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Director's Statement 

by JAMES L. ENYEART 

MARION PALFI DIED IN 1978, still relatively obscure as 
an artist in the eyes of the public. Her failure to attain 
popular recognition for her work, during her lifetime, 
was due largely to the unromantic, non-sentimental, 
harsh nature of her style. Her photographs are devoid 
of pictorial niceties and as the say ing goes arc "brutally 
direct." For such obsessive truthfulness and absence of 
personal ambition, Palfi was known among her friends 
and peers as a photographer of great compassion. I 
knew Marion Palfi: she was deeply emotional about 
the suffering of humanity in its many forms. As a 
person she was unrestrained in that emotionality, but as 
an artist she was capable of harnessing those feelings in 
the service of a greater objectivity. 

She described herself as a "social research" photogra
pher interested in combining social issues with an art 
form in order to heighten the power and utility of 
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photography. Having kept one foot in each camp 
throughout her career, she was neither traditional jour
nalist nor traditional artist, thereby limiting public 
access to her work. However, with the recent gift of 
her archive and collections to the Center, an ideal 
forum has finally been created for the public to be able 
to appreciate her work. We are grateful to the Men
ninger Foundation and Martin Magner, Palfi's husband, 
for this gift. The Marion Palfi Archive contains thou
sands of photographs, negatives, correspondence, and 
related materials covering her life and work in great 
depth. 

We arc also appreciative of the following essay by 
Elizabeth Lindquist-Cock. An Associate Professor of 
Art at Massachusetts College of Art, Boston, she has 
published articles on the history of photography in Art 
in America, Art Quarterly, History of Photography, Massa
clwsetts Review, and Afterimage. 
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Marion Palfi: An Appreciation 

by ELIZABETH LINDQUIST-COCK 

IN 1940, AT THE AGE OF THIRTY-THREE, an ex-fashion
model named Marion Palfi left a Hitler-dominated 
Europe for the presumed safety and peace of the United 
States. Child of an aristocratic Hungarian family living 
in Berlin, Palfi had led an upper-middle-class life. Her 
father, Victor Palfi, had been a well-known theatrical 
director and producer devoted to the operettas of Franz 
Lehar. Marion studied dancing, appeared in several 
films, and then encountered the famous Hungarian 
photographer, Martin Munkacsi, who had brought 
about a revolution in fashion photography with his 
exuberant pictures of women in motion for Harpers 

Bazaar. Whether it had been Munkacsi's encouragement 
and example, or a growing dissatisfaction with the 
superficial life of a popular model, Palfi had given up 
her fashion and acting careers to study photography. 

Her arrival in New York at a time when America 
was called "the arsenal of democracy" unexpectedly 
confronted her with the fact that the United States was 
not the ideal society many envisioned. Almost immedi
ately, Palfi became involved in the struggles of minorities 
for social justice, and soon she was launched upon a 
career that can only be described as a life-long quest to 
ameliorate the living conditions of abandoned children, 
the neglected elderly, blacks both northern and southern, 
the abused native Americans of the Southwest, and 
finally, the broken lives of prisoners in penitentiaries. 
Photography would be her weapon in these ongoing 
battles. To the end of her days, Palfi traveled the country 
lecturing to whatever groups invited her, showing 
hundreds of slides documenting injustices. Her involve
ment was as impassioned as that of Jacob Riis in the 
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slums of New York, and like the works of Riis, her 
pictures were used to educate the officials about the 
need for legislative change. 

She was a person, in other words, whose life made a 
difference in the lives of perfect strangers. Appreciated 
by humanitarians like John Collier and Eleanor Roose
velt, Sr., recognized and encouraged by artists like 
Edward Steichen and Langston Hughes, applauded by 
Karl Menninger, she has nevertheless received less atten
tion than she deserved. As James Enyeart observed, she 
has remained "invisible in America,"1 like so many of 
her pathetic and neglected subjects. It would seem that 
her extraordinary selflessness and devotion did not help 
to write her name large in the histories of photography, 
as the same activities ensured the fame of Jacob Riis, 
Lewis Hine, Dorothea Lange, or W. Eugene Smith. 
That inattention should be rectified, especially now, 
when there seems to be, once again, a general callousness 
toward the less fortunate members of our society and a 
devastating neglect of racial and ethnic minorities. The 
battles that Marion Palfi fought have not been won. 
They continue today, with the startling increase in the 
numbers of older women in poverty, the increasing 
withdrawal of government support to the American 
Indians, the hungry children, and the black youths 
without employment. Photography continues to be a 
potent medium that needs to be revitalized by spirits 
like Palfi. 

Her beginnings as a photographer gave little hint of 
her humanitarian career. She began as a retoucher in a 
small Berlin commercial portrait studio. When she took 
pictures of her friends and family, they were often 
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unconventional, purposely arty, including super
impositions, odd angles, manipulations of the print, 
with the use of processes like gum bichromate. She 
revealed a mischievous sense of humor that, unfortunately, 

would have few opportunities to emerge in the heart
breaking situations she would later examine and 
document. 

Her first cameras included a 5 x 7 view camera, a 
4 x 5 press camera, and a Rolleiflex, recommended by 
Munkacsi, which she would use for most of her work. 
In 1935, Palfi received her first major assignment. The 
magazine Die Deutsche Ill11strierte, in connection with 
several industrial concerns, sent her to photograph the 
laying of an oil pipeline through the Syrian desert and 
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to document various methods of oil refining in both 
Syria and Iraq. Since she was only eighteen, she must 
have had exceptional courage. Even today it is difficult 
for women to travel alone in Arab countries. She 
managed to meet and photograph the mighty King 
Faisal, and her successful completion of the assignment 
prophesied her tenacity and determination in future 
situations like photographing the blacks and whites of 
the South whose ideologies were vastly different from 
her own. 

Palfi may have taken as a role model her mother's 
grandmother, who had been a fighting suffragette in 
Holland. When Hitler occupied the Sudetenland and 
took over Austria, Palfi was so depressed that she decided 
to move to Holland, where she opened a short-lived 
but successful studio. As soon as it became clear that 
Europe would be engulfed in a general holocaust, she 
left for the United States. In New York City, her base of 
operations for many years, she worked at first for Pavelle 
Laboratories as a photo-finisher. Evenings and weekends 
she worked for herself, employing the photographic 
essay as a means of communication. Her apartment was 
described by George Berkowitz: 

The narrow railroad flat on East 53rd Street where 
Marion Palfi lives and works is an unlittered, 
meticulous establishment. Her living room, framed 
with plants, looks out upon the approaches to 
Manhattan's raucous Third Avenue. Between the 
living room and the kitchen is her darkroom. 
Developing tanks rest on a window sill and a 
Simmon Omega enlarger is mounteJ against a 
wall. The orderliness of the professional is every
where evident.2 

With the instincts of a social scientist, she believed in 
preparing herself for a project by immersing herself 
in the environment and conditions of her subjects 
before she brought out the camera. Thoroughly 
prepared she carried her modest equipment in an 
ordinary suitcase. 

A crucial first project was a photographic study of 
minority artists, sponsored by the Council Against 
Intolerance in America. Through this assignment, 
she met Langston Hughes, one of the great black 
poets, who became one of her most ardent supporters. 
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He would say of her work, "A Palfi photograph 
brings us face to face with hidden realities that its 
surface only causes us to begin to explore."3 Hughes 
introduced her to Arna Bontemps, who was then 
writing We Have Tomorrow. Palfi was commissioned 
to illustrate this book about outstanding black artists; 
and she also met Margaret Anderson, the editor of 
Com111011 Grou11d, which later published many of 
Palfi's photographs. The project brought her a one
woman exhibition, her first; the pictures eventually 
became part of the collection of the Museum of 
Port-au-Prince, Haiti. She also was a staff photographer 
for Ebony magazine until about 1950. 

In 1946, Palfi was honored by a Julius Rosenwald 
Fellowship, only the second granted by the foundation 
for photography, and the single award in the study of 
race relations. Concentrating on the experiences of 
children living in extreme poverty, she traveled the 
nation for two years. Under the title_Cl,ildre11 i11 Amer
ica, Palfi's series was seen in libraries, schools, colleges, 
and universities (Plate 10). Out of this came her book, 
Suffer Little Children, published in 1952. She had 
recorded flagrant neglect in Florida shantytowns, in 
reformatories and jails, California migrant camps, 
Georgia tenant farms, big city slums, and the irony of 
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Washilwo11, D.C., In the Shadolll of the Capitol 
(from Suffer Little Children series, 1946-49) 
Gelatin silver print, 24.1 x 18.4 cm 
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poverty in the power center of Washington, D.C. 
For one image, she wrote, "It is like the murdering 
of little angels;"4 for another, with typical understate
ment, "None of them laughed as children generally 
do."5 Two tiny tots, one black, one white, peer out 
between bars: "The gates are closed- for protection -
but the search for love goes on."6 One reward for 
these sensitive photographic essays was the friend
ship and encouragement of Edward Steichen, Berenice 
Abbott, and Lisette Model, all three in deep sympathy 
with her humane concerns. 

After the Rosenwald Fellowship, Palfi's projects were 
often funded by government and social work agencies, 
but she sometimes undertook a major investigation 
for herself and at her own expense. As a photog
rapher, she was as interested in the discriminator as 
in the victims of discrimination. Long before what 
we tend to think of as the crux of the civil rights 
struggle in the 1960s, Palfi went to Georgia at a 
particularly dangerous time. In 1949, she was drawn 
to do an in-depth portrait of Irwinton, a small com
munity where a young black man had been torn out 
of jail and shot by a lynch mob. The tremendous 
public outcry over this barbaric incident included 
front-page coverage and editorials by the New York 



Times. Obviously, the presence of a photographer in 
such a community would attract unwanted attention 
and might have endangered her life. But by a happy 
stroke of luck, the Vice-President of the Georgia 
Power Company was interested in her work. Warn
ing her that she must "photograph the South as it 
really is, not as the North slanders it, "7 he wanted 
her to get to meet the "right" people. As it happened, 
the "right" people turned out to be the very dis
criminators she wanted to photograph. Left in the 
protection of the local postmistress, she proceeded 
to take terse, objective pictures of overseers and 
white-suited politicians. 

untitled, ca. 1946-49 (portrait of Marion Palfi) 
Gelatin silver contact print 
AG 46 

Even if the press had not indicted Irwinton for its 
racism, the extreme conservatism and tension were evi
dent in the faces of its citizens. She found a white 
supremacist group, "The Columbians," whose insignia 
was the thunderbolt, symbol of Hitler's elite guard. 
"Mein Kampf was their bible,"8 she believed. Mean
while, the wife of the lynch victim said, simply, "Caleb 
was a good man ... he believed in his rights and there
fore he died."9 

Palfi returned to the South again in 1951 for a study 
on discrimination in housing for the Public Affairs 
Committee, Incorporated, called In These Ten Cities, 

and later, in 1963-64, to record the civil rights move
ment. In These Ten Cities records poverty, misery, and 
racism in cities as far apart as Waterbury, Connecticut; 
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Chicago School Boycott, 1964 
(from the That May Affect Their I lcarcs and 

Minds series, 1963-64) 
Gelatin silver print, 27.0 x 34.9 cm 
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Charlottesville, Virginia; Detroit, Michigan; and 
Phoenix, Arizona. (Plates 1-5, 8) 

Conditions have not improved. The misery depicted 
in Palfi's Chicago photographs of gutted buildings, 
where people lived amid bulldozed rubble, is still evi
dent. For example, Jerome Liebling portrayed a deva
stated South Bronx in photographs taken in 1977, while 
Bill Ravenesi photographs the strife-tom Puerto Rican 
sector of Holyoke, called "the Flats," in 1983. 

When Palfi went south to photograph a voter 
registration drive in Greenwood, Mississippi, she was 
harassed by the local police and her life was so clearly in 
danger that she had to be taken out of the community 
at night. The office and records of the voter registration 
in Greenwood were burned down, and the black 
community joined to sing "We Shall Overcome." Palfi 
managed to document these events, with the result 
that her photographs helped bring the United States 
Department of Justice to Greenwood. In Washington, 
D.C., she found the American Nazi Party picketing 
the Capitol with signs reading "America's White 
Majority Against the Civil Rights Bill, which is Com
munist, Minority Tyranny." She fearlessly placed her
self in danger again and again, seeing her work as 
having the possibility of direct influence on a social 
revolution. 

Palfi did not alway s seek out the intense drama of 
confrontations. On the contrary, her most typical work 
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was probably a project for the New York Mayor's 
Advisory Committee for the Aged, when she visited 
institutions for the elderly. Yo11 Hm1e Ne11er Been Old, 

her exhibition on this painful study, was presented by 
CBS in 1960. She had discovered places like the Men's 
Shelter, where you could be admitted only if you had 
less than S2.00 (Plate 13 ) .  Palfi said she began her study 
by simply walking through the streets, becoming aware 
of the many unhappy old people. 

"Is it necessary to be afraid, or sad, or sick, when one 
becomes old?" she asked. "Must one become lonely, 
unhappy, destitute, maladjusted, or insecure?"10 It became 
agonizing to Palfi to find so many old women starving 
on hopelessly inadequate Social Security benefits that 
were sometimes as little as $30 a month (Plates 11, 12). 
Her grim documents of abandoned, depressed, and 
desperate old people are markedly different from the 
celebrations of life to be seen, for example, in Liebling's 
photographs of old women living in Miami Beach; 
active, part of the world, shopping, enjoying their 
sunglasses and jewelry, freshly coiffed at a beauty parlor, 
the women Liebling photographed demonstrate that 
there is nothing intrinsically depressing about old age. 
As Palfi's images made clear, it was having a little 
money that would make all the difference between a 
degrading, frightening wait for death and a vital 
enjoyment of whatever life still has to offer. 

Her sense of outrage at the misuse of human life came 
to a head with her long study of native Americans, 
begun with a Guggenheim Fellowship in 1967. For 
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two years, she lived intermittently with a family on the 
Hopi reservation in northern Arizona. She had a two
part study in mind (Plates 14-17); first, to reveal the 
traditional mores of the Hopi, Navajo, and Papago, 
and second, to explore the effects of government 
programs aimed at "acculturation" and "relocation," a 
process that continues in 1983 to exacerbate the problems 
in these communities. She wrote: 

We talk about the poverty of the Indian, their poor 
health, their substandard of living-we cry-! 
Who is responsible for this? The murder of the 
American Indian has stopped as such. No more 
Indian wars, but all kinds of schemes are constantly 
working to take still their last pieces of land ( we 
found oil, uranium, and other valuable minerals 
and there is fish, timber, etc.) and above all to 
wipe the image away-erase-"to change the 
Indian" -Into what? Into a middle class personality 
with all the ambitions and drives of our society . 
Competition and exploitation are most important 
assets, we think. Foreign to all Indian thinking! 
What do we actually do? We destroy the Indian 
completely, mentally, psychologically, and spirit
ually. You might ask-so what? What is so good 
not to assimilate with the predominant society? 
Let me tell you what. Our society destroys lives
today more than ever-but not only this-we 
with our "know how" destroy all living. We 
pollute the air, the water, poison the plants and 
animal life . The Indian knew no money, but the 
Indian knew security, happiness-the Indian was 
a supreme conserver of nature-of life. The Indian 
worked with nature not against it.11 

This impassioned statement was never published. Palfi had 
been planning a book about the Indians when she died. 
It was a matter of considerable pride to her that she had 
been allowed "to become an Indian, "12 as she put it. She 
discovered that the high ethical and spiritual standards 
held by the Indians "made them able to survive the 
destruction of their lives and their continent."13 She was 
particularly impressed by the Hopi philosophies of 
acceptance and democracy, and by the strong sense of 
dignity she discovered in so many individuals. A typical 
image is that of a young Indian woman sitting on the 
floor of what seems to be a white man's version of a 



suitable dwelling. Surrounded by a gentle chaos of 
packing boxes, pails and pans of water (which imply 
either a lack of running water or a badly leaking roof), 
cheap porcelain utensils, she is warmed by a small 
wood stove. The sash windows let in a strong light that 
sculpts her face in profile. Somehow the woman is not 
diminished by these dubious benefits of the white man's 
civilization. In fact, she has such nobility of presence 
and such beauty of feature that it is almost impossible 
not to keep looking at her. This is Palfi's work at its 
best: simple, direct, honest, asking patience and thought
ful examination, without excess of emotion, on the 
part of the viewer. 

In 1975, Marion Palfi embarked on her last major 
project. Three years before her death, she investigated 
prison life in the Trenton State Penitentiary (Plates 18, 
19). Because they were the words she most frequently 
heard from the prisoners she interviewed, she chose as 
the title of the study Ask Me i
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I Got Justice. Making 
more than 300 slides, she toured the country asking 
that question for the prisoners. The eminent psychologist, 
Dr. Karl Menninger, having seen her presentation, 
wrote eloquently in her praise: 

Ms. Palfi is an artist, not a criminologist. She 
paints with the uncompromising brush of the 
lens. Through a near miracle, she was able to see 
these sights which you may thank your Gods that 
you don't have to look at in the flesh. But she 
looked at them. She listened to the voices. She 
observed the surroundings. She saw the effects of 
frustration and despair and contempt and she 
recorded them in black and white. Yo11 won't 
hear the tragic stories. You will not be appealed 
to by tales of broken promises. But you will see, 
as most Americans have never seen, not what it 
feels like, but what it is to be imprisoned, how it 
effects people.14 

Palfi decided that there was not, in fact, equal justice 
for all. "We say we live in an advanced age, the 20th 
century, but the truth is we still live in a medieval 
barbaric world. These prisons are concentration camps."15 

This final drive for prison reform was characteristic 
of Palfi's intense desire for social justice in her own 
lifetime. To her, that desire was overwhelming. A friend 
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wrote, "Marion Palfi is a thin-skinned human being 
who carries the world on her shoulders."16 The weight 
of that world seemed to crush any ambition to be a 
fashionable aesthetic success. 

untitled 
(from the Ask Me If! Got Justice series, 1975) 
Gelatin silver print, 17.5 x 24.5 cm 
83:041:004 

Marion Palfi described herself as "a social research 
photographer who is trying to combine an art form 
with social research."17 It was not enough to simply 
document. She wanted to know the "why" of a situation, 
how it affected the people involved. "I believe enormously 
in the truth,"18 she said, in the spirit of a devoted 
documentarian, a label she rejected, evidently because 
she thought it meant less than it does. The confusion 
between the idea of"documentary" and "the document" 
does, perhaps, require some clarification. To create a 
documentary was for the filmmakers of the 1930s, as 
Willard Van Dyke put it, to show the drama of social, 
political, and economic conditions in terms of their 
human consequences. Palfi never denied that she searched 
for "the poignant moment, the significant character, 
the telling expression."19 She wanted to use the art of 
photography in its most effective manner, but she also 
wanted to "say it as it is,"20 without either over- or under
emphasis. If using photography to alter social conditions 
is how we characterize documentarians, then Palfi was 
a documentarian, no matter what else she considered 
herself. 

Her photographs do differ from those of the famous 
photojournalists like Cornell Capa, Bruce Davidson, 
Burk Uzzle, and W. Eugene Smith. The Bruce Davidson 



pictures of a black teenager holding the American flag 
in Selma, Alabama, or the black children in a school 
bus accompanied by the National Guard, offer emotion
ally charged and frighteningly dramatic moments of 
confrontation. Burk Uzzle's Ku Klux Klan seen in the 
light of burning torches, or Danny Lyon's black man 
being choked by a helmeted storm trooper, are explosive 
shocks suitable for picture magazines like Time or Life. 

Palfi's blacks in Greenwood or her civil rights marchers 
in Washington are quieter pictures, but arc moving 
nevertheless as they engage thought, inquiry, and a 
measured response. 

W. Eugene Smith has become the standard by which 
many judge documentary photography. Sacrificing his 
entire life to his principles, Smith knew what he wanted: 

My station in life is to capture the action of life, 
the life of the world, its humor, its tragedies, in 
other words, life as it is. A true picture, unposcd 
and real. If I am shooting a beggar, I want the 
distress in his eyes, if a steel factory, I want the 
symbol of strength and power that is there.21 

In Smith's essays for Life, like "Country Doctor" or 
"Nurse Midwife," it is obvious that he had a genius for 
pictorial storytelling, with a sure sense of the dramatic 
moment. Palfi did not strive for action or dramatic 

Mario11 Palfi 
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lighting. If she was a propagandist for social amelioration, 
her method was clarity and revelation, not capturing 
the dramatic moment, but showing an ongoing exis
tence of suffering, pain, and frustrated need. Her method 
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was to focus attention and concern on complex social 
realities within a large perspective, rather than to 
dramatize only the most exciting aspects of social 
phenomena. Perhaps the finest accolade she ever re
ceived was from George Berkowitz, who said of 
Marion Palfi's pictures that "they do not accuse as much 
as they qucstion."22 

When Lewis Hine wrote, simply, that "I wanted to 
show the things that had to be corrected," he was 
defining for all time the role of documentarian. This 
could be considered the most fitting epitaph for the 
intensely caring and unflinching "social research photo
grapher," Marion Palfi. 
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H11dso11 Sch"ol for Girls, the 011/y Neu, ),irk State Trai11i11g School 
f"r Deli11,111ellf Girls, Soliwry 

(from rhc Suffer Little Children series, 1946-49) 
Gelatin silver print, 24.0 x 20.2 cm 
83:033:003 



PLATE 11 

Case History 

(from the You Have Never 13cen Old series, 1956-58) 
Gelatin silver print, 26.3 x 34.3 cm 
83:034:003 



PLAfL 12 

Case History 

(from the You Have Never Been Old series, 1956-58) 
Gelatin silver print, 23.3 x 34.3 cm 
83:034:002 



PLATE 13 

Me11's Shelter, Ne111 York- Yo11r Forrrn1e M11st Be Less Than S2 To Be Acceptable 

(from the You Have Never Been Old series, 1956-58) 
Gelatin silver print, 23.9 x 34.3 cm 
83:034:001 



PLATE 14 

untitled 
(from the First I Liked the Whites, I Gave Them Fruits series, 

1967-69) 
Gelatin silver print, 26.5 x 41.5 cm 
83:038:002 



PLATE 15 

Navajo Family Life, the Bl11e Lake Family 011 rhe Black Mesa 
(from the First I Liked the Whites, I Gave Them Fruits series, 

1967-69) 
Gelatin silver print, 23.9 x 34.2 cm 
83:038:001 



PLATE 16 

untitled 
(from the First I Liked the Whites, l Gave Them Fruits series, 

1967-69) 
Gelatin silver print, 29.7 x 41.9 cm 
83:038:004 



PLATE 17 

La11m Ker111a11, rhe Papago Folk Arrist, Li11es i11 Topawa 
(from the First I Liked the Whites, I Gave Them Fruits series, 

1967-69) 
Gelatin silver print, 25.1 x 34.3 cm 
83:038:005 



PLATE 18 

untitled 
(from the Ask Me lfl Got Justice series, 1975) 
Gelatin silver print, 18.7 x 24.2 cm 
83:039:001 



PLATl 19 

untitled 

(from the Ask Mc !fl Got Justice series, 1975) 

Gelatin silver print, 23.2 x 34.0 cm 

83:039:002 



Acquisitions.· April-June 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 second quarter of 1982. Full descriptions 
arc given for groups of ten prints or less; titles and dates arc 
given for groups of eleven to one hundred prints; groups over 
one hundred are summarized. Dates are given as "negative 
date/printing date" when both are known. 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 S2.00. 

ALINARI, ANDERSON and BROG! 

Twenty-three gelatin silver prints, seventeen hand
colored gelatin silver prints, and one albumen print of 
varying sizes. Reproductions of fifteenth and sixteenth 
century Italian paintings and sculpture and one ca. 
seventeenth century French painting. 

Transferred from the University of Arizona Main 
Library Reference Department 

82:145:001-041 

Anderson. see ALINARI, ANDERSON and BROG! 

BERNAL, LOUIS 

Alma Rosa Hernandez II, Do11glas
1 Arizona, 1979 

Gelatin silver print, 23.0 x 22.8 cm 
Purchase 
82:051:003 

]11a11 Mejia, Marines, Do11glas, Arizona, 1979 
Gelatin silver print, 23.0 x 22.7 cm 
Purchase 
82:051:001 
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Leo11 Speer, Barber 51, Lordsb11rg, New Mexico, 1978 
Gelatin silver print, 23.0 x 22.9 cm 
Purchase 
82:051:002 

Milagros, Mexico City, 1980 
Gelatin silver print, 20.1 x 30.3 cm 
Purchase 
82:051:007 

Q11i11cem1era1 
Phoe11ix, Arizo11a, 1981 

Gelatin silver print, 20.2 x 30.4 cm 
Purchase 
82:051:006 

Recamaera de mis Padres, 1980 
Gelatin silver print, 20.2 x 30.3 cm 
Purchase 
82:051:005 

Rosie Siqueros, Barrio A11ita, T11cson, 1978 
Gelatin silver print, 23.0 x 22.9 cm 
Purchase 
82:051:004 

Brogi. see ALINARI, ANDERSON and BROG! 

BUBRISKI, KEVIN 

Benares Wrestlers, 1976 
Gelatin silver print, 20.9 x 31.5 cm 
Purchase 
82:065:005 

Chogan Phiya Shamen, 1977 
Gelatin silver print, 21.9 x 31.6 cm 
Purchase 
82:065:004 

Daum at Duma Village, 1977 
Gelatin silver print, 20.8 x 31.3 cm 
Purchase 
82:065:003 



Tamany Shaman, 1978 
Gelatin silver print, 31.7 x 20.9 cm 
Purchase 
82:065:001 

Tato Pam, 1977 
Gelatin silver print, 20.9 x 31.5 cm 
Purchase 
82:065:002 

CAPONIGRO, PAUL 

Bosto11, Massach11setts, 1960 
Gelatin silver print, 18.6 x 15.2 cm 
Purchase 
82:035:009 

Iz1m10 Japan, 1976 
Gelatin silver print, 11.0 x 16.8 cm 
Purchase 
82:035:016 

Ke11t11cky Trees, 1965 
Gelatin silver print, 21.2 x 33.9 cm 
Purchase 
82:035:027 

Snow, Ipswich, Massach11setts, 1961 
Gelatin silver print, 19.0 x 24.2 cm 
Purchase 
82:035:015 

Sto11ehe11ge, 1972 
Gelatin silver print, 22.6 x 33.8 cm 
Purchase 
82:035:021 

Clarence White School. see COHN, ALFRED 

CLARK JONATHAN 

Leaves # 1, October 15, 1981 
Gelatin silver print, 19.3 x 24.2 cm 
Gift of Jonathan Clark 
82:057:002 

Mine Tailings, Arizona, April 21, 1981 
Gelatin silver print, 19.1 x 24.2 cm 
Gift of Jonathan Clark 
82:057:001 

Two Poets Sing to Their M11ses {for Frederick So111111er), 
October 15, 1981 

Gelatin silver print, 19.2 x 24.2 cm 
Purchase 
82:057:003 

COHN, ALFRED 

Twenty-four photographs of varying processes and sizes 
Gift of Margaret Cohn in memory of Alfred Cohn 
82:048:001-020; 82:049:001-004 
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Acoma, 1953 
82:048:019 

GI, 011 Leave for Da11ces, and Son, San Ildefonso, 1945 
82:048:016 

Guaymas, Mexico, 1946 
82:048:012 

john Reed 
82:048:009 

Los Pasados, 1944 
82:048:017 

Max Eastman 
82:048:008 

Richard Le Gallien {?} 
82:048:011 

Scott Nearing 
82:048:010 

Spain, 1955 
82:048:013 

untitled (building, the Clarence White School) 
82:048:001 

untitled (group discussion at the Clarence White School) 
82:048:002 

untitled (woman in a doorway) 
82:048:003 

untitled ( woman and tree) 
82:048:004 

untitled (woman and tree) 
82:048:005 

untitled (two women in the landscape) 
82:048:006 

untitled (street scene) 
82:048:007 

untitled (man with guitar) 
82:048:014 

untitled (Indian potter) 
82:048:015 

untitled (portrait of Laura Gilpin) 
82:059:002 

untitled, 1945 (Maria Martinez, San Ildefonso) 
82:059:004 

untitled, 1946 (Laura Gilpin and Maria Martinez) 
82:059:003 

untitled, 1952 (Edward Weston at his home) 
82:059:001 

Yaqui, 1947 
82:048:018 



Yosemite, 1952 (?) 
82:048:020 

COHN, MARGARET 

untitled (portrait of a young girl) 
Gelatin silver print, 22.6 x 17.9 cm 
Gift of Margaret Cohn 
82:049:001 

untitled (cityscape montage) 
Gelatin silver print, 24.4 x 19.7 cm 
Gift of Margaret Cohn 
82:049:002 

CONNOR, LINDA 

Banaras, India, 1979 
Gold-toned printing-out-paper, 19.4 x 24.4 cm 
Purchase 
82:047:002 

Banaras, India, 1979 
Gold-toned printing-out-paper, 19.6 x 24.4 cm 
Purchase 
82:047:003 

Ceremony, India, 1979 
Gold-toned printing-out-paper, 19.8 x 24.8 cm 
Purchase 
82:047:001 

Jain Nuns, India, 1979 
Gold-toned printing-out-paper, 19.3 x 24.4 cm 
Purchase 
82:047:005 

Kali Temple, Nepal, 1980 
Gold-toned printing-out-paper, 19.4 x 24.4 cm 
Purchase 
82:047:010 

Shirt, Banaras, India, 1979 
Gold-toned printing-out-paper, 19.4 x 24.1 cm 
Purchase 
82:047:009 

Sri Lanka, 1979 
Gold-toned printing-out-paper, 19.4 x 24.4 cm 
Purchase 
82:047:006 

Temple Courtyard, Nepal, 1980 
Gold-toned printing-out-paper, 19.5 x 24.5 cm 
Purchase 
82:047:007 

Temple, Kathmandu, Nepal, 1980 
Gold-toned printing-out-paper, 19.7 x 24.6 cm 
Purchase 
82:047:004 
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Woman with Tattoos, India, 1979 
Gold-toned printing-out-paper, 24.2 x 19.3 cm 
Purchase 
82:047:008 

CRANE, BARBARA 

Tucson Portfolio I, Fall 1979 (Portfolio) 
Five Polacolor 2 prints, 11.4 x 8.9 cm each 
Gift of Barbara Crane 
82:052:001-005 

Tucson Portfolio II, Spring 1980 (Portfolio) 
Eight Polacolor 2 diptychs, 11.4 x 8.9 cm each individual 

image ( verticals and horizontals) 
Purchase 
82:053:001-008 

DELORY, PETER 

Andy Floating, 1976 
Gelatin silver print, 45.5 x 30.5 cm 
Purchase 
82:041:002 

Andy Reading, Ibiza, Spain, 1976 
Gelatin silver print, 30.7 x 45.5 cm 
Purchase 
82:041:003 

Bog Light, 1974 
Gelatin silver print, 30.3 x 45.5 cm 
Purchase 
82:041:001 

Formentera Bicycle Ride, 1976 
Gelatin silver print, 30.3 x 45.5 cm 
Purchase 
82:041:004 

Hand in Water, 1975 
Hand-colored gelatin silver print, 30.3 x 45.5 cm 
Purchase 
82:041:005 

Hands and Legs with Fly, 1977 
Hand-colored gelatin silver print, 30.4 x 45.5 cm 
Purchase 
82:041:009 

M11d Volcano, 1977 
Hand-colored gelatin silver print, 30.3 x 45.5 cm 
Purchase 
82:041:007 

The Pinch, English Channel, 1976 
Hand-colored gelatin silver print, 30.3 x 45.5 cm 
Purchase 
82:041:010 



Profile of Andy, 1975 
Hand-colored gelatin silver print, 45.5 x 30.5 cm 
Purchase 
82:041:008 

Reading Ibiza, 1976 
Hand-colored gelatin silver print, 45.5 x 30.4 cm 
Purchase 
82:041:006 

EDGERTON, HAROLD 

De,rny Shwe, 100 Flashes/Sec. 
Gelatin silver print, 25.5 x 27.9 cm 
Purchase 
82:038:001 

FRITH, FRANCIS 

The Gossipii1g Photographer 011 the Rhine (Album) 
Reigate: ca. 1860 
Sixteen albumen prints of varying sizes 
82:054 :001-016 

HEINECKEN, ROBERT 

Individual pages from the Periodical series of altered 
magazines 

Images overprinted onto magazine pages with offset 
lithography (except when indicated), edges are torn 
on some images; sizes vary 

82:037:001-007 

untitled (image of soldier holding two severed heads 
superimposed on tampon ad) 

82:037:001 

untitled (Virginia Slims advertisement with cut-out 
areas showing another image) 

82:037:002 

untitled (erotic image from an adult magazine super
imposed on a Boeing Airlines advertisement) 

82:037:003 

untitled (erotic image from an adult magazine super
imposed on an advertisement for socks) 

82:037:004 

untitled (erotic image from an adulr magazine super
imposed on a book review page in Time, September 
6, 1971) 

82:037:005 

untitled (erotic image from an adulr magazine super
imposed on a fashion advertisement) 

82:037:006 

untitled ( t. v. dinner tray superimposed on a panty
hose advertisement) 

82:037:007 
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JONES, HAROLD 

BQ, 1981 
Selectively spray-painted gelatin silver print, 

46.5 x 36.2 cm 
Purchase 
82:050:002 

Ra111, 1980 
Selectively spray-painted gelatin silver print, 

45.8 x 36.6 cm 
Purchase 
82:050:001 

MALONEY.JOE 
Joe Maloney (Portfolio) 
New York: QED Editions, 1982 
Ten dye transfer prints, 36.1 x 45.1 cm 
Purchase 
82:046:001- 010 

NAGLER, MONTE 

Iceburg Abstract, Pa11g11int1111g, Canadian Arctic, 1981 
Gelatin silver print, 49.5 x 38.3 cm 
Purchase 
82:055:001 

Mystical Forest, Monterey, California 1981/1982 
Gelatin silver print, 39.4 x 49.5 cm 
Purchase 
82:055:002 

PFAHL,JOHN 

Pink Rock Rectangle, Artpark, Lewiston, New York, Ill, 

August 1975 
Dye transfer print, 19.6 x 25.1 cm 
Purchase 
82:045:001 

SMITH, HENRY HOLMES 

From the Royal Pair series, 1982 

Royal Pair, 2 
Dye transfer print, 8.7 x 5.7 cm 
Purchase 
82:076:001 

Royal Pair, 8 
Dye transfer print, 8.7 x 5.7 cm 
Purchase 
82:076:004 

Royal Pair, 21 
Dye transfer print, 8.7 x 5.7 cm 
Purchase 
82:076:003 



Royal Pair, 25 
Dye transfer print, 8.7 x 5.7 cm 
Purchase 
82:076:002 

Royal Pair, 36 
Dye transfer print, 8.7 x 5.7 cm 
Purchase 
82:076:005 

SMITH, W. EUGENE 

Eighteen gelatin silver prints of varying sizes from the 
Hitachi series, 1961-1962 

Purchase 
82:132:000 

untitled ( village; Hitachi plant in background) 
82:132:002 

untitled ( workers examining pipe section) 
82:132:006 

untitled (factory winch) 
82:132:010 

untitled (three people walking through meadow) 
82:132:043 

untitled (man on motorcycle) 
82:132:050 

untitled (man carrying child on back) 
82:132:052 

untitled ( woman kneeling behind curtain) 
82:132:055 

untitled (objects on bench in doctor's office) 
82:132:056 

untitled (detailed abstraction of triangular product) 
82:132:059 

untitled (close-up of grinding drill) 
82:132:060 

untitled ( view from railroad tracks) 
82:132:061 

untitled ( woman working; large concrete weights in 
background) 

82:132:062 

untitled (family leaning against fence) 
82:132:063 

untitled (helicopter) 
82:132:064 

untitled ( three children near large vehicle) 
82:132:065 
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untitled (cup, saucer, spoon and keys) 
82:132:066 

untitled (railroad cars and truck) 
82:132:067 

untitled (man eating with chopsticks) 
82:132:068 

STEICHEN, EDWARD 

Ninety-nine gelatin silver prints, seven dye transfer prints, 
one incorporated color coupler (Type C) print, one 
palladium/perroprossiate print, and one hundred seven 
color print snapshots 

Joanna Steichen Bequest 
82:069:001-215 

STEINER, RALPH 
Twenty-three gelatin silver prints of varying sizes. 
Purchase 
82:062:001-015; 82:063:001-008 

Boy 011 Bikefro111 Above, ca. 1921/1980 
82:062:003 

Building with Repeated Wi11dows and Street Sign, ca. 1965 
82:062:002 

Captai11 Ocean Liner, 1929 
82:063:002 

Curved Saba Palmetto, 1978 
82:062:004 

Eighth Avenue Da11ce, 1927 
82:063:007 

Henry Billings, 1930/1979 
82:062:012 

Merry Xmas, 1922/1979 
82:062:006 

Mid-H11dso11 Bridge, 1930/1978 
82:062:010 

Morning Coffee, ca. 1927 
82:063:005 

Oil Lamps, ca. 1960 
82:062:007 

Piano Stool and Oil Lamp, ca. 1960 
82:063:008 

Repeated Wi11do111, 1930/1979 
82:062:015 

S.]. Perel111a11 Shoots Stork for Abortio11 League, 1953/1979 
82:062:009 

Saba Palmetto 
82:062:008 



Self-portrait 111itl, Camera, 1929/1979 
82:062:011 

Stei11er's, 1929 
82:063:003 

S111irli11g S/,eets, 1965/1978 
82:062:013 

This Year Ride a Bicycle, 1923 
82:063:001 

Two Little Me11 and t/,e Ocean, 1921/1980 
82:062:001 

Ultra Wide-angle, Broadway, 1925/1979 
82:062:005 

untitled, ca. 1928 (woman drinking coffee) 
82:063:004 

untitled, 1929 ( woman asleep in grass) 
82:063:006 

Whitfield Cook Laughing, 1949/1979 
82:062:014 

ADDITIONAL PRINTS 

Merry Xmas, 1922/1981 
Gelatin silver print, 6.4 x 7.5 cm 
Gift of Ralph Steiner 
82:024:001 
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untitled, ca. 1975 (cloud) 
Gelatin silver print, 19.1 x 24.5 cm 
Gift of Ralph Steiner 
82:061:001 

WHITE, PATRICIA 

untitled, 1979/1982 (abstraction) 
Hand-colored gelatin silver print, 30.5 x 45.5 cm 
Purchase 
82:070:001 

WRIGHT, CEDRIC 

Sierra Storm 
Gelatin silver print, 19.1 x 24.8 cm 
Purchase 
82:039:001 



Q11ito, Ewador, 1982 
Gelatin silver print, 20.8 x 30.8 cm 
83:015:013 

Desierto de S011ora, Mexico, 1980 
Gelatin silver print, 20.6 x 30.6 cm 
83:015:004 



From the Archives.· Graciela Iturbide 

by TERENCE R. PITTS 

EARLY IN 1976, only a few months after the Center 
for Creative Photography had been founded, a small 
group of photographers from Mexico City visited and 
showed their work. Since that first meeting, the Center 
has greatly enlarged its acquaintance with Mexican 
photographers. In 1978, the Center sponsored the exhibi
tion and catalog Co11te111pomry Photography i11 Mexico: 9 
Photographers. One of the artists in that exhibition was 
Graciela Iturbide. Originally educated as a filmmaker, 
in 1970 she studied under Manuel Alvarez Bravo and 
switched to photography. During the early 1970s she 
photographed extensively in Cuba and Central America, 
as well as in Mexico, As the cinematographer Alfredo 
Josckowicz said about her work: 

Intuitively, without attempting to reach "conclu
sions;' her sense of the i111age responds solely to what 
is surprising- it implies a constant commitment 
to the unique, the apogee of the non-transferable.1 

A sensitive and often lyrical observer of the complex 
social situations of Latin America, Graciela Iturbide 
makes photographs that arc clearly political: they are 
usually concerned with such things as the contrast 
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between peasants and international corporations, the 
daily lives of the poor, or the roles and perceptions of 
women. But, asJosckowicz suggests, it is not lturbide's 
style to oversimplify or to display human beings solely 
as political abstractions. Instead, her images are infused 
with humor, irony, shock, visual puns, and other con
tradictory clements, all of which seemed designed to 
temper one's initial reactions upon looking at her 
photographs. 

Recently, Iturbide has been photographing among 
the native peoples of rural Mexico. In 1981, the Archive 
Etnografico Audiovisual published her photographic 
study of the Seri Indians of Sonora, Mexico: Los q11e 
Vive11 en la Arena (Those Who Live on the Sand). 

The recent acquisition of twenty photographs by 
Graciela Iturbide increases the Center's holdings of 
works by Mexican photographers to 231. The other 
artists in this collection arc: Manuel Alvarez Bravo, 
Colette Alvarez Urbajtel,Josc Angel Rodriguez, Lazaro 
Blanco, Manuel Carrillo, Rafael Doniz, Pedro Meyer, 
Antonio Reynoso Castaneda, and Jesus Sanchez Uribe. 

1 Alfredo Josckowicz, "The Photography of Graciela Iturbide;' 
Artes Visuales 5 (Winter 1975), p. 52. 
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