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Director's Statement 

by JAMES L. ENYEART 

THE HISTORY OF PHOTOGRAPHY AS 
written to date makes but brief and incomplete 
reference to Johan Hagemeyer. He has been ac
corded some distinction as a lead player in the 
theater of Edward Weston's life. It is generally 
recognized that Hagemeyer shared an intense 
friendship with Weston in which he provided 
the latter with a banquet of his own taste in 
music, literature, and ideas. The Daybooks of 
Weston show that he and Hagemeyer main
tained a constant exchange of aesthetic views on 
each other's photography. But we know little of 
any mutual influence that might have resulted 
from this relationship. What our imaginations 
can glean from such limited knowledge of so 
important a circumstance has been decidedly fo
cused on Weston alone. This issue of The Archive 
presents a portfolio of Hagemeyer's photo
graphs accompanied by three essays that shed 
light on not only this historical friendship, but 
on the quality and depth of Hagemeyer's ac
complishment as an artist. 

This publication is dedicated to Dr. John P. 
Schaefer, President of the University and found
er of the Center. The Johan Hagemeyer Collec
tion is the result of Dr. Schaefer's own research 

into the history of photography and his help in 
finding and acquiring important collections for 
the Center. The extent of his interest in this par
ticular collection may be appreciated by noting 
that he is one of the essayists for this 
issue of The Archive. 

The Center and the San Francisco Museum of 
Modern Art have jointly organized an exhibition 
of photographs by Hagemeyer in conjunction 
with this publication. We arc indebted to 
Richard Lorenz, conservator at the San Fran
cisco Museum of Modern Art, and Terence 
Pitts, Curator and Librarian of the Center, for 
their research efforts in organizing the exhibition 
and for their contributions of individual essays. 

The following individuals have made sig
nificant loans for purposes of research and publi
cation: Gryff Partridge, Mrs. Leonard Loeb, and 
Mrs. Dora Hagemeyer Mayer. 

I wish to express special gratitude to David 
and Jeanne Hagemeyer for their generous shar
ing of biographical background information and 
aiding the research process each step of the way. 
I would also like to acknowledge Van Deren 
Coke, whose spirit of cooperation inspired this 
joint effort of our institutions. 
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Johan Hagemeyer 

A Lifetime of Camera Portraits 

by RICHARD LORENZ 

AMERICA IN 1915 WAS FOSTERING vari
eties of sociopolitical anarchism as well as artistic 
modernism, which had been introduced in 
the Armory Show two years before. Hutchins 
Hapgood declared at the time in The Globe, 

"We are living at a most interesting moment in 
the art development of America. It is no mere 
accident that we are also living at a most inter
esting moment in the political, industrial, and 
social development of America. What we call 
our 'unrest' is the condition of vital growth, 
and this bcneficient agitation is as noticeable 
in art and the woman's movement as it is in 
politics and industry." 1 

In 1915, World War I raged through France as 
Marcel Duchamp, the progenitor of the new art, 
sailed for New York City on the S. S. Rocham

beau. In 1915, social radicalism increased in 
America, from the chic Fifth A venue salon of 
Mable Dodge, where John Reed, Lincoln Stef
fens, Max Eastman, and others shared opinions, 
to the sparse Los Angeles studio of Margrethe 
Mather and her lesbian lover, where the likes of 
Emma Goldman hosted fund-raising parties for 
anarchist causes.2 

In 1915, San Francisco hosted the Pan-Pacific 
International Exposition, a celebration honoring 
the completion of the Panama Canal, and an 
event whose art exhibits attracted a young local 
girl named Tina Modotti as well as a young 
photographer from Glendale, Edward Weston. 
And in 1915, in Washington, D.C., a sickly, 
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artistically-inclined farm worker from Califor
nia, Johan Hagemeyer, discovered in the Library 
of Congress a world of pictures and aes
thetics -a vast collection of photographica and, 
among other things, the foremost chronicle 
of avant-garde art and photography, Alfred 
Stieglitz's Camera Work -the raw materials to 
pique his intellectual curiosity and alter his life. 

Johan Hagemeyer was a Dutch immigrant. He 
was born in Amsterdam on June 1, 1884, one of 
five children in a working-class family. Always 
rebellious and considered the black sheep of the 
family, Hagemeyer left school and home at 
fifteen to work in an insurance brokerage. His 
interests soon embraced socialism, intellectual 
anarchism, and vegetarianism. Hagemeyer spent 
a mandatory one and a half years in the army, 
during which time he became an officer. Fortu
nately, he played a musical instrument, allowing 
him the privilege of playing a flute while march
ing rather than carrying a knapsack. 3 

Returning to the brokerage after his military 
stint, Hagemeyer rapidly became disillusioned 
and more politically idealistic. He decided to 
leave his unhappy career to study at a horticul
tural college for two years. He had always loved 
nature, hiking, and flowers; combined with his 
renewed fervor in vegetarianism, he thought 
that horticulture might provide him with a fu
ture. He received a degree in pomology and 
soon after, in 1911, followed two of his brothers 
to America, where they planned to revolutionize 



the cultivation of fruit in California by creating 
dwarf fruit tree plantations. Hagemeyer worked 
on the East Coast in a few nurseries before 
traveling to San Francisco later that fall. He 
joined one of his brothers who was already 
employed at Congressman Everis A. Hayes's 
Edenvale ranch in the Santa Clara Valley.4 

Upon his arrival in this country, Hagemeyer 
was very self-conscious about his poor English; 
he felt exploited and patronized as a foreigner on 
the ranch. Perhaps he revenged his immigrant 
status with his politics, because he frequently 
traveled to San Jose in 1911 and 1912 where he 
regularly met with a group of anarchists. Bored 
with ranching and yearning the company of a 
more interesting group of people, Hagemeyer 
took a job at the University of California's bo
tanical gardens in Berkeley in 1912 or 1913. Still 
restless, he moved to southern California to 
pioneer in the culture of avocadoes in Altadena 
and dates in the Imperial Valley. His employers, 
the Popenoes, granted him sufficient experimen
tal freedom, which momentarily satisfied and 
stimulated him. It was the Popenoes who in 1915 
sponsored Hagemeyer's trip to Washington to 
study at the Department of Horticulture, a trip 
Hagemeyer knew would not last long, because 
he fully intended to realize his new dream of 
becoming an explorer of "China, South 
America, Africa, Tibet, anywhere;"5 a dream 
which, of course, would never come true. 

Hagemeyer, victim of a chronically weak con
stitution, contracted pneumonia in Washington, 
and knowing almost no one in the area, he spent 
much of his prolonged recuperation in the Li
brary of Congress. There he was introduced to 
Stieglitz's Camera Work, a periodical of remark
able beauty and challenging aesthetics, a vehicle 
for some of the finest examples of photography 
and the new art. Camera Work seemed to solidify 
in Hagemeyer certain feelings for the arts, feel
ings that he had long sensed brewing in himself. 
More importantly, however, it intensified his 
interest in photography. 

Hagemeyer had, in fact, produced a sizeable 
amount of amateur photographs while still in 
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Holland in 1910 and 1911. Most of the images 
depict landscapes, friends, or agricultural scenes, 
but an occasional still life and portrait predict a 
keener than average sense of composition and 

Snowy Landscape, 1911 
Courtesy Bancroft Library, University of California 

Beekeeper, 1911 
Courtesy Bancroft Library 
University of California 

content. Hagemeyer traveled to New York City 
in 1916 to meet Stieglitz at 291-a critical visit 
that caused Hagemeyer to select photography as 
a lifelong vocation. Of this meeting, Hagemeyer 
later recounted: 



I was very fortunate because he was a difficult 
man to get along with and never let anyone in, 
but we clicked right away. I sat for hours with 
him. We talked, and he practically, by way of 
speaking, made me follow photography. I had 
already gone overboard for it . . .  I very likely 
wanted some kind of a lift and he encouraged me 
very much. I had always had that feeling that I 
never could be a pianist or a musician or a 
painter because I was already too old. I was not 
old, but that is a peculiar feeling I suppose, of a 
European, at least some Europeans of that par
ticular time. 6 

After a short stay in New York, Hagemeyer 
returned to California and apprenticed with a 
commercial portrait photographer named 
McCullagh in Berkeley. Now, more experi
enced in the technical aspects of photography, 
but terribly broke, he hired himself out as a cook 
on a coastal freighter, a ruse that could have cost 
him his life. "I was almost murdered, really, be
cause the cooks were drunk and fighting each 
other, and they made me do the cooking, and I 
didn't know the first thing about it, except I 
knew how to chop parsley and break an 
egg ... They had knives and they were drunk 
enough so they could smell that I would just 
beat it when I got into Los Angeles, which is of 
course what I did."7 

Through photographer friends in Los 
Angeles, Hagemeyer met in 1917 a commercially 
and pictorially successful photographer named 
Edward Weston. The two of them took an in
stant liking to each other. Hagemeyer said, "He 
liked me because I had something else. I was one 
of those European dagos, travelers. I brought 
things to him. He already had a family and I 
never had a family. I was free and I could move 
around." 8 

Hagemeyer was particularly flamboyant; he 
always wore a cape and carried a walking stick. 
He had become well versed in philosophy and 
classical music, and was quite the international 
hon vivant. His attractive good looks, his blond 
hair and blue eyes, seemed to charm all the 
ladies. Weston invited Hagemeyer to live with 
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his family: his wife Flora and his four sons, 
Chandler, Brett, Neil, and Cole. Hagemeyer 
cleaned the studio and did housework in ex
change for rent and board. He also had the 
opportunity to work with Weston in his studio. 

The two played off of each other's boyish 
sensibilities wherl they were not working. 
They hitchhiked up to San Francisco often, like 
prototypes of the Beat generation, where 
they sometimes visited the photographer 
Imogen Cunningham and her husband Roi 
Partridge, the printmaker. Hagemeyer natu
rally became friends with Weston's associate, 

Margrethe Mather, and another close friend, 
Ramiel McGehee. These four formed a tight 
social and intellectual group, who, according to 
BenMaddow: 

went to parties, drank wine, and made daring 
excursions together. Besides the intense 
discussions- which were not only theoretical, 
but crucial, in fact, to their own daily 
professions - there was also a good deal of kis
sing and dancing at impromptu parties, and the 
various sexes were not clearly delineated. 
Everyone knew everyone, and the permutations 
of the love affairs - like an electric current
attracted one person to another. 9 

Hagemeyer maintained his radical political 
affiliations throughout these years. There is also 
no doubt that Weston and Mather were asso
ciated with Hagemeyer's political friends. Al
though he considered himself a pacifist and a 
man "absolutely against violence," Hagemeyer 
kept company with members of the Industrial 
Workers of the World, the so-called Wobblies. 
Through his good friend Emma Goldman, he 
had met "Big Bill " Haywood, the tough, radical 
founder and leader of the IWW. 10 

Hagemeyer's IWW connections may have 
been academic to him, but they were dangerous, 
nevertheless. He later said, "They very likely 
thought I was a sissy, some of those anarchists, 
because I was very mystical and religious about 
it, like a Tolstoi. But I was associated with them 



because they had something to say. And some
how I feel that it is good, like Gide writes, to 
disturb, to arouse." 11 He was followed by gov
ernment agents, and a paranoid Weston asked 
Hagemeyer to leave his house, "as a friend." 1 2 

Weston wrote to Hagemeyer in May 1918 at 
his new Pasadena address: 

I must tell you the new arrangements -which as 
I understand will be in force indefinitely. Flora 
is going to work in the studio as receptionist -
and incidentally I shall teach her all branches of 
the work-

She has engaged help to do the housework -I 
think we will all be better satisfied with the 
arrangement -You and I might have "batched" 
it together and made a go of it -but a woman 
must have a woman to do her work to be happy 
I guess. Now all this will not affect in any way 
the studio. I still want you to make the studio 
headquarters -to feel it is your workshop as 
well as mine -I want to help you -if I can to 
advance in your chosen art -I really do -and I 
think you know it-I think now that Flora will 
be at the studio -we will have all the more time 
to study and think. She will take so much of the 
writing and reception room work off my 
hands -And now we can each have some one to 
use as a model while the other looks on - 13 

The war ended in November of 1918 and 
Hagemeyer, sometime in late 1918 or early 1919, 
moved to San Francisco. Weston wrote him in 
April 1919 that he had asked his friend, Louis 
Legendre, to look up Hagemeyer, "He knows a 
good deal about you from what I have told 
him -he knows you as an artist of very deep 
feeling and intensity - and -I took a liberty 
perhaps -I told him I had never had a friend of 
my own sex that I liked as well."14 

Weston's letters to Hagemeyer began to be 
addressed to "Jean Christophe," the name of the 
main character in a continuing series of novels 
by the French author, Romain Rolland. Perhaps 
"Jean Christophe" became a pseudonym used 
out of necessity. 

Weston and Hagemeyer's connections to 
the emerging Bolshevism are unclear. Weston 
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expurgated his journals describing these years, 
except for one entry that he found many years 
later that mentioned his being a parlor Red. 
He and Hagemeyer were, however, friendly 
with Max Eastman, editor of The Liberator. 
Eastman, a well-educated and art-oriented 
scholar, was a member of the prewar left who 
eventually came to believe that intellectuals had 
to place themselves on the side of the class
conscious proletariat, and that the Communist 
Party was "the only organization, the only cor
porate source of intellectual guidance." 15 

By 1919, the domestic radical movement had 
met with relatively little success. Neither the 
IWW nor the Socialist Party ever appealed to a 
broad base of Americans, but the "emergence of 
Bolshevism as a powerful ideological force and 
the impact of that philosophy upon American 
life constituted the most disquieting, if not the 
most significant, phase of the 1919 postwar 
scene." 16 The Communist movement sup
posedly had about 70,000 members in 1919, but 
to include sympathizers of all types would have 
raised the ranks to possibly one million. 

During 1919, a series of events that included 
strikes, bombs, and riots led to the mass hysteria 
called the Red Scare. The hunt for radicals was 
initiated by the federal government; mass ar
rests, imprisonment, and deportations of aliens 
were forthcoming. In California, where criminal 
syndicalist, sedition, and Red Flag laws existed, 
an estimated five hundred persons were arrested 
and almost three hundred were convicted during 
the years 1919 to 1921. In fact, even after the crest 
of hysteria had passed nationally in early 1920, 
California continued to press its restrictive legis
lation to the limit. 17 Possibly for this reason, Jo
han Hagemeyer decided to leave the country in 
early 1920. Weston wrote to "Jean Christophe": 

I am very sad to know you are going -selfish of 
course -for I know -it will be fine for you -
.. . ]. 0. [a "mad" Irish anarchist acquainted 
with Mather] is down here now-Has he 
"talked" any in S.F.? He has peddled a lot of 
"scandal" which has reached my ears. 18 



Weston wanted to see Hagemeyer before his de
parture but did not. Hagemeyer left for Europe 
in July 1920, departing from Quebec on a Cana
dian Pacific Railway Lines ship, the Metagama. 
Weston had written just before he left: 

Johan -dear friend -Good bye! Good luck! -
it seems as I had aught to say but my mind is 
blank-if it comes I'll send "S.D." -of course 
there is always much to say -but all 
superfluous -Do not return hurriedly for if 
something should happen that I could not go to 
Europe -Chandler's sickness -my own 
-what not -I should never forgive myself for 
bringing you back sooner than intended. I am a 
hopeless pessimist this day -Tomorrow? 
Again -farewell! 19 

Five days later, Weston wrote again, in care of 
the Ocean Lines Company, "Johan Hage
meyer -alias "melancholic dutchman" - ... do 
not return too quickly on my account or the 
studio's account-for something might happen 
to prevent my going in the spring and I should 
regret bringing you back. "20 

One month later, Weston wrote to Hage
meyer in Holland that he was uncertain about 
meeting in Europe: "the whole European situ
ation as seen through the newspapers has dis
heartened me! ... what a terrible mess you had 
getting away. " 21 

Hagemeyer used some of his time aboard ship 
to take an interesting group of photographs 
(Plates 2 through 5) that would be exhibited and 
reproduced in Pictorial Photography in America 
within the next two years. Immigrants (Plate 2) 
depicts a group of people huddled about the 
deck in heavy shadows, juxtaposed with a bril
liantly shining ocean, an image somewhat re
miniscent of Stieglitz's renowned Steerage. The 
photograph titled On the Deck of the Metagama 
(Plate 4) is a particularly sparse composition of a 
somber man in overcoat and cap, which con
notes a good amount of existential gloom. An
other particularly dark, ominous shot of men 
along the deck rails is appropriately titled 

9 

Foreboding (Plate 3). Hagemeyer must have in
deed been melancholic on this uncertain voyage. 

Hagemeyer had returned to America late in 
1920, and Weston was anxious to see him. The 
Red Scare had significantly dissipated by the fall 
of 1920, perhaps because of the dawning realiza
tion that the mass hysteria was largely unwar
ranted. Bolshevism was not engulfing Europe, 
and many domestic radicals had "lapsed into a 
sort of pinkishness which made them less con
spicuous to a Red-conscious public. But of even 
greater importance was the fact that at last the 
temper of war was giving way to the temper of 
peace."22 

Hagemeyer was temporarily living in Berke
ley upon his return when Weston wrote to him 
in April 1921, "I do wonder how you are getting 
established." He talked about his new work and 
about a new "exquisite affair " with a "lovely 
Italian girl," Tina de Richey.23 

Tina Modotti de Richey was an Italian immi
grant who joined her family in San Francisco in 
1913, when she was seventeen. She married a 

Tina Modotti, ca. 1922 
Courtesy Bancroft Library 
University of California 

poet/painter named Roubaix de L' Abrie de 
Richey, known as Robo, around 1917, at which 
time they moved to Los Angeles. Tina, with 



her attractive dark looks, found work in the 
Hollywood movie world and was featured in 
several films in 1920. Robo's studio, meanwhile, 
had become a Bohemian haven for artistic 
and intellectual gatherings. Weston, Mather, 
McGehee, and Sadakichi Hartmann became 
frequent visitors. 24 

Tina Modotti would, of course, become a 
legendary revolutionary and photographer, but 
in 1921, she was young, impressionable, and in 
awe of intellectualism. When she visited her 
family in San Francisco, she sought out Edward 
Weston's best friend. She had written Hage
meyer in August 1921: 

Before everything else, please excuse me if I 
have misspelled your name as !fear I have. Mr. 
Weston gave me your address before leaving ( or 
rather I asked him for it) as I was looking for
ward to see[ing] you. He also told me of the 
good books and music you have (therefore my 
impertinence). I am only going to be here one 
week more, so any time it is convenient for you, 
please call me on the phone and I will come 
over ... 25 

A month later Weston wrote to Hagemeyer to 
relate to him a letter from Tina. She had said, "I 
realized then how deep the friendship between J. 
H. and you must be-for in him there was so 
much that made me think of you and again you 
remind me of him. Thanking him for the pre
cious afternoon is not enough -I must also 
tell you how much I appreciated his cordial 
kindness and sympathetic company."26 

Modotti wrote to Hagemeyer in September 
about their meeting: 

I have written you about a dozen letters in my 
mind but never have I been able to put them into 
written form. Not for lack of thoughts -
instead -the impressions left to me of the after
noon spent with you were so many and so deep 
they overwhelmed my mind. But here I am 
making a brave effort to express all I feel full 
well knowing it is futile -for not even to myself 
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can I clearly answer why I suppressed the great 
desire I had to call on you once more. Was it 
power or will? or was it cowardice? Maybe the 
same spirit moved me then, what moved Oscar 
Wilde to write this paradox. "There are only 
two tragedies in this world: one consists in not 
obtaining that which you desire; the other con
sists in obtaining it." The last one is the 
worst -the last is a real tragedy. And so I left 
without satisfying my desire of listening once 
more to Pergolesi's "Nina" in your company. 
Since then I have played it twice -only 
twice -for fear to play it oftener -and besides I 
must be alone when I listen to it-all alone -in 
order to give myself the illusion that I am not 
alone, nor here, but in 2616 Webster Street 
[Hagemeyer's address at the time]. Whether I 
will ever see you again or not, the brief but rich 
hours spent with you are most precious to me 
and I will live them over with the same beauty 
and sadness of that day. Thanking you for the 
joy your books and music together with your 
sympathetic company have procurea me. 27 

As Mildred Constantine theorizes in her bi
ography of Modotti, when Tina's affair with 
Weston became problematic, she sought from 
Hagemeyer "a physical and intellectual close
ness ... as a surrogate for Weston."28 They also 
shared a common problem: Tina was still mar
ried to Robo; and Hagemeyer was having an 
affair with a married woman named Alma, 
whose husband, at one point in a jealous rage, 
tore down a photograph of Hagemeyer's that 
she had hung on a wall. 

Modotti continued a sporadic correspondence 
with Hagemeyer. Robo died of smallpox in 
early 1922, and she visited Hagemeyer when she 
came to San Francisco to visit her family. Tina 
wrote him in October 1922, "I never come to 
San Francisco now without the desire to see you, 
even for just a few brief hours. "29 

They undoubtedly talked about photography, 
because Tina was already a pupil of Weston's, 
and they probably talked about politics, anar
chism in particular. Hagemeyer made several 
masterful portraits of Tina that are quiet and 



sorrowful. Their relationship essentially ended, 
however, once Modotti and Weston moved to 
Mexico inJuly 1923. 

Hagemeyer was especially productive at his 
craft during 1921 and 1922. His work was being 
shown in Seattle, the Oakland Salon, the Pitts
burgh Salon, the Royal Photographic Soci
ety in London, the Wanamaker Salon, the Lon
don Salon, and the Los Angeles Salon. In 1922 
he published an article in Camera Craft, the 
official organ of the California Camera Club, 
titled "Pictorial Interpretation," in which he 
criticized the proliferation of unoriginal subject 
matter in photography. 

In the same issue of Camera Craft, Frank Gre
gory, a critic for the San Francisco Chronicle, 
wrote an appreciation on Hagemeyer which at 
the time was rather prematurely grandiose, but 
in retrospect, nicely characterizes Hagemeyer's 
oeuvre: 

He is a Hollander of keen artistic sensibility, 
whose early environment in a land of singular 
limpidity of atmosphere has brought to his work 
a certain caressing subtlety. His photographs 
bear the impress of an independent personality 
fortified by the confidence which only genuine 
creative resource can give, and whatever he 
touches is characterized by a certain lyrical deli
cacy of feeling or bold impressionism. 30 

Hagemeyer's professional relationship with 
Weston had become stimulatingly argumenta
tive. They often shared their evolving phil
osophies of photography during Hagemeyer's 
visits to Glendale, or they wrote to each other 
about articles they had read. Weston wrote to 
Hagemeyer in 1932 about Paul Rosenfeld's 
essay on Stieglitz that had appeared in The Dial, 
"And what a heritage we have to carry on
from Stieglitz and his group-you and I and 
M [Mather]-and a mere handful of sophis
ticated minds who are (willing to accept fully the 
pain of existence.)"31 

Indeed, being a photographer in those years 
was not exactly lucrative. "Artistic" photog
raphy too often had to be supplemented by un-
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fulfilling but necessary commissioned portraits 
to deal with the realities of rent, food, and daily 
existence. Occasional sales of "art" prints may 
have only brought in five dollars apiece. 

San Francisco provided a valuable backdrop 
for Hagemeyer's early modernist work. He pho
tographed skyscrapers, electrical wires, trolley 
cars, and figures moving about a complex city
scape. In many of these metropolis images, he 
concentrated on geometric detail and the play of 
shadows. He employed imaginative aerial views 
as well as deep perspectives from ground level. 
Several 1922 studies of ferry boat decks and the 
shadows of their railings recall Paul Strand's 
famous 1915 photograph of porch shadows. 
There is also some similarity between the 
dramatically-lit columns and pedestrians of 
Hagemeyer's Largo and Strand's 1916 New York. 

Largo, 1922 

Courtesy Bancroft Library 
University of California 

Titles were important to Hagemeyer in this 
early work. A Nash automobile wheel became 
a Vortex (Plate 20); a steamshovel became 
The jaw; the hollow cheek of a man to him 
cried Hunger. With a hint of residual rebellion, 
he titled his 1923 photograph of a factory com
plex Prison. 



Throughout the twenties, the themes of 
industry and technology would significantly 
penetrate Hagemeyer's work,· much as they 
preoccupied other artists of the decade. Iron
ically, this very American style was iconograph
ically traced to the European mechanism of 
Duchamp, who had claimed that the only art 
America had ever produced was her plumbing 
and her bridges. 

In February 1923, A.J. Olmsted of the Smith
sonian invited Hagemeyer to submit work to its 
permanent collection. In March, Joseph Mason 
of the Pictorial Photographers of America asked 
Hagemeyer to send thirty or more photographs 
to him for a one-man show at the group's Art 
Center in New York City. 

Hagemeyer had by this time discovered 
Carmel-by-the-Sea, a small community of a few 
hundred people located about a hundred miles 
south of San Francisco. The village was well 
known for attracting a variety of artists, musi
cians, philosophers, and Bohemians. He had 
originally gone there for a show of his work at 
the Mission Tea House, which was run by a 
woman named Tilly Pollak. Entranced with the 
area, which reminded him of Holland in some 
respects, he bought some land at Ocean A venue 
and Mountain View with financial assistance 
from his brother Hendrik. He built a cottage 
with a studio and photographed assorted weal
thy visitors from the East, as well as local resi
dents like George Sterling, Robinson Jeffers, 
Lincoln Steffens, and Van Wyck Brooks. 

In April 1923, Hagemeyer visited Weston in 
Glendale to see him before he and Modotti 
would leave for Mexico. That visit produced 
one of the more famous passages in the aesthe
tics of photography, Weston's "Discussion on 
Definition." In his Daybooks, Weston wrote: 

Johan is here -has been here for over a 
week-Days and nights of intensity -burning 
discourses on many topics -of course mostly 
photography! 

Johan brought new work-fine industrial 
things -nicely seen-but lacking in defini-
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tion -an inexcusable fault when it comes to 
photographing modern architecture and 
machinery -even the "mood" could be better 
interpreted with sharp -clean lines -"But if I 
see things this way· -Edward-I must render 
them as I see them" -Nevertheless-Johan
photography has certain inherent qualities which 
are only possible with photography -one being 
the delineation of detail-So why not take ad
vantage of this attribute? Why limit yourself to 
what your eyes see when you have such an op
portunity to extend your vision? 32 

The subjective-versus-objective argument 
which Hagemeyer and Weston engaged in, of 
course, continues today; but today, a "mirror" is 
as acceptable as a "window." In 1923, however, 
it was Weston's sharpened focus and straight ap
proach that created a new chapter in the history 
of photography. 

Hagemeyer initially remained in Carmel from 
1923 to 1925. Weston wrote to him from 
Mexico, "Don Juan!-and further what shall I 
say?-for aught I know I may be writing to your 
tomb stone!-have you been faithful to me 
in your fashion?-or it may be those who pur
sued you have at last accomplished their fell 
designs!" 33 

Tina had also enclosed a poem for Johan. 
Hagemeyer was quite busy establishing him

self and his studio in Carmel in 1924. He appar
ently grew lax in his correspondence because 
Weston wrote him in September 1924: 

It is for me quite tragic-this apparent with
drawal from my life of one who was so very 
close to me-there are so few for whom I 
care -so few who more than touch me 
supe,ficially-and you are one Johan-who has 
gone deep into my very heart of hearts -have I 
done aught to grieve you? 

-tonight I have played old refrains we used 
to love together - 34 

Hagemeyer decided that he would visit Wes
ton and wrote to him for the first time since he 
had gone to Mexico: 



What shall I say-I have so much to say-how 
can I say it-but why-why shall I say it 
here-in a medium so inadequate-when I can 
choose a better one -and have chosen! I shall 
come to see you in Mexico �visit and talk with 
you to my heart's desire: Yes, I shall come-I 
must-and if fate is not against me-not so very 
long from now. I shall get things in readiness 
here for my going-perhaps in a month or so. 
Edward-I am happy-the joy-the thrill to 
see you again-to be together once more and in 
Mexico at that-until I see you! Au revoir! 
]ohan35 

As fate would have it, Hagemeyer never made 
it to Mexico because Weston returned to Cali
fornia in January 1925, and soon after visited 
Hagemeyer in Carmel. Weston's Daybooks 
noted, "Johan and I! You know what that means 
to me?-of course you do! In his attic, -the rain 
falling through the pines outside, conversation 
intense and vital inside: my craving to show him 
my work satisfied, his response, arguments on 
technique, approach, our quarrel on 'defini-
t. ' "36 10n . 

Weston continued on to San Francisco where 
he worked for six months before returning to 
Mexico. During that period, Hagemeyer briefly 
joined him at his studio on Union Street. Con
sidering their disparate approaches to the art, 
the two photographers continually supported 
each other. They had printed a business card 
which read, "Portraits in Photography -
Appointments in San Francisco for one month 
only" by Edward Weston, Mexico, and Johan 
Hagemeyer, Holland. It was during this time 
that Weston took the often-reproduced portrait 
of Johan reclining on a sofa with his hand on his 
head, a copy of Camera Work to the side and a 
cluttered table top above him. He later described 
it as depicting "the gripping depths of Johan's 
neurasthenia. "37 

By August, Weston was back in Mexico and 
Hagemeyer was back in Carmel. Shortly there
after Weston wrote him, "Away from you, this 
time especially I realize how much alike we are 
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in many respects, more so than any friend I 
have. This makes me understanding of you and 
at the same time more critical-for one is always 
more intolerant towards like faults in others!"38 

Edward Wcston:Johan Hagemeyer, 1925 
76:005:005 

Hagemeyer had a show at the University of 
California in Berkeley in April 1926. Professor 
Eugen Neuhaus, the curator, lauded the artist 
for discovering "beauty in places ordinarily re
garded as ugly." That same year, Hagemeyer's 
photograph of a calla lily (Plate 13) was repro
duced in Pictorial Photography in America and was 
described as "an eerie chalice" in the editorial 
comment. A playful Weston wrote to him about 
the moody, erotic image, "Rumour has that 
you, in some God given super moment of crea
tive fury have created for the world's delight a 
Lily-a real He Lily-grant that I may soon 
swoon with pleasure in the viewing of it-My 
own 'Art' has reached such heights that even 
Eunuchs ejaculate from excitement-"39 

By the end of 1926, Hagemeyer had met Elsa 
N aess, a dancer and actress with whom he 
would live until at least 1931. However, the year 
ended tragically with the death of Hagemeyer's 
brother and good friend, Hendrik. 

Gump's, the fashionable San Francisco art 
goods store, held an exhibition of Hagemeyer's 



work in early 1927. Of the industrial subjects as 
well as portraits he showed, Hagemeyer stated 
to a critic: 

I became interested in industrial subjects before I 
did in portraits. I started to make them with the 
intention of putting them in book form to show 
the beauty in American industrial work. I am 
interested in everything contemporary and be
lieve that we should live in our own time
seeing the beauty of today instead of worship
ping that of the past. Modern factories and build
ings are as beautiful as old castles. They are the 
castles of today. 40 

He curiously considered himself a total 
"portraitist -whether of persons or things," 
which is why his credit stamp always read 
"Johan Hagemeyer, Camera Portraits" regard
less of subject matter. 

During 1927, Hagemeyer became the equiva
lent of a staff photographer for the artistic/ 
literary magazine, The San Franciscan, in which 
many of his portraits regularly appeared. He had 
taken a studio at 177 Post Street in downtown 
San Francisco, and from the roof of this build
ing, Hagemeyer made numerous strong archi
tectural studies and cityscapes. At about the 
same time he also photographed the San Fran
cisco Telephone Building, producing an exciting 
series of the soaring Art Deco skyscraper jux
taposed with ground level billboards, tanks, and 
angular shadows (Plate 10). The work shares a 
common idea and scope with the New York 
skyscraper photographs Berenice Abbott would 
produce in the thirties. Although he was work
ing in San Francisco during most of the year, 
Hagemeyer still kept the Carmel cottage and 
studio for the summer months, for that was the 
time of year when wealthy visitors and commis
sions were most plentiful. 

Weston had again returned from Mexico and 
was back in Glendale as of January 1927, but it 
was possibly not until January of 1928 that the 
two friends were reunited. Weston noted the 
surprise and "intense" visit in his Daybooks: 
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Johan stayed until last night. lf I had money, 
leisure, these days would have been joyful. As it 
was I kept wishing he would go, despite the 
desire I had to keep him here, despite my love 
for him. A difficult state of mind! 

Too, our habits are so different, and I tried to 
please by joining him: drinking, and smoking, 
and eating, in a way I never do when alone. 

I feel internally clogged up, and the glands in 
my neck sore again. 

Well, I had mental and emotional stimulus to 
counteract the physical strain. This sounds as 
though I am sorry he came. Nol -It was rare 
treat worth any reaction. The showing of my 
work to Johan was a joy. He was so responsive: 
we have much in common. From my collection 
he chose to have "Shell No. 1."41 

In June 1928, Carmel's local magazme The 
Carmelite announced: 

The Prodigal Returns. The community will 
profit largely by Johan Hagemeyer's return to 
Carmel for his summer respite from his work. 
His vacation plans for his own entertainment 
include exhibits in his spacious studio, on Ocean 
and Mountain View, of modern photographic 
and graphic arts, and informal evenings of 
music. The opening exhibit, two weeks hence, 
will be of his own works of the past season in 
San Francisco, photographic interpretations of 
landscapes and still life fragments; and portraits 
of such people of interest as Nicolai Orloff, 
Ba lie.ff, Colonel C. E. S. Wood, Fremont 
Older, Sara Bard Field, and Lincoln Steffens. 
Following, he will bring other distinguished 
exhibits, the paintings of Henrietta Shore, and 
others. 

Beyond this he is making no program of his 
time, no engagements except with pipe, 
walking-stick and fishing rod; and no appoint
ments with camera except for his own pleasure 
and amusement. 42 

Hagemeyer was indeed credited with opening 
the first gallery in Carmel, and through the 
years, he exhibited during the summer months 
the work of a variety of artists, such as the 



paintings of Matthew Barnes, etchings by Ar
min Hansen, watercolors by Frank Gregory, 
sculpture by Jacque Schnier, and Ansel Adams's 
photographs. 

Hagemeyer could not have been as unin
terested in commissioned portraits as The 
Carmelite suggested, because in August 1928 
Weston wrote to Hagemeyer: 

I pray for money. Want to help you out of your 
hole-as well as myself . . .  

I hope both you and Elsa weather your 
storms. 43 

Weston had moved back to San Francisco for 
the latter half of the year for a change from 
Glendale; he was using Hagemeyer's Post Street 
studio until his return from Carmel in October. 
Commissions were coming in, but payments 
were often difficult to collect. A visit from 
Hagemeyer in September seemed to hint of the 
personality clashes to come. Weston wrote: 

I am always happy to welcome him and relieved 
to say farewell! 

. . .  Our habits are so contrariwise -
He drinks -not heavily but continuously 

-which I cannot do, -and one does not 
easily say no to Johan. He loves restaurant 
life, which I cannot cifford, nor like except on 
rare occasions. He is very European, and I am 
-?- not that, nor 100% American either. 

I love the man, but we should not be together 
too much.44 

By October Johan and Elsa had returned to 
San Francisco. Hagemeyer stayed with Weston 
temporarily until they could find an apartment. 
He had come down with a terrible cough and 
increasingly annoyed Weston: 

Johan groans from a troubled sleep: always he is 
tortured at night. He came home last night well 
lit, and orated for an hour while I tried to keep 
awake. He can be cruelly analytical with a few 
drinks, and his ego rises to extraordinary 
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heights. But stray remarks reveal him, possessed 
with a devastating inferiority complex. He de
livers a tirade against those who are trying to 
"work" him, especially on the subject of 
women. 

I may see as clearly, but am more likely to 
shrug my shoulders. I seldom antagonize people 
by a frank opinion as he does, so I am more 
generally liked. Maybe I show myself the 
weaker in this respect. I keep my thoughts to 
myself. 

How could I tell Johan himself, that his work 
does not thrill me, not often. What good would it 
do? It would hurt him, and he could not change 
if he would. 45 

Hagemeyer had found an apartment by 
November, and in December he agreed to rent 
his Carmel studio to Weston, who had suddenly 
become enthusiastic to escape city life. By 
January of 1929, Weston was starting a new life 
in Carmel, while Hagemeyer's chronic neuras
thenia continued to debilitate him. 

In January 1929, Weston met Richard Neutra, 
the important Austrian architect of the Interna
tional Style who had moved to Los Angeles in 
1925. Ncutra had been asked to organize the 
American entries for the pivotal Film und Foto 
exhibition to be held by the Deutsche Werkbund 
in Stuttgart that year. Neutra asked Weston to 
take charge of selecting the American photo
graphs for the show, and to write a catalog es
say. [Edward Steichen was later asked to also 
contribute his services in selecting East Coast 
photographers.] Weston wrote to Hagemeyer in 
February for help, "I have much to discuss with 
you about this-too long to write down. But 
your work will be an important note-which I 
take for granted you will let me have."46 

Hagemeyer's illness lingered, and his mental 
disposition deteriorated. Weston noted his con
dition after a short three-day visit to San Fran
cisco, "Johan is so miserable-physically
mentally-that it is distressing to be near him. 
We lived there to save hotel bills-and I was 
glad to leave. If one could help him-but no."47 



A month later, Weston wrote Hagemeyer for 
some decision on participating in the German 
exhibition: 

Have you given up thoughts of showing in 
Germany? Prints would have to be in my hands 
before I go South, that is, here [Carmel] by 
Thursday, otherwise too late. Unmounted 
prints wanted. I seem to have fizzled on this 
show. Tina [Modotti] refuses to show old work 
and had no new. Margrethe [Mather], -no 
answer. Imogen [Cunningham] will send 
her flower forms. Brett [Weston] and E. W, 
each 20.48 

Two weeks later, having not heard directly 
from Johan, Weston wrote, "The lawyer 
phoned me that you could not make it: too sick. 
I feel deeply old boy-if you were only here to 
rest, could rest!"49 

Why Hagemeyer decided not to participate in 
such a prestigious show we will never know. He 
undoubtedly had a selection of exhibition qual
ity prints on hand, because in spite of his illness, 
he had a show at the Fairmont Hotel in San 
Francisco within the next two months. Accord
ing to a newspaper review, "The exhibition 
opened last Monday with a drama tea and has 
attracted considerable attention throughout the 
past week."50 

By July, Johan had closed the San Francisco 
studio and he and Elsa moved to southern Cali
fornia. They located in Pasadena by late sum
mer. Hagemeyer claimed that he was "lured to 
Pasadena by wealthy people, but it was just 
exactly in 1929 when the market collapsed, so I 
collapsed with it. I couldn't make it in Pasadena 
and I hate that place, so smug, so Puritanical."51 

Weston wrote to Hagemeyer in Pasadena tbat 
he was worried about future work in Carmel, as 
well, because of the stockmarket crash, "I only 
hope tourists keep on coming next season ... 
I can't help feeling you have a fine location. 
Maybe I have developed into an optimist! But 
actually there is no photographer worthwhile in 
the South-and there is money ."52 
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Hagemeyer did not find work in Pasadena, 
and the warm climate he sought to help him 
recuperate did not prevent him from coming 
down with a new bout of pneumonia in Feb
ruary 1930. Weston expressed his concern, 
"God -I hope you pull through soon, and this 
will be a turning point, a climax to your bad 
luck. Get well-there are too few Johan's."53 

The stay in Pasadena had been short for 
Hagemeyer. His only productivity seems to 
have been a series of flowers: dramatic details of 
magnolias, roses, and dahlias. 

Misfortune seems to have also plagued Elsa by 
the time they moved from Pasadena to Holly
wood that May. Weston wrote that he was 
glad she had come through her ghastly experi
ence. He had burned candles to the saints in his 
mind for better luck for both of them. 

Hagemeyer was becoming financially strapped, 
and he shocked Weston when he wrote him in 
June for $180 in advance rent to put toward 
the mortgage on the Carmel property. The next 
year would see a continuing breakdown of their 
relationship over financial matters and the Car
mel studio. 

Hollywood provided little commercial work 
for Hagemeyer, and he claimed to have refused 
working for the movie industry, a story which 
typified his proud and obstinate attitude: 

The movie people are cheapskates; they are 
spongers. They have a lot of money, but they 
are photographed so why should they pay me. 
They were keen about my work; they were once 
trying to make me the still photographer for one 
of the movie outfits, which for a moment ap
pealed to me, but I knew inside that I could 
never do that. I would just be knocked around 
and told what to do. 54 

With the coming of the depression, the glor
ification of American technology no longer 
seemed relevant. Hagemeyer, like other Ameri
can artists, began to concentrate on organic 
forms like flowers, hands, and figurative studies, 
and still lifes. He had, of course, been doing 



portraits throughout his career, and continued to 
do so, but his interest in industrial forms and 
landscapes had passed. 

Nude Legs with Hand, 1930 
Courtesy Bancroft Library, University of California 

During 1930, Hagemeyer produced a small 
number of nudes, which detailed the legs and 
torso of, most probably, Elsa. The legs are 
sometimes contorted, sometimes dancing. The 
flesh is posed against a dark background. These 
images form a perfect philosophical counterpart 
to Weston's studies of dancing legs taken in 
1927: mood versus detail-the two photogra
phers' constant ,ugument. Weston, however, 
would use a similar dark background style in his 
1934 nude series. 

Through the connections of Leonard Loeb, a 
physicist friend, Hagemeyer was introduced to 
Albert Einstein when the scientist visited 
Pasadena in early 1931. Hagemeyer took about 
thirty portraits of Einstein, both indoors and 
outside in bright sunlight. Hagemeyer was par
ticularly impressed by Einstein's humility and 
found him to be truly a "simple" man. Einstein 
later wrote to Hagemeyer from Berlin to com
mend him for an outstanding group of portraits, 
"In my opinion, your pictures are the finest that 
were made of me in Pasadena. You belong to 
the best. "55 

Not until February 1931 did Hagemeyer 
broach with Weston the subject of his possible 
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return to the Carmel studio. Weston was upset 
about such a possibility and tried to delay 
Johan's plans for at least one year, that is, un
less Hagemeyer had actually wanted or needed 
to sell the property. 

Hagemeyer's uncertainty about his plans con
tinued to grieve Weston. Johan really did not 
want to return to Carmel. He had tired of 
its small town atmosphere, and according to 
Weston, he had lost the goodwill of the com
munity "by his actions, bitter denunciations 
when he left, thinking never to return."56 

Financially, Hagemeyer was desperate, so his 
eventual decision to return to Carmel was 
not necessarily voluntary. He and Elsa made a 
brief visit to San Francisco in March to survey 
the work situation, only to realize how dismal it 
was. Elsa had called Weston from the city to ask 
about staying with him in Carmel for the 
summer. Weston responded affirmatively in 
a letter to Hagemeyer, and asked them to come 
and relax. He wrote: 

I welcome a renewal -a fresh contact . . .  

Be sure to feel this, that there have been but 
few ''Johan's" in my life. 57 

Albert Einstein, 1931 
Courtesy Bancroft Library 
University of California 



Weston wrote three days later in his Daybook, 
however, "if indications come true, I will have 
Johan, dead broke and very sick, on my hands 
this summer. To even think about this prospect 
makes me ill ... The old Johan, always difficult 
but with redeeming graces, is dead. "58 

During the next two months, Weston and 
Hagemeyer exchanged a number of blistering 
letters. Hagemeyer had raised Weston's rent 
from $60 to $75 a month, and Weston, feeling 
that he was being taken advantage of, found a 
less expensive studio and cottage. He had moved 
there by June, and shortly thereafter, Hage
meyer returned to Carmel, where he would 
live until 1947. 

In 1932, Weston lent his aid and credibility to 
organizing Group f/64, a small circle of Bay 
Area photographic purists who believed in the 
importance of sharply focused, high-gloss prints 
made with a large-format camera for maximum 
detail. Hagemeyer had no interest in joining the 
group; certainly, his previous work had never 
been circumscribed by f/64's theories. One of 
the Group's members, Sonya Noskowiak, had 
been a receptionist in Hagemeyer's Pasadena 
studio, and Hagemeyer considered the majority 
of the Group to be "photographer youngsters, 
little squirts." He was a staunch nonconformist 
and saw no point in becoming "a copy, a second 
or third or fifth rate Edward Weston."59 By the 
end of 1932, if by coincidence or not, the 
Group's ideology had ostensibly affected 
Hagemeyer's style. Having always preferred the 
flexibility of his 3¼ x 4¼" Graflex camera, he 
started using a 4 x 5" view camera in 1930; but 
after 1932, he used it exclusively. 

For the Nippon Yusen Kaisha Steamship 
Company, Hagemeyer produced in 1932 a series 
of sharp, clean and strongly composed photo
graphs of ship details that rival some of the best 
f/64 work of the time. One of these images was 
reproduced in Western Advertising (Plate 23) that 
year. Hagemeyer was certainly as capable a 
technician as most of the Group f/64; he just did 
not have the interest nor the personality to fol
low its dictums. 
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Carmel still seemed to provide Hagemeyer 
with an adequate supply of commissions and 
work. He claimed, "I never was very flush, but I 
was popular ... I was always doing enough and I 
was making a good living."60 By 1933, Johan 
and Elsa had separated. 

Within the next two years, he met a woman 
with whom he would live for almost twenty 
more. According to Hagemeyer, "She was a 
patrician, a great and marvelous person."61 Her 
name was Jane Bouse. They never legally mar
ried; they believed their relationship did not 
need sanction by anyone. She had originally 
come to his studio to be photographed, but their 
common intersts in music, literature, and poetry 
seemed to cement their friendship almost im
mediately. 

The rest of the thirties was a relatively calm 
period in Hagemeyer's life. He continued to 
photograph the visiting elite, as well as the more 
interesting singers, musicians, dancers, artists, 
and writers who summered in or passed through 
Carmel. In his portraiture, he developed a con
sistency of excellence. Neutral or dark 
backgrounds, subdued natural light, serious 
poses, and an often intangible moodiness are 
characteristic of Hagemeyer's mature style, a 
singular style out of which the often powerful 
personalities of his subjects manage to emerge. 

By 1935, Hagemeyer and Weston had re
established contact, and before Weston and his 
son Brett moved to southern California that 
year, Hagemeyer made a group of portraits of 
him (Plate 29). Weston wrote him from Santa 
Monica that he was anxious to see the proofs and 
added: 

I have such a happy memory of that last evening 
with you. May we have many morel 

We are still very busy getting settled . . .  

Wish you were here to do some of your expert 
wiring. 62 

Weston stayed in touch sporadically. In 1937, 
he became the first photographer to receive a 
Guggenheim fellowship with a project titled 



"The Making of a Series of Photographs of 
the West." He invited Hagemeyer to join him 
in early 1938 on a return expedition to Death 
Valley, but Hagemeyer declined at the time, 
although he eventually traveled there himself 
in 1940 (Plate 45). 

Hagemeyer exhibited over one hundred pho
tographs in a one-man show at the deYoung 
Museum in San Francisco in December 1938. 
Critical response to his work was extremely fa
vorable; in particular, Alfred Frankenstein wrote 
in the San Francisco Chronicle, "His textures and 
colors run, rather, to dark-toned richness, but 
never, and rather miraculously, to the loss of 
clarity in the representation. In short, the man 
behind the camera has a painter's sense of the 
picture surface and a modern photographer's 
sense of the living, characteristic, unposed mo
ment in the subject's life."63 

Encouraged by Weston's earlier Guggenheim 
award, Hagemeyer applied to the foundation in 
early 1939. The forty-one portraits he sent, un
fortunately, did not win him a fellowship. 

The 1939 World's Fair known as the Golden 
Gate International Exposition took place on 
Treasure Island in San Francisco Bay. The State 
of California sponsored an entire building to 
display the work of contemporary California 
artists. Hagemeyer was a member of the Picto
rial Photography Jury, along with Imogen Cun
ningham, Fred Archer, John Paul Edwards, 
and Louis Goetz. A small group of his photo
graphs, including a portrait of Einstein, was dis
played in the exhibition.64 

Hagemeyer exhibited occasionally during the 
early forties. He had shows at the University of 
California in Berkeley, the Hotel Del Monte in 
Monterey, and the Carmel Art Association. His 
was the inaugural exhibition of the Art Associa
tion in 1943, and a critic for the Carmel Pine 
Cone commended the Director's choice of 
Hagemeyer, "In addition to assuring the public 
of a distinctive collection of photographic art, 
they were at the same time paying well-deserved 
honor to an artist who for twenty years has con
tributed richly to Carmel's cultural life."65 
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In 1945, through an introduction by his good 
friend, the sculptor Beniamino Bufano, 
Hagemeyer submitted for viewing a portfolio of 
forty-nine prints to Nancy Newhall, who was at 
the time the Acting Curator of Photography at 
the Museum of Modern Art in New York. [Her 
husband Beaumont Newhall, the Curator of 
Photography, was in the Navy for the duration 
of the war.] Along with the prints, he sent a note: 

There is one thing I have been particularly eager 
about -and that is, to show my work to Alfred 
Stieglitz-for it was he who many years ago, in 
fact at his place of "291," influenced and en-
couraged me to take up photography. I should 
like him to know moreover that I have never 
regretted his having steered me into another field 
of work, one more congenial to me. To have him 
see the prints would perhaps give him proof of 
this. I wonder therefore whether it would be 
possible to arrange having Stieglitz see them. It 
would make me happy. 66 

Most probably the prints were never seen by 
Stieglitz, who had been completely alienated by 
the Newhalls and the Museum's Department of 
Photography with its inevitable political/social 
pressures.67 Nancy Newhall regretted that 
Hagemeyer's photographs did "not seem to fit 
into the immediate schedule." The following 
year, she gave Edward Weston a major one-man 
show at the Museum. 

If World War II affected Carmel, it was be
cause of the proximity of Fort Ord. Village life 
became hectic; in fact, security regulations pro
hibited any outdoor photography along the 
coast. Hagemeyer photographed many young 
men in uniform and cut his prices in half for the 
servicemen. His plans to leave Carmel were 
imminent, for reasons he later described, "Car
mel was being cheapened by commercial enter
prises. People were coming in, greedy for real 
estate and so forth, and all these little shops 
featuring a town which was at one time very 
lovely and beautiful, with few people. Featur
ing, commercializing, butchering it, ruining it 
like they do everywhere."68 



He and Jane moved in 1947, and Carmel lost 
one of its colorful characters. The Carmel Cam
era Club gave Hagemeyer a farewell dinner that 
April, and among others present were Cole Wes
ton and Wynn Bullock. 

With the substantial amount of money 
Hagemeyer received from the sale of his prop
erty, he and Jane bought a house on Telegraph 
Hill in San Francisco. He was doing little new 
work by this time and spent much of 1948 re
printing his earlier negatives. He had become 
fond of contact prints and glossier printing 
paper, but these modern prints could not com
pare with the extraordinary subtleties of his vin
tage work. 

For uncertain reasons, they moved again in 
1950, this time to the Peninsula, about twenty 
miles south of the city, where Hagemeyer at
tempted a joint venture with William Weld. He 
and the Seattle photographer opened a studio 
workshop that proved to be unsuccessful. The 
only positive occurrence of the year was an 
exhibition of Hagemcycr's portraits of "men of 
mark" at the Stanford Research Institute. Jane 
was becoming increasingly ill, and any interest 
in moving out of the Bay Arca was hampered by 
her condition. 

They moved to a weather-beaten house on 
Fulton Street in Berkeley in 1952. Hagemeyer 
had always appreciated the diverse atmosphere 
of the Berkeley campus; he especially enjoyed 
the intellectual stimulation of academe. Jane died 
in 1953, and his life became quite isolated except 
for the company of a few friends: Leonard Loeb, 
the physicist; Sam Hume, a former drama pro
fessor at the University; Louis Siegriest, the 
painter; and his physician, Dr. Morton Meyer, 
and his family. 

Hagemeyer's "camera portraits" came to a 
close by 1955. Appropriately, his career culmi
nated in an exhibition at the Oakland Museum 
that year. Hagemeyer spent the remaining years 
of his life, frail and ill, in his sparsely-furnished 
house in Berkeley. The grand piano had been 
sold to help meet expenses, but his fierce pride 
never diminished to the end. He died of heart 
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failure in his home on May 20, 1962. An 
obituary eloquently characterized him as "an ar
tist of sensitive and rare ability," a photographer 
whose portraits were "especially remarkable for 
their disclosure of the inner essence of his sub
ject, which he seemed to glimpse by a peculiar 
awareness and understanding." 

Johan Hagemeyer produced an absorbing 
body of photography which spans more than 
four decades. His life's work presents us with 
astonishing beauty in a variety of forms. To 
him, technique was secondary; it was the intui
tive feeling-for the subject, the light, the entire 
creative process -that mattered foremost. He 
followed himself, rather than the crowd. 
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The Intellectual Circle of Johan Hagemeyer 

by JOHNP. SCHAEFER 

IN NO SENSE WAS 291 A TYPICAL ART 
gallery. Its walls displayed photographs and 
paintings unlike any seen before in America. 
Sculpture and pottery were placed in key loca
tions on the floor. But it was not simply art that 
was on display. 291 was a gallery where new 
ideas were being introduced. This center of intel
lectual ferment was presided over by Alfred 
Stieglitz. 

In December of 1916, Stieglitz wrote the fol
lowing on the first page of an issue of Camera 
Work: 

291 - What does it mean -I still ask myself
every night-before I go to sleep.-As I ask 
myself what does Friendship mean -what 
Love-and Country-Flag-Even Religion 
-And I know for myself what all these 
terms do not mean -to me! And so I fall 
asleep wondering. -Quiet. 
To Johan Hagemeyer 
Who felt that 291 means something to him -and 
will always feel it does-A souvenir of the few 
hours spent with the work of Walkowitz, Dove, 
Marin, Hartley, "Baby" Engelhard, etc. 1 

And with that inscription, Stieglitz presented 
Hagemeyer with a copy of volume 47 of Camera 
Work. Hagemeyer left New York for California, 
inspired by that visit and determined that his 
life's work would focus on photography and art. 
His contributions were significant, as measured 
by the strength of his own work and the proba-
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ble influence that he had on the development of 
his well-known companion, Edward Weston. 

Hagemeyer was a person who kept detailed 
records of the events in his life through diaries, 
letters that he received and wrote, and clippings 
of events that touched or influenced him. These 
now comprise a rich archive, permanently 
housed in the Center for Creative Photography. 
It is from this archive that most of the following 
is drawn. 

Hagemeyer's diaries of his first years in 
America indicate a sense of loneliness that was to 
be with him throughout his life and the feeling 
of being an "outsider," not uncommon among 
Americans who arc foreign born. His pleasures 
were rooted in his books, the lectures and con
certs that he attended, and the art classes that 
he occasionally joined. Some random entries 
from his diaries arc: 1/13/13 -Socialist meet
ing attended; 1/31/13 -Lecture Tolstoy -
Philosophy /Ethics; 2/2/13-Lecture Indian Art; 
7/13/13-Lecture, Art in Daily Life-Hearst 
Hall (U. Cal.); 1/19/14-Kodak cxhibtion; 
1/25/14-Painting exhibits; 2-15/14-exhibition 
at Cal Art Club-members' sketches.2 

His reading habits led him to acquire for his 
library the works of Milton, Hugo, Darwin, 
Schopenhauer, Paine, Schiller, Balzac, Strind
berg, Shaw, Whitman, Tolstoi, Shakespeare, 
Dostoievskii, and Goethe, to name a few, as 
well as treatises on art. His taste in music was so
phisticated. He favored the classical composers: 



Palestrina, Monteverdi, Bach, and Mozart 
were his favorites, and he had a special fondness 
for the latter two. 

His involvement with literature and music 
went beyond that of an enthusiastic dilettante. 
His books were marked and worn, and the 
thoughts that they contained became an integral 
part of his thinking and vocabulary. 

At 32, Johan Hagemeyer was a thin, blonde, 
handsome, and unsettled young man. The per
son who greeted Alfred Stieglitz spoke Dutch, 
German, and French as well as English. He was 
cultured, well read, and knowledgeable about 
art and music, though his tastes lacked the disci
pline that comes with rigorous formal training. 
In later years he would recall: 

I was very fortunate because he [Stieglitz] was a 
difficult man to get along with and never let 
anyone in, but we clicked right away. I sat for 
hours with him. We talked and he practically, 
by way of speaking, made me follow photog
raphy . . .  I very likely wanted some kind of lift 
and he encouraged me . . .  I had always had the 
feeling that I never could be a pianist or a musi
cian or a painter, because I was already too old. 3 

During this visit he met several artists who 
were active in the modern art movement. Each 
made an impression. One of those, Arthur 
Dove, commented in a Camera Work article on 
"291," "It was not created to promote modern 
art, photography, nor modern literature. That 
would be a business and '291' is not a shop,"4 

After his visit; Hagemeyer penciled the follow
ing comment into his copy, "and still it is -it is 
promoting through helping, pointing out, cour
age of expressing. "5 

Another comment singled out by Hagemeyer 
for the same issue is the following by Hippolyte 
Havel: 

Granted: but he [Stieglitz] has made many 
think; what more can you expect? 

A man whom I love and admire believes Stieg
litz is the greatest scoundrel in the universe. I 
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wish somebody would pay me such a compli
ment. 6 

The visit to 291 changed the course of 
Hagemeyer's life. In a few days, the seemingly 
random pursuits of his mind coalesced, and he 
determined that photography and art would 
henceforth be his occupation as well as his 
preoccupation. He left for California, armed 
with introductions from Stieglitz and a resolve 
to study photography, whatever the cost. Stieg
litz had become both a catalyst and a model for 
the young man. 

On February 27, 1917, he called on Anne 
Brigman, thereby beginning a long acquaintance 
with an old friend of Stieglitz. A week later he 
began work at Martin's Camera Shop, where he 
worked for the next several months, processing 
film and printing. He began to frequent the San 
Francisco Camera Club and notes a lecture by 
Francis Bruguiere on May 11. 

In July, he began to work as an apprentice at 
the McCullagh Studio in Berkeley and picked 
up the technical aspects of his craft from Mc
Cu llagh, who took a liking to the intense 
young man. Hagemeyer also supported him
self by washing dishes and gardening. Spending 
his free hours in the studio, he sometimes 
worked through most of the night. His personal 
life was complicated by the fact that he had 
fallen in love the year before with a married 
woman in Pasadena, Lula Boyd Stephens. 

When Hagemeyer went to southern Califor
nia in December 1917, Weston owned an attrac
tive studio in Tropico, soon to be Glendale, 
from which he ran a successful portrait business. 
On February 9, Hagemeyer visited the Weston 
Studio, only to be greeted by Margrethe 
Mather, who informed him that Mr. Weston 
was not at home, but would be the following 
day. He left with a brochure (see facsimile on 
facing page) and a promise to return. 

When Weston met Hagemeyer the following 
day, Weston was impressed by the visitor's fer
vor for photography, his intellect and charm. 
Weston agreed to help him sharpen his skills. 
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Hagemeyer was absolutely broke, and paid for 
his studies and meals by doing occasional house
hold chores for Flora, Weston's wife. Their 
friendship was immediate and long lasting. Each 
worked dramatic change upon the other. 

Over the years, Weston has become some
thing akin to a cult figure in American photog
raphy, a struggling artist eking out a meager 
existence. This portrait is reinforced by his own 
Daybooks, as he chronicled the daily thoughts 
and events of his life. Significantly, he destroyed 
those written before 1923. As a consequence, the 
years between 1916 and 1923, which were critical 
in his artistic evolution, are obscured by time 
and dimming memories. Weston, in his Daybook 
entry of March 17, 1931, reveals a glimpse of this 
period: 

In 1920, -I was over thirty. Seen in perspec
tive, I was shaking off a veneer acquired late in 
life. I had been a quite naive, simple youth, -
much alone, especially after my first camera. I 
would play hookey from school to wander over 
the south parks photographing snow and land
scape, until my father put me to work. So I had 
little schooling beyond eighth grade, read only 
photographic literature, and my contacts were 
those of the business world. Then came Califor
nia, early marriage, starting a home, children, 
and the opening of my studio in Tropico. 

With this background I was suddenly thrown 
into contact with a sophisticated group, -
actually they were drawn to me through my pho
tography which had gone steadily ahead, -was 
my development. They were well-read, worldly 
wise, clever in conversation, -could garnish 
with a smattering of French: they were parlor 
radicals, could sing I.WW songs, quote Emma 
Goldman on free/ave: they drank, smoked, had 
affairs, -I had practically no experience with 
drinking and smoking, never a mistress before 
marriage, only adventures with two or three 
whores. 

I was dazzled-this was a new world-these 
people had something I wanted: actually they 
did open up new channels, started me thinking 
from many fresh angles, looking toward hitherto 
unconsidered horizons. 7 
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During this period, an extensive correspon
dence occurred between Weston and Hage
meyer, all of which was carefully preserved by 
Hagemeyer. Interesting fragments from Wes
ton's and Hagemeyer's lives emerge from these 
letters. It is clear that Edward Weston's photo
graphic genius did not come from a momentary 
revelation. It grew as he grew and matured. And 
Weston's education came from his friends. 
Among the most influential was Johan 
Ha gem eyer. 

As part of their continuing dialog on photog
raphy, Weston shared his thoughts and the lec
tures that he had begun to give on photography. 
These issues became fuel for fiery night-long 
discussions. An uneditied fragment from Wes
ton's Daybooks gives an insight to what some of 
the sessions between Johan and hin1 must have 
been like. 

April 20, 1923-Johan is here-has been here 
for over a week-Days and nights of 
intensity -burning discourses on many 
topics-of course mostly photography! 

Johan brought new work-fine industrial 
things-nicely seen -but lacking in defini
tion -an inexcusable fault when it comes to 
photographing modern architecture and machin
ery -even the "mood" could be better inter
preted with sharp-clean lines - "but if I see 
things this way- Edward-I must render them 
as I see them" - Nevertheless-Johan - pho
tography has certain inherent qualities which are 
only possible with photography- one being the 
deliniation[sic] of detail - So why not take ad
vantage of this attribute? Why limit yourself to 
what your eyes see when you have such an op
portunity to extend your vision? - Now this 
fine head of your sister- if it was focussed 
sharper you would have expressed your idea 
even more profoundly- Here is a proof (Bertha 
Wardell) which may explain what I mean" -
"By God! I do see now - in this case at least
that a more clearly de.fined- search definition 
would have unveiled and exposed the very suf 
fering and strife I have tried to portray -but in 
some other prints I show you -it seems almost 
necessary that there should not be so much 



revealed -however in the portrait under con
sideration I realize that I skimmed the suiface 
and did not penetrate as I might have-I do not 
accept- swallow - what you say as a whole -
but I have gotten something from this talk which 
makes me see more clearly and will make me 
surer of what I wish to do - Set me a question 
again - if in a certain mood why should I not 
interpret that state through my picture and not 
merely photograph what is before me? -in such 
instances the use of diffusion would aid me" -
"yes -it would aid you - to cloud and befog the 
real issue -and prevent you from telling the 
truth about the life towards[sic] which your lens 
is pointing-if you wish to "interpret" why not 
use a medium better suited to interpretation or 
subjective expression- or-let someone else do 
it- photography is an objective means to an 
end-and as such is unequaled- it comes 
finally to the question-for what purpose should 
the camera be used? - and I believe you have 
misused it- along with many others - includ
ing myse/j?" And so - on we went pro and 
con-8 

During the latter part of 1918, Hagemeyer 
took a job as a studio photographer at Raymond 
Studio in Los Angeles. It was his first opportu
nity to put his new-found knowledge to work. 
At the end of his first day he wrote in his diary, 
"baby photos - was flooded with babies for 
contest-dead, dead tired, nervous, exhausted." 
At the week's end he wrote, "babies, babies!" 
He resigned and was paid $21, one dollar more 
than he was promised by the satisfied owner. 
The following week he began to work as a pho
tographer at the Stickel Studio, probably hoping 
that they specialized in adults. 

The weeks and months passed rapidly for 
Hagemeyer during the remainder of 1918 and 
1919. Days were occupied photographing, as his 
skills and vision began to take form and mature 
under the watchful eye of Weston. Evenings 
were opportunities for discussing photography, 
politics, music, dance, art, and life with Weston, 
or doing the town with their small circle of 
friends. 
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Early in 1919, he began to tire of life in south
ern California, quit his job after a quarrel with 
the owner, and prepared to return to San Fran
cisco. An insight to the social life and the 
"bohemian days and nights" that he was enjoy
ing can be glimpsed from diary entries of the 
period. 

February 22, 1919-With Weston out to studio 
(music), left 1 PM for Exposition Park. Land
graber exhibit wondeiful -Miss Wood showed 
us some of his wood engravings and litho
graphs -Tea at Ruth St. Denis (dancing). 

February 23, 1919-with Weston, Lady L. and 
Ada to Ben). Brown Studio (till 1:15 PM). 
Upton Sinclair and wife called in afternoon, 
dinner at 4 PM-L. L. and I alone at night 
together-but ended with a little dispute-

February 26, 1919-Saw "Carmen"-after
noon, Max Eastman at night (with Weston, 
Margrethe, Helene, Miss Ross-Joe and jack) 

February 28, 1919-Saw Weston exhibit at S. 
Pasadena High S. Saw Pas. Comm. Players 
- "R . . .  " with L. L. and Boyd. 

March 1, 1919-With L. L. to see "Madame 
Butterfly" matinee, tea at Pig & Whistle
dinner at home-quiet evening at home-told 
L. L. of my going away to S. F. together. 10 

On March 7, Hagemeyer posed for a portrait 
by Weston. He finished tidying up his affairs 
and then returned to San Francisco, working at 
whatever was available and photographing 
whenever he had a moment. He also realized 
that he was very much in love with Lula, and 
her reluctance to join him in San Francisco 
brought on severe periods of depression. During 
the next few months he hitchhiked back and 
forth between San Francisco and Pasadena to 
see Lula and Weston. 

While Hagemeyer learned much from Wes
ton, Weston also learned from Hagemeyer. In 
the matter of music, Hagemeyer was clearly 
Weston's teacher. Weston wrote to Johan on 
April 15, 1919: 



I was pleased to hear from you again-I have 
missed you -more than once-and your letter 
made me a little "homesick" .... Two things 
prompt me to address you today-the first is that 
my very good friend-Louis Legendre will ar
rive in S .F. very soon -and will look you up at 
once -Legendre is a thorough artist
commercial and otherwise-I mean an artist 
with the brush as well as camera -I had told 
him of your desire to study art -painting-and 
he feels that a meeting might be of mutual 
advantage-that you two might in some way 
interest each other-He knows a good deal 
about you from what I have cold him -he 
knows you as an artist of very deep feeling and 
intensity -and I took a liberty perhaps -I told 
him that I had never had a friend of my own sex 
that I liked as well. I hope this does not sound 
effected- silly-flattery- sentimental- for I 
am not given to such as you know. I have had so 
few friends in my life - Margrethe - your
self- Enid Ross - Helen Cole- I do not 
know why I name them -I am just thinking 
and writing at the same time! . . .  

Now for the second point of my letter - We 
have traded our piano for a seventy-five dollar 
credit at a house handling "Columbia" 
records -only-will you help me pick them 
out? just think what a treat it will be to have all 
those new records! And when you are down here 
next we will get drunk on music-( wine too -
I'm going to make my own) 

I will send you a Columbia catalogue and 
please help me with your knowledge of music by 
marking numbers you know and turning down 
the corners of leaves to aid me in finding -
. . .  you know what I like -Russian music
have all the Russian Ballet Series - Wagner
perhaps I had better check those I have in the 
catalogue-I have sixty records now -will this 
be too much to ask? I know it will not! 11 

Continuing to correspond between v1s1ts, 
they traveled to Pasadena and San Francisco, as 
the mood and occasion demanded. In 1920, Wes
ton began to spend more time in San Francisco, 
and he and Hagemeyer used these occasions to 
expand their friendships with other artists and 
photographers. These included Dorothea Lange, 
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Imogen Cunningham, Roi Partridge, Maynard 
Dixon, Witter Bryner, and Anne Brigman. 

In July, Hagemeyer left for a long-planned 
trip to Europe that he and Weston wanted to 
make together. After visiting his family and 
friends, he went to Paris, where he remained for 
a month, visiting galleries and finding out what 
he could about photography in Europe. Weston 
sent him a despondent letter telling him that it 
would not be possible to come because of finan
cial problems. 

Hagemeyer returned to New York on De
cember 4 and spent several days there, hoping to 
find Stieglitz, but was disappointed to find that 
291 was gone. He traveled to Los Angeles and 
spent the remainder of the month with Weston 
and Mather. 

In a review of the 1921 Los Angeles Photog
raphy Salon that appeared in the Los Angeles Re
cord (December 17), R. W. Borough began "I 
saw an old man whom they called 'Decay.' The 
hollow in his cheek showed dark in the dim 
light. He looked very tired." 12 Next to this part 
of the article, Hagemeyer wrote in "Mine," in
dicating that this was his photograph. 

:rhe review continued, "It was an entrancing 
world. Rabelo, a certain Mexican poet, raised a 
fine hand for me to study. It held a cigarette. 
Rabelo was deep in melancholy." 13 Alongside 
this Hagemeyer wrote "Margrethe's." 

"A glimpse of the whirling pool at Niagara! A 
fine lady opened her door, her head in mottled 
sunlight. A pine spright taunted me, very pert 
on a huge tree trunk. Her sister gleamed a dcli
ca te dream from a spray-dashed rock." 14 

Hagemeyer wrote in "Anne Brigman," as the 
photographer. 

"A huge attic encompassed me, its walls very 
white and cold, and its angles ascending.''15 

Hagemeyer penciled in "Weston." 
This was the salon world of the period, to

ward which every serious amateur and profes
sional photographer aspired. Hagemeyer was 
·soon accomplished enough to become a recog
nized member of the circuit. In November of 
1921 his photograph titled The Jaw, a photo-



graph of a steam shovel, won a purchase award 
at the Seattle Second Annual Exhibition of Pic
torial Photography. The London Salon included 
a still life titled L'Affinite, which was printed in 
the October 19 issue of Amateur Photographer. 
Other photographs were hung in the Royal, 
Wanamaker, and the Oakland Salons. 

The following year Hagemeyer photographs 
were hung at the Emporium Exhibit in San 
Francisco and a salon in Holland. Other photo
graphs of his were printed in the San Francisco 
Chronicle as part of their Sunday Supplement. In 
the August 1922 issue of Camera Craft, 
Hagemeyer wrote an illustrated article titled 
"Pictorial Interpretation" in which he set forth 
his views on pictorial photography. In the arti
cle, he laments the lack of originality in much of 
the work of the time, particularly that which 
appears in the salons. 

A picture in order to deserve that name must be a 
product of art, a product of a11 impulse to create, 
and creating is giving out something of yourself, 
so that product must of necessity show the es
sence of the producer, his or her individuality, 
imagination, etc . . . .  can we say that this is the 
case when we go over the work of the majority of 
Pictorialists? No, all we can observe is ... a lack 
of a11y original idea . . . .  It is for this reason, a 
lack of the art-impulse in the bulk of photo
graphic pictures that photography is still treated 
as something very much inferior to any of the 
other arts, it is in fact often referred to as some 
kind of mis.fit or [abortion] in art, if not wholly 
ignored. 

So, let us fi11d ourselves, let us make the cam
era the medium of our ow11 ideas, of imagina
tion, of vision, of feeling, of inner reaction upon 
thillgs in the outer world. Let us give expression 
to the impulse within, create, and not speak in 
the manner of photographs, be a mere echo. 16 

In a review of the Emporium Exhibition the 
following comments appear: 

Hagemeyer, winner of the third prize, is a very 
capable exponent of this more modern method. 
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He strives with his camera to secure a picture of 
his subject as it appeals to him. He cares but 
little for the 11umber of bolts or rivets the scoop in 
his steam-shovel has; this scoop appeals to him 
as a jaw, it devours or bites into the earth bank. 
The photographer strives to suggest its power, 
and not burden his work or the spectator with 
unessential details; these are of more interest in 
an engineer's office. Mr. Hagemeyer's work, of 
which there are other examples here, should 
command attention, he is always earnest a11d 
striving for individual interpretation. 17 

In a review in the Christian Science Monitor 
Qunc 8, 1922) the writer states, "A capable per
formance is a print by Johan Hagemeyer. It is a 
record of the dignity and beauty to be found in 
present-day mechanical subjects." 18 

On May 28, 1922, the San Frallcisco Journal 
wrote, "but a man from Mill Valley-Johan 
Hagemeyer -has some tremendously stunning 
things. His work is interpretive purely. It is as if 
the camera were used as a medium for express
ing the artist's vision. The two portraits shown 
arc no longer portraits, but marvelous interpre
tations of queer souls." 19 

In April 1921, Paul Rosenfeld wrote an emo
tional tribute to Stieglitz in The Dial. In Feb
ruary of 1922, Edward Weston sat and read this 
article and immediately wrote to his friend 
Hagemeyer: 

You have come to me so poignantly just now -
reading for the first time the Stieglitz article by 
Rosenfeld -and in the 1nargi11 someone has 
taken exceptioll to a remark of Rosenfeld's -a 
sentence which reads-"And yet, with the ex
ception of Stieglitz, not a one of the photogra
phers has used the camera to do what alone the 
photographer can do." disagreeing-Someone 
has u1ritten - "yes - one- Edward Weston" 
-and I am moved-unsentimental pre
tences are swept aside-and I have tears to 
brush away -for how much I love my medium 
a11d those who think and express themselves 
with it's same beauty-only you and a few oth
ers can realize. 



-And what a heritage we have to carry 
on-from Stieglitz and his group-you and I 
and M -and a mere handful of sophisticated 
minds who are 'willing to accept fully the pain 
of existence' -

Every day I wish to realize more fully the 
fineness of my medium of expression -to feel 
that I have only scratched it's possibilities -that 
it has only the limitations of the brain and vision 
behind the ground glass-that there is nothing to 
restrict the potential qualities inherent in the 
silver emulsion but our own lack or realiza
tion -

I have been dormant of late-that inaction 
which nature imposes at times in order that we 
may gain new strength and vision -

-but now I awake -to the inscrutable trees 
and the fresh glow of light ahead -

-much affection to you dear friend- 20 

From this time on, Weston placed himself 
squarely beside Stieglitz and other champions of 
"straight photography." While his own work in 
portraiture continued for some time in the tradi
tion of his previous years, he was able to write 
the following letter to Frank Roy Frapie, editor 
of American Photographer, which he felt was im
portant enough to send a copy to Hagemeyer: 

I noted Mr. Frederick Evan[s ]'s letter in a recent 
"A P." His remarks regarding the real value of 
photography as a medium of expression should 
be read, indeed memorized by any budding "pic
torialist." I groped all through the stages of 
''fuzziness" and intentional over and under
exposure to get "Effects," until I awakened to a 
realization of what photography really means, 
and that is "An affirmation of the majesty of the 
moment," to quote from Paul Rosenfeld's article 
on "Stieglitz" in the "Dial," April, 1921, an 
essay pregnant with understanding of the inher
ent qualities, the essential values of photog
raphy. Again he speaks of what the pho
tographer alone can do, "Fix the visual mo
ments, register what lies between himself and the 
object before his lens, at a given moment of 
time." One of our well known Pictorialists has 
made the statement, the quite visionless remark, 
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that photography must have "The vitalizing 
influence of the hand." If I do not quote correctly 
from memory, my profound apologies at once, 
but the foregoing will serve as an argument, 
devitalizing, texture destroying, prostituting, I 
say in re the hand-I have only pity for those 
visionless photographers those miserable techni
cians, those poor craftsmen, who cannot grasp 
the subleties of their medium, but wipe out the 
very reason for photography's existence by 
manual interference, making gum prints, 
bromoils etc., retouching and working up their 
unsatisfactory negatives, so destroying values 
and textures, mixing up painting and photo
graphy and producing nothing. The real test of 
not only technical proficiency, but intelligent 
conception, is not in the use of some indifferent 
negative as a basis to work from, but in the 
ability to see one[']s finished print on the ground 
glass in all its desired qualities and values, before 
exposure. And how much keener perception, 
finer intellect, is required to produce, so to 
speak, the final result at the time of exposure, 
rather than that mind which hazily, uncertainly, 
gropingly accomplishes, I feel quite often, by 
chance alone, an "exhibition" picture as an 
afterthought to an unconsidered unspontaneous 
attempt. 

"Record Photography"? "Snap-shots"? 
"Every one a pictorialist"? No indeed! For 
only the few can "See". 

Mr. Evan[s]'s pictures are his own best ar
gument for his method of working. They were 
among the finest at the recent Los Angeles 
show. 21 

A few months later, Weston went east and 
visited Stieglitz in New York, taking with him 
his seminal photographs of Armco Steel. His 
work had begun to take on an aspect of vision 
sharply focused, both literally and figuratively. 
However, Hagemeyer's work continued in the 
pictorialist tradition a few years longer, even 
though his interpretation and choice of subject 
matter was decidedly non-traditional. 

Thirty years later Hagemeyer reminisced 
about his early days with Weston: 



When I started to do industrial things and land
scapes, I almost started some kind of trend, a 
certain kind of point of view. Then others began 
to do it, and it was easier in that line, because 
(the subject) was not mobile. The human being 
is mobile. He has something to say all the time; 
you never know what and when. And Edward 
Weston did it, but he was a little bit too much of 
an arranger for me. Those were all very beauti
ful, but all arranged, like Whistler. Very clever, 
very good. 22 

In 1923, Hagemeyer built a studio in Carmel 
and began to devote almost all of his photo
graphic efforts to portraiture, though some 
beautiful still lifes were done by him during this 
period. His studio was a far cry from anything 
yet seen on the West Coast at that time, how
ever, since it doubled as an art gallery and 
exhibited paintings alongside photographs. 
The influence of Stieglitz and the admiration 
that Hagemeyer felt for him manifested itself 
in the new studio. 

On Weston's return from Mexico in 1924, he 
wrote to Hagemeyer and asked about the possi
bility of putting together a show in San Fran
cisco and setting up a studio for a while in an 
effort to make enough money to return to 
Mexico because "I cannot or care not to work 
here (Glendale.)"23 They arranged a showing of 
their work at Gump's Department Store in San 
Francisco. The announcement read: 

EDWARD WESTON 
OF 

MEXICO 
AND 

JOHAN HAGEMEYER 
OF 

HOLLAND 
PRESENT AN EXHIBIT OF 

UNUSUAL PHOTOGRAPHS 
AT 

GUMP'S 
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Evidently, the pair believed that emphasizing 
their foreign affiliations might improve the 
market for their photographs. Subsequent letters 
indicate that they had difficulty in paying the 
printer's bill for the announcements, and Weston 
refers to the "Gumpian waters of despair." Crit
ics were generous in their praise of the photo
graphs exhibited by both photographers. The 
public was generous with its praise -but with 
little else. 

Over the ensuing years, a rift developed be
tween these two old friends that never fully 
healed, and the intimacy that they enjoyed in 
earlier years never returned, though they re
mained cordial. By 1934, Hagemeyer became 
disenchanted with the growing commercialism 
of Carmel and the artificial "artsy" atmosphere 
that was becoming increasingly characteristic of 
the community and he sold his studio and 
moved to Berkeley. Here he started a studio and 
was able to make a living, though not a very 
comfortable one. 

He mingled with the faculty at the university 
and photographed many of the more famous 
scientists and writers, as well as prominent vis
itors to campus. He showed his work in various 
small galleries and exhibits around northern Cal
ifornia. But unlike his friend Weston, he did not 
create a mystique around himself or his work. 
Hagemeyer's reputation remained local, and he 
slipped into obscurity as he grew older. In a 
book review written on Beaumont Newhall's 
The History of Photography Hagemeyer penciled 
in a marginal note "I am sure, once again, I shall 
be 'standing out' by being left out. "24 

NOTES 

1 Camera Work 47,Johan Hagemeyer Collection, Center for 
Creative Photography. (Hereafter referred to as JHC/ 
CCP.) 

2Diaries for 1913 and 1914,JHC/CCP. 
3Johan Hagemeyer, interviewed by Corinne L. Gilb, 
January 23, 1956 (Berkeley: Regional Cultural History 



Project, University of California), p. 22. (Hereafter refer
red to as Hagemeyer/Gilb.) 

4Arthur Dove, "291," Camera Work 47 Quly 1914), p. 37. 
5Camera Work 47,JHC/CCP. 
6Hippolyte Havel, "291," Camera Work 47. p. 67. 
7Nancy Newhall, ed. The Daybooks of Edward Weston 
(Millerton, NY: Aperture, 1961), vol. II, p. 209. 

8Ibid., vol. I, pp. 9-10. 
9Diary for 1918,JHC/CCP. 

10Diary for 1918,JHC/CCP. 
11 EW to JH, April 15, 1919 , Weston-Hagemeyer 

Correspondence, Center for Creative Photography. 
(Hereafter referred to as W-HC/CCP.) 

12R. W. Borough, "Thrills," Los Angeles Record (December 
17, 1921), n.p.JHC/CCP. 

13lbid. 
14lbid. 
ISJbid. 

32 

16Johan Hagemeyer, "Pictorial Interpretation," Camera 
Craft 29 (August 1922), p. 366. 

17Edgar Felloes, "The Emporium (Second Annual) Photo
graphic Exhibition," Camera Craft 29 (October 1922), p. 
460. 

18Clipping, JHC/CCP, identified only as Christian Science 
Monitor Qune 8, 1922). 

19Clipping, JHC/CCP, identified only as San Francisco 
Journal (May 28, 1922). 

20EW toJH, February 23, 1922, W-HC/CCP. 
21 EW to Frank Roy Fraprie,June 7, 1922, W-HC/CCP. 
22Hagemcyer/Gilb, pp. 34- 35 . 
23EW toJH,January 6, 1925, W-HC/CCP. 
24Hagemeyer's note was written in the margin of Vance 

Bourjaily's review of Beaumont Newhall, The History of 
Photography, which appeared in the San Francisco Chronicle 
(September 4, 1949), p. 16.JHC/CCP. 



Johan Hagemeyer 
The Metagama Photographs, 1920 

by TERENCE R. PITTS 

JOHAN HAGEMEYER EMBARKED Au
gust 14, 1920 from Quebec, Canada, on the ship 
Metagama. His ultimate destination was Hol
land, the country of his birth and from which he 
had emigrated in 1911. He spent much of the 
long and uncomfortable trip reading, talking 
with a Frenchman he had befriended, stealing up 
to the first-class lounge to smoke, and making 
some photographs. On August 22, two days be
fore the ship was to dock, Hagemeyer wrote in 
his diary, "the thought of being released out of 
jail comes over me." 1 

The photographs that resulted from this al
most oppressive transatlantic crossing stand 
apart from Hagemeyer's other work, in part be
cause they were practically the only se lf
portraits that he ever made and in part because 
they represent something of a watershed in his 
career. The three Metagama photographs in 
question are dark, forcefully composed, and 
indistinctly focused images, showing Hage
meyer's photography in transition between a 
pictorialist heritage and the beginnings of a more 
modernist aesthetic. With his close friend Ed
ward Weston, Hagemeyer in 1920 was in the 
process of rejecting the paradigms of pic
torialism, which both men increasingly found 
too restrictive and dogmatic. Although it would 
be about two more years before Weston would 
finally repudiate the pictorialist's habitual soft 
focus (and even longer before Hagemeyer would 
do so), both were already experimenting with 
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new modes of composition, as we can see in 
Hagemeyer's Metagama photographs and in 
Weston's Attic photographs. 

Weston had begun making portraits in the at
tics of friends' houses in the summer of 1920, 
and Hagemeyer was almost certainly at Ramiel 
McGehee's Redondo Beach house when Weston 
made the photograph Ramie[ in His Attic. The 

Edward Weston: Ramie/ in His Attic, 1920 

76:005:022 

relationship between On Deck of the "Mctagama" 
(Plate 4) and the Attic photographs is explicit in 
the asymmetrical compositions of each: 
Hagemeyer has placed himself off-center against 



a very subtly lit, geometric background as Wes
ton had done. 

In the other two Metagama photographs, the 
composition is similarly determined by the ship 
itself. In Foreboding (Plate 3), the title applies as 
much to the skewed angles of the ship as it does 
to the ominous sky: the deck is slanted, and 
there are no true verticals or horizontals other 
than the figure of Hagemeyer himself. In On 

Deck of the "Metagama" (Plate 5), it is the ship 
that creates the strong diagonal shadows at the 
top and causes Hagemeyer's own shadow to be 
so disconcertingly exaggerated. 

Hagemeyer was certainly not the first photog
rapher to use the angular, functional elements of 
the steamship to structure photographic space: 
Alfred Stieglitz's The Steerage (1907) and Paul 
Haviland's Passing Steamer (1910) are two well
known examples that are earlier and composi
tionally more radical than Hagemeyer's 1920 

Paul Haviland: Passing Steamer, 1910 
from Camera Work XXXIX Ouly 1912) 

photographs. In fact, only months before de
parting for Europe, Hagemeyer had purchased 
Alvin Langdon Coburn's New York, containing 
a number of photogravures dominated by the 
harbors, boats, and bridges of that city. But 
Hagemeyer probably was the first photographer 
on the West Coast to incorporate modern indus
trial architecture and the machine into his aesthe-
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tic philosophy. (It would not be until the 1922 
photographs of the Armco, Ohio, mills that 
Weston would photograph such things.) In 
a newspaper interview in 1927, Hagemeyer 
recalled: 

I became interested in industrial subjects before I 
did in portraiture. I started to make them with 
the intention of putting them in book form to 
show the beauty in American industrial work. 

I am interested in everything contemporary 
and believe that we should live in our own 
time -seeing the beauty of today instead of wor
shipping that of the past. Modern factories and 
buildings are as beautiful as old castles. 2 

But while the Metagama dominates the com
position of these three photographs, their central 
subject is Hagemeyer himself. It seems rather 
remarkable that these emphatically romantic 
self-portraits should come at the end of the pic
torialist era, which produced so few self
portraits, and at the beginning of an era of more 
modernist photography that shunned the self
portrait even_ more. 

The stimulus for these gloomy, introspective 
photographs appears to be autobiographical. 
Judging from his letters and the entries in his 
diary for 1920, the 36-year-old Hagemeyer was 
fluctuating continually between ecstatic op
timism and depression. His personal life was 
rather chaotic, his love affairs troubling and un
certain. He had pinned a lot of hopes and left 
more than one romance behind on the railway 
trip across Canada and the subsequent sea voy
age to Europe. But even before the Metagama 
had docked, he had written, "this so looked for
ward to trip is a failure."3 And after less than a 
month in Holland he wrote, "Here 3 wks. What 
have I done -did I enjoy loafing -or my so
called rest? No!! Very windy. Tried to 'drink' 
my boredom away."4 He had intended to stay in 
Europe longer than he eventually did, but on 
November 23 cut short his trip and returned on 
board the S. S. Rotterdam, this time traveling 
first class, much to his relief. 



The main source of Hagemeyer's malaise 
(Weston had addressed him as the "melancholic 
dutchman"5 just before his departure) seems to 
be summed up in a quotation from Eduard von 
Hartmann's Philosophy of the Unconscious that 
Hagemeyer had jotted on one of the back pages 
of his 1920 diary, "Love carries more pain than 
pleasure. Pleasure is only an illusion. Reason 
would demand the avoidance of love were it not 
for that fatal sexual instinct. Hence it would be 
better to be castrated."6 

Hagemeyer was an avid reader and play-goer, 
and in 1920 he was immersed in literature of a 
romantic-mystic vein, particularly on the sub
ject of relationships: male-female love relation
ships and male-male friendships. In April he had 
attended a performance of Man and Superman, 
George Bernard Shaw's drama about the conflict 
between "artist-n1an" and "mother-woman," to 
use Shaw's words. On board the Metagama, 
Hagemeyer read, among other things, Willard 
Huntington Wright's The Ma11 of Promise, a 
novel about a brilliant writer who advocates an 
idealistic intellectual aristocracy and whose 
trajectory toward artistic prominence is re
peatedly interrupted and set back by disastrous 
relationships with women. "Do not forget," 
one of the hero's male friends reminds him, 
"that women arc the great conservatives, uncon
scious and unknowing. Make them your foes."7 

Von Hartmann's three-volume Philosophy of the 
Unconscious, which was first published in 1868 
and which had gone through at least a dozen 
English editions by 1920, grounds the same type 
of male-female conflict in pseudo-scientific in
tcrpreta tions of anatomy and physiology. One 
need only read the letters that Hagemeyer and 
Weston wrote each other to realize what a burn
ing issue this subject was with them. 

Hagemeyer made the gravity, if not the sub
ject, of his inner preoccupation manifest in the 
Mctagama photographs through a romantic 
equation of the inner spirit and the external 
world that was anachronistic among the artistic 
avant-garde in 1920. To some extent I think this 
just reflects the time it took for modernism to 
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spread from major art centers like New York 
and Paris. But the Metagama photographs also 
seem symptomatic of Hagemeyer's ambivalence 
toward modernism and his lifelong reluctance to 
purge his photography of romantic notions. His 
ready acceptance of industrial architecture as the 
"castles of today" (to borrow the title of one of 
his 1923 photographs) suggests that Hagemeyer 
in the early 1920s did not yet understand that 
there was more to modern art than the adoption 
of suitably modern subject matter and composi
tion. All of the modernist art movements of the 
early twentieth century have involved radical 
new approaches to the various art mediums, 
revolutionizing the meaning of the art object 
itself. 

Weston several times remarked on the am
bivalence in Hagcmeycr's photographs of this 
period. In a 1923 entry in his Daybooks, he 
criticized Hagcmeycr's industrial images for 
"lacking in definition -an inexcusable fault 
when it comes to photographing modern archi
tecture and machinery. "8 And when Weston 
showed Diego Rivera some of Hagemcyer's 
photographs in 1926, Rivera replied (according 
to Weston): "this man has a feeling for composi
tion but not for the aesthetic value of his 
medium .... Now this print of his would be ex
cellent but for the indecision of presentation. "9 

By the late 1920s -certainly by the time of the 
1928 photographs of ships' funnels (Plates 22 and 
23)-Hagemcycr had grasped the photograph's 
potential to flatten space and transform objects 
into abstract shapes. But less than a decade later 
Hagemeyer would turn sharply away from 
abstraction, devoting himself largely to portrai
ture, suggesting that he was uncomfortable with 
such an unemotional style of photography. 

Oddly enough, some of the strength of the 
Metagama photographs of 1920 is the result of 
this ambivalence toward the medium of photo
graphy, this hesitation between the old and the 
new. Hagemeyer presents himself in a limbo in 
these self-portraits, especially in the two ver
sions of 011 Deck of the "Metagama." In these two 
pictures the stasis of the composition and the 



passive, almost grim appearance of the figure is 
undercut by a subtle form of violence: in Plate 4 
by the relentless sweep of the ship's edge and in 
Plate 5 by the jagged shadows. It is fitting that 
Hagemeyer's confrontation with himself should 
have come in the midst of the enforced isolation 
of a transatlantic voyage between the New 
World and the Old. 

NOTES 

1 Diary for 1920,Johan Hagemeyer Collection, Center for 
Creative Photography. (Hereafter referred to as JHC/ 
CCP.) 
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2Francis Maude, "Camera Portrays Industry Beauty," San 

Jose Mercury Herald (March 12, 1927), p. 10. 
3Diary entry for August 21, 1920.JHC/CCP. 
4Diary entry for September 18, 1920.JHC/CCP. 
5EW to JH, July 30, 1920. Weston-Hagemeyer Corre
spondence, Center for Creative Photography. 

6Diary for 1920. JHC/CCP. [I have been unable to locate 
this specific quotation in von Hartmann's book, but it 
certainly is an accurate representation of one of his central 
themes. TRP] 

7Willard Huntington Wright, The Man of Promise (New 
York:John Lane, 1916), p. 110. 

8Nancy Newhall, ed. The Daybooks of Edward Weston 
(Millerton, NY: Aperture, 1961), vol. I, p. 9. 

9 Ibid., p. 147. 



JOHAN HAGEMEYER 

A Portfolio of Camera Portraits 





PLATE 1 

Tropico Studio, 1919 (portrait of Edward Weston) 
Platinum or palladium print, 18.7 x 15.2 cm 
81:111:054 



PLATE2 

Immigrants, 1920 
Platinum or palladium print, 18.9 x 24.0 cm 
On loan from Dora Hagemeyer Mayer 



PLATE 3 

Foreboding, 1920 
Palladium print, 18.2 x 24.0 cm 
81 :111:093 



PLATE4 

On Deck of the "Metagama," 1920 
Palladium print, 23.6 x 18.1 cm 
81:111:046 



PLATE 5 

On Deck of the "Metagama," 1920 
Palladium print, 23.9 x 18.2 cm 
81:111:052 



PLATE 6 

Pedestrians, 1921 
Platinum or palladium print, 24.4 x 19.3 cm 
81:111: 103 



PLATE 7 

Pool, 1922 
Platinum or palladium print, 24.7 x 18.8 cm 
On loan from Dora Hagemeyer Mayer 



PLATE 8 

Castles of To-day, 1922 
Platinum or palladium print, 24.6 x 19.6 cm 
On loan from Dora Hagemeyer Mayer 



PLATE 9 

Grah1-elevator, 1926 

Gelatin silver print, 17 .6 x 23 .5 cm 

On loan from Mrs. Leonard Loeb 



PLATE10 

Telephone Building, San Francisco, 1928 
Gelatin silver print, 24.7 x 18.7 cm 
On loan from Mrs. Leonard Loeb 



PLATE 11 

Magnolia, 1929 
Gelatin silver print, 18.7 x 22.8 cm 
On loan from Mrs. Leonard Loeb 



PLATE12 

Tile Factory, 1923 

Gelatin silver print, 24.0 x 17.4 cm 
81:111:087 



PLATE13 

untitled, 1926 ( calla lily) 
Gelatin silver print, 17.7 x 23.4 cm 
81:111:069 



PLATE 14 

Roi Partridge, 1924 

Gelatin silver print, 19.5 x 22.9 cm 
Collection of Gryff Partridge 



PLATE 15 

Ferry Deck, 1922 

Courtesy Bancroft Library, University of California 



PLATE 16 

untitled, 1921 (handball game) 
Gelatin silver print, 12.1 x 9.1 cm 
On loan from Mrs. Leonard Loeb 



PLATE17 

Gasoline Tanks, 1925 
Gelatin silver print, 15 .4 x 11.8 cm 
81:111:086 



PLATE]8 

untitled, 1929 (Ralph Scarlett's stage set) 
Gelatin silver print, 17 .0 x 22 .5 cm 
On loan from Mrs. Leonard Loeb 



PLATE19 

Elsa Naess with Shadows, ca. 1930 
Courtesy Bancroft Library, University of California 
(Elsa Naess negative no. 135) 



PLATE 20 

Vortex, 1924 
Gelatin silver print, 25.6 x 20.0 cm 
81:111:089 



PLATE 21 

untitled, 1928 (power lines) 
Gelatin silver print, 9 .9 x 7.4 cm 
On loan from Mrs. Leonard Loeb 



PLATE 22 

untitled, 1928 (ship's ventilators) 
Gelatin silver print, 23.7 x 17.9 cm 
81:111:083 



PLATE 23 

untitled, 1928 (ship's ventilators) 
Gelatin silver print, 23.8 x 18.1 cm 
81:111:080 



PLATE 24 

untitled, 1932 (ship abstraction) 
Gelatin silver print, 8.7 x 7 .3 cm 
On loan from Mrs. Leonard Loeb 



PLATE 25 

Nikita Balie.ff of the Chauve Souris, 1928 
Gelatin silver print, 16.3 x 12.0 cm 
On loan from Mrs. Leonard Loeb 



PLATE 26 

Leonard Loeb, n.d. 
Gelatin silver print, 21.6 x 16.2 cm 
On loan from Mrs. Leonard Loeb 



PLATE 27 

Eucalyptus, 1939 
Gelatin silver print, 19 .8 x 24.6 cm 
81:111:116 



PLATE 28 

Pines, Carmel, 1925 

Gelatin silver print, 10.0 x 7.4 cm 
On loan from Mrs. Leonard Loeb 



PLATE 29 

Edward Weston, 1935 
Gelatin silver print, 11.6 x 9 .0 cm 
76:005:047 



PLATE 30 

untitled, 1938 (Beniamino Bufano) 
Courtesy Bancroft Library, University of California 
(Beniamino Bufano negative no. 18) 



PLATE 31 

untitled, 1939 (Maudelle Weston, dancer) 
Gelatin silver print, 23.5 x 17 .5 cm 
On loan from Mrs. Leonard Loeb 



PLATE32 

untitled, 1942 (Martin Baer) 
Courtesy Bancroft Library, University of California 
(Martin Baer negative no. 29) 



PLATE 33 

untitled, 1949 (Carlo Palangi) 
Courtesy Bancroft Library, University of California 
(Carlo Palangi negative no. 20) 



PLATE34 

untitled, 1944 (Ezio Pinza) 
Courtesy Bancroft Library, University of California 
(Ezio Pinza negative no. 19) 



PLATE35 

untitled, 1943 (Bartalini) 
Courtesy Bancroft Library, University of California 
(Bartalini negative no. 15) 



PLATE 36 

Dali, 1944 

Gelatin silver print, 9 .2 x 11.8 cm 
On loan from Mrs. Leonard Loeb 



PLATE 37 

Harrydick Ross, 1940 
Gelatin silver print, 24.l x 18.5 cm 
81:111:053 



PLATE 38 

untitled, 1932 (Robinson Jeffers) 
Courtesy Bancroft Library, University of California 
(Robinson Jeffers negative no. 24) 



PLATE 39 

Walter Hughes, ca. 1940 
Gelatin silver print, 9.3 x 11.9 cm 
On loan from Mrs. Leonard Loeb 



PLATE 40 

untitled, 1942 (hands) 
Gelatin silver print, 11.4 x 9.2 cm 
81:111:002 



PLATE 41 

Antoinette Detcheva, Pianist, 1938 
Gelatin silver print, 18.0 x 22.6 cm 
On loan from Mrs. Leonard Loeb 



PLATE 42 

Clematis in Black Bowl, 1943 
Gelatin silver print, 19.5 x 24.4 cm 
81:111:065 



PLATE 43 

Rhyolite -Ghost Town, Nevada, 1940 
Gelatin silver print, 18.3 x 23.6 cm 
On loan from Mrs. Leonard Loeb 



PLATE44 

untitled, 1940 (desert landscape) 
Gelatin silver print, 9.2 x 11.7 cm 
81:111:115 



PLATE45 

View from Zabriskie Point, Death Valley, 1940 
Gelatin silver print, 9.2 x 11.7 cm 
81:111:126 



Acquisitions: January-June 1981 

Compiled by SHARON DENTON 

THE FOLLOWING LIST IS A NAME INDEX to 
research material -primarily photographs and 
correspondence -acquired by the Center during the 
first half of 1981. Upon request, we will provide a 
more complete description of any item on this list. 
An acquistions 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. 

ALBUMS.see THOMSON, JOHN 
BARROW, THOMAS 

Holbrook, Az., 1979-80 (Last Horne of the Red 
Man) 

Gelatin silver print, torn and reconstructed, 
caulked, and spray-painted, 49.0 x 39.0 cm 

Purchase 
81:016:001 
W Eugene Smith at UC Riverside, Summer 1976 
Gelatin silver print, 23.9 x 34.4 cm 
Gift of Thomas Barrow 
81:017:001 

BENOR-KALTER,J. 
Jerusalem, Twelve Views of the Old City (Portfolio) 
The Pro-Jerusalem Society, 1924 and 1926 
Twelve rotogravures of varying sizes 
Purchase 
81:071:001-012 

BLONDEAU, BARBARA 
untitled, 1971 (nude sequence) 
Gelatin silver print, 5.5 x 72.8 cm 
Purchase 
81:102:001 
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BRIGMAN, ANNE 
Child by Lake 
Platinum print, 25.5 x 19.0 cm 
Purchase 
81:012:001 
Dryads 
Photogravure from Camera Work, No. 44, 1913; 

15.9 x 20.5 cm 
Purchase 
81:012:002 

BUDNIK, DAN 
Seventy-three Polacolor prints in varying sizes 

from the Big Mountain Navajo project· 
Purchase. This project was made possible by a 

grant from Polaroid Corporation, Cambridge, 
Massachusetts 

81:117:001-073 
Anaconda Uranium Waste Pond, Blue Water, N.M 
81:117:021 
Anaconda Uranium Waste Pond, Blue Water, N.M. 
81:117:022 
Anaconda Uranium Waste Pond, Blue Water, N.M. 
81:117:023 
Anaconda Uranium Waste Pond, Blue Water, N.M. 
81:117:026 
Ausensio Palma, Pozo Verde, Sonora 
81:117:003 
Ausensio Palma, Pozo Verde, Sonora 
81:117:004 
Big Mountain, May 1980 
81:117:030 
Big Mountain, May 1980 
81:117:031 



Big Mountain, Navajo, Southern Edge of Bia Parti
tion (Former Jua) Fence. People Pictured Are Liv
ing on the Hopi Side Now. 

81:117:072 

Black Mesa Coal Mine, "Kayenta" Pit, Hopi! 
Navajo, Arizona 

81:117:027 

Black Mesa Coal Mine, "Kayenta" Pit, Navajo 
81:117:009 

Black Mesa Coal Mines, "Kayenta" Pit, Peabody 
Coal Company, Hopi/Navajo, Arizona 

81:117:018 

Dalton Pass Anti-Uranium Protest, Navajo 
81:117:064 

Dalton Pass Anti-Urani1m1 Protest, Navajo 
81:117:068 

Dinnebito Pictograph, Arizona, Near Big Mou11tain 
81:117:073 

Four Comers Power Plant, Shiprock, Navajo 
81:117:008 

Four Corners Power Plant, Shiprock, Navajo 
81:117:012 

Jackpile Uranium Mine, A11aconda/Laguna, N.M. 
81:117:010 

Jacob Bahnimptewa, Hopi Dinnebito 
81:117:061 

Jane Biakeddy, Big Mountain, Navajo 
81:117:063 

Jane Biakeddy, Big Mountain, Navajo 
81:117:069 

Jane Biakeddy, Big Mountain, Navajo 
81:117:071 

Katherine A. Smith, May 1980 
81:117:034 

Katherine A. Smith at Sister's Ashkie Bitsie, Big 
Mountain, Navajo 

81:117:024 

Katherine A. Smith at Sum,ner Camp, Big Moun-
tain, Navajo 

81:117:006 

Katherine A. Smith, Big Mountain, May 1980 
81:117:029 

Katherine A. Smith, Big Mountain, Navajo -
" I am sad on my land" 

81:117:070 

Kee Shay, Big Mountain, Navajo 
81:117:015 
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Kee Shay, Big Mountain, Navajo 
81:117:065 

Looking North from Highway 89, Arizona 
81:117:013 

Looking South at San Francisco Peaks from 
Highway 89 

81:117:017 

Looking South at San Francisco Peaks from 
Highway 89 

81:117:028 

Looking South at San Francisco Peaks from Highway 
89, Arizona 

81:117:066 

Loretta Lomayaktewa with Freshly-Made Piki, Old 
Oraibi, Arizona, April 25, 1981 

81:117:051 

Nelson 
81:117:050 

PM Coal Mine near Window Rock, N.M., Navajo 
81:117:007 

PM Coal Mine near Window Rock, N.M., Navajo 
81:117:011 

PM Coal Mine near Window Rock, N.M., Navajo 
81:117:014 

PM Coal Mine near Window Rock, N.M., Navajo 
81:117:067 

Pauline Whitesinger, Big Mountai11, Navajo 
81:117:005 

Pauline Whitesinger, Big Mountain Navajo 
81:117:020 

San Francisco Peaks, Flagstaff, Arizona, Sacred to 
Hopi and Navajo 

81:117:019 

San Juan Basin, Navajo 
81:117:025 

Sohio Uranium Mill Waste Pond Near Laguna, 
N.M. 

81:117:062 

untitled (elderly man near painted canvas) 
81 :117:001 

untitled (group seated under shelter) 
81:117:002 

untitled (man and three women before stone 
house and wall) 

81:117:032 

untitled (female speaker with microphone 
addressing group) 

81:117:033 



untitled (female speaker addressing group) 
81:117:035 

untitled (man, two women, and child in 
parking lot) 

81:117:036 

untitled (men at table in front of Hopi Reserva
tion map) 

81:117:037 

untitled (three male speakers at table in front 
of Hopi Reservation map) 

81:117:038 

untitled (portrait of four women) 
81:117:039 

untitled (portrait of two women) 
81:117:040 

untitled (portrait of two women) 
81:117:041 

untitled (group of people seated under shelter) 
81:117:042 

untitled (group of people seated under shelter) 
81:117:043 

untitled (group of seated people) 
81:117:044 

untitled (portrait of family) 
81:117:045 

untitled (woman and two children) 
81:117:046 

untitled (five male speakers on stage) 
81:117:047 

untitled (male speaker holding microphone and 
pointing to map) 

81:117:048 

untitled (four male speakers seated at table) 
81:117:049 

untitled (cliff dwelling) 
81:117:052 

untitled (female portrait) 
81:117:053 

untitled (group of women; clouds) 
81:117:054 

untitled (two male speakers at table before Hopi 
Reservation map) 

81:117:055 

untitled (Loretta Lomayaktewa) 
81:117:056 

untitled (male speaker with microphone before 
group) 
81:117:057 
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untitled (two male speakers at table before Hopi 
Reservation map) 
81:117:058 

untitled (landscape) 
81:117:059 

untitled, February 1981 (Tony Phillip Jones) 
81:117:060 

CAMERA WORK 

Special Number,June 1919 
Contains eight halftones of paintings by Cezanne, 

Van Gogh, Picasso, and Picabia; sizes vary 
Purchase 
81:101 :001-008 

See also BRIGMAN, ANNE 

Cezanne.see CAMERA WORK 

DECARA VA ROY 
Sixteen gelatin silver prints of varying sizes 
Purchase 
81 :095:001- 014 

Asphalt Workers, New York, 1978 
81:095:016 

Child in Window, Clothesline, New York, 1950 
81:095:001 

Coltrane and Elvi11, New York, 1960 
81:095:009 

Elvinjones, New York, 1960 
81 :095:010 

Embroidered Blouse, Washington, D. C., 1975 
81 :095:015 

Ex-Fighter, New York, 1961 
81:095:011 

Four Men, New York, 1964 
81:095:013 

Haynes,Jones and Benjamin, New York, 1956 
81:095:007 

Julia Holding Baby High, New York, 1952 
81:095:003 

Man Coming Up Subway Stairs, New York, 1952 
81:095:006 

Man Sta11di11g in Rubble, New York, 1951 
81:095:002 

Miltjackson, New York, 1956 
81:095:008 

Night Feeding, New York, 1973 
81:095:014 

Shirley Looking Down Stairwell, New York, 1952 
81:095:004 



Three Men with Hand Trucks, New York, 1963 
81:095:012 

Young Girl Pinning Up Hair, New York, 1952 
81:095:005 

de Mayo, Deanna. see GROUP PORTFOLIOS, 
Arid Zones 

DRTIKOL, FRANTISEK 

Frantisek Drtikol (Portfolio) 
Nine gelatin silver prints of varying sizes made 

from negatives in the collection of the Inter
national Museum of Photography at the 
George Eastman House 

Purchase 
81:118:001-009 

EVANS, SUSAN. see GROUP PORTFOLIOS, 
Arid Zones 

FISHER, HAL 

5:00a.m. 
Gelatin silver print, 12.7 x 17 .7 cm 
Purchase (print accompanying purchase of limited 

edition copy of 18th Near Castro Street X 24; NFS 
Press, San Francisco, 1978) 

81:139:001 

Ford, Bonnie. see GROUP PORTFOLIOS, 
Arid Zones 

FRIEDLANDER, LEE 

Eleven gelatin silver prints of varying sizes 
Purchase 

81:096:001- 011 

Colorado, 1967 
81:096:003 

George Washington Bridge, 1973 
81:096:008 

Lake Louise, 1974 
81:096:009 

London, 1968 
81:096:005 

Mexico City, 1975 
81:096:010 

Mexico City, 1975 
81:096:011 

New York, 1963 
81:096:001 

New York City, 1969 
81:096:006 

New York City, 1971 
81:096:007 
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Philadelphia, 1965 
81:096:002 

Route 9W, New York, 1969 
81:096:004 

Frost, Susan. see GROUP PORTFOLIOS, 
Arid Zones 

Fry, Linda. see GROUP PORTFOLIOS, Arid Zones 

Ganis,John.see GROUP PORTFOLIOS, 
Arid Zones 

Gaver, Becky.see GROUP PORTFOLIOS, 
Arid Zones 

GORDON, BONNIE 

Fireman, 1975 
Cyanotype print, 35.5 x 27.8 cm 
Purchase 
81: 126:001 

Words about Eyesight, 1977 
Cyanotype print, 35 .5 x 27 .8 cm 
Purchase 
81:126:002 

GROUP PORTFOLIOS 

Arid Zones 
Tucson, Arizona: University of Arizona, Depart

ment of Art, 1981 
Twelve silkscreen prints of varying sizes by 

Deanna de Mayo, Susan Evans, Susan Frost, 
Linda Fry,John Ganis, Becky Gaver,James 
Keller, V icki Lee Ragan, William Saladino, 
Bonnie Ford Schenkenberg, Ann Simmons
Myers, and Todd Walker 

Gift of the artists 
81 :091 :001-012 

HAGEMEYER, JOHAN 

Negatives and proof prints. Organization in prog
ress; subject of a future research guide 

Gift of David and Jeanne Hagemeyer 

HEINECKEN, ROBERT 

Figure/Foliage #1, 1969 
Assemblage of photographic film and Plexiglas 

sheet with a thin wooden veneer frame, 
12.7 x 12.7 x 2.5 cm 

Purchase 
81:009:001 



HENLE, FRITZ 

Twenty-eight gelatin silver prints of varying sizes. 
Gift of Fritz Henle 
81: 130:001- 028 

China. Peking -Acrobats, 1935 
81:130:003 

Curtis Institute of Music. Young Gary Gratman and 
His Teacher, ca. 1940 

81:130:018 

Haiti. Cockfight, ca. 1956 
81: 130:007 

Japan. Tokyo University. Student Sword-Fighter in 
His Masque, 1936 

81: 130:004 

Mexico. Puebla -the Hidden Convent, 1937 
81:130:008 

New York 52nd Street. Customers in a Restaurant, 
1937 

81:130:012 

New York 52nd Street. Entrance to the "21 Club," 
1937 

81:130:013 

New York 52nd Street. Hat Vendor on the West 
Side, 1937 

81:130:011 

New York 52nd Street. Saxophone Player in a Night 
Club, 1937 

81:130:016 

New York 52nd Street. Swimming Pool in the 
Boys Club 

81:130:009 

New York 52nd Street. Taxicabs Waiting for the End 
of the Show, 1937 

81:130:015 

New York 52nd Street. Three Boys and an Old 
Tricycle 

81:130:010 

New York. Washington Square. The Art Critic, 
1952 

81:130:017 

A Nightcap in Front of the "21 Club" on West 52nd 
Street, 1937 

81:130:014 

Nude in the Intricate Shapes of a Fallen Tree, 1954 
81:130:002 

Nude in the Window, 1954 
81:130:001 
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Paris. Fishermen at the Seine, 1938 
81:130:020 

Paris. Two ladies in the Jardin du Luxembourg, 1938 
81:130:019 

St. Thomas, Virgin Islands, Tortola Wha,f, 1947 
81:130:005 

Virgin Islands. Family Scene on Peter Island after 
Slaughtering a Goat, 1952 

81:130:006 

HURN, DAVID 

Slide Rock, Arizona, 1980 
Gelatin silver print, 18.5 x 27 .9 cm 
Gift of David Hurn 
80:156:002 

JANSEN, CATHERINE 

untitled (from Cloth on Cloth series, 1980) 
Color Xerox print heat transferred onto cloth, 

55.8 x 44.1 cm 
Purchase 
81:125:001 

JONES, HAROLD 

Aaron Siskind, Happy Valley, Arizona, 1978 
Gelatin silver print 45.8 x 36.6 cm 
Gift of Harold Jones 
81:014:001 

Bedroom, 1977 
Gelatin silver print, 47 .6 x 38.7 cm 
Gift of Harold Jones 
81:014:007 

Darkroom I, 1976 
Gelatin silver print, 41.0 x 32.1 cm 
Gift of Harold Jones 
81:014:006 

Heinecken, 1980 
Gelatin silver print, 45.8 x 36.5 cm 
Gift of Harold Jones 
81:014:005 

Ice in Glass, 1978 
Gelatin silver print, 46.1 x 37 .6 cm 
Gift of Harold Jones 
81:014:004 

Out Pete's Window, 1980 
Gelatin silver print, 45 .8 x 34.7 cm 
Gift of Harold Jones 
81:014:002 

Push Pin Still Life, 1978 
Gelatin silver print, 36.6 x 45.5 cm 
Gift of Harold Jones 
81:014:003 



Road, 1977 
Gelatin silver print, 33.5 x 41.5 cm 
Gift of Harold Jones 
81:014:009 

San Xavier de/ Bae, 1977 
Gelatin silver print, 38.6 x 47.6 cm 
Gift of Harold Jones 
81:014:010 

Tree/Shadow, 1978 
Gelatin silver print, 36.5 x 45.6 cm 
Gift of Harold Jones 
81:014:008 

KASEBIER, GERTRUDE 

Brownies, 1904 
Platinum print, 19.5 x 15.0 cm 
Purchase 
81:072:001 

Kellcr,James.see GROUP PORTFOLIOS, 
Arid Zones 

KETCHUM, CAVALLIERE 

From the Village of Manzano series, ca. 1968 

Lopez Girl 
Gelatin silver print, 19.8 x 19.2 cm 
Gift of Van Deren Coke 
81:119:002 

untitled (portrait of young man surrounded by 
religious images) 

Gelatin silver print, 27 .8 x 27 .00 cm 
Gift of Van Deren Coke 
81:119:001 

untitled (portrait of old woman and three girls) 
Gelatin silver print, 18.7 x 18.7 cm 
Gift of Van Deren Coke 
81:119:003 

KLEIN, WILLIAM 

Actor's Praesidium, Moscow, 1960 
Gelatin silver print, 23.3 x 34.4 cm 
Purchase 
81:098:002 

Armistice Day, Paris, 1968 
Gelatin silver print, 29 .9 x 44.3 cm 
Purchase 
81:098:003 

Bikini, Moreva River, Moscow, 1959 
Gelatin silver print, 24.8 x 34.4 cm 
Purchase 
81:140:001 
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Four Heads, Thanksgiving, 1954 
Gelatin silver print, 32.9 x 24.3 cm 
Purchase 
81:140:005 

Kiev Railroad Station, Moscow, 1959 
Gelatin silver print, 30.8 x 44.7 cm 
Purchase 
81:140:003 

Lampost, Paris, 1957, Vogue 
Gelatin silver print, 33.7 x 23.8 cm 
Purchase 
81:140:004 

Snow Ma11, N. Y., 1954 
Gelatin silver print, 24.1 x 32.7 cm 
Purchase 
81:098:001 

Stickball Dance, New York, 1955 
Gelatin silver print, 26.2 x 36.0 cm 
Purchase 
81:140:002 

KRASNOW, PETER 

E. Weston, Photographer 
Lithographic print, 40.2 x 27.1 cm 
Purchase 
81 :123:001 

LANDWEBER, VICTOR 

816 N. Crescent Heights Boulevard, Los Angeles, 
California, 1980 

Cibachrome print, 22.2 x 33.1 cm 
81:114:001 

Festival of the Chariots, Venice, California, 1977 
Cibachrome print, 22 .3 x 33 .2 cm 
81 :114:002 

Museum of Natural History, Los Angeles, California, 
1977 

Cibachrome print, 22.2 x 33.1 cm 
Purchase 
81:114:003 

LAURENT,]. 

Fifty-eight albumen prints of varying sizes 
Purchase 
81:113:001- 058 

Aranjuez. El palacio real y el Parterre 
81:113:021 

Aranjuez. Entrada de los jardines de la Isla 
81:113:010 

Aranjuez. Fuente de/ Cisne en el jard(n de/ 
Principe 

81:113:014 



Aranjuez. Pabellones de la Ria, en el Jardin de[ 
Principe 

81:113:011 

Avila. Altar de Santa Lucia en la catedral 
81:113:034 

Avila. Portada de la catedral 
81 :113:016 

Avila. Puerta def Alcazar 
81:113:002 

B. E. Murillo. Jesus et Saint Jean enfants (Les 
Enfants A La Coquille) (au Musee du Prado) 

81 :113:042 

Burgos. El paseo def Espolim 
81 :113:029 

Cadiz. La Alameda de Apodaca con la iglesia 
de[ Carmen 

81:113:009 

Cadiz. Vista general desde puerta de tierra 
81 :113:028 

Catedral de Burgos. Puerta def Sarmental 
81 :113:019 

Catedral de Burgos. Vista de la Nave de la puerta 
de la Pellegeria 

81:113:020 

Catedral de Toledo. Capilla de Santiago, con los 
sepulcros de D. Alvaro de Luna y su muger [sic] 

81:113:036 

Catedral de Toledo. Parle lateral de/ altar mayor 
81:113:035 

Cathedrale de Tolede. Statuette de St. Franfois, 
oeuvre d'Alonso Cano 

81 :113:037 

El Escorial. El rey Don Felipe II. La reina Dona 
Ana, su cuarta y ultima muger [sic]; Dona Isabel 
de Valois; su tercera mug er [sic]; Dona Marfa de 
Portugal, su primera 

81:113:038 

El Escorial. Vista de/ monasterio desde la Presa 
81:113:018 

Gibraltar. Vista general tomada desde La Linea 
81:113:006 

]. Jordaens. Scene de famille dans un Jardin 
(au Musee du Prado) 

81:113:055 

La Cartuja (Burgos). Sepulcro de los Reyes D. 

Juan II y Da. Isabel de Portugal 
81:113:031 

La Cartuja (Burgos). Vista interior del temp lo 
81:113:030 
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Las Hue/gas (Burgos). Fachada de/ monasterio 
81:113:032 

Malaga. Vista de la Alameda 
81:113:005 

Malaga. Vista general des de el Faro 
81:113:013 

Murillo. La Conception de la Vierge (au Musee 
du Prado} 

81:113:039 

Murillo. La Vierge au Rosaire. (au Musee du Prado} 
81:113:040 

Murillo. La vision du Patricien romain. 
(a l'Academie de St. Ferdinand) 

81:113:044 

Murillo. Le divin berger (au Musee du Prado) 
81:113:043 

Murillo. Le mariage mystique de Ste. Catherine, 
derniere oeuvre de Murillo (au couvent des 
"Capuchinos" a Cadiz) 

81:113:046 

Murillo. Le Patricien raconstant sa vision au Pape 
et lui demandant ['authorisation de la realiser 
(a l'Academie de St. Ferninand) 

81:113:045 

Murillo. Sainte Elizabeth, Reine de Hongrie 
guerissant /es teigneux (a l'Acadedrnie de 
S. Ferdinand) 

81 :113:041 

Ronda (Malaga). La gruta def Cato 
81:113:004 

Ronda (Malaga). Los rnolinos de[ Tajo de Ronda 
81:113:008 

Ronda (Malaga). Puente nuevo de/ Tajo de Ronda, 
por el poniente 

81 :113:003 

Rubens. "Le Jardin d'Amour" (au Musee de prado) 
81:113:057 

San Ildefonso. Estanque de/ Mar 
81 :113:007 

San Ildefonso. Vista de[ Palacio y de la cascada de 
la Selva 

81:113:025 

Segovia. El Alcazar y la Catedral vistos desde 
la Fuencisla 

81 :113:027 

Segovia. Vista de la Catedral desde la plaza 
81:113:026 

Segovia. Vista de las Mural/as de Segovia 
81 :113:015 



Segovia. Vista general de[ acueducto romano 
81:113:012 

Titien. L 'empereur Charles Quint a cheval 
( au Musee du Prado) 

81:113:058 

Toledo. Claustro de San Juan de los Reyes, visto 
desde elfondo 

81:113:023 

Toledo. La puerta de[ Sol 
81:113:001 

Toledo. Portada de[ hospital de Santa Cruz 
81:113:017 

Toledo. Vista interior de la catedral 
81:113:024 

Toledo. Vista interior de la iglesia de[ Trcinsito 
81:113:033 

Toledo. Vista interior de San Juan de los Reyes 
81:113:022 

Van Dyck. Van Dyck et son protecteur le Comte de 
Bristol (au Musee du Prado) 

81:113:056 
Velazquez. Boujfon de Philippe IV appele Pabillos 

de Valladolid. (au Musee du Prado) 
81:113:052 

Velazquez. Espoe. (au Musee du Prado) 
81:113:053 

Velazquez. La reddition de la ville de Breda. "Les 
Lances." (au Musee du Prado) 

81:113:051 

Velazquez. Le Christ a la croix (au Musee du Prado) 
81 :113:049 

Velazquez. Le prince Balthazar Charles a cheval. 
( au Musee du Prado) 

81:113:047 

Velazquez. Les Buveurs. (au Musee du Prado) 
81:113:050 

Velazquez. L'infant D. Balthazar Charles,fils de 
Philippe IV. (au Musee du Prado) 

81 :113:048 

Veronese. Moise sauve du Nil ( au Musee du Prado) 
81:113:054 

LEVINSTEIN, LEON 

Blind Woman, New York, 1954 
Gelatin silver print, 35.4 x 28.1 cm 
Purchase 
81:137:004 

Herald Square, New York, ca. 1955 
81:137:005 
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Hollywood, Florida, 1975 
Gelatin silver print, 34.0 x 26.4 cm 
Purchase 
81 :137:001 

Times Square, 1963 
Gelatin silver print, 34.5 x 25.6 cm 
Purchase 
81 :137:002 

West Side, New York, 1968 
Gelatin silver print, 34.0 x 26.5 cm 
Purchase 
81:137:003 

LYONS,JOAN 

Presences (Portfolio) 
Rochester, New York: Visual Studies Workshop 

Press, October 1980 
Eleven offset lithographic prints of varying sizes 
Purchase 
81:103:001- 011 

McCOY, ALLAN B. 
Fourteen gelatin silver prints, some hand-colored, 

toned or screened; sizes vary 
Gift of Allan W. McCoy 
81 :115:001- 014 

Anchors 
81:115:005 

Apprehensive 
81 :115:002 

Eastfrom Main Street 
81:115:003 

Frosted 
81:115:011 

Light, Line and Form 
81:115:010 

Lower East 
81 :115:008 

Moist Motif 
81:115:004 

Moming After 
81:115:014 

Museum Pieces 
81 :115:009 

Seasonal Design 
81 :115:001 

Sonata 
81:115:006 

Southwest, U.S.A. 
81 :115:012 



Wotzit Say,Joe? 
81:115:013 
Ye Bridge 
81:115:007 

McMURTRY, EDWARD 
Windmill, ca. 1932-1933 
Carbro print, 7 .5 x 10 .0 cm 
Purchase 
81:013:001 

Maddow, Ben and Frieda. see STRAND, PA UL: 
Correspondence 

MICHIELS, J. F. 
Album von Kiiln, 1853-1854 (album) 
Koln, Germany: Gavel, Verlag F. C .  Eisen, 1980 
Eight color, screenless reproductions of varying 

sizes 
Purchase 
81:133:001-008 

MORRIS, WRIGHT 
Twelve gelatin silver prints of varying sizes 
Purchase 
81:015:001-012 

Barber Shop Interior, 1947 
81:015:011 
Bedroom Interior with Washstand, 1947 
81:015:012 
Drawer with Silverware, 1947 
81:015:008 
Dresser Drawer, 1947 
81:015:010 
Eroded Soil, 1940 
81:015:004 
Front Room Reflected in Mirror, 1947 
81:015:006 
Gano Grain Elevator, 1940 
81:015:003 
Houses on Incline, 1941 
81:015:005 
Hydrant and Gas Tanks, 1937 
81:015:002 
Straight-Back Chair, 1947 
81:015:007 
View into Kitchen, 1947 
81:015:009 
Wooden Tub with Basin, 1936 
81:015:001 
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MORTENSEN, WILLIAM 
Twenty-seven gelatin silver prints, one photogra

vure, one print of an undetermined process, and 
one black ink drawing of varying sizes 

Purchase 
81 :093:001 -029 

Fragment, 1930 
81:093:020 
George Dunham 
unknown process, possibly a bromoil transfer 
81:093:028 
George Dunham, Portrait of an American 
81:093:019 

Human Relations, 1932 
81:093:009 
Nicolo Paganini 
81:093:023 
Patricia 
81:093:002 
The Pit and the Pendulum, 1934 
81:093:024 
Stamboul, 1934 
81:093:021 (same image as 81:093:022) 
Stamboul, 1934 
81:093:022 (same image as 81 :093:021) 
Suspicion 
81:093:001 
The Tantric Sorcerer 
81:093:008 
untitled (portrait of a young man) 
81:093:003 
untitled (allegorical study using George 

Dunham as the model) 
81:093:004 
untitled (allegorical study using George 

Dunham) 
81:093:005 
untitled (portrait of George Dunham) 
81:093:006 
untitled 
81:093:007 
untitled (variant of Human Relations, 1932) 
81:093:010 
untitled (variant of Human Relations, 1932) 
81:093:011 
untitled (variant of Human Relations, 1932) 
81:093:012 



untitled (Oriental man with bow and knife) 
81:093:013 

untitled (portrait of George Dunham) 
81:093:014 

untitled (portrait of George Dunham) 
81:093:015 

untitled (portrait of George Dunham) 
81:093:016 

untitled (George Dunham smoking cigarette) 
81:093:017 

untitled (George Dunham with mustache) 
81:093:018 

untitled (hands and manuscript) 
81:093:025 

untitled (portrait of a woman in the landscape) 
Photogravure 
81:093:026 

untitled, 1950 (photograph of a drawing; male 
portrait) 

81:093:027 

untitled, 1953 (male portrait) 
Black ink drawing 
81:093:029 

PROOF PRINTS AND MANUSCRIPT MATERIAL 

One hundred seventy-four proof prints and 
manuscript material relating to Mortensen's 
publications 

Purchase 
81:092:001-174; AG 43 

MOSHER, ROBERT 

Chicago, 1971 
Gelatin silver print, 17 .5 x 26 .2 cm 
Gift of Robert Mosher 
81:004:004 

Chicago, December 1971 
Gelatin silver print, 17.4 x 26.2 cm 
Gift of Robert Mosher 
81:004:005 

Chicago, December 1971 
Gelatin silver print, 17 .3 x 25.9 cm 
Gift of Robert Mosher 
81:004:006 

Chicago, March 1972 
Gelatin silver print, 17.3 x 26.0 cm 
Gift of Robert Mosher 
81:004:002 
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Chicago, Lakefront, July 1972 
Gelatin silver print, 17.3 x 25.9 cm 
Gift of Robert Mosher 
81:004:001 

Chicago, Lakefront, Summer 1972 
Gelatin silver print, 17.4 x 25.9 cm 
Gift of Robert Mosher 
81:004:003 

Munson, Doug.see MUYBRIDGE, EADWEARD 

MUYBRIDGE, EADWEARD 

Yosemite Photographs, 1872 (Portfolio) 
Chicago: Chicago Albumen Works, Inc., and 

Yosemite Natural History Association, 1977 
Ten gold-toned albumen prints of varying sizes 

made from copy negatives by Doug Munson 
and Charles B. Reynolds 

Purchase 
81:073:001-010 

NATAL,JUDITH 

Carol with Butte,jlies #2, 1978 
Photogravure, 30.4 x 22.1 cm 
Purchase 
81:142:002 

Jill with Fan, 1978 
Photogravure, 14.9 x 20.5 cm 
Purchase 
81:142:003 

untitled, 1980 (abstraction; nude; starfish) 
Photogravure, 35.6 x 36.7 cm 
Purchase 
81:142:001 

NEIMAN AS, JOYCE 

Banana, Red Table Setting, 1979 
Cibachrome print, 32.5 x 49.2 cm 
Purchase 
81:106:001 

Designed to Deceive #2, 1980 
Gelatin silver print, 48.7 x 34.3 cm (irregular) 
Purchase 
81:088:003 

Designed to Deceive #10, 1980 
Gelatin silver print with silver inked shadows and 

colored pencil, 31.7 x 45.2 cm 
Purchase 
81:088:002 

Masculine Look, 1977 
Gelatin silver print with hand-coloring and photo

grams of objects, 39 .5 x 49 .1 cm 
Purchase 
81:088:001 



Topographical, 1978 
Gelatin silver print with paint, pencil, ink, and cut 

surfaces; 39 .2 x 49 .5 cm 
Purchase 
81:106:002 

NETTLES, BEA 

Lake Parrot, 1980 
Kwik-print, 40.5 x 50.6 cm 
Purchase 
81:127:001 

Picabia. see CAMERA WORK 

Picasso.see CAMERA WORK 

PLOSSU, BERNARD 

Nine gelatin silver prints, some toned, and four 
Fresson prints (as indicated); sizes vary 

Purchase (except when indicated) 
81:132:001-013 

Big Sur, 1970 
Fresson print 
81:132:004 

California, 1977 
Gift of Bernard Plossu 
81:132:013 

Coronado, New Mexico, 1978 
81:132:007 

Madrid, 1975 
Fresson print 
81:132:002 

Nambe Pueblo, 1978 
81:132:012 

Northern New Mexico, 1978 
81:132:006 

Ranchos de Taos, 1979 
81:132:005 

Ranchos de Taos, 1979 
81:132:009 

Ranchos de Taos, Church, 1978 
81:132:010 

Senegal, 1976 
Fresson print 
81:132:001 

Taos, 1978 
81:132:011 

Taos Pueblo, 1977 
81:132:008 

Tizuit, Morocco, 1975 
Fresson print 
81:132:003 
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Ragan, Vicki Lee.see GROUP PORTFOLIOS, 
Arid Zones 

Reynolds, Charles B. see MUYBRIDGE, 
EADWEARD 

Saladino, William. see GROUP PORTFOLIOS, 
Arid Zones 

SA.RONY, NAPOLEON 

Four gelatin silver cabinet cards of varying sizes 
(portraits of actress Dorothy Schumaker) 

Purchase 
81:070:001-004 

Schenkenberg, Bonnie Ford. see GROUP 
PORTFOLIOS, Arid Zones 

Simmons-Meyers, Ann. see GROUP 
PORTFOLIOS, Arid Zones 

Smith, Adolfe. see THOMSON, JOHN 

SMITH, K EITH 

Came of Solitaire, 1975 
Photo-intaglio print, 25.4 x 22.7 cm 
Purchase 
81:128:001 

SMITH, W. EUGENE 

Twelve gelatin silver prints of varying sizes used 
for the publication of Minamata, Holt, Rinehart, 
and Winston, New York, 1975 (page numbers 
appear in parentheses after the titles) 

Gift of Aileen Smith 
81:138:001-012 

Fishing near Minamata Bay (pgs. 12-13) 
81:138:010 

Carr Photographed Before Being Consumed for 
Lunch (pg. 27) 

81:138:004 

Hands Affected by Minamata Disease and Arthritis 
(pg. 73) 

81:138:009 

Members of the Patients' Support Croup in a 
Demonstration (pg. 84) 

81:138:008 

Shinobu and her Mother preparing to Leave the 
Minamata Train Station for the United Nations 
Environmental Conference in Stockholm, Sweden, 
1972 (pg. 163) 

81:138:001 

Takako lsayama held by Her Mother at the Harbor 
near Her Home (pgs. 20- 21) 

81:138:006 



Teruo Kawarnoto and Supporters Marching in 
Protest to Chisso's Goi Factory (pgs. 92-93) 

81 :138:012 

Tomoko Being Washed by Her Mother (pgs. 18-19) 
81:138:002 

untitled (Mrs. Hayashida; pg. 63, top right) 
81:138:003 

untitled (Teru Kawamoto; pg. 104) 
81:138:005 

untitled (hands holding photograph of victim; 
pg. 39) 

81:138:007 

untitled (figures on fishing boat; similar to image 
on pp. 12-13) 

81:138 :011 

STEINER, RALPH 

Ten Photographs from the Twenties and Thirties and 
One from the Seventies (Portfolio) 

Eleven gelatin silver prints of varying sizes 
Gift of Mrs. Caroline Steiner 
81:069:001-011 

STRAND, PAUL 

Four hundred and nine gelatin silver study prints of 
varymg sizes 

Gift of the Paul Strand Foundation 
81:076:000-81 :087:000 
Correspondence 

One undated greeting card from Paul Strand; 
one undated letter from Paul Strand to Ben 
Maddow; three letters from Paul Strand to Ben 
and Freida Maddow, dated February 11, 1956, 
December 12, 1956, and January 24, 1957; and a 
pamphlet announcing a lecture entitled "The 
Development of Photography as a Medium" by 
Paul Strand to the Art Squad, March 14, 1947, 
in the Wilkie Memorial Building. 
Gift of Ben Maddow 
AG 17:11/8 and 17:17 / 16 

TABER, ISAAC W. (TABER PHOTOS, SAN 
FRANCISCO) 

Glacier Point, 3257, Yosemite, California 
Albumen print, 29.3 x 21.0 cm 
Purchase 
81:116:001 

Yosemite Falls 
Albumen print, 30.0 x 21.0 cm 
Purchase 
81:116:002 
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TALBOT, WILLIAM HENRY FOX 

Affidavits dated May 25, 1854 by Sir David 
Brewster and Sir John Herschel regarding the 
calotype process 

Purchase 
AG 13:1/2 

THOMSON.JOHN 

Street Incidents (Album) 
London: Sampson, Low, Marston, Searle and 

Rivington, 1881 
Twenty-one woodburytype reproductions of vary

ing sizes with text by Adolfe Smith 
Purchase 
81 :121 :001-021 

TICE, GEORGE 

From the Chrysler building, N. Y., 1978 
Toned gelatin silver print, 24.4 x 19.5 cm 
Purchase 
81:129:001 

Liberty Park,Jersey City, N.J., 1979 
Toned gelatin silver print, 26.5 x 33.5 cm 
Purchase 
81:129:002 

TOTH, CARL 

untitled, 1976/77 (tree branches) 
Gelatin silver print, 31.0 x 45.7 cm 
Purchase 
81:141:001 

untitled, 1977 (two dogs in a park; trees) 
Gelatin silver print, 31.0 x 45.9 cm 
Purchase 
81:141 :002 

UELSMANN,JERRY 

Jerry Uelsmann prints numbered 80:011:007, :048, 
:054, :058-061, and :101-105 are purchases, not 
gifts of the artist as listed in "Acquisitions: 
January-June 1980." 

Van Gogh. see CAMERA WORK 

Walker, Todd. see GROUP PORTFOLIOS, Arid 
Zones 

WESTON(?) 

untitled, n.d. (portrait of woman and child in 
chair) 

Gelatin silver print, 10.9 x 9.1 cm 
Gift of Gertrude Sharp Shurr 
81:003:001 



WESTON, BRETT 

untitled, n.d. (prickly pear) 
Gelatin silver print, 10.8 x 9.1 cm 
Gift of Gertrude Sharp Shurr 
81:001:001 

untitled, n.d. (portrait of James B. Sharp) 
Gelatin silver print, 11.1 x 9 .1 cm 
Gift of Gertrude Sharp Shurr 
81:001:003 

untitled, n.d. (portrait of James B. Sharp) 
Gelatin silver print, 10.6 x 9.1 cm 
Gift of Gertrude Sharp Shurr 
81:001:004 

untitled, n.d. (portrait of James B. Sharp) 
Gelatin silver print, 10.9 x 9.1 cm 
Gift of Gertrude Sharp Shurr 
81:001:005 

untitled, n.d. (portrait of James B. Sharp) 
Gelatin silver print, 11.6 x 9.1 cm 
Gift of Gertrude Sharp Shurr 
81:001:006 

untitled, Sept. 1938 (portrait ofB. Bufano) 
Gelatin silver print, 11.6 x 9.1 cm 
Gift of Gertrude Sharp Shurr 
81:001:002 

see also: WESTON, EDWARD 

WESTON, COLE 

Storm, Point Lobos, 1977 
Dye transfer print, 38 .8 x 49 .5 cm 
Purchase 
81:089:001 

WESTON, EDWARD 

EDWARD WESTON ARCHIVE 

Photographs, negatives, correspondence, Day
books, memorabilia and ephemera. Organiza
tion in progress; subject of future research 
guide 

Anonymous gift 

ADDITIONAL PRINTS 

untitled, n.d. (female portrait) 
Gelatin silver print, 9 .5 x 7 .2 cm 
Gift of Gertrude Sharp Shurr 
81:002:001 

untitled, n.d. (female portrait) 
Gelatin silver print, 8.7 x 7.0 cm 
Gift of Gertrude Sharp Shurr 
81:002:002 

96 

untitled, n.d. (female portrait) 
Gelatin silver print, 9 .2 x 7 .2 cm 
Gift of Gertrude Sharp Shurr 
81:002:003 

untitled, 1935 (portrait of Margaret Klem) 
Gelatin silver print, 11.5 x 9.2 cm 
Gift of Gertrude Sharp Shurr 
81:002:004 

untitled, 1935 (crossed hands with apple) 
Gelatin silver print, 8.6 x 11. 4 cm 
Gift of Gertrude Sharp Shurr 
81:002:006 

untitled, 1935 (portrait of Brett Weston 
and Cicely Edmunds) 

Gelatin silver print, 9 .1 x 11.1 cm 
Gift of Gertrude Sharp Shurr 
81:002:005 

Weston, Mark: see WESTON, NEIL 

WESTON, NEIL 

untitled, 1945 (portrait of Edward Weston) 
Gelatin silver print made by Mark Weston, 24.4 x 

19.3 cm 
Gift of Neil Weston 
81:124:001 

WOOD,JOHN 

john Wood. A Portfolio of Offset Lithographs 
(Portfolio). 

Rochester, New York: Visual Studies Workshop, 
1980 

Twelve offset lithographic prints of varying sizes 
Purchase 
81:104:001- 012 

WU DA-CHEN 

Twenty-two gelatin silver prints of varying sizes 
Purchase 

81:074:001- 022 

An Ancient Trail 
81:074:008 

Bicycles 
81:074:015 

Checkmate! 
81:074:017 

Ferry in the Rain 
81:074:013 

The Good Earth 
81:074:001 

Grazing 
81:074:006 



Homesick Melody 
81:074:005 

In the Clouds 
81:074:012 

Last Puff 
81:074:002 

Lining Up for Evening News 
81:074:019 

Little Customer 
81:074:014 

Lunchtime 
81:074:009 

Market 
81:074:016 

Mist Surrounding Mysterious Peaks 
81:074:004 (duplicate of81:074:021 and 

81 :074:022) 
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Mist Surrounding Mysterious Peaks 
81:074:021 (duplicate of81:074:004 and 

81:074:0022) 

Mist Surrounding Mysterious Peaks 
81:074:022 (duplicate of81:074:004 and 

81:074:021) 

Mt. Huangshan 
81:074:007 

Old Farmer 
81:074:020 

Rush Hour 
81:074:018 

Soaring 
81:074:010 

Solitude 
81:074:011 

Waiting Room 
81:074:003 



From the Archives: Edward Weston 

CARL WAGLEY CULPE�P!R 

Dear !Jerle:-

P.O. Box 619 
North Hollywood, Calif. 
February 7, 1951. 

Here I s a nriceless Weston print out of the past. It was nade 
about 1920 when his studio was located in Tropico (now Glendale). The 
picture ·.,as used to illustrate an ad for Willard George, furs. The 
model was Mar[;Urita Fisher, then leading lady of the old American Film 
Co., Santa Barbara. The furs were snecially made for her by Willard 
George and she consented to pose in them for our ads. 

ilhen I anproached ! r. '!leston to make the pictures he infonned 
me he .a.de portraits - not commercial pictures. Be further informed me 
his price v1as l'lUch too high for advertisers - $ JO a print. This didn't 
present any problem as I had been paying $ 25 a print and when I agreed 
to his terms I presume he thought I was a bit daffy. 

;·:eston made some fifteen or twenty photos for me for use in 
Vogue ads. This harpens to be the only one I have with his signature 
to authenticate its origin. As tr. Weston has mane so few (if any) 
photographs for use in advertising this print has special significance. 

"'ihen he delivered the proofs to me he w,s attired in golf 
knickers, the approved sports attire of that era, and carried a rather 
crooked stick - a sort of Harry Lauder type, if you know what I mean, 
probably a souvenir of some "shooting" expedition. 

His studio was in a small structure, quite unlike the big 
commercial plants vri th overhead skylights and Muslin shades. As I 
recall the place the only lighting was from windows - encl I do not 
remember any lighting equipment - although this detail may have 
escaped me. The walls were bare and such props as he used - such as 
the mirror and the chairs were brought into the room from some other 
part of the building. The walls were covered with a r;rey cloth -
something like monks cloth - and anparently were constructee of some 
material that perndtted him to attach props vrherever he desired. 

Shortly after completing the se-ies of pictures for me, 
he closed his studio and len for J!exico. 

The illustrations used in this series of George ads - needless 
to sey - eor,pared favorably ,,i th t.he illustrations in Vogue I s editorial 
pages. They also represented some of the first advertising to make 
use of photographs as the main portion of the advertising message. 

Finding these 
appreciate one to add to 

Hope you like 

old prints in my files I thought you Y1ould 
your collection of Weston's work. 

it.Cordially C�l c.� 

AG6:1/7 Carl Wagley Culpepper to Merle Armitage. The Weston photograph appeared m the De
cember 15, 1919 issue of Vogue, p. 78 (information courtesy of Amy Conger) 



EDWARD WESTON 

untitled (Margurita Fisher Modeling a Fur Coat) 
Platinum print, 24.1 x 18.8 cm 
77:037:00 
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