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Director
)

s Statement 

by JAMES ENYEART 

WITH THIS ISSUE of The Archive we are pleased to 
present a second volume of the Center's research 
series devoted to the works of W. Eugene Smith. In 
1980, issue number 12 was devoted to the early work 
of Smith, encompassing the years 1939 to 1951. The 
current publication continues the critical exploration 
of Smith's aesthetic and historical contributions to 
photography by scholar and historian William John
son, who also authored The Archive, Number 12. In 
his present essay Johnson analyzes the middle years, 
1955 to 1963, of Smith's career and work by con
trasting his professional experiences with quotes from 
his own impassioned words drawn from letters and 
manuscripts in the Smith archive at the Center. 

Johnson's essay provides striking insights into the 
lifelong conflict between Smith's personal desires as an 
artist and the demands of photojournalism, between 
his personal life that ended in tragedy and the often 
tragic lives of those he photographed, and between 
the accepted idea of what constitutes a photograph 
as a work of art and what Smith knew and believed 
it could be. W. Eugene Smith's works reveal the 
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fragile divisions that separate the various uses of 
photography in contemporary society. Embodied in 
his photographs are the theoretical concerns of pho
tographic exploitation, the semantics of the word 
documentary, and the socio-aesthetic potential of art 
itself. Johnson's essays on Smith and the growing 
collections of twentieth-century artists' works at the 
Center make it clear that artists who use photography 
in the service of their ideas and emotions will over 
time have a far greater impact on humanity and civili
zation than the billions of peripheral "messages" of 
the ephemeral photographs made to serve communi
cation. The constant pictorial chatter of the media is 
ineffectual in terms of bringing about social change 
and incapable of inspiring contemplation. Yet these are 
the means by which civilization progresses, whether 
toward a better world or its own destruction. It is 
through works by such artists as W. Eugene Smith, 
Robert Capa , and Margaret Bourke-White that his
tory is given a conscience and understanding of the 
tenor of a time. 



W. Eugene Smith photographing from the window of his Sixth Avenue loft, New York City, 
ca. 1958. Photographed by Harold Feinstein. 



W Eugene Smith: Middle Years 

by WILLIAM S. JOHNSON 

w. EUGENE SMITH LEFT his well-paid and prestigious 
position at Life magazine in 1954 to return to the 
career of free-lance photography he gave up to join 
Life during World War II. After the war, Smith led an 
assault on the conventional subjects and style that had 
dominated the narrative photographic essay. During 
the ten years that Smith worked for L!fe, he produced 
several photographic essays that had a significant im
pact on photojournalism. His 1948 "Country Doc
tor" was widely regarded as pivotal in establishing a 
more natural style for the medium. Other essays fol
lowed in the early 1950s that expanded the expressive 
dimensions of the narrative photographic essay. "Taft 
in Ohio," "Spanish Village," "Recording Artists," 
"Nurse Midwife," "Chaplin at Work," and "The 
Reign of Chemistry" all presented new and powerful 
approaches and solutions.' 

By the mid-1950s, Smith was a fully mature artist 
with a flexible and powerful photographic vocabu
lary, an intense desire to extend his control over all 
aspects of the photographic essay, and an almost mes
sianic belief in the necessity to expand the creative 
dimensions of that art form. He also possessed an 
ever-enlarging restiveness at all of the limitations and 
compromises that he thought were imposed upon him 
by working on the staff at Life. During this period 
his essays attracted the admiration and praise of thou
sands of readers and continued to surpass the expec
tations of his peers. But Smith continued to push 
himself beyond his presumed limits in order to move 
his art beyond its known limitations. I-le made harsh, 
unremitting demands on himself and others around 
him as he continued to fight to alter those structures 
and procedures of the magazine that he thought dam-
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aged his ability to create the best and most meaningful 
story he could make of any assignment. 

From 1952 to 1954, although paid a full-time sal
ary, Smith worked on only eight assignments for Life 
and he completed only six. On occasion he worked 
for months on an assignment-like the Metropolitan 
Opera project in 1952 or the migrant workers assign
ment in 1953-taking hundreds of fine photographs 
(hundreds more than the magazine would ever use) 
and then, disappointed or dissatisfied, not turn the 
work over to Life. The situation at Life was tense with 
frustration, anxieties, and confusions. Smith could 
not gain the virtually total authority over the presen
tation of his own work that he wanted. The editors at 
Life compromised as far as they thought they could 
and Smith, driven by years of frustrations, believed 
that he had comprom.ised as far as he should. Finally, 
in 1954, after a long series of arguments about the way 
the "Man of Mercy" essay on Dr. Albert Schweitzer 
should be presented, Smith resigned from Life. 

That resignation became effective in 1955. He started 
the year with high expectations, hoping to make a 
living as a free-lance commercial photographer, being 
able to select only those assignments that he found 
meaningful and important. I-le circulated a letter to 
scores of business leaders announcing his motives for 
leaving Life and his hope to bring his high-quality, 
morally committed photography to help business and 
industry. A surprising number of businessmen replied 
wishing him luck and, in an ominous forecast of the 
next decade, regretting that they could not use his 
photographs at the time. 

Smith then joined the prestigious cooperative pho
toagency Magnum. His first major assignment came 



Smith with 35mm and 4 x 5 cameras on hill overlooking 
Pittsburgh steel mills, ca. 1955. Photographer unknown. 

from the photoeditor and historian Stefan Lorant. 
Lorant was compiling a large illustrated history of 
Pittsburgh, Pennsylvania, and he wanted contempo
rary photographs for one chapter of the book. He 
expected a photographer to work for a few weeks 
photographing landmarks, institutions, and notable 
individuals. Smith, however, was still furious at Life 

and determined to create an essay that reached beyond 
any achievement in the field. 

Smith had left Life over what was essentially a moral 
issue to him: the responsibility of the journalist to 
portray as accurately as possible the complex "truth" 
of his chosen subject. But this responsibility was in
extricably bound to the artistic problem of how to 
best portray that "truth." For years Smith had helped 
direct the evolution of the photographic essay away 
from the stilted, tableau-filled, simple narrative "sto
ries" that had dominated early American photojour
nalism into forms that were more natural in their 
presentation and more expressive in their content. 
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After twenty years of working in the discipline, 
Smith attempted his greatest task-he hoped to push 
the photographic essay into another, larger dimension 
of creative expression. He believed that the direction 
lay in an essay that contained the qualities of an epic 
poem. Fixing on the Pittsburgh project as his oppor
tunity, Smith soon went far beyond original terms 
and the original financing of the Pittsburgh assign
ment, driving himself to take thousands of photo
graphs in his attempt to truly capture the complexities 
of a great industrial city. 

During the year 1955 I made approximately 11,000 
photographic exposures of, in, and around the 
city of Pittsburgh, Pa. It was all part of one 
project. It was somewhat of a pioneering effort 
at inter-weaving many photographic themes of 
which several could be individual photographic 
stories into a gigantic and complex extension of 
the photographic-essay form (the term "photo
graphic essay" is used as it is defined by practice 
of usage in Life magazine). 2 

Pittsburgh, in a special way-perhaps a Thomas 
Wolfe way ... is the most complex photo
graphic literature, and the richest in scope and 
depth of theme and characterization I have ever 
... well, wrought.-' 

Smith compulsively continued to enlarge the di
mensions of the project as he left the original assign
ment far behind. He photographed, then printed up 
to six sets of 4" x 611 proof prints from hundreds of 
negatives. He built movable homesote panels. The 
rooms of his house at Croton-on-Hudson and later 
his loft studio in New York were filled with panels. 
Then he began to arrange and rearrange hundreds 
of prints into shifting, kaleidoscopic patterns of ideas 
and images. He then ordered and reordered these 
proof prints into scores of new configurations as he 
sought the best layout to convey hi ideas. The project 
began to stretch into months, continually unresolved, 
continually a challenge, continually a major drain on 
his creative energies. Smith would grudgingly break 
away from the project to go to a smaller project and 
then quickly return to its unresolved complexities. 

I build an essay photograph by photograph, idea 
by idea, and always [having] in mind the relation-



Smith working on preliminary layouts for Look or Life magazine probably in his Croton-on-Hudson, New York 
home, ca. 1956. Photographer unknown. 

ships which give awareness to the equilibriums 
of paradox within any situation. And word by 
word to intensify the total characterizations. A 
comparision to the playwright probably comes 
closest to illustrating the way of my thinking in 
building a work .... I consider my approach a 
solid foundation for the textures which should 
be disclosed in the ultimate presentation .... 

Though my approach may have little prece
dent in the short history of photographic-journal
ism, there is a long and very honorable tradition 
of this kind of personal essay in literature .... 
Photographic essays must reach beyond their 
realizations as now achieved-it is imperative.• 

Smith began to try to bring this huge mas of 
materials together in a coherent order. Constantly 
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working and reworking an infinite number of varia
tions and possibilities, he began to place an enormous 
value and meaning on the successful completion of 
the project. 

Now, with everything else, I am fighting to 
work a revolution in certain aspects of photo
journalism, and I want no avoidable inadequa
cies of presentation to mar that work ... Now, 
after these many years, I have had it proved often 
enough that my opinion in the handling and pre
sentation of my work-and which work, and 
how-has been more valid, and more success

ful than has the handling of it by others, who 
come to it, quickly pass judgment, force their 
influence upon usage, and then depart. I give to 
my work in thinking of it in terms of usage, a 
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Smith's original layout as it was later pub
lished in "Pittsburgh: A Labyrinthian Walk," 
in Photography A111111al 1959. Pages I 16-17, 
"From Baron Era-and from Present Blight 
Arising." 

Pages 124-25, "The Flamed, the Molten, 
the W ired, the Canned" 

Pages 132-33, "The Square Root of Mellon" 



great amount of analytical thought, infinite pa
tience in care, and considerable reaction inducing 
trials and alternate tryouts . .. l seek under
standing before I photograph, l photograph with 
passion of my intent, and I examine the results 
and their utilization with cold dispassionate dis
cipline. Then [ allow passion to return . 5 

Smith was caught in an idee .fixe. He had boxed 
himself into a corner and he was driving himself into 
a panic. He was placing too much importance on the 
successful outcome of this essay, and perhaps no single 
solution could have been the correct one for him. 

In 1956 and 1957, Smith attempted to have this 
essay published in Look and Life. Both Look and Life 
responded, and even had their staffs work out prelim
inary layouts with Smith, but each attempt failed to 
reach conclusion. Smith demanded the right to con
trol the layout of the essay. His insistence on this 
point-coming from his intuitive sense of the possi
bility of a new poetic form for the photographic essay, 
fueled by his years of anger and frustration with edi
tors, and fed by his chaotic experiences within this 
project-brought Smith to these layout conferences 
in a state of brittle near-hysteria. At Life, after several 
weeks of work and discussion and com promise , Smith 
walked out on the final conference in a panicked rage. 

Finally in 1958, three years after the project began, 
Smith published his version of the essay: eighty-eight 
photographs on thirty-two pages in the 1959 Photog
raphy Aw111al. 

Tn June he sent the last of the text to Popular Plwtog
raphy editor Bruce Downes, pleading for a deadline 
extension, already in despair that he had failed to 
reach his own expectations. 

The Text: a last numb little effort, a picking at 
threads and a tightening of buttonholes-a last, 
probably too late effort, at tidying up an ill
matching wedding suit.'' 

[T]oday, [ am at face not only with the failure of 
my effort, but with the price l have paid and 
will pay for that effort .... I still must carry the 
blame for the text failure and therefore the whole 
as a third medium .... 

These last desperate efforts ... [have) pro
duced little more than a wry and tragi-comic 
satire of my total intent. ... 
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Worse, it has defeated-self defeated-the ef
fort at revolution .... I was without the strength 
to finish the Pittsburgh Project. 7 

And in November, he wrote thjs letter to Ansel Adams: 

.. . my desire to make a personal apology to 
you (and thus to photography) for the final fail
ure, the debacle of Pittsburgh as printed. 

Pittsburgh failed out after four years" of ex
cruciating effort to bring it about against every 
sort of obstacle-failing out when my own 
strength caused a s·tum bling in the last spurt to
wards flight, the last efforts towards flight mak
ing the vision winged too ... . the vision was 
greater than the result which was presented as 
nearly the whole of it.'' 

Perhaps the published essay was a failure in Smith's 
terms, but it remains an astonishing record of one 
artist's vision of a city and an example of an heroic ef
fort to expand the form of the photographic essay 
into new dimensions of social reportage and poetry. 

During this period Smith had continued to sup
port himself with occasional commercial assignments, 
most of which had little overt importance to his own 
art. The major exception was his essay on mental 
health in Haiti in 1958 and in 1959. Dr. Nathan Kline 
of the United States and the Haitian psychiatrist Dr. 
Louise Mars were organizing a program of experi
mental chemical therapy and constructing a new psy
chiatric clinic in Port-au-Prince, Haiti. Smith was 
asked to photograph these activities. He traveled to 
Haiti several times, documenting the primitive exist
ing mental health facilities, the planning sessions and 
program developments of the doctors, and the con
struction, opening, and operation of the new clinic. 

Smith believed that the project was important and 
that his effort was partially successful-but here, as 
in so many of his activities at the time, he did not 
accomplish all that he hoped. 

Individually, some of the photographs I made 
in Haiti reached toward new heights for me in 
that they lay quiet in a subtle depth of passion 
and compassionate suggestion which was both 
gentle and relentlessly compelling. However, 
that does not substitute for the 'whole' think
ing necessary to the doing of the photographic 



Fifteen frames from contact sheet E-86B, R-1, Haiti series, ca. 1958. Smith's grease pencil marks are visible. (see also, 

Plate 23) 

essay. I failed the analytical creativity necessary 
to the essay, and my painful exhaustion hacked 
flaws into it."' 

Smith had driven himself grimly for nearly three 
years to complete the Pittsburgh essay to his own 
satisfaction, exhausting his financial resources and his 
physical and emotional health. His family life was in 
a shambles, his career stalled, and his emotions in a 
state of chaos. In 1957, he left his family and moved 
into a studio loft in the commercial florists' district 
in lower Manhattan. That grimy, battered building 
housed a hardware store on the ground floor, the jazz 
music composer Hal Ovenden, and the painter and 
filmmaker Dave Young on the other floors. 

By coincidence or by subconscious intuition, Smith 
placed himself into the middle of a ferment of change 
in the arts. He became part of the harsh, exhausting 
but exhilarating milieu of the New York City loft 
artist of the late 1950s. "Cool" jazz musicians, many 
of the writers of the "Beat Generation," and the New 
York school of abstract painters were all living and 
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working in this area of lower Manhattan. The artists 
of this milieu often rejected the values of a country 
racked with segregation and racial discrimination, the 
fears and repressions of the cold war, and the possi
bility of atomic conflict; they were often distrustful , 
self-isolated, and contemptuous of the felicities of 
American middle-class life. 

As they searched for valid new meanings for their 
private insights and values in this environment, those 
artists 111.ade radical formal innovations in their art 
that would have profound and lasting consequences 
on their disciplines. Smith lived and participated in 
this environment and ethos during the next decade, 
and he drew on it for a legitimization of his own 
needs during this period. He lived in a field of edged, 
exhausted, Benzedrine- and liquor-driven creative en
ergy in which he also sought and found new formal 
solutions for his art. His loft was a laboratory from 
which he distilled the essence of a new creativity. Dur
ing this "intensified, creative period" he developed "a 
wonderful sense of inner expansion to see and to un
derstand. " 11 Working from the 1930s to the 1950s as 



Fifteen frames from contact sheet E-56, R-253, As from My Window I Sometimes Glance series, show activity in 
the street below Smith's New York City loft, ca. 1957-58 

a commercial photographer or as a photojoornalist, 
Smith had successfully struggled to bring a dimen

sion of creativity into his craft. However, always 
responsible to the demands of those disciplines, Smith 

had had little opportunity to make photographs out
side that range. Suddenly, in the late 1950s, he had an 
unaccustomed freedom-the freedom to photograph 
anything he wanted. Hesitantly and awkwardly, he 

began to expand his work to include fuller comple
ments of abstraction and metaphor. 

Smith developed a long-term project on his own, 
photographing at irregular intervals the life he could 

see from the window of his Manhattan loft and the 
inside of the loft building as well, which he called "a 
most intriguing place and project. . . I can see photo

graphing it through the years, by day and by night, 
watching the lines of its character alter. " 12 He con
tinued to expand his awareness of the roles of nar
rative and formal structures, mood, and metaphor in 

his individual photographs and in his essays. Smith's 
work became more intuitive and personal. 

His earlier photographs had, by necessity, often 
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presented one clearly articulated subject that domi
nated both the visual space and the content of the 
photograph. These crisply textured images were struc
tured to be easy to read, conveying their message with 

great force and simplicity, That is, after all, the essence 
of good journalistic photography. 

His early loft pictures display this same direct ap

proach. In the As from My Window I Sometimes 
Glance series, Smith turned his camera away from 

"news.worthy" events to the poetic evocation of the 
aspects and moods of the street below his loft. This 

series, shot from the high vantage point of the second 
floor window, displays an almost overriding concern 

with formal qualities, as if Smith, a masterful photog
rapher for over twenty years, was relearning photogra

phy. As the series progressed, Smith took advantage 
of the flattened perspectives and closed spaces of tele
photo lenses to present even more abstract images. 

Later, as Smith's interest shifted from the street to 
the interior of the loft (The Loft from the Inside In), as 
he photographed his friends and acquaintances, the 
painters and musicians who generated the creative 
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Photostats positioned on page layouts from 
volumes one and two of Smith's book ma
quette, The Walk to Paradise Carden, ca. 
1960, unpaginatcd 



ferment around him, he began to break away from 
the traditionally accepted concept of a "good photo
graph." These photographs arc grainier and filled with 
harsh contrasts of tone, flares of light, and dominating 
voids of blackness that insistently intrude upon the 
subjects of the images. Cluttered space, blurred action, 
and blocked perspectives activate the more complexly 
organized compositions in these photographs of jazz 
musicians "jamming" through the small hours of the 
night. Much more frequently, Smith began to replace 
a dominant central subject with clusters of forms 
spread across the picture plane of the image. Both the 
subject and the situation began to be presented in a 
more organically cohesive manner. 

During the next few years, Smith kept photograph
ing landscapes; experimenting with abstractions, both 
through darkroom experiments and seeking abstract 
forms in the subjects that surrounded him; and look
ing for images that held a greater potential for meta
phoric interpretation. But Smith soon realized that 
his greatest strengths lay in the force of his presen
tation of human emotional events. Nevertheless, he 
strongly believed in the value of these experiments. 
The lessons he drew from them informed and enriched 
his later photographic style. 

At the beginning of the 1960s, Smith was emo
tionally exhausted from the "Pittsburgh" debacle and 
shuttling between Haiti, Europe, and the United States 
on a series of inconclusive assignments for Magnum. 
Still, he began compiling a visual compendium of his 
own career. This project, W. Eugene Smith's first effort 
to sum up his own work, his career, and his beliefs, 
took the form of a book. This book, titled "The Walk 
to Paradise Garden," and also known as "The Big 
Book" or just "The Book," engaged a large portion 
of Smith's time, energy, and emotions from 1960 to 
1961 and continued to concern him during the remain
der of his life. The book, like many of Smith's en
deavors, was impractical in its scope, unconventional 
in its format, and uncompromising in its demands on 
the reader. OccasionalJy incomprehensible, often lyric, 
and always passionate, the book again challenged tra
ditional ideas about layout and design and attempted 
to establish a new form of expression for the photo
graphic essay. 

As he developed the book, Smith chose the phe
nomenally successful The Family of Man that Edward 
Steichen had created in 1955 as his model and his chal
lenge. Edward Steichen had asserted in this exhibition 
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and associated book that the human race did consti
tute a "family of man"-a family that should prevail 
over the political, nationalistic, and regional loyalties 
of its many members. Steichen had ended The Family 

of Ma11 with Smith's photograph of his own children 
walking into the sunlight (which Smith had named 
The Walk to Paradise Carde11), as the capstone for an 
affirmative hope in man's ability to prevail. 

Smith wished that his own book would speak on 
an international level as well . He created a book con
cerning old and constant verities-the infinite variety 
and richness of life, the pleasures of peace, and the 
tragedy of war. But Smith's 1960 statement was more 
pointed and urgent than The Family of Man. He liter
ally structured the framework of the book's layout 
around the contrasting issues of war and peace and 
the omnipresent possibility of nuclear holocaust. And 
while Steichen had ended The Family of Ma11 on a note 
of hope, Smith's book left the issue open, unresolved, 
and threatening. 

Tl,e Walk to Paradise Carde11 is a difficult, demand
ing, fascinating book. By welding together autobio
graphical passages from his private life and personal 
career with themes and issues of public political and 
social concern, Smith produced an amalgam that was 
uneven and flawed in the traditional sense of coher
ence. Yet the work is curiously, compellingly power
ful. By mingling photographs of overt and clearly 
signaled public issues with photographic abstractions 
that work on the level of metaphor and intuition, 
Smith produced passages that range from gnomic con
fusion to visual poetry. The Walk to Paradise Carden is 
an uneven effort that nevertheless reached far beyond 
traditional forms in an effort to expand the potential 
of the photographic essay. While the book was an 
amazing effort-certainly in the context of the publish
ing field at the time-one thing was painfully obvious: 
its size and scope (it had grown to two folio-sized 
volumes of more than 340 pages and 450 photographs) 
precluded commercial viability. Smith produced a 
maquette for the initial version of this work in 1961, 13 

but he never finished the texts that he had hoped to 
write and the book was neither completed nor pub
lished in his lifetime. 

While this was a period of great expansion in Smith's 
creative life, his professional career and public repu
tation were declining. When he resigned from Life, 

he lost an unparalleled forum for the presentation of 
his photographs. During the years that he was obsessed 



Smith photographing inside Hitachi plant, Japan, 1961. 
Photographer unknown. 

with the Pittsburgh project, he had alienated most of 
the logical markets for his work. 

By the end of the decade, Smith's private life was 
in turmoil: he was plagued by ill health and nervous 
exhaustion, and his daily life was dominated by peri
ods of chaos and stretches of real poverty. 

In December 1960, Smith received a visit from 
Richard Okamoto, representing the Cosmo Public 
Relations Company in Japan. Okamoto suggested 
that Smith come to Japan for three months to photo
graph the Hitachi manufacturing company. Smith had 
always been attracted to Japan; and a small but steady 
stream of letters and visitors from Japan since the early 
1950s indicated that his reputation was growing there 
as well. The Hitachi offer must have seemed like a re
prieve to Smith. lt seemed that this could be the major 
break that would let him recoup his career. The assign
ment would also pay well and be interesting at the 
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same time. Smith indicated that he would like to 
come to Japan. 

Hitachi expected to capitalize on the prestige of 

Smith's name, as well as to obtain photographs for 
use in some of their commercial publications and for 
a book. The "book" was not clearly defined in the 
contract, but Hitachi planned something like a tra

ditional "annual report." Smith, never a docile em
ployee, probably had the idea in the back of his mind 

that this might be another opportunity to present the 
book-length poetic photographic essay that he had 
failed to achieve with the Pittsburgh project. 

But negotiations and details were complex and dif
ficult and took some time to resolve. Smith and his 
companion Carole Thomas finally arrived in Japan in 
September 1961, six months after the project was to 
have begun. Even then, more time was spent in nego
tiations. Finally, by December 1961, he was working 
night and day. 

Smith continued working far beyond the originally 
planned three-month period, remaining in Japan for 
almost a full year. During that period he obligingly 
participated in various publicity events, photographed 
the diverse Hitachi concerns with his usual thorough
ness and skill, and somehow gained the complete con
trol that he was seeking over the layout presentation, 
photographs, and text for the book. Smith and Carole 
Thomas began the layout and design for Japan-A 

Chapter of Image in Japan. However, they left for the 
United States with the texts for the book (to be writ
ten by Smith himself) unfinished. 

It has been a curious three month year-but in 
one way boring-for I am returning in much 
the same condition of tired, tense and apprehen
sive-for this it has been, with interest-and 
many things have been good, and there has been 
the pleasure of many a person and a treasury of 
kindness to offset the few that I am disappointed 
in, or sorrow for-or would apologize to. 14 

... all and all it has been a most interesting trip 

... anyway, I think the book more good than 

bad, and if the writing is at least passable that it 
will be of some help to my Japanese friends as 
well as to those who will perhaps understand 
them a little better. 15 

Smith spent several more months wntmg the 
texts. Late in 1963, the book was printed by the Top-
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Introduction from Japa11-A Chapter of I111age (Tokyo, 
1963), page 3. Walter Trego was the pseudonymous alter 
ego Smith used in this book to permit him to interject 
comments and poems. 

pan Printing Company in Tokyo. Smith had finally 
brought his old dream to publish a book-length photo
graphic essay to fruition. Smith's foreword accurately 
describes the nature and circumstances of the book. 

Japa11-A Chapter of Image is an exploratory, 
somewhat experimental, highly intentioned pho
tographic-essay .... It must be clearly under
stood that the thoughts, questions, images, and 
conclusions which follow are from an intense 
but limited personal experiencing of some things 
that arc Japanese .... Circumstantially drawn 
from my. efforts to fulfill a commercial agree
ment with Hitachi, Ltd. 16 

The book attempts, through the device of present
ing the history and present accomplishments of the 
Hitachi manufacturing companies and something of 

15 

the history of Japan itself, to convey Smith's sense 
of the character and qualities of the contemporary 
Japanese. He came to admire the spirit of the indi
viduals he met and saw and photographed; and, he 
attempted to show that spirit as he found it. "If this 
essay is affirmative of Japan-notated with admira
tion and apprehension-it is as I now believe, and 
suggest. " 17 

The book displays both the strengths and weak
nesses of Smith's art. His choice of subject matter 
or statistic or historical incident is highly personal 
and, on occasion, eccentric. He allows his personal 
"voice" to intrude at inopportune moments. His lan
guage lapses into a baroque style that is at its best 
overwritten and at its worst nearly imcomprehen
sible. He often expects a photograph or a grouping 
of photographs to carry a dimension of meaning 
beyond that which it could convey to an uninformed 
or unengaged eye. 

But his photographs are magnificent. The overall 
design and choice of images present Smith's concerns 
with clarity and coherence. Smith, in the face of 
considerable odds, achieved a small miracle of trans
formation. Once again he took an assignment and a 
subject with a limited scope, an industrial manufac
turer's annual report, and through the force of his 
will, his energy, and creativity transformed that small 
opportunity into a testament to his belief in man's 
basic humanity. 

This book, indirectly, is dedicated to Japan 
through the whole of its venture, with the ex
tremes of experience counting finally as cherished 
-as arc those friendships which are my reward. 18 

Japan-A Chapter of Image was never really dis
tributed in the United States. Smith sold individual 
copies of the book from his loft and, of course, a 
small circle of initiates saw the book, but it never 
reached a large general audience. 

The trip to Japan had an important impact on 
Smith's style as well. He quickly incorporated the 
battery of cameras and lenses that were being devel
oped in Japan at that time into his working procedures. 
Soon he began to use extreme wide-angle and tele
photo lenses. At the same time, Smith seemed to have 
absorbed a spatial sense that varied from the tradi
tional perspective of Western European art. Smith 
responded to the Aattened planar perspective in much 
Oriental art. In his Hitachi photographs, he often 



A Sl"RCUCHECK 

ON THC HALF SHEU 

Pages 60 and 61 fromjapa11-A Chapter of Image (Tokyo, I 963) 

replaced a dominant central subject with groups of 
equally weighted visual forms that flow in a cohesive 
pattern throughout the space of the photograph. 
Smith's compositions became extremely complex. 
Usually one overall tone predominates in his scenes, 
richly dappled with freely scattered highlights or 
patches of darker tonality. A sense of active move
ment, paradoxical tensions, and counterpointing bal
ances is created that eventually resolves into a harmo
nious whole. This sense of visual unity corresponded 
to the harmony between the Japanese people and their 
environment, establishing a mood of active, purposeful 
energy that Smith felt was an important characteristic 
of the Japanese people. 

In his Hitachi essay, Smith brought to a visual res
olution many of the problems and concepts that he 
had raised for himself during his hours of exploration 
and study in his Sixth Avenue loft in New York. 

After the major effort of Hitachi, and amid the pro
liferation of incomplete publishing ventures, Smith 
did not produce any fully realized body of major 
work during the remainder of the I 960s. 

The 1950s had brought a shift in perception about 
certain uses and values in photography. The practice 
of photography primarily as a vehicle of artistic crea-

16 

tive expression had never been totally absent from 
the American scene, but practitioners primarily inter
ested in that aspect of the medium had been few, scat
tered, and largely powerless since the dissolution of 
the Photo Secession prior to World War I. 

The expansion of universities and arts courses after 
World War ll provided a support base for the growth 
of a core of artist/teachers and a gradually increasing 
audience interested in personally expressive photog
raphy. Photographs began to be seen in a few museums 
and galleries, some critics and historians began to 
consider photography's delights and difficulties, and 
professional organizations and societies were founded; 
publications arose, and if they did not flourish, they 
did occasionally survive and assert some influence on 
the field. 

W. Eugene Smith's career and art also evolved 
during the 1950s and afterwards-an evolution that, 
even if determined by the specific factors and influ
ences in his life, shows surprising parallels to the larger 
shiftings in the field. Already influential inside the 
professional sphere of photojournalism, Smith began 
to look outside those precise boundaries to other areas 
of the discipline. He began to offer workshops and 
teach in universities, his photographs were sought 



by curators for exhibition and purchase, and he cor
responded with other artist/teachers like Beaumont 
Newhall, Ansel Adams, and Minor White. 

In l 958-59, Smith taught a course "Photography 
Made Difficult" at the New School of Social Re
search. Throughout the 1960s, he offered workshops, 
seminars, and lectures. He contributed to numerous 
one-man and group exhibitions. In the late I 960s he 
taught again at the School of Visual Arts and at the 
Cooper Union in New York City. 

By the end of the 1950s, the logic of Smith's po i
tion had forced him into a stance where he sought 
complete control over the presentation of his own 
work from the taking of the photograph to its final 
placement on the printed page. Demanding this con
trol, Smith had learned or attempted to learn an en
tire gamut of skills and techniques that ranged from 
editorial judgment, design and layout, to writing
skills usually divided among a half-dozen talented 
and creative individuals. Smith pushed this position 
further, demanding virtual control over every aspect 
of his projects and undertaking projects that seemed 
beyond one person's abilities. By the end of the dec
ade a good deal of Smith's creative energy was drawn 
away from making photographs into teaching, edit
ing, and writing about photography. He became in
volved in a number of extensive, exhausting, and 
often ultimately fruitless projects, each one drawing 
the full emotional energy that Smith put into work 
he believed in. 

There is a curiously balanced shift in Smith's work 
during this decade. As his photography moved in
exorably from a public to a more private stance, his 
writings shifted in the opposite direction. Until the 
late 1950s his writings had been largely private, in the 
form of letters to his family, friends, and colleagues. 
Then he shifted to a public audience. In 1958, he 
wrote the evocative, poetic texts for his own essay 
"Pittsburgh: A Labyrinthian Walk" for publication in 
the Photo,f?raphy A111111al 1959. He wrote the texts for 
Japa11-A Chapter of Image and "12 Unpublished Pic
tures" for the Photography A111111al 1962. He wrote. the 
book review "Images of War: Robert Capa" and the 
obituary "One Whom I Admire: Dorothea Lange" as 
well as essays and articles about other photographers, 
which were never published. During this period, 
Smith also wrote fragments for short stories, sketches, 
and at least one play. 19 

In the early 1960s, Smith hoped to publish a month
ly column of critical writing for Popular Photography. 
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Cover of Se11sori11111 maquette. This magazine about the 
arts was to have been edited, designed, produced, and 
marketed by Smith, but it was never published. 

The idea never materialized, but once again in 1965 
he spent several months attempting to establish a new, 
quality magazine about the arts and cultural commen
tary, which he called Se11sori11111. In addition to his role 
as editor-in-chief, copy editor, layout artist, produc
tion and sales manager, Smith sketched out articles 
for a monthly column, again called "Photography 
Made Difficult," as well as editorial statements and 
general commentaries for this venture. Smith accu
mulated a considerable, if unconventional, experience 
as a picture editor during this time, creating, with 
Carole Thomas, several preliminary issues for this 
magazine that finally failed to materialize. 

In 1966, Smith worked as the visual editor for 
Visual Medici11e magazine, and he and Carole Thomas 
produced several annual reports and other occasional 
publications for the Hospital of Special Surgery in New 
York. During this decade, Smith attempted to pro
duce books on various aspects of his work. Finally, 
in 1967, he and Michael Hoffman agreed to publish a 
special issue of Apert11re magazine, resulting in the 



1969 monograph W E11ge11c S111ith: His Photographs 

a11d Notes. 

Smith's photographic efforts during the final years 
of the 1960s were scattered and inconclusive. Not 
until the early 1970s would he again find-in the 

clamor and passion of the Mina ma ta disease victims' 
struggle for recognition and justice-a subject and a 
cause to create a final memorable effort. 

NOTES 

WESA The W. Eugene Smith Archive, property of the Center 
for Creative Photography 

AAA The Ansel Adams Archive, property of the Center for 
Creative Photography 

AG 33:2/5 Archive Group 33 of the· W. Eugene Smith Papers at 
the Center for Creative Photography. l3ox Number 2, 
Folder Number 5 

'For a more extended discussion of W. Eugene Smith's earlier 
career, sec the first essay in this series, "W. Eugene Smith: 1938-
1951," by William Johnson in Ce11ter for Creative Photograp/1y, 
Research Series, No. 12 Quly 1980), pp. 5-20, and W. E11ge11e 
Smith: Masrer c,f the Photographic Essay (1982). 

'Letter from Smith to Copyright Office, Library of Congress, 17 
Januuy 1956, p. I. WESA: AG 33:2. 

'Letter from Smith to Minor White, 21 March 1956, p. I. WESA: 
AG 33:2. 

'Letter from Smith to William 13. Arthur Jt Look, 3 March 1958, 
p. 3. WESA: AG 33:2. 
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'Letter from Smith to Tom Maloney at U.S. Camera, 13 October 
1955. pp. 2-3. WESA: AG 33:1. 

'' "Attempts at text revision," by Smith, 21 June I 958. p. I. 
WESA: AG 33:17/33. 
Letter from Smith to Bruce Downes at Pop11/ar Plwtogl'llphy, 22 
June 1958, pp. I, 7-8. WESA: AG 33:2. 

• Smith states here that he worked on the Pittsburgh essay for 
four years. I le actually accepted the assignment to photograph 
Piw,burgh for Stefan Lorant in 1955, took thousands of photo
graphs between then and I 957, and spent the next two years pro
ducing proof prints, editing, writing, and negotiating for the 
publication of the essay. Of Smith's nearly 10,000 negatives of 
Pittsburgh, only a small percentage was eventually published in 
the P/10tc>graphy A111111al 1959 and Lorant's Pittsh11�eh: T/ii• Story cf 
cw America11 City ( 1964). 

''Letter from Smith to Ansel Adams. 19 November 1958, pp. 1-2. 
AAA: AG 31. 

'" Letter from Smith to Godowosky, 4 May 1959, p. 6. Smith 
began the letter on March 17. WESA: AG 33:2. 

11 "Chronology." by Smith in rv. E11gmc Smith: I /is /Jhc>tograp/1s ,wd 

Notes. New York, Aperture, 1969, p. [31. 
"Ibid .. p. [3[. 
"The maquettes for Smith's "Big Book" along with extensive 

layout materials, proof prints, and other documentarion can be 
found in WESA: AG 33:19/12-25 and AG 33:27-30. 

"Letter from Snrnh to unidentified correspondent {possibly Wil
liam Forbes). 8 October 1962, p. I. WESA: AG 33:2. 

"Letta from Smith to unidentified correspondent ("l)avc"), un
dated ca. 1962, p. 2. WESA: AG 33:2. 

"')apa11-A C/1c1pter of /magi': A Plrntographic Essay, by �mith, with 
Carole Thomas. I litachi, Ltd., Tokyo, 1963, p. J. 

' Ibid., p. 3. 

'"Ibid., verso of title page. 
'''Smith's unpublished writings can be found in WESA: AG 33:7-14. 



PITTSBURGH 



PLATE 1 

From the Pittsburgh series, 1955-56 

17.9 x 34.2 cm 

82:123:016 



PLATE 2 

From the Pittsburgh series, l 955-56 

33.7 x 21.0 cm 

82:123:015 

-

-



PI.ATE 3 

From the Pittsburgh series, 1955-56 

34.3 x 20.2 cm 

82:123:260 



PLATE 4 

From the Pittsburgh series, 1955-56 

34.0 x 22.9 cm 

82:123:041 



PLATE 5 

From the Pittsburgh series, 1955-56 

22.6 x 32.3 cm 

82:123:167 



PIATE 6 

From the Pittsburgh series, 1955-56 

34.1 x 22.9 cm 

82:123:170 



PLATE 7 

From the Pittsburgh series, 1955-56 

20.2 x 33.0 cm 

82: 123: 17-l 



PLATE 8 

From the Pittsburgh series, 1955-56 

23.7 x 33.7 cm 

82:123:183 



PLATE 9 

From the Pittsburgh series, 1955-56 

33. I x 22. I cm 

82:123:204 



PLATE 10 

From the Pittsburgh series, 1955-56 

35. 1 x 22. 9 cm 

82:123:209 



PLArF 11 

From the Pittsburgh series, 1955-56 

33.7 x 22.5 cm 

82: 123: 144 



PLATE 12 

From the Pittsburgh series, 1955-56 

17. l x 26.5 cm 

82:123:140 



PLATE 13 

From the Pittsburgh series, 1955-56 

22.7 x 34.0 cm 

82:123:024 



PIATE 14 

From the Pittsburgh series, 1955-56 

22.3 x 27.5 cm 

82:123:072 



PLATE 15 

From the Pittsburgh series, 1955-56 

34.4x 17.4cm 

82:123:255 



PLATE 16 

From the Pittsburgh series, 1955-56 

17.4 x 33.2 cm 

82:123:002 



HAITI 



PLATE 17 

From the I laiti series, 1958-59 

36.9 x 23.6 cm 

82:127:071 



PLATE 18 

From the Haiti series, 1958-59 

49.0 x 32.1 cm 

82:127:008 



PLATE 19 

From the Haiti series, 1958-59 

48.9 x 34.5 cm 

82:127:006 



PLATE 20 

From the Haiti series, 1958-59 

22.9 x 33.3 cm 

82:127:010 



PLATE 21 

From the Haiti series, 1958-59 

48.9 x 35.7 cm 

82:127:080 



PLATE 22 

From the Haiti series, 1958-59 

27. 1 x 40. 1 cm 

82:127:039 



PLATE 23 

From the Haiti series, 1958-59 

22. l x 33.6 cm 

82:127:040 



PLATE 24 

From the Haiti series, 1958-59 

24.2 x 34.0 cm 

82: 127:051 



PLATE 25 

From the Haiti series, 1958-59 

21. 9 x 31.5 cm 

82:127:041 



PLATE 26 

From the Haiti series, 1958-59 

22. 9 x 34.3 cm 

82:127:044 



PLATE 27 

From the Haiti series, 1958-59 

32.5 x 23.0 cm 

82:127:038 



AS FROM MY WINDOW 

I SOMETIMES GLANCE 



PLATE 28 

From the As from My Window I Sometimes Glance series, ca. 1957-59 

16.1 x 10.4 cm 

82:128:010 



PLATE 29 

From the As from My Window I Sometimes Glance series, ca. 1957-59 

13.0 x 20.1 cm 

82:128:015 



PLATE 30 

From the As from My Window I Sometimes Glance series, ca. 1957-59 

21.2 x 13.9 cm 

82:128:019 



PLATE 31 

From the As from My Window I Sometimes Glance series, ca. 1957-59 

23.3 x 35.1 cm 

82:128:024 



PLATE 32 

From the As from My Window I Sometimes Glance series, ca. 1957-59 

34.4 x 21.0 cm 

82:128:023 



PLATE 33 

From the As from My Window I Sometimes Glance series, ca. 1957-59 

34.5 x 22. 7 cm 

82:129:052 



PLATE 34 

From the As from My Window I Sometimes Glance series, ca. 1957-59 

23.6 x 34.2 cm 

82:130:002 



PLATE 35 

From the As from My Window I Sometimes Glance series, ca. 1957-59 

42.3 x 34.5 cm 

82:128:005 



PLATE 36 

From the As from My Window I Sometimes Glance series, 
ca. 1957-59 

31.9 x 16.1 cm 

82:128:003 



THE LOFT FROM THE INSIDE IN 



PLATE 37 

From the Loft from the Inside In series, ca. 1958-65 

20.4 x 31.1 cm 

82:129:030 



PLATE 38 

From the Loft from the Inside In series, ca. 1958-65 

49.3 x 32.5 cm 

82: 131 :009 



PLATE 39 

From the Loft from the Inside In series. ca. I 958-65 

20. I x 30.3 cm 

82:129:007 



PLATE 40 

From the Loft from the Inside In series, ca. 1958-65 

19.9 x 29.2 cm 

82:129:008 



PLATE -+1 

From the Loft from the Inside In series, ca. 1958-65 

20.7x21.7cm 

82:129:005 



PLATE 42 

From the Loft from the Inside In series, ca. 1958-65 

13.6 x 21.5 cm 

82: 131 :003 



PLATE 43 

From the Loft from the Inside In series, ca. 1958-65 

30.1 x 20.0 cm 

82:129:051 



HITACHI/JAPAN 



PLATE 44 

From the Hitachi/Japan series, 1961-62 

24.3 x 36.4 cm 

82:132:049 



PLATE 45 

From the Hitachi/Japan series, 1961-62 

21.6 x 32.5 cm 

82:132:047 



PLATE 46 

From the Hitachi/Japan series, 1961-62 

24. 8 x 37. 2 cm 

82:132:046 



PLATE 47 

From the Hitachi/Japan series, 1961-62 

36.6 x 24. l cm 

82: 132:045 



PLATE 48 

From the Hitachi/Japan series, 1961-62 

27.5 x 41.8 cm 

82: 132:062 



P1 ATE 49 

From the Hitachi/Japan series, 1961-62 

37.8 x 25.3 cm 

82:132:009 



PLATE 50 

From the Hitachi/Japan series, 1961-62 

11.9x26.2cm 

82:132:059 



PLATE 51 

From the Hitachi/Japan series, 1961-62 

23.2 x 29.5 cm 

82: 132:060 



PLATE 52 

From the Hitachi/Japan series, 1961-62 

27.8 x 39.8 cm 

82:132:019 



PLATE 53 

From the Hitachi/Japan series, 1961-62 

20.3 x 30.3 cm 

82:132:011 



PLATE 54 

From the Hitachi/Japan series, 1961-62 

21.3 x 32.5 cm 

82:132:001 





Acquisitions: July -December 1982 

Compiled by SHARON DENTON 

THE FOLLOWING LIST IS A NAME INDEX to research material

primarily photographs and correspondence-acquired by 

the Center during the last half of 1982. Full descriptions 

are given for groups of ten prints or less; titles and dates are 

given for groups of eleven to one hundred prints; groups 
over one hundred are summarized. Upon request, we will 

provide a more complete description of any item on this 
list. An acquisitions list for 1975 to 1977, the Center's first 

three years of operation, has been published in the Guide 

Series, Number 4. Copies of this guide may be purchased 

for $2.00. 

Akiba, David. see SISKIND, AARON: 

Aaron Siskind Collection 

Baker, James. see SISKIND, AARON: 

Aaron Siskind Collection 

Baz, Douglas. see SISKIND, AARON: 

Aaron Siskind Collection 

BELLMER, HANS 

untitled, ca. 1937, 

(reassembled doll parts in front of door) 

from the La Poupce series 
Hand-colored gelatin silver print, 14. 7 x 13. 7 cm 

Purchase 

82:089:001 

untitled, ca. 1937, 

(reassembled doll parts and broken chair) 

from the La Poupee series 

Hand-colored gelatin silver print, 13.9 x 14.0 cm 

Purchase 
82:089:002 

Bernal, Louis Carlos. see GROUP EXHIBITIONS: Espejo 

79 

BRASSAI 

Kiki de Mo11tpamasse, ca. 1932 

Gelatin silver print, 29.1 x 22. 9 cm 

Purchase 

82:090:001 

BROWN, LAWRIE 

untitled, 1976 (abstraction) 

Gelatin silver print and mat board 

with thread embossment, 43.0 x 35.3 cm 

Purchase 
82:071 :004 

untitled, 1977 (feather) 

Cibachrome print, mat board, and feather, 

43.1 x 35.4 cm 

Purchase 
82:071 :003 

untitled, 1978 (upholstery) 

Cibachrome print and mat board with thread, 

43.0 x 35.5 cm 

Purchase 

82:071 :002 

untitled, 1981 (abstraction) 

Incorporated color coupler print with thread, 

61.0x71.0 cm 

Purchase 
82:071 :001 

BUDNIK, DAN 

Fourteen Polacolor 2 prints from the Big Mountain, 

Navajo/ Hopi land dispute area 

Gift of Dan Budnik. This project was made possible 

by a grant from Polaroid Corporation, Cambridge, 
Massachusetts 

82:066 :001-014 



untitled (man surveying piles of rock slabs) 
82:066:001 

untitled (man and partially built rock house in desert) 
82:066:002 

untitled (man against rock) 
82:066:003 

untitled (parade) 
82:066:004 

untitled (group holding flags) 
82:066:005 

untitled (two women holding flags 
and standing in landscape) 

82:066:006 

untitled (group behind barbed wire fence) 
82:066:007 

untitled (cat against rock) 
82:066:008 

untitled (graffiti on rock) 
82:066:009 

untitled (words and numbers carved in rock) 
82:066:010 

untitled (sand painting on rock) 
82:066:011 

untitled (sand painting on rock) 
82:066:012 

untitled (words and numbers carved in rock) 
82:066:013 

untitled (words and numbers carved in rock) 
82:066:014 

Cambi, Morrie. see GJ"lOUI) EXHIBITIONS: Espejo 

CASTANHO, EDUARDO 

Eduardo Casta11ho, 1982 (Portfolio) 
Twenty-three gelatin silver prints from five series 

(Hollywood Blvd., Chairs and Windows, 
Urban Series, U.F.O. Series. and Cotidiano Series), 
27.8 x 18. 9 cm each (horizontals and verticals) 

Gift of Eduardo Castanho 
82:085:001-023 

CLARK, LARRY 

Tldsa (Portfolio) 
New York: RFG Publishing, Inc . ,  1980 
Fifty gelatin silver prints of varying si7es 
Gift of Mimi and Ariel Halpern 
82:092:001-050 
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COLOMB, DENISE 

Paris, Le Po11t l\larie, 1950 

Gelatin silver print, 30.8 x 24.1 cm 
Purchase 
82:091 :001 

DEAL, JOE 

Fa,1/1 Zo11e (Portfolio) 
Newport Beach, California: Susan Spiritus Gallery, 1982 
Nineteen gelatin silver prints, 28.5 x 28.3 cm each 
Purchase 
82:074:001-019 

DINIZ, PEPE 

Jo/,11 Ca,(/C, 1979 
Gelatin silver print, 24 .5 x 19.0 cm 
Purchase 
82:072:001 

Jorge L11is Borges, 1977 
Gelatin silver print, l 7. I x 24. 5 cm 
Purchase 
82:072:002 

diPalma, Gary. see SISKIND, AARON: 
Aaron _Siskind Collection 

Duarte, Sister Charlotte. see SISKIND, AARON: 
Aaron Siskind Collection 

FICHTER, ROBERT 

Jcmah, ca. 1979 
Polaroid print, 50.8 x 60.9 cm 
Purchase 
82:100:001 

Medical A11alysis, 1982 
Cibachrome print, 76.2 x 101.6 cm 
Purchase 
82:100:002 

Fielding, Jed. see SISKIND, AARON: 
Aaron Siskind Collection 

GIBSON, RALPH 

Twenty-five gelatin silver prints of varying sizes 
Gift of Robert Overby 
82: 144:001-025 

untitled (couple in front of theater) 
82: 144:001 

untitled (couple in front of theater) 
82: 144:002 



untitled (duplicate of 82:144:002) 

82:144:003 

untitled (couple embracing on street) 

82:144:004 

untitled (couple embracing on street) 

82:144:005 

untitled (couple sitting on park bench) 

82:144:006 

untitled (couple in front of newsstand) 

82:144:007 

untitled (street scene) 

82:144:008 

untitled (band performing) 

82:144:009 

untitled (outdoor cafe) 

82:144:010 

untitled (chef and elaborate table setting) 

82:144:011 

untitled (duplicate of 82:144:011) 

82:144:012 

untitled (band performing) 

82:144:013 

untitled (stripper in bar) 

82:144:014 

untitled (bikinied waitress in outdoor cafe) 

82:144:015 

untitled (people in parking lot) 

82:144:016 

untitled (duplicate of 82:144:016 and 82:144:018) 

82:144:017 

untitled (duplicate of 82:144:016 and 82:144:017) 

82:144:018 

untitled (exterior of restaurant and limousine) 

82:144:019 

untitled (portrait of oriental group in restaurant) 

82:144:020 

untitled (portrait of oriental couple in restaurant) 

82:144:021 

untitled (two women in yard) 

82:144:022 

untitled (two women) 

82:144:023 

untitled (two young women in grass) 

82:144:024 

untitled (Robert Frank and barber) 

82: 144:025 
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Gittleman, Len. see SISKIND, AARON: 

Aaron Siskind Collection 

Gold, Peter. see SISKIND, AARON: 

Aaron Siskind Collection 

GRANT, GEORGE ALEXANDER 

Six hundred thirty-six modern gelatin silver contact 

prints made by Mark Sawyer from the original 

5 x 7 inch negatives taken for the National Park 
Service and in repository at the Western Archaeo

logical and Conservation Center in Tucson, Arizona. 

Negatives, 1925-45; prints, 1982 

Gift of the National Park Service, Photographic Library 

AG 55 

GROUP COLLECT ION 

John Wolbarst Collection 

One thousand one hundred seventy-six original Polaroid 
prints by sixty photographers used by John Wolbarst 

in publications. Also included in the collection are 
copy negatives and copy prints of the original works. 

Additional information available upon request. 
Gift of John Wolbarst 

83:006:001-016; AG 61 

GROUP EXHIBITION 

Espejo 
Traveling exhibition organized by the Oakland Museum 

in 1978 of work done under grants to four photog

raphers from the Mexican American Legal Defense 

and Educational Fund 

Ninety-one gelatin silver prints and thirty incorpo
rated color coupler prints of varying sizes by 

Louis Carlos Bernal, Morrie Cambi, Abigail Heyman, 
and Roger Minick 

Gift of the Mexican American Legal Defense and 
Educational Fund 

82:007:001-121 

HAGEMEYER, JOHAN 

L'Affinite, 1921 

Gelatin silver print, 24.6 x 19.7 cm 

Purchase 

82:078:007 

Carmel Missio11, 1923 

Gelatin silver print, 19.4 x 24.3 cm 
Purchase 

82:078:008 

Castles of Today, 1922 

Gelatin silver print, 24.7 x 19.5 cm 

Purchase 
82:078:004 



Im111(11rants, 1920 
Platinum or palladium print, 19.4 x 23. 9 cm 
Purchase 

82:078:001 

Pool, 1922 
Gelatin silver print, 24.7 x 18.0 cm 
Purchase 
82:078:003 

Prison, 1928 
Gelatin silver print, 19.6 x 20.9 cm 
Purchase 
82:078:005 

Silence, 1920 
Platinum or palladium print, 23. 7 x 18.0 cm 
Purchase 

82:078:002 

untitled, ca. 1920 (cityscape) 
Gelatin silver print, 22.9 x 17.5 cm 
Purchase 
82:078:006 

HEINECKEN, ROBERT 

Dark Stain-11ay, March 1965 
Gelatin silver print, 38.8 x 28.4 cm 
Purchase 
82:073:004 

Dark Trees, March 1965 
Gelatin silver print, 23.8 x 37.2 cm 
Purchase 
82:073:003 

Erogenous Zone System Exercise #3, 1972 
Emulsion on canvas with chalk, 48.3 x 48.3 cm 
Purchase 
81:107:015 

Eq11ivocal Fig11re, #2/2, 1964 
Gelatin silver print, 24. I x 18.2 cm 
Purchase 
82:073:002 

Ro1111d Head, #1/2, November 1965 
Gelatin silver print, 34. 9 cm circumference 
Purchase 
82:073:005 

385, 1964 
Gelatin silver print, 49.9 x 31.6 cm 
Purchase 
82:073:007 

Torso i11 Motio11 #1/2, 1964 
Gelatin silver print, 17.8 x 10.2 cm 
Purchase 
82:073:001 
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Heyman, Abigail. see GROUP EXHIBITIONS: Espejo 

HINE, LEWIS 

Le111is Hi11e, 1874-1940 (Portfolio) 
New York, New York: Lewis Hine Memorial 
Collection Committee, the Photo League 
Five gelatin silver prints of varying sizes 
Gift of Robert Harrah 
82:096:001-005 

HURN, DAVID 

Barry Isla11d, Wales, 1973 
Gelatin silver print, 20.9 x 31.3 cm 
Gift of Bill Jay 
82:088:002 

Birmi11gha111, E11gla11d, 1962 
Gelatin silver print, 31.6 x 20.9 cm 
Gift of Bill Jay 
82:088:004 

Cardi.ff, Wales, 1974 
Gelatin silver print, 20.9 x 31.3 cm 
Gift of Bill Jay 
82:088:006 

Edi11/mrgh, Scotland, 1967 
Gelatin silver print, 31.5 x 20. 9 cm 
Gift of Bill Jay 
82:088:003 

Lo11do11, E11J!Ja11d, 1957 
Gelatin silver print, 21.0 x 31.3 cm 
Gift of Bill Jay 
82:088:005 

Twby, Wales, 1974 
Gelatin silver print, 20. 9 x 31. 7 cm 
Gift of Bill Jay 
82:088:001 

Jacobs, Judith. see SISKIND, AARON: 
Aaron Siskind Collection 

JONES, HAROLD 

Before, 1981 
Hand-colored gelatin silver print, 36. I x 45.2 cm 
Gift of Harold Jones 
82:097:001 

LARSON, WILLIAM 

untitled, December 19, 1971 (transmissions of hand with 
line, nude figure, large fly, connect the dots game) 

Electro-carbon prints transmitted by the Graphic 
Sciences Teleprinter, 28. 1 x 21. 5 cm 

Purchase 
82:067:004 



untitled, April 6, 1973 (transmissions of an aerial photo, 
circle graph, twins) 

Electro-carbon prints transmitted by the Graphic 
Sciences Teleprinter, 28. I x 21. 5 cm 

Gift of William Larson 
82:067:005 

untitled, September I 0, 1974 (transmissions of music, 
words, shorthand) 

Electro-carbon prints transmitted by the Graphic 
Sciences Teleprinter, 28.1 x 21.5 cm 

Purchase 
82:067:002 

untitled, June I 0, 1975 (transmissions of standing 
nude youth, artist's voice, off-sync images, 
adult male, clouds) 

Electro-carbon prints transmitted by the Graphic 
Sciences Teleprinter, 28.1 x 21. 5 cm 

Purchase 
82:067:003 

untitled, July 15, 1975 (transmissions of artist's voice, 
printed letters with shorthand, snapshot, adult nude, 
hand with leaves) 

Electro-carbon prints transmitted by the Graphic 

Sciences Teleprinter, 28. I x 21. 5 cm 
Gift of William Larson 
82:067:006 

untitled, January 15, 1976 (transmissions of author's 

voice, eye, fly, paper, and picture cloud) 
Electro-carbon prints transmitted by the Graphic 

Sciences Teleprinter, 28. I x 21.5 cm 
Purchase 
82:067:001 

McCormack, Dan. see SISKIND, AARON: 
Aaron Siskind Collection 

McMILLAN, JERRY 

U11titled (Black Stroke #7), 1979-81 

Sulfide duocone from a gelatin silver print, 
50.4 x 40.6 cm 

Purchase 
82:093:001 

MILLEA, TOM 

Aq11ereberry Poi11t, l 981 
Platinum print, 19.3 x 24.5 cm 
Purchase 
82:075:005 

Death Valley J111wio11, 1981 
Platinum print, 24.2 x 19.4 cm 
Purchase 
82:075:001 
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Death Valley J1111C1io11, 1981 
Platinum print, 24.5 x 19.5 cm 
Purchase 
82:075:004 

Dia11e D1111ca11, l 982 
Platinum print, 24.3 x 19.4 cm 
Purchase 
82:075:003 

Oasis, 1982 
Platinum print, 19.5 x 24.2 cm 
Purchase 
82:075:002 

Minick, Roger. see GROUP EXHIBITIONS: Espejo 

MISRACH, RICHARD 

Craecis111 (Portfolio) 

Berkeley, California: 1982 
Twelve dye transfer prints, 37.8 x 42.5 cm each 
Purchase 
82:081 :001-012 

Sa,, Jacinto Pass, 1982 
Incorporated color coupler print, 68.8 x 86.5 cm 
Gift of Richard M israch 
82:082:001 

NETTLES, BEA 

Bruises a11d Other Collectio11s, 1970 (Artist's Book) 

Nine photographic collages composed of multiple 
clements such as gelatin silver prints, cyanotype 
prints, positive film, material, paint, and cosmetics 
bound in a blue canvas notebook, 27. 7 x 22. 7 cm each 

Purchase 
82:080:001-009 

PORET T, THOMAS 

From the oftlands series 

untitled (female faces) 
Computer graphics on rag paper, 

diptych 8.1 x 9.2 cm each 
Purchase 
82:086:001 

untitled (female face) 
Computer graphics on rag paper, 16.3 x 18.2 cm 
Purchase 
82:086:002 

untitled (female faces) 
Computer graphics on rag paper, 

diptych 8.2 x 9.9 cm each 

Purchase 
82:086:003 



untitled (female face; enlarged eye) 
Computer graphics on rag paper, 16.2 x 19.7 cm 
Purchase 
82:086:004 

RAY, MAN 

Electricirf: (Portfolio) 
Paris: Le Compte de la Compagnie Parisienne de 
Distribution d'Electricite, April 1931 
Ten photogravures, 26.0 x 20.5 cm each 
Purchase 
82:141 :001-010 

ROITZ, CHARLES 

California Golf Tee Site, 1979 
Gelatin silver print, 19. 1 x 24.4 cm 
Purchase 
82:068:003 

Califomia #13, Coastline Lot, 1979 
Gelatin silver print, 19. 1 x 24.3 cm 
Purchase 
82:068:001 

Idaho # 39, Collapsed Hay Stacks, 1980 
Gelatin silver print, 19.2 x 24.3 cm 
Purchase 
82:068:002 

ROSE, BEN 

Ben Rose Archive 
Photographs, negatives, 35mm slides, 35mm and 
16mm films, audio tapes and videotapes, a textbook 
manuscript, tearsheets, and magazines. Organization 
m progress. 

Gift of Miriam B. Rose 
AG 57 

SALAUN, PHILIPPE 

Cadaq11es-Espagne, July 1980 
Gelatin silver print, 19.5 x 29.1 cm 
Purchase 
82:094:004 

La Ca/111ette, France, April 1982 
Gelatin silver print, 19.6 x 29.4 cm 
Purchase 
82:094:005 

La Fe111111e Sratue, October 1982 
Gelatin silver print, 19. 5 x 29. 2 cm 
Purchase 
82:094:002 
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L'Ho111me Statue, July 1981 
Gelatin silver print, 19.5 x 29.1 cm 
Purchase 
82:094:001 

Mo11 Bar, June 1982 
Gelatin silver print, 19.7 x 29.2 cm 
Purchase 
82:094:003 

Sawyer, Mark. see GRANT, GEORGE ALEXANDER 

Shawn, Lauren. see SISKIND, AARON: 
Aaron Siskind Collection 

SIMMONS-MYERS, ANN 

Bodyscape II, T11cso11, Arizo11a, 1982 
Gelatin silver print, 38.2 x 42.0 cm 
Purchase 
82:143:002 

Desert Torso, Arizona, 1982 
Gelatin silver print, 37.3 x 41.9 cm 
Purchase 
82:143:001 

SISKIND, AARON 

Aaron Siskind Collection 
Twenty-four photographs of varying processes and sizes 

by David Akiba, James Baker, Douglas Baz, Gary 
diPalma, Sister Charlotte Duarte, Jed Fielding, Peter 
Gold, Judith Jacobs, Dan McCormack, Lauren Shaw, 
Joseph Sterling, Roberta Stiegler, Robert Tanner, 
Charles Traub, and Henry Troup, and one portfolio 
of nine serigraphs by Len Gittleman. Additional 
information available upon request. 

Gift of Aaron Siskind 
82:083:001-024; 82:084:001-009 

Sterling, Joseph. see SISKIND, AARON: 
Aaron Siskind Collection 

Stiegler, Roberta. see SISKIND, AARON: 
Aaron iskind Collection 

Tanner, Robert. see SISKIND, AARON: 
Aaron Siskind Collection 

Traub, Charles. see SISKIND, AARON: 
Aaron Siskind Collection 

Troup, Henry. see SISKIND, AARON: 
Aaron Siskind Collection 



VAN DYKE, WILLARD 

Boy, New Mexico, 1937 

Gelatin silver print, 23. 9 x 18. 7 cm 
Gift of Willard Van Dyke 

82:095:002 

Mud Patterns, ca. 1930 

Gelatin silver print, 24.5 x 19.0 cm 

Gift of Willard Van Dyke 

82:095:001 

WALKING, LES 

Cat, 1979/1980 

Split-toned gelatin silver print, 19.3 x 24.0 cm 

Gift of Les Walking 
82:098:002 

Ji11daby11e, 1982/1982 

Split-toned gelatin silver print, 19.0 x 24.0 cm 

Purchase 

82:098:001 

WASHBURN.BRADFORD 

Alaska, August 10, 1938 

Gelatin silver print, 39.5 x 48.4 cm 
Gift of Bradford Washburn 

82:079:010 

Alaska, August 14, 1941 • 
Gelatin silver print, 39.5 x 48.7 cm 

Purchase 

82:079:004 

Alaska, August 12, 1953 

Gelatin silver print, 39.4 x 48.8 cm 

Gift of Bradford Washburn 

82:079:009 

Alaska, October 3, 1964 

Gelatin silver print, 39. 5 x 48. 7 cm 

Purchase 

82:079:007 

Alaska, October 4, 1964 

Gelatin silver print, 39.5 x 48. 7 cm 
Purchase 

82:079:006 

Alaska, April 2, 1978 

Gelatin silver print, 39.5 x 48.7 cm 

Purchase 

82:079:001 

Alaska, April 2, 1978 

Gelatin silver print, 39.5 x 48.9 cm 

Gift of Bradford Washburn 

82:079:011 
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Alaska, April 10, 1978 

Gelatin silver print, 39.5 x 48.7 cm 

Purchase 
82:079:008 

Alaska, April 11, 1978 

Gelatin silver print, 39.5 x 48.7 cm 
Purchase 
82:079:005 

The Alps, August 16, 1958 

Gelatin silver print, 39.4 x 48.7 cm 
Gift of Bradford Washburn 

82:079:012 

Silverthorn Pass, Alaska, March 1945 

Gelatin silver print, 39.4 x 48.9 cm 
Purchase 

82:079:003 

Swiss Alps, July 24, 196U 

Gelatin silver print, 39.4 x 48.7 cm 

Purchase 
82:079:002 

Y ULLA 

untitled (light abstraction) 
Polaroid SX-70 

Gift ofYulla 

81 :090:001 

untitled (abstraction) 
Polaroid SX-70, triptych 

Gift of Yu Ila 
81 :090:002 

untitled (abstraction) 

Manipulated Polaroid SX-70, diptych 

Gift of Yu Ila 
81 :090:003 

untitled (architecture) 
Polaroid SX-70, triptych 

Gift ofYulla 
81:090:004 

untitled (architecture abstraction) 

Polaroid SX-70, polyptych 

Gift of Yu Ila 
81 :090:005 



MITCHELL PAYNE 

untitled, ca. 1970-72 
from Neurosurgeo11s i11 Acrio11 

Gelatin silver print, 23. I x 33. 7 cm 
81 :204:001 

© 1983 Linda Montano 

STEPHEN SPRAGUE 

untitled (Oyus Photo Studio), 1975 

from the "How I Sec Yoruba See Themselves" essay 
Gelatin silver print, 21.5 x 31.0 cm 
83:098:002 
© 1983 David Sprague 



From the Archives: 
Mitchell Payne and Stephen Sprague 

by SARAH MOORE and AMY STARK 

AT THE CORE of the Center for Creative Photography's 
collections are archives of twentieth-century photog
raphers who have made both significant and creative 
contributions to the medium. Since the Center's in
ception in 1976 with the acquisition of five archives
Ansel Adams, Wynn Bullock, Harry Callahan, Aaron 
Siskind, and Frederick Sommer-the number of ar
chives has grown steadily. Since then the Center has 
added such diverse archives as those of W. Eugene 
Smith, Edward Weston, Dean Brown, Herbert Bayer, 
Andreas Feininger, and several others. 

Typically, each complete archive includes the larg
est institutional holding of master prints by the pho
tographer. For example, the Edward Weston Archive 
contains more than 1 ,500 master prints. In addition 
to fine prints, the archive may contain manuscripts 
and correspondence, work prints and negatives, con
tact sheets, memorabilia, personal libraries, and other 
material related to the photographer's career. This 
material represents a comprehensive, in-depth resource 
and provides an unequaled opportunity to study per
sonal attitudes and working methods as well as the 
finished work. 

Recently, the Center acquired the archives of two 
documentary photographers, Mitchell Payne (1944-
197 7 )  and Stephen Sprague (1942-1979). Each contains 
negatives, work prints, contact sheets, and master 
prints. Payne's archive contains correspondence from 
the period 1971-7 7. Since Sprague was very active in 
filmmaking in the last years of his life, his archive 
contains video and audio tapes, films, and teaching 
materials. This kind of raw data provides biographi

cal information and may also reveal the aesthetic pro
cess of an individual artist. 

Mitchell Payne began working in photography in 
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the late sixties after receiving a Bachelor of Arts de
gree in history. In 1971 , Payne's thesis work for the 
Master of Fine Arts degree at Rochester Institute of 
Technology documented the activities of the neuro
surgery department at a Rochester hospital. In 1973, 
Payne received a National Endowment for the Arts 
grant to do a photographic study of high school youth. 
While teaching photography at University of Califor
nia Extension Service in San Francisco, Payne and 
photographer Ken Graves received a National En
dowment for the Arts grant for a photographic study 
entitled "American Snapshots." In 1977, shortly after 
American Snapshots was published, Payne died tragi
cally at the age of 33. 

Stephen Sprague received a Master of Fine Arts in 
photography and film at the School of the Art Insti
tute of Chicago in 1970. In 1975, he received a Na
tional Endowment for the Humanities Summer Grant 
and a Purdue African Studies Research Grant to docu
ment the thriving photographic community in the 
Yoruba area of Nigeria. This essay was published in 
1978 in Exposure and Studies in the A11thropology of 

Visual Co1111111111icatio11. In March 1979, Sprague was 
promoted to Associate Professor of Art at Purdue 
University. He was killed in an automobile accident 
May 2, 1979. 

Both Payne and Sprague were visual anthropolo
gists. Though their individual perceptions and aes
thetic views may have been different, their photo
graphs reflect a common concern with humankind and 
its relationship to environment, society, and culture .  

The archives of Mitchell Payne and Stephen Sprague 
were gifts to the Center from relatives concerned that 
the documents of these photographic careers not be 
dispersed or forgotten. 
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