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FROM THE EDITOR 
This issue is timed to bridge the gap 
between your August vacation and the 
beginning of another school year. I 
hope you enjoy this is sue and the 
direction it implies for EXPOSURE. 

We planned that regular issues of this 
journal be 16 pages, but our contributors 
forced us to a 24 page issue. That is 
not a complaint. I'm delighted to re
ceive more contributions. 

Our fall issue already has several 
articles in preparation, but too has 
a lot of blank pages. Once, again, 
this is your publication so write some
thing, send photographs, letters or 
whatever. THE DEADLINE FOR THE 
NEXT ISSUE IS SEPTEMBER 15. 

I would personally to thank all of you 
who responded to the questionnaire 
and especially those who took the time to 
contribute to this is sue. 

Jim Alinder 

EXPOSURE 
EXPOSURE is a quarterly journal 

published by and for the members of the 
Society for Photographic Education (SPE). 
Letters, Articles, Photographs. and other 
communication specifically for EXPO-
S URE should be sent directly to the edi
tor: Jim Alinder, 4411 Kirkwood Drive, 
Lincoln, Nebraska 68516. All other in
quiries, membership applications and the 
like should be sent to the Society at its 
New York address: P.O. Box 1651, 
F. D. R. Post Office, New York, New 
York 10022. 

National Executive Officers: 
Peter C. Bunnell, Chairman 
Fred R. Parker, Vice- Chairman 
Jim Alinder, Secretary 
Wayne Lazorik, Treasurer 

COVER PICTURE CREDITS 

F~ont cover photograph is by Barbara 
Crane from her series on the people of 
Yellowstone National Park. Back cover 
photograph is by Frank Gohlke of his 
new environment in Minneapolis. 

FROM THE CHAIRMAN 
The response to the last issue of EX

POSURE was extraordinary, and I would 
like to thank Jim Alinder for his• ener
getic and innovative editing of the is sue. 
He has received many replies to his 
questionnaire and this interest on the 
part of each of you bids well for the fu
ture of the publication and the Society. 

The Executive Committee, composed 
of the four officers, met in Lincoln, Ne
braska from May 31st through June 2nd 
to discuss various matters developing 
out of the Albuquerque meetings. I would 
like to report to you briefly on two mat
ters of specific import. After reviewing 
several proposals regarding the editor
ship of EXPOSURE, it was decided that 
Jim Alinder will continue as editor, at 
least for the remainder of this year. A 
Publications Committee was formed, to 
be chaired by Jim, and composed of five 
other members. Their names will be 
announced as soon as they all can be con
tacted. This committee will continue to 
study matters related to the publication 
and chart its future course. 

Also at that meeting the important 
Steering Committee was formulated. 
Fred Parker, the Vice-Chairman, will 
head this committee, and the following 
members have agreed to serve for a per
iod of two years: Carl Chiarenza, Ellen 
Landweber, Byron Shurtleff, and Dick 
Stevens. This committee has begun dis
cussion of the organization and direction 
of the Society, and it has begun to gather 
data in addition to that developing out of 
the task force reports from Albuquerque. 
All members of the Society have now re
ceived a copy of our existing By - Laws 
and any of you who have thoughts on this 
document should correspond directly with 
Fred Parker. His committee will be work
ing through the fall in preparation for the 
national meeting in the spring at which 
time specific resolutions will be offered 
to the membership. 

The site of the annual meeting in 197 4 
was again discussed and investigation of 
the three proposed cities--Rochester, 
Boston, and New York--will continue. 
A formal announcement of the conference 
location and dates will be made in Sep
tember. 

Peter C. Bunnell 
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Kodachrome 
They give us those nice bright colors 
They give us the greens of summers 
Makes you think all the world's 
a sunny day 
I got a Nikon camera 
I love to take a photograph 
So mama don't take my Kodachrome away 

If you took all the girls I knew when I was single 
And brought them all together for one night 
I know they'd never match my sweet imagination 
Everything looks worse in black and white 

Kodachrome, etc. 

---~ ....... ~ ----··~--. 

PROCESSED · 
BY KODAK :. 

From the million sellers of the summer 
of 1973, Paul Simon's smash hit, "Koda
chrome" is reprinted here for those mem
bers who (a) didn't have their radios on, 
(b) are "too old" for popular music, 
(c) don't have teenage children, (d) are 
interested in the use of photographic 
terminology in popular culture, or 
(e) none of the above. And if you want to 
hear it, the album's called "There Goes 
Rhymin' Simon." And it's a good one. 

J. A. 

i 

" • • 'Kodachrome, ' is a streamlined 
pop- rock production that uses the image 
of color photography as a metaphor for 
imaginative vitality." --Rolling Stone 

*"Kodachrome" R is a registered trade
mark for color film, 

© 1973 Paul Simon 
Used with the permission of the pub
lisher 
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THE READERS REPLY 
"Well, this is a couple of cuts better 

than what has gone before. Thank heav
ens. 11 --Minor White 

"EXCELLENT! (And at last--for 
nothing less should suffice for SPE.) 
Layout and content are appropriately 
professional. Biographies, regional 
reports and listing of photography work
shops are exactly what interests us. " 
- - Harvey F ondille r 

"Great! ! ! I needed that. 11 
- - Fred 

Parker 
"Since I could not be at the Albuquer

que meeting, the publication was parti
cularly welcome ..•• 11 --Joseph Jachna 

"Hurray! It's beautiful! Finally read
able--great photos." --Cheri Hiser 

"Best issue by far--half tones add a 
great deal, don't like EXPOSURE in Italic 
caps (minor point), very impressed it got 
out so quickly, . • • " - -Thomas F. 
Barrow 

"Very good start, and I hope that this 
level will be repeatable. " - -Jamie 
Donaldson 

"The inclusion of photographs marked 
an important advance for Exposure 11 

--John Fuller 
"Our latest issue of EXPOSURE is a 

tremendous improvement over past ef
forts. The cover invited investigation 
of the contents which proved to be infor
mative and well written. Would like less 
crowded layout and additional photos, 
though • • • " - - Sonia Stern 

11
• • • I feel the Society should also 

sponsor new writing by members, inter
views with successful teachers and pho
tographers .•• " --Weston Naef 

"This is the best is sue since I joined 
the Society. There is more vitality and 
a format that moves closer to what a 
graphically oriented organization should 
have ... " --Lester Krauss 

11 good balance between looks and 
costs .••• 11 

- - Peter Dechert 
" ..• how about a random access 

column; ... sort of a mini version of 
the Whole Earth Catalogue .••• 11 

- -Bobbie Carrey 
"Seems fine- -generally too many 

lousy photographs. " - -Michael Smith 
"Good start-but God man, not 8 times 

a year- -it would kill a staff quickly .•• 11 

--Bernie Freemesser 

"Impressive, informative, long over
due! Finally we have some pictures in 
an SPE mailout! I will be glad to help 
in any way to continue a publication of 
this sort from SPE." --Donald Ap.derson 

"I feel it was good and look forward to 
the next one which will obviously be a 
better test of its possibilities and your 
ideas." --Robert Heinecken 

"Cover is really fun, but is Jerry 
Uelsmann going to become official cover 
photographer for all photo publications?" 
--Jim McQuaid 

11 Feels good, like the use of pix, in
formation really accessible. Format an·d 
type more readable than before. " - -R. 
Flick 

"Very pleased to see the promptness 
and thoroughness of the first issue. Al
len Tellers workshop compilation is most 
helpful as is the accurate accounting of 
the annual meeting .•• 11 

- -Bert Yar
borough 

"Excellent! Absolutely the right di
rection. '' - - Casey Allen 

"I felt that there wasn't much point to 
most of the photographs- -almost like a 
high school annual. • • • Overall, it 
looked pretty good. " - -Larry Bullis 

"EXPOSURE is a good reminder that 
we are not an ephemeral organization. 
It is our voice. 11 --Albert Sperath 

THE HISTORY OF EXPOSURE 
In its first decade the Society for Pho

tographic Education had an infrequently 
published newsletter called EXPOSURE. 
This article is being included primarily 
as a service to libraries and such other 
members or groups which need this ma
terial and want the historical sequence. 
Back issues are not available, but the 
society is willing to supply xerox copies 
for anyone wanting back is sues for the 
cost of the copies. Write to the SPE at 
the New York post office box indicating 
the issues desired for this service. 
There were 10 issues printed prior to 
the spring issue of 1973. There were 
no volume or is sue numbers in these pub
lications. For purposes of continuity, 
we are considering each one of them a 
volume, consequently the spring 1973, 
convention is sue, is Volume XI, Num
bers 1 & 2. This issue is XI:3 and the 



winter issue will be XI:4. We hope now 
to b _e regularly published as a quarterly. 

According to the records of the soci
ety, the is sues of EXPOSURE (that spe
cific title and as a publication of S PE) 
are as follows: 

August, 1968, Dick Jaquish, Editor 
October, 1968, Dick Jaquish, Editor 
February, 1969, Dick Jaquish, Editor 
May, 1969, Dick Jaquish, Editor 
October, 1969, Dick Jaquish, Editor 
March, 1970, Dick Jaquish, Editor 
April, 1971, Harold Jones, Editor 
Fall, 1971, Harold Jones, Editor 
Spring, 1972, Harvey Himelfarb, Editor 
~all, 1972, Harvey Himelfarb, Editor 
May, 1973, Jim Alinder, Editor 
August, 1973, Jim Alinder, Editor 

THE EXPOSURE 
QUESTIONNAIRE R~PORT 

Enclosed with the convention is sue of 
EXPOSURE was a questionnaire indicat
ing several directions of publications pol
icy which imput from the general mem
bership was desired. The results below 
were taken from the 61 responses re
ceived before the end of June, 1973. 

The first two questions were directed 
at the idea of EXPOSURE being one or 
two separate publications and to the 
frequency of the publications . Thirty 
three per cent felt that two publications, 
a newsletter and a separate annual aca
demic journal would be best . The 2/ 3 
majority wanted to keep EXPOSURE as 
one publication. Of that group, 55 per 
cent felt it should be a quarterly, and 
35 per cent opted for eight issues a year. 
Ten per cent had other answers. 

"Do you feel that the editor should 
receive a salary?'' This item gathered 
the greatest majority with 98 per cent of 
those responding indicating a "yes" 
answer. 

"Do you feel that contributors should 
be paid?" The members voted this down 
with only a 30 per cent "yes" vote. 

Ninety per cent of the respondents said 
that they would be willing to pay higher 
dues to support more frequent, better 
publications with a paid editor. 

And as a great encouragement to the 
editor, 87 per cent said that they would 
be will i ng to write an article a year for 
EXPOSURE. 

The final question related to the non
profit status of SPE. Ninety-three per 
cent indicated th ey desired the benefits 
of full non-profit organization for SPE . 

The Executive Officers of SPE at their 
June meeting in Lincoln responded to the 
members wishes. For the present, EX
POSURE will be a single quarterly pub
lication. The editor will be paid $200 
per issue and contributions will be soli
cited on a voluntary basis. The dues 
were not raised at this time, but the 
board will consider that quest i on with the 
new calendar year. After a full revie w , 
the board will move in the direction of 
full non-profit educational status. 

Jim Alinder 

TWO EARLY FALL WORKSHOPS 

If you jump in your car right now you 
should be able to catch the second of Jay 
Dus ard' s large-format landscape photog
raphy workshops. Dates from August 
12-25, limited to eight participants and 
cost is $200. Write: Toehold 1-'hotog
raphy Workshop, Toehold Ranch, Inc., 
P.O. Box 11, Kirkland, Arizona 86332. 

THREE WOMAN 1-'HOTOGRAPHERS 
is the September 3-8 live-in seminar/ 
workshop at Apeiron. Concerned with 
exploring the unique imagemaking con
cerns of the woman photographers, the 
session will include work with silver and 
non- silver processes and discussions on 
i ssues of h i storical and cultural rele
vance. The workshop will be given by 
Linda Connor, Bea Neattles and Anne 
Tucker. Cost is $150 including room/ 
board/ chemicals and is limited to 18 
participants. Write: Apeiron Work
shops, Box 551, Millerton, New York 
12546. 
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MARION PALFI-SOCIAL RESEARCH PHOTOGRAPHER 
by Jim Enyeart 

In April of this year the Witkin Gal
lery in New York and the Museum of Art 
of the University of Kansas opened sim
ultaneous exhibitions of the work of a 
photographer who to the photograhic 
world was practically unknown. The 
University of Kansas exhibition and the 
publication that accompanied it were 
titled "Invisible In America. 11 The title 
reflects the public I s lack of awareness 
of Marion Palfi and even more the sub
jects she chose to photograph. Marion 
Palfi is currently living in Los Angeles 
and teaches photography at the Inner City 
Cultural Center. 

The unwillingness or inability of so
ciety to recognize those who perceive and 
reveal its essence is not uncommon in 
the annals of history. That innumerable 
artists have not lived to see the accept
ance and recognition of their commit
ments is an all too common occurrence 
in the art world. 

The enigma of Marion Palfi I s non
recognition can be answered by the lack 
of concern society has shown for those 
people she has photographed; the poor, 
the lonely, and the victims of discrimi
nation. 

Marion Palfi's images were not made 
to adorn walls, entertain dilettantish 
viewers or stimulate the table-top, picture
book industry. Rather they have been 
made to benefit directly those whom she 
has photographed by inspiring change 
within the realm of the problem itself. 
The result has been that littl~ time was 
left to appeal for recognition from our 
traditional socio-aesthetic institutions. 
Even more importantly, not until the last 
few years would the majority of these 
institutions , have listened. 

Her photographs have twice been used 
by Congress for the enactment of laws 
that have affected the poor and those sub
jected to discrimination. The NAACP, 
the Taconic Foundation, the United States 
Department of Justice, the Guggenheim 
Foundation, and numerous other organ
izations and government agencies have 
used Marion Palfi' s photographs to stim
ulate change and progress. 

In spite of all that she has accomplish
ed, it would seem that Marion Palfi and 
the people she photographs remain invis
ible in America. Her invisibility, how
ever, like "the emperor's new clothes," 
need only the desire for truth to be ren
dered visible. There have been a few 
unique leaders in our society that have 



believed in Palfi and have, as a result, 
helped from time to time to assure the 
continuance of her work. Among the 
most diligent have been Eleanore Roose
velt, John Collier, Sr., Edward Steichen 
and Langston Hughes. Each of these 
people realized the significance of what 
Palfi was trying to bring to American 
consciousness. In 1962, for an exhibit 
of her work at the New School Art Center 
the renowned sociologist, anthropologist ' 
and former U. S. Commissioner of 
Indian Affairs, John Collier, Sr. wrote 
the following statement: 

"Marion Palfi is a great photog
rapher. This exhibition will tell 
enough in that regard. 

My own acknowledgement, instead, 
is that Marion Palfi is a first rate, 
creative social scientist. This I have 
known since I first knew her in New 
York a dozen years ago. She is a 
social scientist who, in the place of 
using statistics, reaches through em
pathy and human pass ion into the heart 
of social situations, perceives the 
life-space of individuals and groups, 
and builds out the perceptions through 
an art--photography--which as an art 
is becoming universal in the ways that 
music, painting and architecture are. 

There are perceivers in subtley and 
depth who communicate through words 
and thus enhance the word; one thinks 
of Henri Bergson and W. H. H. Hud
son. There are others who communi
cate through mathematics, and through 
this medium change and enlarge the 
world; one thinks of Jules Henri 
Poincare and of Einstein. Marion 
Palfi would become embarrassed, 
would protest, if her own accomplish
ment was viewed as being akin to the 
accomplishment of such creators. 
Yet it is akin; for it is the passage of 
deep and loving intutive perception in
to a masterly visual form. And the 
form is enhanced through the delivery 
into it of perceptions which are "new 
under the sun" - -which are discoveries 
of the human reality.'' 

Marion Palfi' s approach is direct and 
honest. There is no sense of exploitation 
or exaggeration. Rather one can per
ceive in her work the presence of com
passion and understanding. It is evident 

in the faces that look directly into her 
camera that a definite rapport existed 
before the shutter was released. 

Unlike the trend of today's artists to 
s:1-'athe th~mselves in an aura of ambig
uity and silent self-importance, Marion 
Palfi knows quite well what her work is 
about, what it means and what effect she 
wants. it to have: 

"I don't call myself a documen
tarian--I am a social research pho
tographer who is trying to combine 
an art form with social research. I 
don't want just to document. I want 
to know why something is upsetting 
and how it affects the person involved. 

I want to make people aware-- · 
aware that a discriminator destroys 
himself; that the diversity of people 
in America is their strength. 

I believe enormously in the truth; 
I don't believe you should over
emphasize; you should simply say it 
a~ it is. When I began to study the 
discriminator I tried to be as truthful 
as possible. I tried to think that per
haps to be a discriminator is a very 
healthful and good thing. I learned 
from my photographs, however, as I 
looked at them over the years that it 
is a very destructive thing to live a 
life of continual hate. 

I search for the poignant moment, 
the significant character, the telling 
expression and faultless composition 
thus using the art of photography in 
its most effective manner. 

I don't believe in gradualism. I 
believe what needs to be done should 
be done now. There are plenty of good 
people in the world if you let them be 
• • • good. " 

Marion Palfi was born of Hungarian 
parents in Berlin, Germany, on October 
21, 1917. She grew up in Germany and 
began her photographic career there. 
When Hitler became chancellor Palfi was 
still in her teens. Never-the-less she 
moved to Amsterdam, Holland and opened 
her own portrait studio. In a world that 
was beginning to feel the effects of Adolf 
Hitler's mania it wasn't long until Palfi 
felt she wanted something more from 
photography than a portrait studio could 
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provide. So in 1940, at the age of twenty
three, Marion Palfi again gave up a suc
cessful, but seemingly meaningless, 
career and came to the United States. 

She took a job at Pavelle Laboratories 
in New York City, a photo-finishing and 
processing firm, to earn a living. A 
couple of years later she gave it up to 
try to live by her photography. In the 
meantime she had continued on weekends 
and evenings to photograph for herself. 
It was during this time that the cumula
tive essay approach -, which she has con
tinued to use, was first conceived. She 
felt a need for something to be done on 
minority artists. Iri the process of work
ing on this idea she met Langston Hughes, 
one of America's great Afro-American 
poets. Hughes became one of Palfi's 
most ardent supporters and worked with 
her on many occasions until his death in 
1967. 

The Council Against Intolerance in 
America decided to sponsor Palfi' s study 
and in March, 1945, her first one-woman 
exhibition opened at the Norlyst Gallery 
in New York with the title "Great Ameri
can Artists of Minority Groups and De
mocracy at Work." 

In 1946 she rec -e ived a Rosenwald Fel
lowship, the second ever granted by the 
foundation for photography and the only 
one ever given for photography in the 
category of race relations. The grant 
made possible a nation-wide study of 
children and youth which resulted in an 
exhibition, "Children In America" and a 
book, Suffer Little Children. It is this 
point in her life that Palfi feels her cre
ative career began. 

Between 1946 and 1972 Marion Palfi 
undertook dozens of her self appointed 
studies, each taking weeks, months, or 
years to complete. Along the way she 
has opened doors closed to most and 
pierced what seemed to be impenetrable 
social and bureaucratic barriers. In 
1950 her exhibition, "Children In Amer
ica," sponsored by the Children's Bureau 
of the Federal Security Administration, 
was shown in the Federal Security Build
ing in Washington, D. C. It was the first 
exhibition the Bureau had ever sponsored. 
She photographed turpentine plantations 
in the South where even the FBI could not 
penetrate. She did the first cover for 

Ebony magazine and was the first pho
tographer since the turn of the century 
to be allowed by the Hopi to photograph 
their lives. 

Palfi is currently at work on a new 
project, not waiting for the results of her 
last study to be pu b lished. In 1967 she 
received a Guggenheim Fellowship to do 
a study of the current life pattern of the 
American Indian. She lived with and 
photographed the Hopi and other tribes 
from 1967 to 1969. The result is a pow
erful study of the peaceful Hopi way con
trasted with the government programs of 
"acculturation and relocation. " As has 
always been the case with Palfi I s work 
she is finding it hard to find anyone to 
listen or look at the Indian study. 

The publication Invisible In America 
that accompanied Palfi 's exhibitions last 
spring provides a thorough and compre
hensive look at Palfi's work and can be 
obtained at the Witkin Gallery, the Mu
seum of Modern A r t, Light Impressions, 
World Wide Books and the Museum of 
Art of the Un iv ers i ty of Kansas. 

Marion Palfi does not seperate the 
goals of life and a rt b u t has successfully 
joined the two wh ich, in the wo r ds of Ed
ward Steichen, is "a magnificent crusade. 11 

J im Enyeart 
Curator of Photography 
Museum of Art 
University of Kansas 

ON MINICONFERENCES 
by Michael Simon 

At the recent National Conference in 
Abuquiu, there was some discussion 
about organizing small conferences to 
provide a forum for personal discussions 
among SPE members between the nation
al and regional meetings. The midwest 
region has tried these " miniconferences" 
with vary ing success. While there has 
been considerable enthusiasm for the 
idea, it still is embryonic in its develop
ment as an important communication link 
for our members. 



We did a 11miniconference 11 at Beloit, 
Wisconsin in the autumn of 1972. The 
thoughts presented here are one man's 
opinion and will serve as a starting point 
for further exchange of ideas. 

The needs of SPE members vary de
pending on their location. People who 
live in metropolitian areas are able to 
have contacts with colleagues, if they 
wish, without any formal organization. 
For those of us in the "provinces" this 
situation is different. There SPE mem
bers do not easily meet in groups and the 
11miniconference 11 as a way of getting 
together sounds rather attractive. 

I believe that there are some simple 
reasons why more of these small meet
ings have not taken place. First, and I 
heard this mentioned several times, was 
the concern for the necessary organiza
tion. There is the notion that the ar
rangements would be time and energy 
consuming. My personal experience 
with the Beloit miniconference was quite 
the opposite. My whole organizational 
effort was the typing of a letter, Xeroxing 
it in 20 copies and mailing them out with 
a local map included. One telephone call 
was necessary to arrange a meeting room 
in the college library. 

Photograph by Ellen Landweber 

Another reason for shying away from 
organizing the meeting is the possibility 
of a scant response. What happens if 
only two or three people show up from 
the 20 invited? While that could be taken 
as personal rejection, I believe that we 
should be happy if anyone appears and if 
there are two or three other members 
present the conference can be fruitful. 
The purpose is to provide a forum, not 
a popularity contest. 

Personally, I feel that we need such 
a forum for the exchange of ideas about 
our teaching and our work. That we have 
survived without such conferences should 
not be the reason for experimenting with 
this new tool. There is much research 
and inquiry going on that we can share 
when we sit around a table and talk. On 
the other hand, I do not believe that any 
idea, however good, should be propo
gated against the.wishes of the members. 
The idea is simple, and its up to you. 
If along about November or February 
you're feeling that your the only one 
around who cares about photography, 
call a 11miniconference 11 together. 

Michael Simon 
Professor of Photography 
Beloit College 
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"REFOCUS," THE IOWA FESTIVAL 
by 

John Schulze 

The photographic arts were creating 
a stir on the campus of the University of 
Iowa in the early sixties and as a result 
the various faculty members teaching 
these subjects were invited to consider 
how to give wider expression to the me
dium. It was then resolved that an annual 
celebration, including a national program 
in film, photography and television, be 
created. This staff meeting was held in 
February 1965 and by late March the 
first festival was held. 

This first II Refocus II celebration in
cluded photographer Arthur Siegel and 
film maker Kenji Kanesaka. Each of 
these men stayed on campus for several 
days and showed their work along with 
conducting seminars, discussions, and 
lectures. Student films from the major 
centers were shown along with an exhi
bition of photography composed of work 
from students of Nihon University, Ja
pan, and The University of Iowa. Cou
pled with these happenings was a special 
program of syncronized- sound slide 
shows. 

11 Refocus 65 11 lasted three days and 
established the basic pattern of all the 
following festivals. There was no doubt 
about it, the students and the general 
public were very interested in the photo
graphic arts. Arthur Siegel filled the 
auditorium with over 800 people who 
wanted to hear his comments on color 
images. 

The second year brought, as partici
pants, Henry Holmes Smith from Indiana 
and Art Sinsabaugh from Illinois, along 
with the film maker, Charles Guggen
heim from St. Louis. The leading com
ment on the invitation read as follows; 

Photographs from the many partici
pating schools on exhibit during 
'Refocus' will represent a cross
section of a new kind of awareness 
emerging in our time. No longer 
is photography the handmaiden to 
storytellers, shutter-tripping 
travelers, and snap-shooting cam
era bugs. We can observe a new 
vision with responsibility to the 

inner man and to the problems of 
civilization. This exhibit coupled 
with the moving slide shows to be 
seen on the final night, will echo 
the spirit of this generation and 
create the beginnings for an excit
ing art form. 

It was at this time that the organization 
began to be student run and operated. 
This process was a natural extension of 
the Iowa Memorial Union Student Activ
ities Center. A student organization 
meant that the project could be pursued 
as an important procedure throughout 
the year, making complex and subtle 
planning possible. 

The third year, 1967, introduced the 
photographer and teacher, David Heath, 
and John Szarkowski, who helped estab
lish a realistic basis for the photographic 
experience in higher education. By this 
time also, the festival had expanded to 
6 days so that all of the activities which 
had proven valuable could be scheduled. 
A blurb on the announcement said: "The 
idea is to present a segment of the cur
rent creative scene in America." By 
this time, the publicity staff had dis
covered that advance information on 
11 Refocus II throughout the U. S. was of 
the utmost importance. Consequently, 
the circle of attraction had expanded so 
as to include participating schools from 
both coasts and many international prize
winning films. 

Later the invitation explained, "This 
composite program is the most unique in 
the nation because it explores the width 
and depth of the photographic arts. 11 It 
also stated that, 11We believe a new tra
dition is being started. 11 This was 1968 
and the year that Beaumont Newhall, 
then the vice director of the George 
Eastman House, gave the keynote lec
ture. This was also the year that Jerry 
U elsmann spent an entire week with 
students and visitors to II Refocus. " Be
s ides having a much larger than usual 
invitational photographic exhibit the 
feature films were "Odd Obsession" and 
"Masculine-Feminine. 11 Considering the 
number of activities scheduled through
out an entire week, the festival now was 
a very busy affair; it had become richer 
in offerings as the staff gained more ex
perience. 



Photographer Wynn Bullock came in 
1969, along with film maker Stan Van
derbeck, and there was a host of films 
by Ingmar Bergman, Kenneth Anger, 
Bruce Conner, Andy Warhol, and Nor
man Mailer. The atmosphere was 
electric with images of the avant garde. 

11 Refocus 7 0, 11 however, was the mint 
year because it combined "Refocus" with 
the National S. P. E. program as both 
meetings were held simultaneously in 
Iowa City. Over 50 colleges and univer
sities participated in the exciting photo
graphic exhibit and this brought over 300 
student visitors from throughout the 
U.S. A. That was the year that Mike 
McLaughlin gathered a large busload of 
students which started in Connecticut. 
Also visiting were such people as Robert 
Frank, Bob Heinecken, Margeory Mann, 
Beaumont Newhall, Peter Bunnell, 
Minor White, Aaron Siskind, Ralph 
Hattersley, Henry Holmes Smith, and 
a host of others. The special excitement 
which grew from this atmosphere was 
the combining of two programs which 
brought out an incredible array of per
sonalities, concepts, and ideas. 

The "Refocus 70" program was so 
jam-packed with lectures, demonstra
tions, films, exhibitions and social 
gatherings as to set a precedent for fu
ture festivals. Each day required all 
the energy one could muster to keep up. 
Peter Bunnell weakened and fell down a 
flight of stairs and left Iowa City, at the 
week's end, with the leg in a cast. 

Feature speakers included Arthur 
Barron, head of Columbia University's 
film department, and Robert Frank, who 
first became known for his book, "The 
Americans. 11 Documentary films such 
as "High School, 11 by Frederick Wise
man and "Birth and Death, 11 by Arthur 
Barron were shown along with a long 
list of excellent prize-winning films. 

There were open forum discussions 
on basic concepts and current ideas be
ing attended, not only by the senior 
members of S . P. E., but also by large 
bodies of students. Student participation 
was so strong as to dominate some of the 
discussions; this was, of course, the 
whole purpose of ·" Refocus. 11 

The following statement was presented 
by the writer of this article as a reaffir
mation of the festival's purpose: 

A photography and film festival on 
the serious side was created for the 
purpose of stimulating ideas in the 
photographic arts. From its incep
tion, this meeting evolved as a means 
of bringing the various university pho
tographic areas together so as to en
rich the community with their common, 
as well as diverse, understanding. 
The major problem in structuring a 
foremat of action was to create an 
intensely stimulating atmosphere 
while maintaining a balance of media 
emphasis. 

When it all began in the spring of 
1965, we were concerned with a name 
which would automatically ·indicate the 
spirit of this new idea. Our notion 
was to give a feeling of contemporary 
action and penetration. From focus 
we finally thought of 11 Refocus. 11 

It has always been a close coopera
tive venture between the students and 
faculty members in the various de
partments. Consequently, it has al
ways been the thought that whatever 
activity was to emerge, it should be 
an activity which raised the level of 
thinking- -a constant barrage of stim
ulation and confrontation with the best 
work produced and available. Our 
idea was that a university should pre
sent nothing but the highest order of 
program structuring. 

The basic element was to bring in 
films and photographs from students 
throughout the United States and in
tersperse this student work with the 
best of professional work available. 
This showcase was to be augmented 
by the best creative minds that we 
could find from year to year to lec
ture, cajole and give to the general 
action. 

We have had five years of exper
ience and have created national inter
est and participation. We are now on 
the threshold of a new era and our 
experience should lead us to some 
unusual possibilities. The 1970 
11 Refocus 11 will be held in conjunction 
with the National Society for Photo
grahic Education Conference. This 
direct relation with a large number 
of professional activists should create 
a new atmosphere to start action in 
areas heretofor unknown. 

9 
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Nineteen seventy-one can be marked 
as the year "Refocus 11 invited Life pho
tographer, John Loengard, whobrought 
his beautiful interpretations of many im
portant stories. Loengard, as a practi
cal man, was counter- balanced by the 
presence of Minor White, teacher and 
editor of Aperture magazine. Both men 
created a stir in the participating com
munity made up of many visitors. Loen
gard, being a Harvard graduate and a 
man of exceptional taste, presented 
bountiful evidence that the photojournalist 
has a soul. On the other hand, Minor 
White opened up vistas of experience that 
generally are not known in the average 
setting. 

Nineteen seventy-two brought Peter 
Bunnell, Todd Walker, Charles Swed
lund, and Gene Youngblood, to mention 
only a few. Nineteen seventy-three was 
filled with Barbara Crane, Benno Fried
man, Jim Alinder, Jeromir Stephany and 
film maker, Jonas Mekas, along with 
many others. Both years were filled 
with many activities and the atmosphere 
was electric with exciting personalities 
giving to the common cause. In retro
spect, the decade ends with more joy 
than sorrow, and gains that cannot be 
measured. II Refocus 11 has acted as a 
catalyst by sensitizing the community to 
greater aesthetic and life-producing ex
periences in the medium. 

There can be no doubt about the value 
of the presence of exceptional people to 
an educational system and 11Refocus 1I has 
added this. Because of the recent explo
sive popularity attributed to photography, 
there is concern in some quarters that 
too many photographers are being pro
duced, which could be like saying that 
too many people are able to write. One 
could project into the future and assume 
that a new kind of writing is beginning to 
emerge and that every available resource 
for causing this expressive medium to 
develop should be used and explored. At 
least we do know that a photographic ex
hibit causes a constant stream of people 
to visit and these numbers continue to 
increase. So it might be added that a 
stimulating environment is what an art
ist needs to grow, and I1 Refocus II is such 
an environment. 

John Schulze 
Professor of Photography 
University of Iowa 

GOOD READING ROUND-UP 
If the summer left you time to catch 

up on your reading, here are a few more 
items which you might find of interest: 
The July-August 1973 is sue of The Print 
Collector I s Newsletter contains the arti
cle, 11Photographs & 1-'rofessionals: A 
Discussion. 11 It is a II round table II dis
cussion among Lee Witkin, Aaron Sis
kind, Harold Jones, Lucien Goldschmidt, 
and Ronald Feldman with Peter Bunnell 
as moderator. The article has some 
pointed opinions and raises some inter
esting questions for members . . (Single 
copies of PCN are available at $2. 50 from 
Print Collector's Newsletter, Inc., 205 
East 78th St., New York, N. Y. 10021.) 

The June issue of Art Forum contains 
an article by Max Kozloff, 11The Uncanny 
Portrait: Sander, Arbus, Samaras. 11 

Of particular interest to members is an 
article by Charles Hagen, 11SPE: Trying 
To Make It Work," in the May issue of 
Afterimage. That publication comes out 
of the Visual Studies Workshop, 4 Elton 
St., Rochester, N. Y. 14607 and is doing 
an outstanding job in its first year of pub
lication. 

The story of the Museum of Modern 
Art and, in par t icular, comments by 
Newhall and Szarkowski in Russell Lynes 1 

Good Old Modern is worth persuing. 
Weston Kemp's, Photography for Visual 
Communicators is now avail~ble. Pub
lished by Prentice-Hall, Inc., it is a 
new text book for photography classes. 
While we haven 1t had time to read it yet, 
a long glance turned up many fine photo
graphs reproduced and chapters covering 
almost the full range including a student 
portfolio. This might be the text you've 
been waiting for. 

The best was saved for last, and only 
time precluded a full review of John 
Szarkowski' s Looking at Photographs: 
100 Pictures from the Collection of the 
Museum of Modern Art. Szarkowski has 
selected the photographs from the days 
of the daguerreotype to some rather 
contemporary work. The factors which 
make this book outstanding are not only 
the excellent reproductions and clean 
layout, but Szarkowski' s ,frequently full 
page of comments about each photograph. 
While some of the writing is interesting, 
incisive and informative, much of it is 



truly poetic. The hardbound edition is 
distributed by New York Graphic Society 
and the soft cover is available only 
through the Museum of Modern Art Book 
Service (11 West 53 Street, New York, 
N. Y. 10019). Szarkowski in this intro
duction calls it a picutre book to provide 
material for simple delectation. I've 
ordered it as a required text for my his
tory of photography class. Time for more 
delectation. 

J. A. 

$1000. IN GRANTS-IN-AID 
AWARDED FOR 1973 

The S PE Grant Committee has award
ed $1000 in grants-in-aid for research 
this year. From a total of seventeen 
applications the committee selected the 
proposals of six members for this year's 
grants. The committee consists of Sam 
Wahg, Chairman, Jack Wilgus and Die~ 
Stevens. We anticipate that the results 
of the research will be seen in upcotning 
issues bf EXPOSURE. Receiving the 
grants were: . 

Stahley J. Bowman: Study of Con
tempora:ty Ihnovators a.nd Processes 
($250. 00) (Albuquerque, New Mexico ') 

Peter Bunnell: Gathering Pertinent 
Literature for Anthology of Writings on 
];;hotography ($50. 00) (Princeton, New 
Jersey) 

Derril! C. Dalby: Exploration in · 
Using Photography as a Performing Art 
($250. 00) (Logan, Utah) 

Martin S. Dworkin: Completioh of a 
Critical Edition of Studies, Essays, ahd 
Significant Statements bealing with ·Fun
damental Philosophical Problems of 
Photography ($150) (New York, New York) 

Michael Simon: Collection and Distri
bution to the Membership Materials Per
taining to "Photographic Images as 
Recorders of History and Social Chartge" 
or "Photographs as Art and Record" 
($100. 00) (Beloit, Wisconsin) . 

Bert Yarborough: Investigation of 
Photographic Language and Its Effect 
on Perceptual Attitudes) ($200. 00) (Baton 
Rouge, Louisiana) 

ESG MARKETS 
ARCHIVAL PRINT DRYER 

In addition to their line of high quality 
film and print washers, the East Street 
Gallery is now manufacturing a new 
plastic screen dryer for all types of 
papers including resin coated B& W and 
color papers. Their stated objective 
was to provide a low cost print dryer 
which could handle large size (16x20) 
prints, fit into a small space, meet ar
chival processing requirements, accom
modate all types of papers and have 
drying surfaces which could be easily 
cleaned. Each dryer will dry five l 6x20 
printi,, or ten l lxl4, or twenty 8xl0 
prints. Price of the dryer is $35. oo· 
FOB Grinnell, Ia. For more informa
tion contact: East Street Gallery, 72~3 
State Street, Box 68, Grinnell, Iowa 
50112. 

Two eta.eked ESG archival ptint dryers 

,• . 
~ 

WRITE IT TOD A .Y ! -
Tl-rE Df:ADLINE F'6R 
THE NEXT EXPOSURE 
IS SEPTEMBER 15TH ... 

·, - .. 
✓ 
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Photos courtesy Friends of Photography 

IMOGEN CUNNINGHAM'S NINETIETH BIRTHDAY 

The setting was the opening Monday 
night of the Friends of Photography Eas
ter workshop. After a dinner for the 118 
friends of steak, etc., on paper plates, 
the lights were turned off and ten birth
day cakes and a basket of birthday brown
ies with a total of 92 lighted candles (one 
for good luck and one for next year) pro
vided the lumination for the honorary 
festivities and the photographs repro
duced here. Imogen had Ansel Adams 
on her right and Brett Weston on her 
left, and the incredible lady has our love 
and best wishes for many more. 



] 

Imogen, 1967 Photograph by Jim Alinder 
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RESOLVING CONFLICTING GOALS 
IN PHOTOGRAPHIC EDUCATION 

by 
Richard Stevens 

There are urgent needs at this mo
ment in photographic education. As 
important as any, perhaps, is the need 
for educators in photography, profes
sional as well as liberal, to come to a 
shared understanding about goals and 
procedures. This article is submitted 
as part of a continuing effort in this im
portant inquiry. Determining goals for 
photographic education that are s atis
factory to the photographic profession, 
to university educators, and to students 
is a task that has proved difficult indeed. 
It is time that the Society for Photogra
phic Education direct some of its con- · 
siderable energy to this fundamental 
concern. 

Some light may be shed on the prob
lems at hand if they are viewed in the 
context of• the traditional debate between 
professional and liberal education. His
torically, educational institutions have 
been asked to accomplish two more or 
less conflicting objectives: to prepare 
youth for service to society and to assist 
them in gaining a fuller understanding of 
life and themselves. Traditionally pro'
fessions such as law, 'engineering, busi
ness, the military, and medicine have 
pre~ sed schools to expend the more sub
stantial proportion of their energy and 
resources on training students in areas 
of immediate .Practical utility to society. 
I shall . call this attitude toward education 
a professional or vocational view of edu
cation. :· T.he ,,.educator who sttesses pro
fessionalism ' usually holds that society 
provides the money and is thereby justi
fied in demanding from schools a useful 
product, well trained young people, able 
and ready to serve society productively. 
V.ocational educators do not hesitate to 
add that it is also in the interest of the 
student to be able to earn a living after 
graduatidn, · 

One problem with the professional
vocational view of education is the fact 
that substantial numbers of profession
als, educatt>:('s, and studertts do not share 

it. Those who object argue that the in
terests of professions, of society, and 
of individuals are all better served by a 
less utilitarian approach to education. 
They argue that a strict professional or 
vocational approach does little more than 
satisfy a society's need for an available 
labor market provided at a relatively 
cheap cost to the employer . They object 
to the assumption inherent in the voca
tional position that the present order of 
things (practices, equipment, process es) 
will and should remain. They urge that 
professional needs change with changing 
circumstances in capricious and unpre
dictable ways and that individuals slavish
ly serve them at their own and society's 
peril, as the recent lay offs and shut
down in the space industry suggests. 

Whether these criticisms of profes
sional education are justified or not, and 
to what degree they damage the position 
will remain an open question. Whatever 
point of view one takes, one truth is 
certain, all citizens must contribute sor'ne 
share of work to their communities, and 
in a technological age this contribution 
depends on the acquisid.on of learned 
knowledge and skill, both of which have 
been traditionally imparted ih schools. 

The classical Opponent of the posit ion 
of vocational or profe.s s ional education is 
the supporter of liberal ~ducation. This 
position can be and has been variously 
defined, · but generally it holds that schools 
should educate p~rsons, not workers. 
The liberal view holds that multifaceted 
personal developments, cultural aware
ness, disinterested knowledge, moral 
attitudes, and values are as crucial to 
social progress as they are to personal 
development. Liberal educators believe 
that education is reconstructive, that the 
school and the individual are both agents 
of change and progress. They believe 
the educational mission shapes individu
als to serve society (as Einstein once 
pointed out) not as bees or ants in an \m
questiori.ing, slavish service, but rather 
as ·responsible and creative contributors. 
Liberal educators believe that the school 
must free students 'from uncritical ac
ceptance of present thought and practice 
sb that the quality 6£ life, both petsonal 
and social may be enhanced and, con-' 
trary to what some students are prone 
to overlook, liberal educators insist on 



critical exam.ination of the presumptions 
and worth of the individuq.l along with 
criticism of social and professional 
practice. 

How do these two opposing views of 
education clarify the problems that af
flict photographic education today? The 
question is complex and difficult to an
swer at all, especially when we consider 
that there are many spokesmen who see 
it from different points of view. In what 
follows I shall try to focus an answer 
that flows from my experience. Others 
are invited to respond. 

The professional attitude toward 
photographic education can be seen when 
owners of sizeable commercial photo
graphic establishments openly express 
their interest in an assured market of 
ready professionals. They make no 
beans about the fact that profits would 
improve if part or all of the cost of train
ing could be transferred to professional 
education. The Professional Photo
graphers of America have been openly 
looking for a university to endow with 
the responsibility of providing profes
sionals trained to their specifications. 
The P. P. of A. Journal, genuinely if 
often misguidedly interested in the up
grading of the profession of photography, 
has frequently asserted that what the 
colleges are doing in photography is a 
disgrace. Their complaint has been that 
the schools too often ignore both profes
sional discipline and the value of social 
service. They demand that something 
must be done soon, and that only a rad
ical change in photographic education 
will serve. They murmur about setting 
up their own accrediting system which 
will make clear what kinds of products 
are coming from the various institutions 
presently engaged in photographic educa
tion. Such evidence makes it abundantly 
clear that vocationalism is alive and 
rampant. 

Determining whether this vocational 
position is justified and whether its re
forms are desirable requires an exami
nation of what has been happening in the 
universities which engage in photograph
ic education. Perhaps the most notable 
change in recent years has been the ex
ponential growth in university offerings 
in photography. Hardly a university in 
the land exists which does not offer some 

kind of photographic course of study. It 
is important to note the departmental 
placement of this growth ,,', which has oc
curred primarily in dep'ii. ,rtments of Art 
as opposed to department- 9 of science, 
engineering, business, or journalism. 
Such departmental a;,ssignment provides 
a clue to the content ·of much of modern 
photographic educati,on as well as the 
values pursued. What art departments 
are doing with photography may be var
iously described and pursued at different 
places, but it is probably not inaccurate 
to say that they have been concerned with 
teaching students to prod 'uce and appre
ciate creative and expressive photography. 
These values have been implemented a
cross the land in introducto~y courses 
in photography courses which unselected 
students may elect for whatever reasons 
they choose. Another important develop
ment in university photography has been 
the growth of the 11art major, 11 a special
ization in fine arts photography that does 
not necessarily conform to traditional 
professional and e::ommercial concepts 
or requirements. 

The rapid growth of photographic ed
ucation in colleges has not been without 
its critics. Criticism (and it has come 
from within the university as well as 
without) has been directed toward pro
grams whose graduates allegedly exhibit 
minimal control and, on occasion, limited 
awareness of fundamental photographic 
principles and process es. Master of fine 
arts graduates in photography are criti
cized for possessing mastery of only the 
small corner of photography they choose 
to exploit artistically. Graduate as well 
as undergraduate programs are criticized 
for offering an incomplete, frivolous, 
overextended, and useless education. 
Critics say that graduates of artistic pro
grams don 1t, won't, or can't work. One 
professor refers to graduates of such 
programs as 11the unemployables. 11 

Others point out the artistic photograph
er's ability to survive in the infant art
photograph market is below subsistence 
level, even for the best. And as for the 
art-photographer's ability to compete in 
the commercial market, some employers 
are quick to say they prefer to hire off 
the street. 

' ' 
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It should be pointed out that such cri
ticism is usually leveled at the relatively 
small number of university programs that 
give the baccalaureate or master's de
gree in photography to those who have had 
a preponderance of courses in expressive 
photography. It should also be noted that 
graduates of such programs are not with
out representation in the chorus of cri
ticism. Finally, it is worth noting that 
elective introductory courses in photog
raphy, far and away the bulk of photo
graphic course offerings, have been re
ceiving little if any criticism. 

How should the Society respond to these 
criticisms? I believe we should begin 
by recognizing that some are sound. 
Who can deny that some exploitation ex
ists. There are some unprincipled col
lege offerings and some irresponsible 
students who thrive on them, just as there 
is some exploitation present in profes
sional (commercial) photographic educa
tion. If we grant as much, and if we take 
our miss ion as photographic educators 
seriously, we may then ask whether there 
is some resolution of the dilemma pho
tographic education finds its elf in- - a 
dilemma in which there is a strong de-
s ire to upgrade the profession of photog
raphy, hopefully through better education, 
at a time when photographic education in 
the universities has become suspect. 

A solution to the problem of what to do 
with photographic education may be more 
easily found if we can get a clearer grasp 
of what photography is today and what it 
means in present society. Exchange of 
insults and threats by various factions 
will not produce results. Both the lib
eral and the professional factions must 
become aware of what they can contrib
ute and what they can not. It should be
come clear to the liberal that technical 
and professional education must be of
fered by some schools to satisfy society's 
need for competent professional service 
at all levels. But it should also be clear 
that not every school should provide 
strictly professional preparation of this 
type in every class bearing the name of 
photography. Growth in photographic 
creativity and artistic responsiveness 
requires discipline as demanding as any 
taught in the professional school. The 
teacher who comes from: a liberal pro
gram of photographic education may be 

as learned in his disciplines as the grad
uate of the most technical photographic 
school. 

The confusion over goals and values 
in present photographic education is 
traceable, at least in part, to the fact 
that photography is a multifaceted phe
nomena. It is a complex of chemical, 
physical, and mechanical processes with 
vast technological implications. At the 
same time it is "the most available art. 11 

It does not take years of training a,nd 
practice in the art of photography to de
velop a "hand" or "lip" in order to create 
an expressive product as it does in other 
arts. It is a fact that photography is the 
one art that allows relatively competent 
communication after but little training, 
often that which can be offered in an 
introductory course or two. 

As we consider what colleges should 
be doing in photography we cannot afford 
to ignore either of the two dimensions of 
photography. If liberal courses in pho
tography can facilitate rapid artistic 
understanding and development, if they 
can contribute to the liberation of large 
numbers of students from artlessness, 
visual illiteracy and indifference to ex
pression, if they can help students to 
create powerful and meaningful images, 
certainly this kind of education is justi
fied. Likewise, college programs in 
photography that prepare teachers to 
teach this kind of liberal, artistic pho
tography are also justified. 

At the same time, valuable as such 
artistic photographic education may be, 
it will not suffice by itself. Photographic 
education much as it may want to, cannot 
limit itself to the production of individ
uals who are photographically innovative 
and expressive. It must come to see that 
some schools may allow some students 
to "take II more artistic photography than 
may be good for them or society. An
other way of saying this would be to say 
that some students may receive insuffi
cient discipline in photography and other 
areas to effectively contribute to either 
their profession or to society. If schools 
do not question their own indifference to 
all the needs of students and society, 
others soon will. More and more, of 
late, one hears of the need for account
ability. 



Looking at it from the other point of 
view, one quickly sees that universities 
have no monopoly on "mickey-mouse" 
course offerings or practices of doubt
ful ethical and social value. A reading 
of any catalog offering "commercial and 
professional" courses in photography will 
quickly reveal lapses in concern for the 
much vaunted professional discipline or 
service to the society. Too often the 
courses are set up for the rapid accum
ulation of income from photographic 
practices of doubtful value. 

If any critical conclusion by way of a 
solution can be drawn from all this, it 
may be that educators in photography of 
all stripes should make a careful exam
ination of their goals and methods. They 
should consider whether a total education 
of a liberal kind can be achieved through 
photographic courses alone. Who has 
not been apalled by the poverty of educa
tion liberal as well as professional grad
uates often display? Students must come 
to accept the fact that universities do not 
exist to replace the world with a genial 
and supportive photographic environment. 
And, of course, employers must learn 
that schools do not exist to create tools 
for hire. The conclusion seems obvious: 
photographic education must exert itself 
to assure that its programs provide for 
professional competence, social contri
bution, and personal growth and develop
ment. 

Our society (SPE) must begin to take 
steps to respond to the problems of pho
tographic education. It might be well 
advised to begin with the problems at
tendant on goals and methods. My own 
belief is that our problems do not concern 

courses but rather "programs" as they 
are presently designed within the univer
sity and without. Shall the growth in 
liberal education in photography as pur
sued by Art departments be encouraged? 
What form shall it take? It is clear that 
such education in photography has met 
many important needs that have been 
ignored in the past. Liberal courses in 
photography have brought photography to 
hundreds of campuses over the land and 
to hundreds of thousands of students. On 
the other hand, there must be examina
tion of how best to meet the need for 
professional competence which society 
justly demands. There must be institu
tions whose programs ar .e competent to 
do this. One conclusion is sure: neither 
the liberal or professional program stands 
to gain by ignoring the needs or the con
tribution made by the other. 

There is dignity in both goals and a 
need for the accomplishment of both . 
Society needs it liberally educated indi
viduals: its creative artists, its respon
sive public, its capable teachers of pho
tography. It also needs its disciplined 
technicians and professionals. 

Le1 me conclude with a plea that we 
join in understanding these needs and in 
meeting them with worthy and comple
mentary programs. Doing this must be
come an important part of the activity 
of a group that calls itself the Society 
for Photographic Education. 

Richard Stevens 
Associate Professor 
Department of Art 
University of Notre Dame 
Notre Dame, Indiana 

RUBBER STAMP OF THE MONTH 
Larry Stark Wins Again! 
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TEIE 1VIONOCEIH.01VIE 
CAH.BH.O PH.OCESS 

by Robert F. Green, M. D. 
© Gallery 614, Inc., 1973 

''CARBRO'' 

This technique which was developed 
in England a little over a century ago 
has been universally described as the 
most beautiful of all photographic pro
cess es. 

It is a pigment process which trans
forms a silver image (the bromide print} 
into a pigment print. The process may 
be in monochrome with a variety of 
colors or in trichrome rendering a fully 
colored image. The final image may 
rest on virtually any substratum and be 
viewed either by reflected or transmitted 
light. In addition and in contrast to the 
ordinary photographic image, the prints 
are light-fast and will not fade. The very 
nature of the process renders a subtle 
three dimensional perspective which en
hances the depth and beauty of the final 
creation. 

Carbro printing has virtually disap
peared in the last decade. It is a highly 
refined technique which requires more 
than a modicum of patience and intelli
gence as well as an esthetic eye. The 
pigment prints have an unsurpassed rich
ness which to me are the visual equiva
lents of Blake I s couplet: 

"To see the world in a grain of sand 
and heaven in a wildflower; 

To hold infinity in the palm of your hand 
and eternity in an hour. 11 

Gallery 614 is attempting to revive 
this technique and enhance the pleasure 
of those who have a feeling for beauty. 

TECHNIQUE 

Make a bromide print on nonsuper
coated bromide paper from a negative 
which has been properly exposed and 
which has a good tonal range. The print 
must be fully developed so that the tonal 
range is not lost. A white border of 1 / 2" 
must surround the print. It is advisable 
to develop the bromide in LPD or Amidol 
for the best results. 

Develop the bromide for a full 2 min
utes and then place in the stop bath for 
30 seconds. Then immerse in plain hypo 
(hypo to which no hardener has been add
ed} for about 5 minutes. During all of 
these steps, constant and uniform ag i ta
tion is suggested. Wash for half an hour 
in water and then the bromide print may 
be either used at this time or dried and 
used at a later date. In the event the 
latter procedure is followed, the print 
should be soaked in water at about 70 
degrees F. for about 30 minutes prior 
to use. This is to stretch the baryta 
fibers. 

While preparing to sensitize the pig
ment tissue, it is advisable to soak the 
final support paper in water at 68 de
grees F. for approximately half an hour 
before being used. 

Immediately prior to sensitizing the 
pigment tis sue, place the well-washed 
bromide on the plate glass and squeege 
to the plate glass firmly in a north
south- east-west direction. This will 
help the bromide adhere to the glass prior 
to the tissue being squeeged onto the bro
mide paper. Next, place water on top of 
the bromide print in liberal quantities so 
that the entire surface is covered. Leave 
this lay and proceed to the next step. 

SENSITIZING 

The pigment tis sue which should be 
1 / 2" larger than the bromide paper is 
then immersed in water at about 68 de
grees F. for about 5 minutes prior to 
being used. Subsequent to this, it is 
placed in the sensitizing solution for at 
least 2 minutes and not more than 3 min
utes, This solution must be between 45-
50 degrees F. in order for the process 
to work effectively. The temperature is 
most critical. 

When the time has elapsed, take the 
tissue from the sensitizing bath and put 
in intimate contact with the print by gent 
ly lowering it onto the bromide surface, 



holding one end of the tissue with your 
fingers on the plate glass. Make certain 
that the bromide is fully covered with 
water and that no air bubbles are on its 
surface. Do not adjust or move the tis
sue on the print from now on or a double 
image will form. Squeege the pigment 
tissue to the print in firm strokes. One 
stroke in a north- south direction and 
another stroke in the east-west direction. 

Then place a piece of waxed paper 
larger than the tissue over the tissue
bromide print combination. Place a 
piece of 16x20 plate glass over this com
bination and allow the print and tissue to 
remain in intimate contact for 15 min
utes. At the end of 15 minutes, remove 
the plate glass and waxed paper and place 
the tissue bromide print combination in 
a tray of water at about 68 degrees F. 
Remove the bromide print from the tis
sue by peeling it off in one easy sure 
motion, keeping the tissue under water 
at all times in order to avoid the forma
tion of air bubbles. 

In the event the tissue does show tiny 
air bubbles, they may be removed by 
gently brushing them away with one's 
hand, maintaining the tissue under water 
at all times. A better way of removing 
the bubbles is to move the tissue around 
vigorously under water without touching 
the pigment surface. 

Bring the final transfer paper together 
with the tissue under water (again to 
avoid the formation of air bubbles), with 
the gelatin side face-to-face with the pig
ment tis sue. Remove them together from 
the water and allow them to drain for 
about 15-20 seconds. This will remove 
most of the dichromate stain. Place 
them on a plate glass with the final trans
fer paper being next to the plate glass and 
the tis sue on top. Squeege together in the 
four directions - north, south, east, 
west, firmly and gently. Place a piece 
of waxed paper over the package and then 
place a 16x20 plate glass over the waxed 
paper and leave there for 30 minutes. 

After 25 minutes prepare a tray or 
sink full of water at about 100-105 de
grees F. After 30 minutes have expired, 
remove the plate glass and waxed paper 
and take the tissue transfer paper com
bination and place in the water, tis sue 
side up. After a brief period, say of 30 
seconds to 2 minutes, the pigment will 

begin oozing from the interface, gradu
ally becoming more profuse. At the 
appropriate time (judgment gained from 
experience will determine this), peel the 
tissue from the transfer paper in one 
continuous motion. Discard the tissue. 

Once the tis sue has been removed, it 
is advisable to turn the final transfer 
paper face down in the water (it will now 
merely look like an amorphous mass of 
pigment with no visible image.) At that 
point, it is imperative not to touch the 
pigment with your fingers. 

With the pigment face down in the 
water, jiggle the tis sue around, turn it 
over, gently immerse and remove it 
from the water by grasping the opposite 
diagonals, gradually an image will ap
pear. Lave carefully until the wash 
water runs clean. The image will be
visible in all its rich beauty in due time. 

Immerse the transfer paper in a tray 
containing a solution of 30 grams of 
chrome alum in 1000 cc of water at about 
65-70 degrees F. This will "clear" the 
transfer paper of the dichromate stain, 
While in this bath, allow the pigment 
image to gently be moved about, again 
avoid touching the delicate gelatin, After 
the image has cleared itself of the di
chromate stain in the above bath, im
merse the transfer paper in a tray of 
water at about 60 degrees F. and allow 
the gelatin to harden for about 5 minutes, 
Hang the transfer paper up on one diag
onal and allow it to drain for about 5-10 
minutes, (This prevents pooling of water 
or pigment material on the print.) 

Finally, place the fully drained pig
ment print face up in a dust-free area and 
allow to dry for approximately 24 hours. 
After that the print may be retouched 
where necessary or dry-mounted as one 
would a bromide print. The bromide 
print may be redeveloped in your ordinary 
developer for the same time as originally 
developed, then washed for 1 / 2 hour in 
water. No hypo bath is necessary. This 
print may be used up to five times--gain
ing in contrast with each use. 

MATERIALS 

It is necessary to have the following 
materials: 

1. LPD or Amidol Bromide 
Developer 
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2. Potassium Ferricyanide 
3. Potassium Dichromate 
4. Potassium Bromide 
5. Succinic Acid 
6. Potassium Alum 
7. Chrome Alum 
8. Nonsupercoated bromide paper 
9. Pigment tis sue which should al

ways be cut larger than the bro
mide print by 1 11 or so. 

10. Plate glass (2) 16x20 
11. One 12" rubber squeege 

SENSITIZING FORMULA 

t-Jotassium Ferricyanide, 16 grams 
Potassium Dichromate, 12 grams 
Potassium Bromide, 8 grams 
Succinic Acid, 2. 4 grams 
Potassium Alum, 1 gram 

This should be diluted in a liter of 
distilled water. In order to make a 
stronger print~ you may dilute it in 1250 
cc of water. This will increase the con
trast. In order to flatten the contrast or 
make a less-contrasty print, dilute the 
above in 750 cc of water. 

FAULTS 

1. Tis sue sticks to plate glass and to 
bromide print - Sensitizing solution 
above 50 degrees F. 

2. Image washes off final support paper -
Water too warm when tissue is placed 
in contact with final transfer paper. 
Temperature should be about 66 de
grees F. 

3. Frilling - insufficient white margin 
on bromide print. 

4. Washed out areas on final print -
Too vigorous washing, fingerprint 
contamination, or air bubbles. 

5. Image too light (bromide print too 
light). 

6. Lack of contrast in final print (see 
#5). 

7. Final print has yellow stain - Incom
plete removal of dichromate stain in 
chrome alum bath. 

OUTLINE OF PROCESS 

1. Place bromide print on squeege 
board face up. 

2. Place sensitized tissue on bromide 
print and squeege into contact. 

3. Cover with waxed paper and glass 
for 15 minutes. 

4. Separate bromide paper and pigment 
tissue under water. Squeege pig
ment tissue to transfer paper. 
Cover with waxed paper and glass 
for 30 minutes. 

5. Separate pigment tissue from trans
fer paper in water about 100-105 
degrees F. 

6. Wash to desired tonal range. 
7. Place in chrome alum bath to re

move dichromate stain. 
8. Place in cold water 55-60 degrees 

F. to harden gelatin. 
9. Hang up and drain. 

10. Dryflat. 

SUMMARY 

In order to make a good monochrome 
print you must start with a good nega
tive. Careful observation and practice 
of the above technique will render beau
tiful prints unmatched by ordinary pho
tographic processes. 

If you have difficulty with the process, 
please contact Gallery 614 immediately. 

## 
REFERENCES : Focal Encyclopedia of 
Photography; Focal Press, London & New 
York. The British Journal Photographic 
Almanac, any issue up to 1947. The 
American Annual of Photography, any 
is sue up to 1948. Das Silber- Pigment
Verfahren; Dr. Alois Heigl, Franz Han
fstaengl, Munich, West Germany. 

Gallery 614 imports and distributes 
pigment tissues, transfer paper and 
other materials necessary for mono
chrome and trichrome carbro prints. 
They have a ''sample kit" of materials 
available for $34. 95. Write them for 
prices of otheli' materials. 

Gallery 614 
614 West Berry Street 
Fort Wayne, Indiana 46802 

(Ed. note: The great beauty of the 
"carbro" process is seen only in 
original prints thus we did not attempt. 
to reproduce one with this article. ) 



Screen print by Todd Walker 

NEW PHOTOGRAPHICS/73 

CONTEMPORARY WORK SLIDES AVAILABLE 

New Photographies has now completed 
its third year of annual exhibitions. The 
national exhibit is open to all artists 
whose summitted work rp.akes use of pho
tographic imagery or processes. This 
is the only requil'ement. The work is 
juried on the basis of slides. After se
lections are made the artists are notified 
and are then invited to show a selection 
of their work of their own choosing. This 
year more than 300 artists submitted over 
3,000 slides from which some 70 were 
selected from nearly 30 states. The 

photographers include Heinecken, Hyde, 
Pfahl, Stone, Skoogfors, Steinhauser, 
Sievers, Stuler, Swedlund, Teres, 
Traube, Wang, Sahlstrand, and many 
others. The exhibition at Central Wash
ington State College, Ellensburg ran from 
May 7-18. Most importantly for S PE 
members is that a series of slidessets 
have been made of this very contempo
rary work. Prices are from 20 slides 
fo:i; $15 to 240 slides for $120. Direct 
orders and inquires to Roslyn Arts, 
Box 511, Roslyn, Washington 98941. 
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THOUGHTS ON BEING A CURATOR OF PHOTOGRAPHY 
by 

J. C. Maddox 

Responding to the request of the edi
tor for articles, I thought it might be 
interesting to some of the membership 
to have some idea of my approach to 
photography, and more specifically how 
I view the business of being a curator of 
photography. What follows is a series 
of more or less connected thoughts and 
notions, and I must emphasize that while 
they obviously have some connection 
with the way photography is dealt with 
in the Library of Congress, they are not 
official, and in the end must be consid
ered only as my personal attitudes. 

The profess ion of being a curator of 
photography is still a bit peculiar and 
relatively new within a field that is it-
s elf not too old. There is little in the 
way of tradition or experience to explain 
it, and so it is fair to ask how a curator 
of photography sees his job. What does 
he do? I think that depends ultimately 
upon the collection he works with. He 
cannot go to school and acquire a back
ground which will prepare him for the 
situation he will actually work with. 
Beyond a knowledge of the history of 
photography and some awareness of how 
it is done, there is not much to be learn
ed before beginning work. Instead, in 
most cases, the curator takes the col
lection he has and learns from it. His 
initial obligation is to make hims elf 
familiar with the collection and discover 
its strong characteristics. These may 
determine the curator 1 s attitude toward 
cataloging, utilization and augmentation 
of the collection. Almost every collec
tion. Almost every collection will have 
some orientation which can dictate a 
direction. This can be a drawback, of 
course, since if the curator has a small 
collection with no clearly defined quali
ties, he is left with great freedom to 
develop it as he wishes, and this can be 
a very satisfying experience. My own, 
however, is mostly with the already 
formed. collection, and there are several 
forms of possible emphasis. A collection 
can be historical/ technical, historical/ 
documentary, historical/ esthetic- -or any 

of these singly. Within a collection there 
may be specific groups of material which 
can direct the emphasis- -for example in 
the Library of Congress, the Civil War 
photographs or those of the FSA. The 
curator works with (or perhaps in some 
cases, against) these forces. In either 
case they affect how he does his job. If 
the collection consists mostly of older 
historical material much of his time may 
be given to preservation problems. With 
documentary and esthetic collections the 
emphasis may shift to the development of 
the material, augmenting and expanding 
it. A large collection with well defined 
character may limit the interest in ac
quisitions to those items which •will fit 
into an established structure. In the 
case of the small collection, the curator 
will usually have greater freedom in mak
ing additions--assuming he has the nee-
es sary funds. This is another important 
aspect to acquisitions policy which can 
vary greatly, but in my experience it is 
usually an important factor . What a 
curator recommends will frequently be 
conditioned by the means he has at his 
disposal. Assuming, as it seems to be 
in most cases, they are limited, then the 
curator is prone to think the money should 
be saved for something else, more im
portant, of more interest, of greater 
rarity. Unfortunately, lack of funds can 
also be a convienent way of not telling 
someone you are not interested in his 
work. 

Let us assume, however, that money 
is not a problem. In this case there are 
several factors which can now affect my 
judgements about photographs. For ex
ample, it makes a difference whether I 
am looking at something for the perma
nent collection, or judging work for a 
temporary exhibition outside the Library. 
When I consider work for the permanent 
collections, I am very conscious of a 
sense of history. I try to think of the 
overall nature of the collection and how 
the work being considered relates to this. 
I think of the work in terms of photograph 
in general: again, how does i t relate? 



Does the photograph show a significant 

step in a new direction? Is it an inter

esting experiment? A strong statement 
in an established style? Or simply a 

basic photograph, a classic (perhaps}, 
well seen, well made? 

If I know the photographer and his 

work, I find my standards ·are frequent

ly more rigid. What I usually look for 

in these cases is conceptual evolution-

and sometimes technical innovations. I 

try to decide if the work is more than a 

simple repetition of something already 

done. 
In jurying work for a temporary exhi

bition, I have a more subjective approach. 

In this instance, it is frequently a ques

tion of whether or not I personally like 

the photograph. Some of the factors 

mentioned already may be used, but not 

always by any means. There is always, 

the chance that a particular image can 

have an unique effect, completely out of 

context of a body of work. Criteria may 

be referred to, but if the photograph has 

a strong attraction, for whatever reason, 

then I would be more likely in this situ

ation to ignore them. 
In most of my judgments and consid

erations of photography, however, I try 

to subdue my prejudices and work with 

as much objectivity as possible. I fre

quently find this is difficult to do. I have 

certain concepts about photography which 

I have acquired through the years, from 

teachers and from work I have seen and 

studied. I am not at all certain that if I 

were to try and state these ideas that they 

would have any consistency or meaning 

except to mys elf. They do exist, how

ever, and when I make decisions in my 

official capacity, I have to remind my

self occasionally to be aware of them, 
and not let them interfere too much with 

what I do. 
A different problem comes about when 

I am brought face to face with a photog

rapher, the one who brings his work to 

show to me and asks me to look at -it and 

comment upon it. Perhaps those of you 

who teach and are more or less contin

ually making direct judgments and dis
cussing them do not find this a problem. 

I think, however, that there is some

thing different expected when a photog
raphers shows his work to a teacher or 

a fellow photographer and when he shows 

it to a curator. The curator can give a 

kind of official approval to the work, 
particularly if it is acquired for a perm

anent collection. It becomes a serious 
situation, involving income and reputa

tion. So, what does the curator say 

when the work does not make a positive 

impression? It is often easier not to 

be direct, and I suspect that is the more 

frequent approach. Human nature being 

what it is, we avoid our true feelings. 

Moreover, in the mind of every curator 
should be the thought that he might be 

mistaken- -or that future work will be 

something to acquire. One usually man

ages to say something, and I suppose no 

one is ever completely satisified with 

what comes out. I do think, however, 

that whatever comments are made, the 

curator should avoid suggestions that 

might form or influence the photograph
er's approach to his work. A teacher is 

in the business of doing this, but a cur

ator, because he is dealing with suppos

edly mature artists, is not supposed to 

form taste and style, but rather to note 

and attempt to understand it. Many cu

rators do teach, but I do not, partly be

cause I have no time for it, but also 

because I prefer not to. I feel my po

tential usefulness, particularly in con

junction with the collections I work with, 

lies in another direction. I feel an 

important aspect of being a curator is 

that of making the material one works 

with useful, and this means making it 

physically available to those who come 

to it. It is important to let students and 

teachers, and anyone else who is inter

ested see the original objects, so they 

can know what a real print by O'Sullivan, 

Stieglitz or Weston looks like. I think 

the curator should also try to find out 

what those who use and look at the ma

terial already know and be ready to sug

gest other things they may not be famil

iar with. The curator should in theory 

know more about the objects unde:r: his 

care than anyone else, and one of his 
most important functions is making these 

objects and his knowledge about them 
available. His job is a kind of teaching, 

but almost always done on a personal, 

one to one bas is. 
A different kind of curatorial problem 

can arise when the curator himself is a 

photographer and is serious about his 
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work. He is in a position where it would 
be relatively easy for him to promote 
his own work. He comes into contact 
with other curators, with directors of 
museums, with dealers and gallery own
ers. Therefore, what does he do about 
his own work? Everyone will have dif
ferent standards, but a curator, particu
larly in a publically supported institution, 
should ideally be neutral and objective. 
To do this it would seem that his own 
work must to some extent suffer, and 
perhaps even be hidden. I cannot go so 
far as to suggest that the curator not be 
involved at all with the actual making of 
photographs, for I feel that there is an 
understanding of the medium which comes 
of its practice that is essential for some
one doing what the curator of photography 
does. There is a difficult balance , to be 
maintained, and everyone will have his 
own conception of this balance. There 
is always a potential for abuse in this 
situation, and because of this I feel the 
cautious approach is better. The cura
tor/photographer, if he is to do his job 
well (I think), must be more curator than 
photographer--at least most of the time. 

Looking back over what I have written 
I realize it has a precautionary tone that 
might make you ask why anyone would 

really want to be a curator of photog
raphy. While there are things the cura
tor must be aware of, the pleasures of 
the work more than make up for them. 
I will mention those that come to mind 
most easily: there is a fundamental 
pleasure that comes from the daily and 
repeated contact with photographs--the 
satisifaction of having a thorough famil
iarity with particular images. Other 
pleasures are found in the research and 
study that goes along with the care of the 
photographs, the discoveries that give 
these images dimension and reality . 
There is the satisfaction that comes with 
the realization that the collection is a 
dynamic organism, and that your work 
helps keep it going. Then, there is the 
opportunity to share this material, the 
good feeling that comes when you are 
able to bring someone to something they 
have not seen before, and experience 
with them their discoveries. The sat
isfactions I find in being a curator of 
photography are more than enough to 
make up for the problems I do encounter. 
I suspect that if I were given the choice 
I would continue to work at it even if I 
could do anything else I wanted. 

Jerald C. Maddox 
Curator of Photography 
Library of Congress 

"PLACE THE FACE" PHOTOGRAPHY CONTEST------------------

When your editor ends up with 2/ 3 of a blank page he thinks fast. So we are 
now able to print the first annual "place the face" photography contest. The first 
member to correctly identify all the photographers below wins his choice of a used 
"as-is" Minox electronic flash unit or a three dollar gift certificate to McDonalds or 
a seed pod taken from E. W. 's place at Wildcat Hill. In the event that no winning 
entry is received by September 15, prizes remain the property of the editor. 



Photograph by Cheri Hiser 






