows o

T think, ¥:%2-1 behind each vindow %s & poom ang T fh’r;}c of wyself like 'Jha L! ttle

Mateh Girl'ewypressing 1y nose to &11 thece wt I’:r’o\/

4
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A\RBUS

Diane Arbus was possessed by an intelligence so ikeen and 1ivoiy

that one listened with elbows on knees, s0 not to miss even one of

<

rich
the clear and simple surpriFes that her talk was SXX¥EE withe She was

full of the kind of serious Balety ordinarily observed only in the

best of children. At forty-seven she resembled, at first glance, g
gissER gome but slightly worried child. Both the youth and the
uncertainty were doubtless in part cultivated, designed to ofeqte in ;
precise messure 4 self-deprécating suggestion of qﬁateurian, that might
Partlally conceal both her superior intelligence and her fierce ambition,
The ambition was of the most demanding kind, since its object was not
applause or money or power, but personal excellence.

Thls appetite was mitigsted qlso by a wholly genuine wit, that
accepted without rancor life's i1deq of an interesting story. Shg.=i-‘
Joyed faxmbk formal jokes, and heraelfhzlgsizt leqst one: in which
oné man g8ks the other, Why have you got that banang in your ear?,and
the other answers (eventually) I'm sorry I can't hear you becguse I
have this banang in my ear. Anyone who has visited serious bars will
remember the storxirlth affection, a8 one of those with which men hgv.
comforted each other, and diminished the defeats and humiliqtions of
the dqy. But when Arbus told the story it was promoted somehow from
folklore to myth. Her story spoke of th:igngactqble 8eparg teness of
eaoh of us.

This intultion was 31so the bqsis for her work. Her plectures
challenged the baqsic assumptions on which most so-gglled documentary
photography mfxkke had been assumed to rest. KEK They were concerned
with private rqther than social realities, with psychological rather
than visual coherence, with the prototypical and mythic rathem than
the topleal and temporal.

Often - though less often than is ,ssumed - the nomingl subject

T T T T ——

Gl o o RRRRR SRR L
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Arbus-2"

mgtter of her pictures was exotic. imong her best portraits are many
of transvestites, nudists, other ideologlcal specialists, freaks, and

the mentally retarded. The meaning of these plctures has beenrmissed

them
by those who have noy noticed that in tkessxpioturss (48 in those 8;t

8he made of the rest of us) her real subject was no less than the

unigue interior lives of those she photographed. Her most frequently
recurring subject was in fact children, perhaps because their indiv-
1duality was purer, less skillfully concealed, closer to the surface.

BShe was not q theorist but an artist. Her concern was not tq
buﬂbesa philosophical positions but to make pictures. She loved photo-
graphy for the mirgqcles it performs eagh day by accident, and respected
it for the precise intentional tool that it could bg)aiven talent,
intelligence, dedication, and discipline. Her interest in the medium's
trgdition WaS broad and generous, but her own favorite predecessors
were efi=ssmew®s those whose work nourished her own: August Saqnder,
Braseal, Weegee, and Bill Brandt. She revered these photographers for
the precision of their feeling, the economy of their description,
the blunt immobility of their imagery, and surely also for their
knowledge of dqrkness. In their photographs she found an unornamented
truthfulness that was resonant with her own guesses .

Everyone 5%::3; that honesty 1s a4 good thing. Arbus knew qlso
that 1t 1s Anot 4 gift, endowed by 4 native naivete, nob a matter of
style, or politics, or philosophye It is rather a rewgd bestowed for
bravery in the face of the truth. Those who hnve been news reporters,
an& have been required by their role to ask the unforgivable queatipn}
or maske the unforglvable photograph, know the sense of relief with -
which one qverts one's eyes, once perfunctory duty 1s done. Arbus did
not: avert her eyes. She stuck with her subjects, exploring their
secrets (qnd thus her own) more and more deeply, and in the process

exposing hersélf to the infectlon of despalr. She was surely aqware of

S ] o T T ~ i - & T o -T_TP'THU':H'NL""‘&
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" the danger of this path, but she believed that her bravery would be equal

© . to the demands shemg!& ofi it. She died, perhaps, of the sin of pride.

L Sk ’
= Bl &
' I did not really know Diane Arbtus well, although she was a cherishedf

4 A

_-::_f-:riend for almost nine years. There was a large srea of privafe' thought and

us _"5;§i'e_e11ng that our friendship did not attempt to enter, except perhaps occad-
e
'{!:';--\-sionally througgloggaother eliptical codes. She had about her an almest

.';'i ceremonial sensitivity to roles = not only her own role, but the roles of
23 ;

. "'others, defined according to her own subtly demanding intuitions. This made
A
a "'_"-,-'triendship with her rather like a measured dance at a masked ball - more
,’..’
; .exciting and more challenging, and less spontaneous, than real life. This

‘*-_f"‘earefu.'l self-discipline, with its suggestion of reticence, was gmx I think
-

. .required by her work. She had assigned herself the task of photographing

e L]

'/ mysteries so shy, fuga'ative, and terrific that they, or she, might have

‘ ‘been frightened off, had the issues been openly stated.

.
1

i *
T TR ||
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I tend to think of the act of photographing generally spe,king as
an adventure., I nean{;; favorite thing is to go where I've never been.
For me there's something just about going into somebody else's houses
When it comes time to go, if I have to tuke a bus to somewhere or if
1 have to take & cab uptown, it's like I've got a blind date in a sense.
It's always seemed something like that to me. And sometimes I have &
sinking feeling of..e.o0h God, it's time and I really don't want to EOe
4nd then, once I'm on my way, something terrifiec takes over about the
sort of queasiness of it and how there's absolutely no method for
controls

There are things whiech, if Iwwere just curious lbﬂii“thtlgf;;*iiiﬁi
be very hard to say to someone, "I want to come and just go to 3;;F3hiiﬂl
and have you talk to me and tell me the story of your life." I mean pecple
are going to say, "You're crazy."” Plus they're going to keep mighty
guerdeds DBut the camera is @ kind of license and,fmxximk for alot of
people, they want to be paid that much attention and that's a reaseonable

kind of attention to be paid.
Actually, they tend to like me. I'm extremely likeable with them.
1 think I'm kind of two~faceds I'm very ingratiating. It really kind
of annoys mes I mean I think I'm that by nature. I'm just sort of a
little too nices -Everythlng is Obooo.ﬂ I hear myself saying, "How
terrific," and hefe's this hideous woman, making a hideous face. I really
fiten it's terrific. I don't mean I wish I looked like that. I don't
mean I wish my children looked like that. I dom't meam im my private
life I want to kiss you. But I mean that's amazingly, undoniably somathing.

There are always two things that happem. OUne is recognitionamsxk
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and the other is that it's totally peculiar. But there's some semse in

in whick I always identify with them.

Everybedy has that thing where they need to lock ome way but they
come out looking another way and that's vhat people observe. You see
someone walking along the street amd you think, there's something funmy
about thems. It%sz something you store up in your head. It's like a
comic variation, a comic flaw for you. I meam if you serutinize realiity
closely encugh, or if in some way you really, really get to it, it
becomes fantastics You kaow, it re,lly is totally fantastic that we
look like this and you sometimes see that very clearly in a photograph.
It has tot do with this thing I used to call the gap between intemtion
and effects Something is iromic in the world and it has to do with the
fact that what you intend never comes out like you intemd ite

Vhat I'm trying to deseribe is that it's impossible to get out of
your skin into somebody else's. and that's somehow vhat a1l this is a
little bit about. That somebody else's tragedy is not the same as your

Another thing is a photegraph has to be specifice I remember a long
time ago when I first beganm to photograph I thought, there are an awful
lot of people in the world and it's going to be terribly hard to phetegraph
all of them so, if I photograph some kind of generalized human being,
everybody'll recognize ite It'll be like what they used to ocall the
common man or something like that. It was mg teacher, Lisette Model,
who finally made it clear to me that the more specifie you are, the

more gemeral it'll be. You know, you really have to face that thing.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION,

Collection: Series.Folder:
MoMA Exhs. jol5.3]

The Museum of Modern Art Archives, NY

And there are certain evasions, certain nicenesses that I think you
have to get out of.

The process itself has a kind of exactitude, a kind of scrutiay
that we're not normally subject to. I mean that we don't subject each
other to. We're nicer to cach other than the inmtervention of the
camera is going to make ws. It's a little bit cold, a little bit harsh .

Nowy, I don't mean to say that all photographs have to be mesne

Sometimes they show something really nicer tham what you felt, or eoddly
different. But in a way this scrutiny has te do with not evading facts,
J_/n/ot evading what it really looks lilm

Freaks was a thing I photographed a lot. It was ome of the firat
things I photographed and it had a terrific kind of excitemeat for me.
I just used to adore thems I still do adore some of them. I don't
quite mean they're my best friends but I felt & mixture of shame and
awe. Like a persom in a feiry tale who stops you snd demands that you
answer a riddly, they've passed their test in life. Most people go
through life dreading they'll have a traumatic experienge. Freaks
were born with their trauma, They've already passed it.

Sometimes you can see a photograph or a painting -~ this is a thing
I've often worked from and it comes totally automatically - you see it
and you thimk, That's not the way it is. I don't mean a feeling of I
don't like it. I mean the feeling that this is famtasticy; BUT...a
totally private feeling when you come outdoors of how different it ims.
gomething will come up im you very strongly of Neo, a terrific Ne.

I'm not saying I get it only from photographs I dom't like. I also
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get it from pictures I like a lot. Ixtuxkimicsausaxy You come outdoors
and all you've got is you and all photographs begin to fall away and
you think, my God, it's really totally different. I don't mean to

S&y you can do it precisely like it is, but you do it more like it

ise

Fhotography temds to deal with facts whereas film temds to deal
with fiction. The best example I know is that whenm you go to the movies
and you see two people in bed, you're pexfazidy willing to put aside
the fact that you perfectly well know thet there was a direutor amd
@ cameraman and assorted lighting people all in that same roem and
the two people in bed wewen't really alome. But when you lock at a
photograph, you can never put that asides

I used to have this miu-z;lmukﬂthtthM'm
said anything, it was no longer true. Of course it would have drivem
me crazy very rapidly if I hadn't dropped it, but there's sonething
similar in what I'm trying to say. That omee it's been dome, you
want to go someplace else, There's just some sense of straining.

I mean I'm very little drawn to photographing people that are
known or even subjects that are known. They fascinate me wvhen I've
barely heard of them and the minute they get public, I become terribly
zmxixwf blank about them.

xitnmckivkagxitvexdonexsmetivesxtoxis One way to lead yourself imto
& project is to put things up around your bede I meam I do that all
the time, pictures of mine that I like and other things,and 1 change
it every month or so. There's some fumay subliminal thing that happens.
It ien't juet looking at it. It's looking at it when you're not looking
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at it when you're not locking at its It really begins to act om you
in a funny way.

I suppose a lot of these observations are bound to be after the
fact. I mean they're mothing you can really dc to yourself to get
yourself to work. You can't make yourself work by putting up something
beautiful on the wall or by knowing yourself. Very often knowing
yourself iesn't really going to lead you anywhere. Sometimes it's going
to leave you kind of blank. Like, here I am, there is a me, I've got
a history, I've got things that are mysterious to me in the world, I've
got things that bug me in the world, But there are moments wheam all
that doesn't seem to avail,

Another thing I've worked from is readinge It happems very obliquely.
I don't mean I read something and rush out and make a pleture of it.

And I hate that business of illustrating poems. But here's an example
of something I've never photographed that's like a photograph to mes
There's a Kafka story called "Investigations of & Dog" which I read a
long, long time ago and I've read it again since a number of times. It's
& terrific story writtem by the dog and it's the real dog life of a dog.

Agtually one of the first pictures I ever took must have been
related to that story because it was of a doge This was about twenty
years ago and I was living in the summer on Martha's Vineyard. There
was a dog that came at twilight every day. A big doge Kind of a mutt,
He had sort of Weimeraner eyes, grey eyes. 1 just remember it was very

s oE kY siE: 134
would come and just stare at me in what seemed a very mythic way. I
mean a dog, mot barking, mot licking, just leoking right through you.
I don't think he liked me. I did take a picture of him but it wasa't
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particulerly good,

I don't particularly like doge. well; I love stray dogs, dogs who
don't like people. And that's the kind of dog picture I would take if
I ever took a dog picture.

\1

(uethina!mldwrphohguphlndqelmfhlﬂ.

In the beginning of photographing, I used to make very grainy Shingse
I'dhmm&ﬂ“mthmuﬂmltwml““
tapestry of all these little dots and everything would be translated inte
this medium of dotse Skin would be the sa'e as waterwould be the same
84 sky and you were dealing mostly in dark and 1ight, not eo much in flahh
and blood,

But when I'd been vorking for a while with all these dots, I suddesly
vanted terridbly to get through there. I wented to see the real differences
between thingse I'm not talking about texturess I really hate thet, the
idea that a pieture can be interesting oimply because it shows texture.

1 mean that juet kills me, I don't soe what's interesting about Sexture.
It really bores the hell out of me, Dut I wanted to see the differenve
between flesh and meterial, the d-naities of different kinis of things:
air and woter and shiny, So I gradually had tc learn different techniques
to make it come clear. I began to get terribly hyped on clarity.

But lately I've been otruck with how I really love vhat you can't
see in a photegraph. An sotusl physical darkmess, And it's very thrilling

to sees darkmess again for me,

I think the camera is something of a nuisance in e way. It's
dateresting begause 1t's a limitatdon and you've got to figure it outs
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it's like a horse. 4ell, that's a bad comparison because I'm not much
of a horseback rider, but I mean you get to learm what it will do. I've
worked with a couple of them. Une will be terrific in certain situations
or I can make it be terrifiec, another will be very dumb but sometimes I
kird of like that dumbmess. It'll do, you knew. I get a great semse
that they're different from me. I don't feel that total identity with
the machine. I meam I can work it fime, although I'm met 80 great
actually. | Bosetimes vhen I'm winding it, it'1l get stuck or something
will go wrong and 1 just start clicking everything and suddemly, very

| often, it's all right again. That's my feeling about machines. If you

| sort of look the other way, they'll get fixed. Except for sertain cness

I used to have a theory about photegraphing. It was a semse of
getting in between two actions, or in between action and repose. 1
don't mean to make a big deal of it. It was just like an expression
I didn't see or wouldn't have seen. I meanuone of the excitements of
strobe at onekimm time was that you were essentially blind at the mammm
moment you took the picture. #km I mean not really blind but it alters
the light enormously and reveals things you don't see. In fact, that's
what made me really sick of it. I xma¥ky began to miss light like
it really is and now I'm trying to get back to some kind of obscurity

where at least there's normal obscurity.

There used to be this moment of p.nic for me, which I still can get,
where 1'd look in the ground glass and I wouldn't know what was wronge
It just looked ugly to me and I didn't want it that way. 4And I used to
think maybe if I could shuffle it all around like a kaleidescope, it

would all go away. But short of that, simce I couldn't do that, I just
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back up or start to talk or, I don't know, go someplace elsee But
1 don't think that's the sort of thing you can calculate on becavse
there's slvays this nystericus thing in the pregesse

Very often, when you go to photegraph, it's like you're goiang for
an event. B5ay it's a beauty contests You picture it in your mimd a
little bit, that there'll be these people who'll be the judges and
they'll be choosing the winner from all these contestants and them you
get there and it's net like that at all. Very oftem an event happens
scattered.and the escount of it will look to you im your mind like it's
going to be very straight and photographablees But actually, ome persom
is over there and another person ie over here and they don't get togethere
&Even whem you go to do a family, you want to show the whole family,

but how often are the mother and the father and the two kids all om

the same side of the roem? Unlemo you tell them to go thore.

I remember one sumser I worked a lot im vashington Square Park.
It sust have been about 1966, The Park was divided, It has thease
wvalks, sort of like a sunburst and there were those territories staked
oute There were young hipple junkies down ome rowe There were the
lesbiens down another, really tough, smasingly hardegore lesbiense
ind in the middle were winos, They were like the firet echelon and
the girle who came from the Hronx to bocome hippies would have to sleep
with the winos to get to sit om the other part with the juskie hippiess
it was really remarkable, And I found it very scarys 1 meam I comld

become @ nudist, 1 could becomwe a willion thingse But * could never
become thet, whatever all those people were. There were days I just
couldn't do it and then there were days I could, and them, haviag
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“ome it & little, I could do it moree I got to know a few of thems
i hung arcusd @ lots They were very much like sculptures im a funny
vaye 1 was very keem to get very close to them, zo I had to ask to
rhotograph them, You can't get thal close to somebody and mot say
a word, although 1 have done that.

1 have this fumny thing which is that 1'm mever afraid whea I'am
looking in the ground glass. This porson could be approaching with
a gun or pomething like that amd I'd have my eyes glued to the zm
and it wasn't like I was really vulnerables It just seemed iorﬂﬁg
what was happening. I mean I'm sure thonmlmth G.dln",
when the troope start advameing om mwe, you do approach that strickes
feeling where you perfectly can get killed,

But there's a kind of power thing about the camera, I mean everye-
one knows you've got some odge. You're carrying some slight magic
which does something to them. It fixes them in a way.

I used to think I was shy sad 1 got imeredibly persistent in the
shynesse 1 remember enjoying emormously the situation of being put off
and having to wait. I still doe I suppose I use that walting time for
a kind of nervoussness, [or getting calm or, I don't kaow, just waitimg.
It isn't such a productive time. It's a really borimg times 1 remember

once 1 went to the Skmodig 82 Club and 1 waited about four hours anmd
then 1 couldn't pbotograph and they told me to come back amother nights
But somehow I learmed to like that experienve begause, while beiug
bored, I was aleo entranced. I mean it #os boriag becsuse they kept me
in & port of outer plage, but it was also mysterious, people would paams
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And 1 also had a semse of what there was te photograph that I couldn't
actually photograph which I think is quite enjoyable sometimess

The Chinese have a theory that you pass through boredom inte
fascination and I think it's Srue,
1 would never choose a subjoct for what it meams to me or what
I think about it. You've just got to choose a subject and hum what
you feel about it, what it means, begins to unfold if you just plaim
choose a subject and do it enough,
Some pictures are temtative forays without you? even knowing ite
They become methodss They make you recognize scmething you hadn’t seem
before in a way that will make you recognize it whem you see it again.
xxhxkxEtwcaykagx Invention is mostly this kind of subtle, inevitable
thing. Feople get closer to the beauty of their inveationm. They get
narrower and more particular in its Invention has a lot to do with a
certain kind of light some pecple have and with the primt quality amd
the time you choose to photographf{ It's a milliecm choices you make,
it's also in the editing, the choice of subject, the choice of the way

to do the subject. GSome people hate a kind of complexitye Others only

wapt that complexity. Ixthimicckhatxiinmastxierntidedctaeaniinns
“hat's thrilling to we about what's called technique <~ I hate to

eall it that because it scunds like something up your sleeve -- but it
comes from a mystericus deep place, I meam it can have somethiag to

do with the paper and the developer and all that stuff, but it comes
mostly from some very deep choices somebody has made that develop amd
take a long time and keep haunting them. I think the most beautiful
inventioms are the omes that the person doosa't thimnk of, the inventions

of their poyeche.
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The thing that's importamt to know is that you mever know. You'rs
always sort of #eeling your way.

One thting that struck me very early is that you don't put inte
a photograph what's going to come out. Or, vice versa, what comes
out is not what you put im.

I mever have taken a picture I've intended. They're always better

or worse.

I think you learn a lot from your mistakes. Last week I did

@ picture =~ I've had this experience before -- and I made rough prints
of a number of them. There was something wromg in all of them., I felt
I'd sort of missed it and 1 figured I'd go back. But there was one that
was just totally peculiar. It w,s a terrible dodo of a picture. It
looks to me a little as if the lady's husband tock it. It's terribly
head-on and sort of ugly and there's something terrific about ite I've
gotten to like it better and better amd now I'm secretly sort of autty

about it.

I hate the idea of composition., I don't know what good composition
iss I mean I guess Il must know something about it from doimg it a lot
and feeling my way into it amd into what I like. Sometimes for me
composition has to do with a certain brightmess or a certain coming
to restness and other times it has to do with funny mistakes. There's
a kind of rightmess and wrongness and sometimes I like rightness amd

sometimes I like wrongness. Composition is like that.

Fér me, the subject of the picture is always more important tham

the picture. snd more complicated. I do have a feeling for the priat
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but I don't have a holy feeling for it, I really think what ités is is

Rbmu: what it's aboute I mean it has to be of something. Amd what it's

of is always more remarkable than what it ise

I just never have believed that photographs are very useful to
anybody but me, I mean my photographs. I ki do think it would be nice
te keep them because I think I g0 have some siight gormer on something
about the quality of things. It'e very subtle and it's a littlexmwimms
embarrasing to mey but I really think there are things which aobody
would see unless I photographed them,
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The Museum of Modern Art

11 West 53 Street, New York, M.Y. 10019 Tel. 956-6100 Cable: Modernart

Department of Photography

Meeting of the Photography Committee
Tuesday, May 2, 1972, Committee Room

=

5
]
T

e
teo—+ Ot 3\

. = [
Next Meeting: © =1+
Dr. Moe: Committee assignments

Report on Publication - 100 Photographs from the Collectior
of the MOMA

Grant from The Daily News for the Iconography of the Picture
Press

Mr. Bullowa: Fairchild Foundation prospects
Diane Arbus Book
Barbara Morgan Reception - May 4, 1972

Next Edward Steichen Photography Center Exhibition -
tget Trees

Froposed Acquisitions

s
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‘The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 956-6100 Cable: Modernart

rtment of Photography

May 2, 1972

PURCHASE FUNDS
Restricted

The Family of Man Fund (52,90)
David H. McAlpin Fund 1,090,61
Mrs. Douglas Auchincloss Fund 100,00 1,000,00
John Parkinson III Fund 541,95
John Spencer Fund 150,00
Stephen R. Currier Memorial Fund 63,00
Anonymous Fund (Grace M. Mayer) 493,50
Sub Total $2,436,16

Commitments Approved 2,130,00
Total $306,16

SFECIAL FUNDS

Mrs, Armand Bartos Gifts 5,000,00
Mrs, E, Powis Jones Gift 500,00

The Estate of Vera L, Fraser
through the offices of Arthur Bullowa 5,500,00

Osaka Exhibition Fee 3,706.00
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PROPOSED ACQUISITIONS

May 2, 1972

Regummeggeg for the Museum Collection

Edward S, Curtis: Seven gravure prints from the
volume THE NORTH AMERICAN INDIAN @25 $175,00

Francis Frith: Mount Hermon
The Creat Pyramid and Sphinx
Distant View of Mount Serbal
Tiberlas and the Sea of Galilee
The Acropolls, Athens

215

A. Schranz (attributed to): Mosque

Francis Bedford: Six photographs of English
scenes @5

(Six additional for Study Collection)

Gary L, Hallman: Winter Fountain Cover, 1971 75,00
Minnehaha Alley, 1971 75.00

Richard Avedon: Brigitte Bardot, 1959 Replacement

Barbara Morgan: Use Litter Basket
Graham:Extasis
Hawkins: "El Flazellante"
Graham: "Letter to the World" (Kick)
& @200

Offered

Barbara Morgan: Corn Leaf Rhythm
Baech Tree I
Willard's Foot
Spring on Madison Square
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Acquisitions (2)

P otio 0 Mugeum lect

John Thomson: Street Life in London, 1877 36 photographs

Three "Still Life™ photographs
c,. 1852

Henri LeSecq

Richard Avedon Brigitte Bardot, 1959 366.68

Replaced by Photograp
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NEWSWEEK RESEARCH REPORT

RESEARCHER: _#ma Ray Martin

608 or

444 Madison Avenue » New York, N.Y. 10022 + (212) 350-2000

2/22/72
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Doug:

I have nothing against
giving the Arbus interview to
MOMA, It seems to me an excel-
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-ona shot-—-that U yanted to wift £ "n 1until T hed it all done. BEut then T dosidod

: ; 2
€ o it b
. Sk e " = - Oy NoW. .05 o'
spoztna perbaps thet was even usre p1 etenzious than having @ 8




/

.&
(
(
/

8 day, uplift timo. She atarted talkinz tc the kids in a loud voice, the way mothers do.
1:
)
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hes 2 rightness. T leve to overhear what people sey shout the shew, One weran lecked

: (/] A
at all the pieturas and then seld to her c;rr.-.pan"c-n:\'('d sure l'ke tc see a photo of

Dione Arbus,! inplying anysne whe takes weird pictures 1liks this hos got to ke

o 4 e,
in with tws

weird nerselif . And then & mother caue itz

Ske ebvieusly missad seeing the first picture, which is of & transvestite, and esiz to

the seccond ;s> picture --which 1s tue children daneing in dancinz elass. S

I- . .
oh isn t this interesting-~leek, children, 4t's & dancing class.' Then she ceme to the

little b.oy standing in the ;_Jark' with the toy hend grenade, end she said: 'Oh,see the b;y

-
L |

is standing in the perk helding a tey.! Then she came 4> to the picture of the iransvesti
with hair curlors and lonz fingernsils, end without reading the ceptfen sha snm:‘ 5w here

e lady with hor hair relled up.')Then she rosza the ception, which says 'Ieung Ian in Curler

Well, very quickly she gatherad the kids together and said, "Casxn children, let's ga soe

, the sculpture in the other rosm.! Zng couplos are interesting. Iike & man and wife caws in

end the husband kept saying sbout the pcltrms Pictures: 'This is greet-~T feel T know alli

tho people--T!ve seon all these people~~T know all these situations.! His wife locked at
kin eddly and s=id: 'You dec?' And then another couple cana througzh and the man p'=said:

. /-. -
n / )
*“his 1s nething—T ceuld do sll the pletures s;=x myself-—she's net such a great 2let- -
5 1Ah;.“_ -y

photogrepher.! #nd his wife said: 'Well, why den't you?' ind hs~swieetYou Ahismix eall thst

.'E“J phiotogrephy?! She said: 50 ‘3 e, Hs said: 'You call that bad rhetegraphy?! She

sedd: 'No.' And Le said: 'Woll then, what is 1t? ' She satds 'Ti's tolling 1t like it is,

E‘ﬂ l—;\‘r ~ m




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs lel5.3]

N

Th walking around her exhibit rce- 1, Diene wes reluetent to dlscuss tha peeple or

é the situations in her_plctures befause sha prides horself in gatilisz peepl2 te opan

12 up thair secreta to her an? her ab
¥ A jbe~tenan anonyuous su psople won"

afere she can con then inte letting her photegraph them~—-s0, she eskc& t.. at har ;
E

pleture nat bs used in the <lzi"story. She did discuss seme of the subjects in genersl,
]

though: Bianding befere a picture of nMﬂussian ci.rcus perfermors whc were

Mcﬁgzﬁs ; : g - .
4 ﬂféi_x;’s:'td. "The freaks were an early 4nip=ed int}rest for me. T stnrted to go to
3 'M__.r.\f‘l . a1
\.‘ s :
arnivals, cireuses, fairs-—things T'q na\rer fas a child, Freaks were szeng ihe

i+irst circus pesplo that 1mpressed 3. T like then .Ez.ﬁ.:‘.'find then cxtrodrdinsry beeansa

A% L
'\.,, OI‘-:_,.'-_I'ESI‘

fismes front of them all throush 1ife. Bub the freaks are born with a

"-::::w‘.. “macsituation thet is t¢2. traumatie--they know thai n_atkiing nuch worse or mere

7'-"
rightening con happen to the: 1, so/den't have to go thrauul 1ife d:-aading vhat nzy happan-

"As T teld you, T've spori’ the past eight year—-which is whe how leng T've baen

/

|
t's already happened. They've psssed thoir test. They 're aristocrats. i f
|

.,vut'?n:: my full tine te ry phetopraphy ~-exploring, daring,deing things T'd o= never
done bafore, things T'd funtesizsd about as a childy=like ell children do. T've token

risks, end T'vo never gotten inte any serious trouble. T' & little feol-hardy 242
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" 4n rushin g in teo ex 'l'nc, all ¢! ese things--transvestites dewn 4n the Vill?ge, burlssgua

/Lau:—:‘s in New Jersoy, things 1ixe that. Others don't take

50 .

Al&aac, and T don t have to, but that's what nel
k{

"And Back to the freaks~-you esniyt bacons a frea ak, bul Fou cenb=w fan of freaks—

o

T 8x. T'd much rather be a fan of fresks than of movle.ctznd sterz, becauss movie stars

T ——— N T
P

get bered with their fans, &nd freaks feally IWe for somsens to pay thsa honest attentlen

~

not making fun ef them, of courss, T could never do thot-—=T really am a fan. T think

= = N

they 're eristocratic,"”

Mout ths pictures mads 1n the nmudist camps: "T've been to thres nudist CEIPS—=
T'm & nudist. T don't think they'd ks 2 nslphs ‘pa them liks this if they

T wes just there &s & phetegrapher--T really like nudism, it's great. T adnit 7

kappened upen nudist cenps bocause T thought they'd b 7-“-\ '*'-"'*—"..r in l*ra with
the sert of pictures T was doing, but 3™ it turned out ¥ readiy 1iked it for #is cwn

seke, The prosinSmrma reasoens _T photegraph freaks on the cne hand and nudists en the

other is that they're bath apurt fron the norm, but T can 't be a fI‘?a& and T can ba o

J4\ﬂf taking on & new relo as a nuﬂi.st, net just I‘nntos* gin
nudist—there!s the knowlddge Of;,rs.;lbnﬂ., e s ey ‘,'r:i:av——

=

Ihere's a quality ef legend abeut fresks., Liks & person in a fa'ry tele whe stops you

i n
and demands that you answer a riddla. You see, T can =z encet my childhood fantasies.

She has photegraphs of twing and triplets-~igenticel, in Loth cases. ¥hi? "T theusght




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs. j015. 3|

/
\

-

gy e ---..._.l_-'- -
Pl nemdarnie

=2 stranza which ablarationa

= — 2

1 dishonsr. Tn soss 229 cullures risugolsid children ars eonzis

geds, In othars : "4 madwoneh are thouzht te la uit:u-‘s.; Thaze triplets? Thay renin? =a

of mysclf, g ef:':“}‘.‘““.'* s¢ont seli——l1ined up in threz images,t each with a tiny 4iffecenc.
"Ihe Burlesque Comedian®w-a blawzy, chulby blende sitt’ng before 1ixy her cluttered

drcssfng_ tablo backstage: ®T went to a burledque shoy e couplo of years a«a-—l"d never

: e S ciad(ﬂ‘{d; /
beon to ene when T was a kia, This cozedisn leoks @ like she steppe.l whcn burlesdque

died-=in the 19110'.5-.,-—'.:‘_’.'i;h her Batty Y Urable hasp and :nruth &N pletfarm shasg, t

Diane smaid she used to bs a fashion Shotographsr with har Fp hus‘aan-é)anﬂ their
=
e

work aprasrred nostly in gaw"lteen, Gln sur, Hac,;m*sal_e. She's dono “""“.1.‘__‘...:.:}
— — —_— <

wor}:)sinca she been\éT her serious art-photography phi:so)for Hﬁrpcr's Bagaar ana Dzquire,
Ske uses either a 35 millinetre or a two and a-quarier comera gnd prints the pietures
at whatever size appeals te hep bnsed on the sub,}cco. For the exh‘lbit “m she blew some

¢ of them up to life-size at John Szztrlco;?slq'_r_: suggestion, Hor photoseemoct of themee

- _ .
and t,l}-ua/'-:: of the twe other phetographers in the shew are on u&le. Hor prices are & %

$50~75, depsnding on stze.

A 1-*/-%1 )
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N " . .

Asked if sho delib erately useca distortiens in her weork she ssid: "The procass ef

1259 photegraphing itself 4s a 1ittla i=> bit of a distorticn, bul T'm not interested

e/
vaygy of course--but onz of the waj/is that tha camera is recalettrant--1t's detarnine:
& |
to de ona thinz and you =ay want to do someth’ng else-~you have to fuse what you want
; H

&nd what the camera wents. Y think :y plchures ere often too nsrroyed, tos zerced in,”

Bio: ®Y was born in o ~s» Manhattan, as T said, of uppor-élass Jewish »arents.
T was @ surly child but T was certainly happy enough, T suppese. T went to_Ethicnl

—Te— Wre— A . e sim e T e s i aiiaaess =

Culture achooi—:.-{cldston. Then I got married and 1' heve tl:‘ﬂ children--o—n a twenty-
; /

Fol e R ==
00/
tomTorrmn] A a"\'nngh"‘ ar, Noan, and 2 twalva~ve: -r-.-'-]ﬁ; Rerr, !-'_V hnstand snd T ara nawr

separoted, bubt vwe're very good firiends and he helps ne uith& st l_a phot-:grﬁph_;;- prolle-

sometines, T studied photograrhy w'th Lisette Mcdel. She helped 3w a gr -at deal. For year
T'd gone along think ';‘ing about phetography rore than doing it. Lisette told me T had Eeen
G .
feeling gullty about be‘ng & veman and net understendipng mnch nery. Painters have to renls
\‘__f(,(:‘ ara /f- L L (

evor}’jl‘inc that tnf’s up en their eanvas nn:j\ff‘u,_f a?nar‘lcnca the thing mere, wiizx whercas
e e

it always bothered ms thot a)l T had te do T7'% was snap. Lisette talked te me about how

encient the camera wes end she talked about 1ight snd that if light really sfains the

silver or ) <‘=mmmmuattoon yhat the healk thot =2 stuff on a f1lm is--that memory

\uhao't.in
can stain teo-~that T could experlence just as fully the scene T was) o of UL

painter could in painting 1t. And she shook ahy puritan hang-ups ebout thinms thet are

|
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CS -
fun shoudl shouldn't be good and important. She told me to teke pictures when T felt

like 1t, to enjoy it. She told ue te take photographs when it was fun and when it wes

1 = }'J 0/ .\':‘lq. e ./-

s&sy. 5o, that way ¥ wvajoyed 1t and T leavnsd from werking--fun-cirking——so much)ilst
T vanted to sheot pictures all the tirs. T recently bouzht &n 6ld car for 320 and now

T drive all over Jersey ani Presklyn, T werk frsa an akwardness, whereas Dick fvedon

: ]
werks from r =2 grace. By that T msan, T don % 11k wlzrinre th'nzs., TE T stend
= g W R o S (=1

in front of somsthing, instead of arran; gz it T arrenge pyself. ¥t's Izportant to .o
S ey ;

take bad ¢ stum pletures--1t's the bBad ones that have te do with what you've never dons

before. Semstines looking in a camera freme is like lecking in a kaleldoscope and yeu
UixeaA =

-y -

I ~
T ean % do, anything T want. ™n fact &3 T can t ssen to do anyth'nz T wani, Bxeept bs a

] O LR 15 TR PO 7 SRAEU A ST T,
T e raen D W W el 4 W ok U wset e Vikiw

/ o S : - - -

/ — e =

SPF. SoLR Tlyve got ‘neredible powsr lecked in 1y closet--not power te da harae-jusi tho

. ; |
feal ng thet T have captured pictires of 7=3ps} people who since have died and rpeople who .I

will never leck that way again. T love secrots and T can £ind out enything, $oine T'a

clover—-T don't mean T can always match witls w'th people,f=ryewn 'ceuse T certzinly

e : 2 :
can,t, but T can f'gure myself into eny situation. T choocse 1 “23 photegraphy projects

! =

| , flonis, el o e o
that are somewhat Matzlilc: lﬁ. T'11 not risk my life, but T'11 risk my reputation

= ¢ . - “)..f . S

. S
er iy virtue--but T don t have so much lefd." sho laughed.uEveryone suffers from the
3 - 3 (=3 'y

limitation ef baing enly one persen,”

| ( A )
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i

—

7
HTIVY
I

love te go <2y into ether g:t-:-pl.r_) s houses. T-th‘n}: thet's part of the thrill

f g N A OB
& gl 0TS S

1
edustion for @ woman~~ta sas hew ha 1lfves, the pletures en the wvalls, his wife g

¢ an £
( slippers in the bathreoa, But Lot e kates /v carions «aT reelly axn involved.

\i"-:ui all ths tinme Tin photegrayhing Tin having a teriffic tims," ; i
' !

"T found fashien photography frizhtnein » but danzers of viglence~-rape, murder—-

are meve uore moving end not as dangsrous in my way of th'nking. T can't think of anyithir |

quite as ghtening as having to meke & living or hoving te take a good pieture, £a3

: fashien--Y hate fashion photography Eacausa the clothes don_'t bslépg to the people

1hT=n vhe ere wearihg them. When the clothes do belong te the person wearing thea they

a
A

\ts.!:c on a person's flave end cheracteristi esy 8nd are wonlerful,"

*oa -
i 4 She & wen iwe Guxs ein'g, both for siadza wﬁrzir fn .5 this country,

L

: A,
A g, Fl
The first,in 1953, she devoted to !merican RS tes--trying to d» comprehensive pletures

- - 4 a - -— .’
ef huadrdds of people. The beauty centesty plcture is from thet tips, ?hc publie, the

rasses, the secial vagaries~-nat individual ones--‘nterested ne ti——wailal thel. But
T got tired--and alse mass happenings ere hard to conlesw dondense inte one picture snid
T hate j' = phote essays. ‘he current Coosanking Guggenhedn, T got *t in 1966, Tiy using

to explere--te learn about onything T don't know about: sex, seerets--Inue for gitizre
pletures. Avedon has & eriticisn of - my pilotures 27:% which is that forially they're in

the tradition o7 tha 19%h century in thot they're unarrenged--but T hete to arrange,"
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2 3 * ... - /’

Tels thet nep pictures, Particularly "ihe Yraow reninded me ef Joseph Cornell's
2

| S baxes, Diane was very pleased: 45 Tep HT love his seerets, 81l those 1ittle

. - ) ;
seersts in 1ittle boxes. fnd T agora Ste'nbarg, and T adore Pinter s "The HEenzecming,m

Pinter has such secrets “r his use of langnagya M

The nans of the show is "Nay Documenta,vhat doag that wean t4 ¥2u? "The wora

'document ! had g fense of literalness. T like it that p part < 3z fentasy esn ks ;.-' liter

"T 1like danger, 4> And then you .l fage th'ngs that scare yeu and you survive

yeu've conquered your anxiety, which is .worse 2% than the danger ﬁcol..llﬂ' ever bas.%’

he gap between guise and truth: "Ona's-whole guise 1s like ¢'ving a sign
\/the world to think of you 4n a certatn way, but there's po'nt metwsan what ¥you
e :

=7 want people to kncw about yoew and thirgs you -~an't help people knowing ebeut you,

fhe camsra is cruel, pn3 although T thinlk Pecple havg to 2-i- oy botray each clher, T

LY

feol the camera is so eolgd that 7 try 4o be ag £oSd '‘As T can to make things even. Tha
postry, the ireuy, the fantasy are all built inn

: J :
About Avedon: "T do terrs bly admire Avedon s work--it '_s nfluenced me terrificelly.

| R

s T 'rf"'-'i,?}.nr! he has persenally bsen helpful to pa,n

Her abiding pession 1s to discover secretg--snd T feel sho 18 gentle with thems -
"When T galk along the streots T leok up at buildings end see &ll those windows iy

T think, ko293 behing ezch window 19 2 proos and T think of wyself 1ike ihe Little

Mateh Girl Y—mpressing Iy nogse to &1 thoge w‘n:!mﬂ




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: | Series.Folder:
MoMA Exhs. ‘ lo15.3]

The Museum of Modern Art Archives, NY

Arbus label (draft)

Diame Arbus's pictures challenge the basic assumptions *
on whichmaggumentary photography has becn thought to rest,
for they deal with private rather than social realities, with
psychological rather than historical facts, with the prototyp-
ical and mythic rather Lhgn Lhe topical and temporal. Her photo-
graphs record the outward signs of inmner mysteries.

Often, though less often than is thought, kmx the nominal
subject matter of her pictures was exotic. Among her best potrtraits
are many of transvestites, nudists, other ideological specialists,
freaks, and the mentally retarded. The meaning of these pictures ha
been missed by those who have not ma¥¥ERa that in them (as in those
that she made of the rest of us) her true subject was no less than
the unique interior lives of those she photographed. Her mmzk
fayeritexzmkjeex most frequest subject was in fact childfen, perhay
because their individuality is purer, less skillfully concealed,
closer to the surface.

She was not a theorist but an artist. Her concern was not %o
buHtess philosophical positions but to make pictures. She loved
photography for the miracles it jerforms each day by accident,

) and respected it for the precise intentional tool that it =iii¥a be,
given talent, dedication, intelligence, and discipline. Her inter-
est in the medium's tradition was broad and generous, but her owa
favorite predecessors were those whose work nourished her own:
August Sander, Brassai, Weegee, and Bill Brandt. She revered these
photographers for the precision of their feeling, the economy of
theibr description, the blunt immobility of their imagery, and surel
also for their knowledge of darkness. In their photographs she fount

an unornamente cruthfulness that was resonant - her own guesses.
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Arbus-2

Her life as a pﬁ%%ggrapher spanned scarcely more than & dec-—
ade. At forty at the end of her life, she resembled at first :
glance a game but slightly worried child. Both the youth and the
uncertainty were doubtless in part cultivated, designed to create
a precisely measured sug.estion of amateurism, that might partially
conceal both her superior intelligence and her fierce ambitionm.
The ambition was of the most demanding kind, since its object was m
applause or money or power, but peersonal excellence.

Arbus- knew that honesty is not a gift, endowed by a native

naivete, nor a matter of style, or politics, or philosohpy. She kmev

B
rather that it ia&reward bestowed for bravery in the face of the tm

. Those who have been news reporters, and have been required by thei
role to ask the unforgivable question, know the sense of relief witl
which one averts one's eyes, once perfunctory duty is dome. Arbus di
not avert her eyes. She stuck with her subjects, exploring their
secrets (and thus her own) more and more deeply. She was surely
aware of the danger of this path, but she believed that her bravery

would be equal to the demands she made of it.




