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Carl Lannes e;c.: John Szarkousk!

Jane Fluegel

March B, 1976

Final Correctlons for Willlam Eggleston's Guide

Cnrl Morse and Sandra Glasser just conflirmed that there would be only ane editinn
of the book. It will have the plastic "album" material wrapped around boarda..
with no jacket and therefore no flap copy. That meand there will be a single

ISEN number, and page 1 of the repros has been so marked.

On the same repro are corrections for the credit to underwriters of the show
and bonk, apine copy, and copy for the signature to appear at the end of the cas

Pat Walker called me this morning requesting an addlitlonal change: Robert Adams
has changed the name of hls bonk from "Places to Stand" to "Denver: A Photogren
Survey of the Metropollitan Area," The corraction appears at the end of a par.
so we should have no trouble fitting it In (appears on repro page 3),
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GRAPHICS INTERNATIONAL LT0:

3243 P STREET, N.W., WASHINGTON, D. C. 20007  (202) 3385792 CABLE: GRAPHICS

20 October 1975

Ms. Maria Morris

The Museum of Modern Art
11 West 53 Street

New York, N.Y, 10019

Dear Maria:

It was very good to meet you the other day - I was
sorry to be a bit on the run but I hope the next visit will be
longer.

Thank you for the Eggleston list. When I talked to him
finally on Thursday, he indicated that he did not regard the
designations as titles but rather as identification so your idea
of using "untitled" with the description in parens is the best,
I think.

I should have remembered when I talked with you that,
quite naturally, MOMA received example #1 at Bill's request,
So the #1 can be inserted on the individual prints.

All best wishes,

Sincerely,

ol

Harry H. Lunn, Jr.
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Photography Exhibitions

Fiscal 1975-76

William Eggleston
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Dates: W8Vember 5 - December 14, 1976

Gallery: Northwest/Far West Galleries (first floor)
Director: John Szarkowski
Contents: 40 color prints, slide presentation
Funding National Endowment for the Arts application requesting grant of
$17.418. pending.
Estimated income from publication sales, rental Bees: $34,250.

This project proposes an exhibition and accompanying publication of the
color photography of William Eggleston. For over half a century, the promise
of color photography as a creative medium has remained largely unfulfilled.
Although many photographers of talent have done impressive work in color,
the concensus among photographers and critics has been that the most
important and original work of the period has been done in black and white.
During recent years however younger photographers have brought a new
spirit to color photography, which has begun to reconcile the intellectual
demands of representational photography with the aesthetic demands of
color. In this work the role of color is more than descriptive or decora=-
tive, and assumes a central place in the definition of the picture's
content. In the considered judgment William Eggleston is the most talented
and accomplished of these photographers. His pictures also comprise a
remarkable and surprising commentary on contemporary American life. Much
of the best and potentially most seminal work that has been done in color
has remained a secret, because of the very high cost of good color repro-
duction. The proper exhibition and publication of Eggleston's work has
already been considerably delayed because of the lack of adequate subsidy.
The Musemm of Modern Art has now obtained a significant pledge of private
support for this project, and hes earmarked funds and staff time from

its own resources. Additional assistance is however required to make

the project a reality.

T l i - =
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Dick Palmer cc: Mr, Szarkowskd

From Detty Burnhanm

bate  June 21, 1975

Re

WILLIAM EGGLESTON EXH.

Dear Dick:

As you know, there is still no Preparation Schedule for this exhibition (or

its alternate) and since I am going to be away for several weeks I would like to
confirm in writing that you understand that we will be unable to record any
material until affter Labor Day,

—
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“ EDWARD WESTON (continued)

b

: This project will result in the first eriticail ret‘ospective exhibition in America
* 7 hsince 1946 of the work of Fdward Weston, and the first to cover his entire ouevre.
y Weston is universally regarded as one of the great st Photographers in the history
“gof the medium; his Staturc as one of the important original artists of this century
% "has become Progressively sceure. In addition, the uniquely American character of
M Weston's sensibility and his subject matter makes ihis exhibition of special signi-
" ficance for the Bicentennial period. Selections from the Museum's superb collection .
of 231 Weston prints, collected over the past forty years, will provide a large part
st of the exhibition; loans from other dimportant public and private collections will be
requested, to make the exhibition fully worthy of his achicvement, It is anticipated
that the exhibition will include about 300 prints.

Following its showing at The Muscum'of Modern Art, the exhibition would be made
available for showings at approximately 4 or 5 other institutions in the United
States over the space of about one year.

| WILLIAM EGGLESTON / ,
Dates: ' ¢

Gallery: Northwest/Far West Galleries (first floor) ‘
Director: John Szarkowski ; . -
Contents;: = 40 color prints, slide presentation L
Expense: preliminary estimate: $58, 000, (including publication) .
Funding: National Endowment for the Arts application requesting grant of < 10
: $17,418. pending. ' . =
Estimated income from publication sales, rental fees: $34, 250, atn ]
D> S
} IBIEI0N and man s !N U AGONIUNAL PAGES) TTLLTAM EGGLESTON )
This_projcct Proposes an exhibition and accompanying publication of the color photography
of William Eggleston, For over half g cenlury, the promise of color photography as g2
creative medium has remained largely unful filled, 'AILhonﬁh many phntonrnphnrﬂ of talent ¥
Ihave done impressive work in color, the concensus dmong photographers and eritics has bee: {
that the most important and original work of the Period has heen 4

: done in black and white,
During recent years however younper photegraphers Lave brought a new SPirit to color phot

graphy, which has begun to reconcile the intellectual demands of representational photo-
graphy with the aesthetic demands of color, ‘Tn th S=work the role of color is more than
descriptivc or decnrnr{vn, and assumes a central placea in the definition of the picture's
content., In ‘the considered Jjudgement of the applicant, William Eggleston is the most
talented and accomplished of these phq}ﬂgrnphvrﬁ. lis pictutds also comprise A rcmﬁ?kabl
and sirprising commentary on contemporary Aierican life, » Micl 0F the hest and potentiall
Mos L seminal worlk rhar has boen done in color has romained a secrel, because of the veory
high cost of £0od color reproduction. The proper exhibition and publication of Eggleston
worle has alrcady been considerably dalayed because of the lack of Adequate subsidy. The
Muscum of Modorn Art has now obtained a significant Pledpe of private support Inr.this
pProject, and hag earmarked Funds and stall time from its own resources., Additional assis
tance is however required to make tha Project a reauity, Tha exhihition will he directed
by John Szarkowski, Director oL Thotography,
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June 6, 1975

Dear Hs. Ivory:
1]

As T indicated on the phone, our Eggleston exhibitiom
will be timed to coinecide with the publicetiom of

the book, which will be published by the Museum.

It is possible, but by mo means definite, that the’
book will be out by the time of your show im March,
1976, Inquiries regarding distribution of the book
should be directed to the Museum's Publicatioms
Department.

Cood luck with the show. We would appreciate receiving
notice of tt and a checklist, Could you 2lso put us
on your photography exhibition mailing list?

Thanks,

Sincerely,

Peter Galassi
Curatorial Interm

Ms. Jane Ivory

Grape State Gallery

2876 Califormia Street
San Francisco, Califormia

S SHeN TR ConSI15THM oF THE  ForTFotie
Pugushee BY LUNN AND sThcne
prauees WP To A ToTAC 40 Wihed
(P vt (eme Fllom L UNN
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To
Teri Varveris

From

John Bzarkowski

Date

= July 11, 1975

Special Insurance on William Egeleston Kodachromes

Dear Teri:

I would like to request that the 52 Kodachrome glides by

Williem Eggleston, listed on the attached sheet, be insured

at $1,000 each for the remainder of 1975. These pictures are
tentative selections for our projected exhibition and publication
of Eggleston's work. They will be out of the building at least twice
during the comingz months, once in the next few days for the
purpose of‘ having reference prints made, and later for the

purpoge of having separations made for reproduction. If you
require any further data for the purpose of insurance, please let
Peter Galassi in this Department know, since I do not want them

to leave the building until the insurance is in effect. Thank you

very much.

PeLIVERER-T TV 7/;4 AT 20M.
INSURANCE IN Efgeer A> of THAT TIME.

\ ? ?,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. (123,16

The Museum of Modern Art Archives, NY

The Museum of Modern Art

Modernage

John Szarkowski, Dept. of Photography

July

3X Kodak Color prints of William Eggleston slides

Dear Al,

With this memo 52 original Kodachrome slides by William
Eggleston will be delivered to you, for the purpose of
having Kodak 3X color prints made for reference purposes.

We are intending to do an exhibition and publication of
these pictures, which do not exist in any other form, and
are therefore extremely precious to the photographer and
to the museum. We have insured the slides, but it is
egsential that every precaution be taken to insure that
they are returned to us in good condgition.

If you can help us by impressing on Koda,k the high importance
we place on this work, I would be extremely grateful.

Thanks very much in advance

Please refer to Purchase Order No.

Sz SLoTs pETURNED !
N Gooe s NDVTIEN T /22 /7‘» P

0.65.
C
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List of 52 original color transparencies by William Eggleston

1.
2.
3.
Se
6.
7.
8.
9.
10,
11,
12,
3.
14,
15.
16.
17.
18,
19,
20.

22,
23,
24,
25.
26,
27.
28,

30.
31.

33,

34, Dog

36.
37.

39,
40,
41,
42,
43,
4,
45,
46,
47,
48,
49,

Nude male / orange light

Dirt road vanishing

Wisteria / blue pick-up truck

Boy in crimson sweatshirt

Red, white and blue parka

01d man with pistol on bed

Cray door with floweés

0ld woman / green room

Boy seated, hands over head, in green room
Night street with crescent moon

Stump with sprouts at night with flash
Dinner: baked ham and coke

Mustachioed man and Missiseippl plate in back seat
Suburban street with 50's Cadillac

Wommn in white / pink tree

Boy on garage floor

Woman, lamp and portrait in greenm room
Oven interior

Swimming pool / gray day

Young man and open refrigerator

Man Seated with espresso / pictures on wall
Suburban tricycle

Man with red practice plane

Graveyard / female monument profile

House and cornice / monochrome

Car, feet, boy and grase

Young boy with glasses and red berry bush
Rusty tank and field

Yellow prefab: King Cotton Beverage Co.
Symmetrical mew suburban house

Girl in blue smock and her playhouse

Black poodle, red rose, man watering in front yard
and two young boys on paved street

Man in blue jacket in graveyard

Black woman in green dress by the road

Red brick building wikh red awninge

Man in white shirt seated on hotel bed
White bottles on dirt road

High ¢lass pantry with porteit and silver
Ritz theatre 14

Portrait of man at airfiedd

Gray steps through white wall / crumpled paper
Round puzzle on card table

Woman in flowered dress on flowered outdoor couch
Suburban yard with stars and bard

Man in suit, black butler and car

Green tiled shower

Tan dog drinking from puddle

Girl with coke,,back seat of black convertible
Flaming barbecue with kid's bike

Woman in blue dress seated on yellow curb
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FIRST CLASS MAIL

PACKING SLIP 771 7 77 |

médernage medernage

r’i U S E Ljf::c“ac#m E?T'na'DHEWErOR“NN‘r m};:__;’ 20 PHOTOGRAPHIC SERVICES, m:. Y e:m u's! NEW YORK. N Y. 10017 » 212 5324050
21 W S53RD ST iy 3.

NEW YORK NY 10019
ATTN ACCTS/PAYASLE

o £

{d

123455?39101112131415161?I.s19202122232425252?2829_3031

Purchase Requisition . 08485

Do nat w¥rite in shaded areas.

319 B, 46 St. [J1. 11W.538t [J5. 4W.54St.

f | ship [D2 21W.835t [06. 20W. 54 5t.
Bow York To: 3 23w.53st,  C17. 405E 765t

‘1 Purchase
Order No.: 21445

[0 4. 27'W. 53 5t [ 8. Other

ship DJups. - CMator Fri [CIMessenger e O peliversd
vie [Opp. - [OVendor's Truck [JOther: 0:8- — [lotner:

Deliver to Department: Account Number: Requisitioner: ~ Date: f Date:

P, Glesi 14/75 J. foik e
One item per line : Estlr%t " | Purc sed

Skip a line whenever possible Unit Price Price

67

@ peint fron 52 originl color slides by W, Eggleston | «ef=

e —

Quantity unit | Complete Part Number and Descripticn

Confirmed to: Total Price:

Delivery Date

— . CRSe SN
Special Instructions, Suggested Vendor, etc. *] Over
: | Required:

| 50000
Chief Accountant

% | Ove Purchasing

| 250000 | Department:
| Director of Finance sisiatici
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PHOTOGRAPHIC SERVICES, INC. 319 EAST 4¢ ST NEW YORK. N. Y. 10017 » 212 5324050 PHOTOGRAPHIC SERVICES. INC. 318 EAST 44 ST, NEW YORK, N ¥. 10017 »

MUSEUM OF MODERN ART Ju i 3 7m0
21 W S3RD ST
NEW YORK NY 10019
TATTN ACCTS/PAYASLE

po-- -pa--== 356040

PHONE EXT. C.W.R. SHIPPING NO.

PARTIAL ON 2 CUST. ORDER NO. ORDERED BY

lBILLa G

INS. PROMISED DAY TIME
PICK UP MSNGR. MAIL AIR REG. OTHER -0
E
Gfohs'.'lsv EXHIBIT :,Tcr: AMOUNT

[JFULL NEGATIVE
CIFLusH

C CJexacTLY

g [_JAPPROX.

P JUSE OWN JUDGMENT

[_IFOR SUBJECT 16 x 20
[CJFULL PAPER SIZE CONT

[JBORDER v M g p b, 3

COPY NEGS. 4 x 5 0 8x10

10 SIZE

B & W Negs. from Transp. 8x10
NEG. SIZE STRIPPING & OPAQUING
MOUNTING DT FLUSH

EXTRA CHARGES:

SPECIAL INSTRUCTIONS:
[] Number Prints
[] Credit Stamp
[] Number Copy Neg.
[] Return Negs.

[] File Negs.

SUB-TOTAL
SALES TAX

TRUCKING/DELIVERY/MAILING

TOTAL PRINTS Checked _Paid in Advance

Job #_

Total Negs._ __Spotted ____Deposit

1777 TERMS: NET 10 DAYS
THIS IZ.I(O RINVOICE PLEASE FORWARD FOR APPROVAL AND PAYMENT
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Fred Coxen I‘ilé)
RP

Richard L. Palmer

pending
exhibi. files

March 1, 1976

Upcoming Frame Shop work

Dear Fred and Bill:

This will follow-up on the Frame Shop jobs which I mentioned to you om
the telephone yesterday and this morning and which I hope we can get
into the shop before we are flooded with MASSON work:

1. HNARRATIVE PRINTS =~ Howardema Pindell
Ay-o work, 38 parts, each ca. 8 1/2 x 11"

to be mounted on rag board (4' sectioms) which will be wall-
mounted in the Sachs Callery behind 8' plexi sectioms.

Please ask Howardena to work out spacing of the prints with the
shop and proceed with the job as soon as possible, If Collins
cannot store these mounted works and the plexi cut to size until
we will need them for the installation = ca. May 10 or so - please
advigse Howardena she will need to retrieve and store them umtil
they can go to the gallery.

WILLIAM EGGLESTON =- John Szarkowski

John Szarkowski expects to give me on Monday a listing of ca. 30
Eggleston prints now in his possession. Of these about 15 are loans

and will have to be checked by Registrar (Holly) before they could go

to the shop. 1 hope this checking can be done next Tuesday or Wednesday.
After that, Photography would do a Frame Instruction sheet(s) and the
work could begin. Again, T would like to get moving om this quickly
before we get imvolved in MASSON, There will be another 45-50 prints
for Eggleston but they will not be available until sometime in April

and possibly into early May as they must be printed. John will determine
the type of frame he wants to utilize and I presume will order them
directly from an outside source.

Drawings Acquisition Meeting - Magdalena called this morning (and I advised
Bi1l Williams of this) to say that they needed to have ome large David
Smith drawing mounted in order to present it at their meeting on Tuesday.

T eaid T didn't think this should be a problem. Can you call Magdalena
and arrange to have the work delivered if this has not already been done.
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At this writing I have not yet visited Memphis, or morthern Mississippi,
and thus have no basis for judzing how closely the photographs in this book
might seem to resemble that part of the world, and the life that is lived
there. T have however visited other places that have been described by
works of art, and have observed that the poem or picturesis likely to seem &
faithful document if we get to know it first, end the unddited reality after-
wards. Whereas a new work of art that describes something we had known well
is likely to seem as unfemiliar and arbitrary as our own passport photos.

Thus if a stranger sought out in good season the people and places
described here they would probably seem slearly similar to their pictures, and
the stranger would assume that the pictures morrored real life. It would be
marvelous if this were the case - if the place itself, and not merely the
pictures, were the work of art. It would be marvelous to think that the or-
dinary, vernacular life in and around Memphis might be in its quality more
sharply incised, formally clear, fictive, and mysteriously purposeful than it
appears elsewhere, endowing the least pretentious of raw meterials with ineffable
dramatic possibilities. Unfortunately, the character of our skepticism makes
this difficult to believe; we are accustomed to believing instead that the
meaning in a work of art is due altogether to the imagination and legerdermain
of the artist.

Ar6ists themselves tend to take absolutist and unhelpful positions when
addressing themselves to questions of content, either pretending with Degas
that the work has nothing to do with ballet dancers, or pretending with James
Agee that it has nothing to do with artifice. Both positions have the virtue

of neatness, and allow the artist to answer unanswerable questions briefly, and
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then get back to work. If an artist were to admit thet he was uncertain as
to what part of the content of his work answered to 1life, and what part to
art, and was perhaps even incertain as to precisely where the boundary between
them lay, we would probably consider him incompetent. ¢ £l

‘T once heard Williem Bggleston say that the nominal subjects of his
pictures were no more than a pretext for the making of color photographs =
the Degas position. T did not believe him, although I can believe that it
might be an advantage to ‘him to hink so, or to pretend to think so. To me
it seems that the pictures reproduced here are absut the photographer's home,
about ‘his place; in both unimportant meanings of that word. ‘One might say
his identity. "

If this 1s ture, it does not mean that the pictures are not also entirely
about photography, for the two issues are not supplementary but coext@nsive.
Whatever else a photograph may be about, it is inevitably about photography,
the container and the vehicle of all its meanings. Whatever a photographer's:
intentions or intuition, they must be ecut end shaped to fit the possibilities
of his art: Thus if we see the pictures clearly as photography, we will perhaps
also see, or sense, something of their other, more private, willful, and an-
archic meanings.

wr 2o

Photography 1s a system of visual editing. At bottom, it is a matter
of surrounding with a frame a portion of one's cone of ‘vision, while stending
in the right place at the right time. Like chess, or writing, it is a matter
of choosing from smonz given possibilities, but in the case of photography the
namber of possibilities is not finite but infinite. The world now contains more
photoaraphs than bricks, and they are, astonishingly, all different. Even the
most servile of photographers has not yet managed to duplicate exactly an

earlier work by a great and revered master.
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Page 3

The reader can demonstrate the point by clicking off a roll with the
family Instematic or leica without moving from his chair: point the
machine at random this way and that, quickly and without thought. When
the film is developed every frame will define a subject different fhan
any defined before. To make matters worse, some of the pictures are likely to
be marginally interesting. Even the cameras in the noses of fighter planes,
and those that record bank robberies, describe facts and relationships that
surprise mere eye-witnesses.

It is not easy for the photographer to compete with the clever originality
of mindless, mechanized cameras, but the photographer can add intelligence.
By means of photography one can in a minute reject as unsatisfactory ninety-
nine configurations of facts, and elect as right the hundredth. The cholce
is based on tradition end intuition - knowledge and ego - as it is in any
art, but the ease of execution and the richness of the possibilities in
photography both serve to put a premium on good intuition. The photogmapher's
problem is perhaps too complex to be dealt with rationally. This is why
photographers prowl with such restless uncertainty about their motif, ignoring
many potentially interesting records, while thgy Took for something else.

The American photographer Robert Adams has writtem about this process
of prolwing, and its purpose: "Over and over again the photographer walks a
few steps and peers, rather comically, into the camera; to the exasperation
of family and friends, he inventories what seems an endless number of angles;
he explains, if asked, that he is trying for effective composition; but hesitates
to define it, Edward Weston, a photographer who demonstmated he knew what it
was, said simply that good composition was "the strongest way of seeing.”

What he appears to have meant was that a photographer wants form, an unarguebly
right relationship of shapes, a visual stability in which all components are

equally important. The photographer hopes, in bfief, to discover a tension so
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exact that it is peace.”
“Pictures that embody this calm are not synonymous, of course, with

what we might see casually out of a car window (they may, however, be

more effective if we can be tricked into thinking so). The form the photog-

rapher records, though discovered in a split second of litersl fact, is
different because it implies an order beyond itself, a landscape fnto
which all fmagments, no matter how imperfect, fit perfectly.”

Form is perhaps the point of art. The goal is not to make something
factually impeccable, but seamlessly persuasive. In photography the pursuit
of form has taken an unexpected course. In this peculiar art, form and subject
are defined simultaneously. Even more than in the traditional arts, the two
are inextricably tengled., Indeed, they are probably the same thing.l or,
if they are different, one might say that a photograph's subject is not iss
starting point but its destination. .

In practice it works like this: the photogimpher cannot freely redispose
the elements of his subject matter, as a painter can, to construct a picture
that fits his prior conception of the sui:;]ect. Insteaé, he discoveirs his
subject within the kpssibilities proposed by hi.s medium. If thel broad
landscape refuses to compose itself economically within the viewfinder's
rectangle, the photographer contrives a different but sonsonant subject,
composed perhaps of two trees and a rock.

In historical terms it was perhaps not until the time of Stieglitz and
Atget that photographers of exceptional talent learned to use the entire
plate with consistent boldness. The new graphic economy that characterizes
the best photography of the Edwardian period could be described in terms
of the conventional concept of composition, but it is perhaps more sueful

to think of it as the result of a new system of indication, based on the

expressive possibilities of the detall.
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Gifted photographers, learning from the susecesseEsof their predecessors,
quickly acquire the a\iintyho recognize and anticipate certain aspects of
subject matter, situation, perspectives, and qualities of light that might
produce effective pictures. Original photographers enlarge this shared
sense of possibilities, by discovering new patterns of facts that will
serve as metaphors for their intentions. The continuing, cumulative insights
of these exceptional artists have formed and reformed photography's tradition:

a new plctorial vocabulary, based on the specific, the fragmentary, the elliptical,
the ephemeral, and the provisional. This new tradition has revised our sense of
what in the world is meaningful, and our understanding of how the meaningful
can be described.

-3

Imagine, then, after the photographer had spent a century learning how
to use his medium in monochrome, what chaos, resulted when he was suddenly
presented with cheap and virtually fool-proof color film. The Tebhnical
geniuses who developed this wonderful advance assumed, naturally, that more
was better, and that the old pictures plus color could only be more natural.

The photographers understood that the old pictures were not natural to
begin with; they were merely conceits, black-and-white photographs, infinitisimal
bits of experience chosen because they looked good, and seemed to mean something,
as plctures.

To the photographer who demanded from his plctures formal rigor, color
was an enormous complication or a problem already cruelly difficult. And not
merely a complication,for the new medium meant that the syntax that the
photographer had learned - the patterns of his educated intuitions - were perhaps
worse than useless, for they led him toward the discovery of black-and-white
photographs. Most serious photographers, after a period of frustrating
experimentation, decided that since black-and-white had been good enough for

David Octavius Hill, Brady, and Stieglitz, it was good enough for them.
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Professionals used color when they were paid to, doing their very best,
without quite knowling what they meant by that. .

Considering the lack of enthusiasm and confidence with which most

ambitious photographers have regarded color, it is not surprising that

most work in the medium has been puerile. Its fallures might be divided

into twe categories. The more interesting of these might be described as
black-and-white photographs made with color film, in which the problem of
color is solved by inattention. The better photographs of the old National
Geographic were often of this sort: no matter how cobalt the blue skies

and how crimson the red shirts, the color in such pictures is extraneous = ., .
a failure of form. Nevertheless such pictures ere often interesting, even . .
if shepeless and extravagent, in the same way that casual converaation:is
often interesting.

The second category of fallure in color photography has been comprised
of photographs of beautiful colors in pleasing relationships. The nominal
subject matter of these pictues is often the walls of old buildings, or
the prowess of a sailboats reflected in rippled water. Such photographs can
be recognized by their resemblance to reproductionssof synthetic cubist or
abstract expeessionist peintings. It is their unhappy fate to remind us of
something similar but better.

The conspicuous successea of color photography are not many, and most of
these have depended on a high degree of prior control over the material
photogjraphed. The still lives of Irving Penn and the portraits of Marie
Cosindas, for example, are masterly studio constructions, designed to
suit the preferences of the camera. Outside the studio, where such control
has been impossible, color has induced timidity, and an avoldance of those

varieties of meaning that are not in the narrowest sense aesthetic.
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Most color photography, to put the matter bluntly, has been either
formless or pretty. In the first case the meanings of color have been
ignored; in the second they have been considered at the expense of allusive meanings.
While editing directly from life, it has been simply too aifficult to see
gimultaneounsly both the blue and the sky.

But what is at a ziven moment too difficult can bit by bit be grasped,
and finally become possible. Clues garnered from a million failures and
apparently unrelated successes educate the intuition, and make possible
deductive leaps to progressively complex syntheses. The dues that have been
of use to the evolution of color photoglraphy are habyrinthine and untraceable,
but have surely included modern painting, color movies and television, drugstore
posteards, and the heterogeneous flood of imsgery that has come from the
modern magazine,

In the past decade a number of photographers have begun to work in color
in a more confident, more natural, and yet more smbitious spirit, working not as
though color were a separate issue, a problem to be weolved in isolation (not
thinking of color as photographers seventy years ago thought of composition),
but rather as though the world itself existed in color, as though the blue
end the sky were one thing. The best of Eliot Porter's landscapes, like the
best of the color street pictures of Helen Levitt, Joel Meyerowitz, Stephen
Shore and others, accept color as existential and descriptive; these pictures
are not photographs of color, any more than they sre photographs of shapes,
textures, objects, symbols, or events, but rather photographs of experience,

as it has been ordered and clarified within the structures imposed by the camera.

T+ could be said - it doubtless has been seld - that such pictures often

bear a clear resemblance to the Kodachrome slides of the ubiquitous amateur

next door. It seems to me that this is true, in the same sense that the
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belles lettres of a time generally relate in the texture, reference,
and'rhytlm of their language to the prevailihg educated vernacular of

that time. In broad outline, Jane Austin's sentences are presumably "

similar to those of her ' siblings. Similarly, it should not

be surprising if the best photography of today is related iniconography and

technique to the contemporary standard of vem&cular camers work, which is

in fact remarkably rich and inventive. The difference between the two is

a mattoi' of intelligence, imagination, intensity, precision, and coherence.
-4 &

If it is true, as I believe it is, that today's most radical and
suggestive color photography derives much of its vtgor from cmonpiacc
models, this relationship is especially strong in the case of Eggleston's
work, which is consistently local and private, even insular, in its nominal
concerns. The work seen here, selected from an essay of three hundred and
seventy-five pictures completed in 197x, is on the surface as parochial as
a family album. It is true that much of the best photography of this century
has been created from materials that one would, from an objective, historical
perspective, call trivial, e.g., the wheel and fender of a Model T Ford, or
the face of an anonymous sharecropper, or the passers-bye on an urban sidewalk,
but these materials, even if slight in terms of their intrinsic, specific
importance, are nevertheless public and potentially exemplary, and thus more
clearly available as the carrier of symbolic freight, whereas Eggleston shows
us pictures of aunts and cousins and friends, of houses in the neighborhood
and in neighboring neighborhoods, of local streets and sideroads, local
strangers, odd souvenirs, all of this appearing not at ell as it might in
a social document, but as it might in a diary, where the important meanings
would be not public and gemeral but private and esoteric. It is not altogether

clear whether the bucolic modesty of the work's subject matter should be
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taken at face velue, or whether this should be understood as a posture, qn
assumed 1nganuouaness designed to camouflage the nrtist 8 !‘austian ambition.
Breoccupation with private experience is a hallmark of the romtic
artist, whose view is characteristically self-centered, asocial, and, at
least in posture, anti-traditional. If Egagleston's perspective is ;

essentially romatic, however, it is a romanticism different in spirit

and aspect from that with which we are familiar in the photography of the

past generetion. In that more familiar mode, photographic romanticism has
tended to mean the adoption and adaptation of large public issues, social

or philosophical, for private ﬁrtistic ends (an activitylthat ﬁight be

termed applied romanticism, as distinct from pure Hbrdswbrthian indeﬁend?nce),
and it has generally been expressed in a style heavy with specisi effhcts}
glints and shadows, dramatic simplicities, familiar symbols, and idiosyncratic
technique. . .

'In Eggleaton's work these characteristics are reve;;ed, and we see
uncdmpiamisingly private experience described in a manner that is restrained,
austere, and publie, a style not inappropriate for photographs that might
be introduced as evidence in court. .

Those of us with a limited appetite for the color slides made by our
friends, pictures showing people and places that we cherish, may be puzzled
by experiencing a deeper and more patient interest in the pictures of
unfamiliar people and placds that are reproduced here. These subjects
appear to be no more overtly interesting or exotic than those in our own
family albums, nor do they identify themselves as representatives of a
general human condition. They are simply present: clearly realized, pre-
cisely fixed, themselves in the service of no extraneous roles. Or so
the photographs would have us believe. In truth the people and places
described here are no so sovereign as they seem, for they serve the role

of subject matter. They serve Eggleston's interests.
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The simplicity of these pictures is (as the reader will have guessed)
not so simple. When Alfred Barr, Jr. first saw a selection of slides from
this series in 1972 he observed - surprisingly but in fact accurately -
that the design of most of the pictures seemed to rediate from a central,
circular core. In time the observation was relayed to Eggleston, who
replied, after a barely perceptible hesitation, that this was true, since
the pidures were based compositionally on the Confederate flag. WNot the
asterisk, or the common dsisy, or the dove of the Holy Ghost, but the
Confederate flag. The response was clearly improvised and unresponsive,
of interest only as an illustration of the lengths to which artists some-"
times go to frustrate rational analysis of their work, as though they fear
it might prove an antidote to their magiec.

Barr's comment hmver ;I.s valus.ble, and -uggutm cemmte bems a
m‘-@uﬁms the~ Subjeetme Sharply-as 1£/4t m mﬁ”&

<1detic memory.

Barr's comment however is valuable, and suggests in concrete terms
a quality central to Eggleston's work - its lean, monocular quality,

that fixes the subject as sharply as it it were recalled
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some large social or cultural question, such as, Whither the South?, or,
Whither #merica, depending on one's viewing distance, . The fact is that
Eggleston's pictures do not seem concerned with large questions of this.
sort. They seem concerned simply with describing life.

This does not advance us very far, since it is difficult to conceive .
of a pieture that does not in some sense describe life., ' That encompassing
motif is itself so broad and hopelessly unformed, with so many espects, angles,
details, sotto voce asides, picturesque sub-plots, and constantly shifting
patterns - snd none of this clearly labelled - that in fact only the
deseription itself ddentifies the thing described, and each new description
redefines the subject. It is not possible to describe one subject in two
different ways.

One can say then that in these photographs form and content are
indistinguishable, which is to say that the pictures mean precisely what
they appear to mean. Attempting to translate these appearances into words
is surely a fool's errand, in the pursuit of which no two fools would choose
the same unsatisfactory words. For example,consider the picture on page xx:

Think of it as a picture that describes boundaries. The boundary :
between the aity and the country, civilization and wilderness, the fail-safe
point between community and freedom, the frontier of restrained protest or
cautiona adventure. And the boundary between the new and the old, the
new neighborhood ddvancing into the old land, but the neighborhood itself
not so mew as last year, the Wouse in the foreground no longer the last in
the line, and the xx Buick that stands by its door already poised on the
fulerum of middle aze, still well-shined and well-serviced, competent and
presentable, but nevertheless no longer young. And the Boundary that
geparates day from evening, the time of hard shadows and yellow heat from

the cool blue opalescent dusk,the time of demarcation between the separate
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and public lives of the day and the private communal lives of evening,
the point at which families begin to gather again beneath their atavistic
roofs, and the neighborhood sounds with womens' voices crying the names
of children.

Such a resding migh damage the picture only for the very impressionable,
and might encourage some others to look at the picture longer than they'
would have without the encouragement of words, But the meanings of
words and those of pictures are at best parallel, describing two lines
of thought that do not meet, and if our concern is for the meanings in
pictures, verbal descripuions are finally gratuitous.

One can say, to repeat, that in Eagleston's pictures form and content
are indistinguishkable, which seems to me true but also unsatisfactory,
because too permissive. The same thing can be said of any pileture. The
embitious photogrepher is not satisfied by so taukologlcal a success, but
seeks those pictures that have a visceral relation to his own self and his
own privileged knowledge -~ those that belong to him by generie right, in
which form matches not only content by intent.

This suggests that the pictures reproduced here are no more interesting
than the person who made them, and that their Enbelligence, wit, knowledge, and
style reach no farther than that person's; which leads us away from the
measurable relationships of art historical science, toward intuition, super-
stition, blood-knowledge, terror, and delight.

These plctures are fascinating partly because they contradict our
expectations. We have been told so often of the bland, synthetic smoothness of
exemplary American life, of its comfortable, vacant insentience, its extruded,
stamped, and molded sameness, in a word its lrredeemable dullness, thap we

have come half to believe it, and thus are startled and perhaps exhilarated

to see these pictures or prorotypically normal types on their familiar
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ground, grandchildren of Penrod, who seem to live surrounded by

spirits, not all of them benign. The suggestible viewer might sense
that these are subjects capable not only of the familiar modern vices
(self-loathing, adaptability, dissembling, sanctimony, and license),
but the ancient ones: pride, parochial stubborngss, irrationality,
selfishness, and lust. This could not be called progress, but it is
perhaps interesting.

Such ‘speculations, however, even if not simple nonsense, presumably
relate only to Ezzleston's pictures - pestterns of random facts in the
service of one imagination - not to the real world. A picture is after
all only a picture, a concrete kind of fiction, not to be mdmitted as
hard evidence, or as the guantifiasble data of social scientists.

As pictures, however, these seem to me perfect: irreduecible
surrogates for the experience they pretend to feédrd, visual analogues
for the quality of onme life, collectively a paradigm of a private view,
a view ome would have thought ineffeble, described here with clarity,

fullness, and elegance.
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William Eggleston {T] 1st floor

M A P P N N A

During recent years younger photographers have begun _lgérﬁfis?—'
to use color photography in a new spirit of freedom
and naturalness. In this work the role of color is
more than descriptive or decorative, and assumes a
central place in the definition of the picture's
content, William Eggleston is one of the most
talented and accomplished of these photographers. His
pictures also comprise a remarkable and surprising
commentary on contemporary American life. The °
exhibition of approximately 80 prints will be
accompanied by a publication on Eggleston's work
entitled EEEEEEE_§§g1§§E?Qf§_§3}§g. The exhibition

and book have been made possible by grants from the

Endowment for the Arts qbﬁ(&}vitar orporation,
’
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American Drawings: Reecent ﬁcy tsitions fj 1st floor
SR e N N I 5

Drawings, recently acquired by the Museum, including
works on paper bx,ﬂééﬁkhﬁn, Gorky and David Smith

as well as)y#égveral contemporary artists.
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During recent years younger photographers have begun
to use color photography in a new spirit of freedom
and naturalness. In this work the role of color is
more than descriptive or decorative, and assumes a
central place in the definition of the picture's
content, William Eggleston is one of the most
talented and accomplished of these photographers. His
pictures also comprise a remarkable and Burpris;ng
commentary on contemporary American life. The~
exhibition of approximately 80 prints will be
accompanied by a publication on Eggleston's work
entitled Wi 1llam ngleston s Guide. The exhibition

and book have been made possible by grants from the

ational Endowment for the Arts qhﬁ(i}vitar orporation,
’
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American Drawings: Recent ﬂcqpiégg;::s [] 1st floor
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Drawings, recently acqulred by the Museum, including

works on paper by«NédﬁEhan, Gorky and David Smith

as well as};fﬁg§eral contemporary artists.
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The “Wild Beasts': Fauvism and Its Affinities

15t floor

Although Fauvism was the first modern movement o
the 20th century, its prgcise character and contriby-
tion are still too little known. Presented here a
proximately 100 paintings and related drawings
sculptures created for the most part in 1905 and

by the Fauves—the group of artists, led by M:
which earned the name "wild beasts” from its lise of
bold and “unnatural” colors. An orientation/ gallery
offers tha “proto-Fauve" works of these artists, with
paintings by their predecessars and followers. More
than 20 Matissas, all of Derain's lage-
figure compositions (exhibited togeth
time), and major Fauve landscapes by Derain and
Viaminck are included, as well as/paintings by
Braque, van Dongen and Dufy, among others. The ex-
hibition has been made possiole by granis from SCM
Corporation and the National End nt for the Arts,
and will travel to San Francisco and Fort Worth after
its New York showing.

through June 1

igale Fauvist
Aar the fust

Morgan Russell ‘st floor © /
This exhibition of paintings,/ with related dr'n.-nngq
notebooks, watercolors and @il studies, focuses on l"'!l‘
development of Russell's ‘af,n.(...l-unltt style betwe
. 1910 and 19322 /
through May 25 f.*’

Projects: William Wiley /1st floor

Viorks te=be cornstructed in the galleries especially for
Projects, a continuing geries made possible by a grant
from the National Engowment faor the Arts.

ﬂwzm ay 16

. Posters from the Collection 2nd floor
Chronologicdl présentation of selections from the
Design Collectiop on view in the Goodwin Galleries.
through May 30

Cubism and Jts Affinities A 3rd floor
An exhil n'nulrn of works on paper ¢ ombining drawings
and print I'.mru the Museum's collection. The survey,
which In‘(l?‘n‘i n 1906 ‘mci cl n 1922, n_u.nnly con-
centrates ¢n tha years 1910 through 1921. The selec-
tion |r|\,|u,(‘l» s the Italian futurists, as well as works by
artists Ifving in Gzechoslovakia, Germany, Greal
Britain, fﬂn]f"m}, Russia and the United States. The
I"(-l[TIIfiL.{“[["I!‘.; of cubism and futurism were consider-
ind on paper, as the exhibiton demonstrates,
somefimes unexpected,
throygh May 9

: Video VIII a’\ud:torium Gallery
works shown daily 2:00—515 p.m.
A== unc 30

“ Photography for Collectors Penthouse, 6th floor

An exhibilion}sare%ersﬂmﬂwlﬁﬂ_l £ r-
/' vice and made |'10"5--.| e by a grant from Black & White

Scotch.
through June 15

The Museum gratelully acknowledges the support of
its exhibition program by the New York State Council
on the Arts.
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