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TRAMNSITION

After five years as the Ediler of Exposwrs, this ja
my final issus. It has boen & challenging and rewarding
waniure. | would Hke o thank everyona whose contribi.
tions have made it possible, | would especially like to
thank four: Mary Alinder, lor her patlence, procfreading
and lowe; Peder Bunneil for his contlnuous counsal;
Richard Stevens Tor his absolubely reliable education
ediling; and Paul Dateman, my prinber, far making &
glow on ke page.

| hawe recenlly accepbed the position of Exscutive
Dirsctor of the Friends of Phatography in Carmel, Cal-
ftomia, An Important pan of my new responsibdlities at
tha Frinmds will bo 10 serve &8 the Editor of fheir quar-
tarlky.

wl will remain wary aclive In the Society for Phabg-

graphic Education as the Chalrperson of the Board of
Dinscbors.

| am pleased to be oble 1o pass ihe journal inbo
the capabla hands of Charles Desmarais.
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Margery Mann
May 12, 1919- August 31, 1977

by John Humphrey

Margery Mann, at the haeigh! of her career, died
August 3181, 1977 after a prolonged illness. Her depar-
fung leaves a decided gap in the photographic alfairs ol
the San Francisco Bay Aroa and in many arsas the
wiarld ooar,

Thare was always a vital glow to hef prédancs,
whanever she dropped by for a chat, 1o give a leclure,
or discuss pholography, her faverite preoccupation and
thix one sha purseed with passion and with percaplive
Gualty

This ghow or personal projection always seomed an
avallable gift to othars |eiting them feel that what they
warg aboul wask worthwhile, of vital imporiance and
whan and loft bor, onae fell encouraged, positive and re-
mivaled

This characteristic, abong wilh har livaly @atelle-
penca, WAl accompanied by a hunger for being in the
mididle of pholographic activities of her time (she would
nat stop to lpok back.) This hunger direcled har ener-
oS foward the many related lelds of pholography other
than the daing ol il

Being a pholographer, howaver, was pralerrsd: an
cxpression which sha conlinsously purssed avidly
thrgughaw har adult lite. |In suppart of 1kis asserion the
rocards ahow her exhibiting continuously from 1951 1o
1875, The records Mst exhibiting activities &t Gesnge
Enstman Hpuse, 1951, E. B. Grocker Arl Gallery, 1855,
Umiverssly of Callornda. Davis, 1070, Fotus Gallery, San
Francisco, California, 1873 and Hansen Fuller Gallery
San Francisco, 1975, This listing points 1o the obvious
recorded oxhibitons only. I also indicabes, howaver, her
prafarred objective: pholography a8 am afl form. In do-
ing =20 recards leave oul an early périod in which she
did considerabde photographs of a sclentiic nature, In
supporl of her husband, Louls K. Mann, Prodessor of
Botamy, Davis, Calilerhia. Thia pholtography was used
b illustirate text books for an agricullural school. The
enthusiasm though, was even then for pholography as
mn art form, her own or athers, To this demand and per-
maps aven interlscked, she lcund Hme 1o take in pholo-
graphic exhibilions wharewvar they octured. Alending the
axhibilions was har critical yet sympathetic eys mnd wall
doveloped undersianding of the medium's piclure mak-
ing polenlial, Supporting thes the records show har en-
gaged in crilical wiiling as cofreapondant Tor Arlforum,
Popular Plotography and as contributing editor for Cam-
ara 35, Algp sho was called om tp curate axhiblticns

T, iy
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Fhorograph by Margery Maan, “"London, Four Mamaeguins, 2 male + 2 lamale, From Summer SHY Lifes,™ 71975

SEMMA Caltsction.

Buch as the large Varlety Show at Humboldl Siate Cal-
Ipge, Arcats, Calidornia, later ahown &b tha Focus Gal-
lery, San Franciscs, 1871; Women of Phodegraphy. San
Francisco Museum of Art, 18T75; and California Plotor-
imlism, 1977. Tho last two have boen allended by cala-
loguas with extensive inlfoduclory essays by Margery
Mamn  She also wrobe imogen Cunningham: Photg-
graphs, 1870 and ifmogenf, 1974, two books altending
oxhibltions hald &t the University of Washinglan which
publiahied the books. During the years from 1066 o
1677 she was lesluring on the History of Pholography ot
the San Francisco Art Instiute, avidly pholographing
and winming awards, She had achieved two sech in the
1050°'a: Graphlax Caméra Award, 1954 and the US.
Camara Magazine Award, 1957, In 1871 she received
fhird prize In the MNiken Camern Infernational, Whils
warking on ihese achivides. Marngery Mann was [urer for
thie Mational Endowment lor the Arts Selecticn Commit-
few, judging numercus ofber competitive oxhibition en-

IFias acroas ke coundry and was an schive membor of
the Society for Pholographic Educaticn

These records, highfighting Margery Mann's many
laceled Achéevemants in her chosen fisld, Inndeguately
illuslrabte the nature and exlent of 1he gap lefl In pholo-
graphic affairs around the Bay Area and elsewhere. She
will bo sorely missed. Perhaps, however, that personal
prajecticn of parceptive interast in other's efforts will be
tha facihor moet delbocull 1o sccapt as no longor avella-
Blé in the Tulure. Those who weng enlarged by 1Ral proes-
ence that aksays occured during lvely visits of discur-
siva conversalion or bpcluring will be most parched and
il of har,

Margery Mann was born b Cleveland., Ohss, May
12, 1819, She graduated from Goucher College in 1850
receiving a BA. degres, She took graduabe studies at
Ihe Universaly of Chicago fram 1938 o 1941 and ac-
complished further sfudies al the Geosrge Easiman
House, Aochesier, Hew York
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"Mendole, Texas,” TR44, Ananqpmous pictwre from American Sﬂlmhﬂh. Eadocted by Ken Graves & Mitchel Payne and published by the Scrimshaw Press
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READING AS A METHOD OF PHOTOGRAPHIC CRITICISM

Criligiam iz & form of studied discourse aboul
warks of arl. It s & uvse of language primarily
designed fo lecilitele and envich the unders
shanding of &l

Marris Weitz?

intadligant crilical! Niaraturd on pholographs is
barely discarnibde. No other art of comparaie
impariance in our Hime possesses & body of
literature more imbalanced or humdrum,

Harry Holmes Smithd

LUinnil recenlly, crealive achvitbes for children
werg ihaught of s Wmited i the making of
arl. Move ang morg teschers now roalze (hal
tatking and wiiling knowingly and percephively
abowl works of arl are equally croalive fasks
they can sef lor chifdren,

Guigaiines for Planning Arl Instruction in the
Elwmaniary Schodls of Ohigd

Concurrantly, but indepandently, a handiul el phe-
tographic educalors, and a growing number of art ed-
ucators have been woicing concemn thal attention ba
given to critical response bo art objects in conjunction
wilh (heir prodection. The photographers are appalied
wilh the dearth of gqualitative photographic criticism,
while art educators have been asking for an inclusion
ol the astablighed discipline of art criticism Into the cur-

by Terry Barrett

ficulum along with the production of an and the study
of the history of art. This article & an atbempt 1o furiher
interest aboul pholographic criticism in both edscation-
al communities.

in reviewing the body of pholographic criticiam,
John L ‘Ward, in The Criticiem of Pholography as A,
has identilied fve major approaches; Pictodaliam, Pur-
igm, Intentionalism, Archeiypal Critlam and Reading.
Briedly, Piciorinliam I3 an aesthelic which slates that a
phatagrapgh 1s & fesm of art and cught to be judged by
the same standards as other beg dimensional an. In is
higtoric confext, howover, the piclorinlist evaluative cri-
teria were rigld laws adapted from pictures which weda
painted betwean 1500-1850,

Purism i a later aesthetic, champiomed by such
pholographers ns Edward Wesion and Paul Sirand, de-
woloped in opposition b Pictarialism for tha purpose of
kbarating pholography from an ouldaied painiing aes-
thatic. The puvists mainteined that a phobograph owght
to exiol the unigue recording abilities of the medium,
In Ward's words, “io the pictorialist, photography is a
maans, art (s ihe end; lo the purist, photography is both
means and end, and talk about ar is highly suspect.'s
A second divisive |ssus concems the object being pha-
lographad; for the puris? 1he object i3 not meraly tha
ocoasion bul the reason for the photograph, while tha
pistorialist is more inbent on axpressing himsel through
tha object.

Imbgntionalism i found Bn criticlsm of many art
fgrma. A main spokesman for the infenticnaliat aparoach
ta pholography is A, Kraazna-Krausz, who emphatically
states the poaiticn in the Focal Encyclopedia of Pho-
fagraphy:

The purposs of the pholographer in making &
pariicular piciure must recevve firsl considera-
tion; whather b work appears fo (il thal
Purpose oF fals short Js, in fact, the only poind
thal really maltersd

Archatypal Criticism s interpretive analysis which
usas Jungian pEychology to search Tor symbals which
lie &l the roots of all human experience. However, thora
is only one example’ of this approach in pholographis
litoraiure, and at this point It cannod b considarsd a
major approach.

Reading as a mathed of photographic oriticism ap-
peared in tha 1950°s. and is derivative of mn earlies lit-
erary model developed by I A, Richards snd the Mew
Critica who followed. Reading as sdapied by Henry
Halmas Smith, Minor White, and Waller Chappel i3 a
procedure by which cne attempis to uncover snd Com-
municate the various meanings a pholograph may yield
threugh visisal analysis of the pholograph itself, couplad
wilh an avoidance of evalualion.

Of the five approaches, each with Its set al in-
triguing problems, Aeading is chesen for consideration
hiare Becauss it was proposed by leaching phologra-
phérs axpressly for use in the phatography curriculem.
Minor White and Henry Helmes Smith promaoted erit-
cism as an inlegral part of photographic study for two
main reasons: to help peopla atlend o meaning in pho-
tagraphs rather than Bmit ihemeslves 1o technigue and
equipmant, &nd fo build a base Tor more subsiambthes
profeasional criticism. Cwver twenty-five yoars later iha
EAME Aepds ane being exprossed.

Photographle criiciam as Reading was shor-lived,
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It was sirongly pushed in the pages of Aparfure In the
1850's and ihen disappearsd from the literature. This
article analyzes the Feading approach 1o photographic
criticism with the thecrefical work of aesthetician Mar-
ris Weltz in an attempd 1o see what Reading s, identify
ils gharl comings, and 1o sugges] improvements to maks
it & valuable part of phatographic educalion iloday.

Morris Weitz, in Hemlot and the Phifosophy of LA-
orary Criticism,® analyzed all the criticlsm written abaul
Hamigl, irgating il as a paradigm of crificism in genesal
o uncover its alms, doclrines, procedures, |3sues and
assumplions. He faund that there is a logical multiplicity
im criticisms and 1hat the assempticn that criticism yialds
true of false definithve statements is fsell ialse He es-
tablished ihal critics mostly describe, explain, svalunte
pnd theorize. Critics oo ol necessarily do all lour of
these procedures, bul all eriticism reduces to al least
ond of Thesa,

Description i3 & procedure by which the critic de-
ciphers the facis or data, or what is glven, in a wark
Thesas givens, and therefons wndenlables. are not irivial
ginca thay serve as reménders or reports oh some of the
glements, characteristics, and relntions in a work, and
conslilube a body of vediliable statements which serve
e enlighlen and make underslandablbe the work in gues-
tion, and are ihe basis of interpredations.

Critical interpretalions, readings, understandings, or
sinfemaents of meaning all function logically as explana-
tion. In axplaining, critics begin with their iree (or Talse)
descriptions of some of the dala In ihe work, and Fy-
pothesize about what is central in ihe work. When crit-
les intraduce hypoiheses they can boe challenged in
many ways, and 8% long a3 debate and doubl are possi-
ble concerning whal ihe work means, ihers cannat be
any trum, best, or correct explanation, only sxplanations
which are maore of less ndequate.

Evaluation is & critical procedurs which atiempts
o |udge the worth of ihe work in question. Evaluation is
neilher & necossary nor sulficient procadure of criticlam:
the history ol criticism incledes much criticism which
has nothing whatewer o do with evaluation. Evaluation
is shown 1o ba argument, primarily aboul criteria of
medit amd reasons for theér application.

When crilics thecrize, of engage in postics, they
aitempt fo formulate frue definilions of aesibetic es-
sancod. Wellz mrgues that unfike the procedures of de-
scriplion, explanation, and evaluation, poestics is an il-
legitimate procedure of criliciem in that it abempts 1o
define the undefinable, Although logically illegitimaie,
the atftempls to deding iragedy, art, or the nature of pho-
tography serve bo clarily imporiani |ssues and recom-
mend crteria which endch our understanding, Witz
concludes that while criicism includes many things, its
main purpose is the general goal of facilitating or en-
riching tha understanding of art

In the 1950's Minor White and Henry Holmes Smith,
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in iheir college teaching and theough Aperfure maga-
zine, introduced Reading as a method of mesponding
to phatographs to faciliiaie and enrich understandsng.
Thalr concemn grew cul of & realization that impartant
imagery was being slighted due to photography’s gen-
eral precccupation with technical conssderations to 1ha
exciusion of all alse; ignorence of past and contempos-
ary masters’ work; and ihe dominance of mass media
phatographs which edilers insisied musi be made fo
yiald immedinte comprehension in deference o tha
vigrwad-on-Eha-run,

The thrust of Reading is 1o communicate to a group
ol students what! oné has privabely exparienced in @
photograph after having concentraled en the plciure.
The purpeds ol eaperiencing the pictwre 2 10 sss how
complicated a thing & photegraph ls, and o “explore,
saund out, measure however inaMiciantly, not good ar
bad, but whai & pioture says." %

White develed considerable enorgy in encouraging
multi-lgwal responses to the varied, less than obvlous,
“sacred’” meankngs serious photographs cam offer a3
part of his desirg 1o repair the historical breach be-
tween the sacred, esoteric sources of art, and the sec-
ular, pragmatic sources of photography.

Both Smith and White were strongly inlluenced by
I. A. Richards® wriling on the critbclsm of poedry. Smilh
specifically adapted the difficuliies in interpreding poe-
1ry specified by Richards 1o problems encounisfed In
viewing pholographs, Generally they had to do with
blockage of new experience by old percepiual patberns.

Smith identilied ithree basic assumpticns in his de-
valopmani of Reeding:

(1) marure pholographevs &re capable of pro-
viding compisde images, which may be exam-
ined and “undersipod”’ withow! correction of
alizian; (2] sametimas these phodograpihers may
be artiowlnle aboul whai hey have done; (3]
intaitigant atleation fo and discussion of 8 pho-
tograph may held gome individvals apprecisle
more clearly some Oifcinll piclures, 1o

Smilh's basic mathod of Reading involves a group
of students wha look 8l a photograph, write down im-
pariant responses, discuss the redgondes in an altempl
to arrive Bf & consensus of inerpretation, and check
thedr interpredation’s accurasy by comparing it to the
phﬂtﬂuruﬂl"ﬂl’! presigusly wiillen siatemani, Tha pho-
tograph must be considered as it is, nol as i could
have Bebn. Evaluation is io be suspended as long as
possible, i it is considarad ail all. Tha thrust of the ex-
prcise s towards interpretation!?

In hés approach to Reading, Minor ‘White asked that
tha photcgraph under considaralion bo pleced in ong
of fawr l."..-u.lﬂg'l:!rlﬁ: documentary, pictorial, imformaticonal,

of equivalent. A documentary phaotograph is cne Ghat
siressas contenl abowve all alse, A plctorial photograph
i3 more concemned with expreaskon and visual offect
than subject matter. An informational photograph |s scl-
entific, such as an aerial photograph. Equivalant is uaed
as an honarific, rather than s descriptive, berm which
subsumes exceptional pholographs from any category.

White suggesied & quasiloning npproach for obaar-
valipn of the phaotograph being FAead, The Reader was
direcied o s00% out all possible information; how man-
ner underlies statement, formal photographic quealities,
aupressive content, and so forth, As an example, il &
photegraph is of an individual, cna is fo nsk oneseld
aboul 1he person’s environment, occupation, marital
status, mental, physical, and emotional state, of any-
thing else he can decipher from the picture.

A wariation i® alfered by White which is designed
to sustaln atlentich 1o ihe pholograph and o help
achisve a fullor experignce throwgh irangull meditative
concentration:

A phatograph iz pud oa wew, bul not looked al—
Whiie a period of gquiel refaxaiion iz sed up within
the incividual—

Ondy then are eyes opensd o engage (he photo-
graph—

With e body and muscles absolidely shi, con-
canlrafisn—

To the exclusion of ail ofse excepl—

A growimg rapparf wilh (mage

Mantal sctivity is helphtened by—

Scamniag, memorizing everything wisible—

Undif alf s sean and Ml

Mow a natural perfod of meatal gwel can fake
avir—

Duving which one Mefensg—amnd Mshens—

The pholograph a& a whole may be heard wiacahy
¥ ore i3 receplive the phofograph may aposak wis-
wally

Tho, if you ingist, it may spesk o your own words.'3

While the Reading Eieraiure was ralalively profuss
in the lale 1950's, nong has appearsd in fecen] yaars.
White himeadl, in & candid postsceipl 1o a réporl on &
Reading experiment, stabed that “it was bacoming pain-
fully abvious that Reading pholographs is an uncartaln
figld. Parhaps only the most rudimentary Enowladge
saists in i1.7M2 White did not apecify the reasons for his
dissatisiaction with the mathod, bul in reviewing pub-
lished Readimgs. although struck by some significant
insights about photographs, ocna i disappoinbed with
soma wary arblirary and subjeclive iniespretations and
associaons which have lite apparent relevance io the
visual information available in the photograph.



While Minor White and Henry Hpodmas Smith both
used the term RAeading for their approaches 1o talk
aboul phatographs, and shared similar reascns for en-
gaging in such talk, and while boih were sifultanscusly
working with the method and publishing their processes
and conclusions, |t becomes spparent (hat Reading is
nat tha sama for bolh,

Aeading for Henry Holmes Smith was paimarily a
meang of [nterpreting photographs, and Reading far
Minos While was toward appreciating the richness of a
photographic image. Assthetic educator Falph A Smith
has made a distinction betwesn “argumentative gasthat-
ie criticism™ the purposs of which is e communicati
and dedend experience, and “exploratory aesthetic crit-
iciam,” the purpose of which is o maintain & sustalnod
asathalic sxparience, This distincibon i uselul i sarl-
ing out the dilfarences betwesn the Twa approaches bo
Roading.

Since Henry Hoimes Smith's use of Readng s
foward interpreiation, Morrls Weite's conclusions about
thp critical procedurs of interpratation are helplul in
improving the thrust of interpredive Reading and will
sorve bo ahawer some of Smith's problems with the
Reading approach. H interpretations of explanations are
undarstood to be hypolhetical siatemenis of meanings,
ihen the Reader ought to suppods his Interprefaticn with
avidence gathered primarily from the information in the
photpgraph. The Reader should also undarstand that no
intespratation will be absolute or final, but will be opan
1o ablesnative Interpretations o moedilications by other
Aeaders, The Babler interprefation will be the one that
ballda m coharent acoount of all the important dafa ab-
sarvabla in the phatograpgh, The intorpretive claim meght
alsa be supported by historical, sociological, psychobog-
ical, mefaphysical, or apsthetic evidence external, but
relgvant to, the pholograph being Read.

Reascnabloness, relevance, and comprehensivensss
of the “argumant” then becoms the criboria of sound
interpretation and tha photographed's previously wiilten
sistemant of inten! may be dropped as criberia. Drop-
ping intentlonalism immediatoly solves some problems
nat identified by Smith: most photegraphs do nod have
pccompanying writlen statements of infent; many pho-
tagraphors choose nol fo be orficulate about their wark;
and in Minar White's words, “phoiographars ofien pho-
tograph betier than they knew."1%

Smith's oxpressead problem of beligving the phato-
graph was important encugh fo study may be answered
with a belied that any photograph (s worh siudying
tha Rasdars angage in & process that clarifes their crid-
ical ihinking and increases thelr understanding of pho-
tography, Smith's second problem of finding appropeiate
approaches to discussing 1he piclure may b answargd
gimilarly. Several approaches are available: the phoie-
graph may be approached from a hisiorical, sociologi-

cal, psycholegical, mataphysical, asesthetic, or soma
ciher point of view. In mos! cases any approach will
yiald insights Inlo the picture being Read; and the mest
appropdiate approach will ba the one yielding the greal-
g3l amouwnt of undaratamding.

It wa agrea with Witz thal it is logically Imposaible
to idonlily absclute ovaluative criteria for phatography,
Smith's fourth problem of deweloping criteria for judg-
mant remains unsolved but claritied. What can be asked
al the Reader whe wishes 1o judge a phatograph IS that
ke claarly siabe his criteria, and apply it 1o tha pholo-
graph being Fead, knowing that the criteria is not ab-
salute, but that argument aver criteria does enrich our
understanding of pholography.

Baoth Smith and White agres on de-emphasizing, il
not altogeihor eliminating, evaluaticn in Reading. The
procedura of descriplion, and interpretation may swall
ba enowgh o aalisly Aeading's attempt o Suslain atben-
tlon to a pholograph and o facilinie Intelligent talk
abeut phelography.

H Reading, &s proposed by White, is primanly in-
fended 1o explora and sownd oul how complicabed &
1hing & photograph is, rather than offer o specific inter-
pratation af i, 1hen any means which susisin aesthedlc
aftention 1o the phatograph are beneficial. Aeaders, &s
suggested by White, may prafiiably engage in fres-asso-
clalians with the Image, imprompiu rele playing, medi-
tation techniques, and particularly his propossd gues-
tipning strategy. And ihe crilical procedure of descrip-
tion takes on Incroased Impodance i Reading s o be
o form of exploraicry aesihetic criticism.

in any given pholograph thare i3 a grouping of vis-
ual elements selected by the phategrapher, The Reader’s
task Becomes one of idenlitying thesa elements, thelr
characteristics, &nd the relatipnship among tham. Tha
job of tha Feader is to point cut all thatl is in a given
phatograph raihar than 1o iniespratively argues which
glement is loast or most important. The Reader may ad-
tend to the subjeci maiter of ihe photograph, describ-
img who or what is i 1he piciure, who or what is im-
mediately oulside the pleiure, what the relationships are
betwesn parson and envirgnment, or object 1o object,
figure 1o ground, unsmen past io deplcted pressént, and
so forih, Indormation extermal 6 the pholograph may
ales Be profilably attended fo such as information aboul
tha artist, the relationship of 1he one picture 1o tha phe-
tographes's body of work, releweni photographic and
general arl history, facts aboutl nature or society that
ralale o the piclure, and 50 on

The standard artistic formal qualities of line, shape,
fexiurg and balance as well as Tormal gualities mare
apecific e pholography such as the tramsformation of
space with lonees, tha photographer's decisions aboul
inclusion and axclision thrgugh the viewlinder, angle
of wigw, Bim format, lonal renge, aktc., may also be

profitably described, Speculations conceming the odig-
innl subject matier in relationghip o the linished two
dimensional photographic peint may serve io Facilitate
discussion about reality In relation o pholographic nep-
resentation and iransformation, and ralse bsue about
the photograph's inherent cradibility. Thess concems
tor tha phofograph's formal gualities may generally lead
the Aeader to discoveries of how the pholograph is ex-
prossive.

Finally, regardiess of whether Faading i® used as
a method of inberpreintion or explanation, beih Seith
and White have expressed concern wilth enlighlening
ihe participants through Feading. |1 ks suggested here
ihai Roaders report the process as well as the con-
clusion of their Readings, and joln in group descriplion
or interpretation rather ihan merely presenling con-
clusions of their private and silent expariences. Read-
ing &% a mathod of exporiencing photographic maaning
and richness would seem 1o have much 1o benedit slu-
ganis of pholography, and desaryes mare atbenticn, trial,
and relingment,

This arficle is an abbrovieled form of an At Educalian
Maztars Thesis, "Toward Crilical Discowss Abouf Pho-
fographs,” Terry Harrelf, Ohio State Universdly, Colum-
Bus, Ofde, 1874
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Doils Moad™ [The Usiversel Chifd and The Universal Hard) phofograph by Ruth Darnfard
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RADIANT CREATIVE ESSENCE
A Study of Creative Identity in Creative Photographers

Discover outl Discower in. Discowar ol Discover
in. Back and ferih, To and fro, That is & process of orne-
ative mind growth. It is pracliced by afl of the creative
pholographars In this study, DHSCOVER OUT is a
procoss of discovery of self-meaningful pabierns in the
ervironment. Thesa is excitemant. The lure of ventures
into the unknown, The moment of outer discoveryl The
sanse of marger and mind resonancd with tha patbarn.
Tha pholograph i3 made. The pabtern gods inside the
mind and is cryatalfized in physical form through tha
phatagraph, DISCOVER IN is the process and momént
ol ingight from the synthesis of formér and currant pat-
torns. A new patbern of possibility emerges inlo cons-
chousness, It can be looked for in the ouler environ-
mant and & new ouber discovesy made. Nol an exact
rapica, probably, More a rough guide to lead 1ha pho-
tographer by prefude bp tha noxt guter discovery. And
so i goes, owler and imner digcovery bpading in slep-
wisa, stapgered fashion to new levels of mind growih

Tirsd acales dor tha continuation of this process are
variabla. They range from ahorl and steady with high
productivity 1o Infermittent bursis of near-perlection. H
tima is condensed or removed as a wariabbe, this growth
patbern i aasily sadn

Aadiant Creative Essence is an aricle of serious
art-scipnce derbved from a stedy ol five accomplished
crealive pholographers, The photographess are Ruth
Bembard, Al Webar, Shirley Fisher, Vinnia Fish and
Manuel Carrillo. The auther is a psychiatist and a
thaorigt about mind and idenlily growih, This collebora-
tion s &n atbempd bto provide new insigha, clarity, and
ofganization aboul creative photograplry, specifically
and creative mind growih and identity, genorally. The
phrasn, Aadiamt Crealive Essence is &n analogous de-
scription of sefl-inspired and seif-gencrating creathvity
and identity growih. |1 has been schiewed by ocach of
the creative pholographars At warious times. The
emerged compasite of this study demonsiraies the full
stale of betng. Wo balleve this to be ablainable for many
Ihrcugh sedous prolonged effor. and for a few wilh
gifted sane, more guickly. This arlicha will describe briaf,
but presumably sulficient explanalicns of the major as-
pacis which comperise the fuliness of this siate. These
will includa ihe time-ldentity patterm of thé created
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“Oul of the Cradie, Endiessly Rocking” phofogragh by
Shirlay Figher, T970.

products, ihe crealive essence, emaolional and energy-
rolpasing mofivalors, mone on e mind growth pattem-
ing described In the imroduciion, the recognition sig-
nals, 1he undergirding Erust, the analytic method, and
future poasibilitsas,

TIME-GROWTH IDENTITY PATTERNS OF THE
CREATED PRODUCTS
Parhapa the most exciting discovery was 1hal asch
creative pholographer revealed 8 slory with a history
through sewveral years of pholegraphs. Mot only was an

ewolutionary hislory of crealivity seen, bul & mossage
or siory came to light when fime was compressed by
serinl roadings of the phofographs that coversd séveral
years" [Bme apan, Thess was parial end, af times, ﬁ“rll'
complete awareness of this with aach craative phodog-
rapher. Howaver, complobe awareness was nol altained
uniil tha discowery was poinied cut during a consulta-
tien. The photographens make phofographs of compos-
lgs. Tha identity was paritly discarnible from shasrvng
the transformation of delnils or sub-componant pams of
the pholographs over ihe tima span. Hence, an analytic
method revealad the paltern, However, The analytsc math-
od was reductionist only in part. The rest was synihe-
sizing boward a whole by revealing a slory much like
individual maving piclure Tramas do wihen they are
speaded up. Anclher way of describing would ba thal
& baraly creeping slow motion movie was laking place
aver saveral years. Of course, the complexites in each
“mowving pictures frama” (photograph) required that nec-
gasary time for the profownd mind growth o oocur,

Lef us consider first thoe time-growth Edenlity pak-
1ern af Al Wabaer's photographs, Many of his sariier pho-
iographs I:H"I:|I.Iﬂhl interpralivg images of struggle be-
twean forces of dark destruction and lighlesd cartainty.
Tha quality of doubl was apparent in many. The desire
and push bo allain genaralivily was presont in olhers
Ocoashonally, warm, nurturing acenes wena lownd, Mosi-
ly, tha manacing dark forces were present just inlo the
shadowd. A new lrend appeared in his most recent pha-
tographs at the itime of the consulialion. The attraction
of warm enargy on the evening weasbarm horizon oo-
curred. Tha maxl photograph showed a burst of light-
energy which was remindiul of a state of seli-inspira-
fign, It kindled the analegy o 1he redian! sourca. It
brought forth manial images of excitemani, creativa al-
tainmant, lighted ceriainty, and triumph. His nexi pho-
tograph showed ihree radiabing-apposning sionas  al
dusk, In & stll stream ol water. Thay sesmed o bo
glowing In n slow fading process, Bke dying embers of
a camp Tire. Thal slory could now be formed. Al Weabsar
produced images poriraying uncartainty and doub! in
aarilor years. These wers depicled through powerful
sfruggle betwean positvo and negative lorces. Mear the
end of tha seres, he atalned a mow state of growth
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“Radian! Source”™ pholograph by Al Weber

and provided his radiant images. it was as i a baing
had Bowersd fally in its lidetime and was then slaning
to wane back ints the cosmos from which it came. This
wid 0 Mo story of somathing which siruggbed, grew,
Bursl forih and then slowly faded through its lite cycle
in tha accompanying photographs, entibed, "“Srogghe”
and “Aadian Source”, & glimpse of part of the stofy
may be seen, The inlerdigilating black and whita anb-
ties of "STAUGGLE™ s a photcgraph of a =andbar in
the poean. In fact, Al sinied, “The sandbar is pafiod-
cally enguifed and removed by the otean” He com-
menled wilh new owareneas about other pholographs,
showing the siruggle. One was of Tarm outposis 1A
hpawily vegetaled lislds. The cutposts loakad a3 11 thay
would b swallowed and disappoar. He was fwara, m
that time of adverse saline conditions for the lodal ag-
rigutture. In faci, ke had produced a photograph which
revaaled that knowledge without knowing s availability
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1o his consclous mind. We dalighted at the walidation
We speculaied aboul the paradox of the photograph of
the “Radiant Source.” There was no Hght confuseon
argund ihe edges of the bush. 11 was clearly rellected
light and ye1 gava the illusien of light coming from with-
I the skeletal process of the bush, iteadl, It lpoked ra-
disni becpuse il was not radiant, it did notl loak reflect-
ad Bechuss there was littke shadow and the whaole besh
was appearing b pmanate ght. He showed me olher
nhiplographs with a similar quality. He produced ihis ef-
fect ihrough & natural photograph.

Al Webar's creative essdenca Saems 1o say, Look
We can ablain &nd owarcome through sbiuggle. With the
support of care, nurtufe, prolecton, leaching, and pro
langed inlani, wo can grow, gain mabturity, infleende and
have moments of inspirafion and live oul & fullness of
e,

Fgr Auth Bernhard, a nabursl creative person who

“Sirpggle” pholograph by Al Weber

has always retained childlike wonder and psionishmenl
the ®lfuggle has been less seware Evan 8. & frond
fraom bir earliesl wosks to Inber ones i3 apparsnt, Ruth
deals with the big Hfuet of he universe procasssds im
mar pholographs. Enthralled by mystedy, delighied by
immertion in S5 many mncortainties, she looks sbout
wilh hor large awareneds &nd discovers and revenls
mind massages through the mysberious 1004 of light
Her coflaciian of pholographs is not ¢lear &5 o Hme
spguence. She does mod recall tha bime sequence altor
e firgl few mnd views (hefm as limaless. Howewdr, &
lime growlh brend can be seen whah viewing earhast
pholographs wilh stme of those latler done. For inslance
mor firgl phatograph, which sha entities Tha Uniwarsal
Child and the Uniwersal Hand,” was made during her
marllest associatson with Edward Weston, Tha inspara-
son ol this relationship assied har inio cnee P O
tography. As you look al the photograph, nobiée iha




"The Suprame Momsar” phofograph by Viande Fab,

dall’s head showing & sense of briel rest yel awareneas
al things beyond—inio 1ha background, Yes, the ogll, |
UG L knows therg is more 10 come &nd hings o &0
And yed, the kand strongly undergirds and supporls this
brtal momant of rest and prelude to further wark. Ruth
described i Importance of teschers, anrly in life, a1 o
saarding schop!l sha sitended. Sho fools ihey kept hoe
childhood wonder stimulated and nurtured. It i3 aasy o
suggest & merger of earlier teachers and Edward Wes-
fen's Imfuence m the undergirding hand as Auth pre-
pares 1o go inlo her fulurg. The certainty of that sirong
mspirational supporl provided the neceksary platigrm
for furiher wenieres. b my opinion, phalographs nat in-

clisded in 1his artcle depict frequeént relance on a
sireng cartainly point in the composition. In one it might
be cellophane Bags hERgIAng o e wined mnd Coupduring

light as ihoy are clipped 1o & ouldoos clothes hamngar
struciure by clothaspins. bn another photograph A rosary

Awra™ (The Girl in the Widow Fane of the Univarse)
photograph by Ruwlh Bernhand, 7974

drapas around the hard skelotal sirecture of & deer skull
with light maving up through. from behind, and glowing
wilh a sensa of aliveness. A conducicrs Bamds move
thig mir as i woices of tha choir were attachad 1o his
wary fingors. A photograph of g vertical leaves, one
drapad sensupusly wpon the oiher brengs responsss ol
female and make 1o many obaervers. Her seashall sanas
shows Slrong structural certainty poinds with vedlical
aflEnialicns

Than, thare is & shill to & taber, more prodound Puld
form ol corainty. NG longor doas 1he sireng wndangird-
img structural solid cartainty pertain. Enstead, in o pha-
tograph  “Aura™ which looks to me like a girl in the
window pane of the universs, i3 seen e process of
broad belongeng as cartlamty. Readily apparant ang tha
similarities in concept of swnlght, tha girl's Rearl. ha
radiating leawes and adry alveolar struciure of respining
plants and respenng hamans sgoeen through the transpar-

¥
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“Chitd ang Maother” phodograph by Manwvel Carritlo.

ancy alorded by greater undersianding. Her morged ime-
ages reveal a multi-level harmony ol unsversa principias
Sha slates that, "The cnly constant in 1he whiversa is thal
of change.” Sho roveals this conceplual slanca in saver-
&l ways in olhar photographs nod shown In this artichbe.
She demansirabes a concapl of coamic resplralian—ihe
tx mnd fro of moton of ocean, tida, human ard plant
breathing, and lung and riblike siructures from her saa-
sholls serios. Sha domonstrafes anather concept of &n-
ergy translormaticn in the form of pregnant Temales,
cows ealing grass and implying a synihesis of milk,
sead pods bursting, and seashells holding light for what
pufposa? She is & unifor and rovealer, s she made tha
turm drom structural cerladnty 1o process bolonging as a
form of Hwid cértainty, she fevedlaed the similarities of
som@ unlverse processes. Futh's creative ERoncd B0BMmE
o say, "Look ai the wondrows, the change! Stand back!
Ba astomiaked! Become swans, Troat i all with wonder,
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care, and knowledge of inierrelaiedness. Join in the
wondropus mysiery of it all révealed to us through the
light.”

Her mind and |dentity have matured in a direclion
of more comprehensive awareness of uncerainty and
loss neod for more narrow secufily. It ks my belief that
minds sepk corlainty af all iimes. The form of cortainty
1oy ssak maturas and becomes more universal and
fluid as the mind grows. In crder for the mind (o Seek
certainty, it must be uncertain, In order to seek car-
tainty, |1 must know what it 2 and have previously ai-
taimad ik, Thare la o growlh procoss and contimuously
changing balance betwesn certpinty and whcortainty in
our growth and existence. Ruth Bernhard appéars 1o
have shown us this growih transformation through her
phatographs and har own growth.

Shirley Fisher's works over fifleen years show pow-
ariul trends of looming polential bullding Into increas-
imgly complex and organized images thal depsch wvasl
travel and insight Inte the mystical and uRconsMous wLn-
known. There is the constant prass for the edge of iha
mgxd new unknown. She has dared 1he black space thal
kolds the light and demonsirales this throwsgh recont
works. She risks apacea thal some would call tha hu-
man soul. Certainly, she moves profoundly inlo ihe
depihs of the hueman psyche. This coincides with her
own personal search as well in order o gain e full
sansa of hese statemenis. it would be necessary Tor the
raader 1o sea all of her work. Thal is not possible, b
a represenialive may suffice for now.

As pna travels through Shirley’s works, ceriasn
repatitten  patberns emerge as platiprms of expanded
familiarity in her voetical staimways inte space. Soveral
times thare i & corfidor coming out of 1he sense of
depth and behind ihal amaerges into the present. In the
beginning (1 Is a pholograph of blue-grean and light,
feman, lacy lones of a quiet dewy sprng moming
emarging out o the observes. Laier, light-sireamerns of
halr or clumped-concepls mave past female figures with
tusnultuous mation, The corridors get bigger. The comi-
dors Eranamil more powar and complexity. Thesa Bght-
streamars later become (he symbols for Bghtning wales
and star-dusting nebulpe wales from ouber space. Her
reach axtends, almest 1o the other side of the wniverse.
There is a constanl search for something more pro-
found, Thare is a ssarch for a conneciion with ouler
cosmic Torces, Al a point, approximabaly twosthirds
along the roule of fravel through her works, sha made
a phatograph calied, “Endlessly Rocking.” This iz shown
in he accompanying photographs. Metice the mutiple-
image wilth a sense of & large, heavy palvic sbomabone
in space. There i= a fire and smoke wvell of streamers
coming down o the edge of terraced ocean rocks. The
sea palms look as i they are beings. Look at tha cen-
ter of tha pelvis. The Eght i3 held reflecied on the bena
as il it is hedd by somathing mere profgund—the dark
energy space of beyond. The dark corfidor can frans-
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mit sither direction. i is 1he birkh of things 1o come. in-
daad, what lollows in her work is the sense ol darkness
and multiple images marged io describe ncressingly
deep mystical areas of the mind and consciousness.
Evenbupdly, contact is made with siar nebulag. There is
& senae of connection with beings from oulgr spaca. &
woman's head aventuslly becomes an earth when [
used 1o floal in & lidal pool's soft embrace. Conlinudus
transiprmation and elaboratich in A search toward the
mare prolound occurs throughow! her works. At one
point there is a symbol of a radiating palmatio which
halds a flying seagudl, It is as if there is a readiness for
scul or solf to communicate wilh deepor lorces as it has
achigved the sense of cenirifisgal amd centripetal radi-
ating  balamce, “Scul Window" and “Dark  Spaces
Rimmed by Light” follow afer,

Shirlgy agrees with the contimsous search and has
full awareneas of 1. She now sees her Eascinaton of
the dark ereqgy space that holds light more clearly, Sha
has described hersall 1o have a basic loyalty of risking
the naw unknown. She had a full discovery of this as
she realited al ocoan-break's edge thal she ahways
dared risking getting her fesl web. She intends to go on
to othar wistas and othér subjects of unexplored un-
knowns. Growth continuously throughout her life s ber
aim.

Ehirley Fishers crestive essance shows that the
mind In consclpusness grows and grasps Ehrough trans-
formation and Increasing s complexity and organiza-
tion. This is festered by the search for those who dare
tho biack space and tha Eght. The ocld is nol enough.
Sha shows this through the pattérning of her pholo-
graphs over & lime scale. Wae ses it through haf explos-
ations of the black space and ihe potentials of the Fght-
od strgamars of consciousnéss maledial, She seams fo
&y, “Look! We can discover the complexilies beyond
through ihe process of continuous search and Erams-
formation, We must grow and discover.”

Vinnde Fish pholographs people in hisiorical esmo-
tion s1alesx. The serial collection roveals a siory of par-
szonal creativa identily and genaral moments we can al
relale with, She perodically reveals a fascinaiing cen-
iral siruclure embraced by an access cofmidor &8 she
progresses throwgh her phoicgraphic works. A pericdic
refumn to this lowchsione of certainty can be seen in
mildly altered pablemns reverberating thiowgh her cre-
akive histery, Tha structure is always ceniral. 11 is a
sirong broad based siruciure with o polnied upward
apire. The motion goes upward frem & sturdy basa. 1
is & symbal for yerticnl attainment and & suprema mo-
menl. She ofien uses churgh architeciure with spines
on broader based building to symbolize A In ihe ac-
campanying pholograph, in a supréeme moment of bal-
let, we sed the shurdy base, presenied by ihe ballerina
ns the male dancer leaps upward, Vinnbe describes a
fascination with thds form of structure. It #eems o have
the regresantation of the certainty of steady base aiging

ke uplitted accomplishments of creative woek or abher
suprema momenia of lile. Vionle, herseld, is tall and ad-
mits 1o a {ear of haights. ¥Yel, wilh feel on thae ground
and camesa in hand, she allains inspired accomplish-
menis in her photography, Her upward “Hight” s
through her wall-based croatlve work. There will be
mare comments aboul this ceniral siructure lnter. First,
1o ke Beginnings of the works she showed.

The series opens with a pholograph of a woman
and her litthe gifl ai elbow's adge. Deone in 1862, i
shows this creative appearing woman bpaning with chin
resting on hands held by forearms and elbows ol a
kilchen fable. She has & wistul, far-away look abain
her. & shy, slighily shrinking away early schoal-ag girl
clings salely 1o her. There i3 a pewerful lighl coming
thrawgh @ window above. The photograph seems to give
the message ihal ihis ks & creative woman wha wania
o ‘got on® with her work. Her daughier is young, and
finally roady for school. Shy thowgh the daughier is, she
will depart socn. And, finally, 1the early child rearing
i® ower and the creallve work and creative dalt-leading
can agein resume. “Sigh, when will it over happen?”
Later there are the fum bBursis of creatiealy shared mo-
ments with subjects, Scenes of men and women as
equals occur. Thera's the sonse of equality and Bbara-
fign. There is the senss of discovery in various places.
A powerlyl Image deals with a young woman huddied
in a shawl as il walting out a raénsiorm ai & sbAcism.
©Or, it could be somecne hovering or sad, inside a shel-
terad housa, Tho eyes of the subject are lke hot liquid
melal of butbercups of anguish and sadness. One can
seemingly leok into the soul of this woman. Vinnie later
rovenled this was & young woeman who was still in grief
avar har mother's recent death. Then comes a phobo-
graph in Berlin of & church, framed by the melal gird-
ers that underpin &n &ri MEseEm's super structure. Tha
girders ook like iree frenks providing & comddor frama
Tar he cantral structure of spire and sguars base. That
same ikeme resccurs in A photograph taken in 1974 of
"Red Square.” The central church with spires looks like
a wadding cake. The decoraled roofs were fascinating
as tha light played ower them. It was &s il she were
standing in awe of this siructure, Both of thess church
spire photographs were taken when she was oul of the
cauntry and not able fo progress exacily with her amn as
she wanied. There was ithe sense of wailing, and A
sense of keeping in louch with her ceniral gssence of
lascinalion with this structure. Somaltime thareafier she
began officially making photographs for Ballat West of
Sait Lake City, Utah, Her work moved inte caplusing,
rapidly, tha pansive and the supreme moments of danc-
ers iolally immarsed in thelr ar form. Throughoul the
sarips on Balled West, the most striking pattern was that
al the moment of supreme uplifted accomplishmaeni by
a ballerina. This moment was aitained on the pan of
the balbarina through obvious practiced abllity. |t was
usually & moment of powerful muscular flexbde siretch.
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The figure was olten verlical. The figure was balanded
fingly on toe. Chesi, neck and chin were proudly lithed
and ralged upward. This contrasted 1o the closed eye-
lids and downward direction of the glance. Thes was.
indeed, the suprems moman of the ballering menged
with her goal of perfection. She was tranguill, enrap-
lured, and accomplished. Unity with an expaciation had
ogccurred, Throughou! Vinmle's ballot works, this sama
completed posifion occurred. Humorgusly, thera i &
phatography of tryouls for the Nulcracker Ballet. A five-
year-obd girl, apparently destined 1o be groal, looks out
at the cbserves with ihe curved-back body of a young
girl, Tha chin is up, the neck sirebched, and the ayes
leok oul and down with strengih. She is already near
the position of the suprems momentl. Will sha become
great? I'm sura she gol the pan.

Mow, back to the pholograph of ihe supreme ma-
ment assaciated with ihis arbiclo. An intedesting sories
ol parndox cccurs. I this instance, the female i3 the
strong coriainty base. The male is moving upward as it
e wEre @R arrow on oa bow or a rockel, His legs ap-
pear to form 1he wooded parl of & bow and yat, il i3 he
who is seemingly the arfow. These impinging illsssns
arg aiged by others. His arm across his chesi looks
like 1he Bow giving ewen though it is placed above the
bow. It has a furihed paradox—the sexual posslionng
with tha lemale eniering the V" spread of the male,
Thus, Blurring and robe rewersal coupled with Hlusions
and paradox seem bo croats o powerlul an image. Tho
mudiiphs mind images evoked from this one photegraph
altes? o the strengih of her art 0 I3 a3 if i1 wers three-
dimensicnal. Mulliple images are supafimposed on oth-
ors and there is “trawel” or “molion™ in her wark.

Winnig Fish wiifizes her lascination of central cre-
ative atructurs, shown through har am, o reweal amo-
tignal, historical siories of people. Parlicularly, she is
drewn fo uplifted accomplishmenl and supreme me-
ments, Sho scoms 10 S8y, “Sea where you've been and
goo whare I've been. Walue that moment and history.
Your ematicns are from eapeniencd, Now, moae upwand.
Give importance o whal you do. Allempt and ailain &
suprame moment from mepting an expeciation of an up-
Efted accomplishment.”

Manual Carillo, a Mexican photographer, croaies
ihrough his camera the gvidence of hid axdprested love
and tomdnass for his people=—Mi Pueblo [My People].
Hiz hsman intores! photographs have won many prizes.
Starling pholegraphy &l the late age of 50, ke achigved
prominence within a years time by winnéing a nalkonal
Mather's Day conbest in Mexico, Ha laber won a peize in
1k Salurday Raoview of Literabure Conlest for & dog ly-
ing on its mastecs fresh graove. While Manuel prasum-
ably phodographs simple subjects, he immediataly brame-
mils o the audience prolownd insights as weo will see
His slory seoms simple. Mother and child, going 1o work
in the markeiplace, the Loyalty bétween dogs and hu-
mans, relatisnships Bobaoen animals and man, and the

eni=pver burdens of old age. Yei, thera s much more.
Hes pholograph of “Child and Mathar' shows ul & pro-
fownd truth. Tha child is asiesp and bent back, spding-
ing back in tha mothess held, It can do ihis because it
has the certainty thal mother will hold, The bastan of
childhead is expressed, There s a Yin-Yang appearance
o the curved shawl, indicating & close union with an
almast symblosis, Yet there is & separalenass axpressed,
with ihe child leaning back, asieep, and sirelching the
blankeat 1aut. The maothar looks at the child and shows
the sense of responsibility, care and concern, Sha is al-
ready carrying something, nol =0 mech A Durden &8 an
opporiunily and & polentinl, She is already involved in
n form of work. Mamwsl pholographs, confinuoushy,
gdults at work. That is their cenainty, the survival nec-
esgily and productivity from work. The child dossn
have- o wodry aboul such things and doesn't aven Knaw
that uncertainties aboul survival exist, The mother pro-
vides ihal coertainty, S0, the child is ires in A sense. Yet,
tha child is limited and hald by 115 own dependency and
noed lor cerlainly provided, Tha adult is held by the
necessity of work and has pariodic space for freedom
or play. The responsibility brings a form of power thal
i% a form of lreadom. Yel, work must conlinugd 167 that
is the way of lide in rural Mexicd,

This interplay of freedom and Emils, depending on
tha identity of the subject. s constantly revealed. Doegs
are shown as symbols of leyally and play. Indeed, 1hey
arg limited, yel nurtured, by their inlenss loyalty to ho
mans. Even so. they are able to play and escape sbrong
moments of infent that work requires. There is a pholo-
graph of a boy pushing & gondola up-siream with a
pole. Tha dog s able 1o be free and obsarve 1ha pho-
tographer with & quizzical look M can play—it need nol
wark. Yet, it must remain clode e lis masier, the boy
whio Is working strongly al this moment. Dogs are froe
fo play and run about Yel, their stromg cortainty upon
which they are dapendent ks their loyalty. The pholo-
graph of a dog on its masier's fresh grove even indi-
cales an innbility to give up the lost masier and grigve.
The dog cannel oven become depressed yal The loy-
alty won't led il

The most frequent cersinly axpressed In Manuel's
wark is that of adulls being held by a lite of work, Evon
ke old pecple are constantly working in hes  pholo-
grapha. They appear bred, bent over, and wrinkled. Yel
ihey feel wseful and are continegusly invobved rather
than sitting and rocking. He has a photograph he calis
his “Miracks,” It is of a wooden croas owlr B sepulchre
The kght and shadows give il the appearance of a Gou-
bile image—benl back inlo ihe grave or pulled back in
grder o spring forth inlo space. Il appears thers is a
Bady on tha cross, L.e., “Chris! on the Cross.” This pho-
lograph creates A stir in Moxico. N seems & bi-direslign-
al message of roleass from work through the freedom
of death. Will the soul My skyward or will it bend indo

the tomb and remain? LHe's burdens have been giwen
up.

All is nod work and drudgery. The woek is produc-
tive and many of tha digures show a sense of actom-
plishment and pride. A weathered man locks out fo the
poean ‘with neis arcund his meck. He s looking Tor the
whirling and lumning ol seabirds to signal whena 1he feh
migh! &, Yes, his provider role for himsell and com-
munity is impartant. The pride ahows.

Work comes early in Mexico. By the time the chil-
dren arg less than ten, they are imeoheed in either chal-
lenging play of cefinile farm work, Industnousness pays
off in this community. Survival i3 ioo marginal o allow
much |aziness,

Manual uses & symbal of birds 1o connole fresdom
from gravity and burden, And, yet, the birds are skit-
tish and ensily irightensd. Once grabbed, ihey cannot
fly. They st By and alight They mus! gquickly grab
fpod. Then, thay can be scared on their way again.

Yes, no one being is tatally frea. All are held by
i priorily of necessity. All are held by fha neoessty
ihey can aitain, Dogs can aitaim loyakty and play. They
cannat gain dominion over Oihar DeASts as man can.
Humans are held by survival necessity and responsibil-
1y concoens, Thay are freo 10 range wilh grealer powar,
ol cannol &scapd ihe evar incraased burden of work
mnd productivity. Death is ibeis release. Children are
irea 1o play and have shor atlention span, much ke
ihe dogs. Yel they are frequenily seen clinging or hold-
ing to cerainfies. Children ail on benches and peer at
1hy observer. Or, thay hold onte pales behind their head
and kool shyly cut. They are curicus and unpowartul.
They are dependent on the adull world to provide. And,
yol they are free 1o play and rcam. Mo one has avery-
1hing together. Mo one can escape ihe reality that the
GREATER HOLDS. That which eméris am  whoariainty
farca upon you, kolds you, Untll you have mastered and
moved beyond, you are kald by ithat force. Escalations
of power and freedom otcur unremitlingly in that so-
quence. & new Tresdom gained, a new priority will hold
you. The interplay of freedom and limits reverbarabes
ihroughout Manuel’s works., He provided me this con-
cepl aboul masbery, brielly alluded 1o here. Yos, cre-
afive phatographers see profoundly and reveal sacrats
(TS

Manued Carrillo™s crealive essence ks aboul reveal-
ing ralationship bonds, certainties in lile, and freedoms
and conirols, Thase are shown through emolions and
historical momanl atatoments aboul life. He seems io
sny, "Look! We can have freedom and joy. We can play
and work. We can mowe from childhood wilh comainky
and dependency and some freedom o importance and
control by work in adulthood, We can all have areas of
freedom and dependence and mastory. We are aven-
tually freed by death.”

The auihor's bdentity and explorations are ihat ol
needing o Kngw and revenl aboul how the minds and
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idantitles grow. The creative photographers in the sludy
have kalped show ihal. My creative concepiualizing is
primarily 1o that end.

| would likg b suggest the exgonce of ihe Growing
sall. W are all re-creaiing the old sell inie the mew solf
ihrough the crystallizations of patierning of cur minds.
Phatographic images show ouler and infer discovenes
mauch like our own mind's images &0, We are always at
ihe odge of the unknown and with the abiding high irusl
amd loyally 10 o pan processes of exploration, we can
develpp & capability of certainty to discover. What was
nknown Becomes known oaly to reveal new aress of
unbnown. On. and cn agan.

EMOTIONAL AND EMERGY RELEASING MOTIVATORS

What fuels, pushes, and afiracis the process of
mind growlh in crealiviy? Many things, sccording to
whal thesa creative phatographers show s, Thess con-
clusions are based on inlerviews, sludies of thair wark.
and cross-erilizations from other ameas of 1he auibads
interaat,

The most basic sequence of any inleraction ks the
IMPACT-EFFECT-RESPONSE ENERGY TRAMNSFORMA-
TIOM, The impact is the force and tima moment of any-
thing delivered from somalhing. It can bé & ihought you
become aware of e, the ihoughl has impact upen
your awareness. |1 can bo someons hilling you and you
fepling back from the loroce It can bé you creating
something, 1 is impossible o do anylhing withas there
peing al beasi a micro-impact. I you are the saurce of
your gwn main impact, you lend 16 ke more creating.
The efect is ihe first immediate result of ihe impact
upon anyiking oise. N can be your mind &% you be-
coma aware of a thpught. A young child shooling &
bean-ghooter slaribas the target who iz hit, The starle
is the eMect. There are such things as impact fesdings
and effect feedings. It feals good io know you have im-
pacl. All animals have mobility and therelare Mo UREA
their anvironment. One way we, and other animals, can
cbserve oursalves ks by the effect of our impact. 1t fells
us we have somathing, some capability or power. Hence,
I postulnto that all animals have impact hunger. This
would even pxplain seme forms of violence in society.
I in & violent farm of impact hunger. Whatewer ihen that
you decide to do or whatever you have discovered and
decide 1o photograph and crente has already had its
impact effect upon you fram your rocognition of 1, Ex-
cligment, intfigue and desire soon follow. Whenaver an
outer image in the emdronment resonabes with your in-
fnéf Grganizational patieming, from previows grewth and
photographs, ihare s a moment of merger and sxcite-
mgnt. Energy |8 released which draws you lowards com-
pleting the process.

Even il you have nol yel discovered whal you are
searching for, ihe allure of poditive uncerainty thal you
will find something, will get you moving like ihe enjoy-
ment &f e daen of o new day. It |5 not unlike golng
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fighing or searching for gold. Porhaps you will find W
and, you cerlainty wani to try.

Oneca the phobograph is made, thery can then be a
responss 1o the aclual croation. Just as the bean-shoot-
or victim may respond by releming a bean shal, you
may receive responses from your créaled works. Tha
response is the velitignal intention from somathing you
have had affect wpon. It could ba inspiring il you are o
good teacher. i could cause a deap ematicnal fespInE
in the audisnce cbserving your pholographic image. It
£an bo & deap roaponsa in your own sell from what you
have created. The response, assentially, i the volun-
tary molion from whal has beon impacied ugan

Soli-paleam fses when we develop predictability
aboul whol we degies ta have impact upon, When it is
&l lenst a5 good, if Aol betier, than expected, sol-gs-
feem is deubly fed. Mol only doss soll-esisem ocour
from the ssnse of impact and efecy power, bul it is en-
nanced by the response from ihosd impacted upon.
Thai explaing long-term endearment of a great creative
phatagraphar. Ruth Barnhard has a long enough history
1o be a revered, respected masier. The afber-responses
from sudiences conlinug to feed her. Being rovered has
a lot to do with a new leval ol confidenca.

Runnming your energy through impaci-responsd Cy-
cles then, i moelivaling.

Thare are oiher varatons on this theme during the
crealive process with pholography. As ong bigins A cy-
cle of seaking now Information (o photograph, ohd has
iha readiness fram doveloped capability and previous
ingighis. An alertness and receptive capability is pres-
&AL Then, the allura of the unknoen, both genarally and
specilically, helps croate a desine and willingness 1o risk
in arder to fallaw the sxclioment of discevering, explar-
ing and learning more. Ime the discowery search one
goes looking Tor patterns. Thede is the excitement and
confidence of soon io-De-discoversd pattems. At a mo-
mant of recognition, ihere |3 tho discovery of excile-
ment of, “That's it!", or, “This might be i1."” 11 is the first
attainment o &l least partial cartainty.

what follows may be & onity sensa ol marging with
ke outer pattern and identity of the discovery. If this oc-
curs, thede |s a profound, satislying feeling of union &S
waoll as enesgy release. Combort and satisfaction results
A wish to share \his discovery with the werld may fol-
jew, A1 Ehat point, there is 8 new synihesis of ihe solf
from this marger. An increased understanding oocurs
and an accolaration of growth and movement follows.

During the creation recording segquence, ihare may
b intense sxcliement and lolalness of interesl with mak-
ing the photograph. That can ocow olther in the dark-
ropm, the field, or both places. Technically creating 1he
photograph often produces the feeling of complotion,
with increased confidence and salf-psteem becauss of
the sell reaponse o the created image. A sense of
mastery increasingly occurs. Keep in mind soma of the
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creating may be in ihe darkroom by such artisls &8
Shirley Fishar and Al Weber.

By now, 8 process of now synthesis as & part of the
sell over & pericd of time |8 oocuring. A now readiness
for Turther discovery of patems ks growing. There i the
inner sense ¢f B growing and knowing confidencé.

Then, the created product may be communicated.
It is & fpem of a gilt and an offering of & force and en-
argy 15 others, |1 is being ablo to have influsnce or im-
pact ond elfect upon somesne. According fo the naar
o¢ disiant future response by the audience mnd sotialy
as a whole, the level of conlidence from lesdback fol-
lows. Conlinuous swocess, recognition, and accepiance
ol personal amd creative growth leads to a rather fotal
glfect on one's s8lf and cthers associsted. Ong becomes
increasingly fulfiiled and knowledgeable, One covelops
frust in this ceriainty and capability of ond's mechan-
igms and processes. The senta of cnenoss of Larges
unily auperiences increnses. One becomes an influange
of & force beyond onesell, By now, one ks aitaining &
soii-generaiing, sell-inspirng capacily now called radi-
ARG,

In what we have juest seen described there may b
as many 83 thirtoen intense emotional and relaticnship
impnot-eifect-response fesdings, The strongest of these
seam 1o be 1he allure of positive wncartalnty, the dessre
for accomplishment, the esxciioment of discovery, bath
inside the mind and in the oular environment, end the
merging and new unities attaingd with created image.
Theea fuel the seanch

THE BECOGMITION SIGHALS

As Vinnie Fish moves into a photographic sequante.
aha dances with 1he dancer. Her intense gaze fioes upsh
the motion of the ballerina in front of her. She mowes
and sways with her subject in a sanse of agreed upen
wnign, It is exciting. It is all encompassing. As the bal-
lerina stratchas with waxy foxibility on a firm base sup-
port and gives the powerful it of lorso and hesd and
tha look of a delicabe counlenances, the supramd mo-
mant is abained. Al ihat moment, Vinnie Flah says 1o
hersell, "That's itl ™ And, says, “H's mal” She has
gmphatically jeined In a merged unily with the dancer
and the process; and af this peint recognizes somathing
in harsell ond makes ihe idenilty statlement, “It's mel™
Her emphatic capscity 1o mengs with her subject in this
rapid sequence of dance s a highly irusied and walua-
ble signal, it has served her woll over time. Sho has
confided hal regardiess ol whai she s pholographing,
when In a creative sequence, sha has thai trusted ssg-
mal. It has two components. The moment of recognition
and discowary called, “That's i1, This is fallowed by a
marger momend, “And, II's me.”" And, In looking 81 her
previous works, it often is. She certainly can alfain &
fealing of unity aboul accomplishment with her subjects.
This is &n inbensely exciling impact-aftect and response
feading for her. I is & gronl mativabad.




Wihat | hawe described is & very 1as1 signal. MNot all
the creative phofographers have thal rapid Kind of aig-
nal. For soma, the reliance is not ns high. Howaver, it
wit dading & ﬁrml A% & slrang alerting mossege of tha
mind about something 10 be recognized, we can Apply
it bo oihdrs. For instance. Shirdey Fisher has a slow sig-
nal. She senses, al inner percoptive levels, a new “in-
nor landscape.” This is a synthesia of new imagary
which Is now nalmost fully conscious. 1 guides and di-
recis har @ her darkrcom creating 1o merge images
inta 1he comecl compodiia, A1 tha point she merges cor-
rectly, thare is o resonance with the inner landscapa
and she knows that this Is the photograph 1o complaba.
She can (rusl [hal 3snseng, It may have grown from pre-
wious patberns over the pas! two o thres monihs, Thiesa
are profound images that take some prolonged incuba-
tign dme, And yot, she knows when i |s coming and
knows when she has altained. She has & trusted signal
also.

Ruth Bamhard frequently gets rapid signals of as-
toniahman and feals commandad (o make & phatograph.
Onca sha |I'||."u|l|'|l'ﬂh' Jrasps had subjesst matbar, aha may
take two to throe doys to achieve the level of perfection
ahe is after. It must be the very bast she can, Though
she knows whal il musl look like, immadiately, she may
tnke that time to accurately atlain that inner sense of
perlection. Sha is totally In love with the entity she is
phatographing and e process she is invelved in. Her
sonse of lrﬂltl‘_r must be satisfed belore complalion oc-
curs. Sha has a fast signal with a slightly slower com-
plation lima,

Al Waber has a signal in the feld that is not as
pocurate os that n the darkroom. The refshamants =
his wall-mastered darkrgom fechniques bring to light
whalhéir of Aol ke has sccomplished what ha has in=
tended. He ufilizes the fesdback of Gald and darkroom
to finally achiewe the images he seeks. His leval of un-
cartainty does nod clear untll the final image is made
that satisfies. Ha can trust this signal with fis altendant
doubt to spur Rim on o the level he needs. Oden, he
will igal ha has achiewed a “That's itl™ in the feld, only
e discover i1 k8 pod whai ha wanied, later. By this back
and forth procoss howdvar, B mOVes N & NaAM9ss
positon with his final atlainmant. Whan ke has i, he
finally knows it Like most of us, he would like 1o have
a vasier, mofe immediately accurnie signal. However,
his signal with tha doubt snd skeplicism asrves em
wall gn his quesi toward certainty. He can frust the
doubl or skepticism much like Vinnde Fish can frust her
rapid signal. Whelher or nod Al Webaor's signal becomes
fasier will be impostant to nobe owar (ke next 16w Yaars

Manual Carrllo has rapid signal recognition &s he
lgoks Al his subject matier in the markeiplace of hu-
man relatienships. He may have seen a child fash a
grln. He then may poda Fis subjest unlEl ke recapluras
or improves upon what ho had seen. Somotimas, with
liftle posing he makes pholographs oul of the side of

his Folleiflex camera so ihe subjecl doos nol foel so
observed. By making several photographs, he eveniual-
Iy achleves his desired goal. His sense of choreograph-
ing his subject inbo tha right pesithon and expression
hedps him improwe on natural momente, Ha can frust
ihds inngr percepiion for kit has served him well.

The slamants of the signal ssem to be recognition
and, at times, marger with the image being phoio-
graphed (as in YWinnde Fish's instance). All of ihe indi-
wigiats know when they have attained a completicn they
desire. The end resull of ihe signal is finally that of
completion. The recognition has variable levels of cer-
fainty, Tha completion finally agreed upon has a high
lovel ol cenainty, The signal ks an Innar composibe re-
sponsa frofm 1he mind 1o alerl tha pholographar info
resonaling with 1he outer image in ordér 1o maka the
pholograph. All of the photographars trusi their signais
aventually, @wsn when the signal may coniain doubt and
skepbiclam as in tha situstion with Al Wabar., Ha can
frust his doubd snd skepticlsm to lead him to his final
completion. The sigral is an iniegral of the cycle of
creation.

MIND GROWTH BY IMAGE PATTERNING

The introduction described a bsl of Thés process.
Discowvery oul. Discovery in What is béing described =
the mind's ghobal capacity to fake in composila patberns
and merga ihem with previous atained patberns. This
growth by visual imagery reveals itsell throwgh 1ha pho-
iegraphs of the creative pholographers owver time It
shows e eventual patbern of the identity of tha created
works mentioned befora. It i3 & form of cross-fertiliza-
flon of the mind frem outer and other expedences. This
qlobal “iaking in™ of ihe composite Is a powerful grow-
or af the ménd. It has pot had enowgh atigntion In our
educational systems or paychalogical thaodies. Crealive
pholography can do much in Ehis new anea of explora-
tlion becawss mind images from the inside are not wnlike
photographic images aboutl ouiside patberns. We could
call i growth by images, or growth by visuslization.

Y¥as, humans are composite visualizers and respond-
ers. A simple analogy 1o the signal of thirst suffices
Tha thirst signal, which we ane all boan with, lisell, I3 &
composite signal. it has to do with intra and exira cell-
ular water and salis, varipus body hormones, and the
final sansing of the signal, The mind senses pattarns as
signais in the same way, All of the creailve phologra-
phers studied had simpler images at the beginning of
iheir work than at the prosent Bma kn their canser. Mind
growth occurs through increasing fransfprmation, or-
ganizing, and complexifying. |t symbelizes of necessity
1o handia all the new information constantly coming in.
And yel, the composile wisualizing or signaling men-
tioned n the seclion on signals keeps apace In its
graowth. It is like the bark of a iree. The ires growing
an ihe Inglde stll relaing new bark on the oulside. It
aulomatically grows to keep pace with the inner full-

ness. It would be lke an éver expanding eggahell ihat
can hold the conlents of what |3 inside. Indesd, the
composite signal response always kedps up with the
new ablained fullness of growih, What 8 mannelous trust
wa can have in gur minds when we recognize this. You
don't have 1o warry about iL 1 ks nafurally thers, Get-
ling in touch wilh it hedps.

Anagther analogy bto the ocuber pabierning &nd inner
patieming mind growth mechanism s that of the diag-
onal direclion of shohlaces going slightly horizonial but
mainly vertical as they progress up b the top of the
shoe. Ong side of the shoelace hole would bé cultes dis-
covary., and oné side would ba Inner discovery. This
back and forih diagenal, yet vertical, stiitude is what
grows the mind In large measere ihrough image pail-
ternéng. | suggest the name of QRAGANIZATIONAL PAT-
TERMWING ATTAINMENT. It poinia 1o @ new sensa of or-
ganization, of refiance on patiarn, and the fact that it is
attained and grown, Hencaforth, it will be a descriptive
tarm for his farm of growth,

I've said mond aboul mind growih by nobcing the
guter pattern first. What about inside mind growlth that
leads 1o insight and new synthesis?

This has bean sledied etsewheds, Rothanberg [1976)
describes “Homospatial™ thinking n processes of crea-
tivity. This refers o soveral Images being condensed in
the sama image 8f tha same Bme, An example would be
the ‘suprema moman!’ phatograph by Vinnie Fish, Rath-
enberg Turther describes Janusian thinking thal seams
io come from A more unconscipus automatic crealive
farce of the mind and represants A form of highly nd-
vanced thinking. It is tertiary thought and consists o
tha holding togeiher of fwo opposite ideas and extract-
ing irofn them o make & now and encapsulated capsu-
lated patiemn. | suggest ihese previously described pro-
cesses plus the mixng of outér and inner palledns
throwgh organizational patterning attainmant halps pres-
swrg 1he niw synthesis and néw mind growth, The in-
ner pressures sprnging up and ihe ouler abirection of
tha mind seeking the sdge of the nexl new unkRown
form & gradisnt pressute to keop ihe growth moving.

In any form or branch of accumulated Enowledge,
this process of new patlerning occurs. Medical diagnos-
licians of groaber experience tend fo be less uncertain
and more clear cul aboul the diagnostic possibilities
prosentod them. The lkely axplanation is thal they have
sman anough pationts ower a period of lime thal ther
minda waora wall-patiernad fo plck up incongrusnce or
validaion with tha innes SWareness.

A sub-calegory bo mention s the growih by oxtern-
alization crysiallization. This could also b called phys-
icalization, It is simply the making of a phaotograph. It is
analogous to an inventor making B mechanical ifven-
tion and having i in front of him. Once ik invention ks
mace real, it can be looked af, tnkéred with, improved
upan, or seriously bocome Influential. Similarly, a made
pholograph can provide am aciual real image that is
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consistenl ower time in whal sccess it provides you to
yoursedl, It 5 & Torm of growing onosell by ona's prod-
ucls. As the photograph is made, it i@ than lpoked ot
and new awarenesses might result. It provides a force
for further creatlvity as well as communication to others.
It cam provide scma now ideas and possibliites by sim-
ply playing creabively with i1, | atrongly suggest That
physicalizations from our ménds tell us aboul cursslas
Wo have soen how that is through the histories of the
creative pholographers in this siuedy. We can actually
furthes grow our minds bn our own unigue ways by the
use of our creative producls bo signal ua whal wa meght
Iry naxt, This s an actually conscious exarciss, Soms-
whal different from the aulomatic organizational pat-
terning altainmenlt. However, this consclous aflgrd can
iead 10 new organizalional paitemning & wall,

THE UNDERGIARDING TRLUESTS AND LOYALTIES

Much al the basis of somecna’s |dentity of exper-
lencg has o do with rolkance on loyalties to whal has
worked before. | call thesa “basic Bricks™ of loyaly. 11
can ba an artistic ability that one refies wpon. It can ba
a parfectionislic process thal has served well. it can be
one's intellect. |1t can ba an atlilude. These are not static
“bricks,” but fluid force channels mone easily concep-
luakired as “boecks”

A% & crealive pholographer develops the use of the
crantive gift, a trust in the resulting producis goouwrs.
Increased rellance upon the process beads 1o confidencs
and allows ane 1o darg more chosen impaci-efeci-re-
sponca cycles. With increased trust and koyalty o the
doveloping patterns. and the récoghition signals, confis
donce increases further, Fascinatingly, ihe mind seams
to alomabe that which i has already lgarned. That
lpaves (15 energy free bo go 1o the edge of the next
new unknown, Hence, the leamed frust and mare basic
loyalties to whal works help leave energy free for more
confident creating. As one’s crealiity remches the bev-
als of relatively continuous symihesis and capable phys-
icalizations, tha raliance wpon the self increases luriheds
Sell-inspiration and eall-generativity are now i full
Tarca,

Than, whisn somegne's crealivg I6rée I8 Commauni-
cated through the created produect 1o o now-receplive
audience, increased reliance on anistic style foliows.
Eventunlly fame, recognition and awards may coma, The
configence and incroased power base Irom thase Tar-
reaching respontes to ona's creative force undergirds
anesell strongly. One can then more oasily merge with
univgrse procasses without the Tear of lods of 1he sense
ol o, Certainly, Ruth Barnhard has attained this con-
sislently. Cahers afe on the way mose consisbently
foward that end. Essentially, the broador and mare Tull
and varipd the relisnce mnd brusi can be, the greated
the confidencs amd ihg froer the mind bocomes. Yes,
eventually a very fem seénge ol sell may ba a cloudy,
ditfuse, non-boundaried individual. A seeming paradox,
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but nod 30 when this concapl of trual and koyalty is un-
darstood. The reliance on the invisible, the merger with
universd processes and ihe sense of grealer belonging,
undergird ihe strongest of all. This form of atained
gaseous or fluid cerainty with the ability 1o lkave sirec-
lual certainty when necessary undergirds the whole con-
copl of radiant creative ossence. When Somecno can
achigve 1hal with a lulingss of identily, they have truly
become a human radian! source, These important basic
loynities and frusis will be elaborated in the forthcom-
ing book,

COMPOSITION OF A RADIANT SOURCE

Sompond who could be considersd RS ARBROGOUS
1o being a radignt source would have a fullmess of capa-
blity and mowement. 1 would be someone who s a
scurce and reles on his or hor creativity. it would be
pomesns who riaks, and courageosusly goes and grows,
It wiauld ba somessns who mﬂiﬂﬂ- and knowas, wilh
nmwareniess and alertness and Bas a sense ol fresdom
and worship of creatlon. The abllity to have conlinuous
synihesis resdiness and discowery awarsness would ba
important. A bi-modal ability at creativity, both a broad
based idoa and a more narrow facus, at will, would be
impofant. The uas of gubter and inn@gr SoUrces o attaln
conlinwous qually organizational pateming would ba
an attribule.

Radiani scurces attaln fulfiment ofien. They emii
enangy and synihesis and grow new contapiualizations,
Radiant souwrces have high levels of responsibility n
choson argas. They have certaimty both broad and nar-
fow. They have a strong bolal, irusl and loyalty in thesr
ni ] Mﬂl‘lﬂﬂ-‘\, desires and chobces. Thay desirg 1o Com-
municabe and transmit 1o others. They are cerbsinly
pall-anlivening and salf-inspired. Thay hawo a high sensa
ol sell-command. They have high axpacialtions and reach
thesa bovels fﬂrql.ldmﬂ'. They can kisdle olbors. They
ara nof airald of uncerininty. They atiract others 1o 1hem
thraugh thair genarativity, They are able o kindle groeih
and inspére othérs,

GCeriatnly, many of the artists in this stedy have
done that a1 timas, il nol continuously in their fives. This
is some of (he “why™ of (har SUCCEEs,

DISCOVERIES

What has bean discoversd i listed balow in part
This #ledy seamed o raveal thess deps

1. Lite i$ a mix of areas of fresdom and areas of
conirgl, indesd, tha “graator halds.™

2. The concepl of respirakon i an endless process
in ke whiverss &t muolliple bevels,

1 We are receivers, transfosmers and senders of
CIGY.

4, Qiar basic loyalties and Irusl undargird s,

5. Uncortainly and the wiknown i ablways presanl
It cam bo made exciting to lead us into self-growlh and

giscovery, That i3 the strongest allure, 1ha allure of poa-
itive uncariainty.

6. Minds seak cerlainty al ol times. In order to
seok cartainty, thay must be unceriain end be in A pro-
cess, In order to know coemainty, 1hey musi have ai-
taired it bedore. I is the duality of certainty and wncer-
tainty in variable balance thal holds the motion of the
miing,

7. Exgitemnent exisis ab the adge of the néw un-
krowT.

8, Organizational patterning is o process of ménd
growih and thereicre, sell-growih,

B, Paradax and (Musion promole powerul &l

10, Patterns reverberate throughout creative life.

11. Creative struciure reappears periodically.

12, Croative idontity grows like ofher aspecis of
the mend do alsa,

1% There are many molivators for creative mind
growih.

14. Signals mre trusted Trends,

15. Minds transferm (hrough concepd and symbal
growih 1o handie the complesities, Aepeating siructural
pattarns are claritying touchstones of security along the
WAy,

ANALYTIC AND SYNTHESIZING METHOD

Tha duality of analying sub-Componant parts and
synthesizing serinol time frames of photographs occurs
im thn mathod wsed in this study, I will be described
in brigd form hers, althawegh in mare dalail in the Tarth-
caming book.

The first step is to atlempt to allow the mind fo ac-
tually mowa inlo the pholograph as i1 it ware pard of
cne's own eco-gyalam. Whal #lory doas il (el you and
embrace you with? Where can your mind go with it?
Darg fo aliow your images and fantasies o emerge with
respect 1o i1, Most good pholographars have several
condentad imﬂ.ﬂﬂ in theen Akat allow much fravel oF
mowemenl. What was the story that occurred in terms
ol higlory bafore this present moment of ihe phobo-
Graph? What past can il take you into? What is the
present moment brging o say 1o you? And, finally, wheda
is thw photograph going in terms of future, uncertainty,
of sensa ol knowing cartainly af whai kas ]Uﬂ argwnd
the bend? Attempd bo make a complata histery of past,
prasent and fulere with each photograph. The asaocia-
tish of your mind wilth familiar or resonating slements
will give you ihe semse of & story. Cedlainly, W your
ménd has been pattermed fully by a variely of expéri-
onces, you will gel mose “raved” from the photogragh
Wou ard obasrveng.

2. Bosides the mation of history, as shown by the
pholograph and your response with It whal is your own
mation in your life in leems of recalled memories and




recalled fuiure directions? The photograph should halp
kindle that in your own mind,

3, Where is ihe coenainly or ungirding organizing
inluence of the photograph? What provides iha basa,
muwch like a force of gravity or sold stresture? Which
seems to hold which? For inslance, in & powarful stréam
al walps, which has the more strengih—ibe siream bad,
the rocks in (e middie, or the waler low, deslf? It gives
a clue as o whal is prosideng the slrongesi lorce of
cartainty In each pholograph.

4. What emotions are evoked in you by the photo-
graph? Try and caplure whai sensalions, aither physic-
ally or in your mind, you are obiaining. For instance,
ig 11 one of RAuth Bernhard's mysiery of awe inspiring
pholegrapha? Or, does it show dark lpoming ferces al-
most ready 10 overiake a3 in some of Al Webar's works?
Does It make you angry or salisfied? Dees it seem
fenae of enrapluring?

5. Ask yoursell whai new ideas or possibiliies ihe
phoiograph gives you Pod your own lifp Or areas you
wani to investigale.

6. Whare is ihe uncartainly and unknown in ihe
photograph? Where i3 this moving foward but not yat
at? Can you ablempl to discern the fulune diracilion of
tha photograph and tho pholographer,

7. Break ihe photograph info soveral companent
parts. Allow your mind 1o associaie with reghonal areas
within the photograph and e whal images you come
up with. This i3 much like dream analysis and will al-
bow you 1o mave inia ihe imagery ihat the photographic
torce (s conveying fo you.

B. What iMusions or paradoxes are suggostod? Look
closely and allpw your mind fo go wilh lhese

. What néw awarensss are you obiaining from ob-
sarving and relaling with 1he photcgraph?

10, Whai s the message in this phatogragh, in gen-
araly

11. What are the varigus contrasis in the pholo-
graph? Think ol this bolth conceplually and artisically,
Conirast springs up an awareness and tells you some-
thing, bBelk in terms of tha whole photograph and in-
dividual parts af iL

12, Wilh the developed awareness ol lhis pholo-
graph, bagin o go through a time sevies of others by
1 Bama anist, Whal paiterns and brends begin o de-
welop? What siory doos this show you? In this anicle
same of those slories have bben Goschibad in moderata
delall, What ks the movement in feoms af hislory T

13. How has 1ha &riisd grown in terms of inGreased
arganization and complexity? What were the earliest
works showing in terms of the type ol cerlainiy? What
arg latar works showing in comparison®

14, Az you lopk al o plmmwlph, gither your own
or someone else’s, whal does il suggesl thal you might

improve upon of whal new directions does it give you
a5 you allow your mind lo laniasize?

Pralessor Glann A, Wessels, Emerilus, retired Pro-
fessor of Art &l Univeersity of California at Berkeley has
abserved this study and suggesis ihis applies not enly
1o photographs, but 1o any form of picture making. He
suggests this strongly has tp do with the peycholegy and
philascphy of art. The auihes supgests, in addition, that
whal we are chserving here is one form of central mind
growth processes. What has been observad i the crea-
tive identities of the membaers of this siedy is descenni-
Ble, in part, In patients in psycheiherapy, friends in con-
warsalion, af cur own personal lives. Many of ihese
principles hold aboul owr gwn Identity growih

THE FUTURE

whers might all of this geT? Coriainky, an analytic
and synihesizing mathod for creative idenlity may coms
from this. it is strongly suggesied that with 1he cons-
cious clarity of whal someons is doing creatively, one
could more afliclently and cloarly Qrow ones own Gre-
abivity. At the same time, This beging 1o lend soma sci-
anca 1o ihis arthul form of the mind. In a Sensd, & P&y
chatheragy could be practiced ihrough photographic
images, at leasl of crpative people. Howaver, | see 1he
spplication of 1his much more bn coaching o 1esching
the grewih of individuals' crealive identities. To have
clarity and & senss of direction a1 & consclous level is
1o ingrease growih through chosen goals.

it is my suggestion this anicle and study contrib-
utes ta aur mind's growth. This has application not oaly
1o creative phatography and other art forms, Bul bo sci-
cnce and education as well, | can foressd a praciical
application of creative pholography. It can provide s
wilh censtrucis and concepls aboul mysteries 1hai are
perceived by expefl composibe respondérs (the more
powarlul creative pholographer), Photographs could be
utilized o croate new concepl lormation, not aaly in
sludents. butl in accomplished theodisis as wall The
idpa that ereative phobography could fedilize all educa-
fignal sysiems, becauss of i3 unigue contribulion for
composibe mind growth, is exciting, Certainly, it has
pravided my ingquiring mind wilh some concapl discov-
eries not althinable by mysel. It has provided & power-
ful cross-fedilizatiocn and resonance wilh whatl is ac-
cumilated nside ma.

This could be a springboard for the creation of o
new non-exact science of clowdy essence, subjeciive-
abjectivity, and definile siruciural cystallizations. The
new reaches into lhe wiknown (hrough cloudy essence
cam crpate hard crystalline thought lor scientific and
aducaticnal application. The innenplay belwesn creakivie
and sensed inluitive responses and hard  developed
principles and formulas could be signilicanily enhanced.

I fumn to the audience as 1o where else ihis can
go. What are the possibilities to you? Thess possibili-
ligs ang wp B You.

CONTRIBUTORS

Auth Bernhard is a San Francisgco creative pholog-
rapher with & long history of high quality work, Tnéguéni
conductor of workshops, and rowered teacher. Seokers
and siedenis have a way of ending up At hae doorstep.
Sha has had mary national and inlernatonal showings,
Sha is & recenl recipient of the Dorgthea Lange Award.
Her sccomplishment st continees o Acoumulate.

Al ‘Wabeor, of Carmel, California, is a highly respaci-
od teacher and workshop conducior. He regularly has
coursas through ke University of California at Santa
Cruz and teachas wariously in the Wnited States aboul
darkroom technigue, composition and crtiqueing qual-
ity of photographs. He is & recognized master techni-
cian in the darkreom. He i a member of Friends of Pha-
lography.

Shirley Fisher Is an accomplished crealive photog-
raphier with & growing list of exhibils. She teaches pho-
lography al bolh graduate and vndergraduale levels al
Dafnza College, Cuperting, Calilormia. She particularly
enjoys conducting experimenial workshops and aaphar-
ing the psychology and new horigons of creative pha-
lography and the psychabogy of awarensss. She I3 o
membar ol Friands of Photography.

Vinnie Fish is a Park City, Uah, based creative pho-
tographer, with national and infemational exhibits to
har cradie. A natural crealor sinca childhosd, Ehe I8 cur-
renily 1he olficial pholographer of Ballet Wesl, an ao-
complished balket company.

Manuel Carrillo is a Mexican erealive photographer
wih natignal snd iMernational exhibils bo Risg credel. He
is the recipient of Mexican and Amesican pholography
prizes. His favorite tepic is M PUEBLO, ihe Mexican
people. A frequent traveler to the United States, ha is
shawn widaly In this country as well as abroad.

A. Duncan Wallsce, M.D., /s a psychisiris! whe
praclices identily peychotherapy in Salf Laoke City, Utak.
He alse conducts Accomplishmenl and Growih Sem-
inarg lo divevgen! groups. Me kas special indefeats in
mind and identty growllh, bodh generally and with cre-
atlvity, Me hos a special inleresi wilh creaive phofog-
raghy.

The abowo artiche, in more complele form, was pre-
sonlted af the Socioly for Pholographic Educalion's Na-
lional Confersnce, Mew York Cily, Mavch, 1977, The
whole ghody and slabovations on various themas pre-
sonded above will be contained fn a forlh-coming boak.

HOTES

1. Mothenterg Alben, MO, - | Thiakirg snd €
Archived of Oeseral Papehearey. Yol X0 Jesary, 1506

3 Wallsca, B Duncsn, MO, of al, “Madiant Creative Eseos™, Pep
weaind My Or Walacs o b HeBeasl Conlercroe, The Sociely of
Fhotographic Dducaion, Mew Yok Gy R Yook, 1877
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SPACE-TIME AND THE SYZYGY

Three is the number of ihe dialectic, the tansion o
opposites striving for balance. Tha Junglan tl'l.‘:l'rﬂl.‘rp-u
of this opposilion is known as the syZygy—ihe sirife bo-
ween & masculine slomant and a feméning ane.! Oyl of
ihis polarity comas the hermaphrodite which undtes tha
creative forces released through this siruggle. The syn-
ihbals produces ity The bissxual primardial being be-
comes a symbol of sall,

Threa |3 alse the number of large phatographic
pleces aboul motamorphosis which Fobert Heinecken
constfucted from 1874 through 19782, The two reciangu-
lar canvases (42" by 627) are titled “Space-Time Mata-
morphosis |77 and “Space-Time Melamarphosis 11" Tha
first I3 & collaged carvas containing multiple images of
A muda lamale, the second ¢f a nude male. Tha cifspring
of this mythic palr. this Molher and Fathor, are pic-
tured in tha third hand-colaorned composition, “Insitalion
o Mlamorphosis™ (42 squaro); & reptle-hesded woms
&n and an Androgyne. This third piclure opposes the
ather two in subject maiter. shape, color, form and -
tle. The firsl two represenl the divine syZygy—Woman
and Man, Tha synthesis of this cpposiion ia the Ane
drogyne, unifiér of polarities.

Silting In fromt of the Androgyne s the theriomor-
phic figure of the masked woman, The Androgyne

by Candida Finkel

touches the shoulder of this replile-goddess. Adding ihe
two figures in ihe third picture to the Man and Woman
archiylypes rasulls in a guarternily, which is a symbol
&l whaoleness. “Whaen the third produsced the fourth i1 a2
once produced unity."d Thess four figures of Haineck-
en's symbolpe the wholeness of human conscicusness,
ihi salf. There ane four madn figeres in “'Space-Time
Metamorphosis I and “Space-Time Metamorphosls (1"
There are four hoads pictured in “invitation to Mela-
morphosis,” The latler canvas b8 in the shaps of a
square, #ymbol of periection,

The wasiness of ihe landscaps in “Space-Tima
Matamorphosis 1" and “1," with thelr massive rock for-
inntions, suggesis the interpretation of the mals and fe-
male 83 archetypes: Earth Father and Molher. Thelr bod-
ies, posed to pmphasize thair sexunl powors, SEem con-
strucied of the sanh Nsslf. They are monuments both
as stong amd &% symbol. This Man and Woman exist on
soveral planes or spaces; they are both on the grosund
and fn the ground, Space has been transformed. The
metamarphosis 3 one of time as wall. Bolh pictures in-
cluede mulliphe views of tho sama ligures, posss which
otcuf al different moments in time but are brought to-
gether in the contemporanesusness of the piclure plane.
Mosecver, ihe Man and Woman as symbals exis! nod

anly in the present but in all time, Thal is inhersnt in
myth,

Hainecken's Woman s the symbal of female power,
bBeih sexual mnd eystical. She |s the Growl Motlkear
archetype, boautiful yet distant, self-contained and god-
like, Sha is, in Faust's words, “the Eternal Femining that
drawd wE onward.” The woman in ancient ms well &8
mademn art bs inward-looking, swarg of her inrinsic sig-
nificance. In her ropresentation as the Snake Goddess
in a sculpiure daled 1500 B.C., she appears as & bux-
am ivery nude with o gold snake wrapped sround each
arm. She reprosents power over the boast of sesuality
through unity with in. The figures in “Invitation to Mola-
morphosia’” also have snakes arcund their limbs. As the
Madonna in Medieval A, Woman is “lovable mathar,
mirror of juslice, seal of wisdom, vessel of honar, mys-
tical rose, tower of ivory and gold (a8 seen i the Snake
Goddess), gate of heaven and moming star'™d She i
aiheresl and contomplative. Baticelll painted woman &3
Venus, touching her breasts and genitmls, existing for
herself rather tham for man, She la born of the sea,
which |3 associaled with birth and female power. The
ather figures in “Birth of Venus™ exist only to help hes
make her woy. Plcasse, in “Young Woman in the Mir-
rar” deplots waman looking into hersell dresn of the
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Robari F. Hodnecken, “Space-Time Metamorphosis 17 Decembay 1975, 437262, coliage

on pholographic Maen.

round womb shapes which have bean hed. piciorisl
gymbaol,

Thia malfiple exposung and collage techniques in
“Saace-Tima Melamorphosis I show woman's sall con-
templation in another way. In one of her représanialions,
ihe Woeman's folded hands are placed on tha breast of
anciher ol har images in a symbal of sall-love. Anothar
pair of figures ane placed so that they fcuch fingars.
Each of the three doubly exposed figures gazes inlo the
face of the woman 1o her el (which i3 hee own face),
forming the classical triangular structuré, Tha central
woman, being the summaton of tha other three, Koks
med &l tham but gut nt the viewar. Tha op figure ks gent-
Iy wasing tha hesd of the right hand figure toward hor
iher own) cratch.® Thase dotalls complete the symbol of
the Woman who knows hersall, amolionally, mtellechual-
Iy and Saxually,

Tha male nwde is unusual subject maller for Rob-
#rl Heingcken, He uvsually pictures the female in her
grotic possibililies, frequently in ordes 1o conirast her
peauly with the harshness of soclal issves. In 80 doing
Heinecken explores another dialectic. in an Interview in
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Afrerimage, he underlined the merging of opposites In
his choice of this erctic subject matter: = feal that the
mast highly developed sensibility | have |5 soxsal, as
coposed 0o intedlechund or emotional” For Heinecken,
the intellectual facullies, siereclyped as masculne, and
the emotional sense, conceived of as feminine, marge
of amergs throsgh soxual sensibility. Erclicism, since
alchemical days, has beon a symbol of ihe Androgyna
and of the most creative characteristics of both man
and woman united through S8x. It is in this sense thal
this meal® artists can sharg in tha créative patential that
ther rode of Mother braditicnally permits.

Tha male nude, then, raithar than being a slock
characier in Heinecken's thaater, stands apar 1o alert
ther viewer that a new and broader world concept is be-
ing explored in ihe three acts of the “Melamorphosis”
play. This poriraynl of Man is snuseal (0 the history af
art &s wall. Man has bradiionally been represanbed as
the herolc and stern modedl who commissioned the por-
trait or as the pitlable and sulering Christ figure. Mi-
chaolangedo’'s Adam in the Sistine Chapel, howover,
may ba the father of Heinecken's Man as he is the Bib-

Robari F, MHelnecken, Space-Time Metamarphasiz N.” Japuvary 1676, 42%x62", phato-
graphic Mman coilage.

lical fathar of us all, A nude reclining figure, Adam
clings to the sarth fram which he was molded as tha
“Space=Time Motamorphosis I man cleaves 1o his
rock. In tha lal hand figure in Heirecken's composi-
fign, Man and reck are perlectly united, by means af
doublp-paposwre, into the Earth Father. In Michaslange-
lo's fresco. Evo poers oul at her mate from behind
God's back. 1he anlma who was o3 mech a part of Ad-
am's body as she was of his apint.

Hednecken's Adam = an archetype of the Male with
his anima. He halds his genitals foward 1he viewer, In
twig of his representalions b has beo penises—the Sax-
ual figure par erxcelfence. His Samionoesgue curls and
masculing bild emphasize his ideal gualities, Ha, like
the ‘Woman, is unemiling. face full of nmer poise. He
tosches his breasts and gonitals, like Baoticelli's Venus,
The head of the muliply exposed figure s botwean the
legs of ihe only figure who dops not look at tha camara
Bigd theusts his haad back in & goature of soxual SCELEEY.
We sea an image of sell-love.

In the syEygy principle, o male eloment |8 afways
paired with a lemale one, 83 in ihe Mother-Falher palr



sliuded to oarlier. The lemale aspect is the anima, the
Ele force. She is the antithetical archetype which rep-
resents both man's deapest reality and the source of
liysion and paradox. Hednecken's male has female
characiaristics which symbolize the ity of anima and
animus (the male archatype i women)—Lthe primordial
bisexual being, The andregyne theme is suggesied in
"Space-Tima Molamaorphosis 11 by the brassiores drawn
on (hrsk of the male's breasts, The figure in the boltem
center has a wagina drawn onto his testicles bobwaen
his encircling fingers, which repeal that femala shape,
Thae cne lorm seén in profile has an ambiguous identi-
iy; il is tha hermaphrodite.

On cne of ithe man's bodies, Heinecken has drawn
an arect panis, symbodizing the possibility of Man's Tus-
ing o Waoman by the act of sexual inbercourse. That act
represonts the synthasis of Male and Female. According
fo tha myth in Plate's Symposium, Zeus gave humans
ik capacily for sexual procreation bo compensale for
i misery he caused the Androgyne by splitling it nfo
two beings of cpposilte sexuality. The drawing of the
croct penis gver the photographed image amphasizes
the artisl’s role in this ac1 of fusion. The Female and
the Male are nol pholographed in the act of intercoursa,
Thay aro worlds aparl, existing on beg Separals can-
vases, By their juxiaposition and mythéc portrayal, Hein-
ccken has implied thelr union. And their synibesis oc-
curs In tha fhird world, that of “Invitation 1o Metamor-
phosis,”

I ihis third plcture, the beauty of ihe woman's
face, which |s a drewn mask, and the sexuality of the
man's panis are uniled in one body, According to Jung,

Whan the animus and the anima moel, Ibe animus
draws his sword of powaer and the aaima sjecrs hor
paison of Mugion and seduction. The owlcame neoed
Aol always be pegative, sioce the fwo are egualy
likgly fo fal in fowe.T

Tha “sword of power” Is & metaphor for man’s phallus.
“Hlusion and seducilon™ are represented by the false
mask which appears to change the man's identity of
ihat of & waman. The confict between the sexes, be-
tweah thesis and antithesis, Is sublimaied both by the
sax act and by ithe unépn of the Sexes in ona body.
Once wnilied, ne seduction or illusion ar sword of pee-
of are necessary. The Androgyne fertlized itead,

The wnderlying viclence batween Man snd Woman
which Jung suggesis is represented in “Invitation to
Motamorphosis” by the replile imagery drawn Through-
ot e piclure. The man's hand ends in & clow, the
woman's in & snake's heod, The snake in alchemy was
ihe emblem for the androgymous Mercurius, the magi-
clan who represenied the synihesis of the spiritual and
ke corposgal. This snake-makden, known s Edem. had

a dual nature, “teg-minded, bwo-bodied."® Marcurius'
magic wand wis encirched by teo snakes, the caducaus.
The symbod is seén both in the snoke circling the leg
in the boltom befl square of "insiiation o Melamorpho-
sis” and in tha earlier mantioned ivory sculplure with
golden snakes around the anms.

In addition to the snake imagery, the sexually se-
ductive femabe in “Invitation b0 Melamorphosia™ wears
a replile’s mask which recalls ihe fairytale of tha frog
prince, That ihefiomerphic figure was doomed wniil @
princess let him kiss hor and Ba by har side in bad—a
suphemism for that sox aci which restores unity. The
beast and lowa are antipodes which are synithesized in
many mythic figures. The magical beast woman, whom
Jung redesred io as the “nlde,” is a Girce who both in-
fatuates men and seeks io destroy them. Today the nixe
has become the erolic fantasy. Because ihis female
arohatypd wanis infense life, she desires balh good and
awil, unbounded by conveniional morality. The combéin-
aticn of fear and lusi thal Woman inspires may axplain
Iy cdesire of male artists fo picthure har merged wilh
man. Her power Is then contained and channeled. So
lempared, the anima becomes the ideal symbgl of the
soul,

Tha techrical composition of “Invitation to Meta-
merphosis’’ uses transformation 1o change space. lime
and identity. In Junkgian lerms. we see “formaticn, frans-
formation/the Mind's eternal recroation.”? Twe fech-
niques of the square composition differ Trom that of the
oiher two: 1) the seclioning of ihe work into sixtesn
stilched-togeiher sguares (each a quaremity), and 3
thix hand-calaring in opposing shades of red-pink-crangs
and bluee-green-violet. The compositicnal dotails com-
bine to proseni the syrygies: good versus owil, human
varsus animal, male versus lemale. The pioture ia ar-
ranged to conlrast light to dark, above o below, whils
1o black, and red to bles, Red is the color af ihe body
and blopd, blea the color of the spirit. Vialet is thale
synthesia,

Tha fragmentaficn by sectioning which Heinecken
employs in “Invitation 1o Metamorphosis™ is found In
ancient artifacis, Levi-Sirauss has noted the use of threo
technigues which illustrate the metamorphic act of pic-
lure making: 1) split representation, 2) distocaion of
details arbitrarily isclated from the whole, and 3) illogi-
cal trangformation of deisils inlo new elements '@ Spilp
raprageniation describes the drowing of figures sither
&piil in two with the profiles joined at the middle, of a
front view of the head with fwe profiles of the body, The
cantral figures in “lnvitation to Metamorphosis” appenr
3 ba jeined 8o that we al first see o two-headed crea-
ture—aone androgynous face and one thercmorphic face.
Wa see two presenialions of ihe woman's torso and a
third of a seciion of that torso, The appearance of these
bady parts in different squares throughoul the cCaRvAS

illusirates the principle of dislocatiion of details as well.
Heads, Embs and bodies are separated from the figure
and illogically tranaformed into new elements, By con-
functicn, thal is, by placing panels nexi io each ofher,
a knae becomes a head, an arm becomes a leg and a
leg mn arm. One hand is transformed info a claw and
anplher nte & enake. This transformation is ancihar bavel
of metamorphosis. All these technical details are aspects
of suddan, mystical, or mysierious change, about irans-
mogritication. The body becomes rock, animal or mythic
#ymbal. The logical and IBogical are cpposad in the pic-
lure, and this opposition leads to a less rational but
richer truth—the synthesis. This is the logle of art,
whare & hand which ends In a claw represenis the larg-
&r concept of apgressicn in human contact.

Significantly, howeves, the ithres photographic
pleces are nol primarily abou! aggression, They are
abaul the harmonizing of sexual aggreasion ihrough di-
versilty to unlty. Mot only the synihesizing of Man and
Waoman, buf akea the unifying of the divisive spirit with-
in sach human. The male must make peace with his
anima and the female with her animus. Each of us is n
mataphorical Androgyne, with intallectual and Infulthve
sanalbilities joined 1o produce sensual and artislic cons-
cioussnass. Perhaps in this work aboul melamorphosis,
Roberi Heinecken is showing the scurce of his creativi-
ty. Im recognizing the female within himsed, he Is able
1o give birth 1o the mythic Male and Female and 1o the

Androgyna.
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A Photo-Offset Portfolio

INTRODUCTION

by Stephen L. Berens

The lollowing perifolic consisis of eight original
photp-affset lithographic pints by sight artists who are
concerned with forwarding the medium o photg-oifset
lithography &8 one with aesthetic potential.

Each arlis? provided the separation negatives from
which the plales were made snd the images printed con-
{orming 1o the limitations of the process color inks

The images becoma, through warious fooms of al-
teraticn and inlerprelations, responsas 1o events 1hai
would slharwise appear natural.

Often one distinction of uniguendss has been tho
limitation in number of examples existani; an absurd
cancemn when one is presanied wilth the capabilities of
oifsat lithagraphy. The medium presenia an opporiunity
for Incalculably rich axploration as exempdified by Jo-
geph Ruther's screenbess continous-tone painting and
Todd Walker's assigned value separations.

Artigts, by utilizing pholo-oMset lithography, gener-
ate @ condition thal puls comemporary pfind marketing
alfara 1o capaiaiize on original work In Serious Quées-
tion. By providing n larger audience ihe opporfunity o
scquire what is in essenco an oaginal work of art the
artist pddresses himaall 1o the ullimate challenge of the
dissemination of information and the sxchange of idaas.

Photographs are not truthful representations of nal-
ural ovents but ralher & trained individual's respenss 1o
ihees avenis, It ks my inberesi by use of pholography 1o
sifl through tha competition of random avents thal quan-
tify reality and arrive 8t an Individualistic perception of
that reality.

Each of the invited arjisis was asked for & pers-
pnal siatemant on his relationship to pholo-pfisel. The
statements réceived are prinied below.

In respect o my image, | am exploring my concenn
with ihe abillty to alter the viewsr's perceplion of pho-
tographic information. By introducing imaginary wisual
polgntials | create charged rondings of whal would oih-
orwisa be casual informalion,

STATEMENTS

by Conrad Gleeber

In an effort fo reach a wider apdience wilh thesr
waork, artists frem diigrent media began exploring the
possibilities of offset iechnology. The low cost mulliple
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characier of the offset prinling process provided an ac-
copsable link babween the arlisl ard the public.

| have been working in oflsst printing about six
yoars. My invelvemen? bagan with a siraight loreard [dea
ol publishing portiolios and books of photographs, and
avelved inbe using the medivm as an open protess. The
imags | made for Exposure is of my recent sculptured
book enlitled CHICAGD SKY LINE. Each page im the
pook is cut slightly smaller than the one befare il. 8o
1hat when the pages are siacked iogether they creale &
{hrea-gimensional space oul of & peo-dimensional image.
Sliding the pages reveals ihe skyline. The boak was pub-
lished by Chicago Beoks.

by David Yager
One print what daes 1hat mean?
#f sample, a small {aste, maybe & bate - . .
I'll throewr somss frills in: maybs glitter . . -
Doas (8 it in the onder of things?
represent my work . . .
| laugh, smile and walk away . . .

Giving this image away lor someons @lse 1o prend, &
pressmen who wndersiands ink, paper, but can he
fouch M, or sea it?

The paper liying through, Nashes of inslant Images,
anargy - . -

Wall | leava it b you pressmen, enjoy yoursell, feel fres
to make youwr choice . . . if i leals good It's right

The image s only “ond’™ but it balongs . . .

by Scott Hyde

The pictura Smvlax was made with a 3&mm caméera
an frl=x fMm. Three exposwres wedé made through the
tri-chrame liMers: red 25 green #5358, and Dlue T47E.
The odiginal negalives ware enlarged onlo 4x5 ik Blm
for a set af film posilives. Thesa in turn were enlarged
gaba lith fim for the final negatives. |11 is ihese nega-
livos which wars sent 1o Exposure whére (he prinber
prints them direcily omto lthographic plates which will
go on tho press to be panted. The red fider imags
prinis in process blee (cyan): the grean filer imago
prinds process red (magenta); and the blee filter image
in process yellow. The cameras was hand-hald which in-
troduces some accidental mis-registraticn botwoen lhe

images, but also a deliberate sitempt was made to move
the camara Inferally aboul an inch beiwedn exposures
o introduce & slight slerco efect

i regard a picture made n this way as kind of or-
iginal print becawss il is not & "reproduction” of 4 prev-
isusly exisling color pictire made in soma other madi-
urn. Whenever a plcture of mine is published, | request
mbout 100 printers prools from the publisher and o |
congidar the printing e be successiul, | will sign thess
printe and sell and exhibit them. Usually ihere are things
aboul a given printing that might have been better, bul
while | tend to be perlectionistic abawl sleps In the
process which | handle, when my predigals retwm from
the hard world | tend to be lenbant aboul their faults. H
i roally don't accept the way the picture looks, I do nol
use It, but will atbempt io oblain anoihes printing of that
piclure, soma day. Whenaver an acceptable printing has
besn cbipined, | do nol pérmit thal piclure o be pub-
lished again. Such a pécture then i3 In & lorge, umhurm-
pared, but Emiled editicn. | don't permil péciures to be
repiablished as a way 1o bring new work inlo peint, and
avaid “ovamexposure” of any cne poiure.

| am fond of oMsel lithography a8 a medium for
soveral reasons, buf the main reason is conceplual: |
like the way it can generals lange numbars of péctures
al bow cosl. Of coursa |1 |3 oupensive to get the plotunes
ahie (he poess, bul once rolling, the per-print cost draps
very low. This roality permits me io make piclures wilh
bright, clear calar; high acutance; and good permanénos
{assuming good inks and paper are used]). Bf bow cosl
to the collecior, This is not necessarily a GOOD THING
in all regards. The “Art Establishment”—that wague in-
angle of dealers, colleciors, and museums—is largely
predicaied on the concepl of the “unigue art object”.
in ihis sysiem a high value is placed on rarity of a
parlicular object. Mpny dealers and serious collectofs
quistion the valus of ihis kind of print. | den'd really
mind thal oo much Bacauss (1 simply meane that any-
ané who scguires such a prinl must do 5o Dasause
thoy ke il 8% & piclurs sinte it has relatively litte val-
U@ AS @n “"art objecl”. Some changes are occuring; for
instanes, wa soe ihe sdvenl of posier galleries. My
doaler, Leg Wilkif, has always encouraged me and ac-
cepied ihis kind of prini. It seems bo me that my best
audisnce, n terms of print sales has been students,
wha appreciate the low prices and are not o inferested
in pictures as speculative investment. The ofher audi-
ence lor 1his kind of work is libraries and mMusewms.

| hawe no invesiment in salling the wse of oflae
lithography &8 & modivem for arists. There are a lat of
things that it doesn’l do well. The dislinguishing mbiri-
buie of photography compared be older prind media i3
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the seemingly continuous gradation of tone in the image.
Te reproguce & pholograph photo-mechanically, as In
alfaal, compromises this inlereating Tealura of tha me-
divm. The impositiocn ol & hall-lond schaeén on & phabo-
graph wsually alters it considerably. It is difficult and ex-
pensiva to approach lecsimile repreduction of phote-
nraphi in edlhes Black and white or color with & prlnt-
ing press. The whole area of fine reproducticn af lonal
gradations in offset lithography does not interest! me in
my cen work. In dact | sort of remove ihe “guality”
from my |l'|'lﬂﬂ bedare the prinber can. By delivaring to
the prinber an image that | am protty suré the process
can handig, | avold disappeintmani usually.

On tha gquastion of doing one’s own presswark; it
i% a lairly spacialized crall. 1 would fake aomss LM 6o
eguing skill, and it ks not the kind of thing ona could
do occasbopnally, 11 ks the kind of craff that cne must do
B &N Gh-going way. Thend are & 1ol of varigbles in press-
woark, and just as it will crank oul piclurés al a high
rabe, A press can also wasie paper at & high rabe when
avaryihing is mot just right, The original cost of n press,
and cosl of maintainencs when it breaks also musi ba
considered. On the other hand, there ang now & Aumbed
ol artists working with presses to prodwce their own
wark. A numbar of art schools, and collage art dopart-
ments ang aquiring offsel equipmont Tor tha production
ol original ar wark.

by Robert Couzzi

Photographic offset lidhography is nol an inflexible
DrGLEER,

by Virgil Mirano
THINK OF A FORM THAT HAS THE COLOR OF FLESH
GIVE IT THE FACE OF SOME OME ¥OU KENOW
ADD A BODY
LET IT FLOAT IN THE MOIST AIR
THINK OF THE COLOR OF THE AIR AS YOU LOOK AT
THE BARE FLESH
LOOK AT THE FEET

TRY THEM OM ., . . THE TOES ARE EYES . . . THE
SOLES, LIPS

FOLLOW THE RIVER OF BUOYANT AIR AS IT FLOWS
INTO THE SWAMP

WiTH THE LIPS OF YOUR FEET . . .
QOZE
DELIGHT IN ITS WARM COMFORT

TOUCH THE BODY OF THE ALLHGATOR WITH THE
TOES THAT ARE EYES

TRAVEL THROWGH
TO ANOTHER TIME
WHERE THE PLANTS ARE HOT

TASTE THE

by Todd Walker

Often, o book may be expected 1o contain words.
Ta fultill this obligation, | have selecied, from the work
aof FRoberl Burlon, & passage, firsd printed in 1652, Ha,
in turn, used these words, of Democritus Trom 370 B.C,
o speak of his world. From recent newspapers, shorter
Aolalions have been included. Thess words arg not cap-
tigns. Tha phumgruhl are nol illustrations. Howevar,
ploasa foel free 1o try to connect those any way you can
possibly imaging.

Bairng 4 photographer of long standing persusican,
who lost interést in tha inang Etarary, commarcial uses
for which | was making piciures. | boegan to finally make
my own pholographs and aboul that sama fime, Bcgquired
a 1250 oMsat duplicalor. For ma, theso ahane & symbialic
relationship. The colar in these black and while pholo-
graphs is synthesized by a seres of pholo-machanical
masks. (Irom the Allerwerd, For Nothing Chamges, & self
published work)

by Joe Ruther

Thay say that the crigenal pholo-ofsetl hhographic
print will néver ba a Tully accepted art madiem Bacausa:
it is a cold impersonal thing produced by a machine:
ihe cosi of equipment and housing said items are pro-
hilitive, ol i8 &0 inllexible madium, screenless conbng-
aus-lone altset prinling i® impractical; it is and can nev-
er bo mosg than a cralt; the production of a thousand
ar mare of (o Sama image somghow makes it less than
art; nobody knows whal 1o do with am adition of a
Ihcusand or mare of the Same IMage; nol enowgh o
ple ang doing il; too much time and expérience is nec-
oasary 1o acquing the skills Tor woark in this medium;
and anyhow, axperimeanialion wilth & new medium is the
equivalen! of death canbamwisa,

Egad, what uiterly inane babbling. Babbling done
for ik mast parl by babbbers, 11 seems, whose molhers
ware frightened by an Edison cylinder phonograph. The
fright af the wind-up ihingie which gol sluck in a groove
and reused fo complede a cortain bar of music, scaring
iha pants off mama, manifesis itsell today in mama's
progony who babble incessantly about old ways baing
thir besl ways. Babbla, babble, babble.

You wania know what the real trouble 5?7 You
whania knpw e honesi-to-god tridh why poople search
for Mimsy opposition 1o the photo-clfsel Fhographic
print. Weall, I'm gonna put it to you Siraight, bBubbi:
iheyre scared

Just s ihe painiers dropped fhalr lower jaws and
became willessly slupid when phobography came along,
présenl day artisls wl!ll'kil'lﬂ in glhed mediums sea Ihi
pholoc-olfset print as compelition. And 1hey kRow il's
aasmar o sell fve thousand prints al a deme a 1Rrow
1ham it ks 1o sell & canvas for the slunning sum of fify
amackors, HesullT Total schizcwille . . . and immadiato
rejection of that which Frightens.

Bul remember, dear iriend—pholography  didn
knock olfl pasnting. Or anything alss for that matter. In-
stead, it becama something which enriched 1he Hves of
many—nol Just in tha slack of dinero, bt i oa haight-
engd sones of eslhalic awarsness, aven for the clod on
b curb who thirsled for cullure and couldn't aford an
arm, two logs, one oye, and his reproductive organs in
axchange for somathing he could admire,

Hewaver, there's more te this fear on the part of
ihe eslablished arists than simple economecs of pres-
tige—ihe alarm permealés heir beings in olher ways.
Picture, H' you will, 1he painter, or the arlist working in
charcoal or walercalors, or tha one who atches a zinc
plabe, or even the individual who Sl wood info recog-
nizable symbols representing known nbaliies. Ficture, if
ywou will, all these arisis who approach their medium oF
discipling (if you pealar) slowly, soberly, and contom-
pintively, taking their time, cogitating. ruenimating.’ amd
Just plain thinking aboul the world, themselves, and ne-
laticnahipa within ke whole mess.

Gaot a picture of these characlers/a litte slow,
caraful, and guite conservative? Alive yel moribuand;
stepped in tradition? Now, phcture those same artisis as
theey realize that light haule buggy along at 186,000 mps.
Plciure thom working with maberiasle which in & finstant
[a femth of an insiant] do the thing of SGrew up com-
plotely. Lastly, picture thess artisis in iotal head-on cof-
fronintion with a snasfing, grinding, bumping, blowing.
whining, clacking, sucking, thumping, squishing. harsty
and hungry comglomeration of metal and othar sl
which Is syncopaied 1o the beat of 7,000 revolulions per
howr, and furthermare, @als in ahonl ofder thair year's
supply of 100% rag papsr.

When you gl @ good look at Ehis piclune in your
mind and realize what's gonna happen, you should not
be perploned or amazed when your mend's aye S0eS
raving, idiotical, eye-bugging, palpitating shrode of hi-
manity, formesly knawn as artists, as they pitifully o
your prasence and scream hidegusly. For tha firsl ex-
perience wiih the offssl press acares the lving daylighis
gut of them. Their feeling of being in command of the
medium is breathigssly wrenched away, leaving af ihe
end ol the run only the reliel one has at Bnding himsel
il alive after baing picked up by & lormade and mirac-
ulousty deposiied sale and scund following & harrcwing
flight in the clowds, all undarsianding deparied.

Can the established an world continua to exhibai
unnalural aftitudes toward tha pholo-ofiset lithographic
peint, yielding bto ihe fear of the unkmown? Can artisis
established in olher disciplings, or mediums (if you pre-
fer), thaart the earesh of techaclogy? Wil the phobo-
afisel print prove the demise of the siikscreen® Wil
those ol the fearsome fright and awlul anger crush pho-
to-afeed Eihographic prinls wnder the dreadnauvght of
tradition?

Wisit us filty years hence and discover ihal the pho-
fo-afisef prinimakars came o stay.
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Why

Photography

Now?

by Peter C. Bunnell

In recenl monlths ome has been able bto recognize a
fense anxiety in many of the pesple in the phoicgraphy
communily having to do with whoethar he considerabla
interest in asrious, expresslwe pholography, fell by &
large segment of the sducabed public, will Inst. 1s it a
fad akin io those which may be consistenly found In
popular cubure, or is this Interest reflective of soma-
ihing more meaningful? Has il coma too late? Is the
mediem poguiring an cwerly sale hisgtorical poerspeclive
and s 1his inberost, or more accuwrabely this accepiance
of It as an arl. ke signal of the medium's own aca-
damiciam and ewenival demisa?

This imnbares! in photography may ba Sesn 0o Ba re-
fectiva of the fsct thal people are deeply interested in
scionca, Today thay have turmed 1o it in increasing num-
Bars, nol anly Tor pragmatic solutions to physical prob-
loms, but alss Tor & cenasn apiritualism. The church un-
darsiands this and it is justifiably concemed. n this
conbaxt phatagraphy, which at s most fundamental root
Is a scisnlific medium over which the arlist exercises
control, I3 seen by many to be ihe B form of tha mod-
arf 8fa. | am convinced that becausa of 18 undorsinng-
able practicality and is austere, machine-mads appear-
snce photography is being apprecinied loday as a B =
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tive manlfestation of modern sclentific endasves. The
roalism of the image is alse an lssue of conseguence.
in that this progressive sort of reslist art s seen bo be
akin o scientific cbsarvation. Information gathering of
ewiry sorl 8 the norm feday and pholography i & part
ol this apparatus of combemporary information sysbams,
Ewen pccepiing it as an an has becoma assuredly with-
oul danger,

Man's rale in the mandpulation of SCience is Decom-
ing wndersiopd. Fhotography was nover a iheoretical
scignce, but rather a practical technology. Thae aarliest
19th cenbury argument that photography was a Kind of
miraculous, sell-oparating art was replaced by the un-
darstanding that man had always been thae manipulaior
of tho process and this is now taken Por granbed, Mone-
owar, im recent yoars photographers have been séen 1o
bo not 20 much arisans of & manipulated craft as they
ang now sdmined a8 social ahd esthaiEc commaniaiors
refying heavily on their powers of seleclion and signili-
cani presentation. Afler years of frial and error in mak-
ing imageas and promoting fhem, the public has now
come 1o recognize ihal the photographers who have
done this are edecaled, intelleciual and emolional be-
ings whosa values are o be respecied and whose en-
deavors in the arts are akin 1o those who chose writing,
painting, or musical composition all during thess sama
yaars, That s o say, iha axprossive content in pholo-
raphs has a1 lasl bodn parcainad,

To seleci a subject for a phoiograph is an act of
responsibllity. Taking possession of & subject by pholo-
graphing i1 immediaiely establishes an idandity for the
pholographer. The public has ascertained thess chotces
and we wunderstand their stylization and their validity,
and wa have lamed from them. Seeing photographs fre-
quently, a3 che canned halp bul do now in musoums,
commercial galleries, at the uvniversities, and in the
prass, has croated a fundamental revision of habils in
thinking and fesling about the medium. Likewise, the
frantic mnd transitory natene of the wides imags, most
commonly seen as telovision, has increased inleresd in
the atill pholograph, including the fostering of a nos-
taigia for old jowmalistic and documaniary Images, some
ol which were once the mainstay of the printed media,
We can withess ewanis live on telavision, but curicusly
it is not possibde 1o relecl on these images. Such re-
flection is an aspect of owr hislorical sense and Nkeaise,
may be soan 1o be fundamental 1o the documentary phi-
tographic eathetic,

& sense of history s a very large issue ioday. In-
teraal in ocur past i3 8t am all time high and ke past
which seems maost vital and within reach is that which
spans tha pholographic age, roughly since the mid-18th
century. Hislorical and perscnality photographs are most
in demand and apparenlly most deeply appreciated nod
only by colleclors of the medium bul by those persons
intereatad In tha plclure as an arifact rom & proecspus
lost tifme, The Fact that all pholographs exisi in the pasi

must mewer be forgoiten, and that the preciss moment
the picture is made is the decisive conclusion of the im-
madinie preseni, The che thing a pholograph cannol
do is record tha past—real of imagined, The mediem
operates sobaly in ke present and i3 prodect inslantly
becomes the past in and of Hsell. This places the pho-
tographar a1 & unique position from which to project his
commentary, bul It Is also ome which demands revolu-
fionary creativity. The power such a senss of image has
gver ong Is immense and, 11 seems to me, is tha Dasis
for 0 much of fhe inleresi in sirasightionward phologra-
phy loday, Contrived or manipulaied imagery, cut of the
mare painterly symihalic tradition, while of nlerest to an
inngr circle in photography, has boss esieam with tha
general public because of ihe cliche of the recogniza-
ble and ihe scigntifically direct.

in the 18th cenbury the sheer abundance of photo-
graphic imagery and the paco at which it was craaled
was immobilizing. |t was samething which could ned be
controlled, snd for the infelleciual communily, ncous-
tomed to works of & more measured and rellectve sort,
phatography was a ihreat 1o the established arder. Quite
apart Trom tha favorable altemison on ihe part of some
arlists and writers In obsercational or realighc ar, the
phoipgraphs, |ike &0 many advances In science and sci-
eniific thinking, undermined ihe prevalliing value strec-
fure. Phatograpghy may be sesn as ihe firsl rus subsk-
fute for expediential reality, The pholograph gave tha
illusion that what was in ihe picture was real and by ex-
pariencing It one could exparience truth iissd. Mot only
that, but the phatographers beliewed that what was truee,
or af least apparenily &6, was also relevant and inbaresi-
ing. Instend of attempling 1o undersiand these inbterpre-
tations mond fully and to either accepl or axpose them,
the inlelleciual communily shied away abogether. Wil
ing mbout pholographs was pretty much left 1o thase
who alsg made the piciures.

Al ihe baginning of this century Alired Steglitz at-
tempbed 1o change 1his, and in some measuna during the
years of his Pholo-Seceasionist organization, he wis
atrikingly successiyl, Mowever, beginning in the “30s
when hé sought o articulate his philcsaphy of photo-
graphic esihetics ihrough his photographs which ha
called "equivalents,” tha workd of self-conschous artis-
lic pholography again closed, Unifortunabaly thes turm 1o
gatheticism had the reverss aflect of essentially lurning
off for sewernl years o greal Aumber of people, includ-
ing perceptive criics. | balleve that even ihough 1his
schoal of phobographic thought continues, [wo 8336n-
tial changes hawe happened o alter the general critical
situation todey, The first is the continucus evolution of
the journalisiic or documentary realistic phelegraph
which, sinca the 308, has been typilled by the work of
Camier-Bresson and Walker Evans respeciively. Thess
priists hawe bean genarously promobed by major mi-
geuma nround 1he warld and the clarity and apparent
directness of fheir vision has libarated many from the




prajudice of & narow elitism lor or againsl the madium,
Thair work, and that by the younger coniemporarias
wha have lallowed them, has caused an encrmous fn-
terest in the medium by crilics and the public allke, A
second occurrgnce, bess precise. is that the Eberatene
of the more eathatic side of the medium has increased
ower the years, especially since World War I, and so
las the roservoir of rch substantive imagery; for in-
stance, that by Minor ¥White, Anron Siskind, and Fred-
erick Sommer. Perceplive critics, sensing a meaninglul
ewolution which was seamingly ctcurring withawl them,
have now Degun fo expross a soriows respect for the
medium in apite of some early hesitancles and, indeed,
even & continued hostility leward the work of the Stieg-
litzian schoal. The imponant point, however, is net the
openion of ihase critics, but the fact thal they have
joined a kind af litarail which always sxisted in the most
Innar circles of the medivm and thus have closed & gap
and Brought pholography info the arena of public con=
cern and opinicn, Commercial dealers were quick io
follow on board when it was discovered thai the public's
interest, once encouraged, exiended to the purchasing
of aclual images, and that this public which was being
50 Impressed did nol necessarnly harbor the reserations
of seme of the critics, but tended to falbow the guidance
of iha historical chroniclers who hod identifed the ma-
jor figures in the devalopmani of the medium regardless
of psihefic or siylistic persussicn. Colleciors mnd cura-
tars @re still langely following the age-old approach 1o
sel-confidence im swch matiers; that is, fo sebeci &c-
quisitions from the kst of hisgiorically ssiablished figures
indaxed in tha most respected of widely read history
paxts. This silualion should not surprise anyone who has
similarly followed 1he risa in ihe postwar print markat

Thess sams isspes and mandesiations which have
nppealed 1o crilics and the publie have atiracied prac-
titionars 1o the fisld, Thera are probably no mofe sori-
sus pholographars working loday than in the past, but
throwgh 1he wvehicle of publication, of gallery and muse-
um exhibition, their molodiely has incroased, There used
to be A trong sense of working in @ precious, yel priv-
ileged vacuum, This situation has now been replaced
with & cartain pride in the medium itsell, perhaps even
2 senso of political avani-gardiam, which is plaasanily
combined with the first cpporiunily o REcHive Some mon-
etary réward for thelr effgris. But in Spite of these posl-
tive manifestations the phabographic community sill har-
bors an apprehension abouwt it all | think this is non-
sonse and thal the slale of the art is only now approach-
ing maturity.

Poter ©. Buaned iz Diregfor of The Art Museum and
McAipin Professor of b History of Photograghy at
Princaton University,

Regrinted  willh porfizsion from  The New Repablic
17718,

"Thoe Sireoi-Design for @ Postor”, Pholographed by Affed Sreqltr
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An Improved Method for Producing 35mm Slides from Photographic Prints

INTRODUCTION

The conversion of pholographéc prints to 3%mm
slides has long bean an irksome problem for phologra-
phers. Whila mogt mathods can provide an acceplable
transcripdion of ke informationnl content of the phato-
graph, some distortion of tonal valugs—in the form of
inGreased conirnsd, albered print color, or bolh=—is usu-
ally unnvoidable, When the assthetic gualities of the or-
iginal print must alsc be conwveyed., whather Tor class-
rgam usa or for inclusion in ke pholographers porifolio,
the two mosi commonly uted methods produce unmcs
ceptable rosulis.

B/'W reversal films, such as Kodak Panatomic-X of
Direct Positive Panchromaltic Film 5246, processed In
the Modak Direct Positive Processing Kit or in other ro-
vorsal chamistries, falsily both the contrast and color of
Ih@ criginal print. Theso films must alse be usar-proc-
assed, reguiring the maintenance ol a sbparale sof of
processing chamicals, ncluding the notoriously unsta-
Ble and oxpensive fogging redeveloper, which must be
mixed immediately before use.

Color reversal camara films, such as Kodachroma 1l
Professional Film, Type A (KPA) offer two advaniages
owel BIW reversal materials. First, they are capabla,
wilhin the limits of thelr dye-sets, of reproducing the
color characieristics of the original print; and second,
laboratory procossing is available, refipvng the wser of
tha nconvenience and inconsistency of home process-
ing. Unipriunataly, ihe conirast gain produced by thess
films i3 a8 objectisnable as thal produced by BAW re-
varsal mabarials. KPA, perhaps the mosi commenly used
color reversal film for copying purposes, has the addi-
flonal disadvaniage of being balanced for llluminaticn
wilh ghori-lived and costly 3400°K pholofiood lamps.
Al any rate it s scheduled fo bo disconlinued in the
mear future.

The unsuitabilly of most revorsal films for critical
copying lies in the facl that they are camera films, de-
signed to produce visually pleasing ofiginal siides. Most
color revarazl camoeda films, for example, arg manufacs
fwred wilh a gamma of approximately 1.8, yielding a
definite increase In conirast over the confrast of the or-
iginnl. An ideal copying material, on the cihor hand,
should have a gamma of 1, producing a cne-lor-ane ne-
lationship bebween the lonal values of the odginal and
those of the slide. The recenl introduction of Modak Ek-
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tachrome Slide Duplicating Film 5071, & Kim claiming
this wery characteristic, prompted the undertaking of
Ihe tedls réeported hore.

MATERIALS AND METHODS

Praliminary comparison tosts wore conducted using
Kodak Panatomic-X Film [FX] processed in the Kodnk
Direct Positive Processing K, Kodak Ektachrome Pros
fessional 80 (Tungsien) Film (EPY) processed in Kodak
Process E-8, and Kodak Ektachrome Slide Duplicating
Film 5071 alaa processed (n Process E-8. EPY is a
slow-speed, A200°K-balanced camera film  inroduced
recently as a roplacamant for KPA,

A teat-gbjecl affay, consisting of & Kodak Gray
Gcale and Kodak Color Contred Palches (1), a Kodak
Meutral Test Card, 18% Refeciance (2), and a Kodak
Image Test Chart (X}, was arranged and (lluminated
wvenly with four Sylvania DWE reflecior flood lamps.
Using a Nikon F2 camera with 55 mm, 1735 Micro=Mik-
kor lens, a stepped esposure seres by Ya-stops was
made on @ach fm. The films wera then processed and
ovalualed by projection, FX was eliminabed at the outset
dince its conirast characieristcs were judged no batier
than these of EPY, and it presented, in addition, prob-
lams of color falsification and difficully in processing.
The best exposurss on boih EPY and 5071 were salect-
od and the reguired fiHer packs for moutral color Bal-
ance delermined with the Kodak Color Prind Viewing
Filtar Kit (d).

EPY required minimal filtration, a CC108 filker ba-
ing sulficient i correct for the slghtly bow coler lemper-
abure (2B00°K) of the lamps. The batch of 8071 used
for ihese bests, howeves, displayed a sirong magenia
calor cast plus some residual cyan, reguiring a filter
pack of CC30G + CCI0R te achiowe neutrality. The
sefies was reshot on each film with the approprinte fil-
ter packs, the flms processed, and the best axposures
salecied and evaluated by projecticn. Color rendition,
niutrality and sharpness were judged good oo both
EPY and 5071,

Following ihesa callbrations, fowr prints selecied
to provide examples of law-key, high-key, and full scale
pholographs ware phofegraphed on each film, These
films wore processed and evaluated by projecticn.

Concurrenily, & sensitomatric best series was con-
ductid. In this sories, each of the ten steps of the Ko-

dak Gray Scale was pholographed bn sequence at 1:1
magnification on each material, Tha Hims were proc-
essed and density readings taken of each step. Thaose
readings were made wilh a Speedmaster T-85C trans-
mission densilometer. Visual density readings ware tak-
on uwsng a Wratten Mo. 106 filer, and tricolor readings
with Wratten filters Mo's. 92 [Red) 93 (Groen), and 54
[Blue). From thesa readings, wisual and iricolor charsg-
teristic curves ware plolted,

RESULTS

Subjeciive evalualion by projection of the slides
made fram prints demonstrated the clear superiority of
5071. The conirast of the slides made on 5071 was a
ciose maich fo the contrasi of the originad primts, and
color maiching was good. & very siight groen colar cast
in the darker midiones was dateciable when the slides
ware viewed by transillumination on a light-box bult
could ngt be observed when the siides were viewad by
projection in a darkened room, The EPY alides, by com-
pafison, exhibited markedly greater conirast, resulting
in blocked shadews and harsh highlights.

Thesd subjective judgemenis were confirmed by
the sensitomeiric tests. Wisual characiedistic curves for
EPY and 5071 are shown superimposed in Figure 1. It
will o sean that the contrast of EPY I3 dgislinctly higher
than that of 2071, The gamma of EPY is approximately
1.5, while tha gamma of 5071 is approximately 1. in ad-
diticn, slight non-linsarity can bo seen in the fos of the
EFY curve, while the 5071 curve is wirlually linear. The
affect of this non-linearity is to compound the Inace
turacy of ione regroduclion in tha highlight areas.

The tricolor characteristic curves for EPY and 5071
aré showh in Figures 2 and 3 respectively, The in-
creased maximum density and contrasi of EPY Is sean
fp Do nftributable chiedly to Encreased contras?! in the
magenta-farming layer. Curves for ihe thres dye layers
in 5071, on tha other hand, are closely matched with
good parallalism. The crossowers which ococour al the
dongity exiremas of the curves ane wisually imparcepti-
ble. The slight green color cast noted above can b
span a3 a dip in the magenta-forming layer curve and
iz probably due to process varlabdlity,

Published image struciure data for EPY and 5071
{5 &) are summarized in Tabla 1. The resclving power
ol ikege two fikms is soen to be identical, while the gran-
ulasity of 8071 ks fimer than that of EPY.




DISCUSSION

The Imtroduction of Ekiachrome Slide Duplicaling
Film 5071 marks 1tha firgl lime a high-guality, casily pro-
chssable duplicating film has been made generally nwvail-
able, Iis predecessgr. Ektachrome Slide Duplicating
Film 5038 (Process E-4) produced slides of distinctly
kigher conlrast, wilh pooreér neutrality and lower re-
solving powar. Additionally, best resulls with this film
wore possible only whan the first developer slep was
ghortenad, Thus il reguined separale balch processing,
which—with its high sensitivity 1o process variability—
mado consisient spead and color balance dilficult bto al-
tain, 5071, on tha othar hamd, 5 nob only an axcallant
aliga duplicating film, but, &% demonsiraied herd, i also
highly suitabla for copying pholographéc prinds and oih-
or fgems of flat arwerk, 11 8 lully compatibla with all
oiher Process E-6 Ektachrome fims, assuring gocd proc-
eii consisiency and eass of processing. Further, while
A038 was available only In bulk rolks, 5071 may ba purs
chased in factory-loaded 135-30 magazines.

H-'lurlﬂ'.lﬂﬂﬂ tolgrances Tor duplicating filma, how-
over, are less atringent im teems both of apead and of
color balanceé than those for camera fima. Our tests,
which were all conducted on omulsicn balch 558, o=
wpalpd an oflective speed of ASA 8 (equivalent] and &
feguired [Mber pack of CCSOG + CC10R, butl other

Takia 1
GRANULARITY AND RESOLVING POWER
DiFuse RS Heaclying Powar
Film it ldfity (Test Dbgact Coairas
Nilua 1680:1)
EPY 11 Cvary Fira) 125 baed/ma (High)
BT i [Exiramaly Fine) 125 Enea/mm [Highl

Figuwra 1, (loft) Comparaive Visual Characharistic Curves,
EFY & S0T1. Figure 2, foemler) Tricolor charscteristic
curves, EPY. Figure J, (Isff) Teicolor charscterstic
curves, S07T.

batches of this sama film may bahawe diffarenily. Tha
prospective user ia advised 1o purchass a substanrlial
quantity of a single emulsion batch and 1o store the
film a1 0°F or lower. The results of &n initial calibration
may ihon bo applied with confidence o (he remainder
o he film in that balch

F'ﬂ'.'lmlﬁ procesging of thes film i3 crucial. Process-
ing may be canfied oul by the wser, by independent lab-
oratories, of by Kodak Processing Laboratories. Qur gu-
poriance with user-processing—which inevitably maans
bakch processing—loads = 0o suggesal 1hat this altorma-
live bd avoided. When -Eibl'l!iMEﬂt',‘ of results is essen-
tinl, bafch processing cannot compars Tevorably with
procaaaing in a hegh-volume, well connallad, conlinu-
aus process. For (he same reascn, wa adviss E.ﬂl'nsl
dealing with consumer photofinishers, whose processs
conirel olerances may be more felaxed ihan is desing-
e, The most consistent results will be obfained by
daaling either with a reputable custom laboratory or with
tha Kodak Processing Laboratories, tha choice being
Iargaly 4 matior of comveniosnca,

Praotographic education has come increasingly to
rely upon phoiomechanical reproduciions and slide cop-
les ol photographs fod classrcom and porbiolio use.
While naithar of thesa derivative lorms can over ba an
exact egquivaleni for the exparience of the ceiginal peing,

thiey can, if they are produced with care and inlalli-
gance, provide closs approximations. IE is hoped that
the procedures oullined In this paper will help make the
lask of producing sEde copies easler for the philogra-
pher and aducabor.
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Book Reviews

LIGHT PLACES

Wallace Wilson

Estrella de Tejas Press

Esiredin do Tejos Press, Box 3888, Siation A, Dalias,
Texas ToI08,

Wallace Wilson, according 1o ihe nfosmation prind-
od on the rear covar of his book, ks a graduate of the
Unlversity of Texas ai Austin and o tho School of the
Art Imstitube, Chicago. This is his fret book; i contains
A7 photographs, an aflersond by James Baker Hall, and
an acknowledgement of assistance and support given
to i author. The pholographs are mostly Sxi-inch har-
izontal rectamglos, rather brilliend duobone prinis on
coated papod; of themsolwos, they évoke Bn ancounber
with contemporary silver prints rather well. The title o
the book nppears on the brown cower, raised by biend
embossing, with the aulhor's nama below, in biack ink.
The raised lowercass botiers of the Hble caich the light
in n way thal echoss ihe involvements and inbeniions
ol the phatographer.

The photographs are arranged, of sequenced, very
caralully. Thay @xisl in these Qroups:

1. on a righthand page,

+ 18 prinis In pairs, on facing pages;

4 1 on & righthend page.

(baa blank pages)

+ 16 prinls in pairs on facing pages, then the Al-
ferword begins. enfolding in words the last pichire.

The arrangement |5 nol prociows, bul i8 very cang-

ful, an architeciural positioning of preciss siaisments
in limear, seguential space.

Tha contenis can be describad thus:

Oae: vary dark shadow of pholographer ab bottom
of very dark landscape, with two trees brought ta
prominence by the lighl

Pairs: nine pairs that are dark/lght, posiibvenega-
tive, round/sguare, sngular/cursive, bulging recesshoe,
desp/Nat (with aame gestali); m pair then with similar
gestall, or shape-meanings, created by different light-
plays (sieam rising from hot spring is like shadow of
tréw on white plaster wall—bul one is whibs, the olbar
dark). Full stop.

Single fmage: a piclorial joke: dark wires (lines]
cross while wires (lines) and all are “clubched” by
dead tred [white shaps agains! dark sky). Soma of 1he
white lings scem o be supported by dead palm irees,
and giara seem 1o be supporied by dead (i.e. emply,
blank) Treeway sign.

Sscond Sed: pairs of dominant/recessive white rec-
tangles; ampty framefframe with objeci: positive, bulgs
ing foems/negalive, open form; dark shadows on white)
while clowd lorms on dark sky; complex curving anchi-
tecture ndvancingfsevens planar architeciura receding;
archilectural shaps hidden bohind wallf anthropamar-
phic architestural delail revealed by shadow on wall;
falien sibvery lube/ersct silvery tube; (rregular stacked
bgxas, white forma in dark fieldfirmegular shadow Bnes
in snow (while Tield)

Taxt: (G000 bobaw).

Latl Phatograph; Silhosatie of a iree and what at
first appoars 1o be ils shadow (of & similar ires in the
fog) which on examination is probably a shadow on &
wall idantitied by windows st esither side of frame. Bl
tha shadow is not relabed bo the ires in significant detail:
& Conundram.

Afterword: James Baker Hall was originally a wril-
¢r, Ha published a novel, then becams inlerested in
pholography and was a close friend of R, E. Meatyard,
associaled with & group of writers, poets and phatogra-
phors in Lexington, Kenucky in the 1960°'s unkil he
mavad, first 1o Boston then to Connecbicul, where he
nas bean ileaching pholography. He conlinees o Da
concerned with the word and picture linkages mplicit
in photographs and 1k avocalive power of certain pha-
lographs. Hall's afterword eguabes the camara 1o an
ancianl oracle, speaking unclearly, often, bul with great
sugQesiive pawes

He acknowledges thal Wilson's piciures ang “aaug-
tore.” and argees that “unibeatnical sconas Decomd
stages presenting the drama of light . . . [#levating)
the fact of light into @& truth.” Wilson's perceplion i3 nod

visceral, bul intalleciual, being the “passion of & mels-
physician of an asironomer” concemned wilh the ques-
tigh “what dpes the workd look like withoul us in 9"
Hall answers ihis with taulology: “The guasiion |s wnan-
swerable: that presence of absence is an embodiment
ol mysiery.” Finally, ha argues that “it is nat the ligh
we 8@e wilh pur eyes thal thess pictures so carefully,
lovingly, embady, buf ihe light thai black &nd whata film
sens throwgh a cedlain lons, through a cedlain papar.
guibe @ diferent thing indeed.”

This last implies that the maleraks of 1ha mepclim
itself are the message, s (with) so much pholegraphy
nowadays”’ But this is pol se. according 10 Hall, and
these pictures lake “the nexi slep and the next: purely
photographic light becomes & metaphor 1or the croa-
tion, a way of understanding tha world.”

Wilsen's pholographs oMer & sarles of metaphors
about the world to the extenl that this is light and that
is dark, yat ihey are withall similar, just as he diction-
ary directs: “Metaphar . . . liesally dencling one kind
of gbject or idea is used in place of ancther by way af
suggesting a Hkeness or analogy betwesn them.” The
photographs ales oxscily fulfill any expectalions raksed
by the fitle. bncidenially, the illle appears inside the
bock, ned In the normal place just ingide the cover, ne-
poatsd again on the first page, bul on the groy end-
pages after ihe lasl of the toxt—almods! a8 & remsndar
ol the photographer's intention, and a nudge to the fead-
of 1o re-geaming ihe book fram ke Beginning.

It is ewideni to me either that James Baker Hall
projectively ideniilies more with these pictures than |
de, of ihat | am wnwilling o project as much as he doas
inta them. They do nod, for me, become & mataphor for
the crealion, & “way of undorstanding the woskl” Thay
do becoma whal ihey are, an elegant set of pholo-
graphs, precisely sequenced, beautifully seen. Thay ful-
fill the game plan into which hay are aleganily fited.
It is my problem, mot thedrs, that | ask maore than ihay
are nble to give. Tha problem is Bke that of watching
pallel on felevision: one masses all ihe perormande
reality, the spiritual energy cresabed by the direct percep-
tioh of 1he aura, interactons of which vitalize spaces
dancers define. On ihe TV screen, the record of the
dgance ks present, litle mare. This is a generic problem
af phatsgraghy in our lime, and is exemplified by Shore,
Baltz, Eggleston, and hero, Wikson. The problem ks the
production of shapes without substance; forms without
spirit, Everyone is clegan just now; ona might call it
ihe period of the masiess of the bead gama, as &0
elogquantly described In Hesse's eschaiological noved,
Magizter Ludi; and ihote |3 no risk of coarsensss, In
pur academic phatograghy, nd “rough beast sluching™
in @ way bo berrity or awaken any drowsy Wewer.

Arpotd Gazgan
Ot Uindvaraify
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EVIDENCE

Mike Mandel & Larry Sultan
Clatworthy Colorvues, 5$12.95

“Thereia ig vamasked a phofagraphy which fs abie
o Fotate @ Ha of canned food fo the wniverse, yel
camipl grasp & gingle one of lhve humas conditions
in wivich thad Mo exists , , .M

—Waltar Banjamin

"Thiz ix nol & complialion of phatograghs thel og-
fing any specific place in time, bul rather & pootic
exploralion upon [Ric) the restrocivring of imagery,
These oficial records are pow melaphors thal de-
el & world of fechnological impositian, fension aad
hwmorous explopipa and above al eeld [sic) a
carefully desigaed fnvitation to pariicipare [sic) in
e clogere of meanimgs.”?

==Mmndef Suitan

Congidaring 1his ill-informed and rather foppish de-
scription (what Witlgensteln meant by “converting con-
coabisd nonsensa infe overt nonsense,’)3, il is perhaps
gratifying that its suthars saw 1t not b0 compound the
wificuliias af their psoudo-cryplic book, Evidence, with
ihgif paeudc-cryplic utterances, On the olher Rand, of
coursae, the primary difficulty with the book arises from
its wnarliculated nature. Though ite neat design and ap-
parent lopicality suggest, perfunciorily at loast, some au-
tonomous Struciure, its prevailing lack of direction wit-
malady prevenis it from having any cognitive effect. Like
a deck of cards io an aborigine, its inevitable meaning
far us is vages, desuliory and slack, The guestion as to
whather Evidince is aclunlly sericeable or merely gra-
tuitous is not made easy by |he aulhors® failure to pro-
vide some insight inlo iheir project. And unlortumalety
thelr redicence, rather than having the “neutral” edfest
iy presumably infended, glees risd to seriows misgive
ings.

The bopk proceeds with a paragraph of acknowl-
fdgements and a lengthy Hst of the “agencies”, “insti-
lutians™ and “corporations™ ariginally responsible far tha
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pholographs. [Curicusly, if nol down-right cryptically,
there are nine more sources than there are phois-
grapha.) This is directly fellowed by the Rby-nine
“lound” images all uncaplioned and wnditled. Finally,
thers is a discursively entertalning But rather slusive and
unheiplully Secratic aflersord by Robert Forth,

Bowring in mind the pas! collaborations of this drodl-
igh dwa, (Biiboard and How o Read Music [n Dae Eve-
aingl one wishes the book were gratulious. One wishes,
more grafuitous. One wishes, more spacifically, that the
unanticipated austerity of this project be suddenly re-
vedled, like a shapgy-deg story, for s trua mature: not
Bificus but camp, nal austere but simply deadpan. That,
a1 least, would constitvle a more animated reading than
the oifvarress o vapidly alluded 1o in the phrase e
phatographs are now metaphars” where phatography be-
comes sophisiically comfused [once again) with soma
vagus and myslilying notlon of “metaphar” and the “po-
alic”. If the authors undersiood postics and melaphos
&l abl, thoy would wndersiand that pholographs are pho-
fographs and that these pholographs in particular, de-
spite the suthors’ lofty claims for them, still belong, to
tha pholographers who took them, and implicitly bear
thedr inaxorable criginal meaning.

Mharagarding this irksome concell, wa could, | sup-
pase. by a magnanimous leap of laiih, salvage from thedr
atlempted rationnbe, “‘This is . . . metaphor . . . tech-
nological Imposition.” and construct the position that
Evigerce i3 a reflection upon tha isclation af contem-
porary man in the face of ithe incomprahansibilities
forced on him by & technological society, This ssems,
mong o laas, 1o be the kind of sweesping Inlerpratation
the aulhors hoped for alhough their means to this im-
modest end seam preclusively modest.

Prosumably, the book is intended o ba all things 1o
all man. But the author's apparent hypothesis ihal if's
unepecified characior would resull in a kind of assthetic
universality again refects thair lack of mathod, For whils
the Book may have many interpretations, no ome inler-
predation s wery convincing.

In prasaniing thess manifestly wiilitarien piciures
in this pssuda-cryptic manner and by ignoring thelr ac-
tual mundane purpose, the auihar's gensrate a false
aura of gutrnordinariness. (Just as ceriain highly profi-
able “dacumantary™ films like Mooado Cene of ihe early
sixtigs, achieved a comparably exaggeraied efect by
aliminating sound and narration in the most disturbing
scenes. Psychologically, this intensified the Sim's vigual
“naked Irulh” and subliminally encoursged the audiance
to regard tha film in bemused and stupedied spoech-
lessness.) By kepping thess images from thalr original
and Intended meanings—meanings, not  incidentally,
maasurably more indormative than the cnes hare—ihe
authors present us with éven less than we might have
had to bagin wilh. And by doing so. thay alss fail 1o
criabe, &8 ihey might hawe, an inbellgenl new synihesis.
in generaling a host ol illusions, fantasies and fictions

aboutl thess piclures, Mandel and Sultan mysiity and ro-
manticize what are in reality dry, prosalc facts. |t is this
attitude ihat Karl Marx criticlzed as a “continuation of
the frivolous” by those whose anl is “deprived of any
engrogsing conteni ., . . whose reactions are all auio-
matic . . . who knows bul a cold devolion %o epochs
and styles . . . and whose work s but & world of syl
iclsms, paraphrases and clevarnass.™

It is alarmingly evidont thal thess piclures, claarly
chosen for their "rotinal” qualities, have about them an
“avani-garde” tendentiousness thal s anything but co-
incldontal. Disregarding the sdvaniages implicit b $e-
fecting such palemily relforentlal images. cur response
io 30 many of them i3, nevertheless, so grossly precon-
ditioned by coniemperary photography Ehat thay witi=
maledy losler doubts concerning their validity In this
context. Given, for example, the inordinatle number ol
images in which the frame’s edge decnplinies. truncates
and sewers human figures, it's Impessible o Keep from
conjuring up similar images by Winogrand, Frigdiznder,
Mark Cohen, Sandy Hume to name only a few. Topather
wilh the authors” panchant for Cummingesque axposi-
tions, Arbusian morbidilies, Schasierian surrealitips,
Erimsian axhibitionisms and an overall funkdnoss, the
book bocomes a voriiable handbook of comemporary
shibbaleth. Zurely being & gowvernmeni photographor
was newar this siylizh.

Liks wabching the Japanese play baseball, the sdgy
sonse of complacency we feel behind the aulhors' and
Gur recognizing in these photographs what the phosog-
raphers themealves could ned, ks not in Mself without
paralial.

In his essay entitled The Make Vieion, Hans Hess
wriies;

The breakdown in the aesthetics of the wost
fhir redads to the infusace of Alrican arf) made
ihe soceplance o the naive painfer possibie
and it was nol an accident thal they were dis.
coverad by the sophisticated aqhisis in search
of tha primitive. Whai was happening was ihe
discovery of the primitive in one’s own back-
yard. AN i Naive paintars—using the torm
fmalvi ralber than the more frequantly used bl
misieading ferm, “primitive”—HRousseay, Bom-
bois, Seraphing ail paintod for the wrong rea-
sons amd word discovered for ihe righi ones.
That, of cowse, iz an wakind slalement ang
can only be wadivslosd within the class sfruc-
ture of our soocisly and s arl. AN fthe Najve
pEters wore working clase or pefly bourgools
mnd waeducaled. They painded the way they did
bocavse ihey kfew no bofter and i was [heir
benlers who declded they ware oa lo somo-
Thing on to which the paiarers thomselvos wore
Aol , . . The discovery of the Nelve was & sorf
of slumming of the sophisficaled.



Hess goss on bo polnt out that the “joke”, as he calls
it, uitimataly fall o the “sophisbicaled” who remalned
igrorant of the rich symbolism and complex logle of
thesa paintings. aspects which wera manilesily mare
imporiand 1o the arists tham the fpemal gualities for
which they wera mistakenly appreciated,

in tha sams way that Hess discusses “working class
painiers”, tha sclenilsts and techniclans behind the im-
ages in Evidence can bo considered working class pho-
iegraphers, Where Maive paintings had been taken from
ke farm o the gallery, the phofographs here hawve lrav-
elted from ihe offce to the art book. And just &8 Nalve
paintings wera misrepresented by ihose seoking aiyle
and nowolty, so thess pholographs are misrepresenbod
here. Despite whai the auvihors may mean by thedr
strained “glosure of meanings', their isolation of fha
gimpla (Nestration from (s idealic source, is conéeg-
tually boges. In emphasizing each piclures’ formal mor-
phology &t ihe tedal expansa of 1's mone salient moan-
ing. the authors demonsiraie their mésunderstanding ol
of the wery form of art they ssem 1o strive to emulate.

An image in Evidence describes the figure of a man
standing parpendicular to the camera. The lrama denbes
him his upper body amd his feet: superfuous inlforma-
tign, Indeed, he is for the most part, the panis ha wears,
A1 1he exirema rght of the picture behind the backdrog
pgainst which the man poses, there appoesrs to be o
atack of boxes, Though enly A sliver of a view B pro-
wided, wa Can rgad:

BREAK-

PAN
SIZE
3

which by inference informs us that the man ks medeling
somathing called Break-mway Panis, a salely product
1 Bisspect, designed fof those who face daily the hazards
of industrial machinery. As an idea mnd a realization,
ihe inventiveness and value of Break-away Panis s many
timnes more significant 1han what Mike and Larry Sailtan
have made of its plcture.

Heari Man Barendse
Urivarsity of New Mexico, Albuguargue
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Positions Available

OHIO STATE UNIVERSITY—Chainparsen, Depariment of
Phatography and Cinema, Rank and Salary open, 19 ad-
minisirnte both academic snd producticn aress of the
program with 25 faculty and 3000 students, dettarale
administralion axperience preferred, four yoar term sub-
[wct 1o first year review. Send nominations and applica-
tigns with resumes fo: Johmathan Green, Chairman for
Saarch Committes, Depl. of Phelography and Cinema,
Maskett Hall, 156 Was1 19th Ave., Columbus, Ohlo 43210,

SOUTHERN ILLINGIS UMIVERSITY—History of Pholog-
raphy, Assl, of Asso, Prol, salary open. Bagins B/15/T8,
Fh.D. or equivalent. Submil resume, 3 recent references
and samplos of scholarly writing by 271/78 to Chairman,
Department of Cinema and Photography, Carbondale,
IL B2901.

UNIVERSITY OF CALIFORMIA-LOS AMGELES—Half-lime
lecturer, for 1878 Summer Session, to each beginning
photle, Salary £1,220 for 6 week sassion, Awg. T-Sepl
16, Submit resumas cnly to Robenl Heinackan, Depan-
mant of Ar, 405 Hilgard Ave., Los Angeles, CA S0024.

UMIVERSITY OF CALIFORMIA-LOS AMGELES—Lociune-
ship In Phaotography, salary opan, MFA snd graduats
teaching experlence desired but not mandatory, position
renewable up ko 4 years on an annual basis. applicanis
should submit resume snd siatement of their teaching
concems and abitudes, no portiolics or slides, dead-
line Jamuary 31, 1978 Contact: Fobert Henecken, De
partment of Arl, 405 Hilgard Ava., Los Angeles, CA 80024,

UMIVERSITY OF TEXAS=—Curator of ihe Pholography
Collections. Salary $11,016-514,276. Masters degres ne-
quired with 3-5 years exparience, dendiine Immadiale,
submil resume to Wiliam A. Holman, Humanities Fe-
saarch Centar, PO, Bax 7218, Austin, Toxas TET12,

Potpourri

W. EUGENE SMITH WITH HIS
ARCHIVE GOES TO U OF ARIZONA

W, Eugana Smith has jeined the faculty of ihe Uni-
wargity ol Arzona, Tucson. Smith will have a joint ap-
podniment B &t and |owmalism,

Smith will donala hia srchives—photographs and
mamorabiln of his carser—bs tha Camber for Cronfive
Pholography whare they will be made available for ne-
search. Along wilh negatives and phofographic egquip-
mant, tha archival material contalns books, letbers and
& muslc collection with tapes of jazrz jam sessions held
in Smith's Mew York apariment

MNEA GRANTS ANNOUNCED

Farty grants of tolaking £300,000 (57,500 each) have
been awarded 1o photographers for 1977 by tha Visual
Arts Program of the Malional Endowment for tha Arts.
Jurors making the selections were Lewis Baliz, Van Der-
en Coke, Linda Connor, Evelyn Holer and William Jen-
king. Grant recipienis:

Robert Adama, Lengmont, GO; Thomas Barrow, Al-
bugquerque, MM; Michasl Bishop, Rochester, MY Gay
Block, Housten, TX; Harry Bowess, Berkeley, CA: Thom-
as Cooper, Arcats, CA; Bevan Davies, bew York, NY;
Paul Diamond, Brooklyn, NY; Mitchell Epsiein, Holyake,
MA&: Louls Faurer, Mew York, NY: David Freund, Brook-
by, WY Log Frigdlandar, Mew City, NY; Phillip Galgianl,
San Franciscs, CA: Frank Gohlls, Minneapolis, MM
John Gossage, Washingion, DC; Jonathan Green, Wast-
ervilka, OH; Jen Groover, New York, NY; Chauncay Hara,
Paint Richmend, CA; Anthony Hernander, Lo Angedes,
C; Richard Hume, Boulder, CO; Leonard Jenshel, Lit-
fla Meck, WY; Harold Jones, Tucson, AZ; Barbara Kas-
ten, Inglewopd, CA; RAeagan Louis, Sacramento, CA;
Wendy MacHeil, Lincoln, MA; Elaine Mayes, Flonénce,
WA Jood Meyerowitz, New York, MY, Aoberia Neiman,
Mew Yaork, NY; Anne Hoggle, Albuguerque, NM; Kenda
HMarth, Breckinridge, GO; Phillp Perkis, Wareick, NY;
Marcia Fesnick, Mew York, NY; Leland Rice, Inglewood,
CA: John Schott, Mew York, NY; Elllot Schwariz, Los
Angales, CA: Eve Sonneman, Mew York, NY; Wayne
Sorce, Chicago, IL; Eric Sinlier, Mew York, NY; Jacque-
lime Thurston, Manls Park, CA; Bill Zulpo-Dane, Foini
Richmond, Ci.

COLORADO PHOTOGRAPHERS EXHIBITION

The Siver Sowrce/11 Colerade Pholographers in
conjunction with Meiropolitan State Cellege and ihe
Colorada Center for Photegraphle Studies has availabie
& iraveling exhibition for galeries and institutions. Con-
tributing pholographers are: Gary Metz, Sandy Hume,
Barbara Houghton, Ron Wohlawer, Vidie Lange, Tom
Brosden, Charles Focite, See Rebinson, Jim Houghion,
Cal Sparks, and Andrea Jennison,

Tha axhibition s foexible in sipe, 3377 biack-and-
white and color photographs matted 16207, Cost ine
valves shipping charges only. Reprosentative shde sat
and Blographicel information will ba sent upon réguest

Write: Andrea Jennison, Direcicr
SILVER SOURCE EXHIBITIONS
3400 Dilban Ava,
Choyenne, Wyoming 82001
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ORAL HISTORY PROJECT
RECEIVES ADDITIONAL SUPPORT

The Oral History Projeci sl the International Mu-
soum of Phatography, which was initinted by & grant
from ihe MNational Endowment for the Hemanities last
¥ear, hns just received an sdditional $30.000 from ihe
Endowment 1o support an oxpanded program of infes-
views with pholographars,

The project will continue 1o be direcied by James
MeQuaid, assisted by David Tait and Stewen Lowis wha
will act o5 consulling inferviewers. The Oral Histery
Project will extend Its program of extensive Elagraphi-
cal interviews, loading fo a fully franscribed document
fof afchival use by scholars, photographens, and indes-
ested porsons. The expanded support permits the hiring
of Caral Fladd as n fulltime transcriber and research
neEpigiand,

Final processing of the Inberviess/transcripts with
Frederick Sommer, Lisotle Model, Bretl Weston, and
Poul Wanderbilt is wunderway from last year's siarts,
Arthur Siegel heads the list of those whe will be infer-
widgwed this yoar,

GALLERY ACCEPTING PORTFOLIOS

Soho Cameraworka Gallery In Los Angeles is now
accepling portfolios for membarship and aexhibition,

Soho Camoraworks is & cooperative gallery spe-
clalizing in contemporary phoiography. If is ihe ohly pho-
fographic gallery in Loa Angeles (hat exhibits contem-
porary work on 8 monthly basis, and, as such, i intes-
osted in gxhibiting diverse bodies of work in any me-
dium af pholography

In acdition o members' one and two person and
group shaws, the gallery has in it 2Y: years of opera-
thian axhibibed such artists a8 Lotle Jacobd, Ken Joseph-
#on, Syl Labrot, Tetsu Okuhara, Bari Parkes, Deborah
Turbesilie, and Minor While,

Mamborship 1o the gallery is 33500, inguires re-
garding membership and portiolio submissions should
b addressed to Deborah Harris, Administrative Direclor,
Soho Cameraworks Gallery, 8221 Santa Monica Bivd,
Los Angedaa, Californin S0048.

COLORS PORTFOLIO AVAILABLE

The COLORS ponfolio (which is a coliection of pho-
ic-otised lithagraphic prinks by Henry Hodmas Smith, Rob-
orl Heinetken, Todd Walker, Darryl Curran, Eilean Cow-
in, John Craig, Viegil Mirano, Beity Hahn, Bea Netilgs,
and Nm Henkel} is now n traveling exhibition. The ax-
hitstion’s fifty-tao plecos are mounted in Miglsen sec-
on frames. The mounted portfolic and ore unmounted
portiolia tor your permanent collection is $150000 plus
shipping and insurance. For Turther infarmation write:
Slephen L Berens/Ken Wesilall, Box 2624, Tallahassas,
FL. 32304,
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SPE National Update

RENEWALS DUE NOW

Time again o rentw your membership in SPE, Re-
nowal cards for 1878 were san! aut in Navembar, If Yo
Ruvi fiol received i or cannat find i1, write for Enother:
SPE Membesship, P.O. Box 1681, FD.R. Pest Odfice,
Mow York, N.Y. 10022 Sociely dies are 530 por year,
subject e a 35 early renewal discount for those re-
coived by Decembar 31, 1977,

MNATIONAL CONFERENCE UPDATE

The 1978 SPE MWational Conference will be held a
the Asilomar Conference Center in Pacilic Growe, Cal-
irormia, from March 22-25.

The program will begin late Wednesday alternocon
wilh the annual mesting of the Society. That evening the
koynole address will be delivered by A D, Coleman.
Beaumont Mewhall will ba the Honored Guest of he So-
ciety and will give & presentation on Thursday evendng,
Los Krime will be the festured photographer snd will
speak on Friday nighi,

On Thursday, Friday and Saturday several pre-
sentations will be given simultangously, These will con-
insn programs on tha history of pholography, criticism,
and education. There will be a contemporary phologra-
phers program in which slide lectures will Be given by
individual ariists. Also the conferance will have a “pro-
cass fair' with booths demonstrating various phobo-
Graphic processes.

On Friday afernoon a bus trip 1o Paimt Lobos, the
Edward Weston home and 1o the Friends of Photography
Gallary has been planned. On Saturday allemcon the
program will adjourn 1o San Francisco for continuing
feativitips,

The anliré program along with room  resarvadicn
cards will bo sent to SPE members during January,
1978,

1378 BOARD MOMINEES ANNOUMNCED

Darryl Curran, Chairperson of the Nominating Com-
mithes has snnounced the nomineos for the Board of
Directors of SPE for 1978, Four persans from (ke ligl
will be elected fo four year ferms on the Board. Bablots
along with bicgraphies and sialements will be sont 1o
mambars for voling arcund the lirst of the year.

Thi nomineces are: James Enyearl, Sandy Hume,
Leslar Krauss, Greg MacGregor, Joyoe Meimanas, Wil-
liam Parker, Dave Fead and Dick Slevens.

PROPOSED REVISIONS
OF THE SPE BY-LAWS

Doar SPE Mambar:

Prinied botow is the proposed revisien of ihe By-
Laws of the Socialy. The many chaages we are propos-
ing are mecossitnied by the archaic amwe of The cur-
rond By-Lows and i growth and change in [he Society
during the pasd decsde. Over 300 bpard/person hours
of work have pone inlo s vivy sigeifean! révised doc-
G,

Wille we have ried 1o overcome all ihe fawrs of
the currenl By-Laws, your may fngd some areas which
#W reed improvemend. Ploase semd me any changes
which you wowld ke fo ses incorporaied into the new
By-Laws,

W have 2@l azide a period of fme ar the 1978 Na-
tipaal Conference af Asilomar for & avscossion of rhis
revision. Afher any final changes mext Spring, the revised
Oy-Laws wil by maited sloag with o balot for & vole by
the whole mambarship,

Floase send yowr suggesiions fo me: 079 Mermi-
lage Foad, Pebble Beach, CA 93953

Sincersly,

Jumes ANnder, Chairpevson

SPE Board of Direclors

ARTICLE | Membership

Seclion 1. Reguiar Membership. Persans shall be ad-
mitted 0% mombars on application 1o the duly aulhorized
membership representalive of the scciely and upon pay-
ment of disps,

Seclion 2. Honorey and Lile Membership, Hanorary
mombership may be conferred on members and non-
mambers &8 an indication of he society's recognition of
and esbeem for such person's condributions 1o (he fiekd.
Life membership may be conforred on members as roc-
ognition of and estoem for such person’s outsianding
parsonal contribution io the society, Honcrary &nd life
members shall enjoy all privileges of membership with-
cut obligation for dues. Proposals for honorary or lite
mambarship shall be originated by or through members
of e Board of Directors and musi be approved By &
two-thirds [2/3) vaie of the board; howeves, Chainper-
sans of the Board become lile membedss upon refiring
i chair

Section 3. Other Memberships. Other membership cale-
gofies, including sustaining and pairan, may be esiab-
lished by the board. These memberships shall carry fees
substantiplly above that of reguiar membership at lewels
datormined by the board mnd shall have the privileges
of regular membars




Beclion 4. Ownership of Corporate Property. The sociaty
shall nat be operated for profit and #ls enlire properfies,
assels mnd faciities shall be dewoted 19 The DUrpises
Tor which i ks organized, as set forth in its Cedificale
of Incorporation, a8 the sama may from timae to time be
amended. Mo member, direcior, olficés, amployas or
voluntesr shell hove any right to or any shans of inber-
eat in any of the propary or assels of the corporalion
ond no member, direcior, officer, employss or volunbesr
shall be liable for any of the debts, liabilities or oblga-
thons of the corparilon, in the sbsence of frawd of bad
Taith.

Soction 5. Dues. Members of the sochely shall be ne-
gquired o pay annual dwes, in an amownt and on of ba-
fore a date sl by the board, as & condition of mem-
barship.

Section 6. Withdrawal. Any member, af any (me. may
wolunlarily withdeaw from the scclety withoul further ob-
ligation by staling such imtentlion imn wnibng to the so-
chaty.

Section T. Removal from Membership. Any member may
be removed &l any lime by a majerity vobe of ithe gen-
oral membarship by mail ballot. All such cases shall Do
conduciad with dus process, such process being initia-
ted by a patition to tha board containing the signatures
ol nof less than twa (2] pér canl of the tatal mambar-
ship. A commities consisting of an individual chasen by
the member in guestion, a board member designated
by the Chairperson and a represeniative from the gener-
nl momborship agrecable 1o bodh parties shall conduct
tha invesigation. This commitles shall make ils recom-
mandation 1o 1he Board with regard 10 pulfing the issee
before the general mamborship, Should the board de-
cide 1o terminabe proceedings, a petition contalning tha
signatures of ot less than ten (10} per canl of the gen-
eral mambarahip shall mandate & ballol cn the removal.

Section 8, List of Membars. The socialy shall af all timaes
keag @ cutrenl list of the names and aAddresass of all
members. This lis! shall be published annually a8 a pub-
lic document and shall bo mailed to all members.

ARTICLE Il Meetings of the
National Corporation

Seclion 1. Anmual Meeling. The annual meating of 1he
membars of (he sociely for the rendering to ihe member-
ahip of the direciars’ annual report requined by law and
for the fransaction of such other bBusingss As may pro-
parly coma balore tha mooling, shall be held eithar with-
In ar withoul 1ha sisle of Mew York at such time of sach
yaar and at such place as tho Board of Direciors shall
direcs,

Section 2. Wotice of Annual Meeting. Writtan notice of
the annual maeeling of the members including the lime,
date and place of said mesting shall be given by firs
class mail, postage prepaid, ai least thiry (300 days bui
not more than fifty (50} days prior to the meating, Such
natice shall be forwarded 1o the address designated Eby
the member for thal purpose, or, || none is designated,
to the member's last known address as shown on the
record of membars.

Section 3. Special Meolings. Spacial mestings of ihe
memberns, axcepl whera clhansise provided by law or
those by-lwss, may be calbed al any tmé by the Board
ol Directors and shall be called by the Secratary at the
request in writing of members enditled 1o cast ten (10}
par coent of the 1olal number of voles entilbed o be cast
&b guch menting, Such written reguest shall specily the
date and month of the proposed special meeting which
date shall not be bess 1han siaty (500 o mora than nine-
iy (90) days from the dabte of such wiilten reguest Spe-
cial maatings may ba hadd within or withoul the state of
Maw Yark

Section 4. Motice of Special Meelings. Meolice ol sach
special mealing of the members shall be given by first
class mail, postage prepaid. nol less than thirty [30)
days or mare than fity (50} days belora the mesling.
Such motlice shall be malled 10 the address dessgmaiad
by 1he member for that purpose, or, i not designated,
tp the member's last known address as shown on 1he
recard of members, The notice shall siata tha tima, date
and place of the meeting, the purpose of purposss for
which the mesting is called, and shall indicats the ped-
gon of parsons calling the meeting. Mattera not idanti-
fied in the nolice of the mesting may be conaidered at
the mesting bul ned ached upon,

Section 5, Wabwer of Hobice. Any momber may waive
netice of any mesling by submiting 8 signed walver of
molice. in person or by proxy, whether badore of alter
tha mesting. Atendance of any member ab any mbating
in person or by procy, without first protesting lack of
nptlce, shall constitule a waner of notice by such mam-
Bar,

Secllon 8. Quosum, A quorum al any meating shall con-
sist of the presence in perscn or by proxy of those
mambers of the corporation entitbed 1o casi al least
ten (10) par cent of tha wobas that could be cast at swch
maeting, it all those entiled fo voie ware present there-
it,

Seclion 7. Proxles. Every member may appoind anather
parsch bo acl Por him by proxy. Every proxy must be
sipned and dated by the mambar or the members atlor-
nay-in=fact. Every proxy shall be revocable al will and
in mo case valid for gwer eleven (11) months from 8
dabi,

Sectlon 8. Qualification of Yoters. Each member shall be
antitled to cne vote.

Section 0. Voling. Voling, excep! as otherwise provided
by law, nedd nol b by ballot,

ARTICLE Il Directors

Sectiocn 1. Number and Term of Oflice, Tha Board of
Directors of the sockety shall consist of sixtesn (18) mam-
bers alected Tor Tour (4] year terms af staggerned intervals
50 1hat four (4) members of the board are slecied each
yaar. Each director shall hold office uniil the sucCessor
has baon alected and has qualified. Mo member may
hold mare than twe successi+a full terms as a director.

Section 2. Election of Dinsctors. Tha directon of th so-
cimty shall be alecied by mail ballot sent fo the mam-
berghip a1 least sixly (600 days bedore the snnual meat-
ing. The deadiing for receip? of such ballots by tha so-
claty shall be fourteen (14} days bedore the annual meat-
ing wilh 1he results of that election o ba reporied at
the annual mesling. Those wilh ihe highest nember of
wobes received shall be alecied.

Saclion 3. Removal of Direclors. Any direcior may be
removed 8i any lime by & majority vole of tha general
mambership by mail ballet. All such cases shall ba con-
ducted with due process, such process bBeing milialed
by & patition 1o tha board conlaining the signatures of
nol bess than two (2] per cent of the total mambership. A
committes consisling of an individual choaan by the oi-
racior Im gueestion, a Board member designated by the
board, and & repressntative from ihe genoral member-
ship agresabls ta bolh parties shall conduct the nves-
tigation. This committes shall make s recommendation
1o the Board wilh regard te pulling the question of re-
maoval bafore the genedal membership. Should the board
decide 10 terminate proceedings, a patition containing
k@ signatures of not less than fen (10) ped cent ol the
genaral membarship shall mandate a ballol eh the ne-
maval,

Soction 4. Vacanches. In the evenl of & vacancy ootur-
ring on tha Board of Directors, swch wacancy shall be
filled by a wote of ihae majority of directors then in olfice.

Section §. Regular Mestings of Directors. Aegular mest-
ings of ihe Board of Directors shall be held a1 such
place or places within or without the siale of New Yook
and on such days and af such hours as the board may
by resclulion appoinl. and wriiten notlce theseo! shall
b given by the Chairperson of Secrelary 1o each mem-
bar of the board by mail not bess than thirty (300 days
prior 1o such meating. Motice to bpard members shall
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be mailed e the address designaled by each board
member Tor ihal purpose, of I none be designated. to
thao Ins? known address. The notice shall e sont frst
class madl with posiage prepald.

Seclion 8, Special Meelings of Directors. Spocial meat-
ings of thd Bepard of Directors may be callad at any
time by the Chainpersen or by o majority of the mam-
pars of the Board of Directors. Writhen notice theresd
ahall ba given by the Secreiary 1o sach mombar of the
board by liest class mall, postage prepald, not less than
fillgen (15) days prior fo such mesling and such nptica
shall ba sont to the address designated by the board
mamber for such purposa of, il pe designation has basn
made, 6 the lnst known address of the board member
ns shown in the recond of members.

Section 7. Quorsm. Excepl &3 othereise provided by
e o those by-laws, the majority of the duly elected
pnd qualified members of the board shall constiiule a
guarum at any mesling of the Board of Directars, and a
majority of the dirsctors present ai such meeting shall
decide any quesiion that moy come belore the mesting.

Saetion 8. Afendance at Meatings. The meslings of the
Board of Directors and its committess shall be open io
nttendanca by any member of the society. Howewar, par-
tligipatien in such mastings by non-board Mambars of
nan-commitber members is al the discretion of 1he chalr.

ARTICLE IV Committees

Section 1. Comenitbess Enumeraled. The Board of Di-
rectors shall elect from its number an Executive Come
mitlea. Tha Chalrparson shall appetnt, with the approval
of 1he board, 1he hoads of all ciher commitiees, axcopt
whara othersise directed by these by-laws. Uther com-
miltaes shall inclede, bul nol be limited io, the Homin-
ating Commiites, Steering Commilies, Publications Cam-
mittes, Conference Commides, and the Reglonal AMairs
Committips. Membees of the Committess shall be appodnit-
ed fram the membership by the committes chairperson,
The torem of office for all committoe members s bwo
yoars axcept whern olherwise indicated in those by-laws,
Two-lhirds (2/3) of ihe membesship of any commitbes
shall constitute a quarum for the transaction of business,
and the veie of o majority of the members prasent at
ary meating, il & quorum be present, shall be the act of
amy such commities, The Chairperson of sach and av-
By commitien or A répresentalive |5 required o submit
an annual report At the anneal messlEng,

Seclion 2. Execulhne Committes. The Executive Commit-
tow shall consist of the officers al the society. The Ex-
gcutive Commitien shall have il the auiborty of the
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board during periods when 1he board |3 not meeting.
provided that the Exscullve Committes may nol tnke any
acticn nconsistent with previous action of the board,
subimil o members any aclion regquring membarsbip -
tion, make addithons to or delations from the by-laws, o
remove o indamnily direciors or officers, or Tl any va-
cancy In the Board of Direciors, or fix the compansation
&l 1he dirgctors for sarving on the Exsculive Commitios,

Section 3. Maminating Commiiles. The Mominating Com-
mitiee, appointed by the Chalrperson, shall consist of one
farmar Chalmpersen, ong direcior, and oné mambar not
a direcics, together wilth no mose than two sweh othed
members, whelher or nol directiars, The Nominating
Comméttes shall request from the mambarship by mail
of by publication in the Journal, recommendations for
nominations, They shall then salect sight [B) nominees.
This preliminasy siale shall be composed Immedialaly
follgwing ihe annual mesling and published together
with biegraphles and perscnal statemenis of the nome
insgs. Tha membership may ihen make addifichal rec-
ommendations for diractors to the reminating commit-
10 within thirty (30] days of the publication of ihe slate.
The committes shall make up 1o four (d) addlional nom-
inations al tha request of al least two (2] per canl af the
mambaership fof any single nomings in descending mum-
afical grder abowa the ménimum needed.

Section 4. Sleering Comméttes. The Stecring Commithes
shall hawe the Vice-Chalrperson of the Board as its chair-
pergon and shall consist of five mombars who will selicit
mew ideas, recommendations and suggestions to furiher
the aims of ihe sociely and the peafession. The Steer-
ing Committes will function as a reddafch and devalap-
ment group responsible lor seggesting 1o the board kong
range planning.

Section 5. Publicatiops Committes. The Fublications
Commitiea shall have ihe Editer of the Journal B3 Its
Chairpersan and shall consisl of fve members at least
tag of which shall ba direcicrs and bag non-direclors
and ong a formes editer of the Journal. The publications
commitien shall have responaibliity for the Journal, and
for all ather publications of 1he sociaty.

Section 6. Conlerence Commities. The Conlerence Com-
mities shall consist of four (4) membors at least one of
which is & pasl program Chairpersen, and, when poddi-
blo, where one is a fulure program Chairperson. This
commities shall recommend the snnual natienal conder-
cnce program Chairperson to the board and shall awer-
sea 1he planning and production of ihe annual national
gonference. The program Chalrperson will be a member
ol the commitbes for the duration of the term. The com-
mitles shall also advise 1he board on sullable localions
far fubure msatngs.

Sectlon 7. Regionsl Aftairs Commities. The Roglonal Al-
fairs Commitiee shall hawe o diréctor as its Chalrpar-
son and shall consist of bwo other direclors &nd one
membar of each reglonal group, Aot & director, desig-
nated by said region. The committes shall have the re-
aponsibility of serving &8 & lialson between the reglonal
struciures and the national directors.

Sectlon 8. Oiker Commitiess. The Board of Dieciors
may proscribe the powers and fix the rasponsibilities
and membership of any other committess and may dis-
ponse with any such comemitbes &b amy time. Mombars of
any such commiitees may b direciors or nan-direciors,
s decided by the beard,

ARTICLE V Officers

Section 1. Ofcers Emumarated. The officers of the so-
ciety shall consist of a Chairperson, Vice-Chairparsen, a
Spcretary and A Treasures all of whom shall be elested
far @ ferm of teo years by the Board ol Direciors from
its numbar al the tme of the annual meating of the
membars of the soclety.

Gection 2. Oiher Ofcers. The board may abect such
aiher oificars from its Aumber as [t shall deam neces-
sary, wha shall hold their ofices for such terms and
shall have such powers and pedorm such duties in the
management of the propery and alfairs of ihe scciety
&8 shall bo prescribed from tima to time by the Board of
Direciors of in these by-laws.

Seclion 3. Term aof Ofce. The officérs ol the socialy
shall be elocied for the tarm of twe (2) years, bul shall
hald effice el thelr respactive suctessors are eleched
and qualified, Any oificer, however, may Be removed af
ary fime with cause by the affemative vole of & majori-
ty of tha duly elected and gualified direciors al any duly
called regular or special mesting of the Beard of Di-
PG b,

Secticn 4. The Chairpersen. The Chalrporson shall have
the general powers and duties of supervision and man-
sgoment which usually pertain to this oMice, shall pre-
sidp a1 meslings of the Board of Directors and the mam:
pership, and shall perform sueh other duties as may be
propetly requited by the board,

Section 5. The Wiee Chairperson. The Vice Chalrparsan
shall have such powers and shall porform such ditles
a3 usually pediain bo such offices or 88 ane properly re-
quired by the Board ef Directors. The Wice Chairpersoen
shall assist the Chairperscn, and during the absence or
disability of the Chairperson, shall exercise the power




and dischargs all of the duties of the Chairpersen wntil
the Chairperson’s redumn or the seccessor be chosen.
The Vice-Chalrperson shall also serve as Chairparson
of tha Steering Commities.

Section 6. The Secretary. The Secretary shall issue
natices of all mestings of the membership and of the di-
reciors wharg nolices of such meatings are reguired by
law or these by-laws. The Secretary ahall kesp the min-
utes of the meatings of members and of the Board of
Direciors and of all Commiitess. The Secratary shall at
all timas mainiain 8 current lisd of the mames and ad-
dresses of all members and shall sign such insbruments
as require the signature and shall perform such other
duties as usueally partain bo this office or &5 are progerly
reguirgd by the Board of Directors.

Seclion T. The Treasurer. The Treasurer shall have tha
care and cusiody of (e lunds and securitles of the cor-
poration and shall have general suparvision ol 1he books
&N account. The Treasurer shall keep a record of all
maonies rocelved and disburssd. Tha Treasurer shall rg-
part to ihp Board of Direclors at cach mesting & cur-
rent balance shedt and o stotement of oparalians for the
poricd since the st previcus mesling. Al the eaxpira-
tion of the term of oMice of in the event that the troas-
ures copses lor any olher reason fo hold the olfice of
Treasurad. a final report must be submilled which may
be audited and approved by an suditor selected by the
Board of Direclors. The board may employ suitable pro-
fessional assistance o handle the rouling financial rame-
aciions of the society,

ARTICLE VI Regions

Section 1. Purpose. In order fo promeie ihe purposes
af the scciety ihrough smaller, more personnl ass0cia:
fiona thare shall caisl regional organizations of ihe so-
cigly. Only members of the Mational Socialy shall be
considered as membors o & region. A mamber of the
Bociety automalically is alao a member of a region, Re-
giona may lake any aclion consisfent with previgus ao-
bon of the society.

Seclion 2. Reglonal Foomalson, Recognized regions are
Mortheas, Middle Atlanlic, Soulheast, Midwest, Soulh-
wasl West and MorFeest. The Board of Direciors miisl
approve any change In his siruciune,

Section 3. OMicers. Each region shall elect an oxecutive
Commalies recognized by the board fo carry ouf tha bus-
iness af 1he region. Each region shall slect a Regional
Allgirs Commities reproseniafive. All olected posiions
shall b for two years. Thoe Regions may establish other
llicars and commitless as they deem desirabie,

Section 4. Finances. The reglonal Ireasurer may oblain
upon reguest from the natignal (reasured up bo Py
{30} per cent of the paid annual sociaty dues of ihe
mambars residing in said region. Any such Tunds noil
spent within the fiscal year must be relurnad 1o 1he na-
tional treasury, The natipnal treasurer shall require a uni-
farm accounting procedure. Regional treasurers muesl re-
Fort thair financial stplements tg ihe national Dreasursr
within hirty (30} days of the closs of the fiscal year.

Seclion 5. Aclivities. The regions shall be fres 1o pursus
iha purposes of the society. The regional group shall
meal at least once a year, proferably in & tlime frame
opposite the national meeting. Any regional group may
be disbanced &l any time withou! cause by a majority
wiale of the Board of Directors. The regional growspa shall
publish an announcemant and repart of activiies for
distribution to all membars of 1he region no less than
CNCa B YRAF,

ARTICLE VIl Finances

Seclion 1. Finances, Excepl as otherwise permitted hare-
in, the funds of ihe corporation shall ba deposited in ils
name wilth such bank or banks, trust companies or Irust
company, as iha Board of Direclors may, from time bo
time, designate, Funds shall ba subject to withdrawal by
such officers of agents of the corporafion as may, from
Hma 1o lime, be designated by the Board of Directors.

Sedlion 2. Fiscal Year. The fliscal year of the corpora-
irpn shall be frem January 1 to Decembar 31 ol each
Yaar.

ARTICLE VIll Corporate Seal

Seclion 1. Form of Seal. The seal of the corporation
shall bear the name of the corporation and shall ba in
tha lirm impressed on ihe margin hereol.

ARTICLE IX Miscellaneous

Seclion 1. Investments. To ihe exten] permitted by law,
1he conporaticn may invest its funds in such investmants,
inclisging real and personal properly of every kind and
description, as the Board of Dirgciors shall, from time
Lo Eime, aulhoriza,

Section 2. Boneficiaries. Mo perscn selected by the
Board of Direclors, or an authorized coemmities of such
board, as a proper recipiant of benafactions of this cor-
poration in pursuance of s legal objectives and pur-
poses be doemed disgualified because a member ol the
corparslion.

Seclion 3. Compensallcn and Expenses. Mo direclor or
mambar hall reckive &Ny compansalion Ior serdces ren-
darad 1o thit corporaiion as such director or mambar,
bud the Board of Directors shall have the right 1o aulhor-
ize tha payment of reasonable compansaticn 1o any pee-
scn, whathar ¢ nod such parson be a direclior, mambar
of oihbrwise, for services actually rendered. including
travel expenses, in the accomplishment ol the objects
and purpcses o the corporaton. This shall include the
abilly o employ and remunerate swch persons as an
#xecutive director or execulive secretary, accouniant and
journal editor,

Section 4, Inberested Direclors and Oficers. Mo director
ar officer of the corporation shall be Interesied, direcily
or indirectly, in any contraci relating to ihe operatichs
conducted by the cofporalioh, nof B any contract for
furmiahing supplies thereto, unless authorized by o twge
thirds (23} vote of the Board of Directors excluding the
vole of any such interesied parsons.

Section 5. Swrely Bonds. Whenover required by fthe
Board of Directors, any officer or ather agent of ke cor-
paration shall ghve o suraly bond 1o be approved by the
Board of Direciors a3 e amount, form and sufficiency
of surelies, and it shall contain such conditions as may
be provided for by the board &nd in case such bond is
required, ihe sxpenses iherec! shall be defrayed by the
corparation.

ARTICLE X Amendments and
Additions

Seclion 1. Amendmenis by Membars. Thess by-laws may
be supplemanted, amendad, altbred of nepoaled n
whoda o in pam by a majority of the vobe cast by mems
bérs entitled to vabe in o madl balled sent to all meambers,
The amendment shall hawe baen prvigualy discussed
by 8 guorem &l any anmnusl I'I'll&l'lll'lﬂ al ke members or
af any spacial meeling of the members where swch pro-
posed aclion has been incorporaded inlo tha nobice of
ihe meeling. A summary of the discussion and of ihe
proposed champs shall accompany 1he Ballol.

Ssciien 2. Additions by Directors. The Board may adopt
supplemental and addilional prosisions met B conflict
with any provisions of ouisling by-laws Bufl may not
amend o repoal any Dy-law provision previously adops-
ed or approved by the members; pravided, howewer, that
ary swth supplemental or additional provisions so adopt-
ad by the board shall be prosenied o ihe membars, for
ratification or rejection, at the firsl annual ofF spocial
maeting of the membars fallowing the adoption ihensod.
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The Case
For
J.S. Cartier

in Agril 1974, an exhibition of some fifty prints by
four young French photographers was hald at the Franch
Caultural Services headgquarters (FCS) on Mew York's
Filth Avenue. Guanipt, Francoise, Malamoud and Tar-
larin were the first of a iodal of forby-five photographees
whoss work was exhibited at and circulaled by FCS, an
arm of tha French Embassy in Washinglon.

Operating on a shoesiving budget of about SB000
per yoar, of loss, amd with a stafl of thres Including
himsald, French-bom U5, cltizen J. 5. Camtier launched
and managed the program, Carties's aims were: 1) to
ahaw the work of French phatagraphers past or prosent
o the American public; 2) 1o give exposure o younger
pholographars lacking contacls or connections and, 3)
1o croale a two-way flow of exchanges betwesn France
and the United Siafes in the pholographic fieid,

The sxhibitions were very successfid amnd atlracted
& large and aympathetic public. Peggy Weiss of Safur-
diy Review coined the term “shulber diplomacy” and
Jean-Claude Lomagny of Paris’ Bibliotheque Wationale
stated thal: “. . . the program boecame & part of tha
higlary of French and American photography in the 20tk
century.” Cdhor commants inclisged a statement by Gene
Thaornton, the New York Times phofo critic that: “thanks
o this program, French photography both confemporany
and histarical is probably balter known in America than
ke photography of any oiher nation.” and John Szar-
kgwsil of the Museum of Moderm Art nddod fhal: “thess
shows have bedn a very real sarvice, nod oaly 1o those
of us who are specialists in phatagraphy, but to the
much broader audience that is aledt In a more genaral
way io the concerms of contemporary sensibiing.”

The program enlisted the paricipation of well-
known phoiographers like Kertesz, Boubat, Cartior-Bres-
son, Lartigue snd Riboud bul, what was more imporiant
1o Cartied, & majarity of young or lesser-known phabog-
raphers. Historically-grignied exhibitions alse took platce
such as & Robert Demachy show accompanied by a
small survery of pictorialist pholography and an exhibi-
tioh of teo wnknown tum-pd-the-contury arlisis, Louval
and de Bire.
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Other projecis invelved a close cooparation with the
Biblicthaqua Mationale's Photography Depariment under
J. G, Lemagny's guidance, and with the newly-ssiab-
lished Foundation Hationale de la Photographle, & gov-
smment agency headed by Pierme do Fonoyl, Ona hégh-
light of the program was the award of France's highest
cultural deceration, the Order of Artg and Letiers, o An-
drg Kertesz in 1976, Long-range plans ware also ostab-
lished 1o increase phedcgraphic exchanges boabwesn the
United States and France, and the inclusion of Canada
was also coniemplated. An important part af ihe pro-
grem was the circulation of each exhibition throughou
thiy cauniry: they wess avallable free of charge 1o muy-
saums, gallenes. educational and community instilutions,
It is estimatod ihal, on the avesage, FCS shows were
sepn N about 200 U.S. cities sach year.

In Apsil of this year, Carliesr was preparing the Gil-
let Pevress/Richard Kalvar axhibition which was dug 1a
open in early May when he was assauliad, apparantly
without provocalion and from behing, by an FCS em-
ployes. Andre Gadawd, Culbural Cousmsalor immediately
acted 1o dismiss Cartler on the grounds that ha (Car-
tier) “had bean invalved in an alleck [sic); thal it was
unbecoming for a depariment head, and that it consti-
tuted grounds for dismissal , . "

The fact that the assallant was booked and Impris-
oned on o fedonlous assaull charge (Carter sullered a
concussion and multiple lacerations necessitaling 19
Suleres) was not even taken inlo sccount by the French
Embassy. The facl ihal Canlier had previously reguesied
ihe individugl's dismissal on several occasions in view
of hig (hrealesning behavior, was also ignored. As of this
wiiling (Oclobar 1977), Cartier has been nformed that
a motion ks balng made by the Assistani Districl Altor-
ney io bring ihe assailant before & Grand Jury.

Cartier stafes that Gadaud mentioned 1o him and
by athers on @ numbar of occasions that the French
Forglgn Minisiry wanted fo suppress the oxhibitions and
alimenaie the pholography department, This would ssem
1o indizate thal the course of aciion chosen by Gadaud
had litthe 10 do with Cartier's professional achigvamants,
work mpcord or relalions wilh co-workars, buf thai tha
assaull was deliberately vsed as an sxcuse o fire him,
thus terminating the program,

Six months have passsd since the incident. Cartlar,
a phatographer im his own right, is supporting Rimsald
thiawgh Rousepainling and ofhar odd jobs. Ha is ineligi-
ble for wemployment benefils and the French Govemn-
ment has refused to pay him the monies to which ha
wa3 legally enbilled, including vacation pay. severance
pay and transportation refunds over & year old. Andre
Gadaud did not roplace Cartier, and alles fising the hoad
of the Artislic department a month [aler, soems b0 be
allowing ihe Pholography Departmant 1o die a siow
death. As for Peress snd Kalvar, the French and the
Amarican pholographars from MAGHUM whoss work
was 1o be shown, they refused an offer by Gadaud 1o

exhibit this Fall. Their protest was followad by mone
than sixly peopie who signed the following pedition; An-
drié Herbesz, now B3, insisied that his name be placed
at the heed of tha lisk,

TEXT OF THE PETITION

We are distressad fo learn that the French Cultursl
Serdices In Mow York have summarily dismissed J. 5.
Cartior, who has bean Reading the Exhiblticns Depart-
maent (hera &Ence 1970,

The program, which almed a1 familiarizing the pub-
fic with French photography and French photographers,
also pald homage io phatographers of othar countrias,
sEppCinted wilth France. Cartier ailmed ol creating a twe-
way llow between France and the United States in par-
cular, thues helping te improve the relations boteasn
the two counfries. The program was immensely SUCCBSS-
ful in creating interest and good will; Carnier's prafes-
gional compelence and personal inlegeily won him the
frust and esieem of ihe pholographic community beth
hgrg and abroad,

Thare is al this point a serious possibility that the
French pholography program may coms o a halt, and
that FC5 photographic exhibiions may no longer clrgy-
laba in the Umited States. We feel that such an aventu-
ality would be a loss to the pholographic community and
1o tha public.

Cartior's dismissal s in our view a short-sighted
measure which bodes ill for Franco-Amarican phaba-
graphic cultural exchanges in tha fulure. Wa iherelare
urge the French Gowornment io recensider its decision
and to rosbore Mr. Cartier o the position In which he
has sarved with such distinction.

Andre Kertesz, Anne Tucker, E. 5. Winslow, Anita
Ventura Mozley, Cusie Pleiter, Couriia Jay Woarth, Carl-
ton Willers, Jarry N, Uslsmann, Aaron Siskingd, Lofhar
Engelmann, Jay 5. Colen, Muberi Damisch, Roben J.
Daherty, Lawrence G. Miller, Nicolss Ducrot, Margery
Mann, Leslie Krima, Evalyne Jesenal, David Bruce Crats-
loy, Gillea Larrain, Edouard Boubat, Yves Howscs, Plarre
Deslons, Teri Wehn-Damisch, Brigitte Hedel, Marvin
Hedlerman, Steve Wiliams, Tom Davies, Ann Adam-
thwaite, Ralph Gibson, Weston J. Mael, Lucien Clergus,
Mathilde Scalbert Bellsigue, Martine Cadiew. Richard
Kalvar, Gilles Peress, Will Falles, Meal Slavin, Helen
Gee, Henrl Wylenhove, Milton Glaser, Clarence John
Laughlin, Henry T. Hopkins, Robert Forbes, Robari
Pledge, Scott Elliclt, Evgenia Parry Janis, Bruce David-
s0n, Plerre Bourgel, Dennis Longwell, Cornell Capa,
Jamg H, Wealler, Gene Thomion, Roberl Monk, Jecob
Deechin, Christine Hawrylak, Robert A, Sobiparek, Walk-
for Clark, Roger Bruce, William Aiwaler, Janed Busrger,
Willlam Jenking and Fierme da Fenoyl

Tha infovmalion for this arbicle was orowviced by Patricia
Warburg Jofmson, Jean Locey and J. 5. Cartier.
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Phodograph by Garry Winogrand, "Mukammad Ai-Oscar Bonavena Press Conference,” New York, 1570, Courtosy the Museum of Modern Arl from
his recant exfWbdian aad book, "Publlc RAslations
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Fhptograph by Ralph Gibson, “Uaried”, T804 from his vpcoming exhibition & the Confer for Croadive Phatography, Tucson
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Photcgraph from “Lives I've Never Lived,” by Atw Fraindlich, titted Minor White “On The Bridge,” 1976
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OLD PROCESSES

PLATINUM
&
PALLADIUM

* Photochemicals and Supplies

* Introductory Packets and Bulk

ELEGANT IMAGES

2637 Majestic Drive, Dept. E
Wilmington, DE 19810

Ecfwand Wesion
1937 “Knies™
F. s, Hall Colleciion

A CATALOG OF THE PHOTOGRAPHS IN THE COLLECTION OF
THE SHELDON MEMORIAL GALLERY AT THE UNIVERSITY OF
NEBRASKA-LINCOLN

This catalog containg 98 full-page reproductions (26 in color) selected to delineate the scope
and variety of this important photography collection. The collection is mainly made up of the
work of twentieth-century Americon photographers (Adams, Cunningham, Lange, Strand,
Sommer, Weston), but also includes pioneer nineteenth-century figures (Fox-Talbot, Hill and
Adamson, Julia Cameron) and foreign artists (Josef Sudek, Eikoh Hosoe, Ara Guler). The
reproductions are accompanied by an interpretive text, in many instances provided by the
photographer.

288 pages, 8% x 7 inches, 26 color plates, 72 full-page black-and-white halftones, 50 pages of
small black-and-white halftones. Cloth $27.50
Paper $17.50

UNIVERSITY OF NEBRASKA PRESS

48 axposurs, 154

901 North 17th Street, Lincoln 68588
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Limited Edition Portfolios Clear Acid-Free
Presentation Por 15 Print |-"|'|_'-'_1'1_'-|'1.'|_'|';. for:
alorage Portfolios Carte-De-Yisites
{ Dummies Tintypes
1 Cases Cabinets

Acid-Free Mat Board Stereoviews

Est ipeed-mat Cutter as well as any size

Megalive Preservers conlemporary prints

For more product information send for free brochure.

Catalog also available for $1.00

— =

300 M. Cuidnessett Bd. M. Kingstown, B 0 2 (4010 EB4-1480

Len Hartnett Archival Products

JOIN
THE
FRIENDS

The Friends of Photography, founded
in 1967, is a not for profit organiza-
tion with a world-wide membership
actively involved in the support and
encouragement of creative photogra-
phy. The programs of the Friends in
clude publications, grants to photog-
raphers, exhibitions, workshops, lec
tures and critical inguiry. The jour-
nal of the Friends of Photography is
devoted to the presentation of con-
temporary photographers’ work as
well as to the history and criticism of
the medium. Applications for mem-
bership are available upon request.

Friends of Photography
.. Box 239
Carmel, California 9392




RENEW
YOUR
SPIRIT
WITH A
FRIENDS
WORKSHOP

The faculty in our
upcoming workshops
include:

Ralph Gibson
Robert Heinecken
W. Eugene Smith
Jerry Uelsmann

and many others.

For more information
or an application, write:

Workshops

The Friends of Photography
P.O. Box 239

Carmel, California 93921
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We've grown!
And we announce our
new name:

—

AR M. /. Y (o
ARIRCIAYS

Along with our
newesi product

THE ALUMINUM
MUSEUM CASE

The archival print storage
hox in a class all its own,

~

The Focus Gallery now is
offering in its new updated and
revised 1977-78 catalog the
largest and most comprehensive
selection of in-print photography
books ever compiled to be shipped
postpaid by mail.

The Focus Gallery since its
inception in 1966 has mounted
more than 200 one-man and group
photography exhibitions . . . a
program supported largely
throngh the operation of its
photography beckshop.

Offering the fastest possible
service, with a discount to school
libraries, the Focus Gallery now
makes available to you by mail
more than 800 titles. If you have
not already tried our mail order
service do it now. We can only
continue through your suppert.
Copies of the beok catalog are
mailed free to college libraries

and photography departments.
The price of the catalog is $2.00.

Please write or call The Focus Gallery

for details: 2146 Union Street

BOX 128-A San Francisco, Ca. 94123

FRENCHTOWN, N. J. Telephone (414) 921-1565.
kﬂEﬂEE 201-996-2044 £




photographic

BRLAKEG ML BRI B Pty Bl
Coviileah Iy Bes Metgn rmoreeds e
e o realy B e e by

n
wrariuhaps, worean e moedny o
F b o R e st e
veogron o 8 aulton D ARG Tl
LS e LI a1 1 il
o ma COQE A Iraghe
b, St e e
AT Pl ML e
g, Ty, W e sl Wi [y
I kT iTeile 1)
b L

HEADEI0N 108 COWTE AR
PECTIGEAPHT din Dl by bowain
o e e
ol T e marad Dot Pa L itay
by P s el L, 0]
P I I BT Wi Loy
b b W ] )

W sy WA I it S b,
[r pouies Song Col (el Pe

text books

for today

ety g i phed iy P

[ wd
redngred Loven sPemaliy preLias
Fatrs phanayavad e iy
mach mavy, Mochasie 1107

el 19

S | 191

BARNFICM pfited by bR L Al

L Gy g b g v o T

Iy bl e o, B o

W Bl ey Boechard Ly
‘Lomree, Larry Oy, Balph Cabaae

Bert®y Pt lnhi Morcsl, Lo P
Ui Mo, [rds Wb, W

Waagang Tomrt, Gl Tulr, ey
USRS Ti el (e i Feme
s L ' P T g ey e,
i, T o ey, P,
] b ey g prpw b o
W Ui il g 0 Lzorsing
Bl s b Wi by Py vl By
 § lafreon. Bew P HITT
P 114 0

el 7700

QI'I Hpmﬂzl‘rh

x_,DTOU:x?J‘n
0N AR IOX ek
R O e 1800

10 K Sprcdy Giw & g
lian charn o ey Pl ppld
Lt LGS, Y R

il ket bt BB e
[ U T T
(Pt WEAA, geided e ]
g A GE ML igAEke &
e

.9

-

- « . and free catalogues
for your photo needs!
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