Every photograph that is made,whetherr by one who considers
himself & photographer in quotes or by the tourist who points his
instamatic and pushed a button, is a response to the exterior world,
to something perceived outside himself by the person who operateu

and is translated in
the camera. And whatever is perceiveds %Mﬁf/fé%ﬂlﬁ%/{ﬂ a photOﬂraph
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is perceived v1uually.q Without the visual éxperience there can be no
photograph. Auditory géALAL{dN¢ and tactile sensations singly or
in combination are not suffiicient to be expressed photographicaaly.
This is not to say that other lkimde=wf perceptions than thenvisual
that they may not have
cannot have an influence on the resulting photograph and/maybe a very
significant influence. They may determine the interpretation of the
visual perception of an exterior object, situation, or phenomenon but
they must have something to work on that is connected with seeing.
A scene my have musical or tactile connotations to a sensitive
photographer; he may say there is music in these trees, these hills,
this shore as Thoreau exclaimed about nature, "What is theMusic I heary;
L ey Hererper .
he may say he can actually feel g place , that itsi= ugh \
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cangeé;al,or repellen.vxa_h;_ né}iﬁiﬁnﬂlngs, but there is always the
scenef itself without which these sensations would not be aroused.
Some photographers say they are inspired by inner revelations and
too
insights that have no exterior reality, but these influences/work through
the eyes on how the exterior world is appreciated.
raising

No doubt there are those who will confuse matters by brimsing up

the question of the meaning of reality. I propose to scotch this

philosophical red herring by announcing the premise for what I haved to

say that a world independent of the illusions and halucinations of the
human mind does have concrete existence, and that general agreement an
its physical attributes is found in the numerous catazogues of its
contents - in physical, chemical, biological, geological, and astronomical

classifications. To the esoteric rejoinder that all knowledge is part




of a grand illusion of wuniversal mind,I say such an hypothesis is
untestable anfi therefore meaningless like the question what existed
before the beginning. One must live Xi¥g om—the—bedreekand work on
the premise of objective reality which is the bedrock of the accepted
world.
It matters not what theme,what emotional commitments, or even
what financial considerations motivate the photographer, he responds to the
same kind of stimulus: He may find his inspiration in the social scene,
in the pleasures—er—btributetiens lives of people, their joys and sorrows,
their accomplishments and tribulations, theiriexhaultations and sufferings
ané?the way they meet the vieissidudes of life. Or he may be concerned
and flow of dynamic interactions
with the natural scene in all its complexity,#Ad variability{ And thirdly
his interest might be purely episodic - portrature to reveal individual
character and personallity; and studies of nature to demonstrate factual
relationships and structure. The boundary between these catagories is
indefinite and fluid with much overlapping of departments.
point of view is
Which influenees—ere-~predominant in any one person is determined
very largely by the influences in his eéiy life that preconditiormed his
out look. The urban child will most likely be concerned more with the
human condition than with abbtract raw nature, which to him is probably
chaotic, incomprehensible, and frightening. Nature lacks the simple
order of human society where even the most blatant injusticefd is more
acceptable,because it can be judged in terms of moral precepts, than are
the harsh realigies of interspecific relationships. If he has been

brought up in an intellectual atmosphere his removal from the natural

world is more artificial, but simultaneously)by virtue of greater

rationality]more accommodatable to it. Joseph Wood Krutch illustrates

the adaptabilitypf the city intellectual and scholar who took up rural

life to become a defender of untrammeled nature. The less educated and
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sophisticated regard nature with fearsand/suspicion,la brooding force
to be subdued and tamed or more uncompromisingly conquered. To conquer
means to harness, to domesticate to convert the forces of nature to useful
purposés by which is meant to theenrichment of people. Resources unused
are considered wasted,not by the unsophisticated alone,but especially
among educated individuals whose economic interests are closely tied to
the exploitive industries, the best examples of which are #we strip-mining
and lumbering. To them forests in protected areas are locked A¥ out of
the main stream of human endeavor and therefore worthless, worthless to
the logger but not to those who are inspired by virgin forests. The point
is whose use in the tong run results in the greatest benefit.

Scientists, by and large, are more detached and open minded in
their attitude towards YFAM¥Z the natural world than are the utilitarians

biological
The motivation of those whose interestsvare in the physical and animate

realms is wonder and the search forkexplanations\gnd knowledge. They

!
seek no material advantage. The person whose formative years were spent

in the country is more prone to develop an attitude akin to thet of the
almost unconsciuously

scientist. Without effort/he accumulates a large store of factual

information on which his wonder and curiosity operate to raise questions

and—sesreh—for—expterayions. of causes and origins. Should he in the

course of time become a photographer +hee - B

his work will reflect #he—insights from these youthful influences of his
youth. His preoccupation will be with the natural scene, because there

his sense of wonder was arXoused. The urban person conditioned by his
close contact with individuals from Amhy walks of life is more likely

to be motivated ¥y in his creative activities by empathy - identification
with their tribulations - than he is by wonder at the complexities of
nature. Of course exceptions will always be found to this perhaps too
rigid My—early—years- grouping of people by their urban and rural

backgrounds as to their subsequent motivations.
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My early years:places me in the natmral world group, not entirely
because I was brought up in the country, but equally because of strong
paternal influence in the sciences. As a child I was introduced to
many of the then current concepts in the fields of @eology and astronomy,
and to the affinities within the living world encompassed by the biological
disceplines, Zoology and botany. My father was an uncompromising
Darwinian. His belief in evolution was fierce and comprehensive,including
with all its geological and biological features
not just the planet earth/but the solar system and the entire universe
as well. When he was a young man many of the theories on the ezigin
geological history of the earth and the origin of life were vigorously
disputed by vitalists and theologians and contrary to all their dguments

he insisted on a purposeless world, a world ruled by chance. It is

not surprising, therefore, that such a materialistic outj}ook had a

profound influence on my thinking and that I became a materialist too,
although possibly ultimately ag less dogmatic one. It is very difficult
to live J¥ entirely by abstract principles; conflicts and contfdictions
constantly arise and one is forced to compromise or compartmentalize
AY£)¥ the manner in which one faces irreconcilable points of view. My
father was a very moral man but the apparent contradictions between

his ©belief in a purposeless universe and his moral convictions never
seemed to disturb him.

Thus my devotion to the natural world was the inevitable consequence
of childhood environment and family influence, and when I became interested
in Photography the subjects that occupied my attention were those
primarily connected with the natural scene. At the same time my
perception of beayty became intimately associated with nature. This
feeling has persisted throughout my life although with maturity my
sense of what is beautiful has vastly expanded. And so the aspects of
nature that I perceive as beautiful in the coventional sense as well

as in a phenomenal sense are what I attempt to record photographically.
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A feeling for beauty as a determinant in photography is I believe a more
important consideration to photograhgers of nature &ghan to photographers
of the human scene. A famous photographer whose work I know well and
have greatly admired was once quoted to me as having pontificated in
a careless, off the record moment that color is vulgar, nature is
trivial, and beauty is unimportant. This man's work deals exclusively
with the human scene. Most of his photographs are beautiful to my eyes,
aphorism

but then we all know the old gy about beauty. Perhaps its also a matter
of definition.

Nature is not to be AYFPArAZEA thoughtlessly disparaged for it
holds a venerable place in the arts. Nature was the inspiration of

as evidenced by

prehistoric man/f¥¢f the cave paintings of Lascaux and the pictographs

of primative men in Africa, America, and Australia. The pre€olumbian

temples of Middle America are decorated with sculptures of snakes, birds,

and jaguars. In—%h esterniediterranian—the—eceotumns—of—theMiddd
Fote—trmedoms—of—Ezypt &She——eeotumns—of Egyptian templetcolumns of the
Middle and Late Kingdon periods were designed after the lotus flower,and
the orders of Greek temple architecture were partly styalized natural
forms: the echinus of the Doric capital fYXgf derived from the seaurchin;
and the modillion of the Corinthian capital f¥#¢¥ decorated with acanthus
leavess And landscape painting has a long and venerable history.

an account of the
But Jjustifieadien-ef-influence and inspiration -im—e—werk—efarid

goes
thatoyﬁﬁﬁ into the creation of a work of art is not necessary for its
rests on its
justification which is—ai (HAREAEAL, property judged by iinherent merit.
for me
After photography became/a full time occupation in place of an

avocation certain concepts began to take root in my thinking which I was
eventually able to recognize as general criteria ef-exeeiienee.for
acceptance by others. They are two: photographs must be convincéng and
they must be appealing. The conviction a photograph carries is related
to the choice by which its content was abstracted from the total scene

that remains implicite beyond the explicite image. The appeal of a
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photograph resides to a great degree in its subject matter, but here

. . . . too
organization is especially important/as it is for the first criterion.

Very early in my life I became interested in birds and spent
much time during summer vacations photographing the larger conspicuous
varieties such as gulls, herons, and hawks. But during the years when
I was obtaining an education for a career as—e—seientist in science
I gradually lost interest in photography, which revived when I became a
postgraduate. Probably because I never felt completely comfortable
or competent in research I began to spend more time in photography in
general and of birds in particular. With the invention of flash bulbs

in them the
1/saw/£Ag{¥/potential for making close up photographs of small birds

P
of a quality comparable to what could be done $f other nature subjects.

Most bird photographs that were being published at this time were quite
sy
inferior to the bes%i:;hotography ef—tess—aetive—subjects. The reason
f

for this was that to stop motion high shutter speeds were ' necessary,

and high speeds required large apertures which in turn reduced depth

of field. To obtain a photographsof Z small birdsequal %4 in quality

to what is possible of more general subjects small apertures as well as

high shutter speeds are essential, With flash PAXP¢ +3Hilumination bulbs
because the illumination was many times brighter than’

close to the subjects this was possible/ Most bird photographers were

satisfied with images of a bird, and rather poor ones at that, without

regard for the whole picture, which in many cases contained grossly

out of focus foliage. They didn't seem to understand that the whole

picture is important. By judicious placing of the lights in relation to

the camera very natural effects ca nbe obtained. My first pictures, and

these of Sam Grimes of Jacksonville Florida who used the same

technique, were an gye opener +to ornithologists, who, however, felt

that placing so much equipment close to a bird!srnest put its welfare

at an unacceptable risk. This never proved to be the case. Ornithologists

did not realize how adaptable JBiXd¥ most birds are.
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When I tried to interest a publisher in my bird photographs, which

in the beginning were all black and white, I was told that they should
be in color so that the birds could be identified, and this criticism
is what got me into color photography. I began to see other subjects
because of their color, and when my wife said they reminded her of
Thoreau and suggested that I illustrate Thoreau I gave up black and white
photography almost entirely.

And so I was led¢ into color photography 6}\;argely chance circumstances

the natural world was ——
My interes+t—and nreoccunation with AAAALE WAd/{%£ rooted in boyhood
the influence of

country life and/paternal Zﬁflﬁéﬂéﬁ interest¢ ¥i7F¥ in science and nature,
which,in the milieu of close family ties,was ine vitable.

A photograph is an abstraction from space and time. Its comtent

sAdefinitive

is both explitit and implicit, explicit/within the framework of its

ing
limitgd boundaries and implicit in that it suggests # wider relationships
than those depicted, a scene outside evokable through the imagination of

Giaoy. xecorded

the viewer. In a sense the spaee encempasseé by the camera, although
optically consistent and logical, is a compression into a small axea ﬂr¢‘><
of a vastly greater reality, is a miniturization of the world we know,
which has the effect of enhancing the abstraction and creatlng a feellng

the SR S
of /unreality in-+the—viewer of the subject: 1n the v1ewer aan even in the

3 phofoﬁravher who made 1t )J\uut the photograph as an objecg by itself
remains real enough. A photograph, more than a pabnting, is an

0 oy
abstraction in time. It celebraueé the nast\l}ﬁ~1°la record of an

— = \ —

1n°tant in time, uniqgie and unreoeatabie\mhether of a partlcular
)
comblnatlon of atmospheric conditiong’ or of the behavior of a living
e
ﬁfé#}ﬂf beinv , man or creaturely Because the flow of. time is apparently

ﬁ/rectlonal the—insbant is never repeated Ahe differbnée: batwels

a palnting and a photograph is found in the fact that the former

is a synthesisyl of many moments perceived in succession by the artist

whereas the photograph is only one momentg possibly,fgf amd especially
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fumbling way, I tried to film. I focused on
the details, and when on of the same subject
in both color and the color photograph that
carried the message bec: e i contained t! information the
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natural
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