SAME PLACE
DIFFERENT

Imes

TALENTED YOUNG DESIGN
AND PHOTOGRAPHY STAFF |==,
ENSURES THAT PICTURES |i*=
IN NEW YORK TIMES ARE
AS POLISHED AS THE COPY

By Russell Hart

Left: Portrait of
recently freed
African National
Congress leader
Nelson Mandela was
made by Peter
Turnley of Black Star
for The New York
Times Magazine,
March 18, 1990
issue. Right:
Opening page of
Sunday Business
section for August
26, 1990, featuring
image of banker
Richard Parsons by
Fred R. Conrad.

Ehedew Hork Bimes

stranger to Times Square might
think it a scene from Invasion of the
Body Snatchers: unidentified flatbed
trailer trucks, each piled high with
huge cylinders shrouded in brown
paper, pulling up to the 43rd Street
loading docks. But the locals know
better—the hulking cylinders are
simply rolls of newsprint, the raw
material for millions of copies of The
New York Times. Within a few
hours, the complex record of a day
in New York City, not to mention
the greater part of the world, will be
written on those spools.

Despite the 140-year-old Times’
well-deserved reputation for words,

43



b S

iid
{344
R s
spppeesgrict
KT sh R A
e MR pSReS T REY
sisspaoaras sy
e s
A
R
o
LE |

v p B h Db
st H R R

Ay B BB E

4
T
i
T

»

*
PPEER SR
4P 8P S E Branres

L3R EEFF I
e st sa
RS R i ddd o

*4ERBSS5S




[RPS——
Southern Blooms
In Northern Climes |
lll riprdse Winter
2 * whereis
FESS your sting?

Ideas for the House,
Ranch to Cape Cod

!r e At a fair, hot

colors and
group spas.

o /,'i'“

Ehe New Hork Ehmes

Architect’s
——f5 Challenge:
Making 60
Rooms Cozy

E weekend
3 STNTams country
el howse ‘was
hard to
“e make
tuinuan

Above: Portrait by
Fred R. Conrad (see
previous page). Left:
Striking multi-image

panorama by Alex

McLean dominates
opening page of the

that record is an increasingly photographic one.
And thanks to a young and determined art and pic-
ture staff, the photographs in the Times—once the
predictable lot of close-cropped politicians and ge-
neric wirephotos—are being held to the same high
standard as its copy is.

That transformation has been a team effort, as
anyone who has the opportunity to meet the princi-
pal players realizes. They are consistently bright,
mostly young, and highly articulate about the com-
municative mechanisms and power of photography.
But if one single driving personality could be sin-
gled out from their ranks, it would be Tom Bodkin,
the design director of the Times. He is the trunk
that connects its many branches, including the vari-
ous news and feature sections of the paper (com-



monly referred to as the broadsheet be-
cause of their large page size) and the
prestigious The New York Times Magazine.

Bodkin’s command and control encom-
passes all art directors, designers, picture
editors, and photographers. The actual
chain of command—who reports to whom—
is Byzantine. “It takes years to figure out
the structure of photography and design at
the Times,” says veteran staff photogra-
pher Sara Krulwich. “It’s very confusing.”
What probably makes it more confusing, but
also more workable, is that it’s so informal—
a consequence of the highly collaborative
nature of newspaper work.

Broadsheet design and picture editing—

with the relentless gray columns of text,
the lack of white space, and the killing com-
bination of newsprint and halftone—might
seem to be a thankless task. Bodkin’s chal-
lenge has been to create a special look for
the Times' individual sections while pre-
serving what he calls the “familial identity”
of the paper—the sense that all of its sec-
tions, however individual, are part of the
same product.

His effort is especially evident in the
myriad sections of the Sunday paper. Each
section is defined by its front page; to vary-
ing degrees, that page serves as a table of
contents for the section. Large portions of
the opening page’s bottom or sides offer

Home section;

February 22, 1990.
Above: Opening

spread of Magazine
photo essay by Paul
Hosefros about Saudi
Arabia during the
military buildup
preceding the Gulf

war; December 9, 1990.




blurbs, known as “reefers” be-
cause they refer readers to the
stories within. Photographs are
paired with some of the reefers,
which range from mere decks, as
in the Arts and Leisure section, to
short paragraphs, as in Sunday
Business. In the latter, the abun-
dance of reefers leaves room to
start only one feature story, and in
the Travel section, the front page
is entirely heads and decks and
photographs, with all the stories
starting inside. Some sections, on
the other hand, open with a more
traditional two or three stories.
Each opener has a distinctive type
treatment, making the page a lively
invitation rather than a straight-to-
the-meat affair. “It’s very much a
magazine approach,” says Bodkin.

That magazine approach is per-
haps most evident in Bodkin’s con-
sistent use of a single lead photo-
graph on the front page, which
runs very large at the top of the
page. “I've tried to guide the
Times away from the gimmicks
that newspapers have traditionally
used,” Bodkin says. “You won't
often see layouts with four little
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This page: Photo
essay by Sebastiao
Salgado of Magnum
about victims of the
continuing war in
Cambodia; Sunday,
July 22, 1990. Right:
Magazine cover,
April 22, 1990. By
placing Harvard Law
School dean Robert
Clark in a row of
ancient jurists, Burk
Uzzle (of Lee Gross
Associates) added a
touch of wry humor
to what could have
been a dry subject.



DEAN ROBERTCLARK /
OF HARVARD LAW

WHEN
LEGAL
TITANS

CLASH

By Ken Emerson
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William S, Paley —
the CBS chairman
was more than just
plain Bill. i
By Sally Bedell Smith

33

Servings of Soviet
night music and
Irish blarney.

By David Richards

Arts& Leisure .

—

Gallows humorinthe |
return of the Traveling

Wilburys.
By fon Parcles

Cézanne and Poussin,
sidle by side.
By John Russell

[ e
Kiss 'em? Hiss ‘em?
‘What to do about
villainy.

By laset Maslin

A Partner Ex;ts a Solo ‘Beginsv

sexfay

Fan Clubs - From Engelbert to Mr. Ed

o Buddy Holly, yes. But
what s one to make
of Manilovers
Anonymeous?

ROBIN WILLIAMS

Mo e
Than a
Shtick

Flgu e

Bhe’Xw ok Bomcs Mg (0w eMBEE 11, 1008

Stand-up comic.
Dramatic actor. Hes a
split personality
who is at his best when
both talents meet.

N A MOVIE SET,

be is wn actor of great authority and accomplishment.
‘Between takes, he is himself, or & standup version of
himsel, giving littie performances for his fellow per-
formers. These cameos, at the very least, are endearing-

off bis Jeft brain, his right brain or instructions from
outer space.
For a sense of how quick he can be, there’s a
edical  studies.
by the neurologlst Oliver Sacks. "Awakenings,” which
costars Robert
who, by the late 1960's, when the action takes place, has

toward the end grueling of location
filming at an old paychiatric facility in Brooklyn, the
director, felt as drained as the cast
and crew.

“It's 50 hard shooting in x mental bospital,” she said,
except that the phrase, shurred by fatigue, came out a5
“menstrual hospital.”

BY JOE MORGENSTERN

UL ASE GROSS ASSOCATES FO D NN TR TS

photos in three columns. I don’t think
that’s a good use of photography.”

Bodkin also cites a great apprecia-
tion at the Times for the journalistic
contribution of photographs. In these
days of advertising photography that
doesn’t even show a product and edi-
torial photography that’s as much
about the photographer as the sub-
ject, the Times” informational impera-
tive is refreshing. For Bodkin, it’s
what makes newspaper design so sat-
isfying. “I'm not interested in doing
things that are strictly decorative,” he
says. “I enjoy the challenge of com-
bining aesthetics and information, and
they’re combined most vigorously at
newspapers.”

The irony is that because the
Times’ photographs are held to a jour-
nalistic standard, they sometimes
don’t get the play they might in a less
news-oriented publication. Bodkin
describes a recent photo essay by

Opposite: Actor John  T. Jones; November
Hurt, taken by 4, 1990. Above:
Dudley Reed for the Opening spread of
Magazine, December  Robin Williams story
2, 1990. Left: Arts & in the Magazine,
Leisure section November 11, 1990,
opener featuring with photo by Burk
portrait by Fred R. Uzzle/Lee Gross
Conrad of dancer Bill  Associates.



staffer Angel Franco, for which the
photographer accompanied a group of
American reservists to Saudi Arabia
and documented their first day there.
“The pictures were good enough so
that we could easily have filled two
pages with them, and we actually con-
sidered doing that,” Bodkin recalls.
“But we pulled them back to one
page. The amount of space we give a
story, and the position we put a story
in, are indications of how important it
is, and this story didn’t command two
pages. The real estate in The New
York Times—the space available—is
valuable and limited.”

That insistence on picture size and
position as indicators of news value
has at times made the paper’s front
page less photographic. “Page one
looks better when there’s a good
strong picture at the top,” says Bod-
kin. “And even a few years ago, page
one almost always had a photograph
there. But sometimes that photo
wasn't terribly newsworthy, so we
modified our page one photo ap-
proach: We decided that if the lead
stories didn’t lend themselves to a
strong photographic representation,
we’d bite the bullet and go with text
only. You can’t use a photograph just

because it looks good.” Above: Portrait by _—_ T
By the standards of big-city news- Fred R. Conrad (see Colts are s

papers, the Times photography staff previous page). Right: R
is small. At 22 staffers—including Sports Monday 2oy
two in Washington and one in San opening page, witha 1714
Francisco—it’s perhaps half the size November 19, 1990. loss, G4
of its New York City competitors. Sara Krulwich, who is
That size may be one of the reasons not usually on the
that Times photographers are encour- sports beat, took the
aged not to shoot the standard photo- main football photo. S B o

: ) eles 2 Giants
op fare, another reason being the Opposite: Raymond Ontlasts 3 Stay
mandate to challenge the paper’s Meier made this Sabatini Perfect
readers. “If a photo editor needs a strikingly geometric
straight shot, he or she can usually image for a story in
get it from the wire services,” says the October 14, 1990
Sara Krulwich, who’s been photo- issue of Home Design.
graphing for the Times for twelve This is one of several
years. “We're expected to look for “Part 2” sections of
the underside of things. We're not ex- the Magazine that
pected to stay in front of the podium.” appear on a rotating

Mark Bussell, picture editor of the basis throughout the year.
broadsheet, offers an example. “The el
day after David Dinkins was elected sacs
mayor of New York we ran a front-
page picture of Ed Koch and Dinkins
at a City Hall unity rally,” Bussell
uearea ‘Fiddler’ returns to rruevision Programmers
i g bdadg kit oL
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Fashion

NOW VOYAGERS

They're not here. They've already gone to tomorrow.
Designers who create the kind of clothes on these and
the following pages could never be labeled main-
streamers. Talents like Geoffrcy Beene, lssey Miyake,
Christian Francis Roth and Norma Kamali are each, in his
or her own way, nudging fashion's frontiers. Their cre-
ations arc expensive, but very influcntial. What they show
‘could just presage what's to come. Now, with a new decade

HATS ISSEY MIVARE.

at hand — and the last onc of the century at that — the
isions of these style-seers i all the more interesting

‘mine,” 3
“are the ultimate expression of the femininity move-
meat. But I think this femininity business is a transitory
thing. I¢'s a last gasp before uniform dressing.”
Uniforms? “Yup,” says Beene, convinced that the
jumpsauit ia the first step in that new dircetion. Get ready

PHOTOGRAPHS BY JOSEF ASTOR

THE NEW YORK TIMES MAGAZINE 7 PEBRUARY 4,199 81

remembers. “Instead of stay-
ing with the rest of the pho-
tographers, Chester Higgins
got behind the two men, who
were standing side-by-side at
a podium. Koch was wearing
his usual white shirt and
Dinkins his dark blazer, and
Higgins shot a couple of
frames of Koch'’s hulking back
with his arm around Dinkins.
All the other photographers
were mad because Chester’s
face was in their picture, but it
was a wonderful way of telling
the story of unity. The picture
symbolized it more effectively
than their faces.”

That kind of approach isn’t
just a matter of position.
Sometimes it involves the iso-
lation of a telling detail—for
example Sara Krulwich’s deci-
sion, during her coverage of
Geraldine Ferraro’s 1984 Vice
Presidential campaign, to pho-
tograph the men who were
often called upon to hold the
candidate’s purse while she
gave her speeches. The right
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picture may even be a matter
of gesture. “You have to be
attuned to people’s kinesics,”
says Chester Higgins. “Infor-
mation is sometimes provided
by the subtleties of people’s
movements.”
Another unusual thing about
(Continued on page 72)

Three from the
Magazine: Top:
Fashion story by
Josef Astor, February
4, 1990. Above:
Spread from photo
essay entitled
“Romania’s Lost
Children” by James

Nachtwey/Magnum,
June 24, 1990.
Right: Portrait of
actress Maggie
Smith by Michael
0’Neill, March 18,
1990. Original is a
platinum print.
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(Continued from page 52)

the Times photographers is that
they're all generalists. “Everyone
floats,” says Krulwich. “No one has a
complete lock on any subject.” The
variability of a Times photographer’s
day seems to bring freshness to their
shooting. “It’s not the same thing
every day,” says Chester Higgins,
“so your work never gets stale.”
Krulwich says she’s sometimes called
on to do sports pictures in the middle
of the season. “They send me out
when they don't want another
second-base slide,” she says. “They
have the nerve to mix it up.”

Even so, when schedules permit,
photographers are given stories that
tie in to their skills or interests.
Keeping track of those interests is
one of the many responsibilities of
Mark Bussell, who displays the equa-
nimity that the chief picture editor’s
job requires. “It’s sort of like being a
willow tree,” he avers. “You have to
be well planted, but you also have to
bend with the storms—and bend
enough so that you won'’t break.”

Bussell organizes his day around
something called the “noon list,” a
rundown of stories that each editorial
desk—foreign, national, metro, and
special sections—is contemplating for
the next day’s paper. Bussell makes
the rounds of the picture editors, re-
viewing with each of them what pic-
tures are available, or need to be as-
signed, for each editor’s stories. The
individual picture editor will then di-
rect a request to Photo Assignment
Editor Dave Frank, who dispatches
all of the staff photographers on their
assignments.

And then there are the wire ser-
vices. Parked outside Bussell’s office
are three mailbox-sized wirephoto
machines, one for the Associated
Press, one for Reuters, and one for
Agence France Presse. When dead-
lines are tight, Bussell’s national and
foreign picture editors must accept
whatever images the machines dis-
gorge. But when there’s time, Bus-
sell and company will communicate
specific requests to the local bureaus
of the three services.

Sara Krulwich describes Bussell as
a “picture person,” and in fact before
joining the Times he was a photojour-
nalist. That may be why he makes
such a dedicated effort to include pho-
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tographers in the editing process. He
also implicitly understands, like Tom
Bodkin, the interrelationship between
information and aesthetics that is at
the heart of good photojournalism.
“Information is first,” Bussell says.
“But often, mood is information.” He
cites a Krulwich picture of a coffin
maker in Africa whose business is
booming from the AIDS epidemic.
“The information in it is simple,” says
Bussell. “It says, man makes coffin.
But the mood of the picture suggests
a lot more.”

The balance between aesthetics
and information is somewhat different
at The New York Times Magazine. “In
the magazine, there’s room to be a bit
more abstract,” says Tom Bodkin.
That difference may explain why the
magazine has the degree of autonomy
it does—perhaps more than any
other section of the paper—and why
it relies primarily on freelancers.

A list of those freelancers reads
like a Who’s Who of current photo-
graphic talent: Burk Uzzle, Eugene

Richards, Raymond Meier, James
Nachtwey, Maggie Steber, Josef
Astor, Michael O'Neill, Nubar
Alexanian. “I'm extremely lucky,”

says magazine Picture Editor Kathy
Ryan, “that photographers really
want to appear in here. They’ll move
heaven and earth to take an assign-
ment.” The use of outside photogra-
phers is especially important to Ryan
because of the more abstract nature
of the magazine. “We do a lot of stor-
ies that are inherently unvisual,” she
says, offering the example of last
year’s piece on the Harvard Law
School. “I thought, what are we going
to do with a slew of pictures of profes-
sors? They all sit at desks.”

Ryan’s solution was to call photog-
rapher Burk Uzzle. “He’s got an in-
credible imagination,” she says. “He
gets to the soul of his subject but at
the same time creates a larger envi-
ronmental illustration. And that
makes an entertaining picture.”
Uzzle’s cover shot shows the dean of
the school peering askance at the
camera from his position in a receding
row of classical alabaster busts of
famous jurists—a wry comment on
the ivory-tower nature of academic
law. “I think it was a brilliant solu-
tion,” says Ryan.

Uzzle, who shoots Times Magazine
stories as often as a dozen times a
year, has similarly strong feelings

about Ryan’s operation, which in-
cludes Deputy Photo Editor Steve
Fine and editors Sarah Harbutt and
Adam Stoltman. “I think most good
photographers feel that they’re some-
times held back by the magazines
they work for,” says Uzzle. “With
Kathy, it’s exactly the opposite.
When she calls, I know she’s going to
ask me to do a better job than I might
even ask myself to do. She’s going to
create a situation in which I have to
reach further down into myself, to be
as innovative as possible.”

Uzzle has no trouble putting his fin-
ger on the things that bring that atmo-
sphere about. Part of it has to do with
preparation. When Ryan or a member
of her staff assigns a portrait, for ex-
ample, they’ll send Uzzle a file on the
subject for him to read. If the subject
is a movie star, theyll recommend
films for the photographer to see.
They’ll ask him to call the writer, es-
pecially if there’s not yet a finished
manuscript. “They really make you
immerse yourself in the subject mat-
ter,” says Uzzle, “and only then are
you allowed to come in and tell them
about whatever picture proposals you
might have.” The other part of that
preparation, for Uzzle, is scouting a
subject in advance—something he
says the magazine is always willing to
subsidize.

All that done, a dialogue between
photographer and photo editor be-
gins, one that is sustained throughout
the story. “I'll go in with a list of
ideas,” says Uzzle, “and sit down
with all four editors in their little bull
pen. As soon as the discussion be-
gins, the ideas change, and what I end
up doing is something they’ve all con-
tributed very strongly to. It’s really a
team thing. I can say unabashedly that
they've given me a lot of my best ap-
proaches to photographs.”

What’s more, that kind of commu-
nication continues through the actual
photography and beyond. During his
Harvard Law School shoot, which
took several days, Uzzle sent Polar-
oids of his portraits back to the maga-
zine by overnight mail. Before he
started shooting the next day, Uzzle
was on the phone to a photo editor,
reviewing his progress. “They cer-
tainly don’t hesitate to tell you when
they think you're barking up the
wrong tree,” says Uzzle, “but [ never
feel undermined.”

(Continued on page 74)
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(Continued from page 72)

Ryan sees it as part of her job to act
as the photographers’ advocate. “I try
very hard to make sure their pictures
run as they saw them,” she says. “I'm
adamantly against cropping in almost
every case, and the quality of the pho-
tographers we use is such that the
pictures don’t need cropping.”

At the weekly photo meeting on
Monday afternoon, Ryan, magazine
Art Director Janet Froelich, their re-
spective staffs, magazine Editor War-
ren Hoge, and four or five other top
editors sit down to talk about photog-
raphy. (“It’s a popular meeting here,”
says Ryan, “because everyone loves
looking at pictures.”) It’s a time for
compromise. “The art department
has its agenda, I've got mine, and the
editor has his,” says Ryan. “Only
when all three agendas are satisfied
can we have the best issue.” Janet
Froelich puts it this way: “A major
part of art directing this magazine is
developing a strong relationship with

74 PHOTO/DESIGN MAY/JUNE 1991

the editors, so that they’ll trust your
judgment.”

Froelich and Ryan both strive for
the balance of information and aes-
thetics that Tom Bodkin feels is so
important. “Part of the photo editor’s
dilemma,” says Ryan, “is that often a
really extraordinary image doesn’t tell
you quite as much as a more prosaic
one.” So Ryan and Froelich often lead
a story with the more poetic picture,
then shore it up with a point picture.

Back at the broadsheet, Tom Bod-
kin muses on the effect that the im-
pending introduction of color repro-
duction will have on that balancing
act. “Color isn’t going to change our
news judgment,” he says firmly. “We
won't use it to dazzle the eye. I think
color fits right in with what we’re try-
ing to do and what we’ve always tried
to do—to depict news events in as
complete, accurate, and thoughtful a
way as possible. After all, the world
exists in color, and so color in a pho-
tograph just adds another level of re-
ality, another level of information. It
will also offer another tool to help or-
ganize information on the page.”

Bodkin is convinced that when the
change occurs—and it will be gradual,
starting with the Sunday sections that
are printed in advance—color will
seem as normal a part of the paper as
the six-column format that replaced
the eye-straining eight columns that
supported the Times for much of its
history. Bodkin feels the same way
about electronic photography, which
is already being used at the Times,
in the form of digital processing.

Despite the dowager image of The
New York Times, with its familiar Old
English logo, change is a constant,
especially under Bodkin’s leadership.
At the heart of that willingness to
modify such a venerable institution is
the assumption that the paper’s read-
ers want that kind of challenge. As
photographer Sara Krulwich puts it,
“We never underestimate our audi-
ence.” [J

Russell Hart, who writes our View
Finder column, is an author, photog-
rapher, and magazine editor based in
New York City.




