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6 July 1976
Dear John Szarkowski,

Belated thenks for the Eggleston
book. The pictures are eye-opening, & so too
is your essay. Once again I'm made to realize
that anything is possible in art--not that I
hadn't thought that good color photography was
possible, but it had begun to seem improbable
except by accident. Yes, I'd seen many accid-
ently good color photos zI've made two myself),

but because they were accidental they didn't
"accumulate," E@gleston's do, & accidental is

the last thing I call them.

Yrs sincerely,

Clement Greenberg
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Original filed in Egg

Reviews of Eggleston show and book sent to

Eggleston's Guide to the South by Shelley Rice for The Soho Weekky News
June 17, 197

MOMA Lowers the Color Bar by Sean Callahan
June 28, 1976 New York Magazine

ASPP Newsletter, Vol VIII, No. III May/June 1976
Pg 5. MOMA shows Color photos for first time: etec., Helen Faye

MOMA Releases No, 26, 40, and 41
Advance Fact Shest - April, 1976
Press Release on exhibition - May 25, 1976
Press Release on William Eggleston's Guide , May 25 1976

Photograph Summer 1976 Vol 1, No. 1.
Gallery Review: Eggleston at MOMA

Release from Berkey K & L titled MOMA Show of Eggleston
Photographs Reaffirms the Validity of Color in Photographic Art

Mlle Show Biz, Arts, Etc. by Martine Latour in Mademoiselle Magazine
July, 1976

Photo Review A Critical Newsletter Published by the Midtown Y
Gallery. Edited by Larry Siegel Vol.NO. I, No. 2 June 15, 1976
Color Photographs by William Eggleston

TheVillage Voice Photography What Television Has Brought by
Roberta Hellman & Marvin Hoshino July 5, 1976

The Village Voice - Center Fold - William Eggleston Sees in
Color May 6 - May 12

i
T +ha #=1) . sk v o™ o e

hrigus . . e W

Book Review from Art Direction Aug. 1976
on William Eggleston's Guide

| g Wagl
¢

Popular Photography - Oct. 1976 Review of William Eggleston
Bxhibition by Harveyy F. Fondiller
! i <
Afterimage/ September 1976 - Reviews - Color me MOMA
Photographs by William Eggleston & William Eggleston's Guide
Pg. 18 . Article by Dan Meinwald
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ARGUS, Oct. 8, 1976 You Can't Judege a Photographer by his Backers by
Bruce Brown

the Weekly (seattle) Sept. 29-0Oct. 5,1976 Galleries. The Snapshot art
of Eggleston by Steven Winn

The Seattle Times - Sunday, Oct. 24, 1976 B19 Photographers lack snap at
Modern Art Pavilion Visual Arts by Deloris Tarzan

Seattle Post-Intelligencer, Sun., Oct. 10, 1976 H-5 Seattle's Prime
Showcase for New York Art by R. M. Campbell(P-1 Art Critic)

Nov. 16, 1976 the following two articles were sent to Wilma Gottlieb

Artforum, November 1976 - How to Mystify Color Photography by Max Kozloff

Camera 35, 1976, October,East; Michael Edelson MOMA Shows Her Colors

The New York Times, Friday, May 28, 1976 Art: Focus on Photo Shows
by Hilton Kramer

The New York Times, Sunday, Dec. 26, 1976. Photography Found a Home
In Art Galleries by Gene Thornton

Print Collectors Newsletter, Nov/Dec 1976. Book review
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& 1k, ARGUS, Oct. 8 1976 You Can't Judge a Photonrapher by his Backers by
e Bruce Brown

]
! [

15. the Weekly (seattle) Sept. 29-0ct. 5, 1076 Galleries. The Snapshot art
-~ of Eggleston by Steven Winn

16;, The Seattle Times - Sunday, Oct. 24, 1976 B19 Photographers lack snap at
' Modern Art Pavilion Visual Arts by Deloris Tarzan

17. Seattle Post-Intelligencer, Sun., Oct. 10, 1976 H-5 Seattle's Prime
Showcase for New York Art by R. M. Campbell(P-1 Art Critic)

Nov. 16, 1976 the following two articles weve sent to Wilma Gottlieb

 °18.  Artforum, November 1976 - How to Mystify Color Photography by Max Kozloff

19. Camera 35, 1976, October,East: Michael Edelson MOMA Shows Her Colors

20e °‘The New York Times, Friday, May 28, 1976 Art: Focus on Photo Shows
~ by Hilton Kramer

21, The New York Times, Sunday, Dec. 26, 1976. Photography Found a Home
In Art Galleries by Gene Thornton
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¥ THE NEW YORK TIMES, MONDAY, NOVEMBER 1, 1976

the aging F-4 will be retu'ed from actwe
service, ieavins a ntial ﬁap in the
inventory of airc for delivering nu-
clear weapons.
Some Chan segofr th e
To fill the gap, officials said, the De-
fense Department has has decided 'to m
some in the F-16 so that it can
fighter-bomb-

Bonlbs. one
; yseldwfth jus%
ent umm"mm" : ly invol the instal
i Ve T
kﬁonch.mctd es, including en-
- | coding devices, togméduéme of the
'weapons. e adal eq
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will result in a relatively small
ell Inth&mﬁg;uverabﬂltyof:he?-sm
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Of the 7,000 atomic weapons stationed
ot | by the United States in Europe, the lar
‘mafority are bombs to be delivered by
the | aircraft of the United States and some
of its European allies, such as West Ger-
. | many, Belgium and the Netherlands.

ake |and the Netherlands are purchasing the

Department
|presumably thel mI,ulanes will be equippgd
e (fora nuf:lm mi

‘With these European allies the United
States has had a long-standing arrange-
ment under which it supplies atomic
weapons for their planes, with the under-
standing that they will not be used except
with American permission. Both Belgium resis

F-16 under a oo-productmn ammmeut
with the Def

ago by President Ford, h

to reduce the atomic ahockalle |
i&Euxope, whiah‘dry contend on strictly
liury cessive and out-
moded, particularly now that the Soviet | ac
Union has developed its own of |it 2

tactical nucl~ar w* gu :

In particular, critics hnvs :rgusd that f
planes on alert with nuclear weapons |
have become a dangerous anachronism,
The planes, it is argued, have become
hichly vulnerable to Soviet ballistic mis-

siles. and this vulnerability, in turn, in-
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Cultural Actjvitie in the Sout Grow With Its Economy

An Increasing Amount of
the Art Work Is Gaining
National Recognition

By B. DRUMMOND AYRES
Special to The New York Times

VALLE CRUCIS, N.C., Oct, 31—Half
& century ago, H.L. Mencken surveved
the arts scene in the South and con-
cluded bitingly that Dixie was the
“Sahara of the Bozart,”

“One would find it difficult,” the Bal-
timore polemicist wrote, “to unearth
a single second-rate city between Ohio
and the Pacific that isn't struggling to
establish an orchestra, or setting up
a little theater, or going in for an art
gallery, or making some effort to get
in touch with civilization, You will find
no such effort in the South.”

Mencken would have to rewrite that
oft-quoted essay were he to return to
the South of the 1970's. Dixie is still
no cultural pasis, but as they say in
Southern arts circles these days, some
flowers are beginning to bloom in the
desert.

‘Arts activity in the South has in-
creased markedly in recent vears as
the region has become more and more
an economic and political power. In-
creased wealth and urbanization have
left a broad scattering of symphony
orchestras, civic ballets, little theaters,
art galleries and museums, art schools,
cultural centers and cultural councils.

Worthy of National Note

Much of the activity is, at best, semi-
professional. But more and more of it
is professional and worthy of national
note.

Here in the remote mountains of
western North Carolina, for instance,
curators from two major American art
museurns—the Corcoran in Washington
and the Whitney in New York—showed
up this weekend for a seminar with
some of the South’s leading contempo-
rary artists and sculptors.

The seminar was officially titled the
“Southérn Rim Conference,” =a title
meant to say something about the level
of arts activity in the South todav. The
Southern Rim, or Sun Belt, is the arc
of Southern and Southwestern states
that is accruing economic and political
power faster than any other region in
the country.

“Cultural power, too,” said William
Dunlap, a professor of art at nearby
Appalachian State University, one of
the seminar’s sponsors.

Whitney Representative

Jane Livingston, the Corcoran repre-
sentative at the seminar, said of the
region, particularly the South: “There
is a tremendous amount of art energy
down here now, just tremendous. There
is quality, There is style. The rest of
the country needs to hear what is being
said at this seminar, needs to know
about Southern art today.”

Marcia Tucker, the representative
from the Whitney, agreed, but doubted
that the rest of the country was listen-

From the left, C. Moore Patterson of Kingston, N.C., Bill Egleston of Memphis, John Alexander of Houston and Jane
Livingston, curator of the Corcoran Museum in Washington, examining some of Mr. Egleston's photographs.

she would leave the Whitney at the
end of the vear because "the manage-
ment is too parochial, too much into
the New York thing."

James Surls, a Texan who sculptures
massive wooden works with axes and
chain saws, contended that New York
was no longer “the be all and end all.”

“The South supports me now, buys
my stuff, encourages me,” he said. "It's
as interesting to stay at home as it
is to go tb New York. Things are begin-
ning to happen down here.”

No “rim" citﬁ is doing more to sup-
port the arts than Houston, according
to Paul Schimmel the curator of the
Contemporary Arts Museum there.

0il Money Played a Part

YA lot of Southern towns have money
now,” he said, “but Houston has the
most because of the oil crisis. More
and more patrons are emerging, and
that's drawing in more and more
artists.

“The farther Southern ertists

gl

shack school, the more pecple buy and
invest, even businessmen like banks.
Fouston's the hot one."”

But other Southern cities, big and
little, also are showing signs of notable
cultural activity.

Atlente, for example, already has
what {s probably the best of the dozen
or so Southern symphony orchestras.
But its increasingly sophisticated cul-
tural community recenty began ‘to de-
mand an orchestra befitting a me-
tropolis that advertises itself as “the
next great American city." _

On a somewhat smaller metropolitan
scale, Anniston, Ala., now has an annu-
al Shakespeare festival that runs a
month and is professional enough to
draw theatergoers from Atlanta, a
three-hour drive to the east.

In a South that is becoming increas-
ingly urbanized and sophisticated, how
Southern are today's Southern artists?

So far as painting and sculpture go,
the conference here this weekend
provided no real answers.

The New Yark T1

A lot of Dixie beer was downed, and
there was a lot of talk about good old
boys, kudzu, the Klan, chickens, war,
blacks and guilt. But no artist would
admit to deliberate injection of the
South into a painting or sculptured
piece,

Strong Narrative Tendency

Marcia Tucker, the Whitney curator,
detected a strong narrative wndeﬂ
in the works of the artists represen

“You can find narrative in a lot of
American painting today,” she said.
“But it's particularly strong in South-
erners. They just love to tell tales.”

But what about a distinctive South-
ern theme?

“I'm from the South and sometimes
what I draw is about the South," John
Alexander, an Alabamian now living
in Houston, said, “But | don't just paint
about the South, Is it Southern to put

hair on a North Carolina church the
way 1 once did? !

“1 don't know. It was a hairy
church.”

ing, particularly New York. She said

from the old paint-the-dilapidated-

_‘_Battle of the Housewives’ Putting J
Zest Into Campaigning in Florida

Special (o The New York Timed

MIAMI, Oct. 31—Two women vying for | money and bigger house,” Mrs, Nichols
a seat on the State Public Commission | said. “But 1 cannot get her to discuss
have enlivened wmqhatjnu;‘o otherwise | the Issues.”

es.

Pauln Hawkins, the Republican incum- | that’s enough.™ Mrs
bent, and her Democratic challenger, | ed, “Mrs. mﬁlsms '-‘0 n '- ity
Katie Nichols, are engaged in a spirited | only making persona cshe’rs“' o
and often ascerbic campaign, which h;s mg‘r:iyi?ﬂ;ﬁiabmmppu::t“ s got more
| become known here as the “battle of the O At dabiate s TN : .

housewives."” ] A
[ AR R candidate said the other was ¢

whna ealle hearcalf &

bty
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Ag'Increasing Amount of
flie Art Work Is Gammg <
National Rédog‘nit:on
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o
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B:?'B."DRUI\-T‘-TOND AYRES ry

' Epesiatt The New York Timms _

® VATLE CRUCIS, N.C Oct, 3i—Half
2 cgntm'y ago, H.L.'Mencken surveved

a?h‘snene in-the South and cof-
g bitlngly that. sz:e was: the
ara-of theBozart.”

“One wauld find it diff;cun,*t&e Fal- -
timore polemicist wrofe, “to umearth -

ingle second-rate city between Ohio

tnd the Pacific that isn't struggling to
establish an orchestra, or setting up
p little theater, or going in for an art
Eﬂery, or making some effort to
touch with civilization, You will find
o' such effort in the South.”
. ‘Mencken wonld have to rewrite that
ﬁ-quoted essay were he to refurn to
South' of the 1970%. Dixie is still
no cultura! oasis, but as they say in
« Bouthern arts circles these days, some
wers are beginning to bloom in the
desert.

Arts activity in, the South has in-
creased markedly in recent years as
the region has become more and more
‘an economic and political power. ‘In-
creased wealth and urbanization have
left a broad scattering of symphony
orchestras, civic ballets, dittle theaters,
art galleries and museums, art schools,
cultural centgrs and cultural councils,

Waorthy of National Notz
' Much'of the activity is, at best, sémi-
rofessional. But more and more of. it
professional and worthy of npational
note. >

__ Here in the remote mountains of
"restern North Carolina, for instange,
®urators from two major American art
museums—the Corcoran in Washingtbn
and the Whitney in New York—showed,
up*this weekend for a seminar with *
some of the South's leading contempo-

ra.rv artists and sculptors.
e spminar was officially titled the
I¥"Sm.1thex-n “Rim. Conference,” "a  title
‘meant to say something about.tfie level
of arts activity in the Scuth today. The
Southerny Rim, or Sun Belt, is the arc
of Southern and Southwestern states
that is accruing economic and political
faster than any other région in

country.’
“Cu]tunl _power, t60," said Williant
& professor of art at nearby -

?mh hian. State Uaimty of
“&%‘:‘“’ §spmsorse

: ‘Ni:nbney Representative -
| Jane Livingston, the Corcoran-repre-
| sentative at the seminar, said of the

region, particularly the South: “There
is-a tremendous amount of art energy
m here now, just tremendous. There

quality. There is style. The rest of
the country needs to hear what is being
sald at this seminar, needs to know
about Southem art today."” '

Marcia Tucker, the representative
from the Whitney, sgreed, but doubted
‘that the rest of the country was listen-
ing, particularly New York, She sald

» WL mmgta.happendown

.

‘ghe would leave: tha- Whjme\- at the-
end of the'year because:“the manages

ment is too- parochial, too much mr.a

. the New York thing*

James Surls, a Texan who scqu.,nres’
massive wooden works with axes-‘and

. chain saws, contended that-New York

was no longer “the be all and end afL."”

“The South supports me new, “uys .
afy stuff, encourages me,” he said. “it's
a3 interesting to stay at homs as it

is to go ta New York. 'Ihlngs a.'re beg[n
e’ ¢

No “rim" ¢ty is dolng more to sup-

the arts than Houston, according
to Paul Schimmel, the curator of the
Conteqporary Arts Museum there.
. 0il Money Played a Part

“A Iot of Southern towns have money
now,” ha said, "but Houston has the.
most- because ‘of the oll crisis. More
And more patrons are emerging, and
that's 'drawing in moreé and more
artists.

“The farther Socuthern artists get
from' the old paint-the-dilapidated-

Ll

s!‘aclc schml ‘e more people buy and
Yinvest, ‘even uu.shcsm.zm Ius.a hank&
Houston's the hot-one.” p
Buf other Southern. cities, blg and'
little, also areshowing'signs of notable
cultural activity.
& Aflanta, for, example, alre.td:.r has !

what is probabily the best of the dozen: --'_
+ or -s0 Southern symphory orchesiraS.
-,But its Inc.ressmgly sophisticated: cul-

tural commum.y recenty began to. de- .
efittin

tmp& acfu-:usafiué}{g' “'Bfﬂi'

nextgreat Amenca.n city.”

0On a somewhat smaller metropolitan
scale, Anniston, Ala, now has an annu--
. al S mkcs re festival that runs & °
" month & is professional enough to
draw thca.tergoers from Atlanta, a -
three-hour drive to the east.” !

In a South that is becoming increas-
ingly urbanized and sophisticated, how
Southern are today's Southern artists?

So far as painting and sculpture go,
the conference here this = weekend
provided no rea] ANSWErS,

:thera was

Tha ?\N York H‘IINSJ'EI Andrigak)
Fromthe left; C. Moore Patterson of Kingston, N.C,, Bill Eg!es!an of Mcmphls John Alexander of Hooston and Jane

" Livingstgn, curator of the Corcoran Museum in \\raslun":un, exammln, suml‘: oer Egli'.stﬂns. photographs.

‘A iut of Dhc'[e bs:ez‘ wag downed, and

5'alot of-talk about good old
. boys, kudzu, the Klan). chickens, war,
blacks and guilt. But no artist' would '

admit +to. deliberate injection of the
South into a mﬁng or sculptured

piece
p Slmng Narrative Tendency "\
Marcia! Tucker, the Whitney éurlld'. o

(Te*ec*ed a sirong nareative tenden
In the works of the artists repres
Yuu C‘&‘l findsnarrative in a %

g today,/! she

"But it s’rﬁan.icuimy strong in South-
erners. They just love to tell tales.”
But what about a distinctive South-

ern theme?

“'m from the South and sometimes
what I draw i8 about the South,” John
Alexander, an Alabamian now living
in Houston, ‘said, “But I don't just paint ,
about the South, Is it Southern to put -
hair on a North Carolina chyrch the

way I once did?

b | d'on':. know.

It was a hairy
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ultural Activities in the South Grow With Its Econog?y?

& . 4 Ly

An'Increasing Amountof | '/

p Art Work Is Gaining - { =~
- e Lyl
| Recognition
S " - g
Bt —
* By B/DRUMMOND AYRES
1 | o= Spelalta The New Yook Times |

* VAELE CRUCIS, N.C., Oct. 31—Half

¥ 2. century.ago, H.L. Mencken surveyed
" scene:in. the South end con-

ixie was the

I “Onewould find it difficRlt,” the Bal-
timore polemicist wroge, “to unearth

& single second-rate city between Ohio

and the Pacific that isn’t struggling to

establish an orchestra, or setting up

a little theater, or going in for an art
: ry, or making some effort to get

touch with civilization. You will find
. 7io such effort in the South.”

: Mencken would have to rewrite that
Eefit-quoted essay were he to return to
gthe South of the 1970°s. Dixle is still
fno cultural oasis, but as they say in

thern arts circles these days, some
= flowers are beginning to bloom in the

desert. 3
~  Arts activity in, the South has in-

creased markedly in recent years as

the region has become more and more
«an economic and political power. In-

creased wealth and urbanization have
| left a broad scattering of symphony
! orchestras, civic ballets, little theaters,
i #rt galleries and museums, art schools,
b cultural centers and cultural copncils.

« Worthy of National Note

Wuch of the activity is, at best, semi-
rofessional. But more and more of it

professional and worthy of natiomal .

 _ Heré.in the remote mountaing of

mﬂn North Carolina, for instance,

tors from two major American art

P the Corcoran in Washington
the Whitney in New York—showed
oy this' weekend for a seminar with *

S o

. [T \‘ar‘lﬂwi-dw
From the left, C, Moore Pattersen of Kingston, N.C,, Bill Egleston of Memphis, John A

Egleston’s. photographs.”

me-of the South’s leading contempo-~

.- réry artists and sculptors. ¢ © ¥
v séminar was officially titled the
_“Southerrt Rim Conference,” a title

meant to saysomething about:the level -
of aris activity in the South today. The
Southern Rim, or Sun Belt, is the arc
of, Southern and Southwestern states
that is accruing economic and palitical
0 faster than any other. région in

' tnt:a’im 100, taid W
¥ T, e illigm .
Diinlap, -2’ professor. of art at nearby
Appalachian State University, .one of
. 1ar § Sponsors Sal
Jane Livingston, the Corcoran repre-
gentative at the seminar, said of -the
regicn, particularly the South: “There
*is.a tremendous amount of art energy. .
.down here now, just tremendous. There
quality. There is style. The rest of
country needs to hear what is being
.ll!d at this seminar, needs to know,
#bout Southern art today.” | ¥ 2
Marcia Tucker, the representative’
from the Whitney, agreed, but doubted
“that the rest of the country was listen-

& particularly New York. She said  from the old. pnintd.‘lwdilap'[dated-

B SN R OO T N T
r » 3
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Pl .

* . 1540 go to New York. Things arg begin-"*
ning to-happen down herg -

“«%now,"s he said, "but; Honston ‘has' the

e

Lividgston, ‘curato

she woul:j leave. thé Whitney at the
end of the year Because “the manage-
ment is too. parochial, too much into

the New York thing""

James Surls a Texan who sculptures’
massive wooden works with axes and
chain saws, contended that New York
was no longer ‘'the be all and end all.”

% ©The South-gupports me ncw, buys

niy stuff, encourages me," he said. “It's
as interesting to; stay at home as it™

No *rim™ €Ity 1§ @oiny MOre to sups
port the arts thafy Houston, according
o Paul Schimmel, the curptor of the
Contemporary Arts Museuny there,

~ Ol Moriey Played.a Part: =
A 16t of Southern |owns have money. ¥

most- because of. the ol crisla, More
and more patrons arc emerging,. and
that's* drawing in more’ and more
artists.

“The ra.rthrrJSomhen': artists pet

%
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: mn.m\_ ‘pny orchestra hefitting a m
_next great American city."

* scdle, Anniston, Alag
I ol Shakespeare festival that, runs: a o

. three-hour drive to the cast,
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r.of the Corcoran Muséum in Washington, examining some of Mr.

shack school, the more pecple buy and
invest, even businessmen 1jke banks.

* Houston's the hot one.”” = ‘

But other Southern cities, big and
little, also are showing signs of notable
cultural activity.

Aflanta, for example, already has
what i§ probably. the best of the dozens
or 50 Southern symphony orchesiras. <
But ifs Increasingly sophisticated cul-
tural community recenty began to de- ,

o
tropolis - that advertises—itseif -85 ";:‘;a“
On a somewhat smaller metropolitan
now has‘an annu-

month and is professional enough to
draw theatergoers from Atlania, a

~“In a South that is becoming increas-
Southern are today's Southern ?
So far as painting and sculpture go.
the conference herg ~ this weekend
provided no real answers. -

ingly urbanized and sophisticated, hou.;'_ ;-

A lot of Dixie beer was downed, and

there was & lot of talk about good old ||

boys, kudzu, the Klan, chickens, was,
blacks and guilt. But no artist would
admit to deliberate injection of -the

South into a painting or sculptured

piege. i
Strongz Narrative Tendency

Marcia Tucker,the Whitrey curator, |
detected~a strong narrative tendency, |
- {n the'works of the artists represenied.=

“you can find narrativé in a lot.of
American painting. todsy* she said.
“But it's particularly strong in. South-
erners. They just fove to tell tales!
But:what about a distinctive South- -
erh theme? 2 -
“I'm from the Soutf and sometimes

in Houston, said, “But 1 don't' just paint

gbout the South, Is it Sodthern to put |

hair on a North Carqlina churcly the

¢ way 1 once did?

“I den't !3u10w. Ir. was,

t lhairy
charch™ Fhos
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what I draw is about the South,” John ¥
{" Alexander, -an Alabamian now. living <1
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by Norman Nadel
Sceripps-lloward Staff Writer

MY UADZ. -Te 4o twendeothat the Museim of

Modern Art, which pi ognizing photography

MEMORANDUM

as a fine art, only q,. iognition to color
Wilma Gottlieb

photographys From: JOHN SZARKOWSKI

Date: July 15, 1976 11s change is an

G
exhibition of S8 co] Subject: Article by Norman Nadel m, 37, of Memphis,

Tenn., which will be 11s coincides with

This article was written

publication of "Wil’ shn Szarkowski, the
¥ e o. for the Scripps-Howard

.museum®s dirgsetor of renroduces the
£ newspapers. So far we

n emib'ff:ion‘s bhot;os;- essay by Szarkowskil.

have not received any
i1ers, the museum's

> press clippings.
~-which in: recent y: bias apainst color
has heenfd.ifftcult‘ zed this medium o*
expression because arctal, or somehow
lacking in truth. ° 1y, long considerec
acceptable, also can be and frequently 1S Dretty, commercial and de-

ceptive. e
This 1s 1like saying that drawing 1s superior

to painting, being purer and less distracting. Drawing certainly

ig different. I rscall two remarkable exhibitions of Vincent Van
Gogh’s drawings: one at MOMA, the other in Malmo, Suveden. They
rovealed an artist I had not known--or certainly not that well--from
his paintings. Yet the paintings reveal an artist no one would eve
suspect on the basis of the drawings alone. And tilnk of the loss

the world were to have to settle for Van Gogh's pen-and-inik work o

more
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by Nomman Nadel
Scripps-lloward Staff Writer
NEW YORK-~-It is ironlc that the Museim of
Modern Art, which ploneered many years ago in recognizing photography
as a fine art, only now is granting that same recognition to color
photography.
The event which signals thils change is an

~—~
cxhibition of &% color prints by Willlam Eggleston, 37, of Memphis,

Tenn., which will be at MOMA through Augist 1. This colncides with
publicalgiqn of "William Eggleston's Guide,” by John Szarkowski, the
éjmu.seum's ‘d1reetor of photography ($12.50), which renrcduces the
o exhi.b'i&flon!‘!-s f)hot;ographs and i.nc‘lude_s a eritical essay by Szarkowski.
To many serious photographers, the museum's
~~which in:-‘_ret;ent years has meant .Szarkowa'.l{i.;s--»b-ias apalnst color
has beenfd‘ifficul to understand, ; He has re jectfed this medium o*
expressidn because it is too'pﬁet’fﬁr, or too com&nert:ial, or somehow
lacking in truth. Yet Blaq;c—and-white ﬁhotography, long considerec
acceptable, also can be and_f;:'equmtly is pretty, commercial and de~
ceptive. £ |
This 13 1like saying that drawing 1s superior
to painting, being purer and less distracting. Drawing certainly
is different. I rscall two remarkable exhibitions of Vincent Van
Goph®s drawings: one at MOMA, the other in Malme, Sveden. They
rovealed an artist I had not knowm--or certainly not that well--from
his paintings. Yet the paintings reveal an artist no one would eve
suspect on the basis of the drawings alone. And tiinkc of the loss

the world were to have to settle for Van Gogh*s pen-and-inlt work o

more
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I think I understand Szarkowski‘a reasoning,
without agreeing with him. He has a blind spot, which ha.s to do with
certain basic and contrary conditions of non-photographic art, on
the one hand, and photographs, on the other?

The preat advantage of the pa.inter. draughtsman,

¢ ) sculptor, potter or constructionist is that his (or her) art is
\ selective. Not only can the palnter put into a painting whatever
he wishes, he can leave out whatever might prove distracting. He
can, in effect, edit a landscape, still life or figure study to suit
his own feeling about it, That provides one aspect of its individuality
and of 1lts art. 11 :

Whereas painting and the éilied arts are
selective in this fashion, the camera i3 ruthlessly inclusive and
on-discriminating. Point it anywhere and it will photograph all
that its lens encompasses, which is why the aversge snapkhot looks
cluttered and relatively formless.

So the art of photography consists largely of
imposing a discipline on this camera, this tool which eays up
everything it sees, in order to simplify and clarify the resulting
image. There are all sorts of ways: moving in close to a subject
to roduce awareness of background or surrounding features, editing
down the image through use of telephoto lenses which cover a smaller
field than a normal lens, and using selective depth-of-field to diffuse
or erase unwanted forms, fﬂ ""“"7““

Wwell, obviously, if you can elinminate the
i_nsistenf presence of color simply by using a black-and-white film,
your pictures will be simpler and purer in form. That's why sculpture,
in a monochromatic medium such as storie or meta‘l.ﬂl; make such a




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY ME‘I)\IIIIT:n;} Series.Folder:
XNs. [133.2 2.

2121 /74

With color, tine SCONomy and refinemenc of a
YWork of art is harder to achisve, thouzn far from impossibles A
photogranaer uses color very ’;;‘_goelectj.ve"-_y o make his statement,
2s a nainter does.

Ezzleston's photas, made around Mempnis or in
nsarby Tallanatchie County, Miss., whers his fzmily has a cotton
farm, have this salectivity, this econcny, this refinem=nta. The

i Fference between his work in color and the same pnotos reproduced
n black-aqd-white i3 dramacic. Color is a major and absolutely
essanti_al\ \eredient of his artistic statement.

Rut to sugzest, through this exhibition and
the opublication of the book, that Eszleston is almost the first and

only colox photograpner of importance, 1s ridiculous., MNOMA did show

& . - . .
Ermst ':!ahs' color work 14 years azo, and has a very few historically

jnterssting colior photos in its pexmanent coliection, iowever, that
Y
can be counted as merely leaiing the door open to this nediume.

Tie, there are problems. Even the best color
prints fade, althouzh Berikey ikl Yhich made 33 dye transier prints

for this show, will suarantee them for 50 vesrs. Ihe eye and the
-2
comera ¢o net perCs

A

slors from what Laey are O

'e color in the samne Wa¥e Cur minds tend to change
what we think thay should bha, We think
of a particular patcn of grass & beinz the same shade of green all
day, when actuaily it chanzes alnost continuously as the 1isnt changesSe.

Also, tasre are considerable differences iron one color Iilm to

aavther, and a1013 the various processing nethods.
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Mone of thls invalidates color photography as

art, lt just makes the achlevement more difficult--also more

challenging and more excitinge
Anyway, now HOMA has glven color, at least
as employed by Eggleston, 1lts seal of approvals That's a beginning.
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that the Musetm of

recognizing photography
as a fine art, only now is granting that same recognition to color
photcgraphy.

The event which signals this change is an
exhibition of gcolor prints by William Eggleston, 37, of Memphis,
Tenn., which will be at MOMA through Augist 1. This coincides with
publicatiqn of "William Eggleston's Guide," by John Szarkowski, the
_muéeum's dirsetor of photography ($12.50), which reoroduces the
exhibizioq*s ﬁhatographs and includgs a critical essay by Szarkowski.

To many serious photographers, the museum's

--which in recent years has meant Szarkowski's--bias against color

has been.difficult) to understand. : He has rejected this medium of
expressidn because it is too pretty, or too commercial, of somehow
lacking in truth. Yet black-and-vhite photogranhy, long considered
acceptable, also can be and frequently is pretty, commercial and de-
ceptive. Wi
This is like saying that drawinz 1s superior
to painting, being purer and less distracting. Drawing certainly

is different. I rzcall two remarkable exhibitiocns of Vincent Van
Gogh's drawings: one at MOMA, the other in Malmo, Sweden. They
revealed an artist I had not known--or certainly not that well--from
his paintings. Yet the paintings reveal an artist no one would ever
susnect on the basls of the drawings alone. And think of the loss if

the world were to have to settle for Van Gosh's pen-and-inlkt work only.
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T think I understand Szarkowski'’s reasoning,
without agreeing with him. le has a blind spot, which h;.-;s to do with
certain basic and contrary conditions of non-phctographic art, on
the one hand, and photographs, on the other?

The great advantage of the painter, draughtsman,

‘/’"6'_\ sculptor, potter or constructionist is that his (or her) art is
selective., Not only can the painter put into a painting whatever
he wishes, he can leave out whatever might prove distracting. He
can, in effect, edit a landscape, still life or figure study to suit
his own feeling about it, That provides one aspect of its individuality
and of its art.

Whereas painting and the allied arts are
selective in this fashion, the camera is ruthlessly inclusive and
nonediseriminating. Point it anywhere and it will photograph all
that its lens encompasses, which is wnhy the aversge snap3hot looks
cluttered and relatively formless.

So the art of photography consists largely of
imposing a discipline on this camera, this tool which ea¥s up
everything it sees, in order to simplify and clarify the resulting
inaze. There are all sorts of ways: moving in close to a subject
to reoduce awareness of backzround oxr surrounding features, editing
down the image through use of telephoto lenses which cover a smaller
field than a normal lens, and using selective depth-of-field to diffuse
or erase unwanted forms, fﬂ *‘"5“'7‘/“ i

Well, obviously, if you can eliminate the
insistenf- presence of color simply by using a black-and-white film,

your pictures will be simpler and purer in form. That's why sculpture,

$n a monochromatlc medlum such as stcne or meta‘l_i/czx_i make such a

gs*rong, clean statement.
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With color, the economy and refinement of a
Work of art is harder to achisve, though far from impossible. A
photographer uses color very E\qu-\;cti.'vely to make his statement,
as a painter does.

Egzleston®s photos, made around Memphis or in
nearby Tallahatchie County, Miss,, where his family has a cotton
farm, have this selectivity, this economy, this wefinement. The
difference between his work in color and the same photos reproduced
in black-and-white is dramatic. Color is a major and absolutely
essential dient of his artistic statement.

But to sugsest, through this exhibition and
the publication of the book, that Eggleston is almost the first and

only color photographer of importance, is ridiculous. MOMA did show

Exnst Haﬁ;' color work 14 years ago, and has a very few historieally

interesting coior photos in its permanent collection. GHowever, that
can be counted as merely le Y the door open to this medium,.

True, there are problems. Even the best color
prints fade, although Berkey K Yhich made 33 dye transfer prints
for this show, will guarantee them for 50 vears. The eye and the
camera do not perc ‘ e color in the same way. Cur minds tend to change

are to what we think they should be, We think
of a particular patch of grass as beinz the same shade of green all
day, when actually it chances almost continuously as the light changes.
Also, there are considerable differences from one color film to
another, and among the various processing methods.

more
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art, 1t Just make

-

challenging and more exciting.

Anyway,

as employed by Eggleston, 1ts seal of approval.

inval

idates color photography as

more difficult-~also more

now !MOMA has gilven color, at least

That's a beginning.
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THE AUSTRALIAN CENTRE FOR PHOTOGRAPHY

EXECUTIVE COMMITTEE 1976 - 1977
David Moore =Chairman

Photographer
Daniel Thomas -Vice-Chairman

Senior Curator, Art Gallery of
New South Wales
Murray Macgowan -Honorary Treasurer
General Manager, Corporate
Development, Rheem Aust. Ltd
=Honorary Secretary
Consultant
Solicitor

David Worland

Graham Bradley

Rennie Ellis Photographer, writer - Melbourne
Peter Elliston Physicist, lecturer

Jon Haynes Creative director

Craig McGregor Writer

Robert Minter Solicitor

Wesley Stacey Photographer

Charlene White Teacher
Tan Williams Company director
John Williams Photographer, teacher, critic

FINANCE COMMITTEE

Murray Macgowan =Chairman
Jon Haynes
Robert Minter
David Moore
Bronwyn Thomas
David Worland

Gallery director

EXHIBITIONS COMMITTEE

Rennie Ellis

Graham McCarter Photographer
David Moore
Roger Scott
Wesley Stacey
Bronwyn Thomas
John Williams

Photographer

Bronwyn Thomas Director
Secretary/Gallery assistant
Gallery assistant

Anthony Browell Administrator
Assistant

“The stuff of the world is mind-stuff."
Sir Arthur Eddington

ANNUAL REPORT OF THE DIRECTOR FOR THE PERTIOD
JUNE 1975 - JUNE 1976

perhaps the most significant advance during this
period has been the approval of the Australian
Taxation Office 'that gifts of $2.00 and upwards
to the Australian Centre for Fhotography Gallery
Trust Fund will be allowable as deductions from
the income of donors'.

The trust fund is presently being established.
significant also has been the establishment early
this year, of the Australian Centre for Photo-
graphy Workshop at no. 2 Paddington Street.
Already more than 200 students have enrclled at
beginner, intermediate and advanced levels;
specialist weekend workshops are being arranged
and children's groups are soon to commence.

There have been at least 20,000 visitors to the
Centre including the executive officer of the
visual Arts Board, Dr. Jean Battersby, distin-
guished overseas and interstate visitors among
whom have been the directors and staff of most of
Australia's state, regional and university galler-
jeg. There are increasing numbers of students at
both secondary and tertiary lewels along with
artists in film, video, painting, sculpture and
other media.

STAFF

In February Anthony Browell was appointed adminis-
trator and Sandy Edwards the assistant of the Work-
shop, and part-time tutors have been David Cubby,
Graham McCarter, Philip Quirk, Roger Scott, David
Smith, Greg Weight and John Williams.

Susan Shannon was accepted into the post-graduate
diploma course in Museum Studies at the University
of Sydney, but graciously postponed her partici-
pation pending the establishment of the Workshop.
During the year the Director attended the Annual
General Meeting of the Australian Gallery Direct-
ors' Council in Mildura, Victoria, the Art Gal-
leries RAssociation Annual General Meeting in
Ballarat, Victoria and the Art Association of
Australia meeting at the Art Gallery of New South
Wales. Application for membership of the Regional
Galleries Association of New South Wales is pres-
ently being considered.

EXHIBITIONS

There have been changes of exhibitions each month,
and works have included West Coast U.S.A. photo-
graphs as well as prints from South Africa and New
York, retrospective exhibitions of two distinguish-
ed Australians, Max Dupain and David Moore, and an

3

important historical show, courtesy the National
Library, Canberra, tGundagai' by Dr. Charles

Louis Gabriel.

seven different exhibitions have been toured
throughout Australia from Townsville in Queens=
1and to Perth, Western Australia and, for the
Departmernt of Foreign Affairs, 'Recent Aust.xal.!.an
Photography', a collection of more than 100 prints
by fourteen photographers, was selected and design-
ed for touring in Asia during 1976 - 1977.

Prints have been purchased by the Australian Nat-
jonal Gallery, Canberra, the National Gallery of
Victoria, the Art Gallery of New South Wales and
Horsham Art Gallery, Victoria. The Philip Morris
Arts Grant Collection has acquired works by
seventeen phootgraphers and for the first time in
mustralia photographers are as well represented

as painters, print-makers, sculptors......
ATTENDANCE

Estimated figures of 20,000 visitors indicate in=-
creasing interest in the Centre. Annual $10.00
mailing subscriptions have increased to 350 and
membership of the Centre has grown from the orig-
inal five to the present fifty-two.

VISUAL ARTS BOARD GRANTS totalling $38,000 have
been received for 'administrative salaries and
running costs'.

SALES of the Centre's two publications 'Aspects of
Australian Photography' and 'New Photography Aust-
ralia' have been disappointing especially as 'New
Photography Australia' was awarded first prize for
black and white duotone by the Australian Printing
Industries Craftsmen Association.

Poster sales are increasing and it is hoped post-
cards will be available shortly.

Income from the hiring of touring exhibitions has
been slowly increasing, but it is now apparent
that this income can only contribute in a small
way to the Centre's overall administrative costs.
NEW SOUTH WALES GOVERNMENT GRANT

$2,500 hiring fee for the exhibition 'Time and
Space' by Roger Scott and Greg Weight was receiwved
on the understanding that the exhibition be toured
throughout New South Wales by the Arts Council of
New South Wales.

ACKNOWLEDGEMENTS

Thanks are especially due to Polaroid Australia
Pty Ltd for the gift of prints and frames, and to
George's Camera Store Pty Ltd for generocus assist-—
ance in setting-up the Workshop.

Library donations from Marion Hardman, Carol
Jerrems, Laurence Le Guay, Barbara Leser, Murray
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ANNUAL REPORT OF THE DIRECTOR FOR THE PERIOD
JUNE 1975 - JUNE 1976 i

Perhaps the most significant advance during this
period has been the approval of the Australian
Taxdtion Office 'that gifts of $2.00 and upwards
to the Australian Centre for Fhotography Gallery
Trust Fund will be allowable as deductions from
the income of donors'.

The trust fund is presently being established.
Significant also has been the establishment early
this year, of the Australian Centre for Photo-
graphy Workshop at no. 2 Paddington Street.
Already more than 200 students have enrolled at
beginner, intermediate and advanced levels;
specialist weekend workshops are being arranged
and children's groups are scon to commence.

There have been at least 20,000 visitors to the
Centre including the executive officer of the
Visual Arts Board, Dr. Jean Battersby, distin-
quished overseas and interstate visitors among
whom have been the directors and staff of most of
Australia's state, regional and university galler-
ies. There are increasing numbers of students at
both secondary and tertiary levels along with
artists in film, video, painting, sculpture and
other media.

STAFF

In February Anthony Browell was appointed adminis-
trator and Sandy Edwards the assistant of the Work-
shop, and part-time tutors have been David Cubby,
Graham McCarter, Philip Quirk, Roger Scott, David
Smith, Greg Weight and John Williams.

Susan Shannon was accepted into the post-graduate
diploma course in Museum Studies at the University
of Sydney, but graciously postponed her partici-
pation pending the establishment of the Workshop.
During the year the Director attended the Annual
General Meeting of the Australian Gallery Direct-
ors' Council in Mildura, Victoria, the Art Gal-
leries Association Annual General Meeting in
Ballarat, Victoria and the Art Association of
Australia meeting at the Art Gallery of New South
Wales. Application for membership of the Regional
Galleries Association of MNew South Wales is pres-
ently being considered.

EXHIBITIONS

There have been changes of exhibitions each month,
and works have included West Coast U.S.A. photo—
graphs as well as prints from South Africa and New
York, retrospective exhibitions of two distinguish-
ed Australians, Max Dupain and David Moore, and an

3

important historical show, courtesy the National
Library, Canberra, 'Gundagai' by Dr. Charles

Louis Gabriel.

Seven different exhibitions have been toured
throughout Australia from Townsville in Queens-
land to Perth, Western Australia and, for the
Department of Foreign Affairs, 'Recent Australian
Photography', a collection of more than 100 prints
by fourteen photographers, was selected and design-
ed for touring in Asia during 1976 - 1977.

Prints have been purchased by the Australian Nat-
ional Gallery, Canberra, the National Gallery of
victoria, the Art Gallery of New South Wales and
Horsham Art Gallery, Victoria. The Philip Morris
Arts Grant Collection has acquired works by
seventeen phootgraphers and for the first time in
Australia photographers are as well represented

as painters, print-makers, sculptors......
ATTENDANCE

Estimated figures of 20,000 visitors indicate in-
creasing interest in the Centre. Annual $10.00
mailing subscriptions have increased to 350 and
membership of the Centre has grown from the orig-
inal five to the present fifty-two.

VISUAL ARTS BOARD GRANTS totalling 538,000 have
been received for 'administrative salaries and
running costs'.

SALES of the Centre's two publications 'Aspects of
Australian Photography' and 'New Photography Aust-
ralia' have been disappointing especially as 'New
Photography Australia' was awarded first prize for
black and white duotone by the Australian Printing
Industries Craftsmen Association.

Poster sales are increasing and it is hoped post-
cards will be available shortly.

Income from the hiring of touring exhibitions has
been slowly increasing, but it is now apparent
that this income can only contribute in a small
way to the Centre's overall administrative costs.
NEW SOUTH WALES GOVERNMENT GRANT

$2,500 hiring fee for the exhibition 'Time and
Space' by Roger Scott and Greg Weight was received
on the understanding that the exhibition be toured
throughout New South Wales by the Arts Council of
New South Wales.

ACKNOWLEDGEMENTS

Thanks are especially due to Polaroid Australia
Pty Ltd for the gift of prints and frames, and to
George's Camera Store Pty Ltd for generous assist-
ance in setting-up the Workshop.

Library donations from Marion Hardman, Carol
Jerrems, Laurence Le Guay, Barbara Leser, Murray
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Macgowan, Paul Mallard, Daniel Thomas and David
Worland have been gratefully received along with
donations from Anthony Browell, Kerry Dundas, Max
Dupain, Philip Quirk, Roger Scott, John Williams,
and 'Camera and Cine' magazine.

Thanks are due to members of the press, radio and
media who have given considerable coverage to the
Centre and its activities; also to those photo-
graphers and curators who have genercusly written
articles for the Newsletter; to John Turner, the
New Zealand editor of 'Photo-Forum', for lectur—
ing at the Art Gallery of New South Wales; to the
photographers for their enthusiasm and optimism;
and to those volunteers who have served at
openings, packed parcels, cut mounts, mailed
invitations and generally assisted the Australian
Centre for Photography in its important role as a
national resource for photographic information.

WILLIAM EGGLESTON SHOWS COLOUR AT MOMA

In a one man show at New York's Museum of Modern
Art, William Eggleston's disturbing photographs in
colour seem to crash a barrier of expression.
Black and white photography has been examining
similar subject matter for some years now but
colour, with the exception of Helen Levitt's
pictures, has been rather consciously avoided in
this realist genre. Eggleston manages an integ-
ration of colour values and meanings that have a
quality of confident authority.

These pictures are extremely factual. They
contain a great deal of information about the
socialogical edge of Memphis, Tennessee.
Eggleston does not hunt for shock values yet in
most interesting ways many of his pictures are
shocking - and disturbing. However, it's the
effect of negative shock which seems so much to
condition one's response. There is a kind of
awful stillness in this work that demands intel-
lectual participation by the viawer.

This exhibition has already added fuel to the
hotbed of controversy which surrounds the new
photographic expression in the U.S.A. The New
York Times was highly critical of John Szarkowski's
belief in Eggleston. When the exhibition is owver
it will be interesting to see where these photo-
graphs fall in the developing mainstream of

.

g David Moore
WILLIAM EGGLESTON'S GUIDE by John Szarkowski.
published by The Museum of Modern Art, New York.
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PHOTOGRAPHS BY A NON-PHOTOGRAPHER

The American-Italian anarchists, Sacco and
Vanzetti, were convicted of murder in 1920, Seven
years later, after appeals and fevered demonstra-
tions, they were executed in Massachesetts,
Ben Shahn took this theme as a modern "crucifixion"
and within seven months had done twenty-seven
gouache paintings. These,like the other great
satirists, Daumier and George Grosz, had both
structure and humanistic content without subord-
inating form to message. Shahn grew more eloguent
and assured and at his death in 1969, was one of
America's most gracious modern artists.
Around 1932, encouraged by his friend, the bril-
liant photographer, Walker Evans, Shahn started to
use his leica in the streets emphasizing the
unposed intimacy between figure and setting, the
unbalance and surprise and complex vanishing
points.
The mass of public typography - signs, posters,
slogans, advertisements - fascinated him. The
first exhibition, in New York, of Cartier-Bresson
impressed him greatly and the capturing of the
moment of expressive movement was revealed to him.
The Farm Security Administration employed him as
an artist and briefly as a photographer from 1935
to 1938 under the euphemistic title of "Senior
Liaison Officer" to provide a living wage. He
must have come under the influence of such fellow
employees as Stryker, Evans, Mydans, Lange,
Rothstein, Delano, Lee and Vachon.
These are the photographs that appear in the
Harvard Press publication, 'The Photographic Eye
of Ben Shahn', edited by David Pratt. Walker
Evans assisted in the preliminary selection of the
over one hundred reproductions in this edition
culled from some three thousand in the collection
of the Fogg Art Museum at Harvard.
The usual shape of photographs is rectangular and
this is a true and honest shape, it is a shape
that Shahn uses superbly and with 35 mm clarity.
The people, universally, are participants, there
is not once the tension of invasion but only of a
true and honest worker amongst true and forlomn
people. One of the photographs records a sign:

"This is the car

Hoover promised me

Roosevelt gave me

For God's sake

Don't let Landon

Take it away"

. such were the times that Shahn has photographed,
such photographs as to smell "the odor of an attic
at white noon".
This is the second or third book of Shahn photo-
graphs available at the moment. The reproduc—
tions, though adequate, detract from Shahn's
graphic impact, but still the introduction of the
young photographer to "the keen historical spasm
of the shutter" will not be much diminished.
The book has been presented to the Centre by the
Australia and New Zealand Book Co. Pty Ltd and
most certainly is an example to emulate.

David Potts

EXHIBITIONS

Australian Centre for Photography Gallery

- 31 August to 25 September

Jon Fhodes 'Just another Sunrise?: the impact of

bauxite mining on an Aboriginal community' &

Polaroid Experience

28 September to 23 October

‘Farm Security Administration’

- 26 October to 20 November
Edward Weston &

Leon Saunders

Australian Centre for Photography Exhibitions on
Tour
'Photographs & Anti-Photographs® Elliott Erwitt

GRANT MUDFORD AT LIGHT GALLERY, NEW YORK

Fourteen of Mudford's pictures were on show and
Victor Schrager, the new young director of Light
Gallery, considers Mudford's work to be 'extraor=
dinarily powerful' and indeed it is. Within the
20 X 14 image area of these prints an inhuman
world of brute architectural form slashed by the
geometry of shadows all but assaults the viewer.
The sunlight, harsh and uncempromising, digs deep
into the recesses of the forms and reveals all.
The imagery is in a most direct way right on top
of the emulsion. The performance is centre stage
and the viewer sits in the front row challenged by
the brash confidence of sledge hammer form and
abrasive texture, Mudford sublimates himself to
the subject and is content to let the picture be
carried by rigorous selectivity and totally direct
technique.

Unframed and boxed in the back room of Light are
some forty additional recent prints. They serve
to emphasise that he was once a student of archi-
tecture. But, additionally, graphics leap across
some of the pictures and the mind twists in an
effort to interpret the connection of such infor-
mation as 'Emergency' or 'Bath Accents' or - best
and most tantalising of all - 'Nix Suppl'!
Mudford is far from articulate about his current
work and says 'I find it extremely difficult to
justify what I am doing. The more I get into
photography the more confused I become.'

Right now Mudford is cresting a wave of excitement
and success which looks like supporting him for a

long ride.
David Moore

- Institute of Modern Art, Brisbane
24 August to 14 September
'pavid Moore Retrospective 1240 - 1976'
- Brummels Gallery of Photography, Melbourne
9 September to 9 October
'Parm Security Administration’
- Shepparton Art Gallery
late Octcber through November
‘Pime and Space' Roger Scott and Greg Weight
touring for Arts Council of Australia (N.S.W.)

- Broken Hill 30 August to 6 September
- Gulgong 20 to 24 September

- Rarrabri 1l to 7 October

- Singleton 13 to 20 October

- Muswellbrook 22 to 29 October

- Glen Innes 10 to 17 November

- Casino 22 to 29 November

'Recent Australian Photography'
Department of Foreign Affairs exhibition
- Japan

Exhibitions Calendar

Mational Gallery of Victoria, Melbourne

- Andre Kertesz 2 September to 1 November

Ewing Gallery, Melbourne University

- Diane Arbus 12 October to 5 November

Brummels Gallery of Photography, Melbourne

- Ann Noon & Ponch Hawkes 12 August to 4 September
- 'David Moore Retrospective' 9 Sept to 9 October
The Photographers' Gallery, Melbourne

- Paul Caponigro 19 August to 12 September
- Steven Lojewski 16 Septemt to 10 ¢ E
- Peter Leiss 14 October to 7 N o

The Camera Gallery, 47 Surrey Streat, Kings Cross

- Neil Duncan, Robert McFarlane, Lance Nelson, &
Joseph Spiteri 14 August to 30 September

- Colour photography October

8
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By WARREN NISTAD

HE WORK of an exceptional artist or

photographer can change the way we
see and experience the world. Though we
may wish to recognize and respond to such
work immediately, this is perhaps less
important than the work”s ability simply ta
implant itself, enabling the slow and
expanding process of germination to begin.

Such influence on our vision can extend

“backward and forward. Walker Evans’
photagraphs taken in the 1930s extended
backward to aid our appreciation of Eugene
Atget's work in Paris in the early 19005
Now they extend forward to aid an apprecia
tion of William Eggleston's work. Forty of
Eggleston’s color photographs taken in the
South between 1969 and 1973 are on display
through May 1 in the Reed College Faculty
Lounge.

Though exhibit hours are listedas 12to 5
on Saturday and Sunday, the prints may also
be viewed during the weck if the room is not
otherwise being used. T

We see in the show what seem to be casual
interior and exterior scenes of houses, peaple
in and around their homes and cars, scenes
from surrounding yards and parks and
streets, and a few commercial buildings,
some functioning and some abandoned.

The reception given them thus far has
been mixed and heated, with an apparent
majority of critics and viewers disliking
them. They were first displayed at the
Museum of Modern Art (MOMA) last
summer, where John Szarkowski, director of
MOMA''s department of photography since
1962, assembled MOMA's first book
devoted ta color photography entitled Wil-
ligm Fgpleston's Guide, Searkowski ap-
peared with the exhibit on April 13 to
present a slide-lecture to an overflow crowd
at Reed on ** The Content of Photographs,”*
and to lead a well-attended informal discus-
sion on April 16.

When asked why the exhibit has received
so much negative criticism, Szarkowski
replied that most people find the photographs
insulting. The images do not make use of the
subject matter we have come to accept as
proper for artistic photography, nor do they
offes clear social or political meanings, The
material seen is *'so common, so available,
so neutral,'” and the people in them seem
**very middle-class and pretty comfortable.”"

Searkowski feels Eggleston *‘was doing
the same thing in the environs of Memphis,
Tenn., that Atget did in Paris. He was
attempting to describe his place, in both
important senses of that term.”"

Pa:-“ et took thousands of photographs of

15
of a love for the city and French culture, and
also an awareness that much of it was being
destroyed in the name of progress and thus

ween 1900 and 1927, primarily out -
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TALLAHATCHIE COUNTY, MISSISSIPPI
Eggleston's photographs have prompted much negative criticism

needed to be documented. On seeing his
photographs initially, Berenice Abbott, who
later acquired the bulk of his work,
remembers that **there was a sudden flash of
recognition—the shock of realism un-
adorned. The subjects were not sensational,
but nevertheless shocking in their familiari-
ty."" They were so familiar that most viewers
ignored them, and Atget worked and died in
extreme poverty.

ETWEEN 1930 and 1936 Evans photo

uraphed the Eastern and Southern
states. He worked with what Lincoln
Kirstein referred to as a **puritanical eye,"
attempting to be precise and literal in his
seeing, but also trusting his intuition to
puide this seeing. MOMA displayed and
published his work, American Photographs,
in 1938.

The photographs of Atget, Evans and
Eggleston are similar in that each man
seemed to record the surface appearance of
his times and environment. But as we
continue to look at their works, we begin
also to sense how those environments felt or
feel. Each photographer had a quiet but
cansistent perspective that subtly builds as
we go through his photographs, until we
begin to believe the descriptions are precise
and true.

Szarkowski observed that, **Our culture is
not a given. We make it up as we go along, "’
using the information at hand. Part of our
information comes from photographs. We,
have come to believe that Paris in Atget's
time was as he revealed it, and that America
in the 1930s was as Evans revealed it. We

own culture. Szarkowski sees him revealing
our everyday lives in terms of **the basic
sensory and psychological textures that we
do not understand, but that we recognize as
important.

“Eggleston is a photographer of the
South, but his pictures are not merely
regional, but pictures that have to do with
the character of our lives, described with
affection, and without rhetoric; described in
such a way that our lives seem more
adventurous, more threatening, more filled
with promise and terror than we might in
our daily rounds have guessed. His pictures
seemn tp me pecfect. I wouldn’t know how to
improve them.""

HAVE BEEN amazed thus far at the

consequences of my own viewing of the
show. My initial impression was that I had
seen most of these scenes countless times
before in my daily life, and felt no need to do
so again. But 1 kept going through the
images for several hours, discovering new
information each time.

WESTCHESTER, NEW YORK, FARMHOUSE, 1931
_ Walker Evans' puritanical eye

can na longer tell how much of their work
was fiction or fact, nor do we any longer
question i,

It is difficuly 1o accep such information
when it comes in our oy, ime and culture.
Eggleston’s work s noy erminating in the

minds of its viewers a5 we attempt 1o define

When T left and ook off on a weekend
drive, | was startled repeatedly by similar
scenes that popped out at me, and became
increasingly aware of how much seeing of
the ordinary 1 had cut off. 1 had not seen
those scenes countless times, 1 had rarely
truly seen them at all, and felt grateful to
Eggleston for enabling me to become more

fully aware of my surroundings. Thus I am
already largely convinced of the accuracy of
his view of his and my culture, though it has
not yet reached the subtle levels Szarkowski
has achieved after living with these images
for several years. Whether or not it does, my
way of seeing has been changed by these
photographs, which, I suspect, will play a
large if not definitive role in how we view
this period in the future.

I was also delighted by the visual games to
be discovered through a careful viewing of
Eggleston’s photographs. The prints them-
selves range in size from about 9 x 12 inches
to 13 x 20 inches, and are thus much easier
to explore than the 5-x-7-inch images in the
Guide. In one photograph a balding man in a
suit is seen standing in & paved lot touching
ah old orange piece of Air Force equipment
resembling a fuselage, perhaps remembering
when both he and it could fly, while—barely
perceptible in a background park—a child is
climbing a post which extends beyond the
frame, .

In another the camera points to an
overhead socket in a room with ceiling and
walls of deep red. An extension comes from
the socket, into which are plugged a light
bulb with pull chain, and three white
extension cords stretched out across the
ceiling. While perhaps interesting in itself,
the meaning changes considerably when we
notice in the lower-right-hand corner three
small day-glo posters illustrating various
sexual positions

More obvious, but equally delightful, is a
sculpture of a luminous life sized black dog
lying on a concrete pedestal. He appears very
alert—so much so that the odd metal straps
going across his front paws seem both tragic
and almost necessary, to keep him in place.
Not all the images contain such details, but
so many do that it is worth paying close
attention to the entire area of each print

Szarkowski also praises the photographs
for the way color is used. He feels that
previously photographers have tended to
take essentially black and white photographs
with color added, or photographs of pure and
pleasing color relationships resembling ab-
struct painting. He labels the results
**puerile, formless or pretty,”” and feels the
abstracts unfortunately *‘remind us of
something similar but better”® as done by
painters. While he admires the still lifes of
Irving Penn or the nature photographs of
Eliot Porter, he feels such photographers
have achieved success with color by limiting
it to one known area under their control.
With Eggleston, he is pleased at the range of
situations in which color is used, and with
“the sense that color is so existentially and
essentially a part of the photographs. The
color has come to be *“a real part of real
photographs of the real world."" .

not only the contemporary South, but our
S S
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By David Featherstone

ALTHOUGH PHOTOGRAPHIC exhibitions are
appearing more and more frequently in mu-

seums and galleries in the Portland area, most of the
work comes from local or relatively unknown pho-
tographers, and has represented the relatively safe,
established approaches to image-making. Rarely has
there been an exhibition which has raised significant
questions about the nature or direction of the medium.

This fact makes the current exhibition of work by
William Eggleston at the Reed College Faculty Office
‘Building Gallery (through May 1) especially welcome.
In exhibiting Eggleston’s color photographs, the gal-
lery is presenting not only the work of a photogra-
pher with a national reputation, but also a group of
images which have generated a reasonable amount of
controversy.

When Eggleston’s work was first presented at
New. York's Museum of Modern Art last year, it was
the first one-person show of color photographs to be
shown there in some 20 years. The book published to
accompany the show, William Eggleston's Guide,
which contains an introduction by the Museum's Di-
rector of Photography, John Szarkowski, was also the
first book of color photography ever produced by the
Museum. The controversy in New York centered

around the valldity of the Museum's supposed bless-
ing of color photography and the choice of Eggles-
ton's work to make that announcement.

The first impression of Eggleston’s photographs is
that they are random snapshots of mundane situa-
tions. It becomes clear, however, that the photo-
graphs are carefully composed, and that they present
situations too abstract to even be considered by the
typical family snapshooter. Made in and around Mem-
phis, Tennessee, and in northern Mississippi between
1969 and 1973, the photographs show commeon ob-
Jects, deserted buildings, room interiors, or friends
and relatives in nondescript situations. They are, in a
sense, -documentary images, but they are documents
which would be of greater value to an anthropologist
researching the details of a culture than to a journalist
dealing with a culture’s more sensational themes.

Egglestons's photographs are recordings infused
with private meaning. The ordinariness of the image-
situations implies significance and action beyond the
confines of the image itself, in the same way that the
still photographs which used to be posted outside
movie theaters represented an entire sequence of
action within the film. The photograph of an elderly
man sitting on a bed holding a gun is disquieting
because of the tired, casual way he allows the gun to
rest on the bed. s he contemplating suicide? Or is he
about to put the gun away after showing it to some-
one else? The image needs resolution, but unlike the
definite context of the movie theater stills, the viewer
must resolve these photographs by drawing on his
own imagination.

The barren landscape photographs and empty
room interlors also have the feeling of impending

DAFID FEATHERSTONE is ¢ Eugene photographer and

writer,
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Even in black-and-white, this photo shows William Eggleston’s technique of capluring
mundane situations, situations so common even a family snapshooter wouldn't consider them.

action. The image of a beige, mobile home-style liquor
store flanked by a white picket fence set at the rear of
an empty, ochre-colored dirt parking lot suggests the
expected arrival of customers rather than the isola-
tion of a deserted building.

available since the 1930s, it is only recently that
museums and galleries have paid much attention to
color photography. Many of those people writing
about photography have a tendency to refer to “the
problem of color in photography," as if the color were
something which could be removed from the image
and dealt with separately. There is no question that
color is a viable creative medium, but it is important
to consider the color as an inextricable part of the
photographic image.

The dye-transfer process which Eggleston uses
gives a slightly more stable print than regular color
printing processes, but the greatest advantage to the
photographer comes from the more precise control of
color within the print which is possible. With this
added control, the color in Eggleston's work is an
integral part of both the form and content of the
Images. Not only is the visual shape of the image
dependent on the colored patterns, but the viewer's
emotional response is affected by the overall hue of
the prints. The balance between color-form and color-
content varies [rom image to image, however,

The effect of color on the meaning of the images is
most obvious in several of Eggleston’s interlor photo-
graphs, such as the one of a room with shelves of
| china. An open doorway leads to other rooms, each

| room successively bathed In a stronger warm yellow:

light. It is unimportant here that the predominant
color s not what one would see standing in the room,

Even though viable color technologles have been’

| The warmth of the yellow light defines the photo-
| graph's meaning.

The importance of color-content is also apparent
in the photograph made outdoors of three children
standing on a road at dusk. There is a slightly alarmed
expression on the children's faces, an alarm which is
accentuated by the relationship between the purple
sky and the greenish-yellow light reflecting off the
road around them. The atmosphere is enhanced by the
reddish tinge of the flesh tones.

The majority of Eggleston’s photographs, how-
ever, are those in which the influence of color is more
subtle. They appear to be more ordinary because their
color is closer to that of our expected perceptions of
the colors. While some of these images are among the
least successful in the show, there are some poignant
Images among them. In one photograph, a white man -
In a black suit and red tie and a black man wearing a
white servant's jacket are standing in a parklike
woods. Behind them is & white car, with another
figure barely visible inside. The stance of the two
men, combined with the cold gray light which bathes
the whole Image, creates an emotionally charged im-
age. Like many other Eggleston photographs, the final
content is the implication of subsequent action.

This Is, in many ways, an imperfect show, but that
should not take away from the value of the viewing
experience. The importance of the images lies in the .
delineation of an idea about image-making which has
not yet been fully realized. Few of the 40 photographs
here will be remembered for long, but there are times
when the questions raised about an emerging aspect
of a medium by a partially successful exhibition are
more stimulating than the aesthetic confirmation re-

ceived from seeing established masterpleces. m
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Photographs by William Eggleston at Brooks

by Gary Witt

I do not know whether William Egpleston is an impor-
tant artist; both literally and figuratively, he lives
too close to my own place and time to tell. Therefore,
I will leave the question to someone else, preferably an
objective soul who was not raised around here.

But I do know that Eggleston's work has become impor-
tant to me. "Has become," because it was not always so.
I suppose I did not understand the reciprocal nature of
these photographs, that they demanded as much of me as I
was demanding of them. I was preoccupiled with the color,
waiting for it to speak to me, and nothing happened. I
realize now that Eggleston's use of color is purpose-
fully casual, to force us to participate. Just as we
complete the colors of nature by paying closer attention

to them, so we complere Eggleston's colors by filling
in what he leaves understated. In both cases this par-
ticipation takes us to the heart of the matter, For
nature, the heart is the things themselves, while, for
a photograph, it is the image.

And what of Eggleston's images? At first T looked
for universal statements, or evocative symbols for my
own Southern upbringing. And again I was wrong. His
images are not universal, but the opposite: personal,
unique, almost private. But not quite private, for he
seems to be saying, "Look, I have found my place.”

Many people apparently think that this in not enough.
Eggleston's critics—-and they are legion since his one-
man show at the M.0.M.A.--seem to have a frustrated air
about them; it's mot that they understand his work, and
simply dislike it, but rather as if they do not under-
stand it to begin with. They probably share my dual
difficulties; learning to see Eggleston's colors, and
accepting that these colors are in the service of phot-
ographs no more momentous than the ordinary business of
1iving which they metaphorically reveal.

With persistence, these difficulties can be sur-
mounted; Eggleston's photographs can be understood.
But understanding only leads to a larger question:

Why i Eggleston's body of work important? I cannot
say. I know that photographs can present hn]f—tfuthq,
even lies, with unarguable logic, yet Egglestons’'s
seem to me true. I know that they touch fine and pure
emotions in me, causing joy, wonder, and not a little
fear.

As for fear in photography, certain primicive tribes
are terrified of the camers, believing that 1t cam suck
the very life from whatever is before it, and transfer
that 11fe to the photograph itself. And seeing this
work of Eggleston's makes me wonder: Could these pri-
mitive tribes be right?

In response to the exhibition of photographs by
Willlam Eggleston at the Brooks Mamorial Art Gallery,
(February 12 through March 27), Untitled offers the
following discussion. The participants are Jncg Hurley,
PhD, Associate Professor of History at Memphls State
University and author of Portrait of a Decade; Richard
Reep, photography instructor at the Memphis Academy of
Arts; Steve Cushing, senior photography major at the
Memphis Academy of Arts; and myself.

William Eggleston, "Memphis”

GW:

RR:

What can we say about William Eggleston and his
photographs?

Well, he has produced a body of work which is a
personal record, and has done it in color. His
motive was a purely personal impulse to take
pictures, and not any outside reasons.

They really are color photographs, aren't they?
They don't work in black and white.

Yes, the power comes from the color, Not that
it's aggresive, but just the opposite. He has
integrated it with his subject matter, where

nothing dominates.

In fact, this commingling makes the total greater
than the parts, it seems to me.

What is so difficult about this kind of color work?
Why has it been so elusive?

Color has been around a long time. They had good
Kodachrome in the 50's, but the medium was too new;
they leaned on the color as a crutch. It's not a
technical question, but a visual one, a question of
learning to see in color and not in black and white,.
The technical problems are that color is expensive
and hard to control.

And Eggleston has the means, the time, and the vision
to put together a consistent body of personal images,
and reproduce them in the finest color process avail-
able?

I think so. That procesa is called dyve transfer. It
is difficult and expensive, but it does give color
prints a greater degree of permanence., The color
dyes are applied directly to the paper, by a type of
screen process. It's archival,

Mo one was serious enough to try this before--a large
body of expensive color work. Couts pud




GW:
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Eggleston's color is not the older style: saturated,
graphic, drenched in color. His is very real, and
it seems almost too close to life. Until recently,
"art" cinema was in black and white because it
seemed more profound. Black and white apparently
preserves the necessary distance between art and

composition is truly classical at times--I"m think-
of the marble globe photograph, or the "Peaches"
sign atop the roof--but composition is not the Point
of these pictures. He doesn't seem to be framing
laws or theories, and I hate to even say that he i
giving us symbols or essences. Art and life are

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs. 1133.22
Cont, from p.l — Eggleston aﬂd
GW: Yes, that's the art fn photography, and Eggleston's |

o a
reality. Eggleston's color narrows that distance werging, because Eggleston and others seem content wing 4 avel' 1
considerably. to show the world as they experience it, directly, ”11 gﬂ‘d‘ ntd

timeless images. With a feigned innocence, he
is registering his intuitive love, or maybe hate,
of his surroundings. He seems delighted with
what he sees as true out there.

His intuitive approach re-emphasizes the reality
of the Southern situation. If he were more for-
mal, even about his subject matter, he would be

taking us another step away from reality towards
art. But he lets the chips fall where they may,
and lets the world be what it is. We don't get a
revelation, but just what's there; the revelation
comes after seeing a lot of these images, maybe a
lot of times. Ir doesn't look like art; it's too
much like reality. That's why many people reject
photography as art. They feel that art must be

The selection, the frame, serve to draw attention

Warhol and Wyeth at Cheekwood

bv Adele Pilsk

The facts had heen clearly stated.

Andy Warhol,

chief potentate of the Pop world, and Jamie Wyeth,
third generation American realist, had met, liked each
other and decided to do each other's portrait. They

had done {ust that.

The Tennessee Botanical Gardens

and Fine Arts Center at Cheekwood in Nashville had,

through contributions of ten donors,

bought two of

the finished results--a 4N x 40 inch acrviic and

s1lk screened Jamie

Wyeth on canvas executed by Andy

5
RR: But we have come a long way towards a completer to what we might otherwise miss. It is a type of S"I"o: by ? o8 0 ?’:'Fbgr e of
visual literacy. We understand pletures in black re~definition. Ordinary things and events are sig- #ﬁ,u .,d.l pbﬂ“" s pecd
and white; we know how to "read" them pretty well, nificant, if you' open for them. This photography 2] "Pd' o
It's interesting that several color photographers shows the inhsrent value of things. :;;6- o vk
have emerged simultaneously-—Shore, Meyerowitz, wl 7 . 1!1"11
Eggleston--who take our literacy a step further by SC: MAnd since photographs are not precious objects, in f!fm ey Bhib Af"
adding color. It was bound to happen. the tradirional sense, the artist is put into a po- Jolat Fac demy of 27
sition of deeper responsibility, not to any price- nis Aca ngnury
SC: The problem is learning a new syntax, a new way of less object, but to the content. HesP 4
looking at pictures, where it's not color for the Feb c &
sake of color. Eggleston's newness has been a G¥: I think that television, mass communications, the ad photos P His
problem, but now we are learning how to look at this casual use of images for non-verbal communication, i 1g seco be _q.wofed' ht
kind of work, have made us ready for this simple, unadorned vis- o ds 00 13 r:dia! a ::;:i: a
fon. Color television look ummatural te most
GW: So Eggleston is a man whose time has come., He {a people at first because they were so used to black M[;vﬁ-“t:d.nw& him ‘dﬂ:o;rlphs are
breaking down the last barrier, eliminating that and white that all they could see was the color. 1o the wor ife fiis pho {sts aTe
distance between "high" art and life. 1If people These photographers are teaching us that same les- hout 5 h;togt&phuf"“"' ts thi
see his pictures as banal, it must be because, to son: the world is not composed of colors, it is Mgﬂhm"? of !”F’M hat
them, the world is banal. composed of things, and they happen to be certain ture the 08 his face against v 1
colora, Eggleston doesn't see the thing and its \af chosen 10 set fuily and conscilous
RR: Right. Color closes the gap between reality and color as meparate, and that's why his work seems so srtin glouly, care iaa One thin
"art-at-a-distance,” But that's an important real, so true. - company dn this decis 3;1“ e
issue in all of photography right now—the style- of the recent vork of Lewls several
less photograph. As someone once said, "The RR: Yes. Color and his regionalism have made him impor- M.“M‘“m._md there are S iss
world is much more interesting than my opinions tant to photography curators like John Szarkowski : hers with whom his vork invite
of 1t could ever be," This hands-off approach at the Museum of Modern Art, who thinks that these it
is significant, and color lends itself to this things are critical to photography. They're con- These young photographic formalists s¢
view, 1If you're formal and overly-dramatic, centrating on this sort of localized view, not un- ted {n the visual qualities that distir
you might alsc be too aware of color. "Snapshoot- like regionalism in literature. = hand early twentieth century ph
ing" as a style of picture-making seems to inte- tlueteent] 1“” A
grate the color better. It is not heavy-handed; JH: Szarkowski is fascinated by change—the interfacing those days of large, clumsy cameras
it lets the image reveal itself. of cultures—the edges between city and country, for tiriphers, a distance seemed to exist be
instance. Eggleston's photograph of that black Buick & ghotographic object. There was 2 res
parked at the edge of town is an example of this. tatsent of subject which was often styl
e 3Lib. As caneras became smaller ap
SC: But this is not ordinary documentary photography. "aiiated photopraphars learned
It's an attitude of freedom of personal approach, i) of clever tricks i Lo make
Eggleston's works are not art objects, but Aitl- l:‘al he n:zﬁg:f r'fr?dﬁle el
facts. They answer to life instead of art history. u\*“ a smang
e e ﬁ\:‘:.ﬂ"““u 2 trap ang ¢
RR: They sure do. He photographs anything and every- tr
JH: And maybe these snapshot photographers are trying thing, and he knows that it will fit together. He totent yupr DSTE & ugy oo m&:he teng o
to get closer to a basic life force. Whereas is not looking for archetypal images--what the Eldbgagy o “ﬂduu ing thems
the formalists are interested in form, light, South should look like-—-but is revealing aspects of h““‘l‘nll hlug}nt.l Tt h‘Ng Tevoly
etc., these people seem to capture the fleeting his own Southarn life. M”ﬂ‘l\h?w fies l’n‘tt =
moments that sum up experlience for them. With :““ﬂlmzmwl. “!. but it
Eggleston, he seems to want to capture a sense JH: That's the snapshot tradition again, but with a bue ‘hhn& ehm’ 1-:“’ 3 “ﬂ.’ & |
of time. Much has been said about his sense of keener sense of discovery and interpretation. 1 g 'nihﬁ hig tve (5 "aing
place, but I see a keen sense of time: Southern (] i fﬂnt Stryg
time. The figures are passive, things seem de- SC: Maybe people call this type of work banal because 1t gy 0 tnum“ r“”\h 'h'l! 7]
serted, it's a Southern rural small-town quality. they haven't learned to see, and don't quite ap- h“hu the eagy nd oy, Suh T
People are "sitting on their hands," or their preciate this new point of view. Life's not that Q“'lor fn”u‘ Vay, hﬁtg L vis, |
arms are passively at their sides. Compare this banal if you stop and look at it. This is the im l'ih % thy " Hig 1, ug'
with Helen Levictt's pictures of New York streets; portant thing about Eggleston's work; it's a wvalu- “lﬁlﬂu‘ hig ry B8 of the “l‘ni,
Eggleston's is a vhole different pace. able lesson in seeing. I'm excited over these Nm:"’hw'tl tv&rfrﬂng CWH;
photographs finally coming to Memphis. h%h‘yo! hig . 2nd ity ig g%
GW: Yes. He has preserved what I grew up with; it's h‘ f"‘%‘“ 8 |
amazing that he captures this sense of things in Memphis mﬂ, Ph of o

manipulated to be significant or meaningful. Also,
photography is too commonplace. It hasn't had the
elevated status of painting; photographs are every-
where—newspapers, magazines, family albums—every-
body takes pictures.

Warhol and an oil portrait of Warhol by Jamfe Wyeth.
The museum is also exhibiting through February 18,
(pras shortages and gallery closings may change these
dates) five additional silk 8cTeen portraits and
five line drawings of Wveth by Warhol and twenty-

four of Wveth's studiss of Warhol on brown paper,
This !}.,“n. from art can be a powerful advantage. cardhoard in mixed media.

But we shouldn’t go too far in merging art into 1ife,
Eggleston does select, and he puts a frame around
things. He composes, he stops the flow, like all
photographers. He selects out of life consciously.

As the city planned to host the two artists at a
reception, Januarv 30, the lines were being drawm.
WVere Warhol and Wyeth smiling all the way to the
bank--knowing that anvthing with their combined -

cont. Pl
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ortraits by Mike Disfarmer—*an outstanding discovery” y

- PHOTOGRAPHY VIEW

GENE THORNTON

Photography
Found a Home
In Art Galleries

urricanes, deaths, discoveries and several con-
flicting trends marked the year in photog-
raphy as seen from New York City. In the
museums and galleries a growing number of
important shows crowded the calendar, some
38 of which created heated controversy. The like-
liness of the photographic scene this year makes it easy to
cite ten outstanding events and developments.

First on my list was the striking presence of photog-
raphy in major art galleries that formerly showed only paint-
ing and sculpture, In the fall of 1976 Knoedler, Marlborough
and Sidney Janis each opened the season with big cxhibi-
tions of photographs. Since none of them showed photo-
graphs gs recently ‘as tHrec years ago, this says something
about the new position of photog-aphy among the arts.

I'd put second on my list the opening of new pulleries
devoted exclusively to photography. In New York Cily these
included the Rinhart Gallery, 818 Madison Avenue, apen-
ing with a show of photographs by Timothy O'Sullivan;
Images, at 11 East 57th Street, which specializes in color
photography; and the Marcuse Pleiffer Gallery, 525 Madison
Avenue, opening with a Weegee exhibition,

I'd put as third and fourth the evidence of two
opposing trends, One is the renewed atftention to human
interest photography, as geen in Knoedler's opening exhibl-
tion, devoted to the works of veteran Life photographer

Alfred Eisenstaedt; Marihorongh’s large show of pictures g
low life in Paris in the 1930's by Brassai; and Sidney Janish
display of Duane Michals's photographic portraits atid narra
live sequences. 19
The contrary trend, fourth on my list, is the movemen
towards formalistic photography, most evident al The
Museum of Modern Art. For several years now the Modére
has assiduously courted the kind.of photographic formalism
that is the antithesis of human interest photography. In 197¢
the courtship was consummated with two big exhibitiods
featuring two different kinds of formalistic photosraphy.
The current (through February 6, 1377) Harry Callahan exhi-
bition exemplifies the older type, which was invented by
Paul Strand in response to the challenge of modern painting.
In the older formalism, rocks, roots and other bits of nature
are framed and printed in such a way as to émphasize their
ahstract shapes and colors. Callahan practices a P!Ctlliulq
refined and elegant version of this. = 2
A newer kind of photographic formalism was exempli-
fied by the snapshot-like work Wiliam Eggleston showed
in hig summer exhibition at the museum. Eggleston, like
dther young formalists, has abandoned the tenuous connece
Ftions the older formalists had with School of Paris rainting
to find inspiration in the photographic process itseif, The
theory is that photographs that look like photographs arg
better than photographs that look like paintings, and {lug
photographs that look like snapshols or polite lineup mug
shots or 19th-century .commercial record. shots or Some
other form of vernacular photography are the best of all,
especially if the photographs they look like were miada |
somzone with no artlstic pretensions whatsoever, E
ston’s photographs strongly resemble the color slides mady
by the man next door; and his show at the Modem wag the
most hated show of the year. 4 .
Fifth on my list is another trend, observable outside the
Modern and those three major art galleries: the growing
intarest in the turn-of-the-century pictorialist photographers,
whose soft-focus tonalism was once anathema to shamp-focus

Cuontinued on Page 39
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I, modernists. Heading the list of exhibi-
|2+ tions was the Witkin Gallery's two-part
ig, show of the complete photogravures

covery: the Anglo-Indian photograph
ers of Victorian India, shown at Asia
House last summer under the title “The
Last Empire." :

Eighth, ninth and tenth on this list—

AT

L ot

from Camera Work, the publication Al-

r:,'.. fred Stieglitz edited for the American

1.~ Pictorialists he had organized into the
.. . Fhoto Secession group. The Witkin ex-
. «hibition was buttressed by solo or duo
shows at The Helios Gallery featuring
Stieglitz himself, Edward Steichen, Ger-
_trude Kasebier, Clarence White and
~Baron de Meyer, and exhibitions of Rob-
;‘ drt. Demachy at the French Cultural
. Hervices, the Viennese photoprapher
_"?-!'finrir;!l Kuehn at the recently opened
+ ~Rifthart Gallery, and Karl Struss at the
<International Center of Photography.
= An outstanding discovery makes the
aixth item on any list, The works of
Mike Disfarmer, a small-town portrait-
Wt from Arkansas whose style-less pic-
tures of small-time cotton farmers and
their families, taken during the years
of the Second World War, can stand
comparison with the works of August
Sander, Diane Arbus and Irving Penn.
. So far Disfarmer's photographs have
“Bben seen in New York only in a new
hook, "Dislasrm'.-r: The Heber Springs
Porteaits, 1939-1946" (Addis
§22.50). SR St
_‘And a3 seventh, I'll chalk up a redis-

though not necessarily in order of ims
portance—were events that rated three
superlatives: saddest, most moving,
most heartening. The saddest were tha
deaths of four of the oldest and most
vencrable masters of modern photop-
raphy: Imogen Cunningham. Minor
White, Paul Strand and Man Ray.

The most moving was the ceremony
in the office of the French Consul Gens
eral in New York at which nearly
80-year-old André Kértész achieved
the rare distinction of being awardes
the Ordre des Arts et des Lettres, the
hizhest honor civen to artists by tha
French government, If K * did nog
weep some of the witnesses did.

And the most heartening was the
aftermath of the sinking in Hurricane
Belle of the houseboat (moored in the
79th St. Boat Basin) that is headquar-
tets for the Floating Foundation of
Photography, a small but energelic or-
gdnization that, among other activities,
brings photography o prisons. When
news of the disaster sprepd, 125 famous
photographers donated more than 150
,of their. prints t0 be auctioned eff to
pay for and repairing the boat. &
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w Gene Buro
n's exhibition
s a satisfying
cum’s twenty
d it is a more
tmakers from
wits included
m. 30, 1977),
plates in the
ons are small,
detail is lost,
each is a de-
iniques, often

its own uniil
wk off with it
sonists, it re-
5 it remained

before that.
i significantly
past ten years
yers does seri-
. although his
m, as are those
aes Oldenburg
ler’s woodcuts

hoWever, are
o printmaking.
od to painterly
id language, a

William Weege
xciting- effects
1¢c images with
{a printniakers

and Martha
stitched, em-
'd paper with

:nts) by Carl
prov: *

round, a num-
crp in already
like engravings
cast & year [0
m Dine whose
with incidental
stween figura-
ature, fantusy
kers Warring-
Corrigan.

lists is inciden-
ng themselves
ween the level-
s of cerebral

its made {rom.

trailoffs, trans-rational leaps and romuntic
(Someday my prints will come!)

The most importunt change for printmaking in the
seventies, according to Buaro. is u preference by younge:
illrI!SIS for printing their own editions, & more inumate
involvement extending from pre- 1o post-piess mani-

ulutions.
L Michael Bonesteel

ﬁlﬁf‘haef Bonesteel is a multimedia artist and wrirer
living in Madison, Wisconsin

William
Egglestons Guide

photographs by William Eggleston

with an introduction by John Szarkowski
Museum of Modern Art, 1976

S$12.50

nese-dives,

This is the book around which the furor has been
raging. It is the catalogue from Eggleston’s show at the
Museum of Modern Art—the celebrated “entry™ of
color photography into those hallowed halls (though
not its first eppearance there). It gives those of us who
never saw the show a chance to decide for vurselves

Reviews of the show have tended 10 polarize about
one of two paints of view. The fust, of course, is John
Szarkowski’s. As curator ut MOMA, Szarkowski made
a strong commilment to these pictures. In his master-
fully written (as usual) catalogue essay, e luid it on the
line: “As pictures these seem o me perfect. :
any clever writer knows how to praise witloul muking
a statement as baldly unequivocul as that, so one ¢
only assume, that Szarkowski's feelings were unusually
strong in. this case. Eggleston’s pictures, indeed, seem to
be & logical end-point to the kind of records of banality
Szarkowskl .istknown to support. In another context
he has. said,, “Today's best photographers discover
“more and morewithin what would seem less and less.™

_The other and opposite critical point of view is that
these are dull pictures of dull subjects. packaged pie-
tentiously to look like some kind of guide to the South
(captions are all names of southern cities; e.g. a photo
of the interior of a shower stall is titled “*Memphis™).
This point of wiew was most strongly expressed by the
N.Y. Times' Hilton Kramer who countered SzarkowsRi
by saying, “Perfect? Perfectly boring

Could both points of view be correct? I believe so.
_Because Szarkewski is right on target: Eggleston is one
more step in 4 long and important evolution of increas-
fng secularization of subject matter Tn westem art.
Working to further that evolution, Egeleston has focused
on the trivia of southern life—barbecue grills, tract
housing, ham dinners, dirt roads. etc.

And he’s‘right to recognize Eg;
“expressive possibilities of the de il
jacket hanging on the wall or the green stieet light
bathing a comner in Morton, Miss. Egaleston’s photo-
graphs of people—e.g. the teapped-looking boy i the
genteel green parlor, the nude man standing dully in
the red hedroom with spray-pant grathiti on the wall,
or the old man seated on his bed displaying s pistol
these pictures are, In Szarkowski's plirase, “lictive and
mysteriously purposeful.”

But Kramer is right too

1

ston's grasp of the
the shiny satin

many IMages are incredibly

Stranten
ooks

TURE
IUES
JALS

/) 842-2900
sat, 10-6:30

Painting Classes
Rudolph Pen

FORMER ART INSTITUTE
FACULTY MEMBER

For information: SU-7-5572

~enter

dull. A grey front door with plastic flowers hanging on
it, a swimming pool in winter, a sKinny old woman
sitting on u glider, white frame bungalows under 4 grey

skv. even the colorless inside of a stove! When Bill
(Owens photographs such things (Suburbia) they
anthropologieal ends and serve them well. One suspects
Lasleston's picture at the redlm of poetry muany.
unlurtunately, don’t come close

You'll have 1o decide for your If, then, but don’

lose any sleep over i, ssron will not alter the history
of pliatography 1 suspect he'll just slip quietly into the
fontnates.

Gretchen Gamer
Gretehen Garner is a photograpler and reaelies at St
Vavier College She is Chicago. correspondant  [or
LS rerimuage.

Propaganda and
other Photographs

Simpson Kalisher
Addison House, 1976
71 black and white photographs, $9.95 (paper)

For an author to refer o his work as ™

S ts that distortion or deception may bhe an inge
dient i persuading the render 1o embrace his vision
The issue of the book then becomes to determine wha
the panticular matrix of ideds is aboul, how it s tians-
mitted, and finally whether its purpose is successtully
served by the format of the book. Thus in addition o

consideration of whatever pictorial concerns uie i
fested in individual photographs. the tightly sequenced
structire of Simpson Kalisher's Propaganda And Other
Photographs denyands that the pictures be read s the
articulation of @ particular set of beliefs or ideas.

The phatographs record the casual, but telling. ges:
tures of a cross-section of the population., One that
reews @5 that of peaple carrying o printed sign, whethe
its purpose be religious, political or commercial.  The
printed statement is ¢ direct communication of a specilic
belief, and becomes cach individual’s own form of
propaganda.

Sinple gestures. such as the tilt of a head, a raised fist.
the fosen equilibrium of people danding, & suspiciaus,
spiteful or puathetic sture, all ‘seem to function ke the
signs, os an ubbreviaied statement of un attitude o1
beliel. as & shorthand that has a standardized weaning

A gesture is limited in time und takes its meaning
from the wider hehavior in wivich it oceurred. When
itolated by the camera, however, it can be used as an
expression in its own right. What Kalisher chooses to
express with his captured gestures levels all experience to
futile exercises, Except for a sequence near the conclus:
jon of the book in which Kalisher's subjects indicate a
mild contentment with their lives, the people i 1hese
pittures are suspicious, uncommunicative, atraid.

Kalisher dimws our attention to this sociological
content by 4 strict ordering of the photographs.  The
book has an overall hytun but is most tightly stiuc:
tured in the pairing of photographs on: facing pages.
What we usuully see is a self-conscious comparison ol
gestures that are related in structure but which oecured
in radically difterent contexis, A pairing nea the begin
ning of the book opposes o photograph of thiee men
yatsing i pole at i caimival site with o man selling Ameq-
can tlags at o pacade, the merchandise nused above
liis head i o fashion that echoes the previous. pictue
4 obvious comment on the vulgarity of patnobism
Thioughout the buok the patring tsell has a quality ol
propagands because he meaning of the gesiure 15 res
rietively equited or explicared

A halfdosen years ago when widespread dissatis
faction with the quality ol life was @ commonly-¢s
pressed convern, this book would have had tw greater
Today. 1t (5 propaganda, ttis a distortion .
u deception. | respedt Kalisher's skilltul use of
uphs s interdependent units ol an extended
il bt 1 clipose non o aceept his vision of the
Whe werld fs, othier than as a waming of what i
1977, James Jensen

resonaee

way
could become. ¢

JAMES JENSEN
Columbia College,

teaches ar Lovola University aid
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' orbei die Zeiten, da Kino, Fernsehen, Illustrier-
tenfotos und Ansichtskarten nur schwarzweiB
waren, Die Welt ist bunt, das neue Bild der Erde ein
einziges Farbmagazin. AuBerhalb unserer brillanten
optischen Selbstbedienungsldden ist alles etwas grau-
er. Aber nach der Arbeit, zumal in den Ferien, wer-
den wir dann selbst ganz geovital und legen einen
Farbfilm nach dem andern ein, um dem Leben die
diapositiven Seiten abzugewinnen. Nahezu 90 Pro-
zent aller Kamerabesitzer fotografieren heute farbig.
Um sich von der kolorierenden Mehrheit abzuheben, |
haben die professionellen Fotografen lange Zeit
SchwarzweiB vorgezogen. Henri Cartier-Bresson riet
allen Kollegen, auf Farbfotos zu verzichten: Die |
Farbe gehore zur Malerei, nicht zur Fotografie. |
Einer, der sich nicht daran hielt und trotzdem den
Altmeister der SchwarzweiB-Fotografie als sein Vor-
bild bezeichnet, ist der junge amerikanische Farb-
fotograf William Eggleston. Neben Stephen Shore,
Neal Slavin und anderen zdhlt Eggleston zu jener
zweiten Generation von Farbfotografen, die Ende
der sechziger Jahre begannen, Farbe als Bestandteil
der Dinge, als wesentliches Element einer Situation
neu zu entdecken. Farbe ist fiir diese Fotografen ein
realistisches Prinzip mit irrealen Komponenten. Be- ‘
vorzugt fotografieren sie unscheinbare Motive, All- |
tagssituationen, oft i Amateurmanier. William
Eggleston wurde 1939 als Sohn eines Baumwollfar- ‘
mers in Memphis geboren. Seine Fotos sind Bilder |
aus der amerikanischen Provinz. Ein kahles Hotel-
zimmer, eine gekachelte Dusche: Ridume, die etwas
Steriles, Beklemmendes haben, eher Todeszellen als
Lebensrdume. Die Farben haben keine illusionisti-
sche, verdeckende Tendenz, sondern eine verstarken- |

de, realistische. Der Mann, der da auf einem Bett |
sitzt, ist hier nicht zu Hause. Die Tiir steht offen, der

Tod des Handlungsreisenden ist bereits eingetreten. | f
Als John Szarkowski, Direk- |

tor der Fotoabteilung am

Museum of Modern Art, als

erste  grofle Farbfoto-Aus-

stellung Egglestons Bilder

zeigte und ,,vollkommen*

nannte, rieb sich Hilton Kra-

mer, Kritiker der New York

Times, die Augen: ,Vollkom-

men? Vollkommen banal,

vielleicht, Vollkommen lang-

weilig, mit Sicherheit.” Nichts

aufregender als die Farben

des Banalen,  Pefer Sager |

ZEITmagazin 47

et
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Art: Focus on Photo Shows

g By HILTON KRAMER

™

W ISTORIC break-
& fhroughs are nat,

] p L alas, what they
GBS used to be — at
least in the world of art. Take
the exhibition of photographs
hy William Egﬁ!cs:nn that
opened this week at the Mu-
Feum of Modern Art (through
JAug, 1), We gre Ihvited by
Johd Szirkowskl, directar of
«he départment of photog-
raphy at the museum, tn look
upon this &g a very signifi-
. cant event, To underscore the
_point, the. museum has pre-

d Eﬁ;ﬂd & poshy, hard:cover
ik of 112 pages ($1250,

L 'MLT. Press) to accompany
. the show—a fairly unusual
- procedure for the first solo
'] T uhih#ut: by an artist few
¢people have ever heard gof.
his text for the honk, Mr.

.. Srarkowski throWws all cau-

ticn to the winds and speaks
of Mr, qulcswn‘s pictures as
Vperfect.
Ly Perfect? Perfectly banal,
‘perhaps. Perfectly boring,
“cagtainly- A ect example
“of what, for Mr. Szarkowski
and many like-minded con-
noisseurs tof contemporary

: photography, is now A Ia
E«l:u_ But fhis is not, of

+ course, what Mr. Szarkowski
“means c

ect” He
teans that Mr. Eggleston's
pictures achieye a rare degree
of excellence and originality,
and that—1o put the matter
mildly=—is. methu? ahout
which ppinions will differ.

What does make this show

qunusual, i exactly his-
"toric, is that it is the mu-
“seum’s first major exhibition
‘of photographs in color. The
book, “William Eggleston's
Guide," is_likewise the mu-
\seum's first publication on
tolor photdgraphy, with 48
*plates—more than half the
exhibitibn inted in color.
«Even the text is printed on
paper that‘is the color of a
green bathroom shower in
‘one of Mr.. Eggleston's pic-
tures. »
. _Ag color is now one of the
“Rot” problems in this me-
dium ldng+ domipated by
black and white images, it
would be news indeed if Mr.
' Egglestan's pictures were the
masterpieces they are claimed
to be. In my ofinion, they
are nol.

That bathroom shower is
@n index to the kind of sub-
ject Mr. Epgleston favors.
He likes trucks, cars, tricy-
cles unremarkable suburban
houses and dreary landscapes,
too, and he especially likes
fis famlly and friends, who
may, for all T know, be won-
derful people, but who ap-

#ar in these pictures as

ismal figures inhabiting a
‘ctimmonplace world of little

- visual interest. The localions
are Memphis, where Mr. Eg-
gleston « lives, and Talla-
hatchie County, Mississippi,
‘wherd his family's cotton
farm is,

The use of color, alleged to
lend a special distinction to
these pictures is, to my eye
at least, similarly common-
place. It varies from being ob-
viously pretty (a bright blde
pickup truck seen through the
growth of wisteria in bioom)
to being ohviously austere
(the gray - black - off - white
tones of the interior of a
housahold nven). Mostly it s
posteard bright, in the out-
doar deylight pictures, or
ponderously stmospheric, in
the interior shots.

There is po great formal In
telligence at work in these
pictures, either, Mr, Szarkow-

Vivitar Inc. and the National
Endowment
that has to be seen to be
believed. 1

L]

What a relief it is to turn
from these pictorial banalities
to the work of a genuine
imagination! Clarence John
Laughlin, whose exhibition of
photographs  called “The
Transforming Eye" is now &t

tional Center of
Photography, Fifth Avenue &t
94th Street (through Juna 8),
is not a discovery, of course.
He is one of the great classics
of American photography —

for the Arts—

" debris,
v through " an

accomplishments of our time.
Mr. Laughlin has long bagn
a resident of New Orleans,
and some of the enchantment .
of that - magical city has
{found its way into his pic-
tures. Some of the roma
of Surrealism—especinlly
romance of the unconscions
—has deeply affected Hhis
art, too, ‘The result, whether
i pictyres are /‘straight'"or '
elahorately composed of se_§-
arate, incongruous images §i-

I, perimposed to form a hauaks

Ing evocatitn of an interipr
universe, js.a feast for the
eyn, *" s
New Orleans provides; Mr.
Laughlin’. with_ some of  his
most Dizarre “Straight” ple-
tures, (With cemeterics and’
architectural ormament like
New "Orleans's, “-who needs
embellishments?) Sp do the
decayed and abandoned Lous
isiana plantation houses .ofa
few “decades ago that he

. matie one of hi= photographic

specialties:  These pictiices,
alone would guarantbe .
Laughlfn a place among'
classics# ’ .y
But “his other spebialifr-jh
'whar.,!‘{e calls the “visuhl
fmm"r-l et he mer\rg
op & icular catego
picturé but that T wun]?;
Iy o alt-of his "invented®

beside, a doarway filled wi
pay, peers At Uy’
h ahorate oval
picture frame (“The Ego-Cen-
trics™). We are in a wor
of delierate, devilish sy
balismy in thess pictutes,
their. sheer “vistal power
extraordinary. P
"1 It “sdys " stmeth aho
the force ‘of. Mr, Lllja;uglﬂih_
ination ' that even

“The Shadows Fall,” by Clarence John Laughlin

ski makes much of the fact
that Mr. Egpgleston places
most of his subjects plunk
down in the center of his pic-
tar:al space, or just off cen-
ter, as if this were some Te-

markable esthetic feat, It is.

not.

The truth is, thess pictures
helong to the world of snap-
shot chic—tn the post-Diane
Arbus, antiformalist esthetic
that is now all the rage
among many younger photog-
raphers and that has all hut
derailed Mr. Szarkowski's
taste so far as contemporary
photography is concerned.

To this snapshot style, Mr.
Egpleston has added some
effects borrowed from recent
developments in, of all things,
photorealist painting—a case,
if mot of the hlind leading
the blinds at least of the
banal leading the banal
purely negative reasons
18 a show—made passible, as
they say, by granis from

an artist with an almost
feverish gift for 'invention.
Working within the tradi-
tional limits of the biack-
and-white print, he achieves
an r\;rram'rl-.r1:1r;: \'.i\.la] po-

etry—an art of the fantaslic,

that is one of the special

Bolshoi Theater Gets Lenin Honor

MOSCOW, May 27 (AP)—
The Bolshol Theater, 200
vears old and sparkling with
new trimmings, received the
Order of Lenin yesterday a
top Sovidt honor.

An ornate
huifding in_the

stately

eart of Mos-
| is one of
tes left of Czar-

st days, and now. one of ‘the
omaments of the

I theater
formers. or al-
e “creative col-
{ the Bolshoi, won

1 the

architectiral

Graham when | see his pids
turgg-- that Tooked upon
pictofial specifications of
world we inhabit &s a ki
to an ipward, infinitely al
sorbing universe-of p
implication. '
a9

1Y
i3

Soviet decérations, a st €
names that filled two fu
pages inside the newspaped
Sovetskaya- Kultura. A
Home of some of the great:
hallets and operas of the
classical repertory and somi8
of the classic performers,af
our time; “the Balshoi cofie
tinues to present much
fts prerevolution prografid
augmented by productiofd
i 'ing(.‘omrnumsuchie\x

»id wwr

o

THINK FRESH:
THINK FRESH AIR FUND :;
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PHOTOGRAPHY

Color

ERHAPS no stronger—or more
ludicrous—demenstration of pho-

graphy’s r 1o
painting exists than its recent appr:pri-
ation of Photo-Realist art. The color
snapshots of campers and frozen-cus-
tard stands and tract houses that the
Photo-Realist painters took, blew up,
and painstakingly rendered in ofl or
acrylic are now heing retaken by avant-
garde photographers and—uwithout fur-
ther ado, sometimes still dripping with
the Polaroid fuid—rushed to the avant-
gerde galleries. Official sanction for this
new school of photography came from
the Museum of Modern Art in the
spring of 1976, when John Szarkow-
ski mounted a large show of color pho-
tographs by a young photographer from
Memphis named William Eggleston,
and simultaneously ished in hard

essay, illustrated

cover a long critica
ith forty-cight color plates, entided

William Eig!esm's Guide,” Stephen
Shore, another young photo-Phato-
Realist, received a show at the museum
a few months Jater, and scores of other
photographers of this school have sub-
sequently appeared ar Light, Sonna-
‘bend, Castellr Uptown, and clsewhere.
Color photography, which up to now
had been associated with photography’s
most retrograde applications—advertis-
ing, fashion, Nasional Geographic-type
travel pictures, nature pictures,

LT I e 1

arty ab
of peeling walls and European
traffic signs—suddenly became
the medium's most advanced
form of all,

However, because one of
the unwritten laws of contem-
Py photogiaply s thal no
photographer shall ever pub-
licly admit to any painterly in-
fluence (Carticr-Bresson once
laughingly confided that he
coined the term “photo-jour-
nalism” as a kind of diver-
sionary tactic—a screen behind
which ke could do his painting-
derived work and have no one
bother him), there has been
no acknowledgment anywhere
of Photo-Realism as the pro-
genitor of the new color pho-
wography, In his “Guide” es-
say, Szarkowski himself omis
any embarrasing mention of
Photo-Realism, merely grudg-
ingly citing “madern painting”

ference between them and their prede-
cessors, according to Szarkowski, is that
they have “a more confident, more nat-
ural, and yet more ambitious spirit, work-
ing not as though color were a separate
issue, a problem 1o be solved in isolation
(not thinking of color as photographers
seventy years ago thought of composi-
tion), but rather as though the world
itself existed in color, as though the
blue and the sky were one thing.”
Szarkowski’s conceit takes one back
to the pre-color days, when the chief
diffzrence between the unirained s
shooter and the professional or good
amateur photographer was precisely
that the former took pictures “as though
the world existed in color,” while the
latter knew better, Indeed, the whole
art of black-and-white photography is
the art of previsualizing black-and-
white pictures, plucking them like rare
flowers from an h habl

107

will be dull, flat, chantic, messy, and
undifferentiated when subjected to the
leveliing process of monnchrome print-
ing. Color film provided the snap-
shooter with what he lacked and had
been limping along without, since color
photography is always interesting to
look at, wheress black-and-white is in-
teresting only under special conditions.
Thus, paradoxically, it is black-and-
white photagraphy that demands of the
photographer close attention to the
world in color, while color photography
permits him to forget it. The traditional
separation by color of the serious pho-
tographer from the frivolous snapshoot-
er represents the recognition on both
sides that onc medium is hard and the
other easy—that one requires art and
the other doesn’t.

If colar photography can do without
art, this has not prevented cinematog-
raphers and photographers from at-
tempting art in colar, and, like their
black-and-white predecessors, they have
naturally gone to painting for their

landscape. One rejec:srmas;of‘ what
one secs through the lens, hecause one

models. Films of obvious painterliness,
such as “Elvira Madigan,” “Bonnie
and Clyde,” “Last Tango iu Paris,”

has Jearncd to resist the hlandish

of one’s color vision. (It is surely no ac-
cident that stone and marble fagades,
Caucasian faces and bodies, snow, sand,
and other black-and-white “naturals”
figure very heavily among the master-
pieces of black-and-white photogra-
phy.) One anticipates that the most in-
teresting and beautiful of seen images

W T

PART

as one g many possihl
influcnces on the new color
photographers. The chicf dif-

and “Providence,” come to mind; their
various derivarions from Impressionism,
Expressionism, Surrcalism, and Ab-
stract Expressionism are plainly visible.
Color phatographs by Steichen, Penn,
Hiro, and Brassaj, among others, re-
flect similar painterly influences. But
when Szarkowski epigrammatically ob-
serves of such color pictures, “It is their
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unhappy fate to remind us of some-|+
thing similar but better,” he again has|

things by the wrong handle, since all
art photography—black-and-white as
ineluctably as color—shares this fate, It
is one of the medium’s occupational
hazards; if a photographer wants to
create rather than imitate, he should
get himself a brush,

If, then, photography is the (uppity) .
k id of painti

WE'VE MOVED!
Come see our new store on Madi
Avenue between 57th & 58th Streels
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k mport Ima mar-
:glggg bilf'mson Fi‘glccu tor ihe active
lite, sports a sheared lamb detach-
able collar, Sizes 6 to 16, $190.
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o C.0.0%. Add wx Il applicable and

91.50 for shipping. American Express
and Mostorcharge cards honored,

605 MADISON AVENUE, NYC 10022
{Betwuen 57th and H8th Strects)

g (as journalism

F
and criticism are the poor relations of

poctry and fiction), where does that|.

leave Photo-Realist photography—pho-
tographs based on paintings based on
photographs? Aren't they, at least, ex-
empt from invidious comparison with
their painting sources? No, not even
they. Even here, painting maddeningly
upstages photography—and doce it by
sheer size. The World Trade Center

dimensions of Photo-Realist paintings|

(with a few medium-sized exceptions),
like those of their Abstract Expres-

|sionist and Pop predecessors, are in-

tegral to their structure and signature.
The experience of walking into a gal-
lery and suddenly confronting ene of
these colossal blowups on the wall—
one’s shock, confusion, and indecision
about whether to laugh, sneer, or mar-
vel at this idiotic rendering of Koda-
color banality—is part of the style of
Photo-Realism. (One could character-
ize Photo-Realism as a kind of reverse
Action painting: it lies inert and dor-
mant, waiting to be “acted on” by the
spectator,) The Photo-Realist photog-
vapher, with his puny eight-by-ten or
eleven-by-fourteen prints, commands
no such response. His pictures look in-
significant, dull, even tacky, on the wall,
The Eggleston photographs made a
particularly poor showing in exhihition.
They looked inartistic, unmodern, out
of place in an art museum; an armos-
phere of slouching dejection and tenta-
tiveness hung over them, which the re-
views of the show cruelly confirmed.
The Eggleston book is something else.
The cover picture, which one scarcely
naoticed in the show, comes into its own.
At first, careless glance, one might take
it to be of a motorcycle sleekly poised
for action, about to roar and soar away
from the background of a stolid ranch
louse in whose carport a car is securely
nestled; a second look reveals the puis-
sant michine to be a mere kid’s tricycle.
Lggleston has approached his subject
from below and invested it with pre-
ternatural size, weight, and defiance of
gravity; the picture is an ironic salute
to the power of photographic untruth
as well as an almost tenderly lyrical
porerait of a tricycle. The glossy color

picture is pasted on the revculated dull-1
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black imitation leather of the book cov-
er above a line of stamped-gold leuter-
ing, and, thus framed—with an abstract
interplay between cover and picture—it

* acquires a quality of modern art that
entirely eluded it in the museum, (A
number of subsequent avant-garde col-
or photographers, alive to the problem
of their works’ inartistic, even kitschy,
appearance on the wall, have tried vari-
ous iy I 3 ;J:Il'l G ]
for example, does serial pictures, putting
three slightly diffcrent closeup views of
the same suburban house or stretch of
highway side by side within one frame,
and thereby achicves a pleasing ab-
stract artfulness that the single view
would not have yielded.)

The intimation of Eggleston’s cover
picture that his “Guide” will take us
deep into Photo-Realist country is
confirmed by the first photograph in-
side. (Photo-Realist country—as well
marked as Impressionist country or
Dutch-genre land—is defined by the
presence of recently made structures,

hines, and objects; by people
dressed in clothes of the cheap, syn-
thetic, democratic sort; by the signs
and the leavings of fast food, fast gas,
fast obsol 3 by the inclusion of the
very parts of the landscape that photog-
raphers used to try to climinate, cdg-
ing the bridal couple away from lﬁt
parked cars, angling the lens to exclude
the Laundromat sign encroaching on
the quict tree-lined street. Such props
have become the Cézanne apples, the
Monet poppies, the Cassatt white ST e <
dresses of Photo-Realism.) This initial ; f %
picture, which is like an invocation to : paco rabann
the muse of the genre, shows a neatly iR _anee ™
painted front door on which a small, e
neat wicker basket, filled with blue
plastic flowers, is hanging—a picture
simple almost to the poing of simjle-
mindedness, and as rich and subtle as
a haiku, Onc knows perfectly well
what lies behind that door: the “tra-
ditional” furniture of wood-grained
plastic, the litle ornate bonbon dishes
with scalloped edges, the nl:ln&lchuidcrs on ity
rimmed with more, probably “autum- ‘p’gg‘ - Y ll o qm -
nal,” plastic flowess, the pt'nchiplcnt;d 0J0kie110)! 2/ ’K;? UL ol :
draperies: of shimmering acnylic, the) } o Bl T Ay Y P R L
utter absence of any mess or sign of am’ﬁ iol= Uiﬂ o) ﬁ—' ﬁ" =y Olm‘!
life, or even of any trace of the puzzled _l- I AL i_rgﬁ,a— B..L.r Lk} nL \.Ll: ALY
people who live there, caught between )
the church-picnic past and the post- " Y
Dachau present. A few pages later, we
find the interior itself—a living room
of mortuary immaculateness, contain-

ing a bridge table haid out for the com- J_ b ’
pletion of a wili-hird round Jigsaw aOO sons
puzzle. Farther on, we move into the ;

dining room and partake af a genteclly
wholesome meal from gold-edged china
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set on pale-green patterned placemats:|

—n’E a slice of ham and 2 helping of over-
cooked green beans; various side dishes

GURCION of rolls, butter, baked potato; salad
drenched with “French” dressing; and

Appm&ch. . A glass of iced tea. The rooms are

o st e R

in_different houses, but the house-
hald gods are the same;  similarly,
the “Guide” tours the country around
Memphis but evokes anywhere in
America in the nineteen-scventics,

In his best work, Eggleston seam-
lessly yokes Photo-Realist irony to pho-
tographic i diacy—to the or
never onceness of a gesture, a posre, | §
a quality of the light, the presence of a
shadow}](:;w;uch w‘;-rk s a(p}ilcmic of | § TO GIVE HiM
a stretc ire road near Glendora, | §

Mississippi, taken on a clear, windy FOR CHRISTMAS?
summer day: one of these heart-catch-| ¢ ::' "“_'I“ P‘mﬁ ::“‘;::M“:“ wall
ingly lucid days of blue sky and fase-| bt Mg dor oz
mﬁl\"-}fng :louz of juic}-’: fragrant ;‘s'cn}:rfu! pages of practical, taste-
;9 |greenncss, of shivering tree Jeaves { = :'M"::"' a'::dum.]:n:n;mmsh- :

o m&mr white undcmdc;!-—-lahda}' m:el of ’lp‘e.cill z:ereu o ;:'::

t one says to oneself, like 2§ P38c* ©
Kodacolor mpshn{,‘ but thar, converse- | § Mailed in October 10 all charge cus-
ly, a Kodacolor snapshot never evokes, OMECS...19 YOu upon request,

The evocativeness of his Kodacolor Write to Dept. R.

picture is elicited hy the alien presence

of a dozen Il'hilehyplaslic bordles scat- Q%(%/ﬂoﬂ,
tered along the rond by the breeze, 346 MADISON AVENUE
which has also pushed around a cou- NEW YORK, N.Y. 10017

ple of corrugated-paper cartons. If one
puts one’s hand over the lower part of
the photograph, thus climi ing the
bottles and boxes, one is left with one
of those landscapes of utter dullness
and pointdessness that one is always
being sucked into photographing while
travelling through pretey country; with
the foreground debris, the photograph
acquires a P ian reverberati as
if the adventitious were needed to “ser”
the familiar and universal, were the
broth in which the germ of memory
can breed. We feel that we have been
there, on that day, along that picce of
road, with those clouds and those plas-
tic bottles.

Another remarkable picture—re-
markable in a different way—is of a
lean older woman sitting in the center
of a dilapidated outdoor chaise on a
day ac the end of summer, It is a color

et e

ness of Fall
blended in the subtle shadings of
our hand-woven Harris Tweed

Jackel. From the looms of the picture about color photography, The

Outer Hebrides of Scotland, with woman is sitting on and against cush-
ihe feel of the moors. About $135. ;0 printed with a riotous pattern of
The Gordon Approach to yellow and orange and green flowers;
sport jackets, trousers and suits her dress is another bold floral print,
al the fines specially stores. in magenta, blie, and red; above her
For the store nearest you, write head is a pattern of sun-dappled green
Gordon of Philadelphia, leaves seen through the grid of a white
1290 Avenue of the Americas, latice; and, finally, ac her fect is yet
New York, N.Y. 10019, another pattern, of dead leaves on flag-

stone, In black-and-white, these pat-
1- ED j\/-0 terns—and, % to speak, the womnan,

M R C e [N W R~ RS -y %

OF PHILADELPHIA the chaise, the leaves, the flagstone—

Plle (R oM




e A i ik e d

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

MoMA Exhs. 1133.22

— e ———— i i ——— o ig—

= any

bt Lo Sa T H S 1 750

THE NEW YORKER

would cease to exist. In other mem-
orable pictures, an atmosphere of ro-
mantic melanchaly wafts out of their
commonplace subject matter: a crepus-
cular view of a street in Memphis, in
which telegraph wires and dark trees
hover mournfully over a littered em-
bankment and gutter; a sad view, also
photographed at dusk, of a deserted
swimming pool seen through the mesh
of a fence. A picture of a man sitting on
the edge of his bed in a motel in Hunts- |
ville, Alabama, speaks of every motel
one has ever been in; one can almost
smell the cloying disinfectant, see the
paper band over the toilet seat, feel the
man's nervous loneliness. Among pic-
tures of a more abstract and yet still
firmly realist character, there is one of
a child’s hali-inside-out snow jacket
hanging on the wall over a ecrib
(cropped to show just the edge of the

crib), a peering view of an oven in-
terior, and onc of a green-tiled shower
stall.

Last year, Eggleston travelled up
here from Memphis to appear in a
symposium on color photography at the
International Center of Photography.
He was wearing a beauriful dark suit ||~
(in contrast to the casual dress of the
other panel members), and when it{}
came his turn to speak he was so over-
come by shyness that he was unable to
get out more than a few almost in-
audible, red-faced monosyllables. The
audience and the panel were sympa-
thetic to his plight at firs, but as the
evening wore on, and Eggleston stead-
fastly failed to answer questions, the
gathering turned against him, and peo-
ple begaii to iecdle him. It was as if his
suffering was intentional
was a judgment on the glib vacuity of
the symposium. (Question: What are
you trying to say with your photo-

raphs? Answer: Well, let's put it that
’m a formalist, Let’s put it that I'm
Jooking for forms. Etc., etc.) Epgle-
ston’s alien presence transformed a bor-
ing and banal occasion into a painful
and strange one—ane that sticks in the
mind, and, like Eggleston’s photog?
raphy (like all wue photographyi),

does so because it doesn’t quite add up.
—JaseT MaLcoLm
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OF THE WEEK
[The following item, reprinted in ifs
entirety, ir from the Pale dlto (Calif.)
Times]

Sacrasexto  (AP)—Gov. Edmund
Brown Jr. has approved a $75,000 Cali-
fornin share of the Tahoe Regional
Planning Cummission budget for 1977-
T8—with a string artached,

jordan marsh




