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Glacial shift 

Brett Weston: Voyage of the Eye 
Afterword by Beaumont Newhall 
Aperture/103 pp./$20.00 (hb); $12.50 
(sb) 

Brett Weston is a man with a love of 
simplicity, a certain distaste for change, 
a n d  very strong opinions .  These 
characteristics, made visible through his 
uncomplicated lifestyle, are especially 
apparent in his photographic methods 

and attitudes. For years he insisted upon 
using large view cameras for all but his 
rare portrait work. He still considers the 
use of a light meter superfluous, if not a 
sign of weak technique. His pictures, too, 
have always had a kind of static quality, 
both internally in their perfect, lifeless 
balance, and in their non-evolutionary 
relationship to one another. 

Yet it is change and growth which are 
the foundation of creativity, and in a way 
which contradicts what he says about 
photography - in a non-verbal, perhaps 
even unconscious way - Brett Weston's 
late work demonstrates a subtle shift to 
slightly more flexible technical dicta, and 
significant changes in the content of his 
pictures. 

Much has been made of Weston's 
gradually increasing use of a Rolleiflex 
camera given to him about 1968. The 
small camera (as compared to the 8xl0 
and llxl4 he still sometimes employs) 
provides a good deal of versatility, and 
the long lenses he uses with it flatten the 
space in his pictures to a degree not 
apparent in his large format work. He 
also seems, in the last 10 years or so, to 
have applied the short tonal range used 
in his well-known abstractions from 
details of the world, to his broader 
landscapes. Full-scale prints have prac­
tically disappeared from his repertoire, 
to be replaced by low key pictures filled 
with swatches and chunks of the deepest 
black. The new Aperture monograph 
reproduces many recent photographs 
which show this to be so. 

Included, too, is an apparently recent 
print of Garapata Beach, 1954. A com­

parison of this print to an earlier version 
of the same photograph also supports 
the hypothesis that he has altered his 
way of working. Black splinters and thick, 
dark wedges intrude upon the smooth 
expanse of sand in this new picture, 
replacing the transparent shadows of 
Garapata as presented in Weston's 1956 
book, Brett Weston Photoeraphs (Merle 
Armitage, ed., New York: E. Weyhe), and 
in an original print at the George Eastman 
House. Assuming the reproduction of the 
Aperture book to be at least somewhat 
close to Weston's current prints, his con­
ception of Garapata seems to have 
changed from a record of an idyllic bit of 
Pacific shoreline to the creation of a 
vaguely strange and inhospitable en­
vironment. 

Weston's propensity for strong tonal 
contrast has been interpreted by critics 
as an emphasis on form, too often at the 
expense of meaning. But the strongest 
work of the last five to ten years shows a 
shift from the design-y abstraction of, 
say, Reflections through Window, 1954, 
(dated 1955 in the Armitage book), or the 
purely shape-oriented broken windows, 
ice bubbles, and cracked mud of past 
years. Those earlier works relied upon 
Weston's ability to disguise the original 
subject in the formalities of shape and 
composition. The new photographs re­
tain a tenuous but real identification with 
their referents. We know what the sub­
jects are, yet we also know that they have 
been transformed. The harsh contrasts 
lend  an unreal i ty  to  the scenes, 
suggesting jet b lack skies (as in 
Mendenhall Glacier, 1973, or Snow Slide, 
Alaska, 1973) or giving the impression of 
reversed tones, as though in negative 
(Bamboo Forest, 1970, Bristle Cone Pine 
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Bark, Tom Poster, The Netherlands, 
1971, Burned Linoleum, 1971). 

A disregard for the traditional concept 
of deep, receding space, not apparent in 
his earlier landscapes, has also become 
a p p a r e n t .  O f t e n  it i s  a s im p l e  
foreshortening which occurs, as in Logg­
ing Ponds, Oregon, 1972, where rows of 
grasses in the foreground, middle 
ground, and lining a far bank are stacked 
one above the other in the well-worn 
photographic paraphrase of oriental 
perspective. But at times Weston 
achieves a synthesis of perspective and 
tonal contrast, as he does in Snow Slide, 
Alaska, 1973, which allows him to play 
havoc with our perception. 

Snow Slide presents a sim pie composi­
tion of a dark field roughly divided ver­
tically by a number of white streaks. 
Close inspection reveals, at the very bot­
tom of the image, a minute Volkswagen 
bus (the photographer's.7) on the thinnest 
line of road. The immensity of the moun­
tain which fills the frame is stunning 
enough in its reality. But we also receive 
the impression of a black sky from which 
drips some unhealthy liquid which 
threatens to envelope bus and road. 
Snow Slide epitomizes the recent 
products of Brett Weston's camera, es­
tablishing as it does a substitute wcrld of 
darkness tinged with menace. It is am­
biguous both in orientation {spatially) 
and in meaning. Weston has achieved a 
level of complexity he rarely even at­
tampted before, say, 1965, and rarely 
accomplished before this decade. 

To make this step, Weston had to bend 
a little. The narrow limits of the medium 
as defined by a "straight" technique of 
pre-visualized, unmanipulated, full­
scale prints from the largest negative 
possible have proved incapable of con­
taining his altered concept of the world. 
But the unbending Weston, loath to give 
up this assumedly "pure" way of working, 
has found a way to adapt it to make 1t look 
as though he has. (Often the effect is all 
the more interesting for our knowledge 
that it was produced with a minimum of 
manipulation.) Thus, for instance, he 

makes pictures which look as though 
they could have been produced in the 

Brett Weston, Mendenhall Glader, Al•ka. 1973 

evening with a strobe on his camera 
(Swamp Grasses, 1973, Forest, Dead and 
Burnt, 1973). In one sense, it is the whole 
of photography as it has developed since 
he began his photographic life which has 
influenced Weston. 

Especially interesting in connection 
with the question of antecedents are the 
"negative images" already referred to, as 
well as others which are related even 
more closely to the final work of the late 
Wynn Bullock. Burnt Wharf, Oregon, 
1972, and Rock Fonns, 1970, not only 
look like negatives, but they are similar in 
many other respects (subject matter, 
composition) to Bullock's photographs. 

Parallels can be found, too, in the ap­
parent interest of both men in altering

perspective. (One picture in the new 

Weston book is startling in its cor­
respondence to certain Bullock prints. 
Tide Pool, Oregon, 1974, looks much like 
Bullock's upside-down photographs, and 
upon scrutiny one discovers that indeed 
it was printed upside-down. It is doubtful 
that Weston intended the inversion, but 
the printer's mistake itself may say 
something about the perspectival am­
biguity of some of his images.) It would 
be counter-productive to belabor the 
similarity between their work, but there is 
biographical evidence which supports 

Brett Weston, Bamboo Forest, Japan, 1970 
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the theory in the fact that Weston rarely 
looks at others' work. He prefers showing 
his occasional informal students his own 
work, to criticizing theirs; he doesn't 
seem to attend many shows outside of a 
quick stroll through a Friends of 
Photography opening now and then, and 
possesses few photographic books or 
monographs. But living something like 
eight miles apart in an area which 
respects and shows its artists more than 
most, the two men could hardly have 
avoided each other's work. And Bullock 
was the one Carmel-area photographer 
who cou Id haveprovided any challenge to 
Weston's eye and mind. 

When one writes of Brett Weston, one 
must inevitably bore one's audience with 
at least a few lines about his famous 
father and his incredibly important role 
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Man Ray - Photographs. East River 
Press/104 photos/$8.50 (sb). In line 
with what seems to be a concerted effort 
to re-release indispensable, yet virtually 
unavailable photographic books, East 
River Press has re-printed this 1934 
compilation of Man Ray's photographs. 
The emotional and intellectual power of 
the book, meant by Ray to be autobiogra­
phical, makes it as valuable now as it was 
then. With a new introduction by A.O. 
Coleman. 

N a k e d  C i ty ,  b y  W e eg e e.  2 4 3  
pp./$12.95 (hb). Naked Hollywood, by 
Weegee and Mel Harris. Unpagi­
nated/$14.95 (hb). Weegee's People, by 
Weegee. Unpaginated/$12.95 (hb). 
Weegee by Weeeee: An Autobiography. 
159 pp./$11.95 (hb). A/I reprinted by Da 
Capo Press, Inc. Therepubli cationoftour 

of Weegee's books provides us with a 
readily accessible collection of his best 
work and his own comments on that 
work. His long-out-of-print (and much-in­
demand)Naked City has had an influence 
far out of proportion to its availability. and 
it can be assumed that its reappearance 
will have a marked effect upon current 
photography. However, the oppcrtunity 
to examine all the books in the sequence 
in which they were published also allows 
us to see how quickly and extensively his 
importance diminished after his recogni­
tion as an "artist." AfterWeeeee's People, 
which was basically a simple extension of 
Naked City, a kitschy compilation of 
"trick photographs" and cute captions 
was produced as Naked Hollywood, 
which was followed by the verbally infor­
mative but visually even sillier autobiog­
raphy. All in all,the books arevaluable as 
documents but lack that intangible"feel­
ing'' of their era which one experiences 
with the originals. 

Oliver Gagliani. ldeograph/108 
pp./$12.00 (sb). The first book from this 
West Coast photographer and teacher. 
Like others who have explored Equival­
ence with their cameras, Gagliani sets up 
emotional states by careful arrangement 
of tones, and is often quite successful. 
However, si nee he does not appear to 
have developed a distinctive personal 
style, and his subject matter is very simi­
lar to that of others who have, his work 
tends to seem overly derivative. 

THE Philosophy of Andy Warhol (From 
A to B and Back Again), by Andy Warhol. 
Harcourt Brace Jovanov ich/ 141 
pp./$7.95 (hb). Warhol continues his 
lifework of blurring the boundaries be­
tween such diverse fields of human en­
deavor as art, business. and buying un­
derwear. Specific references to past work 
or to the attitudes and working methods 
which motivated that work are not to be 
found here, for rather than an autobiog­
raphy in the traditional sense, the book is 
itself a Warhol "piece," as witty and as 
revealing of Warhol's "philosophy" as 
much of his earlier work. 
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in Brett's life and work. Brett is, of course,
a psychoanalyst's dream in his reinter­
pretation of his father's lifestyle, from his
fruit-and-nut breakfasts to his pipe­
smoking machismo. But his most
derivative images have always been ac­
companied by work which was distinctly
"Brett Weston" (his abstractions have
often been used to illustrate this point),
and it may be that the derivations have 
been a deliberate working-through of the 
inescapable influence. As if in blatant 
affirmation of his roots, two of the most 
Edward Weston-like pictures in Voyage of
the Eye are printed on facing pages. Rock 
Forms, Point Lobos, 1970 could almost 
be taken for Edward's Point Lobos, 1930, 
so nearly identical are they. The impres­
sion of deja-vu caused by the other 
photo, Eroded Rocks, Pebble Beach,

Gypsies, by Josef Koudelka. Aper 
ture/$22.50 (hb). A collection of photo­
graphs depicting the lives of the Gypsies 
in East Slovakia. Koudelka's interest in 
the theater is evident in his dramatic 
family group portraits, where his sense of 
lighting and composition enhances their 
aura of romantic mystery. Yet, there is no 
attempt to reduce or glamorize the harsh 
conditions under which the Gypsies live. 
The cold and barren landscape which 
surrounds their poor huts is contrasted 
by their strong sense of community, 
music and play. Care has been taken to 
reproduce and present the images in 
their best light, one at a time. The short 
history by Willy Guy of the Gypsies' 
origins, persecutions, wanderings and 
present conditions is well written and 
informative. 

Independent PhotOll'aphy, by Robert 
Foothorap with Vickie Golden. Straight 
Arrow Books/231 pp./$6.95 (sb). A 
clearly-written basic guide to photogra­
phy. Written from the admittedly biased 
point of view of a working photojournalist, 
it explains the mysteries of: purchase 
and operating 35mm equipment, expo­
sure and development of film, use of 
lighting, and printing, with a short chap­
ter on some considerations of the profes­
sional photographer. 

Latent Image 2, edited by Bill Baxter, 
Ana Diaz, and John Menapace. Publica­
tions Board of Duke University/$4.00 
\Sb); available from Light Impressions. 
Latent Image is a publication of the pho­
tographic community of Duke University 
in North Carolina. The first part of this, 
their second issue, is devoted to docu­
mentary photography, and contains 
short portfolios by three different photog­
raphers with the comments of two of 
them and a short article by a member of 
the history department on the use of 
photographs as historical data. The sec­
ond part contains a selection of work, of 
varying quality, by students, faculty, em­
ployees, and friends of the university. 

Looking Away - Hollywood and Viet• 
nam, by Julian Smith. Charles Scribner's 
Sons/236 pp./$8.95 (hb). A perceptive 
survey of Hollywood's treatment of war 
from World War II to the present, fCl' the 
purpose of providing an index to popular 
concepts of patriotism. national purpose, 
and the U.S.'s relations with the rest of 
the world. It is Smith's thesis that a tre­
mendous shift in all of these concepts 
can be seen in those films, and further­
more, that responsibility for a good part 
of the film industry's (and the nation's) 
ambivalence toward Vietnam can be at­
tributed to the fact that the war itself was 
supported or even created by attitudes 
shaped by the war films of the preceding 
generation. He argues his points effec­
tively. 

The Films of D.W. Griffith, by Edward 
Wagenknecht and Anthony Slide. Crown 
Publishers/276 pp./$12.95 (hb). Con­
tains a synopsis, a selection of stills, cast 
and production lists, and a short critical 
piece for each of Griffith's feature films, 
and a list of all the Biograph films known 
or believed to have been directed by him 
(about 450 over a period of five years}, 
with a discussion of their importance to 
his later work. 

1966, is mitigated somewhat by direct 
comparison of the picture to its counter­
part, Eroded Rock No. 51, 1930, but 
there can be no doubt as to the source of 
the later work. 

One might well question whether 
Weston's "new vision" is new at all, or 
only a reiteration of problems already 
competently dealt with by the Surrealist 
movement in painting, or perhaps by 
Bullock or such latter-day photographic 
"surrealists" as Ralph Gibson. Yet to see 
indications of growth and movement, 
however belated or slow in coming, in an 
artist who has symbolized for some the 
decadence of a philosophy once referred 
to as "Purist," is encouraging. How in­
teresting to learn that there may be 
mileage left in the Old Master yet. 

Brett Weston: Voyage of the Eye 

The Adventures of Louie Parts One 
throu&h Thirteen. 1-2-3 Photo Book. Two 
books by John Benson. Available from 
the author (8 Fruit St., Newburyport, 
Mass. 01950)/16 pp. each/"asking 
price five dollars" each (sb). Two cute but 
rather obscure "artist's books" produced 
in signed, limited editions. Some of the 
verbal puns in Louie are fun ("Louie 
studies to be a technician and starts to 
count"), but the pictures and their 
relationships to the words are left to you. 
Photo Book is Benson's refreshing alter­
nativ� to the Zone System. 

As It Wu. Art Gallery, University of 
Mai n e  a t  Po r t  I a n d  - G o rh a m /  1 2  
photos/price not available. An unusual 
catalogue to a 1974exhibit at the Univer­
sity of Maine of FSA photographs of the 
New England states. Rather than being 
bound, the photographs are reproduced 
on large cards, and are, therefore, easy to 
tack up on a wall. Included are images by 
John Collier, Jack Delano, Russell Lee, 
Edwin Lake, Carl Mydans, Gordon Parks, 
Arthur Rothstein, and Marion Post 
Wolcott, with an introduction and an 
exhibition check list. 

The Magic Image: The Genius of Pho­
tOIJ'aphy from 1839 to the Pr•ent Day, 
by Cecil Beaton and Gail Buckland. Little, 
Brown and Company/304 pp./$19.95. 
Though burdened by glaring omissions 
and the outrageously opinionated com­
ments of Cecil Beaton, this book has a 
number of saving graces. The lives of 
many heretofore ignored photographers 
are briefly (though often incompletely) 
sketched, andthefield of fashion photog­
raphy is dealt with in a more thorough 
manner than in the earlier and more 
scholarly histories. It is replete with Bea­
ton's personal reminiscences of many 
major artists and events in their careers. 
Perhaps most important, it will give those 
interested in Beaton an idea of that 
man's view of the history of the medium 
a, ,j his place within it. 

Communion in Solitude - Mexico 
from the Corner of an Eye, by Michael 
B r a d l e y .  S c r i m s h a w  P r e s s / 9 6  
pp./$16.95 (hb). This book is being 
touted as an antidote to the standard 
travel book, but is in reality another sort 
of poison. It certainly does not concen­
trate on what a tourist would care to see, 
but Bradley's treatment of his subject 
matter is not especially imaginative, nor 
is his sequencing of the photographs. 
Refer to native artists and photographers 
for far more revealing evocations of the 
startling contrasts which make up Mex­
ico. 

Tina Modotti - A Fragile Life, by Mil­
d red  C o n s t a n t i n e .  P a d d i n g t o n  
Press/224 pp./$14.95 (hb). In the intro­
duction to this book the author states, 
"the woman Tina Modotti deserves to be 
brought sharply i nto focus, to be revealed 
as the gifted artist and the ardent revolu­
tionary," and uses most of the book to 
prove herself correct. Instead of attempt­
ing to relate the events of Modotti's life to 
the issue's raised by her art and by her 
revolutionary activity, Mildred Con­
stantine has written a gossipy account 
which concentrates mostly on Modotti's 
relationships with her various lo.iers, and 
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derives its value as a book from its 
emphasis upon Weston's output of the 
last 10 years (almost two thirds of the 75 
pictures reproduced have been made 
since 1966, and a large proportion of the 
pre-1966 images are included as il­
lustrations to Beaumont Newhall's 
afterword). The simplistic editing into 
geographical or goo-political sites ("The 
Desert," "Alaska") or such arbitrary 
categories as "Abstraction" and "Con­
tinuing Work" (and the sore-thumb inclu­
sion of a "New York 1944-1945" section 
between "The Desert" and "California 
Beaches") will have to be overlooked by 
those who will want the only extant record 
of what promises to be the most revealing 
and significant direction - for himself, at 
least - of Weston's career. 

- Char1es Desmarais

which indulges in useless speculation 
about superficialities. Modott1's photog­
raphy is virtually ignored - there are 
more photographs of her than by her, and 
all of them are reproduced poorly- and 
curiously, in the course of the proceed­
ings, so is she. 

Brooklyn Songs: 1, by Charles Chaim 
W a x .  C h a i n  W a y  F i l m s  a n d  
Photography/41 photos/$3.50 (sb). 
Wax, in an attempt to p resent a 
variegated picture of Brooklyn (a place 
worthy of song), has arrived at a confu­
sion of aims. The book consists of pic­
tures of people, both close-up and in the 
context of their environment, pictures of 
portions of that environment which vary 
widely in relevance, and of "rr JOd" shcts 
which succeed to widely varying degrees. 
With about half of the pictures, none of 
the captions (particularly the pseudo­
poetic ones), and completely different 
sequencing, this might have been an 
interesting pamphlet. 

The Dream of Bein&, by Charles Chaim 
Wax. C h ain Wa y Fil m s  a n d  
Photography/40 photos/$3.50 (sb). 
Though on the whole more successful 
than Brooklyn Songs: 1 due to its un­
iformly abstract subject matter, The 
Dream of Bein& suffers from much the 
same malaise as its companion book. 
Most evident here is Wax's dependence 
on others as sources for meaning in his 
own w ork-previous maste rs of  
photographic abstraction guide his eye, 
and extensive and incongruous 
quotations from Martin Buber, poet 
Russell Harrison and (really!) Buddha 
guide his conceptions. 

Walker Evans - American Photo­
eraphs. East River Press/192 pp./$7.50 
(sb). A third, softbound edition of a book 
so immensely important (and by no me­
ans only to photographers) that any avail­
able copies of the out-of-print hardbound 
editions sell for extravagant amounts of 
money. Buy a copy if you don't already 
own one. Reproduction quality is some­
what less than that of the earlier editions, 
but the beauty and integrity of Evans' 
vision shines through. 

Victorian Photoeraphs of Famous Men 
and Fair Women by Julia Marpret Cam­
eron. A&W Visual Library/44 pho­
tos/$6.95 (sb). In 1926, Virginia Woolf, 
with her husband Leonard, published an 
album of her great-aunt Julia's photo­
graphs with an introduction by herself 
and one by Roger Fry. The book was 
expanded by Tristam Powell and re­
published in 1973, and this is the soft­
bound version. More need not be said. 

The Golden Age of the Movie Palace, 
by Ben M. Hall. Clarkson N. Potter, 
lnc./262 pp./$4.95 (sb). A soft-cover 
reprint of The Best Remaining Seats, a 
1961 paean to the movie theaters of the 
1920s, those ostentatious monstrosities 
which lured people away from vaudeville 
theaters in throngs. The book describes 
most of these charming edifices, with 
particular attention paid to those of 
S.L."Roxy'' Rothafel, the man responsible
for the idea and the most grandiose of all
of them.




