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William Eggleston, whose photographs
Thursday, mber 30 at the
ﬂﬁm Art Pavilion (447-4795), is an artist
himself

his work, selected by an eye that can be
strictly formal, composing the study of a
man in a hotel room around the lines and

bland and banal as that of a tourist
or proud papa as he squints through his

Instamatic. .

Some of Eggleston's photos (a gray shot
of a swimming pool seen through a wire
fence, a black woman by the side of a
road), framed and hung on a museum wall,
are so plain and undistinguished that they

‘than aesthetic ones. If the camera has re-

which sanction the show) seem to say, then
has all the validity and authority
** photo, which, after all, has only

tability of a painting or sculpture.

At iis best, this tension between tradi-
tional pictorial values and visual slackness
arrestingly animates single
photographs: an unsettling experience for
2 viewer uneasy about this work to begin
with. One such work, ‘“East Memphis,"’ is
built around a chubby boy in a red sweat-
shirt, centered in the foreground. Behind
him a telephone pole and a line of trees de-
fine the retreat towards the horizon: an
easy, accustomed path for the eye. But
%Mnm'tnﬂwuthh. Off to the

sprawls a great blank space of gray
roadway, and to the right another strip of
asphalt, angling out of the frame. We want
that predictable path back and forward
through the space, but instead our eyes
wander off into the jumble of suburban
homes, trees, wires and cars ringing the
boy, whose expression, when we look
, is narrow and noncommittal, am-

, unreadable, Life here in East

% the tutd&;utl:te:dsubur-
photogra; uctive
and .yttumtﬂ?ydimcﬁmleu.

g:?

. A recent show of

seem more political or conceptual gestures
corded it, the artist (and the museums

“‘East Memphis''—color photograph by William Eggleston at the Modern Art Pavilion.

In another photograph, the shot of a red
ceiling, exposed light bulb and intersecting
wires, Eggleston’s eye rambles away from
this strict geometric plan to a sliver of
wall below, where in lurid colors
silhouettes demonstrate sexual positions.
A ceiling, even this brilliant red one, is
a rather dull matter, while phosphorescent
copulating figures, just barely in the frame
(it has the same feel of watching the real

thing through a keyhole), are nothing short

of riveting. Eggleston is playing with us
here, as he does in the shot of a fruit stand
sign, which the furry light at dusk flushes
to a perfect peach tone, matching the
self-conscious excitement of the sign it-
self: Peaches! But whether it's a verbal
pun, a lascivious aside or the fluid impre-
cision of his compositions, the drift is the
same: to keep the viewer uncertain, from
one picture to the next, even within a
single frame, of just how and what he is
m in these specimens of the New
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Color in these and many of his photo-

aphs highlights the troublin %ambiguitles
ﬂ Eggleston’s work. Art photographers
have traditionally avoided color, partly
for technical reasons (it is difficult to
reproduce what you see, color prints fade
cover time) but more importantly for aesthe-

rphotography as an. art form, they have
sought the finest renderings of light,
composition, texture and volume the
medium would allow, while, by avoiding
color, they have purposely eschewed the
idea of creating the image most faithful
to nature. That ‘‘documentary’’ aspect of
photography was left to the profane efforts
of photo-journalists, police photographers,
even the weekend amateur at the ly
picnic with his Polaroid. It seems odd

centuries-old ambition of imitating nature
find its practitioners so anxious to limit that

latic reasons. In their attempts to legitimize

that 2 medium which comes closest to the |-
should, in its development as an art form,

And ‘we have been well trained to see
the art photograph as a separate, pristine
entity, having scarcely a g in common
with the working photographs we en-
counter every day. Eggleston, like other
photographers working in color, has
blurred conventional distinctions, readily
and willingly introducing the elements of
the profane along with what had long
seemed its carrier: color. In some cases
(a great brown dog lapping from a muddy
pogll:e white plastic botrtyta scattered across
a bare patch of gravel beneath a cloud-
studded sky), he seems to be™after a
Cezanne-like color architecture. Else-

where, color seems to confound and over-

come him, needlessly decorating or even
undercutting a formal composition.

toudby'

Perhaps our expectations, tu
Weston, Ansel Adams, Wright Morris and

a thousand others, just won’t allow us to .

read a photograph so complétely. .
But that, I think, is not the problem or

i a « That, certainly, helps explain the ten-
i i and it of

case that the long-established canons of
art photography are largely disposable:
this or that work by an amateur can stand
all the formal and aesthetic scrutiny that
a Cartier-Bresson can. Curiously, perhaps
properly, just as the status of art photo-
graphy had risen to the point of high

prices, museum shows and serious critical | :

discussion,. a threatening underground

- emerged, spearheaded largely by Szar- |’

kowski himself in the shows he mounted
at the Museum of Modern Art (Eggle-
ston's was one of them). 2is
Writing of this development in a recent
issue of “The New Yorker,"" Janet Mal-
colm saw the new wave of avant garde
“‘snapshot school’" photographers embra-
cing this new consciousness as “‘a rrgm-i-
tory of the revealed truth about photo-
graphy's proper purposes -and future
directions.” hple:hotography is truly to ex-
pand as an art form, the srgument goes,
then photographers must come to terms
with its terrifyingly complex potentials,
its deceptive verisimilitude as well as its
inescapable formal aspects. (Ome might
: even argue that Szarkowski, simply by
the act of mounting photography shows at
the prestigious Museum of Modern Art,
is still milking the sacred cows of the past.)
As Malcolm says, ‘‘the photographer has

shot school, he may well despair."*

sion,

' William Eggleston's work. To approach his
photographs as you would a conventional
museum show is a mistake. It is likely you
have snaps in your family album at home
that are all the equal of some of Eggle-

hotos at the Pavilion. And that's
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The snapshot art . |

by Steven Winn '~ © -7

William Eggleston, whose photographs
open Thursday, 30 at

diverse, often contradictory impulses in
his work, selected by an eye that can be
strictly formal, composing the study of a
man in a hotel room around the lines and
angles of a ceiling, walls and bed, or as
wiﬂfullybhadmdtl;:nﬂuthatdlwuﬁst
or proud papa as he squints through his

of & swimming seen through a wire
fence, a black woman by the side of a
rud).hmdmdhuygonammm wall,

corded it, the artist (and the museums
which sanction the show) seem to say, then
the image has all the validity and authority
of an “:art” photo, which, after all, has only
recently acquired the status and respec-
tability of a painting or sculpture.

At iz best, this tension between tradi-

r about this work to begin
with. One such work, *‘East Memphis,"” is
built around a chubby boy in a red sweat-
shirt, centered in the foreground. Behind
him a telephone pole and a line of trees de-
fine the retreat towards the horizon: an
easy, accustomed 1 for the eye. But

the
Modern Art Pavilion (447-4795), is an artist
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In another photograph, the shot of a red
ceiling, exposed light bulb and intersecting
wires, Eggleston’s eye rambles away from
this strict geometric plan to a sliver of
wall below, where in lurid colors poster
silhouettes demonstrate sexual positions.
A ceiling, even this brilliant red one, is
dull matter, while phosphorescent and, willingly I
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And ‘we have been well trained to see |
the art photograph as a separate, pristine
entity, Envi.ug scarcely a thing in common
with the working photographs we en-
counter every day. Eggleston, like other

& bare patch of gravel beneath a. cloud-
studded sky), bemm «to beafter a

' Cezanne-like color architecture./ Else~1
‘where, colot seems to-confound ‘and over-|.",
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“ Perhaps otr expectations, -tufored by

undercuitinga mposhinn "

Weston, Ansel Adams, Wright Morris and

a thousand others, just win't I.UO!II! llz_

wida ph so complbtefv: " -+

wr mof out tat, 1ok, 15 0ol e ProQicis uE oy o

" its deceptive verisimilitude as well as its
-+t inescapable formal aspects. (One might

~ i the act of mounting photography shows at
_"" the prestigious Museum of Modern Art,

htroﬂudngthoclmmh of :':‘;__ 4 That, eu'tainly.'
“lilﬂ. '“and

-
-
iy

-

);~r_

e
g

the significance of Eggleston's work.
These photographs, uneven, irritating, | -
_suddenly, surprisingly revelatory, are very
much of a piece with an important unre-
solved tension in photography today, first
and most cloquently defined by John
Szarkowski in ‘“The Photographer’s Eye,” | .
mmmm.mmm‘ hing col- | -
of photographs by the acknowl-
edged masters and the unheard-of ama-
teurs, Szarkowski makes the co
case that the long-established canons of
a.rl photography are largely disposable: ||

* all the formal and aesthetic scrutiny that |.

' a Cartier-Bresson can. Curiously, perhaps |:
properly, just as the status of art photo- |:
graphy had risen to the point of high
prices, museum shows and serious critical |
discussion,. a threatening underground
emerged, spearheaded largely by Szar- |°

“at the Museum of Modern Art (Eggle-|:
ston’s was one of them). P
Writing of this development in a recent |,

. Issue of ‘“The New Yorker,” Janet Mal-
colm saw the new wave of avant garde
‘‘snapshot school'’ photographers embra-

cing this new consciousness as '‘a rm:
- tory of the revealed truth about p I

otography is truly to ex-
pand as an art form, the argument goes, {
then photographers must come to terms |,
with its terri!gingly complex potentials,

+even argue that Szarkowskl, simply by

is milking the sacred cows of the past.)
As Malcolm says, “‘the photographer has
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e ( The snapsh otart

of Eggleston

by Steven Winn :

Willlam Eggleston, whose photographs
open Thursday, September 30 at the
Modern Art Pavilion (447-4795), is an artist
divided against himself. A recent show of
color photographs at the Museum- of
Modern Art in New York documented the
diverse, often contradictory impulses in
his wotk, selected by an eye that can be
strictly formal, composing the study of a
man in a hotel room around the lines and
angles of a ceiling, walls and bed, or as
willfully bland and banal s that of a tourist
or proud papa as he squints through his
Instamatic.

Some of Eggleston’s photos (a gray shot
of a swimming pool seen through a wire
fence, a black woman by the side of a
road), framed and hung on a musenm wall,
are so plain and undistinguished that they
seem more political or conceptual gestures
than aesthetic ones. If the camera has re-
corded it, the artist (and the museums
which sanction the show) seem to say, then
the image has all the validity and authority
of an ‘lart”’ photo, which, after all, has only
recently acquired the status and respec-
tability of a painting or sculpture. ’

At iis best, this tension between tradi-
tional pictorial values and visual slackness
suddenly, arrestingly animates single
photographs: an unsettling experience for
a viewer uncasy about this work to begin
with, One such work, ‘‘East Memphis,"”” is
built around a chubby boy in a red sweat-
shirt, centered in the foreground. Behind
him a telephone pole and a line of trees de-
fine the retreat towards the horizon: an
easy, sccustomed path for the eye. But
Eggleston won't allow us this. Off to the
left sprawls a preat blank space of gray
roadway, and to the right another strip of
asphalt, angling out of the frame. We want
that predictable path back and forward
through the space, but instead our eyes
wander off into the jumble of suburban
homes, trees, wires and cars ringing the
boy, whose expression, when we look
again, is narrow and noncommittal, am-
biguous, unreadable. Life here in East
Memphis (like the rest of Southern subur-
bia Eggleston photographs) is seductive
and confident, yet tially directionless.

e

“‘East Memphis''—color photograph by William Eggleston at the Modern Art Pavilion.

In another photograph, the shot of a red
ceiling, exposed light bulb and intersecting
wires, Eggleston’s eye rambles away from
this strict geometric plan to a sliver of
wall below, where in lurid colors poster
silhouettes demonstrate sexual positions.
A ceiling, even this brilliant red one, is
a rather dull matter, while phesphorescent
copulating figures, just barely in the frame
(it has the same feel of watching the real
thing through a keyhole), are nothing short
of riveting. Eggleston is playing with us
here, as he does in the shot of a fruit stand
sign, which the furry light at dusk flushes
to a perfect peach tone, matching the
self-conscious excitement of the sign it-
self: Peaches! But whether it's a verbal
pun, a lascivious aside or the fluid impre-
cision of his compositions, the drift is the
same: to keep the viewer uncertain, from
one picture to the pext, even within a
single frame, of just how and what he is
seeing in these specimens of the New

Sonth

Color in these and many of his photo-
graphs highlights the troubling ambiguities
| in Eggleston’s work, Art photographers
have traditionally avoided color, partly
for technical reasoms (it is difficult to
reproduce what you see, color prints fade
«over time) but more importantly for aesthe-
2tic reasons. In thelr attempts to legitimize
hrphotography 25 20 art form, they have
sought the finest repderings of light,
composition, texture gand volume the
medium would sllow, while, by avoiding
color, they have Purposely eschewed the
idea of creating the image most faithful
to nature. That “documentary” aspect of
photography was léft to the profane efforts
of photo-journalists, police photographers,
even the weekend amapenr at the family
picnic with his Volaroid, It seems odd
that a medium Whicth comes closest to the
centuries-old ambitiog of imitating nature
should, in its 8¢¥¢lpment a5 an art form,
find its practition®3so anrious to limit that
vary richooot.

And we have been well trained to sce
the art photograph as a separate, pristine
entity, having scarcely a thing in common
with the working photographs we en-
counter every day. Eggleston, like other
photographers working in color, has
blurred conventional distinctions, readily
and willingly introducing the elements of
the profane along with what had long
seemed its carrier: color. In some cases

(a great brown dog lapping from a muddy .

pool, white plastic bottles scattered across
a bare patch of gravel beneath a cloud-
studded sky), he seems to be'after a
Cezanne-like color architecture. Else-
where, color seems to confound and over-
come him, needlessly decorating or even
undercutting a formal composition.

Perhaps our expectations, tutored by

Weston, Ansel Adams, Wright Morris and

a thousand others, just won't allow us to .

read a photograph so completely.

the significance of Eggleston’s work.
These photographs, uneven, irritating,
suddenly, surprisingly revelatory, are very
much of a piece with an important unre-
solved tension in photography today, first
and most cloquently defined by John
Szarkowski in *“The Photographer’s Eye,”

" published in 1966. In that astonishing col-

lection of photographs by the acknowl-
edged masters and the unheard-of ama-
teurs, Szarkowski makes the convincing
case that the long-established canons of
art photography are largely disposable:
this or that work by an amateur can stand
all the formal and aesthetic scrutiny that
a Cartier-Bresson can. Curiously, perhaps
properly, just as the status of art photo-
graphy had risen to the point of high
prices, museum shows and serious critical
discussion,, a threatening underground
emerged, spearheaded largely by Szar-

" ‘kowski himself in the shows he mounted

at the Museum of Modern Art (Eggle-
ston's was one of them). =
Writing of this development in a recent
issue of “‘The New Yorker,” Janet Mal-
colm saw the new wave of avant garde
“*snapshot school'' photographers embra-
cing this new consciousness as ‘‘a reposi-
tory of the revealed truth about photo-
graphy's proper purposes and future
directions.”" If photography is truly to ex-
pand as an art form, the argumeant goes,
then photographers must come to terms

_ with its terrifyingly complex potentials,

its deceptive verisimilitude as well as its
inescapable formal aspects. (One might

reven argue that Szarkowski, simply by

the act of mounting photography shows at
the prestigious Museum of Modern Art,
is still milking the sacred cows of the past.)
As Malcolm says, “the photographer has
never had it so hard. Caught between the

. dead hand of traditional art photography

and the shaking, fumbling one of the snap-
shot school, he may well despair,"

" . That, certainly, helps explain the ten-
- gion, € of

tine and  excit

William Eggleston’s work. To approach his
photographs as you would a conventional
museum show is a mistake. It is likely you
have snaps in your family album at home
that are all the equal of some of Eggle-
ston’s photos at the Pavilion. And that's
precisely what this is all about: a museum
show that, perhaps, ought not be ome,

* works that draw on accident as well as

formal intention, a question, finally,
sbout the nature of photography itself.
Can an art form that appropriates life
s0 immediately survive its own consider-

shls demande oz itself? T —

But that, I tnink, is not the problem or e f 2
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A Smday 'Odnlm 24 1975 The Seuﬂle Times,
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Photogr

tﬂe Art Mus m Mod-
Pavilion has once again
mounted a clutch of shows at once
lo fill “those caverfpus white i
at Seattle Center Al
Thls time, the s

nf {eatur_e A gty
scul ture-minded er, Dennis |

ugh; three /ph tographers,
w:lllam Egg estom, ? Christopher .
and Philip Tsfaras, and a
gro p 'show of 25 Northwest _]'FWE[' S
ers and silversmiths. lot
of seeing under dghne roof. :
With the excegition of the jewel-
ers, this batch pf shows is distin-
¢ guished by a bad case of the dulls. "
i Ashbaugh “wprks in the Con-
structivist tra tion, really a form
of sculpture i which space-divid- /*
ing geometri¢ forms are assem-
bled in a sortjof three-dimensional’ *.
analog to Cubist faceting.
bly the most hoted American|C
strugtivist “is ; Alexander- Cald
whose mnter-dnven sculptu
and mobiles are square[y in
Constructivist tradition. .
Ashbaugh's immense ] !ﬁ
are flat-surfaced constructi :F,s :

by DELORIS TARZAN

inches deep, formed of slashing di-
agonals and jutting rhomboids,
bolted together, softened by circu-
lar forms. £ :
The predominant color is an un-
modulated absorbent black, with
soft-edged accent areas’ of raw
g ink,redorgreenbrushed frugal-
f near edges. .
[ For some reason, ‘Ashbaugh’s
paintings were deemed of suffi-
cient mteﬁest tYo mﬁgﬂ &Hsolo exhi-,
bition at New Yor! £l e A5 L
seum last year. Théyarelmgmja %= Andy Warhol, photo -
bly aggressive, and show precise” by Chnsiopher Mukos
planning and-construction, hut,ap--_.e e
pear unexciting and derivative.
THE $HOW'S three photog'ra-'
phers. differ ‘mariéed.ly -in ap-, &y
proach.,
test re

3
Egglaton has the
tati having been awarded l

G enhelm Fe][owsh: in/ phot
y in 1974,'and in 1975 a fell
sh:p from ’the National | En ;
ment for tpe Arts, His exhlblnon
is made possible by grants from '
the N.E.A/ andV1l\r|tar,|§nc/ i
Eggleston's color ‘photos’ cap- |
tureggemons and soenestln'Mtssls-
sippi, and the environs of is home :
R‘iemphis. Tenn. Theif content, * ;

ts no ore interesting than-a:
family . albym, ' docu-’
dpmple and plgces of surs
passlng f
The photos are nomvorthy for +
their excellent composition, clagi-
ty attention to detall. Iy
for the ‘were select- 7 |
Nf.dlmoﬂqf‘ i i
phArt‘s
!
¥ Sﬁ&r‘-
i oy BB
o ”‘J‘ et e
St m Sald _;mk. s:zl'gr-

graphers lack snap
dern Art Pavilion -

sectlons, each sli tly askew.
seems mere mmjc
Tsiatas, &}
pher and poet has a lay of
photos relating to motion, some
showing blurring, others the same
object in a moved position. -
The . modest-sized images are
competent and clear, but a
to be little more than a series, or
photographic exercises. . =

THE JEWELERS and silvers-.
miths’ show, organized by the Mu- °
seum’s Pacific Northwest Arts
Council, is the most fetching part
of the Pavu:on s current display.

Cratts workers from W

j ton. regon and Montana are. rep-
in as many styles as
. there are artists,

There is a sort of Art Nouveau
sensibility to many of the pieces,
with tendriling organic forms.
Others feature barbarian-scale
be%,ds &rdel;lc;;eismamel work,

e show an opportunity
toseemeworkol’someofme
area’s fine silversmiths, too rarely
on view,

. All of the exhibitions will be on
view until the end of the month.

lence.” But in fact it is precisely
the feeling of passion or involve-
ment that is mi from his
shots. The only knife evidenced is
in the disjoining of figure seg-
ments in his portraits.

Makos' photo portraits of War-
hol, Halston, Pat Loud and other
celebrities are interesting
their pronounced blackand wlute :
values. But the slicing of, the full-
length !‘gures into three or four

&

"Chowch:la Green,'" by Dennis Aihbuugh

bl it WA
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show't catalog emerges as a fasci.
essay o color photography
wi making a particularly
strong. case for Eggleston. Szar-
kows| acm;'ately escribes ‘Eg-
glest rk "as ' “‘uncompro-
mish'jgly private’ experience de-
H,‘Ll'ﬂal111e:r that is re. .
stra ed, tere. and public; a
sty not ihappropriate for photcr
graj t might be. introduced
as evidence in court.”” ~
Szhrko ski points out that most
color photo y falls short of
excellence by bemg ‘either form-
less o) p;ettgt, otographers
fticult to see
neously both. the blue: and
..f [ P
A 18 assuredly frue that Eggles-
t%n vbids bmg pttfalls Bﬁgl his
pho el

r a:bed nor a car parked in
t'ofia strange house I$ calcu-

1o .captivate. the avera:ﬁe

IEWET, ' N0 matter fow fine
oi- ot oomposmon.

r wsk! sees the shots ultl-

as “perfect: jirreducible

gates for the experience they

d to record, visual analogs

the quality of one life . . . a

iew ‘one would have thought.
ineffable, descnbed with . clanty

m]in&es and elegance,” - t

fJ“'}_.T‘-‘J"“fn HTZTS D -

HHAKOS is a photo a?'ra
vogue with artists P
movement, most notably Andy
Warhol, Makos’ subjects and style
are_said to record and comme Ed
omr Pop culture. 'If so,it’is a rare-
fied"aspect. of that culture — the
facade of the. Givenchy boutique
in* Paris; St.- Marks® "Square: in-
Venice; Egypt camelsmdassort-
ed celebri

“Makos -works' fr¥ sriapshot style,
often | juxtaposing two simila
shots to. suggest a third idea. Hé,
makes most gl’fectiwe use of d

images when

fb#: surrac&s of‘ ae’m!n‘or jﬁeid

er.
mgi.;kos has been quoted as- say-
g, “The camera is a knife and

_pho:ography is an act of vio-
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. Ing geometri¢ forms are assem-
b b]gd a sortjol th 3
- analog to,
' bly the miost hoted Amenca
strugtivist ‘18 ; Alexapder- Cal
%+ whose riotgr-drivey  sculp
and mobiles are squarel_v
" Constructivist tradition. ;7 /¢
Ashbaugh’s .immense pain ngs
are {flat-surfaced constructiof(s six
«inches deep, formed of slashing di-
. . agonals. and jutting rhomboids,
' bolted together, sol:ened by circu-
4 lar forms, ]
* ., The predominant m]or is an un-
{ “modulated absorbent black, with
~soft-edged “accent areas- of raw
; £ yed or green 1 brushed frugal-

f near edges.: .

For some reason, ‘Ashbaugh’s
paintings were ~deemed of suffi-

3&‘&’”‘“&"’“ t{)' Igﬁgt a solo e:du-mu : Comie AL T

* at New Yo <

i - seum last year. ‘I‘héygm enja-~ .- A ¥ Andy Wc:rhol, photo -
ly aggressive, and show precise” by Chnsiophat Mukos
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pear unexciting ghd erwauve.

graphers lack’ snap
odern. Art qulllon

ton, wfon and Montana are rep-

: I.here are artists.

. celebrities  are dnteresting for
. their pronounced blackand white |

-sections, each - sl t‘aly askew.
seems mere gimmic -

Tsiatas, who is otogra-
pher and poet, has a display of
photos relating to' motion, some .
showlnElblumng others the same q
object in a moved position.

The  modest-sized jmages are !
competent and clear, but appear
to be little more than a series of
photographic exercises. ., .

THE JEWELERS and silvers-.
miths’ show, organized by the Mu-
seum’s Pacific Northwest Arts
Council, is the most fetching part
of the Pavilion's current display.

Crafts workers from: W 8=

in_as many- styles as

There is a sort of Art Nouveau
sensibility to many of the pieces,
with - tendriling organic® forms.
Others feature barbarian-scale
beads, or delicate'enamel work.

The show also is an opportunity
to see the work of some of the
area’s fine silversmiths, too rarely
on view,

All of the exhibitions will be on
view until the end of the month.

lence.” But in fact it is precisely
the feeling of passion or involve-
ment that is missing from his
shots. The only knjfe evidenced is.
in the disjoining of figure seg-
ments in his portraits.

Makos’ photo portraits of War-
hol, Halston, Pat Loud and other '

values, But the slicing of the full- *
length ﬂ;ures info; :hreq “or iour
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. phers dltfe: -'n_'@ritedly 4in ap—/

4P E on bas she greatest re

ham “been awarded
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a;bed nor & car parked in
:of:a strange house |5 calcy-
/ o .captivate. the average
er, no matter. fiow “fine
lof or composition. .’
Fr[-;owsk sees’ the shors ultt-
afely’ ds “‘perfect:.irreducible
gatés for the experience they
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the quality of one life . . .
i¢w one would. have lhough
ffable, described wnh clanty.
luflness and elegance,”
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r'MAKOS is a photofmﬁher ln
vogue with artists o
movement, most notably Andy
Wegrhol, Makos' subjects and style
are.said to record and comment
oir Pop culturé. '1f so,'if’[5 a rare-
fied aspect. of that cultire — the
facade of the. Givenchy bouuque
in* Paris; St.: Marks® ‘Square: in:
Venice; E %ypt cap:els aqdassort-
ed celebrit
Makos -works'Ii¥ grapshot style, c/

often juxtaposing.  two smula
shots to. suggest a third [dea.
makes most Elfectwe use of d
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. Seattle’s Prime Showcase for New York Art

,“mm
(PIArtCrite - e
'ONEDOESmtnormnll review galleries

or museums themnselves; rather, the
focus is on the art which is exhibited.
Nevertheless; the recent show at the Seattle
‘Modera Art Pavilion |(Seattle Cen-
ter) forces one to take a look at this particular
branch of museum and the role it has come
‘to in Seattle and, perhaps in the larger
the Northwest. |

%

current an,
'.Mwwiillemwd' nf thu: month, ilh.sn;th ‘:::e sil;lloyv

c ree se otographic
exhibits, mhml nd min show. and
-another which draws together 25 jewelets and
'_mlihu'smlﬂu iroj Washingten, Org_gun and Mon-

exhibiti which continues
a

‘else in museum comes out of New York, as
. number of other exhibits since Charles
Cowles e the muselim's first modern art
curator and thus created a modern

ment (Sarah Clark Is the associate curator).

In the past year or so we have seen a number
_of shows which, if the gallery scene were mare
more - affleent, would have
there. But!with the closing of the

,. We are now going:to
‘see very little art from Néw York.

The museum has taken this role over, a_role

' in New York
R e e

creditentials in_otner

to mm% ‘at- the Seatle
Art Museum not questionable, |

1o which direction the museum

in terms of art. And

*Punk,’ phatograph by Christopher Makos

. r % B ~
> for the Northwest show,  everything

art departs

continue until

some Seattle artists about the art being shown at
some Seattle artists about the art being show at
the museum: too much New York, too much the
trendy, too much a part of the art establishment
(as quirky as that might be).

All those criticisms may be true in part, but
what we are belng shown is In part what Is being
shown in New York, considered by some to be
important in New York. And, should we forget,
what is considered Important in New York is
often considered important nationally. Despite the
growing strength of regional art centers and the
fact that some major American artlsts no longer
live in New York, New York remains the artistic
capital of this country and the world,

To' be fgnorant of what Is going on in New
York is to be provincial, uninformed. That Is not
to say that we should copy New York art (what-
ever New York art is supposed to be) or emmu-
late its many ideas, Art, as opinion, must be
Individual if it is going to be any good. While art
or ideas which. originate in New York have an
automatic sort of glamor to them, in no way does
it signify they are by virtue of their orlgin better
than what is produced in Little Rock of Los
Angeles. And even as there are those who would
stampede us to believe ih the glory of the New
York idea, we should remain Independent in our
judgment of New York (Los Angeles, Houston,
Chicago and Washington too). as they are of us.

The shows at the Modern Art Pavilion, 1 don't
think, are going to win many advocates here in
Seattle. The Northwest jewelers and silversmiths
show, organized by Ramona Solberg, is the excep-
tion in part because it comes from this area and
more important hecause it demonstrates the vital-
ity and inventiveness of these craftspeople-artists.
The show. illustrates rather well, I think, the
ability of these artists to employ both traditional
designs and lechniques as well as contemporary
ones without esthetic embarrassment or self-
consclousness. Perhaps the burden of bejn
avant-garde is not so heavy on the shoulders o
the jewelers and silversmiths. The exhibit, inci-
dentally, is being held in conjunction with “‘Crafts
Week" which :g:ens tomorrow in Seattle and will
unday.

Three photographers are represented in the
show: - William hgil(eswn‘ certainly the best
known, Christopher Makos, whose reputation is
being established, and Philip Tsiaras, who had
h.:leye‘. to make a name and writes poetry as
Wi

While many of the best photographers have
avolded color, Eggleston has sought it out, using
its particular strengths for his own purposes,
Eggleston uses color not 1o explore the world at
large but a private world, one that Eggleston
used to inhabit, one lived in by family, friends —
“a private experience, described In a manner
that is restralned, austere and public , , . o
quote from the essay in the show's catalogue
written by John Szarkowskd, divector of the phgto.
graphle department at the Museum of M};]dern
Art in New York, and the orﬁani:er of this show
whilgh ;u also se];f in Nfs\;g iork,

ston was born in n Memphis n
famliryg‘.a cotton farm in Tallahatchie Eounl;armr?:.
sissippi. ?19.: was educaled In ¥
schools, e photographs come out of
— Jackson, Miss., Huntsville, Ala., q}b.%ﬁ““ﬁ,"
Planiation. near " Glondore sy, Buck Bayou

, near Glendora, Miss,,
County, Crenshaw, Miss,, et ?I. % Tallahatchie

There Is little romance in these
spite the pre-occupation with self, TR

several Southern

ictures, de.
ere Is little

attempt to make the South beautiful, seductive,
even meaningful. . The pictures don't attempt to
define the South — the dismal landscapes, the
dog ‘licking a puddle, the bouguet of flowers on a
door, a crumbled piece of newspaper on concrete
steps — they could be anywhere. The two pic-
tures which refer to plantations (Black Bayou)
don't point to a plantation house or those things
normally assoclated with it, but in one case with
emply plastic bottles.

As subject matter, the photographs aren't es-
peclally interesting. It is not that they are of the
ordinary — some of the greatest photographs are
of the ordinary—but that they don't go beyond that
surface detail.

The color is another thing.“Reduced to mon-
ochrome, Eggleston's design would be in fact
almost static, almost as blandly resolved as the
pattern seen in kaleidoscopes, but tﬁey (the pho-
tographs) are perceived in color,” Szarkowski

comments,

the end I find the photographs
m;{;_l\:&v;rh&h neither draws me into them or
inta myself. They are too easy to be dif(%mﬁrm
to, to remain apart from. It Is less o ttha‘:
become intellectually involved with them

emotionally.

7.year old photographer associated
Maka;._:virhy&a:o some degree, has, 1 think,
o ng images in the ':ah’uwim'rgu :; le,

sophisticated,
w".l-f':;r Ifhem]gﬂymovpement. M“\“illll::ﬁ’l to arhoT
i Tennessee L ALy r?l'
W well, His portraits often
“urban e a: cut and puggd to & white
ancn:;:u::;‘mihgﬁ overlap not of edges but of
mae images themselves.
peds in getting Is the

;ﬂ:}u;ﬁ nkorsh Shern ljm its aggressiveness, lis
an|
toughness.

odern life,

Tension is often present and some-

sippl,’ photograph by William Eggleston

times defines the picture itself. many ways
Makos is a photo-j i .Miu’ai:'l ber of
reasons 1 feel uncomfortable with that label.

There is also a small exhibit of Makos' work
at the Foster/White Gallery (311% Occidental §.).

Tsiaras' pholographs are small and concerned
with motion, There is much concentration on the
effect of speed, the blurring of values, the force
of energy. Muybridge, however, did much better.
The photographs are more idea than art. -

The paintings of Dennis Ashbaugh are large
and dramatic, in a sense sculptural because they
are three-dimenstional, but still retain the essen-
tial properties of painting.

The paintings are few but large, rather geo-
metric in manner, mostly black with only
suggestions of color to relieve the ‘monotony, A
young New York artist, Ashbaugh has had exhib-
its in California museams; galleries in New York,
California and Sweden and last year had a one-

American

man show at the Whitney Museum
Art in New York. ~ L, b

Ashbaugh's work has been compared to that of

the Constructlyits of the early. 1300s —,2 move-
ment which was in

but
dominate style of ‘Russlan-art in part of
the cordury?n ku a style that Iﬂw 1
Innovations as well as alre political mo-
tives." L5 N SMEN

Camilla Gray has referred to the *
?ul:c. heavy machine-rhythm of the Constructiv-
ts," a ;

description w! could easily a to
Aﬁbﬁu h's ]w‘l:qu.m:'hn design of tg. ﬂ is
eminently clear, form precise, physical
presence dominating.
Akhbaugh s ca forth a tradition — po-
litical and esthetic — but one which does not
have the potency to make It a wholly valid

statement today.
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. Seattle’s Prime Show

BY RM. CAMPBELL
_ P-I Art Critic :

] NE DOES not normally review alleries
* or museums themselves; rather, the
X focus is on the art which is exhibited.
Nevertheless, the recent show at the Seattle
- Art Museum :Modern Art Pavillon (Seattle Cen-
ter) forces one to take a look at this particular
branch of the museum and the role it has come
to F]:i in Seattle and, perhaps in the larger
context, the Northwest.

The current exhibition, which continues
through the end of the month, is. not one show
but several incliding three seperate photographic
exhibits, one, painting and S:awin show and
another which draws fogether 25 jewelers and
&;ﬁersmithx from Washington, Oregon and Mon-

b i e =

Ex for* the 'Northwest show, * evérything

‘else in
have an
Cowles

e museum comes out of New York, as
number of other exhibits since Charles
me the museim’s first modern art

curator and thus created a modern art departs

ment (Sarah Clark is the associate curator).

In the past year or so we have seen a number
of shows which, if the gallery scene were more
‘comprehensive and more . affluent, would have
been seen there. But!with the closing of the
-Dootson-Calderhead gallery, we are now going:to
‘see very little art from Neéw York.

The museum has taken this role over, a rale
sho' us who is doing.what in New York
the famous and not-so-famous but

Art Museum not questionable,

It is hard to m which direction the museum
and the town 1 go in terms of art. And

'Punk,’ photograph by Christopher Makos

continue until

some Seattle artists about the art being shown at
some Seattle artists about the art being show &t
the museum: too much New York, too much the
trendy, too much a part of the art establishment
(as quirky as that might be).

All those criticisms may be true in part, but
what we are being shown is in part whet is being
shown in' New York, considered by some to be
important in New York. And, should we forget,
what is considered important in New York is
often considered Important nationally. Despite the
growing strength of regional art centers and the
fact that some major American artists no longer
live in New York, New York remains the artistic
capital of this country and ‘the world. 4

. To be ignorant of what is going on in New

~ York is to be provincial, uninformed. That is not
. to say that we should copy New York art (what-

ever New York art is supposed to be) or emmu-
late its: many ideas. Art, as opinion, must be
individual if it is going to be any. good. While art {
or ideas which . originate in New York have an - .
automatic sort of glamor to them, in no way does
it signify they are by virtue of their origin better
than what is produced in Little Rock of Los
Angeles. And even as there are those who would
stampede us to believe i the glory of the New
York idea, we should remain independent in our
judgment of New York (Los ' Angeles, Houston
Chicago and Washington too).as they are of Il‘z
The shows at the Modern-Art Pavilion, I don't
think, are going to win many advocates here in
Seattle. The Northwest jewelers and silversmiths
show, organized by Ramona Solberg, is the excep-
tion in part because it comes from this area and
more important hecause it demonstrates the vital-
ity and inventiveness of these craftspeople-artists.
The show. illustrates rather well, I think, the
ability of these artists to employ both traditional
designs and techniques as well as contempor;
ones without any esthetic embarrassment or -
consciousness. Perhaps the burden of bein
avant-garde is not so heavy on the shoulders of

. the jewelers and silversmiths. The exhibit, inci-

dentally, is being held in conjunction with *‘Crafts .
Week” which o ras fomorrow in Seattle and will
unday. '

| z

Three El:hotogr?hers are represented in the
show: - William ggg:stun, certainly the best
known, Christopher Makos, whose reputation  is
being established, and Philip Tsiaras, who had
hae:h. yet to make a name and writes poetry as
Wi

While many of the best photographers have
avoided color, Eggleston has sought it out, using
its particular strengths for his own purposes.
Eggleston uses color not to explore the world at
large but a private world, one that E_ngaston
used to inhabit, one lived in by family, friends —
“a private experience, deseribed in a manner
that is restralned, austere and public ,.." to -
quote from the essay in the show's catalogue
written by John Szarkowski, director of the photo-
graphic depariment at the Museum of Modern
Art in New York, and the organizer of this show
which was also seen in New York,

Efglestnn was born in 1939 in Memphis near his
family's cotton farm in Tallahatchie County, Mis-
sissippl. He was educated in several Southern
schools, The photographs come out of the South
— Jackson, Miss,, Huntsville, Ala., Greenwood,
Miss., Morton, Miss., Memphis, Black Bayou
Plantation, near Glendora, Miss.,, Tallahatchie
County, Crenshaw, Miss., et 1!.

There is little romance in these
spite the pre-occupation with self.

ictures, de-
are is little
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‘Black Bayou Plantetion, near Glendora, Mississippi,’ photograph by Willam Egglesien

attempt to make the South beautiful, seductive,
even meaningful. The pictures don't attempt to
define the South — the dismal landscapes, the
dog licking a puddle, the bouguet of flowers on &
door, a crumbled piece of newspaper on concrete
steps — they could be anywhere., The two pic-
tures which refer to plantations (Black Bayou)
don't point to a plantation house or those things
normally associated with it, but in one case with
empty plastic bottles.

As subject matter, the photographs aren't es-
pecially interesting. It is not that they are of the
ordinary — some of the greatest photographs are
of the ordinary—but that they don't go beyond that
surface detail.

The color is another thing. ‘‘Reduced to mon-
ochrome, Eggleston's design would be in fact
almost static, almost as blandly resolved as the
pattern seen in kaleidoscopes, but they (the pho-
tographs) are perceived in color,” Szarkowski
comments,

However, in the end I find the photographs
dispiriting, which neither draws me into them or
linto myself. They are oo easy to be indifferent
to, to remain apart from. It is less difficult. to
become intellectually involved with them than
motionally.

Makos, a 27-year old photographer associated
rith Andy Warhol to some degree, has, I think,
he most striking images in the show. The style,
yhich is highly sophisticated, has been called
part of the Pop movement. Makos likes o photo-
praph celebrities — Tennessee Williams, Warhol,
alston, Pat Loud — but others who inhahit the
urban landscape” as well. His portraits often

volve several images cut and pasied to a white
background with some overlap not of edges but of
images themselves.

What Makos often succeeds in getting is the

gularity of modern life, its aggressiveness, its
ghness. Tension is often present and some-

times defines the picture itself. In many ways
Makos is a photo-journalist but for a number of
reasons | feel uncomfortable with that label.

There is also a small exhibit of Makos' work
at the Foster/White Gallery (311% Occidental §.).

Tslaras' photographs are small and concerned
with motion. There is much concentration on the
effect of speed, the blurring of values, the foree
of energy. Muybridge, however, did much better.
The photographs are more idea than art.

The painfings of Dennis Ashbaugh are large
and dramatic, in a sense seulptural because they
are three-dimenstional, but still retain the essep-
tial properties of painting.

The paintings are few but large, rather geo-
metric in manner, mostly black with only
suggestions of color to relieve the monotony, A
young New York artist, Ashbaugh has had exhib-
its in California museums, galleries in New York,
California and Sweden and last year had a one
man show at the Whilney Museum of American
Art in New York. b

Ashbaugh's work has been compared to that of
the Constructiyits of the early 1800s —.a move-
ment which was international in scope but the
dominate style of Russian-art in the early part of
the century, It was a style, t“insplret{vutheﬂc
gmovauons as well as doctrinaire political mo-

ves."” POk P gL

Camilla Gray has referred to the *“horizontal,
static, heavy machine-thythm of the Constructiv-
its,” a description which could easily apply to
Ashbaugh's work, The design of the work is
eminently clear, the form precise, the physical
presence dominating.

Ashbaugh is carrying forth a tradition — po-
litical and esthetic — but one which does not
have the potency to make it a wholly valid
statement today.
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ES not mrmaﬂf review galleries
or, miiseums ‘themselves; rather, the
focus !Is.m the art which is exhibited.

¢ 1 Nevertheless; the recent show at the Seattle
wArt! Muserm ' Moderh Art Pavilion (Seattle Cen-
, ¢ler) forces ous to take a look at this particular
;‘ of the museum and the role it has come

fto I ‘Seattle and, perhaps In the larger
:E-"m which  continues

current  exhibition,
through hei:d'u the month, |=hno}| one l.'h;w
Tbut liding three sepera otographic
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‘another draws logether 25 jewelers and
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.hz:mﬁ for the Norfhwest show,  everything
else in the museum comes out of New York, as
ihm
“curator

-number of other exhlbits since Charles
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and thus created a modern art departs
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4 L Inthe putg of so we have seen a number
fof shows which, If the gallery scene were more
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. o Seattle’s Prime Sho

o To' be ipnorant of what Is golng on in New

apd not-sc-famous but .

some Seattle artists about the art belng shown at
some Seattle artists about the art belng show dt
the museum: too much New York, teo much tha
trendy, too much a part of the art establishment
(a3 quirky as that might be).

All those criticisms may be true in part, but

what we are belnyg shown Is in part what is being |

shown in New York, considered by some to be |
important in New York. And, should we forget,
what lg considored important In New York is
' often consid 1 Important natl

fact that some major American ariists no longe
live in New York, New York remains the artistie
capital of this country and the world.

York is to be provincial, uninformed. That is not
to say that we should copy New York art (whats
ever New York art is supposed to be) or emmu-
Iate its: many ideas. Art, as opinion, must be

individual If it is going to be any good. While art' |,

or ideas which.originate in New York have an
automatic sort of glamor to them, in no way doeg
it signify they are by virtue of their origin better
than what is produced in Little Rock of Los
Angeles, And even as there are those who wonld
stampede us to believe in the glory of the New
York idea, we should remain Independent in our
judgment of New York (Los'Angeles, Houston,
Chicagé and Washinglon too), as-they ere of ud,
The shows at the Modern Art Pavilion, 1 dgn't
think, are going to win mady advocates hers jn
Seattle. The Northwest jewelers and silversmiths
show, organized by Ramona Solbgrg, is the excep-
tion in part because it comes from this. area and
more important hecause it demonstrates the vital-
ity and inventiveness of these craftspeople-artists.
The show. i{llustrates rather well, I think, the
ability of these artists to employ both traditional
designs and techniques as well “as contem
ones without anhumeuc embarrassmeat or -
conscloysness. rhaps the burden of Mﬂu‘i
avant-garde Is not so heavy on the shoulders
. the jewelers and silversmiths. The exhibit, inci-
dentally, is being held in conjunction with *'Crafts .
Week" which opens tomorrow jn Seattle and will
contipue, until Sunday. o 2
Three &hnwg:n ers are represented in the
show: -Willlam Eggleston, cectainly the best
known, Christopher Makos, whose reputation” is
being established, and Philip Tslaras, who had
bas yet to make a name and writes poetry as
well, -

While many of the best photopraphers have
evolded color,” Eggleston has sought it out, using
its particular strengths for his own purposes.
Eggresm uses color not to explore the world at
large but a private world, one that ﬁfg]m“
used to inhabit, ope lived in by famlily, Inlends —
“a private experience, described In a manner
that is restralned, sustere and publle | .
quote from the essay in the show's cutalogue

written

aphic department at the. Musoum of Modern
{n in New York, and the organizer of this show
which was also seen In New York. ;

Eggleston was born in 1939 in Memphis near his
family’s cotton farm in Tallahatchie County, Mis-
sissippl. He was educated In several Southern
schools, The photographs come out of the South
— Jackson, ]\fiu.. Huntsville, Ala;, Greenwood,
Miss., Morton, Miss.,, Memphis, Black Bayou
Plantation, near Glendora, 53, Tallahate
County, Crenshaw, Miss,, et gl.

There is llittle romance In these plctures, de-
spite the pre-occupation with sell. There s

hio

wease

.

1y, Désplte the ||
growing strength of regional art centers and the |4

.l'u m ay
bs John Szarkowskl, director of the 1,130[1)- 8
L}

2 e o Seattle Post-Intelligenitr; Sun., Oct. 10, 1976 '
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"LW to make the South beautiful, seductive,
ﬁ'm méaningful. The pictures don't attempt to

defina the ESouth dismal landscapes, the

dog licking a pudd! » bouquet of flowers on a
" dogr,. @ crumbled puece of uewspaper on concrete
{steps — they could be anywhere, The two pic-
tubes which refer o ;liotations (Black Bayou)
don’t point to @ pleniaton house or those things
4 normally, assoclated . i1, but in one case with
:i empty plagtic bottles.

v 'As. gubject, matter,

o photographs sren't es-
\ally interesting. I is not that they are of the
.ﬁi;a:y — some of the ;reatest photographs are
%t the ordinary—bot that they don't go beyond that

Cgurtace dotall.

e calor s anothes thing. . “Reduced to mon-
.mh.rn;»nw. Eggleston's design would be in fact
. glmost static, elmost as blandly resolved as the

w4 pattern sgen In kaleldoscopes, but they (the pho-
i«lbsraph!l are percelved in color,” Szarkowskd

- goinments. .

* 4 Howeyer, In_
:J.ﬂspiming. a'f ch ne

“into myself. They &

Usfp, to Temain apart

L-ﬁﬁ'umu Tntellegtuutly
¢ emotlonally., /

+ Mok .year old photographer associated

MBROR, N atbol 1o 0 :e adegrez, has, I think,

+5 in the show. The style,

n the end 1 find the photographs
wr draws me Into them or
too easy to be indifferent
frome Jt is less difficult. to

-y
:" :"-it!'j Andy Warhol Lo

% tha mot striking Im=ges
o fily eopniiticated, has been called
I &)vhJ{.‘I':n_ i:homil’gyt:.--- . Makos likes to photo-
i B h celebrities — I ssee Willlams, Warhol,

ke tit others who iphabit the

alston, Pat Loud -

ban landscape well, His portraits often

1 ut and pasted to a white
oo uverlap not of edges but of

-
B
H
3
g

e
¥ t Makos often
B ety ot modem
_“_whmss, Tenslon s

gucceeds in getting is the
1ife, its aggressiveness, Its
oftep present and some-

- e L ot

*Black B+ ;ou Plantation, near Glendors, Mississippi,’

wolved with them tham .

i e R S

i e R R A
AR i -E‘.*'- .‘&“j
phetagraph by Wiliam Egglesfon

times defines the picture itself. In many ways
;\-ia?na is a photo-journalist but for a number of
reasons 1 feel uncomfortable with that Jabel,
'There is also a small exhibit of Makos' work
at the Foster/White Gallery (311%' Occldental §.).
Tslaras' photographs are small and concerned
with motion, There is much concentration on the
effect of speed, the blurring of values, the force
of energy. Muybridge, however,- did much better.
The photographs are’more idea than art, -
The paintings of Dennls Ashbaugh are
and dramatie, in a'sense seulptural because
are three-dimenstiopaly but still retein
tial properties of palnting. 2
. The paintings are few but large,
metric in manner, mostly black
suggestions of color to relieve the ‘monotony.
young New York artist, Ashbaugh has had exhi

the
rather

. its in California museums, galleries In New ¥ il
Californla and Sweden mnd last year- had a one
American

man show at the Whitaey Mugeum of
At in New York., ~7 © iie o

Ashbaugh's work has been ¢
the Constructivits of the early 19005 —.a move-
ment which was mﬁ !3 scope but the
dominate style of Russlan-srt In ham part of
the century, Tt was' a;style that Y{nsp! esthetie
innovaticns as well as ﬂoutrtnlhm.?nﬂtlcll mo-
tives." : Ll 'n'.'li'?‘..li}f.‘:.-, S

Camilla Gray has referred to the “horizontal,
statie, heavy machine-rh of the Constructiv-
its,”” a description whi easily app!{ to
Ashbaugh's work. The design of the work Is
eminently clear, the form precise, the physical
presence. dominating.

Athbaugh Is carrying forth a hmﬂm -
litical and esthetic — but one which does
have the potency to make it a wholly v
statement today. ;

Rok
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NE DOES mt urmnl] re\duw galleries

O or, museums rthemselves; rather, the
focus s on the art which is exhibited.

Nevertheless the recent show at the Seattle

{ ATt Musemm ‘Modérh Art Pavillon (Seattle Cen-

gler) forces oné to take a look at this particular

1 "‘hrunch of the museum and the role it has come

attl d, hé
o i, Py i

LA Seattle S Przme Shoe"

+ often considered important natlonally. Despite the \

,,-\?- .

|
some Seattla artlsts about the art belng |hawn at F‘
some Seatile artists about the art being show dt \
the museum: too much New York, too much the | §8
trendy, too much a part of the art esluwshmmf;
(as l{lﬂ-rlqr as that might be). -

All those eriticisms may be true in part, but |
what we are belng shown fs in part what 15 being
shown In New York, considered by bome to be
important In New York. And, should we forget,
what ig considered important In New York is [

kS

v,: The current hibith which t
“through the end of the month, Is. not one show
Cbut several incliding three separate photographic
teﬂtlhlls lmm painting and . drawing show and
ch draws together 25 jewelets and
‘luvmmnhs !rum “’almngwn. Or:gun and Mon-

Exmﬁ.for the l\urfhwésl show everything
leIu museum comes out of New York, as
-the any. number of other exhibits since Charles
came the museum's first modern art

jment (Sarah Clark 18 the asscclate furator).

o { In the past yesar of so we have seen'a number

shows, which, If the gallery scene weré more
comprebensive .and more . alfluent, would have
tbeen seen there. Butlwith. the closing of the
{Dootson-Calderhead gallery, we are now going:to
e _sea very littls nrt from New York.

l' 'l'!ln musetnm has faken Tl role over, & rolo
i doligewhat In New York

b“t]""' ng ‘nth tha fimous apd mot-so-famous but
mua!y those who lmve e ereditentials m other
umussims to. mako theiy / at- the Seattle

q MI. Museum. not qumianah!e

‘s 1t'ls hard to say which direction the museum

% | Nu:l. the town Eo in terms of art., And
) -F. ey o AR gt e
f L =
I . 5 . 3

i e I
A

e e
: &

# Jﬁ?‘})‘\

el o) S PRt < )

- I'York iz to be provincial, uninformed. That Is not |

mlnt.nr and thus created a modern art departs

. the jewelers and silversmiths. The exh:bl% incl i

'thn

growing strength of reglonal art centers and the o I
fact that some major American artists no longef |4} H.
live in New York, New York remains the artistic |31
capital of this country and the world, Lt

To' be fgnorant of what is going on in New | (i T _

to say that we should copy New York art (whats
ever New York art is supposed to be) or emmu=
late its: many ideas. Art, as opinion, must be
individual if it is going to be any good. While art'
or ideas which.originate in New York_have an
automalic sort of glamor to them, in Do way does
it signify they are by virtue of their origin better
than what is produced In Little Rock of Los
Angeles. And even as there are those who would |
stampede us to believe ih the glory of the New
York idea, we should remain indcpendenl in our
Judgment of New York (Los!Angeles, Houston, ¢ 2
Chicagé and Washington too),as-they are of us, W'
The shows at the Modern Art Pavilion, T dnu‘t
think, are going to win many advocates hers in
Seattle. The Northwest jewelers and silversmiths
show, organized by Ramona Solberg, is the excep-
tion in part because it comes from this. area and
more important hecause it demonstrates the vital-
ity and inventiveness of these craltspeople-artists,
The show. illustrates rather well, I think, the
ahility of these artists to employ both tradifional
designs and techoiques as well as contempa:
ones without any esthetic embarrassment or n:l?
eonscloysness. Perhaps the burden of
avant-garde Is not so heavy on the a.hnulderl

h beautiful,

to make the S
_even, meaningiul. The |
define the South -
dog licking a puddle,
_dogr,, & erumbled pi
steps — they could bo
tukes which refer to
don't paint to & planial
4 pormally, assoclated
\ empty plastic bottles.
' Ag: pubject. matte;
pecially Interesting. 1
ntdjnn.ry =~ somo of !

denh-liy, is being held In conjunction with *
Week" which opens lomarrow n Seattle n.nd will
cuntlnue until b‘md.;y

IlFI hers are repreaeuled iu m.
show 1am 1}‘lenn certainly the  best
knuw-n Christopher Makos, whow reputation”is

being eltabluhed and Philip Tslaras, who' m
haéLyet to make a name and, writes poetq as

isurface del.all

While many of the best photo,

irs have
avolded color, Eggleston has sought ltpl:;ut, using

L
tures don't attempt to
dismal landscapes, the
Louquet of flowers on a
inewspaper on concreta
anywhere. The two pic-
itations (Black Bayou)
on house or those things
i, but in one case with

e photographs aren't es-
s pot that they are of the
reatest photographs are
the ordlmn-hut that they don't go beyond that

# ' The calor la anotneg thing. .“Reduced to mon-
,‘ochrome, Eggleston's design would be in fact
almost static, almost as blandly resolved as the

geen In kaleldoscopes, but they (the pho-
.t&raphn are perceived in color," Szarkowski

'Bll{:l B' you Plantation, near Glendore, Mlmnlppf. phu?nguph h\r William Eggfllhn

seductive, times defines the picture itself. Im many ways
Makos is a photo-journalist but for a number of

reasons I feel uncomfortable with that label.

There is also a small exhibit of Makos' work
at the Foster/White Gallery (311% Occlidental § ).

Tsiaras' photographs are small and concerned
with motion. There is much concentration on the
effect of speed, the blurring of values, the force
of energy. Muybridge, however, did much better.
The photographs are: more ldea than art,

The paintings of Dennis Ashbaugh are large
and dramatic, in a sense seulptural beecause they
are three-dimenstional,; but still retoin the essep-
tial properties of painting.

+ The paintings are few but large, rather geo-
metric in manner, mostly black with- only
suggestions of color to relieve the monotony. A
young New York artist, Ashbaugh has had exhib-
. its In California museums, galleries In New York,
California and Sweden mnd last year had a nne~

its particular streugths for his ovm 5. oA Hw er, Jn the end 1 find the photographs  mMan show at the Whitney Museum of American

Eufgn ton uses C:;“hf ll?;r}i ﬂﬂ?‘&ﬁ-ﬁ mél!’ al iritin Ws' ‘which nelthor draws me Into thger; or  Artin New York.~: |yl o

used to inlmbs{ oue lived in hi' fomily, frieads — ;ﬁ “wmmlﬂi “’“ﬁ;é o b1 e Bt Ashbaugh's work 3'" been compared 15 that of -
pﬂ“mt.:nimd;wl,ennc:s'tm and pl.lblic. Tagpe Ihcurnb intellegtually involved with them . the c‘“m“‘%‘iﬂ“:} eqr)y, 19008 —. 2 move:

quote from the essay in the shom e'atnhl i euotipnglly., ment which was | Wﬂ"“‘ Sops e B

wulteu John Szarkowskl, director g - 4 ‘akas; @ ZT-year old photographer associated ;gremlnate Hole gEiasidn b5 Iy paﬂ;:al? .

g_“ partment &t ‘the, Mu.sau.m u! 1 b with Andy \\fn.rht‘l o some degree, has, I think, 'mnfr:ﬂ:)lnw. 25 \ﬁ'hﬁu do lg.i": U?I m:,
n New York, and the orj %‘“"’“ of this, m most_striking {mages in the show. The style, i 3 s Well as doctrivaire . c

which wea also seen in New -mch is highly = ivated, has been ;V“m lves." n.q-.q.-:.‘u Fabe
Eggleston was born in 1639 in Memphis near his |} part of the Pop moveines!. Makos likes to photo- Camilla Gray Iu.l referred 1o the

family s cotton farm in Tallahatchie County, Mis. [ BEY aph. celebrities — u' Bssee W’illinms. a.rhol. statie, heavy machine-thythm of the Constructiv-

sissippl, Hme was educated in several Som ston, Pat Laud — + others who inhabit th Al:i. a description which could na‘l.l,y lml{ to

schools. The rghuwsrﬂnh! come 01:: of the Sout Iandscape” o ueu His portraits onen baugh's work. 'I'hs d.eslzn

— Jackson A Iﬂ‘lll Ala;, Greenwood, @ several hinupcs cut and pasted to a white  eminently clear, m precise, Ih .w:al

mw:ibﬂﬂne" G::nd.or:mpms' Bm with =0 ;e overlap not of edges but of  presence dommaung.

County, ciensm W, Miss., et g " el Athbaugh is ca forth a tradition — po-

Thers Is 1 - mmm nunmudaiuwunghthn litical esthetic — mﬂdchﬁu

spite the pxmupuum vdth

“‘“'Tm“'h.._ |

ll& its aggressl
Mn is plumt

eness, its  have the powucywmmnlwhdly v.lll.d

nd sime  statement today:
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Had they wn inagallery, Wiliam Egglesian's
color photed would not have raised special
HOW TO MYSTIFY COLOR PHOTOGRAPHY s aute corvel R0
e very
e not certain’ wnal
L]

around Mempnis
describe

e casual

holler's
act of &
ersan. but they €2 Bit mete rar he trivial-
ties they permit. W
completed). or the
in the family carouse!
are the sort of thing
therefore solicit gur intere
hand, an' old
holds a large
be encouraged o crav
say, about MississipD
fragments as are all pn
meanings il the gt
And Eqgleston
ence on this fa
madish way
But the exper ym phalas, or
rather 1he expecl ey generate are entrely
affected by the ¢ Xt in wWhiEh they are saéen Come
o class, Eggleston’s
ormal pecularties
dom bliss here, yawns
n NO fEason to discuss

2 farmily, and
It On the other
for his portrait
toid we should
s COnCiusions
such Wmages.
ed tc spelloul
vani them 10.
ional uninsist-
n a low-level

ol their medium, &

there. There woulG ha
them: Bul they we 4 as a one-man show at
the Museum of Modern Ari They have, therefore,
peen exposed to & large public Dy a very prestigious

institution. Nominally. Such exposure jmposes the
greatest possible socta weght on the scale of artistic
significance, ant an= worders wiy a previously un-
kngwn and nol CONSPICLOUSY talented photographer
is thought to deserve TS attention

MOMA has every right now, as it did in the past, 1o
sponsor vernacular things These may well have
esthelic merils no less than works ol an have social
allusions, and e museum needs only 1o clarify s
emphasis. In the area of photography, ane remembers
MOMA's "One-Eyed Dicks. a continuously projected
film of still photographs taken by triggered, automatic
cameras dunng bank robberies, 1970, and "From The
Picture Press,” 1973, On both occasions the official
hope was to expand the publics consciousness of
(non-art) photo (raditipns

In practice, though. the bank photos were consid-
ered "neutral,” and there were no wall captions lor the
news pictures. The museum simply imposed its
context on the original ones, One noticed the general
avoldance of information that would explain iow these
) | . images guarded property and manipulated nNews:
T AT h e surely the most interesting things aboul them These
factars, 10 be sure, concern only the histarical values
of the material and its effect on people’s lives, whereas 50

W
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priate for detached contemplation, the stuft
unmoored in time. Photo “peetry  can be appre
but not analyzed; and as it's deceiving and fictive
cannot be instrumental in any ‘social purpose. ()
Eggleston makes free with vernacular iom, but s
dafinitely not seen to practice it And so the show Is
pure esthetics. with the gloves off Indeed, Jonn
Szarkowski writes that these pictures seem to him
‘perfect,” that they're “irreducible surrogates for ihe
Evnarinnra thav nratand v itatics] o record
Poor fellow! You turn to the essay written on him
by the director of the Museum of Modern Art's pho-
Tography Gepartment. and you discover that Eggleston
has been mystitied practically out of existence. MOMA
wails years for the funding of its first book devoled to
a color phetographer (William Eggleston’s Guide), and
what is the public told of the individual so elaborately
honored? That he's 37, born in Memphis, has gotten
through local high schools. attended but apparently
not graduated from Vanderbilt and "Ole Miss,” and
discovered the work of Cartier-Bressan in 1952, Oh
yes, he has said that his pictures were based com-
positionally on the Confederate flag. As any kind of
Sackgrounding on an important arlist, this is, of course,
iensationally Irresponsible and derisary, If you want 1o
“arn abou! the artist's class origins, intellectual out-
ok, crealive development, professional contacts,
&ven the identity of subjects that reappear and have

personal meaning—things that actually matter—you're
out of luck

But all these emissions serve Szarkowski's validie-
tory purpose to keep his artist out of reach, even if, or
rather precisely because; that weakens the public’s
grasp of the intentions of the work, such as they are
|, for one, would like to know If there is anything 1o his
affinities with Meatyard, Gossage, and Gowin, South-
ern photographers whose coherent black and white
work suggests a demonic element in everyday life
And what of the way Eqgleston causes naked light-
bulbs and old shoes 1o loom in the frame, or tends
occasionally to drench everything in the covertly
expressionist hues of gréen and red? Bul 1o have
recognized the input of conscious siyling would have
undermined the qualities that make these pictures
“irreducible surrogates lor the experience they pre-
lend to record.’

Everylhing in Szarkowski's text Is designed to teach
that the content ol photographic ima untouch
able, that no matter how ferlile his own speculaticn
about, say, a '56 Buick parked at the boundary of
suburb and country, “verbal descriptions are linally
gratuitous.” To prove lhis, dialectical issues are intro-
duced only to be cancelled: the artisl's impulse is
hermetically diaristic but his style Is *'not Inappropriate
for photographs that might be introduced in court,”
yel "a piclure is alter all only a concrete Kind of
fiction, not to be admilted as hard evidence

Throughout he works to sidestep critical analysis
through_a rhetoric of personal modesty and respect
for obviously ambiguous bul ineffable statement. “The
pictures mean precisely whal they appear to. mean,”
and whatever follows from that, he says. is any foal's
guess: On the other hand, "Form is perhaps the point
of ar,” and “Whatever else a pholograph may be
about, it is inevitably about photography.” One would
have thought that such a belief would permit him to
discuss Eggleston’s historical contribution to the art,
but on the contrary, “the pictures reproduced here”
may be “no more interesting than the person who
made them which leads us away from the measur-
able relationshins of art-historical science toward
intition,  supersiition, blood-knowledge, terror, and
delight "

He might just as well have mentioned faith, for it's
on that basis we have to distinguish the Intelligence
and intensity of Eggleston’s color trom that of the
ubiguit amateur. Since the Memphian's palette

closely resembles the amateur's, being exlraneous’
and/or "prelty,” as any lool tan plainly see, parhaps
there should be some reasoning as (o what “artistic’
color is: The curator 1akes & slab al it after great trials,
ambitious color photographers now realize that “the
world itsell existed in color, as though the blue and
the sky weare one thing.” | should have thoughl this
was no momenious discovery, bul [ can almost sense
the parl it will play in the legitimations to come. Wl

g b -.,m}.,’
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EcrsiiViichiaeBECdelson

MOMA Shows Her
Colors

c“lvery personal diary, just because it is
an attempt at one-to-one communication,
is not significant to all as it may be to its
author and peripheral participants.
Photographically, these sort of diaries are
called snapshots. One need not go into
great descriptions of the panic we have all
felt at those moments when the proud
fathers begin to unravel the limitless folds
of plastic from their wallets in order to
display a contemporary pantheonic frieze
of the latest born. John Szarkowski, direc-
tor of photography at New York's Museum
of Modern Art describes the photographs
of the recent William Eggleston exhibition
“'as pictures, however, these seem to me
perfect .. ." Szarkowski is right. The im-
ages are perfectly questionable as serious
examples of contemporary color photo-
graphy. On top of that, they're just plain
dull.

And what is best described as a sneak-
ing suspicion as one walks through the
exhibit becomes an absolute conviction as
one looks at the much-touted first color
photography book published by the
MOMA. The lengthy introduction by Szar-
kowski, part of which is used as the
exhibit's wall label, certainly qualifies him
as the W. 5. Gilbert of contemporary
photographic prose. The words are
generous and significantly long to be im-
pressive, much as those used by a thesis
writer, but the soundness and eventual
conviction are hopelessly lacking. At one
point Eggleston is called a romantic (by
very questionable concepts of romanti-
cism) and yet in the next paragraph he is
we are lold, unlike romantics. Szarkow-
ski's sweeping statements are best de-
scribed as questionable il one seriously

... most recent shows
at the Modern are just
that—showy . .. better
suited for a circus tent
than a museum wall.”

wishes to consider the source, since there
can be hardly any other conceivable
reason. Examine the remark, “Consider-
ing the lack of enthusiasm and confidence
with which most ambitious photographers
have regarded color, it is not surprising
that most work in the medium has been
puerile.” Puerilel Why then was Haas
exhibited at the MOMA some years back?
What about the work of Samaras, Hiro,
Sennett, Turner, Glinn, Krims, Hidalgo,
Kaleya and all the others? The childish-
ness lies not in the work of contemporary
photography but in both Szarkowski's
seemingly uninformed mind and Eggle-
ston's passé imagery.

| do not intend in this space to combat
Eggleston about the validity of America
being a wasteland landscape. In fact, in
many areas of the U.S., especially in the
South where he works, this might be very,
very true. However, his method of inform-
ing me of this through his photographs is,
at best, old hat. |, personally, am very tired
of seeing white plastic bottles on rich soil,
repetitive houses, repelitive houses with
autos and close-ups of showers, ovens
and the like. This is not to say that the
essential concept of vision of this sort of
America Is used up; Eggleston is the one
who is used up before he even took up the
camera. Musically speaking, Romeo and
Juliet is the source of operas by Gounod,
Delius and Bellini. a ballet by Prokofiev
and an oratorio by Berlioz. That's off the
top of my head without resorling to refer-
ence books, so there must be much more
The paoint is that each composer brought
something fresh and new to the story.
Eggleston is, at most, melba toast. And a
very thin diet tor the eyes and mind at that

Despite the glamour and bon vivant at-
mosphere of the opening that night at the
MOMA, the Eggleston exhibit is unimpor-
tant in the scheme of things except when
considered in terms of its failure. Surely,
Szarkowski considered long and hard be-
fore deciding on Eggleston as the big
color show. However, in light of what
Szarkowski has been selecting to hang at
the Modern, the recent show takes on im-
portance. It appears that Szarkowski is
either hooked onto a certain kind of
photography or is determined to make his
mark in photographic history. We are all
prone to this temptation but most do suc-
ceed atavoiding the bite of the neon apple.
Under the banner of reality, Szarkowski
seems committed to a quality of ugliness.
Even ugliness can possess a strange and
convincing beauty if it has depth. Bacon's
paintings are a perfect example. But most
recent shows at the Modern are just
that—showy . . . better suited for a circus
tent than a museum wall. Szarkowski may
be committing himself more to the chroni-
cles of photographic history than he
realizes.

The boredom in Eggleston’s images lies
In persistence of repetition and lack of in-
sight. The mythology of the contemporary
snapshot frame calls for an undisciplined
formalism that these images lack even it
viewed with the most generous eye. The
use of color aggravates the situation be-
cause the color Is not used with any great
intelligence. It takes no great mind to
place a complementary blue in a red scene
despite the claims of Szarkowski, Since so
few people shoot black-and-white snaps
these days, the color there only accen-
tuates the absolute ordinariness of con-

CAMERA 35
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ceptualism behind these images. These
are truly “nominal subjects” as Szar-
kowski describes them, but treated in a
hopelessly nominal manner. The artist
must be a selector, especially the photog-
rapher, not a recorder, and Eggleston
points and shoots, it seems, with color film
In his camera. While it may be high-fidelity
Kodachrome, it is not high-fidelity art,
Even as weak as the form and shape
might be in Eggleston's photographs, |
find him more closely aligned with the
pop syndrome, One might call him a Pop
Photographer. Instead of painting
Campbell Soup cans, he is photographing
shower stalls. Much of contemporary
painting confronted with the dynamism of
sculpture and photography has resorted
to this nonse.se of glorification of form
and shape at the cost of content. That's
fine for the palsied brush, but hardly ap-
propriate for the bold contemporary cam-
era. We in photography are not yet that
anemic that we must resort to such intel-
lectual artifice and visual wash. Obviously,

the neighboring walls at the Modern have
a collective influential effect as to what is
hung in the photographic sections. A sad
comment indeed on the photography
department—they do not realize that the
torch has been handed to them to light the
way and not just a big expensive cigar.

Essentially, this Eggleston exhibit dem-
onstrates that we can no longer look to the
MOMA for photographic direction. It has
become a vehicle of ego consciousness
instead of a barometer of all that is going
on in photography. This is particularly re-
grettable since so many organizations
such as the National Endowment for the
Arts and Ponder & Best have sought gui-
dance as to where they should provide
much-needed financial support. In this
particular case they were unashamediy
suckered

One might find Eggleston's images re-
vealing if one just arrived from outer
space. That idea poses a rather interesting
question. Where have Eggleston and
Szarkowski been all these years?

S1ppi

Upper left: Shower

Above left: Black Bayou Plantation near Glendora, Missis-

Above right: Crenshaw MJ:,'Srssrppr

Below. Huntsville, Alabama

Photographs by Willlam Eggleston




THE REMAINDER OF THIS PUBLICATION HAS NOT BEEN SCANNED.



FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY

MoMA Exhs.

1133 23

§i- i C'MI m‘/[ﬁ76

very personal diary, just because it is
an attempt at one-to-one communication
15 not sigmficant to all as it may be to its
author and peripheral part cipants
Photographically, these sort of diaries are
called snapshots. One need not go into
great descriptions of the panic we have al|
felt at those moments when the proud
fathers begin to unravel limitiess folds
of plastic from their wallets in order 1o
display a contemporary pantheonic frieze
of the latest born. John Szarko
tor ot photography at New York eum
ol Modern Art describes the photographs
of the recent William Eggleston exhibition
“as pictures, however, these seem lo me
pertect Szarkowskl is right. The im-
ages are perfectly questionable as serious
examples ol contemporary color photo-
graphy. On top of that, they're just plain
dull
And what is best described as a sneak-
NG suspicion as one walks through the
exhibit becomes an absolute convichion as
one looks at the much-touted first color
photography book published by the
MOMA. The lengthy introduction by Szar
kowski, part of which 1s used as the
exhitit s wall label, certainly qualifies him
as the W. S Gilbert of contemporary
photagraphic prose. The
generous and significantly long to be im-
pressive 52 by a thesis
writer, but
conviction are hopelessly lacking. At one
point Eggleston 1 called a romantic (by

al remanlti-

dirgc-

words are

much as those |

the soundness and eventual

very questionable cont

cism) and yetin the next pa iph he s
we aie told
ski's sweeping statements are b de

scribed as questionabla it one seriously

unlike romiant Srarkow

... most recent shows
at the Modern are just
that—showy ... better
suited for a circus tent
than a museum wall.”

wishes to consider the source, since there
can be hardly any other conceivable
reason. Examine the remark, ‘Considers
ing the lack of enthusiasm and confidence
withwhich m ambitious photogr phers
have regarded color, it s not st prising
that most work in the medium has been
puenle.’ Puerife! Why then was Haas
exhibited at the MOMA some years back?
What about the work of Samaras. Hiro,
Sennett - Turner, Glinn, Krims, Hidalgo.
Kaleya and all the others? The childish-
ness liegs not in the wark of contemporary
photography but in both Szarkowski's
seemingly uninformed mind and Eggle-
slon’s passe imagery

| do not intend in this space to combat
Eggleston about the validity of America
being a wasteland landscape. In fact. in
many areas of the U.S. especially in the

uth where he works, this might be very
very true. However, his method of infarm-
ing me of this through his photographs is,
at best, old hat | personally, am very lired
ol seeing white plastic bottles on rich soil,
repetitive houses vith
autos and close-ups of showars ovens
and the like. This Is not to say that the
essential concept of vision of this sort of
gleston is the one

repetitive ho

Amenca s used up C
who s used up belore he even took up the
camera. Musically Romeo and
luliet 15 the source of operas by Gounod
a ballel by Prokotiev
That's off the
rting 1o refer-

speaking

Delius and Bellin
and an oratorio by Berl

id without re
50 thers must b

tap ol my
Nnuch more
er brought
ind ngw 1o the slory
al. melba o And a

sand mind atthat

gnce books
The paint 15 that each compe

something Ire

Despite the glamour and bon vivant at
mosphere of the opening that night at the
MOMA, the Egglestan exhibit is unimpaor-
tant i the scheme of things except when
considered in terms of its failure Surely,
Szarkowski considerad long and hard be-
fore deciding on Eggleston as the big
color show. However. in light of what
Szarkowski has been selecting to hang at
the Madern. the recent show takes on im-
partance. It appears that Szarkowsk) IS
either hooked onto a certain Kind of
Photography or is determined to make his
mark in photagraphic histary. We are all
prane to this temptation but most do suc-
ceed atavoiding the bite of the neon apple
Under the banner of reality, Szarkowski
seems committed to a quality of ugliness
Even ugliness can possess a strange and
convincing beauty if it has depth Bacon s
paintings are a perfect example But most
recent shows at the Modern are just
that—showy better suited for a circus
lent than a museum wall. Szarkowski may
be commiitting himselt more to the chroni-
cles of photographic history than he
realizes

The boredom in Eqgleston’s images lies
N persistence of repetition and lack of in-
sight. The mythology of the contemporary
snapshot frame calls for an undisciplined
tormalism that the images lack even
viewad with the most generous eve. The
use of color aggravates the situation be-
cause the color is not used with any great
intelligence. Il lakes no greal mind o
place a complementary blue in ared scene
despite the claims of Szarkowski, Since so
few people shoot black-and-white snaps
these days, the color there only accen-
tuates the abisolute ordinanness of cone-
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ceptualism behind thesa images. These
are iruly ‘nominal subjects’ as Szar-
crines them. but treated in a
y nominal manner. The artist
3 especially the photog
rapher a recorder, and Egglesign
pointsand shools. it seems, with color film
in his camera. While it may be high=fidelity
Kodachiome, it 15 not high-fidelity art
Even as weak as the form and shape
might be in Eggleston's pho aphs, |
find him more closely aligned with the
yndrome. One might call hima Pop
Instead of painting
Soupcans; heis photographing
shower stalls Much of cante porary
painting contronted with the dynamism of
sculpture and photography has resorted
to this nonsease of glorification of form
and shape at the cost of content. That's
tine tor the palsied brush, but hardly ap-
propriate for the bold contemporary cam-
era We in photography are not yet that
anemic that we must resort to such intel-

the neighboring walls at the Modern have
a collective influential effect as to what is
hung in the photegraphic sections. A sad
comment Indeed on the photography
department—they do not realize that the
torch has been handed to them to light the
way and not just a big expensive cigar

Essantially, this Eggleston exhibit dem-
onstrates that we can no longer look to the
MOMA for photographic direction; It has
become a vehicle of ego consciousness
instead of a barometer of all that is going
on In photography. This is particufarly re-
gretlable since s0 many organizations
such as the National Endowment for the
Arts and Ponder & Best have sought gui-
dance as to where they should provide
much-needed financial support. In this
particular case they were unashamedly
suckered

One might find Eggleston’s images re-
vealing if one just arrived from outer
space. That idea poses a rather Interesting
question. Where have Eggleston and

ski been all these years?

lectual artifice and visual wash. Obviously

sippf
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Below: Huntsv,

Upper left: Shower

Ahove left Black Bayou Flantation near Glendora, Missis-

Above right Crenshaw. Mississippi

bama

Phatagraphs by William Eggleston




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

MoMA Exhs.

133 23

RK TIMES, FRIDAY, MAY 28, 1975

—_—

By HILTON KRAMER

ISTORIC  break-
thro are not,
alas, what they

- used to be — at
iie}ast II;I‘ _gge world of art. Take
e exhibition of photographs
by William E ];eston r.li::at
opened this week at the Mu-
;eum clug Modern

ug. l). We are invited b
John Szarkowski, director o’r'
the department of Photog-
raphy at the museum, to look
upon this as a very signifi-
cant event. To underscore the
point, the museum has pre-

ared a poshy, hard-cover

ok of 112 pages ($12.50,
M.LT. Press) to accompany
the show—a fairly unusual
procedure for the first solo
exhibition by an artist few
people have ever heard of.
In his text for the book, Mr.
Szarkowski throws all cau-
tli?gt to the winds and speaks
of Mr. E;glestou's pictures as
"DEl'fQC:-

Perfect? Perfectly banal,
perhaps. Perfectly boring,
cegtainly. A perfect example
of what, for Mr. Szarkowski
and many like-minded con-
noisseurs of contemporary
photography, is now 2 Ia
mode. But this is not, of

means by ‘“perfec

means that Mr. Eggleston’s,

pictures achieve a rare d

“of excellence and ori ity,

and that—to put the matter

gimfg'——is lmeﬂﬂn‘g about
which opinions will differ,
What does make this show
unusual, if not exactly his-
toric, is that it is the mu-
seum's first major exhibition
of .mgtq&arh_: in_color. The
book, “William Eggleston's

Guide,” is likewise the mu-
- seum'’s first publication on

color pho

Shies

0 , with 48
plates—more than half the
exhibition—printed in color.
Even the text is printed on
paper that is the color of a
green bathroom shower in
one of Mr. Eggleston's pic-
tures.

As colords.now one of the

“hot” problems in this me-
dium long: dominated by
black and white images, it
would be news indeed if Mr.
Eggleston’s pictures were the
masterpieces they are claimed
to be. In my opinion, they
are not.

That bathroom shower is
an index to the kind of sub-
ject Mr. leston favors,
He likes trucks, cars, tricy-
cles unremarkable suburban
houses ldndhdreary lqnﬂsﬂ:;:‘es.
too, and he especially likes
hiu'flrnﬂy and friends, who
may, for all I know, be won-
derful le, but who ap-
ear in these pictures as
dismal figures lnhabitinF a
‘eommonplace world of little
visual interest, The locations
are Memphis, where Mr. Eg-
leston lives, and Talla-
g tchie County, Mississippi,
w‘aan his family's cotton
farm s,

Art (through .

BoR"w He "

Art: Focus on‘Photo Shows

The use of color, alleged to
lend a special distinction to
these pictures is, to my eye
at least, similarly common-
place. It varies from being ob-
viously pretty (a bright blue
pickup truck seen through the
growth of wisteria in bloom)
to being obviously austere
(the gray - black - off - white
tones of the interior of a
household oven), Mostly it is
postcard bright, in the out-
door daylight pictures, or
ponderousiy atmospheric, in
the interior shots,

There is na great formal in-
telligence at work in these
pictures, either, Mr. Szarkow-

wr ey

-

accomplishments of our time.
Mr. Laughlin has long besn

a resident of New Orleans,
and some of the enchantment
a of that magical city has

What a relief it is to turn faunc. s et SO IS

from these pictorial banalities L‘;’;ﬁ'nf;,"?: behaic B
to the work of a genuine

¥ romance of the
imagination! Clarence John __ ected
Laughlin, whose exhibition of G e o o -

art, too, The result, whether
photographs  called “The his ptictures are f'&l!l“l.[#lt" or '
Transforming Eye” is now at elaborately composed of se
the International Center of arate, incongruous images st
Photography, Fifth Avente at perimposed to form a haunl-
Q4th t5!:'e|m (through June 6), ing evocation of an interipr
i1s not a discovery, of course, i
i-lfe \ s ane of the great classics :;é\rerse. fe 4, et Fope
of American photography — ' i
: New Orleans provides Mr.
Laughlin with some of his

Vivitar Inc. and the National
Endowment for the Arts—
that has to be seen to be
believed,

most bizarre “straight" pic-
tures. (With cemeteries and
architectural ornament like
New Orleans's, who

embellishments?) So do the
decayed and abandoned Lou-
isiana plantation houses of a
few decades ago that he
made one of his photographic
specialties. These pictures

W alone would guarantee
‘Laughlin a place among
classics. . "

what. he calls the w%ﬂ

poem’—a term he reserves

for a particular cate; 0

picture but that T woul
Il of his “ir

But his other special

ssage to Never L
v Hght, to D

en
terly
B

architectural  photog

“The Shadows Fall,” by Clarence John I.mgl:]]nI

‘often look as if their subjects
have been invented in the

'

ski makes much of the fact
that Mr. Eggleston places
most of his subjects plunk
down in the center of his pic-
torial space, or just off cen-
ter, as if this were some re-

markable esthetic feat. It s «

not.
The truth is, these pictures
belong to the world of snap-
shot chic—to the post-Diane
Arbus, antiformalist esthetic
that is now all the rage
among many younger photog-
raphers and that has all but
derailed Mr, Szarkowski's
taste so far as contemporary
photography is concerned

To this snapshot stvle, Mr.
Eggleston has added some
effects borrowed from recent
developments in, of all things,
photoreakist painting—a case,
if not of the blind leading
the blinds at least of the
banal leading the banal. For
purely negative reasons, this
is a show—made possible, as
they say, by grants from

3 durkroon&. !:; is an original

roman ' generatial
an artist with an almost e Sl B L
feverish gift for invention.
Working within the tradi-
tional limits of the black-
and-white print, he achieves
an extradrdinary visual po.
etry—an art of the fantastic
that is one of the special

sorbing universe of
implication.

.

<

Bolshoi Theater Gets Lenin Honor
Soviet decorations, a list of

MOSCOW, May 27 (AP)}—
names that filled two full

The Bolshol Theater, 200 inlite C4" oW
sars old and sparkling with  Pages inside ‘the per

‘_"' 2.0l 1"(, "m_r._l\':'ﬁd ”I Sovetskaya Kultura, "
ew trmmings, recein e Home of same of the great:

Order of Lenin vesterday a
top Soviet honor.

\n ornate  and  stately
bullding in the heart of Mps-
cow, the Bolshol is one of
the few legacies left of Czar-

hallets and operas of the
classical repertory and somé
of the classic performers
our time, the Bolshoi ¢
tinues to present muech o
its prerevolutionaty program,

W AN anE oW A ?f ‘::: augmented hy productionk

":;I'I'_'I':‘I'"I_‘i:]:;":”'m b T g!nrif}-ingﬁcmmlmiﬂlﬂhﬁv’:
Along with the theater ments ’ S

iaelf, 957 performers, or al-

most the entire "creative cols THINK FRESH:

lective” of the Bolshol, won THINK FRESH AIR FUNM -

= -
1
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The use of color, alleped 1o
lend a special distinetion 1o
these pictures is, to my eye
at least, similarly common-
place. It varies from heing oh-
viously pretty (a bright blide
pickup truck seen through the
growth of wisteria in bloom)
to being ohviously austere
(the gray - black - off - whita
tones of the interior of a
household oven). Mostly it is
postcard bright, in the out-
dopr daylight pictures, or
ponderously atmospheric, in
he interior shots,

There is no great formal in-

By HILTON KRAMER
PP ISTORIC  break-
' | throughs are not,

i alas, what they

E 1l jused to be — at
Irast in the world of art. Take
the exhibition of photographs
by William Eggleston that
opened this week at the Mu-
seum of Modern Art (through
Aug. 1. We are invited by
John Szarkowski, director of
the department of photog-
raphy at the museum, to look
upon this as a very sianifi-
cant event, To underscore the
point, the museum has pre-
Enrorl a poshy, hard-cover
ook of 112 pages ($12.50,

pictures, either. Mr. Szarkow-

telligence at work in thess

‘f&rt_: Focus on Photo Sh

Vivitar Inc. and the National
Endowment for the Aris—
that has tn be seen 1o he
believed.

What a relicf it 1= to turn
from these pictorial banalities
to, the work of a genuine
imagination! Clarence John
Laughlin, whose exhibition of
photographs  called  “The
Transforming Eye” is now at
the International Center of
Photography, Fifth Avenue at |
A4th Street (through June §),
is not a discovery, of course.
He is one of the great classics
of American photography —

, MLLT. Press) to accompany

the show—a fairly 1
procedure for the first solo
exhibition by an artist few
| prople have ever heard of,
' In his text for the book, Mr.
Szarkowskl throws all cau-
tion to the winds and speaks
of Mr. Eggleston’s pictures as
“perfect.”

perhaps. Perfectly boring,
'7 cogtainly. A perfect example
of what, for Mr, Szarkowski
and many like-minded con-
nnisseurs of contemporary
photography, is now A Ia
| mode. But this is not, of,
| - course, what Mr. Szarkowski
means by ‘“'perfect.” He
means that Mr. Eggleston’s;
pictures achieve a rare degree
of excellence and originality,
and that—to put the matter
mildly—is something ahout
which opinions will differ.

What does make this show
unusual, if not exactly his-
torie, i that It is the nwu-
wetim's firal major exhibition
of |1Im!nnrﬂrll-'l in eolor, T?l.l
hook, “Willlam Epgleston’s

i Guide,” is likewise The mu-
«cum’s firkl  publication on
colar photography, with 48
plates - more than half tha
exhibition— printed In eolor,

i perfect? Perfectly banal,
q

tven the text Is printed on
paper that is the color of a
green  bathroom  shower in
one of Mr. Eggleston's ple- — 7
tures. : [
ki makes much of the fact
1or (s now one of the  * |
"h::'m:;)!‘:n:a in this me- that Mr. F¥pgleston places
dium I:rl ' domipated = by Most of his subjects plunk
h::rk “: white r:ms‘grs it down In the center of his plc-
¢ 1 / on-
would be news indeed if Mr.  torial ’?::;-:Ll:‘:' sgf:.; .
Egleston’s plctures wers thé Li;;ll']:;hh esl'h»ti-r feat. Il is
masterpieces they are claimed
to be In my apinion, they
are nol.

That hathroom shower I
an index to the kind of suh-.
ject Mr. Epgleston  favors.
He likes trucks, cars, tricy-
¢les unremarkable suburban

ol,

The truth Is, thess piclures
helang to the world of snap-
shot chie—to the post-Dinne

that' s now all the rapge
among many younger photop-
raphers and that has all hut
derailed Mr

Shadows Fall,” by Clarence John Laughlin

Arbus, antiformalist esthetie |

Szarkowski's

.

an artist with an almost
feverish gift for invention,
Working within the tradi-
tional limits of ' the black-
and-white print, he achieves
an extraordinary visual po-
etry—an art of the fantastic
that Is one of the special

.
acenmplishments of our time,

Mr. Laughlin has long been
a resident of New Orleans,
and =ome of the enchantment
of that magical city has
found its way into his pic-
tures, Some of the romanes
of Surrealism—especially tin
romance of the uaconscious
—has deeply affected his
art, toa. The result, whether
his pictures are “straight” or °
elaborately composed of sep-
araie, incongruous images su=
perimposed Lo form a haunt-
ing evocation of an interior
universe, is a feast for the
ryn

New Orleans provides Mr.
Laughlin with some of his
mast hizarre “straight” pie-
tures, (With cemeteries and
architectural ornament  like
MNew Orleans's, who needs
embellishments?) So do the
decayed and abandoned Lous
isiana plantation houses of &
few decades agn that he
mate one of his photographic
specialties,  These  pictures
alone would guarantee M.
Laughlin a place among the
classics. '

But his other specialty is
what. he calls the *“visual
poem'—a term he reserves
for a particular category of
picture hut that T would a
ply to all of his "in\'l‘nlt'(r:'
images. These range from
synthetic landscape fantasies
("“Passage to Never Land™)
enveloped in a macahra, |
painterly light, to pictures
in which a figure standing
heside a doarway filled with
debris, say, ers At us
through an  elaborats oval
picture frame (""The Ego-Cen-
trica'™). We are in & world
of delihernte, devilish sym.
halism in these pictures, and
their sheer visual power is
extinordinary,

1 mava something  Ahoyt
the fore of M Paughlin'e
Dbl thnt even W
Archibeciueal photapraphs
niten ook as if theie subjecta
have bheen invented in the
darkroom, He is an original,
a romantic of the generatinh
—1 often think of Martha
Graham when 1 see his pic-
tures— that looked upan tha
pictorial specifications of the
world we inhahit as a key
to an ipward, infinitely ah-
sorhing universs of pmng
implication.

Bolshoi Theater Gets Lenin Honor

MOSCOW, May 27 (AP)—
The Bolghol Theater, 200
years ald and sparkling with
new trimmings, received the

Soviet decorations, a st nf
names that filled two  folf
pages insule the aswspapee

Sovetskava Rultura .

(1

.
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ISTORIC
throughs are nat,
alas, what they

I",?'
J used to be — at

least in the world of art. Take

break-

the exhibition of photographs

by William Eggleston that
opened this week at the Mu-
seum of Modern Art (through
Aug. 1). We are invited by
John Szarkowski, director of
the department of photog-
raphy at the museum, to look
upon this as a very signifi-
cant event. Ta underscore the
point, the museum has pre-
Earﬂl a poshy, hard-cover
ook of 112 pages ($12.50,
MLT. Press) to accompany
the show—a fairly unusual
piowvedura for the first solo
exhibition by an artist fow
llu-.-pl-‘- mve ever heanl of.

WS Lest for the book, Mr,
Szarkowskl throws all cau-
tion to the winds and spenks
of Mr. Eggleston’s piclures as
“perfect.”

Perfect? Perfectly banal,
perhaps.  Perfectly  boring,
captmnly. A perfect exampla
of what, for Mr. Szarkowski
and many like-minded con-
noisseurs of contemporary
photography, is now A la
maode. But this is not, of
course, what Mr. Szarkowski
means by “perfect.” He

means that Mr. Epgleston's,

pictures achieve a rare degree
of excellence and originalily,
and that—to put the matter
mildly—is something about
which opinions will differ

What does make this show
unusual, if not exactly his-
toric, is that it is the mu-
seum's first major exhibition
of photographs in color. The
book, "William Eggleston’s
Guoide," is likewise the mu-
seum’s first publication on
color photography, with 48
plates—more than half the
exhibition—printed 1n color.
Even the text is printed on
paper that is the color of a
green bathroom shower in
one of Mr. Eggleston's pic-
tures.

As color {s now one of the
“hot” problems in this me-
dium long’ domipated by
black and white images, it
would he news indeed if Mr.
Eggleston's pictures were the
masterpieces they are claimed
to be. In my opinion, they

are not.

That bathroom shower Is
an index to the kind of sub-:
ject Mr. Eggleston (favors.
He likes trucks, cars, tricy-
cles unremarkable suburban
houses and dreary landscapes,
ton, and he especially likes
his famlly and friends, who
may, for all [ know, be won-
derful people, but who ap-
pear in these pictures as
dismal fipures inhabiting a
‘commonplace world of little
visual interest. The locations
are Memphis, where Mr. Eg-
gleston lives, and Talla-
hatchie County, Mississippl,
‘whera  his family's  colton
farm ls,

these pictures is, 1o my eye
aL least, similarly common-
place. It varies from being ob-
viously pretty (a bright blde

pickup truck seen through the'

Rrawth of wisteria in bloom)
to being obviously austere
(the gray - black - off - white
tones of the interior of a
household oven). Mostly it is
postcard bright, in the out-
door daylight pictures, or
ponderously atmospherie, in
the interior shots.

There is no great formal In-
telligence at work in these
pictures, either. Mr. Szarkow-

. photographs
Transforming Eye" is now at

lI'IEIl NES 0 e seen W oe
believed,

What a relief it Is to turn
from these pictorial banalities
to, the work of a genuine
imagination! Clarence John
Laughlin, whose exhibition of
called “The

the International Cenfter of
Photography, Fifth Avenue at
H4th Street (through June 6),
15 not a discovery, of course,
He is one of the great classics
of American photography —

\
“The Shadows Fall,” by Clarence John Laughlin

" 'debris,

’

ski makes much of the fact

that Mr. Eggleston places
most of his subjects plunk
down in the center of his pic-
tor:al space, or just off cen-
ter, as if this were some re-

an artist with an almost
feverish gift for invention.
Working within the tradi-
tional limits of' the black-
and-white print, he achieves
an extraordinary visual po-

' etry—an art of the fantastic

markable esthetic feat. It is» that is one of the special

nol.

The truth Is, these piclures
belong to the world of snap-
shot chic—to the post-Diane
Arbus, antiformalist esthetic
that Is now all the rage
among many younger photog-
raphers and that has all but
derailed Mr.
tasie so far as conlemporary
photagraphy Is concerned,

To this snapshot style, Mr,
Eggleston has added some
effects borrowad from recent
developments in, of all things,
phhlmml.nl palnting—a case,
if

not of the blind leading v proudest

the blinds at least of the
banal leading the banal. For
urely nepative reasons, this
is a show-—made possible, as
they say, by grants [roon

Szarkowski's

a resiaént or New urieans,
and some of the enchantment
of that magical city has
found its way into his pic-
tures. Some of the romance
of Surrealism—especially the
romance of the unconscious
—has deeply aifected his
art, too, The result, whether
fhis pictures are “straight” or °
elahorately composed of sep-
arale, incONgruous images su=
perimposed Lo form a haunt- -
ing evocation of an interipr

"universe, is a feast for the

eye, 5

New Orleans provides Mr
Laughlin with some of his
most bizarre “straight” pic-
tures. (With cemeteries and
architectural ornament  liko
New  Ocleans's, who  neods
embhellishmentsy)y Sy do the
decayed nnd abandoned Lo
Pabman plantation houses of
few  devades  ago  that  ho
made one of his photographic
specialties.  These  pictuces
alone would guarantee Mr.
Laughlin a place among the
classics. "

But his other specially Is
what, he calls the “vijual
poem”—a term he reserves
for & particular category of
picture but that 1 would ap-
ply to all of his “invented"
images. These range from
synthetic landscape fantasie
("Passage to Never Land"
enveloped in a macabrd, |
painterly lght, to plctures ,
in which a figure standing °
heside a doorway filled with
say, ers at us
through an elaborats oval
picture frame ("“The Ego-Cen-
trics™). We are in a world
of deliberate, devilish sym-
bolism in these pictures, and
their sheer visual power (s

. extraordinary.

It says something about
the force of Mr. Laughlin’s
imagination that even his
architectural photopraphy |
“often look as if their subjects
have bheen invented in the
darkroom, He is an original,

= a romantic of the generatio

—1 often think of Marth
Graham when [ see his pic-
tures— that looked upon the
pictorial specifications of the
world we inhabil as a key
to an ipward, infinitely ah:
sorhing universe of poulki
implication.

Bolshoi Theater Gets Lenin Honor 3

MOSCOW, May 27 (AP}—
The Bolshol Theater, 200

cyears old and sparkling with

new trimmings, received the
Order of lLenin yesterday a
tqp Sovict honor.

An  ornate  and  stately
building in the heart of Mos-
cow, the Bolshoi is one of
the few legacies left of Crars
ist days, unid now.one of the
ormaments of the
regime.

with

Saviet

Along the theater

Itself, 957 performers, or al-

most the entire Yereative col-

lective'™ af the Bolshol, won

vy

Soviet decorations, a list of
names that filled two full
pages inside the newspaper
Sovetskaya Kultura. "

Home of some of the greata
ballets and operas of the
classical repertory and some
of the classic performers af
our time, the Balshoi con-
tinues to present much of
Its prerevalutionary prograny,
augmented by productions
glorifying Communist achieve-

ments,
] i

THINK FRESH:
THINK FRESH AIR FUND.

~
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PHOTOGRAPHY VIEW

GENE THORNTON

- Photography
aF ound a Home
- In Art Galleries

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

First on my lst was the striking presence of photog-
raphy in major art galleries that formerly showed only paint-

and sculpture, In the fall of 1976 Knoedler, Marluorough
and Sidney Janis each opened the season with big exhibi-
tions of photographs. Since none of them showed photo-
graphs as recently 8s threa years ago, this says something
about the new position of photog.aphy among the arts.

r'd put second on my list the opening of new pullerles
devoted exclusively to photogfaphy. In New York City these
included the Rinhart Gallery, 818 Madison Avenue, apen-
ing with & show of photographs by Timothy O'Sullivan;
Images, at 11 East 57th Street, which specializes in color
photography; and the Marcuse Pfeiffer Gallery, 625 Madison
Avenue, opening with a Weegee exhibition.

I'd put as third and fourth the evidence of two

ing trends. One is the renewed attention to human
i st photography, as seen in Knoedier's opening exhibi-
tion, devoted to the works of veteran Life photographer

DT
/ 2{/ 26 /.'?(‘

Alfred Eisenstaedt; Marlborough's large show of pictures ef
low life in Paris in the 1930's by Brassai; and Sidney Janis's
display of Duane Michals's photographic portraits and narra-
tive sequences.

The contrary trend, fourth on my list, is the movement
towards formalistic photography, most evident al The
Museum of Modermn Art. For several years now the Modera
has assiduously courted the kind of photographic formalism
that is the antithesis of human interest photography. In 1976
the courtship was consummated with two big exhibitions
featuring two different kinds of formalistic photography.
The current (through February 6, 1977) Harry Callahan exhi-
bition exemplifies the older type, which was inverted by
Paul Strand in response to the challenge of modemn painting.
In the older formalism, rocks, ronts and other bits of nature
are framed and printed in such a way as to emphasize their
abstract shapes and colors. Callahan practices a peculiarly
refined and elegant version of this.

A newer kind of photographic formalism was exempli-
fied by the snapshot-like work William Eggleston thowed
in hig summer exhibition at the museum. Eggleston, like
other young formalists, has abandoned the tenuous connec-
tions the older formalists had with School of Paris nainting
to find inspiration in the photographic process itseif. The
theory is that photographs that look like photographs are
better than photographs that look like paintings, and that
photographs that look like snapshots or police lineup mug
shots or 19th-century commercial record shots or some
other form of vernacular photography are the best of all,
especially if the photographs they look like were niade by
somaone with no artlstic pretensions whatsoever. Eggle-
ston's photographs strongly resemble the color slides made
by the man next door; and his show at the Modern was the
most hated show of the year.

Fifth on my list is another trend, observable outside the
Modern and those three major art galleries: the growing
interest in the turn-of-the-century pictorialist photographers,
whose soft-focus tonalism was once anathema to sharp-

Continued on Page 39
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Continued from Page 29

modernists. Heading the list of exhibi-
tions was the Witkin Gallery's two-part
thow of the complete photogravures
from Camera Work, the publication Al-
fred Stieglitz edited for the American
_ pictorialists he had organized into the
Photo Secession group. The Witkin ex-
"hibition was buttressed by solo or duo
shows at The Helios Gallery featuring
Stieglitz himself, Edward Steichen, Ger-
trude Kasebier, Clarence White and
Baron de Meyer, and exhibitions of Rob-
vert Demachy at the French Cultural
»Services, the Viennese photographer
_ Heinrich Kuehn at the recently opened
Rinhart Gallery, and Kari Struss at the
International Center of Photography.
- An outstanding discovery makes the
_sixth item on any list. The works of
+ Mike Disfarmer, a small-town portrait-
ist from Arkansas whose style-less pic-
. tures of small-time cotton farmers and
. their families, taken during the years
. of the Second World War, can stand
‘eomparison with the works of August
| Sander, Diane Arbus and Irving Penn.
| 'So far Disfarmer's photographs have
' ‘been seen in New York only in a new
‘.book, “Disfarmer: The Heber Springs
_ Portraits, 1939-1946" (Addison House,
50

s

). )
sAnd as seventh, I'll chalk up a redis-

e
e

covery: the Anglo-Indian photograph-
ers of Victorian India, shown at Asia
House last summer under the title “The
Last Empire.” 5
Eighth, ninth and tenth on this list—
though not necessarily in order of im-
portance—were events that rated three
superlatives: saddest, most moving,
most heartening. The saddest were the
deaths of four of the oldest and most
venerable masters of modern photog-
raphy: Imogen Cunningham. Minor
White, Paul Strand and Man Ray.
The most moving was the ceremony
in the office of the French Consul Gen-
eral in New York at which nearly
80-year-old André Kértdsz achieved
the rare distinction of ‘being awarded
the Ordre des Arts et des Lettres, the |
highest honor given to artists by the
French government. If Kértész did not
weep some of the witnesses did. |
And the most heartening was the
aftermath of the sinking in Hurricane
Bellg of the houseboat (moored in the |
79th St. Boat Basin) that is headquar-
ters for the Floating Foundation of
Photography, a small but energetic or-
ganization that, among other activities,
brings photography tb prisons. When
news of the disaster spread, 125 famous
photographers donated more than 150
of their prints to be auctioned off to
pay for raising and repairing the hoat. M
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PHOTOGRAPHY VIEW

GENE THORNTON

. .In Art Galleries

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

First on my list was the striking presence of photog-
raphy in major art galleries that formerly showed only paint-
ing end sculpture. In the fall of 1976 Knoedler, Marluorough

k” } and Sidney Janis each opened the season with big exhibi-

tions of photographs. Since none of them showed photo-
graphs as recently as threa years ago, this says something
about the new position of photog:aphy among the arts.

r'd put second on my list the opening of new gullerles
| devoted exclusively to photogfaphy. In New York Clty these
4 included the Rinhart Gallery, 818 Madison Avenue, open-

ing with a show of photographs by Timothy O'Sullivan;
Images, at 11 East 67th Street, which specializes in color
' photography; and the Marcuse Pfeiffer Gallery, 825 Madison
Avenue, opening with a Weegee exhibition.
I'd put as third and fourth the evidence of two
m:lns trends. One Is the renewed attention to human
st photography, as seen in Knoedler's opening exhibi-
devoted to the works of veteran Life photographer

AN
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Alfred Eisenstaedt; Marlborough's large show of pictures of
low life in Paris in the 1930's by Brassai; and Sidney Janis's
display of Duane Michals's photographic portraits and narra-
tive sequences.

The contrary trend, fourth on my list, is the movement
towards formalistic photography, most evident at The
Museum of Modemn Art. For several years now the Modera
has assiduously courted the kind of photographic formalism
that is the antithesis of human interest photography. In 1976
the courtship was consummated with two exhibitions
featuring two different kinds of formalistic photoeraphy.
The current (through February 6, 1977) Harry Callahan exhi-
bition exemplifies the older type, which was invented by
Paul Strand in response to the challenge of modem painting.
In the older formalism, rocks, roots and other bits of nature
are framed and printed in such a way as to emphasize their
abstract shapes and colors, Callahan practices & peculiarly
refined and elegant version of this.

A newer kind of photographic formalism was exempli-
fied by the snapshot-like work William Eggleston showed
in his summer exhibition at the museum. Eggleston, like
other young formalists, has abandoned the tenuous connee-
tions the older formalists had with School of Paris rainting
to find inspiration in the photographic process itself. The
theory is that photographs that look like photographs are
better than photographs that look like paintings, and that
photographs that look like snapshots or police lineup mug
shots or 19th-century commercial record shots or some
other form of vernacular photography are the best of all,
especially if the photographs they look like were niade by
somgone with no artistic pretensions whatsoever. Egale-
ston's photographs strongly resemble the color slides made
by the man next door; and his show at the Modemn was the
most hated show of the year.

Fifth on my list is another trend, ohservable outside the
Modern and those three major art galleries: the xrowing
intecest in the turn-of-the-century pictorialist photographers,
whase soft-focus tonalism was once anathema to sharp-focus

Continued on Page 39
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' modernists. Heading the list of exhibi-
tions was the Witkin Gallery's two-part
show of the complete photogravures
from Camera Work, the publication Al-

- fred Stieglitz edited for the American

’ pictorialists he had organized into the
Photo Secession group. The Witkin ex-
“hibition was buttressed by solo or duo
‘shows at The Helios Gallery featuring
Stieglitz himself, Edward Steichen, Ger-
trude Kasecbier, Clarence White and
~ Baron de Meyer, and exhibitions of Rob-

vert Demachy at the French Cultural
-Services, the Viennese photographer
Heinrich Kuehn at the recently opened
- “Rinhart Gallery, and Kari Struss at the
“International Center of Photography.
~ An outstanding discovery makes the
_sixth item on any list, The works of

+"Mike Disfarmer, a small-town portmt-

~ ist from Arkansas whose style-less pl;—

{ dl.n;! of small-time cotton farmers and

; . r families, taken during the years

y . of the Second World War, can stand

H I‘-luapcrison with the works of August

"1} | Stnder, Diane Arbus and Irving Penn.

t , 'So far Disfarmer's photographs have

' been seen in New York only in & new

“pook, “Disfarmer: The Heber Springs

1 Ponmts. 1939-1948" (A(Hmnn House,

50).
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covery: the Anglo-Indian photograph-
ers of Victorian India, shown at Asia
House last summer under the title “The
Last Empire.”

Eighth, ninth and tenth on this list—
though not necessarily in order of im-
portance—were events that rated three
superlatives: saddest, most moving,
most heartening. The saddest were the

deaths of four of the oldest and most [

venerable masters of modern photog-
raphy: Imogen Cunningham. Minor
White, Paul Strand and Man Ray.

The most moving was the ceremony
in the office of the French Consul Gen-
eral in New York at which nearly
80-year-old André Kértesz achieved
the rare distinction of ‘being awarded
the Ordre des Arts et des Lettres, the
highest honor given to artists by the
French government. If Kértész did not
weep same of the wimesses did.

And the most heartening was the
aftermath of the sinking in Hurricane
Bellg of the houseboat (moored in the
79th St. Boat Basin) that is headquar-
ters for the Floating Foundation of
Photography, a small but energetic or-
ganization that, among other activities,
brings photography tb prisons. When
news of the disaster spread, 125 famous
photographers donated more than 150
of their prints to be auctioned off to

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

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

T'd put second on my list the opening of new gulleries
devoted exclusively to photogfaphy. In New York City these
included the Rinhart Gallery, 818 Madison Avenue, open-
ing with & show of photographs by Timothy O'Sullivan;
Images, at 11 East 57th Street, which specializes in |:_olor
photography; and the Marcuse Pfeiffer Gallery, 625 Madison'
Avenue, opening with a Weegee exhibition.

I'd put as third and fourth the evidence of two

ing trends. One Is the renewed attention to human
m photography, as seen in Knoedler's opening exhibi-
tion, devoted to the works of veteran Life photographer
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GENE THORNTON

Alfred Eisenstaedt; Marlborough's large show of pictures ef
low life in Paris in the 1930's by Brassai; and Sidney Janis's
display of Duane Michals's photographic portraits and narra.
tive sequences.

The contrary trend, fourth on my list, is the movement
towards formalistic photography, most evident al The
Museum of Modern Art. For several years now the Mndera
has assiduously courted the kind of photographic formalism
that Is the antithesis of human interest photography. In 1976
the courtship was consummated with two big exhibitions
featuring two different kinds of formalistic photopraphy.
The current (through February 6, 1977) Harry Callahan exhi-
bition exemplifies the older type, which was invented by
Paul Strand in response to the challenge of modern painting.
In the older formalism, rocks, roots and other bits of nature
are framed and printed in such a way as to emphasize their
abstract shapes and colors, Callahan practices a peculiarly
refined and elegant version of this.

A newer kind of photographic formalism was exempli-
fied by the snapshot-like work William Eggleston showed
in his summer exhibition at the museum. Eggleston, like
other young formalists, has abandoned the tenuous connec-
tions the older formalists had with School of Paris rainting
to find inspiration in the photographic process itseil. The
theory is that photographs that look like photographs are
better than photographs that look like paintings, and that
photographs that look like snapshots or police lineup mug
shots or 19th-century commercial record shots or some
other form of vernacular photography are the best of all,
especially if the photographs they look like were niade by
someane with no artistic pretensions whatsoever. E
ston's photographs strongly resemble the color slides made
by the man next door; and his show at the Modem was the §
most hated show of the year.

Fifth on my list is another trend, observable outside the
Modern and those three major art galleries: the growing
interest in the turn-of-the-century pictorialist photographers,
whose soft-focus tonalism was once anathema to sh :

Continued on Page 38 '
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" 'modernists. Heading the list of exhibi-

tions was the Witkin Gallery's two-part

-~ 8how of the complete photogravures
' from Camera Work, the publication Al-

Stieglitz edited for the American
pictorialists he had organized into the

" Photo Secession group. The Witkin ex-
" hibition was buttressed by solo or duo
~ 'shows at The Helios Gallery featuring

Stieglitz himself, Edward Steichen, Ger-
trude Kasebier, Clarence White and
_Baron de Meyer, and exhibitions of Rob-*
vYert Demachy at the French Cultural
v i the Viennese photographer

; Heinrich Kuehn at the recently opened
: *Rinhart Gallery, and Kari Struss at the

“International Center of Photography.

© — An outstanding discovery makes the

item on any list. The works of
Disfarmer, 2 small-town portrait-
from Arkansas whose style-less pic-
of small-time cotton farmers and

covery: the Anglo-Indian photograph-

ers of Victorian India, shown at Asia

House last summer under the title
Last Empire.” .
Eighth, ninth and tenth on this list—
not necessarily in order of im-

portance—were events that rated three ©

superlatives: saddest, most moving,

most heartening. The saddest were the |

deaths of four of the oldest and most
venerable masters of modern photog-
raphy: Imogen Cunningham. Minor
White, Paul Strand and Man Ray.

The most moving was the ceremony
in the office of the French Consul Gen-
eral in New York at which nearly

80-year-old André Kértész achieved |

the rare distinction of -being awarded
the Ordre des Arts et des Lettres, the
highest honor given to artists by the
French government. If Kértész did not
weep some of the witnesses did.

And the most heartening was the .

aftermath eof the sinking in Hurricane

Belle of the houseboat (moored in the }

79th St. Boat Basin) that is headquar-
ters for the Floating Foundation of
Photography, a small but energetic or-
ganization that,

brings photography tb prisons. When
news of the disaster spread, 125 famous
photographers donated more than 150
of their prints to be auctioned off to

" pay for raising and repairing the bost, m
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