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Eggleston’s

Guide to the South

SHELLEY RICE

A student once told me that
nature is beautiful. Surprised, |
usked her how she knew that. After
stuttering in amazement for a
while, she reached into the bag of
assumptions which we all stash
clandestinely behind our words and
came up with the answer which,
alas, | expected: she’d seen a lot of
pictures of it,

There were:a lot of beautiful peo-
ple at the Museum of Modern Art’s
gala opening of the William
Eggleston show. and a lot of
beautiful clothes. I knew they were
beautiful people because I've read
about them, and | knew they were
beautiful clothes because | follow
Bloomingdale's ads. But there
were also a lot of pictures on the
wall  which  curator  John
Szarkowski, in his introduction to
William Eggleston’s Guide, calls
“perfect”"—and my cultural sus-
pensions of disbelief just won’t ex-
tend that far.

The Museum's press release for
the show, which is comprised of 75
dye transfer prints, calls the artist
“one of the most accomplished
photographers now working in col-
or.”" The Modern has clearly
thrown its weight behind Eg-
gleston: the extensive downstairs
exhibition space, the classy open-
ing. and the concurrent publication
of the M s first graph
on color photography all attest to
this. The question is. why?

The answer. unfortunately. is
too clear. Mr. Szarkowski has a de-
finite predilection for picture
postcard views of the American

landscape. There are quite a few
low horizons, roadside stands,
automobiles and suburban houses
in this show. and William Eg-
gleston photographs these in color.
This makes him different enough
from Lee Friedlander to warrant a
big party, but similar enough to al-
low Mr. Szarkowski to ride the
same trendy wave into a new field.
I'm reminded of Clement Green-
here’s reported painting of a David
Smith sculpture.

Eggleston’s dilution of his own
sensibility with the visual patterns
of a prominent photographic school
creates a too obvious unevenness
in the show. Born in Memphis in
1939, Eggleston grew up on a cot-
ton farm in Tallahatchie County,
Mississippi. The photographs on
view record people and places
from this area. and are thus not
simply social documents of the
South but autobiographical state-
ments as well. The best of his
prints reflect a deeply personal in-
terpretation of the South: composi-
tion and color work logelher lo re-
alize a ic and p ic
vision. So the bland realism of
many of the photographs is annoy-
ing. and often a waste of color film.

Al their best, Eggleston’s prints
are carefully composed images of
living spaces which seem somehow
uninhabitable, impermeable to
their human presences. The
landscape is low and flat. often
strewn with debris or ramshackled
buildings. Suburban houses seem
perched upon this terrain. their
vacuity only accentuated by the
automobiles, bicycles and barbe-
ques which surround them. A

William Eggleston
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green tiled shower stall with gleam-
ing knobs asserts a glaring and i |m-

cuts his face as the white metal
license plate on the seat beside him

penetrable  surface. Jux

almost surrealistically with these
commonplaces of modern life are
the remnants of the old Southern
tradition: the china, the can-
delabras, the lush vegetation. The
soft southern light suffuses this
waste land with a glow which is as
decadent and as incongruous as the
omate chandeliers.

The people who inhabit Eg-
gleston’s prints seem trapped in the
spaces, the cracks left to them
within the tensions of their en-
vironment, The youth from Mis-
sissippi. rigidly seated in the dark
back seat of an automobile, hardly
represents the American dream of
mobility and freedom. Incarcerat-
ed rather than liberated, his head is
tightly framed by the illusory open
space of the thin window. Sunlight

against his leg.

Thc red carpeted hotel room in
Huntsville, Alabama is c¢lean and
orderly. The converging lines of
the walls and ceilings are accen-
tuated by the diagonal thrust of the
bed. which seems to push toward
the jutting sides of an open suitcase
on the far wall. Within this force
field sits a man. glass in hand.
Drained, meditative, he is alien
rather than angry, weary rather
than aware.

Attired in a richly patterned gar-
ment of blue and red. an old
woman rests on a brightly flowered
yel rusting lounge. The flam-
boyance of her accessories cannot
hide the unstable movements of her
aged and skinny body. or revive
the dead leaves falling to the

* ground. Barren vines creep up the

trellis which stands behind her,
blacking any retreat.

Eggleston’s people are almost
always centered within the image.
vel they seem to have no control
over themselves or their surround-
ings. Their roles seem superim-
posed, dictated by the demands of
the society which is the dominant
motif in all of Eggleston’s prints.
Omnipresent. cultural  artifacts
build the superstructure within
which these people exist. | am re-
minded on viewing them of Luigi
Pirandello’s  Siv  Characters in
Search of an Author. After enter-
ing the dark and empty stuge. the
actors are told by their manager
that they represent **a mixing up of
the parts. according to which vou
who act your own part become the
puppet of yourself. ™ »
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wall  which  curator  John
= Szarkowski, in his introduction to
William Eggleston’s Guide. calls
“*perfect”’—and my cultural sus-
pensions of disbelief just won't ex-
tend that far.

The Museum'’s press release for
the show, which is comprised of 75
dye transfer prints, calls the artist
“one of the most accomplished
photographers now working in col-
or.”” The Modern has clearly
thrown its weight behind Eg-
gleston: the extensive downstairs
exhibition space, the classy open-
ing, and the concurrent publication
of the Museum’s first monograph
on color photography all attest 1o
this. The question is, why”

The answer, unfortunately. is
ouf:lear Mr. Szarkowski has a de-
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1939, Eggleston grew up on a cot-
ton farm in Tallahatchie County,
Mississippi. The photographs on
view record people and places
from this area. and are thus not
simply social documents of the
South but autobiographical state-
ments as well. The best of his
prints reflect a deeply personal in-
terpretation of the South: composi-
tion and color work together to re-
alize a romantic and pessimistic
vision. So the bland realism of
many of the photographs is annoy-
ing. and often a waste of color film.

At their best, Eggleston’s prints
are carefully composed images of
living spaces which seem somehow

uninhabitable, impermeable to
their human presences. The
landscape is low and flat, often
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green tiled shower stall with gleam-
ing knobs asserts a glaring and im-
penetrable  surface. - Juxtaposed
almost surrealistically with these
commonplaces of modern lifg are
the remnants of the old Southern
tradition: the china, the can-
delabras, the lush vegetation. The
soft southern light suffuses this
waste land with a glow which is as
decadent and as incongruous as the
ornate chandeliers.

The people who inhabit Eg-
gleston’s prints seem trapped in the
spaces. the cracks left to ‘them
within the tensions of their ‘en-
vironment. The vouth from Mis-
sissippi, rigidly seated in the dark
back seat of an automobile, hardly
represents the American dream of
mohility and freedom. Incarcerat-
¢d rather than liberated, his head is
tightly framed by the illusory open
space of the thin window. Sunlight

cuts ‘his face as_the white metal
license plate on the seat beside him
presses against his leg.

The red carpeted hatel room in
Huntsyille, ‘Alabama is clean and
orderly. The converging lines of
the walls and ceilings are accen-
tuated by the diagonal thryst ofthe
bed, which seems to push toward
thejutting sides of an open Suitcase
on the far wall.-Within this force
field sits a man, glass in hand.
Drained, medutative, he is alien
rather than angry ~weary rather
than aware.

Attired in a richly patterned gar-
ment of blue and red. an old
woman rests on a brightly flowered
yel rusting lounge. The flam-
boyance of her accessories cannot
hide the unstable movements of her
aged and skinny body. or revive

the dead leaves falling 1o the

* ground. Barren vines creep up the

treliis which stands behipd her,
blocking any retreat.

Eggleston’s people are- almost
always centered within the image.
yet they seem to have oo control
over themselves or their surround-
ings.  Their: roles seem superim-
posed, dictated by the demands of
the society which is the dominant
motif in all of Egeleston’s prints
Omnipresent, cultural artifacts
build the superstructure . within =
which these people exist. I am re-
minded on viewing thet of Luigi ~*
Pirandello’s  Six  Characfers in =
Search of an Authar. After enter-
ing the dark and empty stage. the
actors are told by their manager
that they represent “a mixing up of
the parts. according to which you
who act your own part hecome the
puppet of vourself. ™ L
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Photography/Sean Callahan

MOMA LOWERS
THE COLOR BAR

e, Sza'rkowski’s show of Eggleston’s work is sure to spur buyers
to consider color photographs as items of

collectible merit...”

On several occasions over the past
few years, John Szarkowski, director
of the Museum of Modern Art’s pho-
tography department, has let it slip in
casual conversation that William Eg-
gleston, a 37-year-old photographer
from Memphis, has “invented” color
photography! And when Szarkowski
speaks, everybody listens.

Actually, everybody takes Szarkow-
ski too seriously these days. But be-
cause of his position as head of the
most ambitious photography program
of any museum in the world, and be-
cause of his unusual intelligence and
discernment, a Szarkowski show en-
dows a photographer with a weighty,
if not oppressive, imprimatur.

To be sure, with a MOMA show
there comes a shot at financial success
—and that will undoubtedly come to
Eggleston, whose color photographs are
now on view at the museum (through
8/1). But the monetary repercussions
of the show are sure to reach far be-
yond Eggleston. The very fact that
Szarkowski is exhibiting color photo-
graphs will spur dealers, collectors,
curators, and photographers to recon-
sider color photography as a medium
of salable and collectible merit.

Until now, color photography has
largely been considered a commercial
medium, best suited for advertising
and publishing. The theory is that com-
merce pushes the photographer into an
exaggerated approach to color in order
to sell a product or idea, The photog-
rapher tends to become an illustrator,
so that those who are successful in the
commercial milieu are seldom taken
seriously as artists. At MOMA, Ernst
Haas managed to break the color bar-
rier with the museum's first one-man
color show, but that was fourteen years
ago. Since then Haas has produced a
tremendous body of impressive work,
while others, such as Art Kane, Jay
Maisel, Hiro, and Pete Turner have
created images of major import. Yet
none has been offered a show by a lead-
ing museum or gallery in New York.

But even if color photographers can
Eggleston's eye: In his photographs of peo-
ple and places in Mississippi (left), William
Eggleston combines casual snapshot ef-
feets with subtly controlled ranges in color,

get past this snobbism in the photo-art
world, there are other objections they
must contend with. The most troubling
is the impermanence of the dye-transfer
print (the favored process for reproduc-
ing a color image). All dyes, in time.
will fade—a negative sales point, for
sure. No collector or dealer wants to
lose out on an investment. Of course, a
replacement can be made from the pho-
tographer’s permanent separations. In
fact, Ken Lieberman of Berkey K + L
labs, which printed some of the Eggle-
ston show, offers a 50-year guarantee to
replace free any dye transfer his labs
produce. Which is fine, but—the artist
may not be around 50 years hence to
supervise the new print. And that
brings us to another problem.

Color photography is a delicate pro-
cess in which the chemistry operates
somewhat independently, creating its
own effects, while allowing wide lati-
tude in the interpretation of what the
“true” color was when the image was
made. Subtle but definable differences
occur in different brands of color film
and even in the same kind of materials
produced at different times in the same
plant. Photographers constantly have to
compensate for these differences when
they are printing their work. A further
complication is that the human eye
never sees exactly what the film sees,
because the “mind’s eye” alters the im-
age in the direction of what is psycho-
logically more pleasing. The photog-
rapher manipulates the printing of the
dye transfer to correspond to the image
in his mind’s eye. In short, in color
photography, “true"” color is what the
photographer decides it should be.

Technical problems aside, do Eggle-
ston's photographs deserve Szarkow-
ski's formidable accolade?

Most of Eggleston's pictures have
been made around Memphis or in the
Yazoo basin, where his family has a cot-
ton farm. Life there is simple and un-
adorned, just as in Eggleston’s photo-
graphs. The seemingly casual execu-
tion of the photos and their mun-
dane subject matter give them the su-
perficial look of snapshots. This offends
critics who still bow to the Edward
Weston ideal, with ¥s rules about pre-
visualization of subject matier and the

sacred ritual of home-printing. The
snapshot aesthetic does tend to look
like child's play—all those tilted hori-
zons, headless bodies, grainy prints. In
addition, the snapshot artist appears to
document the world like a news pho-
tographer, but what he documents looks
uneventful and commonplace. Such
images, however, may characterize our
times more accurately than the momen-
tous news shots or the carefully com-
posed pictures of traditional photog-
raphy, The work of the new documen-
tarians may someday be regarded as a
summation of life during the sixties
and seventies, just as Walker Evans’s
photographs symbolize the thirties.

Unlike some of his peers, Eggleston
doesn't display a strong social con-
science. What makes his photographs of
nonevents especially meaningful is his
use of color to convey the “feel” of a
particular place. He emphasizes hues
that soak the scene or resonate in a
critical way, virtually creating effects of
sound, silence, smell, temperature, pres-
sure—sensations that black-and-white
photography has yet to evoke.

In short, Eggleston is an important
young artist. But the event of his exhi-
bition (financed largely by Vivitar,
Inc.) is apt to overshadow his achieve-
ment. Inevitably it raises questions as
to why him and why now. There are
other young photographers who are
better known for their serious efforts
in color, such as Stephen Shore, Neal
Slavin, and the daringly innovative
Syl Labrot, But Eggleston belongs to
the personal-documentary school, a
style Szarkowski particularly favors.
And since one of the pleasures of cura-
torship is discovering fresh talent, it is
understandable that he would want to
unveil the work of a man whom he first
spotted in 1969—"a terrific artist who
had really learned to see in color,”

Actually, Eggleston isn't doing any-
thing dramatic with color. His talent is
in not overdoing it. In bringing the
snapshot aesthetic into the world of
color, he has enriched that fragile genre
with a subtle interweave of content
and hue. It is a masterful achievement
that lifts his art well beyond the works
that have been summarily dismissed as
“snapshot chie.” [

JUNE 28, 1976/NEW YORK 5
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NEWS AND NOTES, cont.

MOMA shows color photos for first time:
William Eggleston, May 24 to August 1
at The Museum of Modern Art, N.Y.C. Re-

viewing this show in the N.Y. Times on
May 28, Hilton Kramer differed with John
Szarkowskl (director of MOMA's Photo-
graphy Dept.) who calls Eggleston's pic—
tures "perfect". Kramer called them
"perfectly banal . . . perfectly boring'.
In the lavish hard cover 4 color book
accompanying the show Szarkowski applauds
Eggleston's habit of placing most of his
subjects (trucks, tricycles, relatives)
in the dead center of the photo as an
esthetic feat. Kramer, au contraire,
sees these pictures as "snapshot chic'
and "post-Diane Arbus'". The picture loc-
cations are Southern--Memphis and Miss-
issippi cotton country.

In the same review Hilton Kramer discus-—
sed another show: Clarence John Laughlin,
"The Transforming Eye/" at the Interna-

tional Center of Photography. Laughlin,
another Southern nhotogranher has a rot-
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NEWS AND NOTES, cont,

MOMA shows color photos for first time:

William Eggleston, May 24 to August 1

at The Museum of Modern Art, N.Y.C. Re-
viewing this show in the N.Y, Times on
May 28, Hilton Kramer differed with John
Szarkowski (director of MOMA's Photo-
graphy Dept.) who calls Eggleston's pic-
tures "perfect". Kramer called them
"perfectly banal . . . perfectly boring'.
In the lavish hard cover 4 color book
accompanying the show Szarkowski applauds
Eggleston's habit of placing most of his
subjects (trucks, tricycles, relatives)
in the dead center of the photo as an
esthetic feat. Kramer, au contraire,
sees these pictures as "snapshot chic'
and "post-Diane Arbus". The picture loc-
cations are Southern--Memphis and Miss-
issippi cotton country.

In the same review Hilton Kramer discus-
sed another show: Clarence John Laughlin,
"The Transforming Eye;" at the Interna-
tional Center of Photography. Laughlin,
another Southern photographer has a tot-
ally different vision from Eggleston's.
Intellectually he inhabits a different
South. Kramer praises these black and
white prints, both the "straight" ones
of bizarre New Orleans architecture and
haunted ruins in the Louisiana country-
side, and the "invented" pictures which
superimpose surrealistic images to make Well, whom do you agree with--Starkowski
what Kramer calls "a deliberate, devil- or Kramer? Let's hear it from the reader.
ish symbolism" with extraordinary sheer

visual power. Helen Faye

to the Editor

@lelliam Eggleston, from his MOMA show.

STAMP -STORY SEQUEL

Just received a packet of goodies from
you-all. Did you know that one of your
members (namely me!) did the picture re-
search for the stamps circled on this
Xerox? There were 8 in the series—-
came out in June 1974. How appropriate
i for you to use them on a letter to me!
- > v dsnversal L nsin
lra?:l;:l:wuh ] e \ ili;.r..l)i‘ao{ga . Cheers,
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Marily Zipes
London, England
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JOHN ALBOK: PHOTOGRAPHER,
TAILOR, PATRIOT

Part | by Mary Anne O'Boyle Leary

John Albok has a tailoring shop at 96th
Street and Madison Avenue; it is also a
studio, darkroom, and photographic arch-
ives. Since the 1920s Albok has walked
the streets of New York photographing
people, animals, buildings, and parks.

Born in Munkacs, Hungary in 1894, Albok
emigrated to the United States in 1921.
As a boy, he wanted to become an artist,
but, as the oldest of twelve children,
his father apprenticed him in the family
tailoring business. When he was twelve,
the boy found an outlet for his artistic
talents. A friend gave him an Eastman
Kodak box camera and he began taking pic-
tures and developing them after hours.
As he grew older, his enthusiasm for cam-
eras deepend. Wherever he went, he took
a camera. In war-ravaged Europe he be-
gan to realize the documentary potential
of the camera and its power to influence
public opinion. He believed photography
ery and
:3?%:r;::k::oﬁzgpiﬁezoazgetii: i{ could John Albok outside his shop. (Photo by
also 1ift their spirits by showing the Raimondo Borea)
natural beauty of the world.

In 1921 Albok left Hungary bound for New
York with all his worldly possessions,
including a 5 x 7 wooden camera with a

Goetlitz 4.5 lens. During the journey
he became ill and was forced to spend trip for posterity he made $24. Once

what little money he had to pay the ship's again Manhattan was purchased for that
doctor. He faced the prospect of landing princely sum,

literally penniless in America. His cam-
era came to the rescue! By persuading
some fellow passengers to record their

Continued-
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Partll b Ilis Borea
ASPP NEWSLETTER VOL. VIil, No. 111 VEN
’ ) In this year of red, white, and bl
Editor: Helen F 4 - . ¥
: aye supermarket displ =
Aesoc 5 s P splays, to meet with gen
iate Editors: gyr§l§chachne, uine patriotism—-unsentimental and ra-
RE{m 12 Bgrea ther political--comes as a real surprise.
. ondo Borea The zeal of the emigré enli
Ad . 5 gre enlivens the small
vertising Manager: Ben Mlggﬂliki shop on Madison Avenue .where John Albok
phone 683-4025 does his inimitable tailoring and where
he keeps his world-famous collection of
photographs. This courtly gentleman is
Relrfnnrea equally proud of both, though one would
fouzd Eork ai: 22:i:2:1;; :e:aigoz’piib°k hardly guess that the tiny old store with
i it
sperous business that allowed him to pur- ca: igii::ﬁe Y::dow Eariﬁn ind s caiico
sue his avocation. He acquired a Zeiss ossibly h %g =P ho i
Ikon camera, an Eastman Reflex and a Rol- R ¥ H03C 85 RUCIRdenteaRs
leiflex with a 3.8 lens, which he prefers
. Af
When the Depression struck, he was amazed 1nt§;e3§;;328 :Eb:isataiioiiggh:::i?:ss
that conditions in the United States could imtace "stor’-t 11 "ppg nh i
bﬁ as bad--and in some instances worse-- peogle i ﬁmgrisa erAtocaip: H:gg:z:an
& B
an those he had experienced in Europe. festivals, and parades At i there
With his camera he began to record the with both still and movie ca a
effects of the economic upheaval on the disc recorder. Moreover ;hZE;:ia;: 3
f;ces of the people and in the streets Tribune then had photo céntE;EEj_Ef_hhich
of his adopted city. A great admirer he was a regular winner. In the process
gf Franklin D. Roosevelt, Albok tried of covering Hungarian rent and A
to show how things were when the Great searching for contest pictures he began
President began pulling this nation out to document life in the United Stat : f
of the terrible Depression...and the ol
change in the economic scene four, five,
seven years later." These are Albok's
most compelling photographs.

Continued-~

Albok's documentation is subtle; he does
not preach. He uses gentle lighting, a
controlled focus, yet his subjects are
well defined. The depth of field is
shallow. His background is not forgot—
ten but kept where it belongs. He cat-
ches his subjects unaware in relaxed and
natural attitudes. Even when his sub-
jects are posed, he captures the right
moment, the exact expression revealing
personality and spiritual quality. He
uncovers innate dignity in the most
wretched human situations.

New Yorkers should know John Albok bet-

ter. What Walker Evans and Dorothea
Lange did for rural America, Albok has
done for New York. He has shown that
beauty and dignity can exist amidst con-
crete and steel.

John Albok's romantic New York.
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A Bicentennial-looking parade taken, however, at the 1939 WHew York World's Fair

by John Albok.

those times—-the early 1930s to 1945.
Despite the awful sights he captured on
film, Albok feels very strongly that
those years, when Roosevelt led the
country from disaster, were a time of
friendship and brotherhood. Also, life
offered cultural opportunities not avail-
able today.

After the President died, Albok ceased
to photograph the social scene. "No
more history. This is not the history

I like to see." Now it is nature--" the
most beautiful thing'--particularly Cen-
tral Park that he studies.

Mr. Albok's photographs have not lain
hidden behind the coats and suits all
these years. In 1938 he had his first
exhibit, about fifty-five pictures at
the Museum of the City of New York.

Eleanor Roosevelt wrote an article about
it and later he photographed her at the
World's Fair where she spoke at an ILGWU
convention. As a result of this friend-
ship his pictures later hung at Hyde Park
for three years.

He once showed Steichen some 150 photos
of the working classes during the Depres-
seion, but the museum director selected
only one because, Albok feels, he did
not like the subject. In 1966, at a
show in the Coliseum CBS showed Albok
photographs right beside Steichen photo-
graphs. It was in front of Albok that
the crowd gathered. Imn 1974 Prologue,
the Journal of the National Archives,
published a beautifully reproduced port-
folio of his work. Most recently the
cultural attaché of a Scandinavian coun-
try made a documentary on Albok that he

Continued-
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hopes to place with public television.
And his scrapbooks bulge with prizes and
write-ups by Deschin and others.

Now Hungary has invited him to show his
work at a great exhibition this summer
in Budapest to celebrate the 1000th an-
niversary of St. Stephen, Hungary's first
king. Albok selected 400 pictures of
from 10 to 15 thousand stills in his
shop and printed, captioned, and sent
them to Budapest. A show of his films
will be presented there on the Fourth
of July. The show will be a celebration
of the United States and the people who
came here to work and become citizens.

The combination of our Bicentennial, the
Hungarian millenial, and the exhibition,
proved irresistible and Albok is plan-
ning to go to Hungary in August, his first
visit since 1921.

TAURUS PHOTOS

118 East 28th St.

New York, N.Y. 10016

Phone: 212 683-4025

Stock Photography
Ben says to say

HAVE A NICE SUMMER

NEWS AND NOTES

ICP ADDS AMELIA EHRENREICH TO BOARD OF
TRUSTEES. Mrs. Amelia Ehrenreich (wi-
dow of Joseph Ehrenreich, the original
distributor of Nikon cameras in the U.
S.) has been elected to the 33 member
Board of Trustees of the International
Center of Photography. She is the first
woman on the ICP Board. In February,

at the ICP fund raising dinner,

Mrs. Ehrenreigh presented Cornell

Capa with a check for $10,000 to esta-—
blish a scholarship fund in the name of
her late husband. ICP now has 1500
charter members and offers 20 lectures
and 40 workshops in its educational pro-
gram.

WHY PHOTOS "AS ART" ARE SO EXPENSIVE:
the Spring 1976 issue of 35 mm Photo-
graphy (New York, Ziff-Davis, 120 pgs.,
$1.95) has a 24 page article containing
interviews with 30 people who have ideas
on the subject. Since art galleries
have taken on the works of famous pho-
tographers to sell, prices for origin-
als have climbed into the stratosphere
formerly occupied only by paintings,
drawings and other "fine" art. Already
existing photo galleries are feeling
the competition with the art dealers,
and established photographers are torn
between loyalty to their old gallery
friends and temptation from the art gal-
ery owners. Among the contributors to
the 35mm issue on the subject are Lee
D. Witkin, photo gallery owmer, and
Harry Lunn, dealer with Marlborough
Gallery.

A new national publication called Photo-
graph will bring out its second issue
this September. Photograph aims to pre-
sent serious critical writing for the
photographic community. Reviews of
books and exhibits, dialogues, profiles
of photographers, reports on photographc
collections, education and events are
promised. It is to be published 10
times a year at $.75 a copy and is ed-
ited by Will Faller. We will review
this new publication more fully after
we see the Sept. issue.
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NEWS AND NOTES, cont.

MOMA shows color photos for first time:
William Eggleston, May 24 to August 1
at The Museum of Modern Art, N.Y.C. Re-

viewing this show in the N.Y. Times on
May 28, Hilton Kramer differed with John
Szarkowski (director of MOMA's Photo-
graphy Dept.) who calls Eggleston's pic-
Fures "perfect". Kramer called them
'perfectly banal . . . perfectly boring".
In the lavish hard cover 4 color book
dccompanying the show Szarkowski applauds
Eggleston's habit of placing most of his
subjects (trucks, tricycles, relatives)
in the dead center of the photo as an
esthetic feat. Kramer, au contraire,
sees these pictures as "snapshot chic'
and "post-Diane Arbus". The picture loc-
cations are Southern--Memphis and Miss-
issippi cotton country.

In the same review Hilton Kramer discus-

sed another show: Clarence John Laughlin,

"The Transforming Eye," at the Interna-

tional Center of Photography. Laughlin,

another Southern photographer has a tot-

ally different vision from Eggleston's.

Intellectually he inhabits a different .

South. Kramer praises these black and

white prints, both the "straight" ones ®©William Eggleston, from his MOMA show.
of bizarre New Orleans architecture and

haunted ruins in the Louisiana country-

side, and the "invented" pictures which

superimpose surrealistic images to make Well, whom do you agree with--Starkowski
what Kramer calls "a deliberate, devil- or Kramer? Let's hear it from the reader.
ish symbolism" with extraordinary sheer

visual power. Helen Faye

Qae-rs to the Editor

STAMP STORY SEQUEL

Just received a packet of goodies from
you-all. Did you know that one of your
members (namely me!) did the picture re-
search for the stamps circled on this
Xerox? There were 8 in the series—-
came out in June 1974. How appropriate
for you to use them on a letter to me!

Letters _— : = e Cheers,

ey

10c LS

mingle souls . L e Ay Qe Marily Zipes

London, England




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.,

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY

MoMA Exhs,

nN33;: 26

LETTERS, CONTINUED

68,000 LANTERN SLIDES DISCOVERED

I enclose an article from the Brooklyn
Kings Courier for April 5, 1976 concern-
ing a recent discovery of a collection
of lantern slides. The collection con-
sists of not only the original glass
slides, but also scenarios and descrip-
tions of the slides and, in some cases,
the accompanying lantern lectures so
Popular during the latter part of the
nineteenth and early twentieth centuries
in American homes, businesses, and edu-
cational institutions.

The slides date from as early as 1870
and cover at least fifty years of lan-
tern slide history and serve as valuable
documents of this period of American his-
tory as well.

PHOTOGRAPHY FOR INDUSTRY

WHAT ON EARTH are you looking for
in the
UNITED STATES EUROPE ASIA ?
From the air ? On the ground?

50 States/ 20 Countries/ 200 Cities

People at home, work and play; most
basic industries from raw material
to finished products;Transportation:
land, water, rail and air; Pollution :
conservation, reclaimation, industri-
al R&D, Communications, Aerospace,
Aviation, Lumbering, Agriculture &
food production, distribution, housing.,

When you have special problems call-
ing for many related photographs, we
can produce new pictures at costs
offsetting the time spent hunting for
photographs that often do not exist,

CALL US: We've been at it for 30 yrs.

PFI Photography for Industry
850 Seventh Avenue, New York, N.Y. 10019
212-PLaza 7-9255 Cable: Photoindus

CHARLES E. ROTKIN

It is a great treasure and provides ex-
cellent visual material relating to a
broad range of subjects including the
Chicago fire, San Francisco earthquake,
Mormons, Suffragettes, American and Euro-
pean views, religious and morality tales,
flora, fauna and popular book illustra-
tion.

Mr. Hamilton, who is involved in the cat-
aloguing, has also unearthed two illum—
inated projectors of the type used to
project the lantern slides and he thus
can achieve the effect of an old magic
lantern show. He hopes to catalogue and
file all 68,000 slides with the help of
volunteers in the next year or so in or-
der that the collection be accessible

to the public. He welcomes interested
visitors and, although at the moment the
collection may not be completely acces-
sible without personal visits, he has
plans to make it available through pub-
lishers, agencies and museums and, by
means of actual lantern shows, to schools,
homes for the elderly and other non-prof-
it institutions.

I am sure that this collection will be
of interest to all members of the ASPP
and its discovery may mark the revival
of a fascinating phenomenon in the hig-
tory of the American social scene which
heralded the 20th century era of ever-
increasing visual consciousness through
the communications media.

Most sincerely,

Margaret 0. Mathews
Picture Researcher
New York, New York

Excerpted from Kings Courier article:

After 50 years in a Flatbush attic, this
treasure trove is being sorted, identi-
fied, and restored by James Hamilton who
welcomes volunteers to help him (phone
858-6133). He can offer only free lunch
and refreshments to volunteers who are
willing to work at the Strathelyde
Collaborative, his name for the project.
Work on the glass slides is done in a
loft on Montague Street, Brooklyn.

HF
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LETTERS, continued

MICROPHOTOGRAPHY vs. PHOTOMICROGRAPHY
and A COPYRIGHT CLARIFICATION

The abstracts of the recently conducted
seminars are splendidly done and, for
those of use who were unable to attend,
an excellent service to members of ASPP,
My compliments to "Olivia Buehl/PB" for
compressing what must of been an endless
amount of information into a concise,
readable report.

I have one correction, and one comment ,
to add:

"...micro-photography with its back-break-
ing hours over a microscope,..."

MICROPHOTOGRAPHY is the making of very

small photographs, such as microfilming
documents for archival storage. Photo-
graphy through the microscope is "PHOTO-

MICROGRAPHY," the resulting photos are
"PHOTOMICROGRAPHS," and specialists in
this field are '"PHOTOMICROGRAPHERS."

Copyright: It is my understanding that,
according to copyright law, it is the
responsibility of the copyright owner
(photographer and/or agency) to request
and maintain the legal copyright notice
whenever a copyrighted photo appears in
print. This is more than a credit line
and, when not initially requested by the
copyright owner--and properly appearing
for EVERY subsequent appearance in print
--the photo can possibly go into public
domain and copyright ownership is lost.

Cordially,
Carroll H. Weiss, RBP

Camera M.D. Studios, Inc.

New York, New York

U

i The complete file of
COLOR TRANSPARENCIES.

60 East 42nd Street,
New York, N.Y. 10017

® Great Photographers
® Professional Research

® Experience - Integrity - Service

SHOSTAL ASSOCIATES

687-0696

“Established 1940"

IIl-----------llIll--l---IIlIIl---lII
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PAUL STRAND DIES AT 85

Paul Strand, one of America's most ori-
ginal photographers, died on March 305
1976 at his home in France. Ranking
with such 20th century photographers as
Steichen, Steiglitz, Adams and Cartier-
Bresson, Paul Strand is remembered best
for his still photographs of social re-
alism and for his documentary films, no-
tably "The Plow That Broke the Plains'
and "The Wave."

Modes of seeing that are commonplace to
photograhers today were innovated by
Strand when he broke away from romantic
soft-focus photography early in his ca-
reer and started documenting the arti-
facts, the faces, the lives of ordinary
people. He was always a photographer
engagéz wishing to use his camera for
the eradication of human misery.

Strand studied photography with Lewis

W. Hine while still a high school stu-
dent (around 1906 at Ethical Culture
School). We may assume that some of
Hine's social consciousness was passed
along to Strand. His first serious work
was among the earliest candid photo-
graphy in the history of the medium and
he remained a "straight" photogrpaher
without recourse to processing tricks

THE PICTURE NEWSPAPER

Beginning last summer you may have spot-—
ted on the newstands around Manhattan

a curious periodical called The Picture
Newspaper which is actually a new tab-
loid completely devoid of written copy,
devoted exclusively to photography and
the graphic arts--but in a cheap, dis-
posable newspaper format. Printed half
in color, whose separations resemble the
eerie tints of T.V., the paper was con-
ceived by Steve Lawrence, who in 1969-
70 published a forerunner of the present
paper in 11 issues in black and white
only. With the present series, finan-
cial setbacks having been the chief rea-
son for numerous delays since then, Law-
rence is finally realizing his dream of
printing a New York Times-sized period-
ical of photography.

or manipulation. Unbelievably, he al-
ways worked with view cameras, either

an 8 x 10 Deardorf or a 5 x 7 Graflex.
He never used a 35mm camera nor did he
work in color.

In order to earn a living he became a
cinematographer and was an early news-—
reel photographer for Pathe and Fox.

In 1935 he made the film "The Wave" for
the Mexican government. This document-
ary showed the lives of striking fisher-
man in Vera Cruz and was one of the ear-
liest films to be shot without profes-
sional actors. He was one of three pho-
tographers who shot the documentary "The
Plow That Broke the Plains" which was
directed by Pare Lorenz and produced for
the U.S. Federal Resettlement Admn. in
1936. Both of these films were extreme-
ly successful and were widely shown here
and in Europe.

Many of Stand's pioneer documentary films
arein the MOMA film collection, and the
Modern has exhibited his still pictures
in one-man shows. The Metropolitan and
other museums have also exhibited Strand,
and last year his pictures sold as fine
art for as high as $32,000 each for those
printed on platinum paper, and $3000 for
prints made on silver paper.

As it is TPN spans the complete spectrum
of graphic and photographic arts, enlist-
ing the contributions of diverse sources.
Among these are work by Christian Piper,
who designed the poster for the Rolling
Stones' last U.S. tour and present Euro-
pean tour; Fashion Institute's own Anton-
io, including his fashion drawings and
numerous pop art photographic series
(snapshots of breathy, lipsticked models
in sudsy tubs); the dazzling hand-tinted
photographs of Richard Schafer whose
outrageous, theatrical, deco photo-essays
of 50s kitsch have won him the highest
award for achievement in magazine il-
lustration in Viva & Playboy and was re-
cently paid tribute in the French photo-
magazine Zoom. But TPN also boasts por-
traits from Richard Avedon's last Man-

Continued- 8
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THE PICTURE NEWSPAPER, continued

hattan exhibit, the ICP (photos from two
young San Francisco photographers shown
at the Center last Fall), photo-classics
by Man Ray, Milton Green, pictures of
Ann Margaret as a child performer,

Peter Beard (featuring pictures from his
new book about the senseless starvation
of 12,000 elephants on a game reserve in
Africa from Beard's forthcoming HBJ book
Nor Dread Nor Hope Attend), and even
single, blown-up frames from the motion
picture The Wizard of 0z.

When asked what persuaded him to switch
from being a buyer for a department store
to producing T.V. commercials to merchan-
dizing for TPN, Victor Kaminoff, business
manager for the magazine, says that as
he worked with movie film in commercials
it was just natural that he eventually
got interested in single frames, blown
up, and in this case, almost life-size.

Eventually TPN hopes to work up to being
a monthly and perhaps with its ever-soar-
ing 3000 subscriptions, it will achieve

its goal. It is currently one of the best

buys for $1.00 around. As it now stands,
it is one of the most refreshing, enter-
taining photo-publications to burst upon
the New York scene from the ranks of con-
cept art, Madison Avenue and photography

as art form.
Grigoris

Daskalogrigorakis

Victor Kaminoff at left, with staff mem-—
bers of The Picture Newspaper,

Photo by Seth Goldstein

GOOD NEWS: ANOTHER PICTURE SOURCE BOOK

The Library of Congress has documented
Washington's picture collections in the
newly published Pictorial Resources in
the Washington, D.C. Area, compiled by
Shirley L. Green with the Assistance of
Diane Hamilton.

The Nation's capital is rich in picture
resources because so many headquarters
of national organizations as well as go-
vernment agencies are concentrated here.
But these collections have been largely
inaccessible because their availability
and content have not been known. Now
this long-needed sourcebook has arrived.
Three cheers!

The directory is arranged in three sec-
tions, listing the collections of go-

vernment, international, and private or-
ganizations; the government section is
further subdivided into agencies and un-
its of agencies. The diverse nature of
the collections has required a certain
flexibility in the individual descrip-
tions. Most entries, however, include
most or all of the following: hour av-
ailable, source, subjects and scope of
collections, restrictions on use and du-
plication, existence of finding aids,
and special notes. The book is heavily
illustrated.

Pictorial Resources is available by mail
from the Information Office, Library of
Congress, Washington, D.C. 20540, or in
person from the Library's Information
Counter, for $5,75. Payment must accom-
pany all mail orders.
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MANY ASPP MEMBERS WORKING TO SAVE
NYPL PICTURE COLLECTION

In addition or our members who actually
work at the Picture Collection, many
other ASPPers are involved in trying to
raise funds to save this invaluable pic-
ture resource. Alice Lundoff who is on
the Committee for the picture Collection
has sent us the following plea for funds.
Lynda Gordon and Raimondo Borea are am—
ong those who donated photographs for
the auction held at Altmans. Every one
of us should do something NOW to aid this
cause.

The Opening of the benefit sale at Alt-
man's for the NYPL Picture Collection.
{Photo @Lynda Gordon)

From Alice Lundoff:

We are asking all potential and current
users of this Collection, as well as all
of those who are interested in preserving
one of the truly unique aspects of our
Library system to help us. (Funds sent
to Friends of the Library and other
groups are general in scope and are
spread throughout the entire system and do
not necessarily benefit the Picture Col-
lection per se.)

Checks may be made payable to: COMMITTEE
FOR THE PICTURE COLLECTION and sent to
Room 73, the New York Public Library,
42nd Street & Fifth Ave., New York, N.Y.
10018

Please check one:

/[ $10 Friend / / $25 Sponsor

(Includes a

copy of the Picture Collection Check-
list when available.)

Larger donations will be greatly appre-
ciated. Thank you for your help.

NAME: (Please print)

ADDRESS: (Home or Business)

TELEPHONE NO. :

PROFESSION

I can volunteer to

L to R: Kenneth Charbonneau, Art Dir-
ector; Lenore Cowan, Curator of NYPL
Picture Collection; Milton Duke, Chair-
person of Committee for the Picture Coll.:
Lila Levant, Committee member, (Photo

® Lynda Gordon)
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@ljis pane donated
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Woodfin Camp
and Associntes
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BOOKS. ... .. Phyllis Borea

Art Director's Index To Photogpra hers,
No. 4 presents the work of 177 inter-
national photographers with 300 pages
containing 440 color plates and 100
BW. Beautifully printed, it is a book
to enjoy as well as to use as a refer-
eénce to the photographers and agents
Tepresented from all over the world.
Available from the Art Directors Club
of New York. $35.00 plus tax

Creative Camera International Year Book
1976 edited by Colin Osman and Peter
Turner; Coo Press, London; $20. The
second year book produced by the maga-
zine Creative Camera is a handsome col-
lection of 200 finely printed photo-
graphs by Manuel Alvarez Bravo, Lewis
Hine, Kurt Hutton, Lisette Model, Ansel
Adams, and many exciting newcomers. Es-
says include one on restoring daguerre-
otypes. Distributor for the Yearbook is
‘Light Impressions Gallery, 8 South Wash-
ington St., Rochester, N.Y. 14614.

Lucas Samaras: Photo-transformations

edited by Constance W. Glenn; Dutton;
$7.95. The Greek-born American Samaras
has created his surreal visions of him-
self and his environment with a Polaroid
SX-70. The book served as catalogue with
an exhibit at The Art Galleries, Cali-
fornia State University, Long Beach, and
was supported by a grant from The Nation-
al Endowment for the Arts. Most of the
book is in incredibly rich color.

Camera Work: A Critical Anthology: Se—
lections from the Photographic Quarterly
Published by Alfred Stieglitz, Illustra-
ting the Evolution of the Avant Garde

in American Art and Photography from 1903-
1917 edited with an introduction by Jo-
nathan Green; Aperture; $30. From the
golden cover and the beige title page to
the magnificently reproduced photographs
and paintings ending with the biblio-
graphies, and indices, this work of art
speaks for itself. A joy to handle and
to own.

NOTICE

A box containing 15 Kodachrome slides (all 35mm) and 12 11 x 14
color prints of the same subjects, was lost by Ruth Orkin on April 9.
Ms. Orkin has reason to think these pictures may be offered for sale

or exhibit.

The slides are all 15th-story views of Central Park and the ad-
joining buildings of Central Park South and 5th Ave. If a member sees
any of the subjects listed below in slide form....exhibited in a galery
-...or published in any form, (with or without Ruth Orkin's credit)...
please notify the ASMP office, 60 E. 42nd, 661-6450. There are 11 dif-

ferent subjects:

1. Rainbow over S5th Ave.

(2)

2. Mist over Sheep Meadow (Time-Life: "Urban Wilderness')
3. Snow-laden trees & CPS (Rod McKuen book cover) (2)
4. Concert crowd in Sheep Meadow (2), 135mm, 50mm (lens focal

length)

5. Man in balloon and hazy bldgs, 135mm

6. Autumn, 5th Ave, white clouds, blue skies (2)
7. Black clouds over Carlyle Hotel, 50mm

8. Sunrise, Tavern, snow, Xmas tree, 50mm

9. Autumn, CPS, vertical, 1950s, 50mm
10, Autumn, CPS, horizontal, 1970s, 28mm

11. People & kites on meadow, 135mm

Most of the rest have been published in Horizon, Popular Photo-

graphy, books, etc.
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Washington Square by André’KertE%z; with
appreciation by Brendan Gill; unpaged;
Viking; $5.95. Five moons of lamplight
float above a snowy park dominated by
the skeletons of trees. Footprints
veer away from each other in perfect
patterns. Kerteész' photographs need no
help in communicating their own poetry,
mystery, wit, or tale. Nevertheless,
having his commentary on the book in a
recent TV interview, In and Out of Focus,
filled in some details.

He has always, he said, liked looking
down, and when he came here in 1936, he,
Moholy-Nagy, and a Russian photographer
were all separately working from this
same perspective, projects that led to
a MOMA exhibit. Twenty-three years ago

he and his wife chose their twelfth-floor

apartment, with the balcony Gill calls
a crow's nest, because its height pro-
vided just the right working angle.
They chose it also because the Square
is a world in itself where he finds ev-
erything. Once so like a garden, so
poetic, so human, it is now all static
angles and squares. The beautiful de-
sign is gone. Even the people have
changed. Only the birds are the same,
going by morning and afternoon, always
on schedule. Looking down he sees the
roofs he loves, and he feels, as many
artists do, that houses are sensitive,
having lives of their own.

This changing life presents itself to
him in pictures that he simply feels.
There is a pattern, and he waits for
something he knows must happen. It is
an instinctive, not a calculated matter.
Technique is something to be tucked away
in the little finger and forgotten. He
did dream of a lens that would magnify
and in effect bring the picture to him.
Thus was the zoom invented. But the
artist must express himself his way, not
the camera lens's way. He grasps the
real moment by transmuting reality into
art through his imagination, not a lens.’
Henry James, another Washington Square
artist, author of The Real Thing, and
early connoisseur of photography, would
have appreciated the quality of felt
life expressed here.

PHOTO MARKET SURVEY published by The
School of Modern Photography, Little
Falls, N.J.: The fifth revised edition
of this market survey is now available
to all photographers rather than just
its own students. The volume includes
several editorial features, and Lhe
1976 8-1/2x11-inch supplement, which in-
cludes several helpful articles and a
nine-page interview with Arthur Brack-
man, founder of Freelance Photographers
Guild, ''More About Picture Agencies."
The supplement alone sells for $5.95,
and the complete wvolume, which comes to
nearly 300 pages, including the supple-
ment, is $10,95. It is available only
through SMP/Books, 1500 Cardinal Drive,
Little Falls, N.J. 07424 by mail.

Artist's Market '76, published by Writer's
Digest, 9933 Alliance Road, Cincinnati,
Ohio 45242 ($9.95; order from publisher)
contains nearly 3000 markets for photo-
graphs, illustrations, designs, cartoons,
crafts and fine art. Each buyer describes
the kind of art he seeks and the rates
paid for it.

This handy sourcebook works both for sel-
lers and for picture researchers as a

way to find unusual sources. For an odd
example, two magazines listed cater to
gamblers: Gambler's World and Gambling
Quarterly; both use photos and art re-
lated to all forms of gambling. Among
the listings are craft dealers and shows,
film producers, foundations and grants,
dance and music groups, and many other

_special interest organizations. The back

of the books contains a section on copy-
right, a glossary of art terms, the ABC
of Graphic Arts, and marketing tips.

There are many notable omissions among
the book publisher listings including
Harcourt Brace Jovanovich, Grolier,
Houghton Mifflin, and Holt. For more
data on book publishers, consult Lit-
erary Market Place, a yearly source-
book with very full coverage of publish-
ing.
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ASPP JUNE MEETING

“Showing these slides to ASPP is
like showing home movies to Cecil B,
De Mille," quipped Bob Gerometta in
an informative and entertaining slide
lecture at the June meeting. As
Deputy Director of the city's
Municipal Archives and Record Center,
Bob filled us in on the treasures
housed in that vast city resource.

The photo collection (over
100,000) dates back to 1870 and
covers public works, city construce
tion, street scenes, Central Park,
and other city properties. A WPA
photo project from the 1930's doc-
uments a broad section of city life
including education and recreation.
In addition, over 50,000 glass plate
negatives record the history of
municipal construction from 1880
through the 1950's,

A current Municipal Archives
project is the restoration and
filing of 10,000 original drawings
of the construction of the Brooklyn
Bridge.

The shelves at the Municipal
Archives are crammed with interest-
ing documents, letters, and old
town records dating as far back as
1636. Bob pointed out that the
minutes of Town Council meetings
recorded hing, including
juicy tidbits of local gossip.

A phonograph record collection
containing speeches and public events
dates back to the La Guardia Adminis-
tration and features Mayor La Guardia
reading the funnies to kids over the
air waves during a news strike.

Located at 23 Park Row, the
Municipal Archives and Record Center
is open to researchers MWF 9:30-4:30,
Head Archivist Idilio Graclapena
and a reference staff of eight are on
hand for guidance and assistance. So
rush on down...and DIG INI e

ASPP JOB EXCHANGE

This is an experiment! In early

fall we will send a list of free
lancers to selected people in all
businesses who hire. So, FREE
LANCERS: Photographers, Picture
Researchers and Photojournalists

who are interested and members of
ASPP, send your name, address and
phone # (as shown on the Membership
list if still correct) and a short,
succinct phrase or sentence indicating
your specialty to the ASPP Box number
by JULY 30. We will try to make this
a going concern!

ASPP SEMINARS

Here is the list of our SEMINARS
starting in October. The names of
the speakers and the whereabouts

of each meeting will be on the appli-
cation issued in September. Only
short summaries will be sent next
Year, generally in the NEWSLETTER,
The §5 cost to members only remains.

October 5, Tuesday, 5:30 - 7:30 P.M.

Library Tools For post, post grads,
basics you should know to save time.

November 1, Monday, 5:30 - 7:30 P.M.
Barnes Press See how your pix get
plated and printed - on location.

December 6, Monday, 5:30 - 7:30 P.M.

Photo Rights Besides permissions,
what happens when pix disappear.,

January 10, Monday, 5:30 - 7:30 P.M.
Photo Assignments What photographers
and researchers need to know and do.

February 8, Tuesday, 5:30 - 7:30 P.M,
Research Libraries Finding your way
in the inner sanctums, on location.

March 7, Monday, 5:30 - 7:30 P.M.
Permissions The publishers' view,
the musts and practical how to's.

April 4, Monday, 5:30 - 7:30 P.M.

Photography & Imagination Uses of
photography in art.
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Summer, 1976

NAKED WEEGEE

by Gretchen Berg

The following interview/monologue with
photographer Arthur Fellig, known as
“Weegee” took place in 1965 in his home
in New York. He was then 64 years old:
he died in 1968 at the age of 67.

G.B.: First of all, Weegee, what is your
real name?
A.F.: None of your fuckin’ business!
Alright, here's how 1 was
nicknamed. In the 1920s,there was a
craze for the Ouija Board, a little
wooden board with an alphabet, and
everyone would sit around it and get
messages from the outer world. At
that time, | worked for a press
syndicate, now called United Press
International but which at that time
was called Acme Newspapers They
used to find pictures of mine there, in
the morning, of events that almost
hadn't happened yet, or thal no one
knew had happened yel, but me.
There was this case once—this Is
quite @ story of me tukin' a picture
on the comner of Mott and Pell Streets
in Chinatown and five minutes later,

Volume 1, Number 1

Seventy-five Cents

the whole street blew up! It took six
months to repair the damage, and for
six months New Yorkers went without
Chinese food! The picture, taken at
two o'clock in the morning, appears in
my book Naked City. There have been
people who accuse me of blowing the
street up on purpose! So, so many
incidents like this occurred where 1
seemed to prophesy events, that they
finally named me after the Ouija
Board—“Weegee"!

Another time, Universal Pictures
sent me on a tour of the United States
to publicize one of their pictures,
which was done in a very grand style 1
was always two towns ahead of them
and 3500 in cash up, because
whenever | needed some money I
stopped in the nearest Universal office
and got some more. The scene shifis to
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Gralllery Rewview:

Eggleston at M.O.ML.A.

The faded rusting orange sign
bursts from a rockstrewn metal
rooftop as if perched on a lunar
landscape. Joined to it is a ubiquitous
Coca Cola sign with art deco trim
straight out of Walker Evans.
Telephone wires connect everything to
4 cobalt sky. On the roof, a rag lies
crumpled like a disemboweled dog.

The shadow of the top of the
photographer’s head encroaches
tentatively at the bottom of the

photograph.

It is one of the few of the 75 dye
transfer prints in William Eggleston's
show at the Museum of Modern Art
through August 1st, that doesn't
contain the solid surface of the earth.
The photograph was made in 1974,
but most of the others are dated circa
1970-71.

Eggleston’s photographs embrace
outwardly bland southern scenes and
people in and around Memphis and
Tallahatchie County, Mississippi. Most
are divided equally between the earth
and the sky, or the floor and ceiling of
a room. A sense of deep space and
subtle tension s achieved through
wide-angle optics, which Eggleston
uses expertly. Always careful to keep
the camera parallel to the subject, he
eliminatgs the over-done wide-angle
distortion common in contemporary
photography.

Seemingly, these photographs offer
litile drama or potential for significant
statements. But examined more
closely, they describe tenuous balances
between the subject and its
environment, The fact that this is
viewed disingenuously in the rural and
suburban south at the wm of a
tumultuous decade, and among people
far removed from protest, only adds
heightened irony to the exhibit in the
cool Seventies.

The photograph of the suited man
at the airport in Huntsville, Alabama,
is a prime example of the way
Eggleston can take an apparently
bland subject and through his sense of
color relationships and interlocking
patterns create a tension which
transforms the simple reality before
the camera. His vision is not that of
the haphazard snapshot school of
photography which depends more on

¥ =

chance and intuition than careful
framing.
The man is seen in direct,

unblinking sunlight. His businessman’s
smile appears to say nothing in
relationship to the background. But
the smile—and the smooth
facade—convince only for as long as
we ignore the implications of a
two-dimensional reading of the
photograph. This reading places his
head at the front of the red and white
checkered hangar in direct line with
the airplane, making more ominous
the red waming sign, “Stay Clear of
Propellers At All Times." The major
lines of the photograph reinforce this
idea by projecting diagonally into his
head, which is centered

Much of the subject material in
Eggleston's photographs is
precariously perched on an uncertain
balance. It is a seesaw stride between
ground and sky, between hue and hue
between negative and positive shapes,
between a human being and the secure
groundings he clings to, and
ultimately. between life and death
But the balance is maintained “with
such taut and cunning that (the
photographs) seem true, seen in color
from comer to corner,” as John
Szarkowski writes in his introduction
to the book, William Eggleston's
Guide, published by MOMA to
accompany the exhibit

In that introduction, Szarkowski
calls Eggleston’s people “descendants
of Penrod who seem to live
surrounded by spirits, not all of them
benign'’. In looking at these people,
we discover that those spirits may be
cultural and social as well as personal

Tnc Sixties was a decade of

upheaval in American life. It started
with the confident beginning of the
Kennedy Administration, but  was
quickly jolted by his assassination. The
Vietnam War, civil rnights marches,
protests, riots, vast areas ol inner cities

burned o the ground, further
assassinations—these ran through the
decade like flames. The sexual

revolution, women's liberation, rock
music, drugs, the gencration gap, long
hair, were all symptoms ol great
changes in our values, and in the
structure ol society. Anyone not
affected by these events probably
resided on another planet

H & W convemions courtesy Herkey K & |

Indirectly, Eggleston is showing us
the aftermath of the Sixties, His
people exist in an uncertain limbo,
trying to maintain their balance on the
edge of these cataclysmic events. They
still cling to their established values
and secure symbols. We encounter
them linked tentatively to each other
like the children in *“Outskirts of
Morton, Mississippi, Halloween,
1971, who don't quite grasp each
other's hands nor fully separate their
haunted faces from the lurid, macabre
colors of dusk. Or we see them like the
young man in the back seat of an
automobile, imprisoned by purple
light next to a license plate, which is
our traditional passe partour to escape
Or we find them facing existential
defeat with only a glass in hand on a
bed in the drab colors of a motel
mnom

In still other photographs, phallic
symbols become a form of security
blanket. Thus we can appreciate the
full meaning of the man gently
stroking the U.S. Air F«
rocketplane mockup in  Huntsville,
Alabama, or more directly, the old
man half holding his pistol on the bed
in “Morton, Mississippi.”

The book itself is worth separate
analysis. But in its visual seriality and
the resomances established by the
ordering of the photographs, the book
mplishes a Sstructure and
that the exhibit lacks
structure establishes the
adition of such classics

ce

uc

“

completene
This inner
book in the tr
as Evans' Ame
Robert Frank's The Ame
not just # compilation of photographs
to guide us through an exhibition, as
the title suggests. William Egg
Guide may

cant Photogr and

ans. It is

act be one of the most
intensive and  introspeciive
through an artist’s  soul,
flower-freshed  door  that

guides
from its
opens the
journey to its pit black suicide oven
that almost ends it

Would the exhibit have been less
uneven and more successful if it dealt
solely with the images in the book?
Has John Szarkowski, director of
photography st the MOMA, gone
overboard in extending so much space
to & photographer whose work has not
been shown in quantity before? Is the
show a vehicle by which Szarkowski
can endorse the realist school of color
photography? Was the Helen Levitt

slide show of a few years ago at the
MOMA a dry mun for this
extravaganza? Or. s Szarkowski
presenting an artist to the public—just
as another curator might do—on the
merit of his talent and the weight of
his images?

These questions must be asked
because of the tremendous prestige
and power that gravitate to the

MOMA in photography. These
qualities carry with them
responsibility of the highest order
Thus Szarkowski, by elevating

Eggleston to such prominence, is
taking a step as filled with risk and
cunning as the Eggleston photographs
which he describes

Phaps the best way to deal with

these difficult questions is to examine
the quality that sets Eggleston apart
from other contemporary
photographers, such as Lee
Friedlander. That quality, simply put,
is Eggleston’s use of color. Color in his
photographs provides form, direction
and meaning, acting as a fulcrum to
maintain subtle balances. His view, as
Szarkowski admits, would not work in
black and white.

Consider the photograph of shoes
under a bed, taken with artificial
electronic flash light. In the color
version, one’s eye moves from the rich
brown of the dress shoes to the more
decrepit pairs strewn in a line. The eye
travels along the beige glow cast by the
flash on the wood floor until it comes
to the frame of a mirror. This
movement is critical to understanding
the photograph, which rea
es and the tentative hold of
fllusionary shoe-rooted life in the flux
of slow time.

In a black-and-white
published in 1[4
Photographers, a

version
American
catalogue for an
exhibit in 1975 at the Baltimore
Museum of Art, we are immediately
hit by the inner gnd pattern of the
photograph in  tones of grey
particularly the bottom of the bed. As
a result, there is a shift in our
perception, and the slow unfolding
does not take place. We are faced 100
iCe
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WEEGEE

(Continued from page 24.)

because then I'm encouraged to do
better myself. But there's no one who
does what | do. anyway. | use
everything you can think of. The way
I got started on the kaleidoscope was,
I had burned my hand on a large
flashbulb and couldn’t use it, so | was
walking past a store one day when |
saw a kaleidoscope in the window for
59 cents. 1 went in, bought it, took it
home, tore it to pieces and learned
how to do very delicate optical work
shooting through it, because 1 could
only use one hand. I'm the only
person who can photograph through a
kaleidoscope; 1| have done the
impossible, just as I said | would. The
ideas mever cease or stop; | always
think I've reached the end of the rope
but there's always new variations.

The invention which 1 have now,
that I'm patenting, the Color Box, 1
have already sold the designs to textile
houses. It’s an amazing slide machine
that creates colors and designs within
the color-slide machine and turns out

very beautiful colors. Now, | know
nothing about fashions, I'm wvery
primitive; in fact, I'm the Grandma
Moses of Photography, and this
machine throws these colors onto the
nude or the semi-nude bodies of my
girl models, and | photograph the
results with a movie or still camera.
This is to have a permanent record,
because once | have something, | can
never duplicate it. It's even bigger than
the Mona Lisa.

One of my other memories of
Hollywood is the Forest Lawn
Cemetery. They have no tombstones,
just piped music, and | thought this
would be a wonderful place for a
comedy film. So, to get in with them,
I did some still jobs for them and, one
day, 1 went through on a tour and in
one of the vaults there was a painting
of the “Last Supper” and the guide
said, “'This is a painting of the ‘Last
Supper’, painted by an ltalian woman
abstract artist for $50,000 and is much
bigger and better than the original
‘Last Supper!™ They also had a
gymnasium over this place, too, where
the salesmen of Forest Lawn had
rivalries as to which of them sold the
most lots! That was Hollywood!

G.B.: What kind of camera did you
use?

AF. 1 used to use, in my newspaper
days, a 4x5 Speed Graphic, as they all
did then, and then we switched to a
2%x2%. Most photographers, when
they go out, carry a 35mm camera,
like a Nikon, and then a Rolleiflex
with a strobe light so you can take
care of anything that comes up.

I do my own caricature photos
from pictures 1 already obtain from
various sources, pictures of celebrities,
or from paintings . . . .

Even though | don’t take street
shots anymore, | still have a camera
with me when | go out into the street,
like an old fire horse who'll go when

he hears the bells . .. . !
Now, photography has become a
fine art for me...| can't sleep at

night, anyway ... I'm up all night
working, and in the morning | go out
on the street corner and see the people
goin' to work, and have a good

laugh . . then | go home and go to
sleep I can only sleep in the
day ... the daytime is made for
sleep . . . the night is for
love or work

Eggleston

(Continued from page 12.)

quickly with the overall structure of
the photograph where the bed frame
assumes equal weight with the shoes,
the mirror and the-floor. Thus, this
becomes a perfect example of a
photographic vision only realized in
color

Eggleston’s pantheistic search for
and exploration of ground and
atmosphere also creates problems. The
photographs ultimately become stifled
when the balance between ground and
field coagulates on subject matter that
is not so allusive—as in the photograph
of a black Shetland pony in a field. It
is an image that has been reduced to
banality so much that it loses its
impact. Other photographs begin to
pale as the subject matter veers to the
opposite of a private insular hothl‘\llbf«‘.
world with suggestions of artistic
decadence. An example would be
“Church Facade, Rosa Fort,
Mississippi, 1972, which strains for
symbolic content through a cross of
bricks on a concrete wall above ocular
windows,

Many of the concerns in William
EE&"‘*‘"‘"'* world are southem-a
sense of gentility, verve and grace
under extreme pressure, which in this
case is psychic as well as psychological
and cultural. If he just presented us
with a southern sensibility, however,
his statements would lose significance

Eggleston joins all his themes when
he moves in closer to isolate signs or
symbols, as in the “Peaches!”
h, and in “Just Rite Cafe."
Here, we are placed in a limbo,
hanging in space with the thinnest
wires connecting us to solid structure
Our messages of comfort and
reassurance are rusting before our eyes
in the late afternoon sun-and the
omniscient Coca Cola sign cannot
slake our thirst. Even the sun-blinded
parched fields of earth have yielded to
metallic landscape, and we are in final
suspension.  And yet, we hold, we
cling, we maintain the frightful

balance and, like Faulkner's people,
persevere.

Ultimately, Eggleston’s show s
uneven. There are many photographs
of striking quality, and others that
don't meet the expectations of the
greater ones. Butl he has achieved a
mastery of color as form and
substance. His colors enter our
perceptions and impregnate the senses.
They are plied over a broad spectrum
but gradate into each other. Through
his colors, William Eggleston has
woven a unigue tapestry of I[ife
maintained in a modern twilight zone

Personally, I feel, color
photography is a significant art form
that has not been given its proper due.
Therefore, | was glad to see a show of
this size and prominence. Perhaps it
will begin to redress the imbalance in
photography and dissolve the
entrenched opposition to color as a
significant medium Eggleston
represents just one of many pioneers
employing color to enrich our
perception of the world. Ultimately,
color photography has the power and
force to challenge painting in its
ability to alter permanently our®
understanding not only of values but
also of life. Muybridge sh‘uok the
world with his photographs of animals
in locomotion that showed more than
the human eye could perceive. Color
photography will show even more
dramatically that, as in Hamlet's
words, “There are more things on
heaven and earth than are dreamt of in
your philosophy, Horatio."

Feldman

(Continued from page 5.)
looking for photographs because
they're line art, they're just looking
for that memento of their grandfather,
or of themselves. That's all right when
you consider a memento can be
anything that touches people. Greek
statues in museums are mementos,
too, and they do their job. Look at
them. They join people living in
different times in a very real way. A
memento isn't 4 memory, it's only a
piece of something that a person can
touch and look at right now, today,
and it helps make the memory easier
to share

“l think you have to wind up
saying that a photographer is someone
who makes pictures and is careful
about what he is doing. He is careful
to make prints that look the best he
can, and people do respond to that
People jump back from shoddy work
very quickly, especially if it's of
themselves, they can spot it. A
photographer tries to capture for all
time a particular moment in a
particular person’s life through an
arrangement of light and shadows. His
photograph should be a blending of the
photographer's  insight into  the
character of his subject and his skill to
make this all evident in his final print
for all viewers. And there's another
thing; maybe it's the most important
thing. A photographer’s got to be
careful that the picture he’s selling,
handing out, that it's a picture that
won't fade. It ought to stay right;
people  deserve  that  much.
Photographers, the real photographers,
make pictures that last.”
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Galllery Reviewr:

Eggleston at M.O.ML.A.

The faded rusting orange sign

bursts from a rockstrewn metal
rooftop as if perched on a lunar
landscape. Joined to it is a ubiquitous
Coca Cola sign with art deco trim
straight out of Walker Evans.
Telephone wires connect everything to
a cobalt sky. On the roof, a rag lies
crumpled like a disemboweled dog
The shadow of the top of the
photographer’s head encroaches
tentatively at the bottom of the
photograph.

It is one of the few of the 75 dye
transfer prints in William Eggleston’'s
show at the Museum of Modern Art
through August Ist, that doesn't
contain the solid surface of the earth.
The photograph was made in 1974,
but most of the others are dated circa
1970-71.

Eggleston’s photographs embrace
outwardly bland southern scenes and
people in and around Memphis and
Tallahatchie County, Mississippi. Most
are divided equally between the earth
and the sky, or the floor and ceiling of
a room. A sense¢ of deep space and
subtle tension is achieved through
wide-angle optics, which Eggleston
uses expertly. Always careful to keep
the camera parallel to the subject, he
eliminates the over-done wide-angle
distortion common in contemporary
photography.

Seemingly, these photographs offer
little drama or potential for significant
statements. But examined more
closely, they describe tenuous balances
between the subject and its
environment. The fact that this is
viewed disingenuously in the rural and
suburban south at the turn of a
tumultuous decade, and among people
far removed from protest, only adds
heightened irony to the exhibil in the

cool Seventies,
™ nhataoegnt £ ol tined svar

chance and intuition than careful
framing
The man is seen in direct,

unblinking sunlight. His businessman's
smile appears to say nothing in
relationship to the background. But
the smile—and the smooth
facade—convince only for as long as
we ignore the implications of a
two-dimensional reading of the
photograph. This reading places his
head at the front of the red and white
checkered hangar in dicect line with
the airplane, making more ominous
the red warning sign, “'Stay Clear of
Propellers At All Times." The major
lines of the photograph reinforce this
idea by projecting diagonally into his
head, which is centered

Much of the subject material in
Eggleston's photographs 1s
precariously perched on an uncertain
balance. It is a seesaw stride between
ground and sky, between hue and hue,
between negative and positive shapes,
between a human being and the secure

Indirectly, Eggleston is showing us

the aftermath of the Sixties. His
people exist in an uncertain limbo,
trying to maintain their balance on the
edge of these cataclysmic events. They
still cling to their established values
and secure symbols. We encounter
them linked tentatively to each other
like the children in *Outskirts of
Morton, Mississippi, Halloween,
1971," who don’t quite grasp each
other’s hands nor fully separate their
haunted faces from the lurid, macabre
colors of dusk. Or we see them like the
young man in the back seat of an
automobile, imprisoned by purple
light next to a license plate, which is
our traditional passe partout to escape.
Or we find them facing existential
defeat with only a glass in hand on a
bed in the drab colors of a motel
room

In still other photographs, phallic
symbols become a form of security
larikel. Thus we can appreciate the

slide show of a few years ago at the
MOMA a dry rmun for this
extravaganza? Or. is Szarkowski
presenting an artist to the public—just
as another curator might do—on the
merit of his talent and the weight of
his images?

These questions must be asked
because of the tremendous prestige
and power that gravitate to the
MOMA in photography. These
qualities carry with them
responsibility of the highest order.
Thus Szarkowski, by elevating
Eggleston to such prominence. is
taking a step as filled with risk and
cunning as the Eggleston photographs
which he describes.

erps the best way to deal with

these difficult questions is to examine
the ‘quality that sets Eggleston apart
from other contemporary
photographers, such as Lee
Friedlander. That quality, simply put,
is Eggleston’s use of color. Color in his
photographs provides form, direction
and meaning, acting as a fulcrum to
maintain subtle balances. His view, as
Szarkowski admits, would not work in
black and white.

Consider the photograph of shoes
under a bed, taken with artificial
electronic flash light. In the color
version, one’s eye moves from the rich
brown of the dress shoes to the more
decrepit pairs strewn in a line. The eye
travels along the beige glow cast by the
flash on the wood [oor until it comes
to the frame of a mirror. This
movement is critical to understanding
the photograph, which really suggests
passages and the tentative hold of
illusionary shoe-rooted life in the flux
of slow time.

In a black-and-white version
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uses expertly. Always careful to keep
the camera parallel to the subject, he
eliminates the over-done wide-angle
distortion common in contemporary
photography.

Seemingly, these photographs offer
little drama or potential for significant
statements. But examined more
closely, they describe tenuous balances
between the subject and its
environment. The fact that this is
viewed disingenuously in the rural and
suburban south at the turn of a
tumultuous decade, and among people
far removed from protest, only adds
heightened irony to the exhibit in the
cool Seventies,

The photograph of the suited man
at the airport in Huntsville, Alabama,
is a prime example of the way
Eggleston can take an apparently
bland subject and through his sense of
color relationships and interlocking
patterns create i tension which
transforms the simple reality before
the camera. His vision is not that of
the haphazard snapshot school of

photography which depends more on

we ignore the amplications of a
two-dimensional reading of the
photograph. This reading places his
head at the {ront of the red and white
checkered hangar in direct line with
the airplane, making more ominous
the red warning sign, “Stay Clear of
Propellers At All Times." The major
lines of the photograph reinforce this
idea by projecting diagonally into his
head, which is centered.

Much of the subject material in
Eggleston's photographs is
precariously perched on an uncertain
balance. It is a seesaw stride between
ground and sky, between hue and hue,
between negative and positive shapes,
between a human being and the secure
groundings he clings to, and
ultimately, between life and death.
But the balance is maintained “with
such taut and cunning that (the
photographs) seem true, seen in color
from corner to corner,” as John
Szarkowski writes in his introduction
to the hook, Willigm Eggleston's
Guide, published by MOMA 10
accompany the exhibit.

In* that introduction.
calls Eggleston’s peo “descendants
of Penrod who seem o live
surrounded by spirits, not all of them
benign'. In looking at these people,
we discover that those spirits may be
cultural and social as well as personal

Tw ixties

upheaval in American life It started
with the confident beginning of the
Kennedy Administration, but was
quickly jolted by his assassination I'he
Vietnam War, civil rights marches.
protests, riots, vast areas of inner ciues
burned to the ground, further
assassinations—these ran through the
decade like flames. The sexual
revolution, women’s liberation, rock
music, drugs, the generation gap, long

Szarkowski

decade ol

was a

hair, were all symptoms of great
changes in our values, and in the
sociely. Anyone nol

structure  of
affected by these events probably
resided on another planet.

B & W conversions courtesy Berkey K & L

like the chgaren an “Quiskirts o1
Morton, Mississippi, Halloween,
1971, who don't quite grasp each
other's hands nor fully separate their
haunted faces from the lurid, macabre
colors of dusk. Or we see them like the
young man in the back seat of an
automobile, imprisoned by purple
light next to a license plate, which is
our traditional passe parfout to escape.
Or we find them facing existential
defeat with only a glass in hand on a
bed in the drab colors of a motel
rOOm.

In still other photographs, phallic
symbols become a form of security
blanket. Thus we can appreciate the
full the man gently
stroking the U.S. Air Force
(] mockup in  Huntsville,
Alabama, or more drectly, the old
man half holding his pistol on the bed
in “Morton, Mississippi.”

meaning. of

tplane

The book itself 1s worth separate
analysis. But in its visual seriality and
Lthe onances established by the
ordering of the photographs, the book
accomplishes a structure and
completeness that the exhibit lacks.
T} nner establishes the
hook in the tradition of such classics
as Evans’' American Photographs and
Robert The Ame It is
not just a compilation of photographs
to guide us through an exhibition, as
the title suggests. William Eggleston’s
Guide may in fact be one of the most

strucrure

Frank's cans

intensive and introspective guides
through an artist’s soul, from its
flower-freshed door that opens the

journey to its pit black sujcide oven
that almost ends it.

Would the exhibit have
uneven and more successful if it dealt
solely with the images in the book?
Has John Szarkowski, director of
photography at the MOMA, gone
overboard in extending so much space
to a photographer whose work has not
been shown in quantity before? Is the
show a vehicle by which Szarkowski
can endorse the realist schodl of color
photography? Was the Helen Levitt

been less

Szarkowsk: admits, would not work in
black and white.

Consider the photograph of shoes
under a bed, taken with artificial
electronic flash light. In the color
version, one’s eye moves from the rich
brown of the dress shoes to the more
decrepit pairs strewn in a line. The eye
travels along the beige glow cast by the
flash on the wood floor until it comes
to the frame of a murror. This
movement is critical to understanding
the photograph, which really suggests
passages and the tentative hold of
illusionary shoe-rooted life in the flux
of slow time.

In a black-and-white version
published 1n 14 American
Phorographers, a catalogue for an
exhibit in 1975 at the Baltimore
Museum of Art, we are immediately
hit by the inner grid pattern of the
photograph in tones of grey—
particularly the bottom of the bed. As
a result, there is a shift in our
perception, and the slow unfolding
does not take place. We are faced too

{Continued on page 26.)
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a?srract artist for $50,000 and is much
bigger and better than the original
‘Last  Supper!"” They also had a
gymnasium over this place, too, where
the salesmen of Forest Lawn had
rivairies as to which of them sold the
most lots! That was Hollywood!

on the street corner and see the people
goin® to work, and have a good
laugh ., . then | go home and go to
sleep. ..l can only sleep in the
day ... the daytime is made for
sleep .., the night is for
love . ..or...work ...

Eggleston

(Continued from page 12.)

quickly with the overall structure of
the photograph where the bed frame
assumes equal weight with the shoes,
the mirror and the-floor. Thus, this
becomes a perfect example of a
photographic vision only reahized in
color

Eggleston’s pantheistic search
and exploration of ground and
atmosphere also creates problems. The
photographs ultimately become stifled
when the balance between ground and
field coagulates on subject matter that
is not so allusive —as in the photograph
of a black Shetland pony in a field. It
i5 an image that has been reduced to
banality so much that it
impact. Other photographs begin to
pale as the subject matter veers to the
opposite of a private insular hothouse
world with suggestions of artistic
decadence. An example would be
“Church Facade, Rosa Fort,
Mississippi, 1972, which strains for
symbolic content through a cross of
bricks on a concrete wall above ocular
windows.

Many of the concerns in William
Eggleston's world are southern—a
sense of gentility, verve and grace
under extreme pressure, which in this
case 15 psychic as well as psychological
and cultural. If he just presented us
with a southern sensibility, however,
his statements would lose significance.

Eggleston joins all his themes when
he moves in” closer to isolate signs or
symbols, as in the “Peaches!”
photograph, and in “Just Rite Cafe.”
Here, we are placed in a limbo,
hanging in space with the thinnest
wires connecting us to solid structure.
Our messages of comfort and
reassurance are rusting before our eyes
in the late afternoon sun-and the
omniscient Coca Cola sign cannot
slake our thirst. Even the sun-blinded
parched fields of earth have yielded to
metallic landscape, and we are in final
suspension. And yet, we hold, we
cling, we maintain the frightful

for

loses its

significant medium. Eggleston
represents just one of many pioneers
employing color to enrich our
perception of the world. Ultimately,
color photography has the power and
force to challenge painting i its
ability to alter permanently our
understanding not only of values but
also of life. Muybridge shook the
world with his photographs of animals
in locomotion that showed more than
the human eye could perceive. Color
photography will show even more
dramatically that, as in Hamlet's
words, “There are more things on
heaven and earth than are dreamt of in
your philosophy, Horatio.™

Feldmamn

(Continued from page 5.)

looking for photographs » because
they’re fine art, they’re just looKing
for that memento of their grandfather,
or of themselves. That's all right when
you consider a memento can be
anything that touches people. Greek
statues In museums are mementos,
too, and tiey do their job. Look at
them. They join people living in
different times in a very real way. A
memento isn't a memory, it's only a
piece of something that a person can
touch and look at right now, today,
and it helps make the memory easier
to share

“l think you have to wind up
saying that a photographer is someone
who makes pictures and is careful
about what he is doing. He is careful
to make prints that look the best he
can, and people do respond to that.
People jump bick from shoddy work
very quickly, especially if it's of
themselves, they c¢an spot it. A
photographer tries to capture for all
time a particular moment in &
particular person’s life through an
arrangement of light and shadows. His
photograph should be a blending of the
photographer’s  insight  into  the
character of his subject and his skill to
make this all evident in his final print
for all viewers. And there’s another
thing, maybe it's the most important
thing. A photographer’s got to be
careful that the picture he's selling,
handing out, that it’s a picture that
won't fade. 1t ought to stay right;
people deserve that much,
Photographers, the real photographers,
make pictures that last.”

PHOTOGRAPH
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straight out of Walker FEvans
Telephone wires connect everything to
a cobalt sky  On o rag lies
crumpled hike u disemboweled dop
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transfer prints in William Egglest
show at the Museum of Modern Art
through  August  1st, that  doesn't
contmn the sohd surface of the earih
Ihe photograph was made in 1974
but most of the others ure dated circa
1970-71,
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photographs  embrice
outwardly bland southern scenes and
people m and around Memphis and
Talluhatchie County, Mississippi. Most
are divided equally between the earth
and the sky, or the floor and ceiling of
4 room. A sense of deep
subtle tension. & achieved through
wide-angle optics, which Eg
uses expertly. Always carefol to k
the vamers parallel to the subject, he
eliminates the over-done wide-angle
distortion common in contemporary
photography.
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slide show of a few yeurs ago at the
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his images?
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difficult questions is 10 examine
the quality thut seis Eggleston apart
from other contemporary
photographers, 1 as Lee
Friedlander. That . simply put,
15 Eggleston's use of c¢olor. Color in his
photographs provides form, direction
and meaning. acting as a fulcrum to
maintain subtle balances. His view. as
Sza vski admits, would not work In
black and white.
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balance and, like Faulkner's people,
persevere.

Ultimately, Eggleston’s show 15
uneven. There are many photographs
of striking quality, and others that
don't meet the expectations of the
greater ones. But he has achieved a
mastery of color as form and

1 substance, His colors enter  our
percepltions and impregnate the senses
They are plied over a broad spectrum
but gradate into each other. Through
his colors, William Eggleston has
woven a  unique tapestry of life
maintamed n 4 modern twilight Zone

Personally, | feel. color
photography s a sigmificant art form
that has not been given its proper due,
Therefore, 1 was glad to see a show of
this siz¢ and prominence. Perhaps it
will begin to redress the imbalance m
photography and dissolve the
entrenched opposition to color as a
significant medium Eggleston
represents just one of many pioneers
employing color 1o enrich our
perception of the world. Ultimately,
color photography has the power and
force 1o challenge panting m s
ability to alter permanently our
understanding not only of values but
also of hfe. Muybndge shook the

B " world with his photographs of animals
: E l in locomotion that showed more than
| 54 gg eston the human eye could perceive, Color
1 photography will show  even  more
; (Continued from page 12.} dramatically  that, as in Hamlet's
words, “There are more things on
heaven and earth than are dreamt of in
your philosophy, Horatio.™
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Galllery Review:

Eggleston at MLOMLA.

The faded rusting orange sign

bursts from a rockstrewn metal
rooftop as if perched on a lunar
landscape. Joined to it is 3 ubiquitous
Coca Cola sign with art deco mm
straight out of Walker Fvans.
Telephone wires connect everything 1o
4 cobalt sky. On the roof. a rag lies

crumpled like a disemboweled dog
The shudow of the top of the
photographer's head encroaches
tentatively at  the boittem of the

photograph

It is one of the few of the 75 dye
transfer prints in Willilam Fgg !
show at the Museum of Mod
through August 1< that
contain the solid =u earth
The photograph was made in 1974,
but most of the others are dated circa
1970-71.

Eggleston's photographs embrace
outwardly bland southern scenes and
people in and around M s and
Tallshatehie County, Mississippi. Most
are dwvided equally between the earth
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and the sky. or the floor and ceiling of 5™il¢  app to say e cataclysmic events. They
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subtle tension is achieved through the SI‘.'IIFF and '..i:c Smo and ire symbols. We encounter
wide-angle optics, which Eggleston E.u.!d_u convince only for as long as them linked tentatively to each other
uses expertly. Alwasys careful to keep W ignore the implications of a like the children in "Outskirts of
the camera parallel to the subject, he two-dimensional reading of the Morton, Mississippi, Halloween,

climinates the over-done wide-angle
distortion common in contemporary
photography .

Seemingly, these photographs offer
little drama or potential for significant
statements. But examined more
closely, they describe tenuous balances
between the subject and its
environment. The fact that this is
viewed disingenuously in the rural and
suburban south at the turn of a
tumultuous decade, and among people
far removed from protest, only adds
heightened irony to the exhibit in the
cool Seventies.

The photograph of the suited man
at the airport in Huntsville, Alabama,
is s prime example of the
Eggleston can  take an
bland subject und through
¢olor relationships and
patterns create 2 tension
transforms the simple reality betore
the camera. His vision is not that of
the haphazard snapshot school of
photography which depends more on
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Or we find them facing existential
defeat with only a glass in hand on a
bed in the drab colors of 2 motel
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presenting zn artist to the public—just
as another curator might do-on the
merit of his talent and the weight of

his images?
These questions must be asked
becagse of the tremendous prestige
thay gravitite to the

and power
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responatbility of the highest order
Thus Szarkowski, by clevating
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which he describes.

5 the best way to deal with
these difficult questions 15 to eXaming
the quality t sets Eggleston apan
from other contemporary
photographers, such 2as Lee
Friedlander. That quality, simply put.
is Epgleston's use of colos. Color in his
photographs provides form, direction
and meanmng. acting as a fulcrum o
maintain subtle balances. His view, as
Szarkowski admits, would not work in
black and white.
Consider the photograph of shoes
under a bed, taken with arificial
electronic flash light. In the .wlor
version, one’s eye mowves from the nich
brown of the dress shoes to the more
decrepit pairs strewn in a ine. The eye
travels along the beige glow cast by the
flash on the wood floor until it comes
to the frame of a mimror. This
movement is critical 1o understanding
the photograph, which really suggests
puassages and the * tentative _hold of
illusionary shoe-rooted life in the flux
of slow time,
In a black-and-white version
published in 14 American
Photagraphers, 3 catalogue for an
exhibit in 1975 at the Baltimore
Museum of Arnl, we are imimediately
hit by the inner grid pattemn of thg
photograph in tones of grey
particularly the bottom of the bed
a result, there s a shift i our
perception, and the slow unfolding
does not take place. We are faced too
(Continued on page 20.)
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balance and, like Faulkner's people,
persevere.

Ultimately, Eggleston’s show is
uneven. There are many photographs
of striking quality, and others that
don’t meet the expectations of the
preater ones: But he has achieved a
mastery of color as form and
substance. His colors enter our
perceptions und ampregnate the senses
They are plied over a broad spectrum
bul gradate into each other. Through
his colors, William Epgleston has
woven a  upique tapestry of Jife
maintained in a modern twilight zone

Personally, 1 feel, color
photography 15 a significant art form
that has not been given its proper due.
Therefore, 1 was glad to see & show of
this size and prominence. Perhaps it
will begin to redress the imbalance in
photography and dissolve the
entrenched opposition to color as a
significgnt medium Eggleston
represents just one of many pioneers
employing color to ennch our
perception of the world. Ultimately,
color photography has the power and
force: 1o challenge painting in its
ability’ to alter permanent our
understanding not only of values but

it also of life. Muybndge shook the
world with his photographs of animals
1 in locomotion that shower |
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CONTACT: TIRA SHAPTRO/SONIA STERN KEN LIEBERMAN
Gilbert, Felix & Sharf Berkey K+L
566 Seventh Avenue 222 East 44th Street
New York, N.Y. 10018 New York, N.Y. 10017
212-564-9450 212-661-5600

MUSEUM OF MODERN ART SHOW OF EGGLESTON PHOTOGRAPHS

REAFFIRMS THE VALIDITY OF COLOR IN PHOTOGRAPHIC ART

Museum of Modern Art Issues Its First Color Publication;

Berkey K+L Collaborates In Production of Exhibition Prints

New York City, June 9, 1976 -- With the mounting of its current
William Eggleston color photographic exhibition, and the publication of its
first book on color photography, the Museum of Modern Art makes a positive
commitment to the creative value of color photography, often deprecated in
the past by photography's black-and-white purists as an inferior medium.

Berkey XK+L, one of the finest custom photographic labs in the world,
was selected by MOMA to produce 33 dye transfer prints for the exhibition,
working in close, successful collaboration with Eggleston. "We are very
proud to have participated in this important show. Through it and the pub-
lished book, color photography is given its long-denied recognition in full
force, and is established as a relevant, eloquent expression of photographic
art," said XKen Lieberman, X+L's Executive Vice President.

The MOMA exhibition indicates that work in color, by a new breed of
young photographers, offers a significant solid visual experience, in which

color functions as a component element of the picture's structure, rather

than for its own sake.

-more -
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Eggleston's photographs are "perfect," according to John Szarkowski,
Director of MOMA's Department of Photography. They are "irreducible sur-
rogates for the experience they pretend to record, visual analogues for
the quality of one life, collectively a paradigm of a private view, a view
one would have thought ineffable, described here with clarity, fullness,
and elegance."

William Eggleston is an outstanding exponent of color photography. He
was awarded a Guggenheim Fellowship in photography in 1974, and a National
Endowment of the Arts Fellowship in 1975. A grant from the National En-
dowment of the Arts helped to make possible both the Eggleston exhibit and

its supplementary book, with 48 color plates, William Eggleston's Guide by

John Szarkowski.

Berkey K+L has a long history of producing great prints for museums,
galleries, and travelling exhibits. Recent K+L printed shows include, "An
American Experience," by Ernst Haas at the International Center of Photogra-
phy, New York City; "The Himalayas" at Asia House, New York City; "In Praise
of Forests," in connection with EPA's Documerica Program at the Union Carbide
building in New York City; and "Alaska, The Great Land," at the Squibb

Gallery in Princeton, New Jersey.
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Gilbert, Felix & Sharf Berkey K+L

566 Seventh Avenue 222 East 44th Street
. 'New York, N.Y. 10018 New York, N.¥Y. 10017
~ 212-564-9450 212-661-5600

_ MUSEUM OF MODERN ART SHOW OF EGGLESTON PHOTOGRAPHS

R.EAFFIRMS THE VALIDITY OF COLOR IN PHOTOGRAPHIC ART

-

"“" Rl jﬂ New York city, June 9, 1976 -- With the mounting of its current

l! i
‘% l.gah .Eggleston color photographic exhibition, and the publication of its

il

fi.t'g} hook on color photography, the Museum of Modern Art makes a positive
qoﬁnitment to the creative value of color photography, often deprecated in
‘w‘, Ek;empﬁaat:.by photography's black-and-white purists as an inferior medium.
't" e \Berkey K+L, one of the finest custom photographic labs in the world,
" .‘m;as felected by MOMA to produce 33 dye transfer prints for the exhibition,
; working in close, successful collaborat:mn with Eggleston. 'We are very
pr(;u‘c’i;to have parnticipated in this important show. Through it and the pub-
7 llshed‘ book, color photography is given its long-denied recognition in full
:‘.org.;_.:.and is established as a relevant, eloquent expression of photographic
‘at'é\,ﬁ_:'-"s;aid Ken Lieberman, K+L's Executive Vice President.
?--"I‘he MOMA exhibition indicates that work in color, by a new breed of
youné"photographers, offers a significant solid visual experience, in which

eolor functions as a component element of the picture's structure, rather

. than for its own sake,
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Eggleston's photographs are "perfect," dccording €o John Szarkowski,
Director of MOMA's Department of Photography, They are "irreducible sur-

' rogates for the experience they pretend to record, visual analogues for
the quality of one life, collectively a parad:';gm of a private view, a view
one would have thought ineffable, described here with clarity, fullness,
and ‘elegance. u

William Eggleston is an outstanding exponent of color photography. He

.waajawaxded a Guggenheim Fellowship in photography in 1974, and a National
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From N.Y.C.s Museum of Modern Art's
William Eggleston photography show.

Color photography’s the new craze
among serious photographers. And the
man to watch is 36-year-old William
Eggleston, whose deceptively spare,
eerily hermetic studies of family and
friends, neighborhood streets, side
roads and local trivia from Mississip-
pi’s Tallahatchie County area (the re-
gion he hails from), spin a private tale

==

about American life. Above: Mem-
phis, 1970. Seen in color, it's unfor-
gettable for its incredible depth and
the brilliant, bottle green of the tri-
cycle juxtaposed against a bland
background. Like a post-Pop painting.
It's one of 80 dye-transference prints
from William Eggleston’s Guide, an
unprecedented all-color monograph
for the show, Writes John Szarkowski:
“Most photographers [outside the stu-
dio] have found it too difficult to see
simultaneously both the blue and the
sky.” Eggleston does both,

Judith Guest’s unsolicited first novel
Ordinary People is a poem of a book.
The title doesnt begin to suggest the
surprise in store for the reader. Before
we know it, Ms Guest has insinuated us
into the anima of an earnest, engaging
17-year-old boy who, after a spell in a
mental clinic for “trying to off himself,”
is back home with his well-meaning,
nervous parents, patching up his life.
Guest is astute on fatherhood, psychia-
try and guilt; the writing is warm and

 The place: hot
The mood: thirsty, s
The drink: aHev4 & Soda.

Over ice, an ounce of
Kahlaa, a fill-up of *®
soda, a squeeze of lime.
A great way to cool it!

Fer other Kahlda refreshm
send for our recipe booky
Because you deserve ¢

o

fluid; and the book leaves us with a
sense of having lived, for a while, with
a family we care for. (Viking, $8.95.)
Summer performing arts centers and
festivals: the most pleasant ways to sa-
vor top-notch music, theater and dance.
This favorite bunch sometimes serves
up alfresco fare on blissfully bucolic
grounds.
Hie on to Aston Magna (Great Bar-
rington, Mass.), headed by distin-
guished harpsichordist and baroque
music guru Albert Fuller, if you're nuts
about music from Monteverdi through
Mozart, elegantly embellished on a vi-
ola da gamba or a 17th ¢. wooden flute.
Buffs pour into the Mahaiwe Theater,
one of those ornate old movie palaces,
for Sunday recitals. “Like a room in the
Neapolitan Court,” says Fuller. Five-
weekend series, June 26-July 25.
The Newport Music Festival is the
créme de la créme enclave for romantic
music, And the most imaginative. No-
where else can you discover neglected
19th and early 20th ¢. works performed
by mostly young, first-rate artists. And
no other has those posh mansions—
Marble House, Rosecliff (where The
Great Gatsby was filmed), even the
Breakers' stables—as perfect settings
for this kind of salon music. Thrice-
daily music & dance programs range
from very informal (along the water)
to trés chic. Highlights July 22-31:
pianist Agustin Anievas in an all-Cho-
pin recital; Massenet's Portrait of
Manon; Dick Hyman stomping
through Jelly Roll Morton.
Guess where these recent Off Off Bway
hits had their first staged readings:
David Freeman's Jesse and the Bandit
Queen; Marsha Sheiness' The Spelling
Bee; lsrael Horovitz's The Primary
English Class? At last summer's Nation-
al Playwrights Conference at the Eu-
gene O'Neill Memorial Theater Center,
Waterford, Conn. Get the jump on next
year's hot tickets by journeying to this
prestigious theater (and now T.V.)
haven. Sampling of July 18-Aug. 14
prime movers: Arthur Kopit, Christo-
pher Durang. All performances are
public and bargain-priced.
The action for original, experimental
music-theater pieces is at Lenox Arts
Center, Stockbridge, Mass.—the prov-
ing grounds for Jean-Claude van ltallie,
Charles Wuorinen, John Guare, Joseph
Chaikin and the like. On July 2, Eliza-
beth Swados (a Peter Brooks disciple
who created the elemental music for
Serban's T'rilogy) launches Night Club
Cantata, based on stories by Carson
McCullers, S. Beckett and others, in-
volving vocalists and a slew of home-
made instruments; July 22, Eve Merri-
am's The Club, with Tommy Tune di-
recting the all-woman drag work.
Los Angeles Ballet is lucky to have the
prolific young dancer/choreographer
|continued on page 26]

Mademoiselle for July 1976
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An Opinion
[continued from page 24|

Reagan’s chances for the Presidency
¢) where the man on line in the Irish
tweed hat procured same, or d) why
there are not more buses running on
your line. Don't wear platform shoes
unless you want to be stared at. Don't
wear short skirts if it is very cold and
bus service is very bad.

Ticket lines for planes, trains and
long distance buses allow for greater
self-expression: any place where peo-
ple wait to buy the little stubs of paper
which allow them to really get away
is a place which encourages conversa-
tion—particularly conversation with an
aura of money and ease about it. Plat-
form shoes are okay here, as are Al-
ghanistan coats, Gueei luggage, tight
bleached blue jeans and long scarves.
Don't talk about unemployment lines,
especially if you are currently collect-
ing on one; evervone will feel uncom-
fortable.

Reception lines have their own pro-
tocol: “Hello, T am the new girlfriend
of your daughter-the-bride’s old boy-
friend here.” “Hello, Congressman,
I wrote you that witty
letter about fluorida-
tion.” But I would
skip those gueues in
favor of lining up at
a bank. These are the
most private lines of
all. No one likes to
talk about money
when that money is
one’s own and that
money is about to
be discreetly ma-
nipulated to en-
able one to go on
cating. Do not wave
your checks around
in a bank. Do not
talk, except briefly to
the teller, and for heaven's sake,
do not make a scene, or carry a
suspicious-looking brown paper
bag or a gun. If you want your
withdrawal slip verified quickly,
dress well. Walk deliberately
and confidently; act like your |

account  holds more than
$12.73.
Finally, there are movie

lines. They terrifly me. Movie-
goers on line, like operagoers,
concerlgoers, or people waiting
lor a boutigue to open up in the
morning, peer out at the pass-
ing scene ina way which rattles
me so badly that [ would rath
er dl.'tnur. wasting time, than
pass under that sunglassed
gaze.

Passing movie lines by is
bad enough. What is worse,
though, s guen

ing up on one

g
of them. It is
26
s
o
LS
o
1 .

enough to make u weaker moviegoer—
me, for resign  herself to
seeing Truffaut and Woody
Allen classic a year late, in the sub-
urbs,

First there is that slow, self-con-
scious walk to the end. Kohl-rimmed
and aviator spec'd eyes appraise length
of skirt, height of heel and thinness
of brow; mauve-shadowed lids look
down on shortness of nail, broadness
of waist, sallowness of skin. And all
those moustached and bearded faces
follow one’s progress and count, I am
sure, one's pimples.

The saddest part is that however up
to it I might feel in the preparation
(“Hair properly frizzed—check. Blue
jeans proper length—check.”), I fall

into slovenly dis-
repair when |
hit those soft
. lens con-
tact'd eye-
balls. A
sinking
feeling it is
—like when
your moth-
er tells

you that

mnstance

CVEery

.i. 4

vou look lovely in vour tartan jumper
and knee socks and when you get to
school you find that all the girls are
wearing skirts and stockings.

Conversation is impossible. Don't
talk about supermarkets or bus stops
or hardware stores or normal life.
“Rhonda and 1 wouldn't do this for
anyone but Fellini,” said one movie-
goer to another in a recent New York-
er drawing on just such a line. Talk
is about movie reviews or parties or
est or TM. Or how to make your
Christmas-purchase yogurt maker pro-
duce anything better than coagulated
sour milk.

The talk is positively rarefied, and
it leaves me dumb. You know what
my friends and I talk about in such a
place? Nothing! We stare. We sur-
reptitiously look at women's shoes and
men's behinds. We eavesdrop. We be-
come total fools, and depressed fools
at that. We end up hating the movie.

And I think how 1 would much
rather camp out all night in a sleeping
bag on a line waiting to buy season
hockey tickets. Or queue up to use the
one non-dime-eating public toilet of
train station. Or take a number at a
bakery. Or wait to sit on Santa’s lap.

Lisa Schwarzbaum, a 1972 Guest
Editor, is a freelance writer
based in Boston.

Show Biz

[continued from page 14]

~ John Clifford (a N.Y. City Ballet

expatriate) at its helm. Trade

marks of this fledgling company

(which includes Johnna Kirkland,

Gelsey's sister): drive, a highly pol-

ished sheen, versatility. In L.A., July 7

into August: 30 ballets, including a

Clifford premigre set to Gershwin and

Burch Mann’s full-length The Legend
of the Seven Sisters.

The Fort Worth Art Museum has be-

come one of the liveliest, most ambi-

tious showcases that side of the Mis-

sissippi. For their spectacular Grear

American Rodeo (1o commemorate the

yearly F.W. Fat Stock Show and now

touring), they commissioned Red

Grooms’ “Ruckus Rodeo,” an-

other one of his gigantic, colorful

3-D ride "em cartoons, and Mimi

Grooms' “Waitin® Behind the

Bullpen:” Rauschenberg’s 16-foot

long collage-construction “Rodeo

Palace;” Garry Winogrand's suite

of photos; Andy Mann’s video en-

vironments; and slews of local

artists. Robert Irwin, the Cali-

fornia  apostle  of  minimal

sculpture cut 1o the bones—

he redefines existing space by

using light and shade—has

been installing his on-going

Continuing  Responses;

while Dan Flavin's exhibit

of fluorescent lights and

graphics ends this month,
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From N.Y.C's Museum of Modern Art's
William Eggleston photography show.

Color photography’s the new craze
among serious photographers. And the
man to watch is 36-year-old William
Eggleston, whose deceptively spare,
cerily hermetic studies of family and
friends, neighborhood streets, side
roads and local trivia from Mississip-
pi's Tallahatchie County area (the re-

gion he hails from), spin a private tale

.

about, American life. Above: Mem-
phis, 1970. Seen in color, it's unfor-
gettable for its incredible depth and
the brilliant, bottle green of the tri-
cycle juxtaposed against a bland
background. Like a post-Pop painting.
It's one of BO dye-transference prints
from William Eggleston's Guide, an
unprecedented all-color monograph
for the show. Writes John Szarkowski:
“Most photographers [outside the stu-
dio| have found it too difficult 1o sce
simultaneously both the blue and the
sky." Eggleston does both.

Judith Guest's unsolicited first movel
Ordinary People is a poem of a book,
The title doesn’t begin to suggest the
surprise in store for the reader, Before
we know it, Ms Guest has insinuated us
into the anima of an earnest, engaging
17-year-old boy who, after a spell in a
mental clinic for “trying to ofl himself,"
is back home with his well-meaning,
nervous parents, patching up his life.
Guest is astute on fatherhood, psychia-
try and guilt; the writing is warm and

The place: hot.
The mood: thirsty.
The drink: aHeua & Soda.

soda a squeeze of lime
A great way to cool it!

fluid; and the k Paves us with a
sense of having Ifved Jor a while, with
a family we care Ngr. fViking, $8.95.)
Summer performifg arts centers and
festivals: the most pleasant ways fo sa-
vor top-notch music, theater and dance.
This favorite bynch sometimes serves
up alfresco fare on blissfully bucolic
grounds.

Hie on to Aston Magna (Great Bar-
rington, Mass.), headed by distin-
guished harpsichordist and barogue
music guru Albert Fuller, if you're nuts
about music from Monteverdi through
Mozart, elegantly embellished on a vi-
ola da gamba or a 17th c. wooden flute.
Buffs pour into the Mahaiwe Theater,
one of those ornate old movie palaces,
for Sunday recitals. “Like a room in the
Neapolitan Court," says Fuller. Five-
weekend series, June 26-July 25.

The Newport Music Festival is the
créme de la créme enclave for romantic
music. And the most imaginative. No-
where else can you discover neglected
19th and early 20th c. works performed
by mostly young, first-rate artists. And
no other has those posh mansions—
Marble House, Rosecliff (where The
Great Gatsby was filmed), even the
Breakers' stables—as perfect settings
for this kind of salon music. Thrice-
daily music & dance programs range
from very informal (along the water)
to trés chic. Highlights July 22-31:
pianist Agustin Anievas in an all-Cho-
pin recital; Massenet's Portrait of
Manon; Dick Hyman stomping
through Jelly Roll Morton.

Guess where these recent Off Off Bway
hits had their first staged readings:
David Freeman's Jesse and the Bandit
Queen; Marsha Sheiness’ The Spelling
Bee; Israel Horovitz's The Primary
English Class? At last summer's Nation-
al Playwrights Conferente at the Eu-
gene O'Neill Memorial Theater Center,
Waterford, Conn. Get the j jump on next
year’s hot tickets by journeying to this
prestigious theater (and now T.V)
haven. Sampling of July 18-Aug. 14
prime movers: Arthur Kopit, Christo-
pher Durang. All performances are
public and bargain-priced.

The action for original, experimental
music-theater pieces is at Lenox Arts
(.enier. Stockbridge, Mass.—the prov-
ing grounds for Jean-Claude van Itallie,
Charles Wuorinen, John Guare, Joseph
Chaikin and the like. On July 2, Eliza-
beth Swados (a Peter Brooks disciple
who created the elemental music for
Serban's Trilogy) launches Night Club
Cantata, based on stories by Carson
McCullers, S. Beckett and others, in-
volving vocalists and a slew of home-
made instruments: July 22, Eve Merri-

am's The Club, with Tommy Tune di-
Fer other Kahlia fEffeShﬂ"W" e recting the all-woman drag work.
send fer our recipe bool o oy Los Angeles Ballet is lucky to have the
Because you deserve something nfce prolific young dancer/choreographer
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PHOTO REVIEW

A CRITICAL NEWSLETTER PUBLISHED BY THE MIDTOWN Y GALLERY
EDITED BY LARRY SIEGEL

VOLUME 1

JUNE 15, 1976 NO. 2

COLOR PHOTOGRAPHS BY WILLIAM EGGLESTON,
The Museum of Modern Art. (thru 8/1)
Before discussing the exhibition, we
should deal with the implications of the
show's title. It is not common to see
"Black and White Photographs By..." in
show listings or on announcements. Spec-
ial importance and "official acceptance
of color photographs has been given with
this show. Many photographers have
rarely or never used color. And we all
have heard these platitudes: "I don't
like color'"; "it's too slow"; "it's not
ready yet". Well, I hate to tell you,
color is here and for real. Though more
expensive, cumbersome, and time-consum-
ing, these aspects of color can no long-
er be the only considerations. Movies
have gotten away from a Hollywood sense
of color and into a more personal use.
The serious film makers today - Antonioni
Fellini, Godard and many others - have
been using color for years. Must still
photographers remain behind, denying
themselves its advantages? Undoubtedly
part of the problem has been prejudice.
Many have said color is for amateurs,
snapshots and slides of the kids or va-
cation. Most serious photographers don't
actually like to look at projected slides
and the idea of prints being made seems
too remote. Once in awhile everyone has
shot slides for him or herself, but the
results have generally wound up in a
drawer. Most color has been done by wor-
king photographers, for use in reproduc-
tion in an ad or for reportage. More
fuel for the prejudice. While a few
photographers have taken the plunge, the
most notable has been Alvarez Bravo. I
saw beautiful type C prints in Mexico in
1966. And they were printed by Bravo
himgelf! We will just have to give up
the excuses we have been making about
color and realize that it is a part of
the visible spectrum and must become
part of our own.

= Pyt

R

I found Eggleston a serious and interest-
ing photographer and enjoyed a number of
the 71 dye transfer prints displayed.
Among them was a striking image of three
children dressed in muted Halloween cos-
tumes. They face the camera standing in
an approaching dusk on a green-hued
country road with a pale purple sky be-
hind them. The color is magically relev-
ant. Another, smaller picture of a young
girl standing at the door of a child-
sized house caught me with its strange
correctness., The well cut green lawn in
front of the house completed the unusual
and elegant sense of space and scale
convineing us that the child does live
here.

When we evaluate black and white photo-
graphs, we are often concerned with the
quality of the prints themselves. This
congideration brings us to the final

part of the complex that has kept many

of us from color prints. The press re-
lease for the exhibition notes "the
prints in the exhibition were made, un-
der Mr. Eggleston's supervision, by
Berkey K & L Color Labs, New York, and
the K & S Photo Labs, Chicago." Can or
should more photographers use a lab?

For many black and white workers who

make their own prints, this is generally
congidered an unthinkable act. Thus
further resistance to shooting in color.
One could take a course and learn color
printing, but not so easily the dye trans-
fer process. And how many serious photo-
graphers will take a course to learn any
process? I hope more do. But what about
using a lab as Mr. Eggleston has done?

I don't think he has sinned. He was
there watching, saying 'more pink here"
or "more blue there" to a highly skilled
person, who did deliver what the photo-
grapher wanted. Painters and printmakers
often use technicians when they make gra-
phics. Why shouldn't photographers? It

et o Tt N TRV ¥ 0 R Bl WP el L
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is questionable whether the printer

should receive credit for his or her part.
I didn't notice any credit for the prints

displayed with the show and don't know
if this was intentional. Eggleston's
prints are beautiful and can be apprec-
iated as well as black and white prints,
perhaps in a new or different way from
that which we have been accustomed.
Eggleston generally uses color in a
thoroughly integrated way. His pictures
read as "straight" prints. Take the
image of the dog lapping water from a
puddle on a dirt road. The dog's color
is an organic variant of the road's own
color and contributes enormously to the
surreal quality of the dog's simple act.
Or the expectant man sitting on a bed in

an anonymous and austere motel room. The

man is clearly articulated yet his
presence remains ambiguous. The gold
bronze tone adds a surprising air of
stateliness; he sits and waits as if in
some lost court. William Eggleston has
a8 unique vision; in a way he seems to
combine the more striking aspects of Lee
Friedlander and George Tice, yet molds
them in his own way. I look forward to
more of his work and wonder what the re-
sult would be if he would occasionally
imbue his people pictures with a hint of
emotional confrontation. His tendency
to use people as object overstresses an
already marked detachment in his work.

Not all of the pictures were equally good

and the exhibition would have benefited
from further editing.

John Szarkowski is to be thanked for giv-
ing us the "green'" light with this William

Eggleston show.

International Center of Photography
Clarence John Laughlin -

The Transforming Eye

This exhibition was prepared and 'pack-
aged" by the International Exhibitions
Foundation and the Lunn Gallery/Graphics
International of Washington, D.C. Sev-
enty-five mostly terrific photographs
were poorly shown at I.C.P. One felt
they were jumbled together, all of the
framed and matted prints were displayed
on two rows, making them appear awkward
and chaotic. A simple solution would
have been to stand or suspend three 4'

X 8' panels running lengthwise in the
center of the room. At least ome third
of the prints could then have been re-
moved from the walls making for a better
and more spacious hanging that these
images deserve.

e gAY - -

Nl ™ |

For those who do not know Laughlin's
work, a short description is in order.
Using a view camera, the photographer
has produced superb prints of fascin-
ating architectural details and remains
of old buildings, much in Louisiana.
The sense and feelings of the buildings
themgelves have been rendered in a
strong and striking manner. In addition,
Laughlin often adds a human presence
either as portrait or allegory. The
effect is often magical. We see over-
grown, deserted plantations, cemeteries
and cabins, often inhabited with con-
vincing 'ghosts". My only complaint
with this truly imaginative photographer
is his tacky titles - "Mistress of Pneu-
matic Bliss, Worn Lives and Houses,

Poem at Sunset", etc, and his insistence
on providing extended captions that not
only "explain" the picture but literally
tell us how to look at it! His passion
for annotation and anecdote is fierce.
He got it all out in his catalog--Buy it.

Moonlighting Stars - The fund raising
exhibition "Moonlighting Stars' display-
ed photographs made by famous personages
not known as photographers. Among the
25 who showed were Senator Howard Baker,
Justice William O.Douglas, Peter Falk,
Celeste Holm, Anthony Quinn, Eli Wallach,
Gina Lollobrigida and Nelson Rockefeller.
While I admit to having been curious as
to what they would do, I was struck,
ultimately, by how similar a level of
banality was manifested by the partici-
pants. I liked Veruschka best and pro-
bably Charles Eames least because of his
icy slickness. 'Moonlighting Stars" had
a strange fascination.

Merce Cunningham - The Merce Cunningham
pictures of James Klosty appeared a
competent photojournalistic group of
dry interest.

I am in favor of a center in New York
devoted to photography. ICP appears suc-
cessful in terms of its courses, work-
shops and lectures. It seems to fall
down in its program and focus of exhibit-
ions. Mr. Capa and his staff surely must
have their hands full in supporting their
venture from the public relations, fund
raising and administrative ends. 1 hope
the way will soon be found to present a
strong, relevant and consistent program
of exhibitions commensurate with the aims
of ICP.
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Ihomas Barroy - Light Gallery

I did not like Mr. Barrow's one person
exhibition because it was not attractive,
nor did it move or engage me in any way.
The twenty brown-toned prints aptly call-
ed "Cancellations" are random images of
streets, buildings, vacant lots and an-
onymous architectual details all with
either scratched x's or gouges or round
punctures. The press release says of
them - "They offer a complex statement
on the veracity of a photograph, the sub-
ject before the camera, and the nature
of photographic meaning." To me they
offer the veracity of a constipated con-
cept, insensitivity and indifference to
the subject and are meaningless as photo-
graphs. 1In fairness to Mr. Barrow I did
enjoy a striking image of an unusual
building with a canon on its roof. It
is interesting to note, however, that of
the twenty pieces this one is the least
"helped'" by the photographer and might
certainly live removed from its dreary
companions.

Continuing our way through this cheerless,
pointless show, we come upon fourteen
nontoned photographs of books on shelves!
Of this Barrow series, "Libraries", the
release says: ""They are concerned with the
gimultaneity of time and the interweaving
of thought revealed through the juxta-
positions of book titles". As idea, fair,
maybe worth a few moments consideration,
but why make it permanent? Thoughts are
not always sensual and certainly not al-
ways visual. The photograph as'racord
guarantees nothing. A computer's hum
sings sweeter than these images.

In the adjoining room was another 'ome
person exhibition" - Grant Mudford -
showed eleven large, sharp brilliantly
printed pictures of very straight walls,
columns, and facades of buildings. They
are flamboyant architectural pictures,
faghion-like and a little slick, though
two or three are striking. While Mr.
Mudford's work may have merit, proper
evaluation is difficult with this sl;owb
ing. Why do we see eleven pictures
"ﬁt staZamnt can he or almost anyone
make with so few images? Is this all

he has? How can we consider eleven pic-
tures a "one person exhibition"? There
are many ways to fill a gallery wall.

Judith Appelton - Modernage 48th Street.
One wonders who is doing a service for
whom? When space is provided for dis-
play of photographs, more than just walls
are needed.

Ms. Appelton "showed" twenty-one portraits
which could barely be seen. The light
level at the floor appeared considerably
brighter than the wall! Other than see-
ing their name on an announcement or in
the listings of a newspaper, what poss-
ible benefit could any photographer re-
ceive showing in such a useless space?

Two group shows I enjoyed -- one at the
Floating Foundation of Photography (thru
June 27th) called "A Celebration of Life
Below Fourteenth Street - Photographs
from 1946 to 1976". Agsembled by guest
curator Ed Baynard, the show was a joy-
oug melange of things that keep us going,
living in New York: streets, crazies,
lovers, strippers, artists, and all kinds
of people. There are wonderful pictures
by Weegee, Bob D'Alessandro, Larry Fink,
Peter Hujar, Bernard Pierre Wolff, and by
painter-writer Baynard himself , among
others. The exhibition treats the great-
er and lesser events, personalities and
movements that is "Downtown"”! The qual-
ity of the work is high, and despite the
very large size of the show, the pictures
do not appear crowded or haphazardly
arranged. Thanks to Ed, Maggie, and all
the collaborators.

While I generally prefer theme group
shows, I found "The Photographers' Choice"
show at the Witkin Gallery (thru June 19)
had much to offer. The show is drawn
from the book of portfolios and critical
opinion "The Photographers' Choice",
edited by photographer-teacher Kelly Wise.
The exhibition is unique in combining
well-known photographers with lesser-known
ones and featuring mostly previously un-
seen and unpublished pieces. Forty-five
contemporary photographers are represented,
with generally three to six prints each,
About one third of them are well-known.
The works selected are generally solid,
no-nonsense pictures that convey a sense
of seriousness of purpose. This is true
even for work which I myself didn't par-
ticularly like. Mr. Wise has selected
well. The show as a whole projects con-
vincingly and the viewer moves easily from
one group of photos to the next, Of the
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work by well-known photographers, I really
was surprised by an unstiff, beautiful and
sensitive nude portrait by Wynn Bullock
which possessed great tenderness and in-
timacy. There was also a mysterious and
affecting photo by Minor White, a totem-
ésque image of the water of a stream and
the bed below it, entitled Schoodic Se-
quence #1. Harry Callahan's radiant beach
Pictures are masterful images of space and
light. My favorite of this group was the
foggy one with sand, water, and fog envel-
oping and becoming one with the small fig-
ure of a man--a glowing image. Duane Mich-
als provides a fascinating, intense, and
strangely believable sequence of fifteen
small images with text called "The Plea-
sures of the Glove'". The pictures are
"timed" to the text and virtually every
"frame'" is striking. The result is re-
warding theater, artifice without artific-
iality. Michals writes as well as he
photographs here, and the combined effect
is an unusual experience. I enjoyed the
work of the somewhat-known Ray Metzker,
particularly a magical image of a parking
lot with clouds unexpectedly appearing
below it. Of the less well-known (?)
people, Paul Diamond stands out with his
powerful images of an intensely-lived life.
These are scintillating photographs and
really impressed me. Roswell Angier im-
pressed me too with a haunting and seduct-
ive image of a woman waiting her turn at

a pool table. John McWilliams presents

a lovely and lyrical image of a male nude
showering on a small dock. A strange,
floating Xmas tree by William Larson (in
color) has a disquieting effect, a kind
of sinister desentimentalizing of the us-
ual image of the Xmas tree. It may also
be a comment on our way of celebrating

in this country.

The press release mentions that this is
the first show at Witkin that did not or-
iginate in the gallery. Lee Witkin is to
be congratulated for being open to pre-
senting shows prepared by others. And I
hope he will continue to show the work of
lesser-known photographers.

More On RC
This is short for lack of space. Read

Kodak pamphlet J-19 "B/W Processing For
Permanence.' The point is, the da%uerro-
type is obsolete but still visible.

TWO NEW PUBLICATIONS

PHOTOGRAPH: Within the next few weeks
a new magazine called 'Photograph" will
appear. It is staffed mostly by photo-
graphers. The contents include: exhib-
ition reviews, news features, interviews,
open forum and dialogue and other artic-
les. Subscription is $7.50 for ten is-
sues. For more information contact
Photograph, 210 Fifth Avenue, New York,
New York 10010, MU 3-9221.

THE FLASH: 1Is an opiate for Aperture.
It is a simple, direct, strongly visual
quarterly tabloid, edited and published
by photographer Charles Gatewood and
friends. It feels like Red Grooms and
Max Ernst are among them. The Flash is
short on text and long on alive photo-
graphs. Subscriptions are by contribut-
ion. Write The Flash, c/o Charles Gate-
wood, 50 West 22nd Street, New York City,
N.Y. 10011. Be the first on your block!

The editor wishes to thank those who
responded with comments and criticisms
to the first issue of Photo Review.

And to the new subscribers for their
support. This is the last free issue
and we invite your subsecription, to
start in September. Please seud $5,00
for ten month subscription to Photo
Review, The Midtown "Y" Gallery, 344
East 14th Street, New York, N.Y. 10003.

Photo Review invites the public to sub-
mit short articles and critical pieces
to be considered for publication. Photo
Review will not publish during July

and August, The Midtown 'Y" Gallery
will be closed as well during this

time,

(MAY ISSUE)

Right column fourth line from bottom,
publish not public

Right column, third line from bottom,
pieces not pices.

Left column, third line from bottom,
man-related, not many related.

Right column, lines 25 and 37,
Stieglitz.

Right column, 11th line, delete

"The two European Companies. "
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PHOTO REVIEW

A CRITICAL NEWSLETTER PUBLISHED BY THE MIDTOWN Y GALLERY
EDITED BY LARRY SIEGEL

VOLUME I

JUNE 15, 1976 NO. 2

COLOR PHOTOGRAPHS BY WILLIAM EGGLESTON,
The Museum of Modern Art. (thru 8/1)
Before digcussing the exhibition, we
should deal with the implications of the
?how 8 title. It is not common to see
'Black and White Photographs By..." in
show listings or on announcements. Spec-
ial importance and "official" acceptance
of color photographs has been given with
this show. Many photographers have
rarely or never used color. And we all
have heard thesge platitudes: "I don't
like color"; "it's too slow"; "it's not
ready yet". Well, I hate to tell you,
color is here and for real. Though more
expensive, cumbersome, and time-consum-
ing, these aspects of color can no long-
er be the only considerations. Movies
have gotten away from a Hollywood sense
of color and into a more personal use.

The serious film makers today - Antonioni,

Fellini, Godard and many others - have
been using color for years. Must still
photographers remain behind, denying
themselves its advantages? Undoubtedly
part of the problem has been prejudice.
Many have said color i's for amateurs,
snapshots and slides of the kids or va-
cation. Most serious photographers don't
actually like to look at projected slides
and the idea of prints being made seems
too remote. Once in awhile everyone has
shot slides for him or herself, but the
results have generally wound up in a
drawer. Most color has been done by wor-
king photographers, for use in reproduc-
tion in an ad or for reportage. More
fuel for the prejudice. While a few
photographers have taken the plunge, the
most notable has been Alvarez Bravo. I
saw beautiful type C prints in Mexico in
1966, And they were printed by Bravo
himgelf! We will just have to give up
the excuses we have been making about
color and realize that it is a part of
the vigible spectrum and must become

part of our own.

I found Eggleston a serious and interest-
ing photographer and enjoyed a number of
the 71 dye transfer prints displayed.
Among them was a striking image of three
children dressed in muted Halloween cos-
tumes. They face the camera standing in
an approaching dusk on a green-hued
country road with a pale purple sky be-
hind them. The color is magically relev-
ant. Another, smaller picture of a young
girl standing at the door of a child-
sized house caught me with its strange
correctness. The well cut green lawn in
front of the house completed the unusual
and elegant sense of space and scale
convincing us that the child does live
he‘re -

When we evaluate black and white photo-
graphs, we are often concerned with the
quality of the prints themselves. This
consideration brings us to the final

part of the complex that has kept many

of us from color prints. The press re-
lease for the exhibition notes ''the
prints in the exhibition were made, un-
der Mr. Eggleston's supervision, by
Berkey K & L Color Labs, New York, and
the K & S Photo Labs, Chicago." Can or
should more photographers use a lab?

For many black and white workers who

make their own prints, this is generally
congidered an unthinkable act. Thus
further resistance to shooting in color.
One could take a course and learn color
printing, but not so easily the dye trans-
fer process. And how many serious photo-
graphers will take a course to learn any
process? I hope more do. But what about
uging a lab as Mr, Eggleston has done?

I don't think he has sinned. He was
there watching, saying 'more pink here'
or "more blue there' to a highly skilled
person, who did deliver what the photo-
grapher wanted. Painters and printmakers
often use technicians when they make gra-
phics. Why shouldn't photographers? It
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is questionable whether the printer
should receive credit for his or her part.
I didn't notice any credit for the prints
displayed with the show and don't know
if this was intentional. Eggleston's
Prints are beautiful and can be apprec-
iated as well as black and white prints,
Perhaps in a new or different way from
that which we have been accustomed,
Eggleston generally ugses color in a
thoroughly integrated way. His pictures
read as "straight" prints. Take the
image of the dog lapping water from a
pPuddle on a dirt road. The dog's color
is an organic variant of the road's own
color and contributes enormously to the
surreal quality of the dog's simple act.
Or the expectant man sitting on a bed in
an anonymous and austere motel room. The
man is clearly articulated yet his
Presence remains ambiguous. The gold
bronze tone adds a surprising air of
stateliness; he sits and waits as if in
some lost court., William Eggleston has
2 unique vision; in a way he seems to
combine the more striking aspects of Lee
Friedlander and George Tice, yet molds
them in his own way. I look forward to
more of his work and wonder what the re-
sult would be if he would occasionally
imbue his people pictures with a hint of
emotional confrontation. His tendency
to use people as object overstresses an
already marked detachment in his work.
Not all of the pictures were equally good
and the exhibition would have benefited
from further editing.

John Szarkowski is to be thanked for giv-
ing us the "green" light with this William
Eggleston show.

International Center of Photography

Clarence John Laughlin -

~ The Transforming Eye

This exhibition was prepared and 'pack-
aged" by the International Exhibitions
Foundation and the Lunn Gallery/Graphics
International of Washington, D.C. Sev-
enty-five mostly terrific photographs
werea poorly shown at I.C.P. One felt
they were jumbled together, all of the
framed and matted prints were displayed
on two rows, making them appear awkward
and chaotic. A siwmple solution would
have been to stand or suspend three 4'
X 8' panels running lengthwise in the
center of the room. At least one third
of the prints could then have been re-
moved from the walls making for a better
and more spacious hanging that these
images deserve.

T TN A A

For those who do not know Laughlin's
work, a short description is in order.
Using a view camera, the photographer
has produced superb prints of fascin-
ating architectural details and remains
of old buildings, much in Louisiana,

The sense and feelings of the buildings
themselves have been rendered in a
strong and striking manner. In addition,
Laughlin often adds a human presence
either as portrait or allegory. The
effect is often magical. We see over-
grown,; degerted plantations, cemeteries
and cabinsg, often inhabited with con-
vineing 'ghosts". My only complaint
with this truly imaginative photographer
is his tacky titles - '"Mistress of Pneu-
matic Bligs, Worn Lives and Houses,

Poem at Sunset", etc, and his ingistence
on providing extended captions that not
only "explain' the picture but literally
tell us how to look at it! His passion
for annotation and anecdote is fierce.
He got it all out in hig catalog--Buy it.

Moonlighting Stars - The fund raising

* exhibition "Moonlighting Stars" display-
ed photographs made by famous personages
not known as photographers. Among the
25 who showed were Senator Howard Baker,
Justice William 0.Douglas, Peter Falk,
Celeste Holm, Anthony Quinn, Eli Wallach,
Gina Lollobrigida and Nelson Rockefeller,
While I admit to having been curious as
to what they would do, I was struck,
ultimately, by how similar a level of
banality was manifested by the partici-
pants. I liked Veruschka best and pro-
bably Charles Eames least because of his
icy slickness. '"Moonlighting Stars" had
a strange fascination.

Merce Cunningham - The Merce Cunningham
pictures of James Klosty appeared a
competent photojournalistic group of
dry interest.

I am in favor of a center in New York
devoted to photography. ICP appears suc-
cessful in terms of its courses, work-
shops and lectures. It seems to fall
down in itg program and focus of exhibit-
iong. Mr. Capa and his staff surely must
have their hands full in supporting their
venture from the public relations, fund
raising and administrative ends. I hope
the way will soon be found to present a
strong, relevant and consistent program
of exhibitions commensurate with the aims
of ICP.
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PHOTO REVIEW

A CRITICAL NEWSLETTER PUBLISHED BY THE MIDTOWN Y GALLERY
EDITED BY LARRY SIEGEL

VOLOME 1

JUNE 15, 1976 NO. 2

COLOR PHOTOGRAPHS BY WILLIAM EGGLESTON,
The Museum of Modern Art. (thru 8/1)
Before discussing the exhibition, we
should deal with the implications of the
show's title. It is not common to see
"Black and White Photographs By..." in
show listings or on announcements. Spec-
ial importance and "official" acceptance
of color photographs has been given with
this show. Many photographers have
rarely or never used color. And we all
have heard these platitudes: "I don't
like color"; "it's too slow"; "it's not
ready yet". Well, I hate to tell you,
color is here and for real. Though more
expensive, cumbersome, and time-consum-
ing, these aspects of color can no long-
- ‘er be the only considerations. Movies
have gotten away from a Hollywood sense
of color and into a more personal use.
The serious film makers today - Antonioni,
Fellini, Godard and many others - have
been using color for years. Must still
photographers remain behind, denying
themselves its advantages? Undoubtedly
part of the problem hqg been prejudice.
Many have said color is for amateurs,
snapshots and glides of the kids or va-
cation. Most serious photographers don't
actually like to look at projected slides
and the idea of prints being made seems
too remote. Once in awhile everyone has
shot slides for him or herself, but the
regults have generally wound up in a
drawer. Most color has been done by wor-
king photographers, for use in reproduc-
tion in an ad or for reportage. More
fuel for the prejudice. While a few
photographers have taken the plunge, the
most notable has been Alvarez Bravo. I
saw beautiful type C prints in Mexico in
1966. And they were printed by Bravo
himself! We will just have to give up
the excuses we have been making about
color and realize that it is a part of
the vigible spectrum and must become
part of our owm.

I found Eggleston a serious and interest-
ing photographer and enjoyed a number of
the 71 dye transfer prints displayed.
Among them was a striking image of three
children dressed in muted Halloween cos-
tumes. They face the camera standing in
an approaching dusk on a green-hued
country road with a pale purple sky be-
hind them. The color is magically relev-
ant. Another, smaller picture of a young
girl standing at the door of a child-
sized house caught me with its strange
correctness. The well cut green lawn in

“front of the house completed the unusual

and elegant sense of space and scale
convincing us that the child does live
here.

When we evaluate black and white photo-
graphs, we are often concerned with the
quality of the prints themselves. This
congideration brings us to the final

part of the complex that has kept many

of us from color prints. The press re-
lease for the exhibition notes '"the
prints in the exhibition were made, un-
der Mr. Eggleston's supervision, by
Berkey K & L Color Labs, New York, and
the K & S Photo Labs, Chicago." Can or
should more photographers use a lab?

For many black and white workers who

make their own prints, this is generally
congidered an unthinkable act. Thus
further resistance to shooting in color.
One could take a course and learn color
printing, but not so easily the dye trans-
fer process. And how many serious photo-
graphers will take a course to learn any
process? I hope more do. But what about
using a lab as Mr. Eggleston has done?

I don't think he has sinned. He was
there watching, saying 'more pink here"
or "more blue there'" to a highly skilled
person, who did deliver what the photo-
grapher wanted. Painters and printmakers
often use technicians when they make gra-
phics. Why shouldn't photographers? It
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s quegtionable whether the printer

should receive credit for his or her part,

I didn't notice any credit for the prints
displayed with the show and don't know
if this was intentional, Eggleston's
prints are beautiful and can be apprec-
iated as well as black and white prints,
pPerhaps in a new or different way from
that which we have been accustomed,
Eggleston generally uses color in a
thoroughly integrated way. His pictures
read as "straight" prints. Take the
image of the dog lapping water from a
Puddle on a dirt road. The dog's color
is an organic variant of the road's own
color and contributes enormously to the
surreal quality of the dog's simple act.
Or the expectant man sitting on a bed in
an anonymous and austere motel room. The
man ig clearly articulated yet his
Pregence remainsg ambiguous. The gold
bronze tone adds a surprising air of
stateliness; he sits and waits as if in
some logt court. William Eggleston has
& unique vision; in a way he seems to
combina the more striking aspects of Lee
Friedlander and George Tice, yet molds
them in his own way. I look forward to
more of his work and wonder what the re-
sult would be if he would occasionally

:ﬂ, imbue his people pictures with a hint of

emotional confrontation. His tendency
to use people as object overstresses an
already marked detachment in his work.
Not all of the pictures were equally good
and the exhibition would have benefited
from further editing.

John Szarkowski is to be thanked for giv-

ing us the '"green" light with this William

Eggleston show.

International Center of Photography

Clarence John Laughlin -
The Transforming Eye
This exhibition was prepared and "pack-
~ aged" by the International Exhibitions
Foundation and the Lunn Gallery/Graphics
International of Washington, D.C. Sev-
enty-five mostly terrific photographs
were poorly shown at I.C.P. One felt
they were jumbled together, all of the
framed and matted prints were displayed
on two rowa, making them appear awkward
and chaotic. A simple solution would
have been to stand or suspend three 4'
X 8' panels running lengthwise in the

center of the room. At least one third '

of the prints could then have been re-
moved from the walls making for a better
and more spacious hanging that these
images deserve.

For those who do not know Laughlin's
work, a short description is in order.
Using a view camera, the photographer
has produced superb prints of fascin-
ating architectural details and remains
of old buildings, much in Louisiana.
The sense and feelings of the buildings
themselves have been rendered in a
strong and striking manner. In addition,
Laughlin often adds a human presence
either as portrait or allegory. The
effect is often magical. We see over-
grown, deserted plantations, cemeteries
and cabins, often inhabited with con-
vineing '"ghosts"., My only complaint
with this truly imaginative photographer
is his tacky titles - 'Mistress of Pneu-
matic Bliss, Worn Lives and Houses,

Poem at Sunset", etc, and his insistence
on providing extended captions that not
only "explain' the picture but literally
tell us how to look at it! His passion
for annotation and anecdote is fierce.
He got it all out in his catalog--Buy it.

Moonlighting Stars - The fund raising

* exhibition "Moonlighting Stars" display-

ed photographs made by famous personages
not known as photographers. Among the

25 who ghowed were Senator Howard Baker,
Justice William O.Douglas, Peter Falk,
Celeste Holm, Anthony Quinn, Eli Wallach,
Gina Lollobrigida and Nelson Rockefeller.
While I admit to having been curious as
to what they would do, I was struck,
ultimately, by how similar a level of
banality was manifested by the partici-
pants. I liked Veruschka best and pro-
bably Charles Eames least because of hig
icy slickness. 'Moonlighting Stars" had
a strange fascination.

Merce Cunningham - The Merce Cunningham
pictures of James Klosty appeared a
competent photojournalistic group of
dry interest.

I am in favor of a center in New York
devoted to photography. ICP appears suc-
cegsful in terms of its courses, work-
shops and lectures. It seems to fall
down in its program and focus of exhibit-
ions. Mr. Capa and his staff surely must
have their hands full in supporting their
venture from the public relations, fund
raising and administrative ends. I hope
the way will soon be found to present a
strong, relevant and consistent program
of exhibitions commengurate with the aims
of ICP.
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demonstration t working. When we asked Captain
Borst why it was = hard to locate garkrooms available for
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have to be on hand constantly and pay attention to the
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vearly fee of $200 for dues. When * _1've become a member,
vou mav sign up for virtually uniimited use of the dark-
rooms, but vou must supply vour own paper and chemicals.
The club also sponsors 10 ditferent phatography courses for
the general public. Subjects range [rom photographic fun-
jamentals to advanced workshops in color and black-and-
white photography and club members may take one course a
trimester for free after an initial three months member-
ship. (THE CAMERA CLUB OF NEW YORK, 37 East 60th
Street, call 8389710 weekdays between 2 p.m. and 6 p.m. for
more information about membership and courses.)

The International Center of Photcgraphy continues to
grow, offering excellent courses, seminars. and lectures on
photography besides a full exhibition schedule. Director

practically all reserved for the summer, but we sugeest you
call the center for information about sessions in the fall.
Their space is immaculate and their darkrooms are et up to
handle both black-and-white and color printing. A supervisor
is always there to help. (INTERNATIONAL CENTER OF
PHOTOGRAPHY, Fifth Avenue at $ith Street, 86(-1383.)
Larry Seigel, director of the Midtown Y Gallery, confirms
the fact that public darkroom space is a scarcity and has
plans to open up a darkroom in which five people can work at
one time. All the equipment for developing and printing will
be available at the gallery this summer. The program is still
in the planning stages, so call him to discover when he thinks
things will be ready to operate. Space would be available ona
subscription basis at first. (THE MIDTOWN Y GALLERY,

{ 215 (refundable if vou don't make it). and a Cornell Capa says that their darkroom printing stations are

Printing the picture at the left in black and white is an immediate
contradiction in terms, since its maker, William Eggleston, takes
most of his photographs in color. His work is the subject of an
upcoming show at the Museum of Modern Art and a memorable
accompanying publication: **William Eggleston’s Guide™ with color
reproductions of his quietly eerie studies of neighbors and surround-
ings in Tennessee. In his fine and lucid introduction, John Szarkowski
traces the development of color photography and its recent coming of
age in pictures taken outside the studio without highly controlled
conditions. Szarkowski suggests that ‘‘most color photography . . .
has been either formless or pretty’ and that most photographers
“while editing from life . .. have found it too difficult to see
simultaneously both the blue and the sky." Eggleston, in his
deceptively simple snapshot compositions, manages to do both. He
makes the opalescent green interior of a shower stall as beautiful as a
cathedral window. His book is the first monograph on a photographer
with all the reproductions printed in color. Szarkowski finds his
photographs *'perfect irreducible surrogates for the experience they

' pretend to record .. . collectively a paradigm of a private view."
They are certainly unforgettable. (WILLIAM EGGLESTON'S

i : GUIDE, published by MOMA mid-May, $12.30, The William Eggleston

| L - . > e e o F i Exhibit, opens May 25 and runs through August 1 at MOMA, 19 West
Landscape photographed by William Eggleston i3rd Street, 956-6100.) (AA) Vyvy
== = =

~zold, Termy Curtis Fox, Fred W. McDarrah, Anton J. Mikofsky, Carman Moore, Nancy Stevens, Lee Topper, Michael J. Weber.

34 East 14th Street, 674-7200.) (AA)
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They Scid

Bob Pasqualina, of Cohen Pasqualina
Timberman, Inc., in an address with
Howard Cohen to the Memphis Sales &
Marketing Executives Club:

‘'Advertising is a barometer of every-
thing that's happening around us—and
everything around us is changing fast.
There are new groups and new points of
view popping up all the time: ecology,
conservation, women's lib, integration,
consumerism, the education explosion,
group sex. You can add another fifty buzz
words, but when you add them all up the
sum is always the same: constant change
in our daily lives, a revolution every day.
So, there has to be constant change in
advertising, a revolution in advertising,
too.""

Carl W. Nichols, chairman of Cunning-
ham & Walsh, Inc. and former chairman
of the American Advertising Federation,
at the AAF MNational Convention in
Washington, D.C.:

“If you look at advertising like a
manufacturer looks at his product, we
have a great product to sell: packaged
communications....The new battle front
for the advertising industry is at the state
and city level. What happens there
directly affects us all. Local restrictions
set precedent for national actions.’

John Mack Carter, Editor of Good
Housekeeping, at the SPD Publication
Design Awards presentation:

““To inspire creativity, the first rule is
to admit that creative people are creative.
...Creativity will flourish only in an
atmosphere of meaningful challenge to
inspire and motivate, and an appreciative
feedback of results....Provide an atmos-
phere of promise and recognition for
creatjvity. This Is more difficult than it
sounds, for the human tendency is to
reject new ideas because they make life
uncomfortable for the time being. Most
people see only what is wrong with a new
idea, even though that ‘wrongness’'' may
be minimal. In doing this, they overlook
the advantages of the idea—what is right
about it."

book reviews

William Eggleston's Guide, a collection
of color photographs, with an essay by
John Szarkowski; New York, The
Museum of Modern Art, 47 color plates,
112 pp, hardbound.

The Museum of Modern Art has issued
this book in conjunction with their
exhibition of William Eggleston’s color
photographs—an exhibition that has
produced a violently mixed reaction. It
marks the official coming of age of color
photography and the first commitment to
the medium by a major American
museum.

Eggleston's work raises questions by
no means new in photographic circles.
There is the matter of the so-called
‘*snapshop school."’ More obvious is the
renascent controversy over the nature
and function of color in relation to
principles developed only decades ago on
the basis of black and white.

As Mr. Szarkowski emphasizes in his
perceptive and lucid essay, photography
by nature defines form and subject
simultaneously; it is a medium of
selective elimination, accommodating the
strictures of the frame. The additional
problem of color has constituted a
distracting and irresolvable superfluity
for many photographers and viewers
alike. At best, we have felt that color
intrudes upon and confuses the delicate
element of form. But this has been the
shortcoming of most color failures: the
insistence upon regarding color as a
separate entity. To succeed in color, says
Mr. Szarkowski, we must see a world that
exists in color—as though *‘the blue and
the sky were one thing."' Color photogra-
phy can succeed on its own, we are to
believe, only when form and color are
recognized as inseparable.

Eggleston's photographs very nearly
represent the complete realization of this
natural partnership. His subject matter is
specific, deeply personal—he pictures
people and scenes in his native Memphis
and rural Mississippi. The color is
unusual—muted, strained. In a vacuum,
it possess an other-worldly eeriness
amplified by exceptionally sharp focus.

But such separation is impossible here.
Eggleston’s color is indigenous to the
world he depicts: gaudy, orange interiors
of Southern homes, a black sharecropper
in a yellow dress against a slate-grey sky,
grease-caked metal racks Inside an oven,
empty white plastic bottles scattered
across a baked dirt lot. It is a foreign,
exotic world whose inhabitants peer
blankly out of a void reminiscent of the
Diane Arbus' grotesque mutant universe.
It Is Eggleston's own world, his own
color, his collective portrait of a place in
space and time that simply does not exist

br(-\' D: rcr_'\‘\‘on. hucr-lg

for most of us. As Szarkowski describes
the photographs, they are ‘‘patterns of
random facts in the service of one
imagination.""

Undoubtedly the color questions will
resolve themselves as more photogra-
phers discover the unalterable oneness of
color and form. (And for those who must
define art on the basis of financial worth,
the advances that promise longer-lasting
color dyes will prove investment in color
photographs to be a wothwhile specula-
tion). Finally, color photography will
Invite the conceptual sort of consideration
that pervades the judgment of other
“legitimate’” art forms. What will
emerge once again as most important—
as it has in Eggleston's fine photographs
—is the nature of the vision, its validity
and its function for the artist and his
public.

How To Prepare Professional Design

Brochures, by Gerre Jones; New York,

McGraw Hill, 277 pp, illustrated, $16.50.

In recent years more and more companies

have turned to the brochure as an

effective means of self-promotion. In this

light, Mr. Jones' book is a timely and

useful addition to the design library.

Beginning with the basic aims of bro-

chure design from a standpoint of

audience and client alike, it goes on to

discuss in detail every aspect of the
successful brochure—from concept and

initial format, writing, illustration and

typography, to final design and integra-

tion. Along the way Mr. Jones offers the
kinds of specific hints that usually come

only after years of work (e.g. '‘Printers’

Estimates). Each chapter could well

stand on its own as a reference work in
miniature. Checklists, a glossary, and
details on how to obtain extensive source
material are further niceties rounding out
a most thorough volume.

Hand Lettering Today, by Abraham
Switkin; New York, Harper and Row, 212
pp, illustrated, $13.95.

This is a how-to book, as opposed to
numerous volumes which have appeared
to trace and rehash the history of
letter-forms and calligraphy. The author,
head of a lettering shop, has taught
students and professionals, and his book
Is a sound elementary course in principles
and practical techniques. In addition to
the actual design and execution of
specific alphabets, Mr. Switkin discusses
important elements such as spacing,
legibility, and weight. He also illustrates
different drawing media, including ltalic,
Speedball, chisel-point, markers, and
Iinstant lettering. Of particular interest is
an appendix containing seventy-five new
hand alphabets. All in all, a bit basic—
but fine for beginners and an excellent
source work for the stifled professional.
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wo-hour private sessions which consist of action.
actual working. When we asked Captain
was so hard to locate darkrooms available for

D “'I've seen 20 places come and go, but

P 2 this is a time-consuming operation. You

0 be on hand constantly and pay attention to the
_place is special because of its impeccable

its informal spirit, and its careful organiza-

yearly fee of $200 for dues. When you've become a rnemﬁ,
vou may sign up for virtually uniimited use of the dark-
rooms, but you must supply your ¢wn paper and chemicals. Their space is mmaculsleat:ﬂ
The club also sponsors 10 different photography courses for handle both black- and-wlllle
You'll get the prints you'want and have a good time e general public. Subjects range from photographic fun- .
here as well. (BORST DARKROOM RENTAL  jamentals 1o advanced workshops in color and black-and- =5
193 Prince Street, 2549511, $3 an hour, open white photography and club members may take one course a Larry Seigel, di:eclnrn( Midtown
: ““"'8‘ Saturdays from 11 a.m. to 11 p.m.) Wy trimester for free after an initial |hree0monu3:'? meml;'l’-.-l the fact that public darkroom m
ship. (THE CAMERA CLUB OF NEW YORK, 37 East
with the latest Super Chromega Dichmnk: Street, call 838-9710 weekdays between 2 p.m. and 6 p.m. for
. Their facilities can handle developing and more information about membership and courses.)
upto ls-by -20 inches in size. But to use their The International Center of Photography continues to
you must become a full member of the club grow, offering excellent courses, seminars, and lec!.l:)h:u::s;:t on m \;}I hmmﬂrst.(:l!
} uires two letters of recommendation, photography besides a full exhibition schedule. or on
“:ll"'ﬁ (refundable if you don't make it), and a Cornell Capa says that their darkroom printing stations are 34 East 14th Street, 674-7200.)

EGGLESTON SEES IN
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Advertising Trade Publications, Inc.

19 W, 44 51, N Y, NY. 10036 986-4930

Elizabeth Shaw

The liuseum of Modern Art
11 West 53rd. Street
New York, NT

23 August, 1976
Dear ls. Shaw,
I have enclosed a copy of the latest ART
DIRICTION as well as two tear sheats of

our review of \illiam Hggleston's (iuide,
which is featured in this issuec.

As you will see from the review, I

was impressed and delighted by both the
book and the exhibition--particularly
because they exemplify the inteprity
of the artistic vision. Too, their
timeliness and relevance to a most
pertinent aesthetic matier honor the
courage and foresight of the Museum.

Thanks for an exciting and ground-
breaking exhibition, a lovely book, and the
chance to inform our own readership of

some very important issuese.

Sincerely,

Scott Kari £
Editorial Department.

? Publishers of; ART DIRECTION ADVERTISING TECHNIQUES GRAPHIC ARTS BUYER
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They Said

Bob Pasqualina, of Cohen Pasqualina
Timberman, Inc., in an address with
Howard Cohen to the Memphis Sales &
Marketing Executives Club:

"*Advertising is a barometer of every-
thing that's happening around us—and
everything around us is changing fast.
There are new groups and new points of
view popping up all the time: ecology,
conservation, women's lib, integration,
consumerism, the education explosion,
group sex. You can add another fifty buzz
words, but when you add them all up the
sum is always the same: constant change
in our daily lives, a revolution every day.
So, there has to be constant change in
advertising, a revolution in advertising,
too.""

Carl W. Nichols, chairman of Cunning-
ham & Walsh, Inc. and former chairman
of the American Advertising Federation,
at the AAF National Convention in
Washington, D.C.:

“If you look at advertising like a
manufacturer looks at his product, we
have a great product to sell: packaged
communications....The new battle front
for the advertising industry is at the state
and city level. What happens there
directly affects us all. Local restrictions
set precedent for national actions."'

John Mack Carter, Editor of Good
Housekeeping, at the SPD Publication
Design Awards presentation:

“‘To inspire creativity, the first rule is
to admit that creative people are creative.
...Creativity will flourish only in an
atmosphere of meaningful challenge to
inspire and motivate, and an appreciative
feedback of results....Provide an atmos-
phere of promise and recognition for
creativity. This is more difficult than it
sounds, for the human tendency is to
reject new ideas because they make life
uncomfortable for the time being. Most
people see only what is wrong with a new
idea, even though that 'wrongness'' may
be minimal. In doing this, they overlook
the advantages of the idea—whal is right
about it."”’

- k
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book reviews

William Eggleston's Guide, a collection
of color photographs, with an essay by
John Szarkowski; MNew York, The
Museum of Modern Art, 47 color plates,
112 pp, hardbound. v

The Museum of Modern Art has issued
this book In conjunction with their
exhibition of Willlam Eggleston’s color
photographs—an exhibition that has
produced a viclently mixed reaction. It
marks the official coming of age of color
photography and the first commitment to
the medium by a major American
museum,

Eggleston's work raises questions by
no means new in photographic circles.
There is the matter of the so-called
"‘snapshop school.'' More obvious is the
renascent controversy over the nature
and function of color in relation to
principles developed only decades ago on
the basis of black and white.

As Mr. Szarkowski emphasizes in his
perceptive and lucid essay, photography
by nature defines form and subject
simultaneously; it Is a medium of
selective elimination, accommodating the
strictures of the frame. The additional
problem of color has constituted a
distracting and irresolvable superfluity
for many photographers and viewers
alike. At best, we have felt that color
intrudes upon and confuses the delicate
element of form, But this has been the
shortcoming of most color failures: the
insistence upon regarding color as a
separate entity. To succeed in color, says
Mr. Szarkowski, we must see a world that
exists in color—ag though '‘the blue and
the sky were one thing."'' Color photogra-
phy can succeed on its own, we are to
believe, only when form and color are
recognized as inseparable.

Eggleston’s photographs very nearly
represent the complete realization of this
natural partnership. His subject matter is
specific, deeply personal—he pictures
people and scenes in his native Memphis
and rural Mississippi. The color is
unusual—muted, strained. In a vacuum,
it possess an other-worldly eeriness
amplitied by exceptionally sharp focus.

But such separation is impossible here.
Eggleston's color is indigenous to the
waorld he depicts: gaudy, orange interiors
of Southern homes, a black sharecropper
in a yellow dress against a slate-grey sky,
grease-caked metal racks inside an oven,
empty white plastic bottles scattered
across a baked dirt lot. It I5 a foreign,
exotic world whosg |nhabitants peer
blankly out of a vold reminiscent of the
Diane Arbus' groleaquq mytant universe.
It is Eggleston's own world, his own
color, his collective portrait of a place in
space and time that simply does not exist

e — —
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for most of us. As Szarkowski describes
the photographs,*they are '‘patterns of
random facts in the service of one
imagination.'"

Undoubtedly the color questions will
resolve themselves as more photogra-
phers discover the unalterable oneness of
color and form. {And for those who must
define art on the basis of financial worth,
the advances that promise longer-lasting
color dyes will prove investment in color
photographs to be a wothwhile specula-
tion). Finally, color photography will
invite the conceptual sort of consideration
that pervades the judgment of other
"'legitimate'' art forms. What will
emerge once again as most important—
as it has in Eggleston's fine photographs
—is the nature of the vision, its validity
and its function for the artist and his
public.

How To Prepare Professional Design
Brochures, by Gerre Jones; New York,
McGraw Hill, 277 pp, Illustrated, $16.50.
In recent years more and more companies
have turned to the brochure as an
effective means of self-promotion. In this
light, Mr. Jones' book is a timely and
useful addition to the design library.
Beginning with the basic aims of bro-
chure design from a standpoint of
audience and client alike, it goes on to
discuss in detail every aspect of the
successful brochure—from concept and
initial format, writing, IHustration and
typography, to final design and integra-
tion. Along the way Mr. Jones offers the
kinds of specific hints that usually come
only after years of work (e.g. *'Printers’
Estimates). Each chapter could well
stand on its own as a reference work in
miniature. Checklists, a glossary, and
details on how to obtain extensive source
material are further niceties rounding out
a most thorough volume,

Hand Leltering Today, by Abraham
Switkin; New York, Harper and Row, 212
pp, illustraled, $13.95,

This is a how-to book, as opposed 1o
numerous volumes which have appeared
to trace and rehash the history of
letter-forms and calligrdphy. The author,
head of a lettering shop, has taught
students and professionals, and his book
is a sound elementary course in principles
and practical techniques. In addition to
the actual design and execution of
specific alphabets, Mr. Switkin discusses
important elements such as spacing,
legibility, and weight. He also illustrates
different drawing media, including Italic,
Speedball, chisel-point, markers, and
instant lettering. Of particular interest is
an appendix containing seventy-five new
hand alphabets. All in all, a bit basic—
but tine for beginners and an excellent
source work for the stilled professional.
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SHOWS SEEN continued from page 31
unassuaged ego. Since my initial reaction
(hterally within five seconds) to Willium
Eggleston's show was pee gative, 1 el that
i all fairness | should ot for another
look. Which I did Now 'y Pasiie it
my: Opinon is negalive.

It's not just that the pictures are medio-
ere. It's that they're presented with such
fulsome flattery

Is Eggleston really “one of the most ac-
complished photographers now work. mngan
colar”? (That’s how the mus ‘rlm deseribed
him.) Can we believe that “his phioto-
graphs comprise a remarkable and SUIPris-
ing comumentary on conten 1porary Amert-
can life"? John Szarkowski, who direcied
the show, states that these pictures are

“pertect.” And the exhibilion 15 accompa-
nied by the muscum’s first hook on color
photography.

Egzleston (horn 1939) was a 1974 Gug-
genheim Fellow and held a National -
dowment for the Arts fellowship last vea
He has been a lecturer at Carpenter Cen-
ter, Harvard College. Most of lis photo
graphs were made in Tennessee and porth-
ern Mississippn before 1971,

what he saw, he features the lowest, most
common denominator, sitns: Coca-Colo, 7
Up, Pabst Blue Ribhon, Wander Bread:
also STOP, Elect Hutchison Sherif]. Just-
Rite Cufe, Bozo's Cafi. and Futhes (i a
cemetery). This approach was okay wlhen
Walker Evans did i1, back in the [urima-
Shave era, but Eggleston makes it tire-
somely repetitious.

A glorified snapshooter, Fggleston is de-
senbed as having “discovered the worl. of
Cartiee-Bresson'™ in 1962, Dut his indect
SIVe moments are omnipresent: o uan
standing and stavng 1 a CeImerery; some-
body touching a blimpy 1.5, Air Foree
thing; a swimming pool minus swimmers
ar even good color, people i o vir looking

e s e

P 2 »
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In his simplistic misinterpretation of

T ET e - ————
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William Fealoston—Color Photographs,

Phe Muscum of Modern Art, New York

¢ .I_~ May 25-Aug. L. Sonie believe that i

s opinion may be influenced by his
e of mind o digestion. Could be, Possi

bly he (or shed was ceanky after 4 b
night's sleep, had 4 fipht
boss, or lover, or stmply was suflecing fiom

with o friend,

conlued on page 228

William Eggluston

towsard someone (off-frame) whose legs are
unaceountably on the car door.

Fhese pliotos embaody lijtle thought and
less fecling. Many are dull in color s
concepl. H. s exverably rendered '.m-lf"-
sticks on gl would be unsgeceptahle
submitied by one of my basic phot e 15 In
studenis, The exhibit even fncludes wl-
e copeout—in mmare ol an ||11.|;'l'
(elose-up ol w fuotball scene on 1°V)

You may have gugssed by now that 1
don't like the phiotagraphs of Willian fig-
gleston, Samchody n]hl thongh: the exlibi-
bon and book were supported by pranis
trom: Vivitar, Ine, awed the National 1

dowment for the Aris. But differciices of

apinien are the reason fin horse eaces
amd passibly for photopriply exhibits ot
Phe Muscum of Madern Agt

Huarvep V. Fondiller O

all

piva

o g P e = g ad ™
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SHOWS SEENcontinued from page 31
unassuaged ego. Since my mitial reaction
(literally within five seconds) to William
Eggleston’s show was negative, I felt that
in all fairness I should return for another
look. Whiq‘l;h Ldid. Now I'm pasitive thayt
my Opinion is negative
It'sinot just that the pictures arc medio-
4 cre. Tt's that they're presented with such
4 fulsomé flattery.
Is Egegleston really “one of the most ac-
d complished photographers now working in
tqlor”? (That's how the museum described
him.) Can we believe that *his photo-
“graphs comprise a remarkable and SUEpris-
ing commentary on contemporary Ameri-
can life"? John Szarkowski, who directed
the show, states that these pictures are
“perfect.” And the exhibition is accompi-
. nied by the museum’s first book on color
phptography.
; Eggleston (born 1939) was a 1974 Gug-
genheim Fellow and held a National En-
dowment for the Arts fellowship lust year,
He has been a lecturer at Carpenter Cen-
ter, Haryard College. Most of his ploto-
graphs were made in Tennessee and norih-
ern'Mississippi before 1971,
. In his simplistic misinterpretation of
What he saw, he features the lowest, most
commen denominator, signs: Cocu-Cola, 7-
Up. Pabst Blue Ribbon, Wonder Bread:
also STOB Elect Hutchison Sheriff, Just-
Rite Cafe, Bozo's Cafe; and Father (in a
cemetery). This approach was okay when
-4 Walker Evans did it, back in the Durma-
Shave era, bul Eggleston makes it tire-
‘somely repetitious,
1A glomified snapshooter, Egaleston is de-
seribed as having “discovered the work of
‘Cartier-Brésson" in 1962. But his indeci-
sive moments are omnipresent: 4 man
standing and staring in a cemetery; some-
bady toughing a blimpy U.S. Air Force
thing; a'swimining pool minus swimmers,
orgven good'color; people in a car lod king

William Egaleston—Color Photographs,
The Museum of Modery Arl, New York
City, May 25-Aug. 1. Some believe that 3
cre’s opinion may be infuenced by his
state of mind or digestion. Could be. P 551
bly hie (or she) was cranky after a had
mght's sleep, had a fight with a friend,
boss, or lover, or sinply was suftering from

continued on Pagel28

William Egaloston

toward someone (off-frame) whose legs are
uniccountubly on the car door,

I'hese photos embody little thought and
less feeling. Manvy are dull in color and
concept. The execrably rendered “Candle-
sticks on table” would be uniceeprable if
submitted by one of my basic photography
students. The exhibit even meludes the ul-
timate cop-out—an image of an lmage
(close-up of a football scene on 'TV),

You may have puessed by now that I
don't like the rhotographs of William Eg-
gleston, Somchady did, though; the exhibi-
tion and book were supported by grants
from Vivitar, Ine, and the National En-
dowment for the Arts. Dut differences of
opimon are the reason for horse races . | |
and possibly for photography exhibits at
The Museum of Modern Art,

—Hurvey V. Fonditler ©
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Color me
MOMA

Photographs by William Eggleston
Museum of Modemn Art
May 25 — Aug. 1, 1975

William Eggleston’s Guide
Introduction by John Szarkawski
?:Il.‘;?eum of Modern Art/112 pp./$12.50

The showing of William Eggleston's
photographs at the Museumn of Modern
Art was, inevitably, surrounded by con-
tingencies that have little to do with his
work. It is well known, at least within the
art world upon which the operations of
MOMA wield such infiuence, that the
circumstances in which a person's work
are shown can have more effect on his or
her acceptance as an artist than does the
work itself. The very existence of a Mu-
seum of Modern Art confirms the fact Its
existence, additionally, also confirms its
power, and there is no doubt that Eg-
gleston is now “in"—nothing short of
holocaust could make him “out” That,
however, is not an issue of major con-
cern. Important, on the other hand, is the
extent to which factors external to Eg-
Eleston’s photographs have affected ap-
preciation of them.

The major of these factors is that prac-
tical photographic processes in color
have existed since the turn of the
century—and have been used by photog-
raphers in increasing numbers ever
since—and yet that Egglestion’s is the
first major exhibition of color photo-
graphs. at the Modern. This in itself
makes the exhibition mare important
than a display of a photographer's work.

It, in a very real sense, makes it a verifica-
tion of color phatography, a certification
that this distinct medium-within-a-
medium has begun to come of age. In
addition, this is Eggleston’s first major
exhibition, His work has previously been
available only in isolated examples, and
he has been placed in the equivocal
position of being judged not merely for
his own waorth but for whether he merits
the distinction of being the Modern’s first
color exhibitor

In his introduction to Willlam Egglest-
on's Guide, the book released by MOMA
in conjunction with the exhibition, John
Szarkowski discusses the reasons for his
choice of Eggleston. He begins by char
acterizing the failures of most previous
color photography as twofold: one failure
being (in specific reference to color) a
lack of form, the other a lack of content
“The more interesting of these (failures)
might,” he says, “be described as black
and-white photographs made with color
film, in which the problem of color is
solved by inattention.. the color in such
pictures |s extraneous,” The other, pres
umably less interesting category of fail
ure, he says, “comprises photographs of
beautiful colors in pleasing relation
ships. The nominal subject matter of
these pictures is often the walls of old
buildings, or the prows of sailboats ret
lected in rippled water.”

In short, he is describing the struggles
of workers in any new medium to merge
the demands of process with the de
mands of expression. He goes on to say,
however, that in recent years “a number
of photographers have begun to work in
color in a more confident, more natural,
and yet more ambitious spirit, working
not as though color were a separate
issue, a problem to be solved in isolation
but rather as though the world itself
existed in color.” Eggleston he of course
includes as one of their number. “One
can say,” he says, “that in Eggleston’s

from William Eggleston's Guide

pictures form and content are indistin-
guishable.”

No fool, however, he qualifies this by
stating that the same could be said of any
picture, It is, in other words, up to the
picturemaker to give viable form to esti-
mable content. “The ambitious photog-
rapher...seeks those pictures that have a
visceral relation to his own self and his
own privileged knowledge, those that
belong to him by genetic right, in which
form matches not only content but in-
tent."”

Eggleston’s photographs describe a
limited environment. Taken almost ex-
clusively in and around Memphis, Tenn.,
and small towns in Mississippl, they
avoid what might be defined as public
spaces, and concentrate, instead, on
more private ones. Many are of his family
and friends, or of homes, roads, build-
ings, or objects that constitute an en-
closed circuit. The objects—tricycles,
cars, shoes, mailboxes, barbeques,
shower stalls, oven interiors, etc.—are
commonplace, but the treatment of
them is not. The photographs remove
them from their environment and pres-
ent them in large size and vivid color, and
in a way that suggests that for Eggleston
these things are emblematic.

It would be difficult, however, to state
exactly what they are emblematic of. If,
as the book’s title suggests, the photo-
Egraphs are, collectively, a guide to some-
thing, what is it that they are a guide to?
Their titles—which invariably note only
where the pictures were taken—offer no
guidance, axcapt to confirm the sugges-
tion that Eggleston makes no distinction
between people and objects as indica-
tors of his intent. One of his aunts,
uncles, or cousins is, after all, no more
“Memphis"” or “Tallahatchie County, Mis-
sissippl™ than Is a 1956 Buick or the
storefront of the King Cotton Beverage
Co. Inc

If, as becomes immediately obvious,
this seemingly random collection of
items does not assembile itself around a
theme larger than Eggleston’s personal
circuit, the subjects of his photographs
can be taken only as emblematic of
themselves, The photographs become
specific translations of private meaning
into public, and it is here that the syntax
by which they convey meaning—their
color—becomes pivotal

A spindly woman in a brightly-flowered
dress thus becomes lost not only within
her dress but within the brightly-colored
floral patterns of the outdoor couch on
which she sits, and within the leaves
which surround the couch. The expan-
sive red face of a man standing on an
Alabama airfield would be sinister if it
were not cartoonized by being made the

central, propellent, element in a poster
bright ageregate of objects which include
a sign which warmns us to “Stay Clear of

Propellers at All Times." The sickly green
of a young man's jacket links him inexor-

ably to the sickly green hues of the
drapes and walls of the room in which he
lounges. The lund colors of the flowers
which decorate an enormous and ex

cessive gravestone |labelled “Father” in
ornate script express the nature of the
sentiment which erected the thing

In effect, the subjects of Eggleston's
ve dictated a per
Eggleston which
ccessible 1o the viewer
In their isolation within
the pholographs, his subjects, whether
people or not, are so remole that their
presence provides no suggestion of con
xt other than that of the photographs
I on seems to have mastered his
nedium to allow his array of subjects to

sonak response In

makes them
only as artif

peak and, collectively, to say nothing
n itsell may say something, but itis

& m:
lohn Sz Wik, confronted with the
hermetic nature of the photographs, con
eives an explanation In kind: “These
subjects appear 10 be no more overtly

interesting or exotic than those in our
own family ablums, nor do they identify
themselves as representatives of a gen-
eral human condition. They are simply
present: clearly realized, precisely fixed,
thermnselves, in the service of no extrane-
ous roles. Or so the photographs would
have us believe. In truth the people and
places described here are not so sover-
sign astmmm.fwmmlh@'ﬁ'
of subject matter, They serve Eggleston's
interests.” Any person making phot-
graphs for a family album, however, is
serving his or her own interests, and
though probably he or she also makes
color photographs (almost all famity al-
bum pictures are made in color) it s
hardly likely that the pictures would be
blown up by the photographer to large
size and shown ina museum. Eggleston’s
interests, no matter how private and
insular, are, however, being—
spectacularly—made public, and the
oracularity he achieves may well be the
mark of his intent.

Understandably, this makes it difficult
to show the photographs effectively. Eg-
gleston’s field of interest is so wide-
ranged that it can appear scatterad, and,
in fact, he does occasionally tread thin
ground, He apparently does not strive to | &
contain a diversity of interests, and al-_ %
though this tendency may or may not be
seen as a fault, itis in the degree towhich
it is revealed that exhibition and book
differ widely. The show tends to show it,
while the book does not.

It is of course impassible to be abso-
lutely true to a photographer's intent by
reproducing his or her work in a book.
Rep tions are not phy yhs, and
unless the photographer is working spe-
citically in book format—which Eg- Iy
gleston is not doing—reproducing photo- L
graphs is in some way misrepresenting 3z
them, That, being inevitable, does not §
critically change the experience of Eg-
gleston’s photographs when seen in the
book, Some suffer from the reduction in
size, and from the loss in sharpness and
color fidelity to the prints. Others do not.

The editing of the book, however, dif-
fers significantly from that of the show.
For one thing, it reproduces nowork done
after 1971, a time when Eggleston cons
centrated far more exclusively (aithough
by no means exclusively) on people than
he did later. The exhibition include.
work, done through 1974, which shows
greater attention to objects. It contail
some of his most extravagantly success-
ful photographs, and some photographs
which pale by comparison

The Guide, however, is assembled

from a less diverse body of work, and
therefore gives a far more unified im-
pression. In fact, it omits a number of the
earlier images in the show which do not
easily fit the “family album" concept, and
includes images, omitted from the show,
which do. One might wonder if the book is
In actuality an accurate guide to Eg-
gleston.

It may be, though, an accurate guide to
John  Szarkowski. Presumably, Szar-
kowski had the major hand in editing
both book and exhibition, and so must
have had his reasons for makingthem so
different. Clearly, since the book will exist
far fonger than the show, and will reach
many more people, it Ismeanttostand as
the major counterpart of the event, Given
the historical circumstances, the trace
will be more important than the thing it is
tracing. Few people, for example, now
remember the exhibition of Walker
Evans’ American Photographs at the My.
seurn of Modern Art. They must assyme
that the book is an accurate reflection of
the exhibition, and of his work at the time.
They might, howevar, wel| assume so,
since the book was copyrighted and ed-
ted by Evans. Willlam Eggleston's Guide,

on the other hand, s copyrighted by the
Museum

~Dan Melnwald



THE REMAINDER OF THIS PUBLICATION HAS NOT BEEN SCANNED.
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You Can’t Judge a Photographer by his Backers

By BRUCE BROWN

Christopher Columbus was
wrong, for as Andy Warhol
and a raft of lesser satellites in
orbit around the glittering
wreck of American popular
culture  have recently
discovered, the world is
irrefutably square.

Take Dayton, for instance.
Or Baltimore. Or Seattle, goad
Lord. Any way you cut it, it
comes out Campbell's Soup
cans and comics and the
Chamber of Commerce.
Millions of dull, boring lives.
Why, outside of a few of your
closest friends, it hardly
matters who you talk to at all,
It’s just like eating in one fast
food franchise or another.
They're all the same, and
they're everywhere.

Not that it would really be
any better if they were all
gone. | mean, you've never
been bored until you've had to
stare at nothing but the
horizon all day. No, let all of
these good citizens stay right
where they are. They can be of
use to |

Make a note of their curious
subdivisions and second cars,
their slicer-dicers and Seven-
Up. If the modern world is
square, and you are a modern
artist, then they can provide
you with the subject matter
(inspiration hardly seems the

riate term) for the
ultimate avant garde ex-
pression of our times: square
art

Besides, it's so easy. No
need to worry about the actual
content of these people’s lives.
Hang it all on form, the
essential canon of modernism.
“A poem should not mean, but
be,” and all that jazz. It’s
perfect, and not only that,
there’s a good chance that

these people are so square that

Il actually Buy it.
lheal\v’nooci chance indeed. The
Seattle Art Museum’s Modern
Art Pavilion opened an
exhibition of color photos by
William Eggleston last week
that John Szarkowski, the
photography director for the
Museum of Modern Art
[MOMA) in New York, would
have us view in much this way

Szarkowski, who organized
the Eggleston show for MOMA
last May, argues in the show’s
handsome hard-bound catalog
that “form is perhaps the point
of art. For many excellent
reasons,” he says, "it would be
convenient if one could claim,
or suggest, that this book of

camera with an opaque in-
tensity that is riveting. Behind
the two a field of dead autumn
leaves stretches away to the
muddy waters of Cassidy
Bayou.

Again and again, Eggleston
uses images like this (a
wisteria-draped hot rod parked
in front of an aging mansion,
the King Cotton Beverage Co.)
to illustrate quite clearly his
own persona vision of
“Whither the South.”

Eggleston also manages on
several occasions to capture
images that resonate beyond
the specific geographical and
social boundaries of the
South, and touch the nation as
a whole. His “Southern en-
virons of Memphis” and
“Tallahatchie County,
Mlmsslppi“ with their houiing
subdivi set ag an
expansive, remarkably distant
sky, could be shots of the
outskirts of Anvwhete U S.A
The alienation and I
that he finds there are a
strongly rendered, if not
altogether original, vision of

“Whither America.”

At their best, Eggleston’s
portraits have much the same
effect. In “Memphis” he offers
a front view of a remarkably

prim woman with stiffly

William Eggleston’s color photo, "Algiers, Louisiana.”

photographs answers
n some large social
questions, such as, Whither
the South? or Whither
America? . . . The fact is that
Eggleston’s work does not
seem to be concerned with
large questions of this sort.”

The real virtue of Eggleston’s
work, according to
Szarkowski, is its formal
“elegance” and use of
photographic color that
“seems real.”

Szarkowski makes his
points with considerable
verbal elan (It is not clear
whether the bucolic modesty
of the work’s subject matter

should be taken at face value

or whether it should be un-
derstood as a posture, an
assumed ingenuocusness
designed to camouflage the
artist’s Faustian ambition.”),
but Eggleston clearly deserves
better

The more than 40 photos on
display at the Pavilion take the
viewer on a lazy journey
through the butt-end of the
South. Algiers, Louisiana;
Tallahatchie County,
Mississippi; Huntsville,

Alabama and a score of other
sleepy locales are rendered
with an eye to the mundane,
the flat and the graceless.
Garbage strewn lots, dogs
drinking out of mud puddles
and boxy buildings are offered
in a manner that is often
humdrum, but occasionally
insightful in precisely the way
that Szarkowski would deny,
Like Cartier-Bresson (whom
Eggleston credits as his
principal inspriration) and
Walker Evans, Eggleston can
sometimes wring from the
ordinary a startling image of a
people and a time that derives
its power from its truth, rather
than its formalist composition
“Summer,  Mississippi,
Cassidy Bayou in the
background” is a particuarly
strong example In the
foreground, a white man in a
dapper business suit and old
school tie stands with his
hands in his pockets. His gaze
is abstracted and he is biting
his lip. To the righl and slightly
behind him stands a black man
in a white servant's coat
Unlike his companion (boss?),
he is gazing directly into the

lacquered hair sitting on a
curb. Beside her is a steel post
with several yards of chain
wrapped around it and firmly
padlocked at the top. In
“Huntsville, Alabama” he
shows an open-faced man in a
decidedly square suit standing
on the runway of a nearly
deserted small town airport.
The high dome of his forehead
echoes the high dome of the
clouds above and the well
ordered hopes within. Off to
the side, a clean white sign
with red letters further
enunciates the simple order of
what is rapidly becoming a
vanishing world: “stay clear of
the propellers at all times ”

Eggleston fails (and he fails
at least as often as he suc-
ceeds) when his imagery is
weaker and the photos are
forced to rely more completely
on the effects of the color and
formalist arrangement that
Szarkowski touts so highly.

Although it is doubtless
intentional, Eggleston’s
greatest weakness is his sense
of composition More often
than not, the good photos
struggle to rise above the
essentially static nature of his
vision. Lacking this force, the

weaker photos succumb to &
pervading sense of PSS
Photo after photo is organize
around the same land-sky
relationship. The point o
focus is usually blunt, a
dead center. The co

angles of streets and n
play on the same si
geometry again and ag:
Rarely is there a sense
motion. o

The subtle verisimilitude ¢
Eggleston’s 3-color
transfer process initial
rescues some eSS
works, but eventually it (lik
black and white) becomes
given, and like any given, il
leaves the weak and the stron
to fend for themseives.

That Szarkowski has chos
to emphasize Eggleston’s
greatest weakness, and ignore
his greatest strength, is
shocking, but hardly s
prising. The pundits of]
modernism have erected
structure of theory that is|
founded on an essential
fallacious premise. The point
of communication, as they
it, is grammar, not
formation.

This approach has launched
innumerable schools over the
last few decades, and
:_t ;:is wot; tolerance, it has
ai to elicit lrw'l.htng more
dynamic from the general

in-

to throw into the hungry maw
of pthe moment, it has
belatedly tooked to
photography and beyond to
the former wasteland of color
photography. Proclaiming a
discovery, a breakthrough,
triumph, it has trotted out this
latest find under the ratty old
banner of Form, Not Content.

This approach may serve
lesser photographers, but it
hardly does justice to
Eggleston, any more than
Szarkowski's somewhat
bemused speculation that all
those people living out there
in that world of “irredeemable
dullness” actually have
recognizable human qualities
(“pride, adaptability, irra-
tionality”) does justice to the
modern American world.

And although Szarkowski
concludes that  “such
speculations . . . presumably
relate only to Eggleston's
pictures . . . not to the rea|
world,” Eggleston knows
better, and shows it ol
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By BRUCE BROWN

Christopher Columbus was
wrong, for as Andy Warhol
and a raft of lesser satellites in
orbit around the glittering
wreck of American popular
culture  have  recently
discovered, the world is
irrefutably square

Take Dayton, for instance
Or Baltimore. Or Seattle, goad
Lord Any way you cut it, it
comes out Campbell's Soup
cans and comics and the
Chamber of Commerce.
Millions of dull, boring lives.
Why, outside of a few of your
closest friends, it hardly
matters who you talk to at all.
It's just like eating in one fast
food franchise or another.
They're all the same, and
they're everywhere

Not that it would really be
any better if they were all
gone. | mean, you've never
been bored until you've had to
stare at nothing but the
horizon all day. No, let all of
these good citizens stay right
where they are. They can be of
use to you.

Make a note of their curious
subdivisions and second cars,
their slicer-dicers and Seven-
Up If the modern world is
square, and you are a modern
artist, then they can provide
you with the subject matter
(inspiration hardly seems the
appropriate term) for the
ultimate avant garde ex-
pression of our times; square
art

Besides, it's so easy. No
need to worry about the actual
content of these people’s lives.
Hang it all on form, the
essential canon of modernism.
“A poem should not mean, but
be,” and all that jazz. It's
perfect, and not only that,
there's a good chance that
these people are so square that
they'll actually buy it

A good chance indeed The
Seattle Art Museum's Modern
Art  Pavilion opened an
exhibition of color photos by
William Eggleston last week
that John Szarkowski, the
photography director for the
Museum of Modern Art
(MOMA) in New York, would
have us view in much this way

Szarkowski, who organized
the Eggleston show for MOMA
last May, argues in the show's
handsome hard-bound catalog
that “form is perhaps the point
of art. For many excellent
reasons,” he says, “it would be
convenient if one could claim,
or suggest, that this book of
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William Eggleston’s color photo, "Algie

photographs answers

some large social
questions, such as, Whither
the South? or Whither
America? The fact is that
Eggleston’s work does not
seem to be concerned with
large questions of this sort.”

The real virtue of Eggleston’s
work, according to
Szarkowski, is its formal
“glegance” and wuse of
photographic  color that
“seems real "

Szarkowski makes his
points with considerable
verbal elan ("It is not clear
whether the bucolic modesty
of the work's subject.matter

should be taken at face value,

or whether it should be un-
derstood as a posture, an
assumed ingenuousness
designed to camouflage the
artist’s Faustian ambition."),
but Eggleston clearly deserves
better

The mbre than 40 photos on
display at the Pavilion take the
viewer on a lazy journey
through the butt-end of the
South. Algiers, Louisiana;
Tallahatchie County,
Mississippi, Huntsville,

Alabama and a score of other
sleepy locales are rendered
with an eye to the mundane,
the flat and the graceless
Garbage strewn lots, dogs
drinking out of mud puddles
and boxy buildings are offered
in a manner that is often
humdrum, but occasionally
insightful in precisely the way
that Szarkowski would deny
Like Cartier-Bresson (whom
Eggleston credits as his
principal inspriration) and
Walker Evans, Eggleston can
sometimes wring from the
ordinary a startling image of a
people and a time that derives
its power from its truth, rather
than its formalist composition
“Summer, Mississippi,
Cassidy Bayou in the
background” is a particuarly
strong example In the
foreground, a white man in a
dapper business suit and old
school tie stands with his
hands in his pockets His gaze
is abstracted and he is biting
his lip To the righl and slightly
behind him stands a black man
in a white servant’s coat.
Unlike his companion [boss?),
he is gazing directly into the

camera with an opaque in-
tensity that is riveting. Behind
the two a field of dead autumn
leaves stretches away to the
muddy waters of Cassidy
Bayou.

Again and again, Eggleston
uses images like this (a
wisteria-draped hot rod parked
in front of an aging mansion,
the King Cotton Beverage Co.)
to illustrate quite clearly his
own persona vision of
"Whither the South.”

Eggleston also manages on
several occasions to capture
images that resonate beyond
the specific geographical and
social boundaries of the
South, and touch the nation as
a whole. His “Southern en-
virons of Memphis” and
“Tallahatchie County,
Mississippi” with their housing
subdivisions set against an
expansive, remarkably distant
sky, could be shots of the
outskirts of Anywhere, U.S.A.
The alienation and loneliness
that he finds there are a
strongly rendered, if not
altogether original, vision of

SWhither America,”

At their best, Eggleston’s
portraits have much the same
effect. In “Memphis” he offers
a front view of a remarkably
prim woman with stiffly
lacquered hair sitting on a
curb. Beside her is a steel post
with several yards of chain
wrapped around it and firmly
padlocked at the top. In
"Huntsville, Alabama” he
shows an open-faced man in a
decidedly square suit standing
on the runway of a nearly
deserted small town airport.
The high dome of his forehead

weaker photos su cu
pervading sense o' §
Photo after photo | ¢
around the sam
relationship. The
focus is usually
dead center. The
angles of streets n
play on the saie
geometry again .
Rarely is there 2
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transfer process
rescues some of tre
works, but eventu |
black and white) -e
given, and like an
leaves the weak an¢ t
to fend for themse ive
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to emphasize Egg
greatest weakness, an|
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shocking,
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structure of theo:y
founded on an
fallacious premise.
of communication, 1s
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This approach ha |
innumerable school . {
last few decades, and &
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public than boredo n
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Now that mod '
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to throw into the h n;
of p the moment
belatedly look o

echoes the high dome of the
clouds above and the well
ordered hopes within. Off to
the side, a clean white sign
with red letters further
enunciates the simple order of
what is rapidly becoming a
vanishing world: “stay clear of
the propellers at all times.”

Eggleston fails (and he fails
at least as often as he suc-
ceeds) when his imagery is
weaker and the photos are
forced to rely more completely
on the effects of the color and
formalist arrangement that
Szarkowski touts so highly

Although it is doubtless
intentional, Eggleston's
greatest weakness is his sense
of composition. More often
than not, the good photos
struggle to rise above the
essentially static nature of his
vision. Lacking this force, the

triumph, it has trott.d
latest find under thy 1
banner of Form, No*
This approach ma
lesser photographe:s,
hardly does justi
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Szarkowski's s«
bemused speculatio
those people living
in that world of “irr d
dullness” actual y
recognizable humai ¢
(“pride, adaptabi t
tionality”) does jusi ¢y
modern American v of
And although & &
concludes
speculations
relate  only
pictures .
world," Eggleston
better, and shows it,

to




