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The Dean Brown Archive 

by JAMES L. ENYEART 

DEAN BROWN'S CAREER AS A PHOTOGRAPHER ended 
abruptly with his death in 1973 just as he was begin
ning to receive international recognition. Publications 
like Camera magazine had already published portfolios 
of his photographs. Brown's use of the dye transfer 
process was unique because of his highly formal vision 
which enabled him to successfully transform qualities 
inherent in the classical straight aesthetic from black 
and white into color. Brown's work is a welcome 
reminder of the energy and passionate commitment to 
a broad range of experimental ideas by a generation of 
new photographers, which characterized the beginning 
of the 1970s. 

The quality and breadth of Brown's accomplishment 
is remarkable in view of his relatively short lifetime 
(1936 to 1973). The number of his works alone rival the 
aspirations of many blessed with a more average lifespan. 
In brief, his archive contains fifty thousand transparen
cies, one hundred and fifty color prints, twenty-nine 
hundred black-and-white prints, twenty thousand neg
atives, and personal photographic notebooks and re
lated diary materials. 
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For Brown each transparency was both a finished 
object to be appreciated on its own terms and the 
foundation of a different creation in the form of the 
print. He was as familiar with each of the thousands of 
transparencies as most photographers are with their 
prints. When he undertook the transformation from 
the transparency to the print, he made small, intimate 
dye transfers, which maintained a quality of meditative 
quietude reflecting his own contemplative personality 
and the melodic silence found deep in the embrace of 
nature itself. 

The Center is indebted to Carol Brown and the 
Dean Brown Fund for the gift of his archive, and to 
Mrs. Raymond Brown who, along with Carol Brown, 
helped make this issue of The Archive possible. Susan 
Ruff, Assistant Archives Curator at the Center, has 
worked for more than a year processing and research
ing the Brown Archive in order to make it accessible to 
the patrons of the Center. We are grateful to her for her 
dedication to this project and for her article, which 
introduces Dean Brown to readers of the Center's 
publications. 



Dean and Carol in their loft, April 1979 (self-portrajt): gelatin silver print, 21.6 x 14.1 cm, 78:224:004 



An Appreciation 

by CAROL BROWN 

IN ONE OF THOSE COINCIDENCES that went un
noticed until time revealed its key position in a parade 
of events leading to your reading this catalog, Dean 
saw Tucson for the first time in November 1970 and 
met Jim Enyeart in New York a few weeks later. Jim 
was on a visit from the University of Kansas, where he 
was Professor of the History of Fine Arts and Curator 
of Photography at its museum. Tucson was an exotic 
name to him, a suburb of Santa Fe perhaps, as it was 
to Dean until he was given an assignment there by 
Time-Life Books to shoot swimming pools for Landscape 

Gardening. Our love affair with the desert began then. 
Our confidants were Mary Rose and Dick Duffield 
who, with infinite patience and expertise, answered 
our endless questions (what is the name of the orange 
flower that turns the Papago Reservation into a Persian 
carpet, where can we stand to clearly see the full moon 
rise and the sun set at precisely the same time). 

Lee Witkin introduced Dean to Jim at his gallery 
in New York one cold afternoon. A conversation 
began that ended twelve hours later at our loft near 
Chinatown.Jim and Dean shared passions for painting, 
wilderness, civil rights, adventure, the fine print, 
whimsey, and so it goes. Jim remembers that Dean 
said he was turning from black-and-white prints to 
color prints because they were more like music-both 
could be appreciated on so many levels and by laymen 
and experts alike. Jim believed that the high degree of 
technical excellence required to play a musical instru
ment equalled that required to make a dye transfer 
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print, and obviously, Dean loved the challenge and 
the ultimate reward in each of the disciplines. 

The evening ended. Not quite three years later, 
Dean's life ended. I became the guide to the vast 
mountain of photographs he left behind. It was a 
great honor and a nightmare responsibility. Even with 
the generous help of many friends and even though 
I devoted almost all of my attention to the task, I 
was unable to care for the pictures properly because 
of lack of knowledge, lack of facilities, lack of time, 
and, simply, lack of Dean. Once every year or so I had 
to get away for a few weeks. I developed the habit 
of flying to Tucson, renting a car, and fading into 
the desert. Eventually I heard about the Center. Later 
I heard Jim was there. Finally we had coffee together. 
And then he opened the door to his new museum and 
invited Dean into this photographer's paradise. 

What are the constituents of heaven? Everything 
is acid-free, dust-free, frenzy-free. The society is the 
equal of the climate (Weston rubs elbows with Smith). 
The staff is bright, cheerful, painstaking, and devoted, 
in spite of the absence of wings, which would be 
cumbersome in the inner vaults. By now I think you 
can understand my deep gratitude to all of the people 
involved with the Center. 

I also want to extend my special thanks to the con
tributors to the Dean Brown Fund, which was donated 
to the Center along with the archive in 1979. Their 
generosity and support made that initial preservation 
of Dean's work possible. 



Dean Brown: An Overview 

by SUSAN E. RUFF 

LANDSCAPES AND THE WILDERNESS can be risky 
subject matter for a photographer. Because it is easy to 
succumb to the cliche in nature photography and pro
duce another "pretty scenic," the photographer must 
use intuition and creativity to transcend the banal. 
The use of color in nature photography adds another 
level of difficulty. While black-and-white photography 
with its inherent tonal abstraction tends to distance 
the artist from perceived reality, color offers a more 
direct translation from the natural world to the image. 
Consequently, getting beyond the trite is a difficult 
task. 

Dean Brown was an artist who surmounted these 
problems through a variety of means. While landscapes 
and nature may appear easy to capture photographically 
when one is surrounded by beautiful sites, organizing 
these elements into a coherent image is another matter. 
Developing his own approach, he combined subtleties 
of form and color to interpret diverse aspects of en
vironments. His vision was rooted in clarifying the 
lighting, the subject, and the composition within the 
frame. To translate his individual color sense into 
pristine, jewel-like imagery, he mastered the dye trans
fer process. 

Response by the viewer to Brown's work may be 
multileveled. Initially, the viewer responds to the 
natural landscape with nostalgia. Further investigation 
reveals the formal order of the image. This structure 
does not, however, prevent the viewer from entering 
the picture. The playing of light, nuances of color, 
and delicacy of detail guide the eye through the struc
ture of the image. Overly romantic evocations are 
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thwarted by Brown's adherence to simplicity of form 
and subtle composition. 

The mastery and passion that Brown brought to his 
photography were indicative of the way he lived his 
life. Never undertaking projects half-heartedly, he 
was often consumed with understanding a subject 
thoroughly. Whether it was photography, languages, 
music, or Chinese cooking, he devoted his utmost 
energy to mastering each. 

Brown majored in the exacting field of linguistics 
at Cornell University. Linguistics taught Brown to 
think precisely and to appreciate detail. More practically, 
though, linguistics satisfied Brown's innate curiosity 
about people and their lifestyles. Through linguistics, 
he became proficient in Chinese and German and 
mastered techniques that enabled him to learn any 
language easily, which he did with Japanese, Dutch, 
Italian, Navajo, and Eskimo. Although he left Cornell 
and linguistics, his training in that field stayed with 
him and helped him on photography assignments. He 
could rapidly develop a rapport with his subjects 
through language, thereby easing their tension in front 
of the camera. 

Brown left Cornell to attend Brooklyn College 
where he graduated cum laude in music in 1961. He 
later received a master's degree in musicology at New 
York University. His interest in music is another ex
ample of his willingness to tackle a difficult skill. As 
a child, he mastered the piano, banjo, and harpsichord. 
In his twenties, he became a professional musician, 
playing the viola de gamba with the Waverly Consort 
and other Early Renaissance groups. 



Brown's close affiliation with music also led him to 
make a number of associations between music and 
photography. He believed the ambience experienced 
in listening to music could be conveyed in a great 
art work. It was that response which Brown ultimately 
sought to capture in his photography. 1 

While attending undergraduate and graduate school, 
Brown was continually photographing. No matter 
how rigorous his course loads, teaching schedule, or 
musical performance commitments were, he always 
made time to photograph. His subjects ranged from 
personal explorations of friends and family to com
mercial portraits of music associates. He would not 
pose his subjects because he did not like to tell people 
what to do. Instead Brown allowed each subject to act 
however he wished. He believed that through the 
subject's natural inclination his essential character and 
nature would be revealed. 

After completing his degree at NYU, Brown taught 
music at Brooklyn College but quit after a short time, 
discontented with teaching and the university system. 
He required greater freedom and mobility than the 
system could afford him. Rather than turn to per
forming music as a profession, he felt a stronger urge 
to create through photography. Thus in 1967, Brown 
found himself faced with the difficulty of supporting 
himself and a wife on his photography alone. 

At this time, Brown was experimenting with dif
ferent processes and printing techniques. As a result 
of his experimentation, he created an emotional series 
about the Martin Luther King funeral. A cursory 
viewing of the work reveals straightforward docu
mentary shots taken directly from the television screen 
at the time of the funeral, but rather than print the 
images directly onto photographic paper, Brown chose 
to print them on Kodalith film. The images gain a 
simplicity of composition combined with the coarse 
graphic quality of this material, which echoes the 
qualities expressed by the television. 

Brown equated television reality with actual exper
ience. He wrote: "Because of the immediacy of the 
medium, television has become the reality for many 
aspects of modern life. Riots in the street, men walk
ing on the moon, the funeral of an assassinated hero 
-such occurrences evoke deep emotional response 
because we witness them on television as they are 
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happening. We are there."2 For this work, Allan Porter, 
editor of Camera, labeled Brown an extender-a 
photographer pursuing tangents to the circle of photo
graphy.3 This series became Brown's first portfolio in 
Camera. 

In the Martin Luther King series, Brown examined 
television's infiltration into modern society. Since the 
television transmits the perceived reality that all but 
a very few (those who actually attended the funeral) 
accept as "real," then photographing directly from 
the television screen may create a truly modern docu
mentary photograph. Brown had not only made an 
important personal comment through the King story, 
expressing his sense of tragedy regarding the assassina
tion of an important leader, but he had also commented 
on society's dependence on modern technology to 
transmit information via the television set. 

Brown's photography schedule became increasingly 
busy. He was working for a greater number of publica
tions, doing more varied jobs. He still preferred the 
informal portrait assignments but also did photoessays, 
fashion work, and industrial photography. 

Brown was developing his own shooting and printing 
style. In his pursuit to capture the essential nature 
of his subject, he felt it necessary to reveal the greatest 
amount of information about the subject. To achieve 
this, he often used a wide-angle lens to record the 
maximum amount of detail. In addition, he preferred 
the smallest aperture and the slowest shutter speed 
for the depth of field and clarity of detail rendered. 
He always printed full frame and was, thus, very con
scious of composition and what was included in the 
viewfinder. To create the setting for introspective 
viewing, he chose a small format, 4 x 6 inches (10 
x 15 cm). In printing, he favored a long tonal range 
from black to white with many middle grays. 

Brown's style coupled with his informality with his 
subjects produced intimate portraits. What is created 
by his technique is an ambience of solitude through the 
formal composition, broad tonal range, and small size. 
The solitude enforces the intimate nature of the work, 
while the highly personalized images reflect both 
Brown's and the subject's nature. 

In contrast to the stylized portraits popular in 
studios, the informal quality of Brown's images was 
regarded as a refreshing change. As one admirer of 



Brown's wrote at the time, "In the daily run of studio 
portraiture ... one is inclined to lose track of the im
portance of representing people as warm, breathing, 
feeling, loving, human beings. A portfolio such as 
yours [Brown's] is a happy reminder."4 

Opera News commissioned Brown to do a series 
on the opera houses of the United States. He traveled 
to such cities as San Antonio, Santa Fe, and Santa 
Barbara. His concept expanded beyond the mere 
physical boundaries of the opera houses, incorporating 
a sense of the city and flavor of the surroundings. 
Then in November 1969, Opera News sent him to 
photograph the opera houses of Berlin. He produced 
a document of the entire city. He wrote of the ex
perience, "I had always believed Berlin to be a very 
busy, cosmopolitan place; instead I found a beautiful, 
rebuilt city with very few inhabitants. Very lonely
like a giant sleeping." 5 

His reaction to Berlin permeated the images. He saw 
the work exuding the feeling of solitude, capturing 
Berlin as he actually had perceived it. Berlin offered 
itself as the perfect model to suit his printing and 
shooting style. The isolation of figures, the classic 
rigidly composed framing, and the long tonal scale of 
subtle changes in grey were combined to produce a 
haunting series illuminating his reaction to the city. 
Brown also traveled to the German countryside and il
lustrated the lyrical and quaint qualities of that region. 

The series became Brown's second portfolio in 
Camera magazine. Allan Porter wrote at that time, 
"The images in question extend beyond the purely 
documentary and reveal a self-imposed involvement 
and an aspect of interpretive criticism in each and every 
image of the essay ... Events and situations are photo
graphed intensively, and the final choice of the images 
results in a cohesion which enables the images to speak 
for themselves."6 

Another of Brown's personal projects in 1969 was 
to record the desolation of the Lower West Side of 
Manhattan caused by an ongoing urban renewal pro
ject. He initially started on a portfolio of the building 
exteriors but found that they were torn down faster 
than he could shoot them (his hectic free-lance schedule 
only allowed him to shoot on Sundays). Hence, he 
investigated the interiors and found a wealth of poten
tial images. ·The interiors contained an unusual mixture 
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of age and elegance. He described them as places that 
retained a character that had almost vanished in New 
York, mingled with the debris left by derelicts who 
had inhabited the buildings shortly after they were 
closed up.7 Brown's style reinforced the sense of isola
tion and desolation emanating from the subject matter. 
Later, in 1973, he produced a second New York port
folio. This portrayed East New York and examined 
the devastation of that area. 

The summer of 1969 proved to be a pivotal time 
in Brown's aesthetic development. Up until then, he 
had worked almost exclusively in black and white 
and predominantly in portraiture, but an extended trip 
to California and the Southwest by him and his wife, 
Carol Brown, changed his visual outlook. It was Dean 
Brown's first trip West. The brilliance of light and 
consequent clarity of form indigenous to those areas 
astounded him. The atmosphere and land so lent itself 
to color that he was moved to work almost entirely in 
color and with landscape. 

Brown and his wife's relationship had always been a 
strong, symbiotic one, and in fact. he credited her with 
being one of the major influences in developing his 
aesthetic sense. While on the Navajo Reservation, they 
worked in virtual isolation, he photographing, she 
painting watercolors. Both being visually oriented, 
with sensibilities rooted in similar trainings, they pro
duced work that was both strong and aesthetically 
related. Often the couple would work out visual prob
lems together. Carol Brown recalls: "At the end of the 
day our conversation [would] be, 'How did you like 
the light in the desert at 4 o'clock? Did you think it 
was more pink or did you think it was a little more 
lavender?' I realized once that our whole dinner con
versation was about visual things we had seen."8 

Their ardor for the subtleties and nuances of light 
was extreme. "We became acutely sensitive to light. 
When you are making a picture of a landscape without 
people or animals in it, there is no anecdote to make 
it interesting. The earth itself is the subject and the 
changes of light provide the fascination,"9 Carol 
Brown wrote. Dean Brown concentrated on earth 
formations and natural matter as subjects. The Navajo 
Reservation is a spare country in areas, with little 
vegetation or undergrowth. Brown worked carefully 
with this characteristic at all times of the day and 



night. He preferred a high horizon line which allowed 
him to capture the intricacies of the desert floor. In 
this way he explored the expansiveness and splendor of 
the desert landscape without neglecting the relevant 
details. Some of the work reveals the sensual, organic 
formation of the land. Others depict the hostility of 
the environment, via gnarled trees and thorny cactus, 
juxtaposed with the muted colors typical of the desert. 

He set his camera on the smallest aperture and slowest 
shutter speed to capture the infinite detail of the 
desert. He painstakingly composed the subject within 
the frame, never disturbing the natural landscape to 
strengthen the composition. In the same way, he had 
done this with his portraiture. Just as he had sought 
to capture the essential character of a person on film, 
Brown photographed landscapes with empathy and 
intensity. 

His aesthetic was rooted in purist theories. He be
lieved the image-taking process was a pre-visualization 
process. Once the visualization was captured on film, 
Brown strove to reproduce it faithfully on paper. 

Similarly, Brown's attempts to capture the essential 
character of his subject is reflective of Edward Weston's 
aesthetic. Weston maintained that his purpose as a 
photographer was to "present objectively the texture, 
rhythm, form in nature without subterfuge or evasion 
in spirit or technique-to record the quintessence of 
the object or element before my lens ... "10 Brown 
selected similar theories as principles to follow although 
he came to believe in and work by those theories on 
his own. Brown was quite familiar with Weston's work 
though and considered him an important influence. 

Once Brown successfully captured the image on 
film, his next problem was to accurately render it on 
paper. He was familiar with many color processes but 
found that none would satisfactorily translate for him 
from film to print, except one-the dye transfer process . 

The dye transfer process is a highly technical craft 
often taking years to master. Using color matrices made 
from three separation negatives, the matrices are applied 
in sequence onto mordanted paper. The completed 
dye transfer print is thus made up of three combined 
dye images. The result is a deep color saturation. It 
was this process that Brown elected to master. 

Dean and Carol Brown were to have a show at 
the Witkin Gallery in New York of the work they had 
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done on the Navajo Reservation. With this incentive, 
Brown immersed himself in learning the dye transfer 
process. He spent months reading all the information 
he could find on the process, modifying his darkroom, 
and gathering materials. Finally he printed the images. 
He wrote to a friend of it: "I have gained a new 
insight, as well as respect, for the problems of printers 
since learning dye transfer. (I learned it from scratch 
and printed the pictures in five weeks-the most hellish 
five I have ever spent.)"11 

Brown succeeded brilliantly in translating his imagery 
from the slide to the print. Each image had a pristine, 
rich quality echoing the clarity of the land where it 
was taken. He again chose a small format, adding to 
the gem-like quality. 

The sum of all these parts-intensity of vision, in
trigue with detail, the ability to organize a landscape 
into a coherent whole, and desire to accurately render 
the slide to print-distinguishes Dean Brown's wilder
ness work from that of other photographers. Going 
beyond the lyrical quality inherent in the genre, Brown's 
work is both forceful and provocative. Through his 
efforts and intuition, he was able to isolate those places 
and moments in nature that transcend the romantic 
yet possess a universal beauty. 

Spurred by the success of his dye transfer project, 
Brown eagerly sought assignments that would take him 
away from New York City. He wanted to get back 
into the wilderness to shoot more and more. As often 
as possible, he and his wife returned to the Southwest. 
Occasionally Brown found assignments to take them 
there but they would have returned nonetheless. Fall 
of 1970 found them in Utah and along the Burr Trail. 
In the spring of 1971, they backpacked into the Grand 
Canyon and through the Indian ruins of the South
west. As Brown gained knowledge of the area and 
became more comfortable with color, his aesthetic 
perceptions changed slightly. Where he once looked 
for a static purity in the landscape, preferring a simple 
structured land, he could now give a shape and coher
ence to any landscape. He could successfully organize 
the multitude of forms vying for recognition. He was 
capable of juxtaposing the dramatic with the sublime 
in a carefully balanced composition. 

In the summer of 1971, Time-Life Books sent Brown 
on assignment to Alaska to record that wilderness for 



their book Wild Alaska. Alaska offered a splendor that 
he had never seen before. He worked full summer days 
capturing Alaska on film. In this series, Brown in
corporated a dramatic sense of scale using the natural 
land formations and organized the massive colorations 
of land in juxtaposition with one another. Often he 
worked from a high vantage point in an airplane, which 
enhanced the grandeur of Alaska. The images were the 
perfect blend of subtle nuances of color and dramatic 
expanses of space. Brown maintained that clarity of 
vision for the rest of his life. 

Although he anxiously anticipated each escape back 
to the wilderness, being commissioned by Time-Life 
for work in the Sonoran Desert of Arizona and by 
House and Garden for work on the LBJ Ranch in Texas, 
he did find a quiet retreat just an hour away from 
New York City at Harriman State Park and Bear 
Mountain. Every weekend throughout the fall and 
winter of 1972-73, he and Carol Brown went there to 
hike. The landscape of the east coast is radically dif
ferent from the land of the Southwest and Alaska. The 
mountains are not as immense as in Alaska nor as stark 
as in the Southwest. Geographically, the mountains are 
rolling. With no wide vistas to provide panoramic 
views, Brown turned to the forests. Capturing the 
delicacy of the barren trees and the ice-covered lakes, 
he revealed the gentleness inherent in that area. 

Time-Life Books commissioned Brown to do another 
wilderness study, this time for the book New England 
Wilds. In June 1973, he was assigned to photograph 
in the White Mountains of New Hampshire. When he 
and his wife arrived, the weather conditions were 
adverse and never abated. They spent freezing nights 
camping in the rain and struggled along trails that 
had turned to waterfalls. Working in such intense 
weather, Brown was able to confront and experience 
the essential elements of nature in all its violence. The 
film salvaged from the assignment depicts an under
standing of the ferociousness of the environment. It 
is ironic that one with such an acute understanding of 
the elements of nature should be overwhelmed by its 
violence. 

On July 5, Brown was requested to photograph a 
newly created waterfall on Table Mountain. He sought 
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a unique shot along a slippery rock face, lost his footing, 
and fell sixty to one hundred feet into a frigid swollen 
stream. He died of his injuries on July 8, 1973. 

In this issue of The Archive, a sampling of the best 
work by Dean Brown is made available with many of 
the images being published for the first time. This 
selection was chosen from more than 50,000 slides and 
nearly 3000 prints. Each image included relates to either 
Brown's commercial career or his creative photography. 

My thanks go especially to Carol Brown for the 
numerous hours spent discussing her late husband, as 
well as for her perseverance in sorting through his 
slides 'Just one more time." 

NOTES 

1 From a conversation with James L. Enyeart, Septem
ber 1981, regarding his first meeting with Dean 
Brown. 

2 Jerry Korn et al., eds., The Print (New York:Time
Life Books, 1970), p.211. 

3 Allan Porter, "Another Sense," Camera, No. 7 (July 
1969), p.13. 

4 Letter to Brown from Harry Killick, 30 November 
1970, Dean Brown Archive, Center for Creative 
Photography. 

5 Letter to Brown to Herrn Manuel Gasser, 9 February 
1970, Dean Brown Archive, Center for Creative 
Photography. 

6 Allan Porter, "Choice, " Camera, No. 10 ( October 
1971), p.5. 

7 Letter from Brown to personal friend Milton, 8 July 
1969, Dean Brown Archive, Center for Creative 
Photography. 

8 Unpublished transcript of interview of Dean and 
Carol Brown by Beverly Russell [ for House and 
Garden (June 1973), p.2], Dean Brown Archive, 

Center for Creative Photography. 
9 Dean Brown, Photographs of the American Wilderness 

(Garden City, N.Y.: Amphoto, 1976), np. 
10 Ibid., np. 
11 Letter from Brown to Allan Porter, 18 May 1970, 

Dean Brown Archive, Center for Creative Photo
graphy. 



DEAN BROWN 

A Black-and-White Portfolio 



PLATE 1 

Fashion Show, Williamsburg, Brooklyn, 1969 

Gelatin silver print, 11.4 x 17.0 cm 
78:222:757 



PLATE 2 

Jimmy Glenn, New York, May 1970 
Gelatin silver print, 15.8 x 10.6 cm 

78:223:187 



PLATE 3 

Anna Ray-Jones, New York, April 1973 

Gelatin silver print, 11.9 x 9.5 cm 

78:204:004 



PLATE 4 

Lower West Side, New York, July 1969 

Gelatin silver print, 16.1 x 20.8 cm 

78:213:005 



PLATE 5 

untitled, 1969 (from Martin Luther King series) 
Kodalith transparency, 8.8 x 10.3 cm 
78:203:015 

PLATE 7 

untitled, 1969 (from Martin Luther King series) 
Kodalith transparency, 8.6 x 11.2 cm 
78:203:005 

PLATE 6 

untitled, 1969 (from Martin Luther King series) 
Kodalith transparency, 8.8 x 10.3 cm 
78:203:008 

PLATE 8 

untitled, 1969 (from Martin Luther King series) 
Kodalith transparency, 8.5 x 11.2 cm 
78:203:006 



PLATE 9 

untitled, 1969 (from Martin Luther King series) 
Kodalith transparency, 8.9 x 10.4 cm 
78:203:034 

PLATE 11 

untitled, 1969 (from Martin Luther King series) 
Kodalith transparency, 8.9 x 10.4 cm 
78:203:035 

PLATE 10 

untitled, 1969 (from Martin Luther King series) 
Kodalith transparency, 8.8 x 10.3 cm 
78:203:028 

PLATE 12 

untitled, 1969 (from Martin Luther King series) 
Kodalith transparency, 8.8 x 10.3 cm 
78:203:010 



PLATE 13 

Music Academy of the West, Santa Barbara, 1969 

Gelatin silver print, 11.6 x 17.4 cm 

78:214:023 



PLATE 14 

Music Academy of the West, Santa Barbara, 1969 

Gelatin silver print, 11.6 x 17.4 cm 
78:214:009 



PLATE 15 

Berlin, November 1970 
Gelatin silver print, 10.5 x 15.6 cm 
78:217:046 



PLATE 16 

Berlin, November 1970 
Gelatin silver print, 15.5 x 10.5 cm 
78:217:052 



PLATE 17 

Berlin, November 1970 
Gelatin silver print, 10.5 x 15.6 cm 
78:217:044 



PLATE 18 

Berlin, November 1970 

Gelatin silver print, 10.5 x 15.6 cm 
78:217:005 



DEANBROvVN 

Color Landscapes 



PLATE 19 

Virgin Gorda, February 1969 
35 mm Kodachrome transparency 



PLATE 20 

Point Lobos, California, August 1969 
35 mm Kodachrome transparency and dye transfer print 
10.3 x 15.5 cm 
78:226:002 



PLATE 21 

Navajo Reservation, Arizo11a, To11a11eesd{zijf, September 1969 
35 mm Kodachrome transparency and dye transfer print 
10.2 x 15.4 cm 
78:226:004 



PLATE 22 

B11rr Trail, Utah, November 1970 

35 mm Kodachrome transparency 



PLATE 23 

Navajo Reservation, Arizona, Red Striped Hills, August 1969 
35 mm Kodachrome transparency and dye transfer print 
10.5 x 15.5 cm 
78:200:009 



PLATE 24 

Navajo Reservation, Arizona, Canyon de Chelly, November 1970 

35 mm Kodachrome transparency 



PLATE 25 

Chaco Canyon, New Mexico, Pueblo Bonito, May 1971 
35 mm Kodachrome transparency and tricolor carbon print 
9.8 x 15.0 cm 
81:206:001 



PLATE 26 

Hokkaido,Japan, April 1972 
35 mm Kodachrome transparency and tricolor carbon print 
9.8 x 15.0 cm 
81:224:002 



PLATE 27 

Lava/ands, New Mexico, October 1972 
35 mm Kodachrome transparency and dye transfer print 

10.5 x 16.3 cm 
78:200:025 



PLATE 28 

White Mountains, New Hampshire, Ellis River,June 1973 
35 mm Kodachrome transparency and dye transfer print 

10.7 x 16.2 cm 
78:200:057 



PLATE 29 

Harri111a11 State Park, New York, Turkey Hill Lake, January 1973 
35 mm Kodachrome transparency and dye transfer print 
10.3 x 15.7 cm 
78:200:047 



PLATE 30 

Katmai, Alaska, Knife River, June 1971 

35 mm Kodachrome transparency 



PLATE 31 

Mo11111 Baboquivari, Arizona, August 1972 
35 mm Kodachrome transparency and dye transfer print 
10.4 x 15.7 cm 
78:200:017 



PLATE 32 

Katmai, Alaska, Valley of Ten Thomand Smokes,July 1971 
35 mm Kodachrome transparency and dye transfer print 
10.5 x 15.9 cm 
78:200:043 



PLATE 33 

Glacier Bay, Alaska, Forest, June 1971 
35 mm Kodachrome transparency 



PLATE 34 

Glacier Bay, Alaska, Icebergs,]une 1971 

35 mm Kodachrome transparency 



PLATE 35 

Glacier Bay, Alaska, Iceberg, June 1971 
35 mm Kodachrome transparency and dye transfer print 
10.5 x 16.0 cm 

78:200:028 



PLATE 36 

Katmai, Alaska, Lake in Crater,July 1971 

35 mm Kodachrome transparency 



PLATE 37 

Katmai, Alaska, Valley with Summer Snow, July 1971 
35 mm Kodachrome transparency and dye transfer print 

10.5 x 16.0 cm 
78:200:045 



PLATE 38 

Glacier Bay, Alaska, Face of the Clacier,]une 1971 
35 mm Kodachrome transparency and dye transfer print 
16.7 x 10.8 cm 
78:200:027 



Exhibitions of the Center
) 

197 5-1981 

byNANCYD. SOLOMON 

EXHIBITIONS HAVE BEEN AN IMPORTANT PROGRAM 
of the Center for Creative Photography since it opened 
in November 1975. From the beginning, the focus of 
the exhibition policy has been to show work from the 
Center's own archives. Some exhibitions are curated 
by archivists who have been cataloging newly acquired 
collections and reveal new material not previously ac
cessible to the public. 

The audience for all Center programs is composed 
of three groups: researchers, students, and the general 
public. Each exhibition has special appeal to one or 
more of these groups. 

Traveling exhibitions organized by other institutions 
are periodically booked to present work not included 
in the archives. A number of the exhibitions organized 
by the Center have traveled to other museums and gal
leries reaching viewers who cannot come to the Tucson 
facility. Through the Center's publications, the content 
of those exhibitions that do not travel reach an inter
national audience. 

Weegee was the first show at the Center. It filled 
the seventy-running-foot-exhibition area at the 845 
North Park Avenue facility. Following is a listing of 
exhibitions held there: 

----1975 ----

November 17 - December 19 

Weegee 

December 22, 1975 - February 6, 1976 

Timothy O'Sullivan: Photographs from the 
Geological and Geographical Explorations and 

Surveys West of the 100th Meridian 
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---- 1976 ---

February 9 - February 27 

John Divola 

March 1 - March 19 

Albert Renger-Patzsch 

March 22 - April 9 

Benno Friedman 

April 12 - April 30 

Neal Slavin: 
When Two or More Are Gathered Together 

May 3 - May 21 

Bill Dane 

May 24 - July 16 

The American Landscape 

July 19 - August 20 

William DeLappa: Portraits of Violet and Al 

August 23 - September 10 

Minor White 

September 13 - October 1 

Edward Weston 

October 4 - October 22 

Bill Lesch 

October 25 - November 30 

The Photo-Secession 



December 1 - December 31 

Medical Illustration Photography 

---- 1977 ---

January 1 - January 31 

Lee Friedlander 

February 1 - February 28 

Larry Fink 

March 1 - March 31 

Paul Outerbridge 

April 1 - May 15 

Bonnie Lambert 

With the move to the present facility at 843 East 
University Boulevard, the exhibition area expanded to 
eighty-five running feet of wall space. Later a movable 
wall was added. This not only increased the display 
area, but it also allows for manipulation of the entire 
exhibition space. The curator can create an intimate 
viewing area for a section of small prints within a 
larger show or isolate photographs exploring a single 
subject. The addition of a locked display case allows 
books, portfolios, and periodicals relatmg to an exhibi
tion to be included. 

Exhibition checklists became a regular feature begin
ning with New Acquisitions, which opened March 28, 
1979. Curators usually write essays to delineate the 
concerns addressed by the exhibition. These checklists 
are distributed free to viewers and serve to document 
the exhibition. 

---- 1977 ---

June 1 - July 15 

Aaron Siskind 

July 18 - August 31 

Norman Locks 

September 1 - September 30 

Todd Walker 
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October 1 - October 31 

Evidence 

November 1 - November-30 

Laura Gilpin 

December 1 - December 31 

David Scharf: Magnifications 

---- 1978 ---

January 3 - February 10 

Ralph Gibson 

February 13 - March 31 

Timo Pajunen 

April 3 - May 13 

Kathryn Schooley-Robins 

May 15 - July 7 

American Snapshots 

July 10 - August 18 

Sonya Noskowiak 

August 21 - September 29 

Contemporary Photography in Mexico 

October 2 - November 10 

Wynn Bullock 

November 12, 1978 - January 5, 1979 

A Memorial Exhibition in Honor of 
W. Eugene Smith 

---- 1979 --

January 9 - February 9 

Jack Welpott: An Exhibition of Photographs 

February 12 - March 23 

Joel Levinson: California Flea Markets 

March 28 - May 3 

New Acquisitions: Photographs from the 
Collection of the Center for Creative Photography 



May 6 -June 14 

Herbert Bayer: Photographic Works 

June 17 - July 27 

Ernest Bloch: Photographer and Composer 

July 29 - September 6 

Louis Carlos Bernal: Photographs 

September 9 - October 11 

Michael Bishop: Tones and Chromes 

October 14 - November 8 

Harry Callahan: Photographs in Color: 
The Years 1946-1978 

November 11 - December 12 

Court House: A Photographic Document 

December 19, 1979 - January 12, 1980 

Cape Light: Color Photographs 
by Joel Meyerowitz 

With the creation of the Contemporary Gallery, the 
Center gained a second exhibition space. Funded by a 
grant from the University of Arizona Foundation, the 
gallery was built in the library reading room. The 
additional fifty running feet of wall space allows for 
exhibitions by individual photographers showing re
cent work. Also, this space enables the Center to show 
larger exhibitions filling both galleries. In the list that 
follows, the location (Main Gallery or Contemporary 
Gallery) is given only when two different shows were 
displayed. 

---- 1980 ---

January 27 - February 28 

George Fiske: Yosemite Photographer 
Main Gallery 

Ansel Adams 
Contemporary Gallery 

March 2 - April 10 

NBA Purchase - Award Artists 
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April 13 - May 22 

Reasoned Space 

May 25 - June 26 

Ference Berko/ Anton Bruehl 
Main Gallery 

Bruce Berman 
Contemporary Gallery 

June 29 - August 21 

French Photographers from the Collection 
Main Gallery 

Robbert Flick 
Contemporary Gallery 

August 24 - September 25 

Frederick Sommer At Seventy-Five: 
A Retrospective 

September 28 - November 13 

Photography of the Fifties: 
An American Perspective 

November 16 - December 18 

W. Eugene Smith: Early Work, 1937-1948 
Main Gallery 

Lew Thomas: 
Reproductions of Reproductions 

Contemporary Gallery 

December 21, 1980 -January 29, 1981 

A Community of Artists: 
California Portraits 1910-1945 

Main Gallery 

Yul/a 
Contemporary Gallery 

---- 1981 ---

February 1 - March 19 

Weegee 
Main Gallery 

Carl Toth 
Contemporary Gallery 



March 22 - May 7 

Altered Images 
Main Gallery 

Keith Smith 
Contemporary Gallery 

May 10 - June 18 

Poto: Andreas Feininger, 1927-1939 
Main Gallery 

Doug Holleley 
Contemporary Gallery 

June 21 - August 13 

The Portfolio as Object 
Main Gallery 

Dick Arentz 
Contemporary Gallery 

August 16 - September 24 

Gisele Freund 
Main Gallery 

Betty Hahn 
Contemporary Gallery 

September 27 - November 5 

Barbara Crane 

November 8 - December 17 

Minamata (by W Eugene and Aileen M. Smith) 

December 20, 1981- January 28, 1982 

Dean Brown 

Since its opening, the Center has also sponsored ex
hibitions in other galleries and museums, particularly 
in Arizona, including the Tucson Museum of Art, the 
University of Arizona Museum of Art, and the Galleria 
at the Arizona Bank in Phoenix. 

1976 

February 1976 

Civil War Photographs by the Mathew Brady Group 
University of Arizona Museum of Art 
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March 20 - April 25 

Ansel Adams, Wynn Bullock, Harry Callahan, 
Aaron Siskind, Paul Strand, Frederick Sommer 

Tucson Museum of Art 

May 8 - April 25 

Jerry Uelsmann 
University of Arizona Museum of Art 

October 8 - November 21 

Ansel Adams: Photographs of the 
Southwest, 1928-1968 

University of Arizona Museum of Art 

---- 1977 ---

February 12 - March 10 

Paul Strand 
University of Arizona Museum of Art 

September 25 - October 30 

Center: Photographs from the 
Collection of the Center for Creative Photography 

University of Arizona Museum of Art 

October 6 - November 4 

Arizona: Ansel Adams and Frederick Sommer 
Arizona Bank Galleria, Phoenix 

---- 1978 ---

April 23 - May 30 

Francis]. Bruguiere 
A Retrospective Exhibition, 1879-1945 

University of Arizona Museum of Art 

September 10 - October 15 

Callahan 
University of Arizona Museum of Art 

--- 1979 --

April 22 - May 27 

Lee Friedlander 
University of Arizona Museum of Art 



August 27 - September 30 

One of a Kind 
Student Union Exhibit Hall 

November 15 - December 27 

Edward Weston 
Arizona Bank Galleria, Phoenix 

December 19, 1979 - January 24, 1980 

Cape Light 
University of Arizona Museum of Art 

December 12, 1979 -January 19, 1980 

Margrethe Mather: An Exhibition 
of Her Photographs and a Memoir on Her by 

William Justema 
Witkin Gallery, New York 

1980 

November 6 - December 31 

Laura Gilpin: Platinum Prints 
Arizona Bank Galleria, Phoenix 

December 14, 1980 -January 25, 1981 

American Images: New Work by 
Twenty Contemporary Photographers 

University of Arizona Museum of Art 

TRAVELING EXHIBITIONS 

The traveling exhibition program began in 1977 
with two exhibitions of photographs by Ansel Adams: 
Photographs of the Southwest: 1928-1968 and Ansel 
Adams: A Survey. The objective of the program is to 
provide exhibitions at a modest cost and to include 
material not often seen. Although the program initially 
circulated photographs from the Center's collections, 
it later presented exhibitions including images bor
rowed from other institutions ( e.g., Photography of the 
Fifties). The Center's exhibitions have traveled to 
major institutions throughout the United States. 

The traveiing exhibition program has received fman
cial support for specific projects from Bank America 
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Foundation, Ford Motor Company, the ational 
Endowment for the Arts, Polaroid Corporation, and 
private donors. 

Future plans include national tours for new exhibi
tions of photographs by Aaron Siskind and Jerry 
Uelsmann. International tours for Minamata and other 
existing exhibitions are also planned. 

From 1977 through 1981, the traveling exhibitions 
included the following ( asterisks following the exhibi
tion tide indicate that a catalog was published): 

American Snapshots 

The one hundred snapshots included in this show 
were collected from hundreds of family albums. The 
significance of the amateur snapshot as an informa
tional record is evident in the underlying consistencies 
and motifs, which transcend the ordinary image and 
become a universal statement about the society. A 
number of American photographers since World War 
II have developed their own imagery from the iconog
raphy and style of the snapshot. 

Ansel Adams: A Survey 

Ansel Adams personally selected the forty photo
graphs in this exhibition. Representing his long and 
distinguished career in photography, this exhibition 
includes some of his best known images as well as 
some that are seldom seen. 

Ansel Adams: An American Place, 1936* 

In November 1936, Ansel Adams had an exhibition 
of forty-five prints in Alfred Stieglitz's gallery An 
American Place. It was one of only two shows that 
Stieglitz devoted to photography at that gallery from 
1929-1946. This show is a reconstitution of the original 
exhibition. 

[Ansel Adams:] Photographs of the Southwest: 1928-1968 

The one hundred images in this exhibition show the 
range of subject matter explored by Ansel Adams. He 
has photographed the Southwest's indigenous peoples 
and Spanish missions with the same respect and sense 
of grandeur as he did the Grand Canyon. 



Ernest Bloch: Photographer and Composer 

Although primarily known as a composer, Ernest 
Bloch was an amateur photographer for many years 
and a friend of Alfred Stieglitz. This exhibition of 
sixty-three prints was drawn from the Ernest Bloch 
Archive at the Ce;nter and traveled during the centen
nial of Bloch's birth in 1880. 

Wynn Bullock 

A selection of fifty photographs comprise this retro
spective exhibition of Wynn Bullock's photographs. 
Included are many of his well-known images of nudes, 
nature studies, and abstractions. 

Harry Callahan: Photographs in Color/ 
The Years 1946-1978* 

The fifty-three images in this exhibition were selected 
by Harry Callahan and guest curator Sally Stein to 
represent his color photography from the years 1946 
to 1978. Dye transfer prints were made from each of 
the transparencies for this exhibition. 

Contemporary Photography in Mexico* 

Through sixty-three works by nine photographers, 
the current directions of photography in Mexico are 
surveyed-from the photographs of internationally 
known Manuel Alvarez Bravo to work by younger 
photographers. 

Barbara Crane* 

Ninety-seven works represent the variety of photo
graphic formats explored by Barbara Crane between 
1948 and 1980. Tending to work in series, Crane has 
used such diverse subject matter as found objects, 
people at museums and parks, architecture, and 
abstractions. 

Evidence* 

Having selected seventy-nine photographs from the 
photo files of government agencies, educational institu
tions, and corporations, Mike Mandel and Larry Sultan 
describe the exhibition as follows: "This is not a com-
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pilation of photographs that define a specific place in 
time but rather a poetic exploration upon the poetic 
restructuring of imagery." 

Ralph Gibson 

The twenty-six black-and-white photographs have 
been selected from Ralph Gibson's early seventies 
trilogy: Somnambulist (1970), Deja-Vu (1973), and Days 
at Sea (1974). 

Johan Hagemeyer* 

This is the first retrospective exhibition of the work 
of this photographer. Hagemeyer, who was one of 
Edward Weston's closest friends for several decades, 
has long been overshadowed by this friendship. Co
curated by Richard Lorenz of the San Francisco Museum 
of Modern Art and Terence R. Pitts, this exhibition 
traces a half century of Hagemeyer's career from his 
early work in Holland to his portraits of celebrities 
in the San Francisco area. 

Minamata* 

Sixty images from W. Eugene and Aileen Smith's 
photoessay Minamata were selected for the traveling 
exhibition. The Smiths spent three years in Minamata, 
Japan, documenting the devastating results of the 
mercury poisoning by the Chisso chemical factory. 

Photography of the Fifties: An American Perspective* 

In 105 images by thirty-one photographers, curator 
Helen Gee delineates the photographic concerns of the 
fifties decade-from the social landscape photography 
of Robert Frank to the mystical abstractions of Minor 
White. 

Reasoned Space* 

Fifty-three images by eleven artists illustrate the idea 
that a significant segment of contemporary art is rooted 
in the scientific method. Artists like Sol Lewitt, Dennis 
Oppenheim, and Douglas Huebler used photographs 
as a vehicle for conceptual art concerns beyond the 
single photographic image. 



Acquisitions Highlight: Jerry Uelsmann 

by SARAH J. MOORE 

THE 1960s WAS A TUMULTUOUS TIME in photogra
phy . The tenets of straight photography had had a 
puritanical hold on artistic photography for the past 
four decades, equating it with the sacrosanct straight 
print. A new generation of photographers schooled in 
the late '50s began to question these assumptions and, 
while not discounting straight photography as a legit
imate vehicle for creative expression, asserted that it 
was not the only viable approach. The work of Jerry 
Uelsmann, who was a pivotal figure in this generation, 
had its foundations in the purist camp. However, it 
evolved into a new expression: in process, combination 
printing, and in aesthetic, post-visualization. 

The Center for Creative Photography has recently 
acquired thirteen Uelsmann prints, adding to the 108 
prints already in the collection. This acquisition is of 
particular importance as it includes many early works, 
revealing Uelsmann's formal training and collectively 
documenting the evolution of his aesthetic. 

Minor White's concept of the photograph as a meta
phor for the spiritual or transcendent idea had a strong 
influence on Uelsmann's early work. (Uelsmann stud
ied with White as an undergraduate at Rochester Insti
tute of Technology.) Drawing upon Alfred Stieglitz's 
concept of"equivalents," White insisted that "one should 
photograph objects, not only for what they are but for 
what else they are." 1 Uelsmann's early photographs 
reflect his attempt to capture the visual metaphor in his 
camera. The images made between 1959 and 1961 are 
all in the straight tradition, without darkroom alter
ation. However, these are not simple documents or 
records of the phenomenal world. Through Uelsmann's 
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selection and isolation of the subject matter, these im
ages transcend the literal and are transformed into a 
perpetual monument. 

Upon completing his formal training and joining the 
art faculty at University of Florida, Uelsmann expanded 
White's idea of the visual metaphor even further: "I 
became interested in creating literally a visual meta
phor."2 This interest led to increasingly complex print
ing techniques and images, which involved literally 
creating the metaphor, primarily in the darkroom, in
stead of selecting it from nature . Uelsmann has built up 
a tremendous body of work using post-visualization 
and this concept still serves as his aesthetic framework . 
Stylistically and conceptually, it has had an enormous 
impact on the development of other photographers. 

The redefinition of photography, brought to the 
fore by the generation of photographers in the late '50s 
and early '60s, continues to be of concern today. This 
recent acquisition is not only an important addition to 
the Jerry Uelsmann Collection but will facilitate re
search into his place within this period of photographic 
history. 

NOTES 

1 Jerry Uelsmann, "Some Humanistic Considerations 
of Photography," Photography i11 Print: Writings From 
1816 to the Present edited by Vicki Goldberg (New 
York: Simon and Schuster, 1981), p.443. 
2 Ibid., p.444. 

Ms. Moore is a graduate student in the History of Photogra
phy at Uni11ersity of Arizona. 



JERRY UELSMANN 

untitled, 1961 

Gelatin silver print, 27.8 x 25.0 cm 

80:011:004 

©1961 by Jerry Uelsmann 



JERRY UELSMANN 

untitled, 1959 

Gelatin silver print, 15.7 x 14.7 cm 

80:011:083 

©1959 by Jerry Uelsmann 



Acquisitions: July-December 1980 

Compiled by SHARON DENTON 

THE FOLLOWING LIST JS A NAME INDEX to research 

material -primarily photographs and correspondence-acquired 

by the Center during the second half of 1980. Upon request, we 

will provide a more complete description of any item on this 

list. An acquisitions list for 1975 to 1977, the Center's first three 

years of operation, has been published in the Guide Series, 

Number 4. Copies of this guide may be purchased for $2.00. 

ADAMS, ANSEL 

Maurice Sterne: Murals in the Library of the Department 
of justice Building in Washington, D.C. (Portfolio) 

Twenty-five gelatin silver prints of varying sizes 
Gift of Mr. and Mrs. Warren J. Coville 
80:103:001 - 025 

PORTRAITS OF ANSEL ADAMS 

Tintype image of Ansel Adams as a young boy in front 
of a backdrop of the San Francisco Cliff House; 
possibly made by Cliff Photo Gallery, W. C. Billing
ton & Co. 

Gift of Beaumont Newhall 

VIRGINIA ADAMS COLLECTION 

Six hundred sixty-eight stereo view cards and twenty-nine 
non-stereo view cards of varying sizes and processes by 
the following photographers or publishing companies: 
E. & H.T. Anthony and Co., Charles Bierstadt, Con
tinent Stereo Co., Griffith & Griffith, M. M. Hazel
tine, C. P. Hibbard, Thomas Houseworth, T. W. 
Ingersoll, International Stereograph Co., Kawin and 
Co., Keystone View Company, B. W. Kilburn, the 
Kilburn Brothers, Joseph Le Conte, Mollenhagen & 
Co., Eadweard Muybi;idge, T he Novelty Foto Co., 
C. L. Pond,J.J. Reilly.John P. Soule, Strohmeyer & 

Wyman, Publishers, I. W. Taber, Underwood and 
Underwood, Walker and Fagersteen, C. E. Watkins, 
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Webster and Albee, H. C. White Co., and G. W. 
Woodward 

Gift of Virginia Adams 
80:106:000 - 80:126:000 

Adamson, Robert. see HILL, DAVID OCTAVIUS and 
ROBERT ADAMSON 

ALBUMS 

Hawaiian Islands,Japan, Corea [sic], China and Java, ca. 
1910 

Seventy-four albumen prints, twenty-two hand-colored 
albumen prints, seventeen gelatin silver prints, one 
phototype print, and fifteen prints of an unknown 
process; some prints attributed to Davey Photo Co. 

Purchase 
80:157:001 - 129 

Italy 
Fifty-seven albumen prints and ten loose albumen prints 

of varying sizes; Alinari is embossed on lower right
hand corner of some prints 

Purchase 
80:140:001-067 

The Pyrenees, the Louvre, Venice, Lake Carda, Trent, the 
Dolomites, Zurich, ca. 1910s 

Twenty-three gelatin silver prints, one albumen print, 
fifty-eight phototype reproductions, and five halftone 
reproductions of varying sizes; some prints are at
tributed to Alinari, Gebr. Barhrendt, A. C. Campagne, 
Editeur, Labouche Freres, or Vincenzo Vincentini 

Purchase 
80:1 58:001-086 

untitled, ca. 1870s (photographs of North America) 
Four hundred and one albumen prints of varying sizes 
Purchase 
80:139:001-401 

see also QUINET, ACHILLE: Paris en Photographies 



Alinari. see ALBUMS, Italy and The Pyrenees, the Louvre, 
Venice, Lake Carda, Trent, the Dolomites, Zurich 

ALINDER, JIM 

The Arm Billboard, Lincoln 
Gelatin silver print, 18.4 x 40.4 cm 
Purchase 
80:151:001 

Highway, Hawaii, 1974 
Gelatin silver print, 19.0 x 40.9 cm 
Purchase 
80:151:002 

Anthony, E. & H. T. see VIRGINIA ADAMS 
COLLECTION 

Barhrendt, Gehr. see ALBUMS, The Pyrenees, the Louvre, 
Venice, Lake Carda, Trent, the Dolomites, Zurich 

Bierstadt, Charles. see VIRGINIA ADAMS 
COLLECTION 

BLOCK,GAY 

jerry Green, 1978 
Gelatin silver print, 35.4 x 35.1 cm 
Purchase 
80:093:001 

Marc, 1979 
Gelatin silver print, 35.0 x 36.1 cm 
Purchase 
80:093:004 

Sam Kaplan, 93, 1978 
Gelatin silver print, 35.6 x 35.8 cm 
Purchase 
80:093:002 

untitled, 1979 (portrait of a man and a young girl) 
Gelatin silver print, 35.0 x 35.1 cm 
Purchase 
80:093:003 

BOUBAT, EDOUARD 

Hommage d Rousseau, 1980 
Gelatin silver print, 34.4 x 51.1 cm 
Purchase 
80:136:001 

Lella, 1948 
Gelatin silver print, 35.9 x 26.2 cm 
Purchase 
80:127:001 

BURNS, MARSHA 

untitled (female nude, No. 45006) 
Gelatin silver print, 22.4 x 14.2 cm 
Purchase 
80:080:002 
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untitled (female nude, No. 45007) 
Gelatin silver print, 28.8 x 14.9 cm 
Purchase 
80:080:003 

Champagne, A.C., Editeur. see ALBUMS, The Pyrenees, 
the Louvre, Venice, Lake Carda, Trent, the Dolo-
mites, Zurich 

Continent Stereo Co. see VIRGINIA ADAMS 
COLLECTION 

DATER,JUDY 

Seven untitled gelatin prints of varying sizes composing 
the Aries Suite, 1976-78 (nude figures against the walls 
of an old building under restoration) 

Purchase 
80:089:001-007 

Davey Photo Company. see ALBUMS, Hawaiian Islands, 
Japan, Corea, China and Java 

DOISNEAU, ROBERT 

Femand Leger dans Ses Oeuvres, 1954 
Gelatin silver print, 44.8 x 40.3 cm 
Purchase 
80:137:002 

Jacques Tati et Sa Bicyclette, 1949 
Gelatin silver print, 52.0 x 40.0 cm 
Purchase 
80:137:003 

Le Manege de Monsieur Barre, 1955 
Gelatin silver print, 48.6 x 40.1 cm 
Purchase 
80:137:001 

E. & H. T. Anthony and Co. see VIRGINIA ADAMS 
COLLECTION 

Fagersteen. see VIRGINIA ADAMS COLLECTION 

FLICK, ROBBERT 

untitled (from the Arena series, No. 78101-32) 
Gelatin silver print, 22.6 x 33.9 cm 
Purchase 
80:129:001 

untitled (from the Arena series, No. 78119-12A) 
Gelatin silver print, 22.4 x 33.9 cm 
Purchase 
80:129:002 

untitled (from the L. A. Doubles Series, Nos. 78101-26 
and 77133-33) 

Gelatin silver diptych, upper image 16.6 x 25.3 cm and 
lower image 16.6 x 25.3 cm 

Purchase 
80:129:003 



untitled (from the L.A. Doubles series, Nos. 79048-19 
and 79086-01) 

Gelatin silver diptych, upper image 16.6 x 25.3 cm and 
lower image 16.6 x 25.3 cm 

Gift of Robbert Flick 
80:131:001 

FRITH, FRANCIS. 

The Gossiping Photographer at Hastings (Book) 
Reigate, Surrey, England: 1864 
Sixteen albumen prints of varying sizes 
80:134:001-016 

Gelber, Leon see HAGEMEYER.JOHAN, Correspondence 

GIBSON, RALPH 

Twenty untitled gelatin silver prints of varying sizes 
Gift of Robert Overby 
78:097:076-100 

untitled (monk and butcher in front of market) 
78:097:076 

untitled (two female strippers in dressing room) 
78:097:077 

untitled (female stripper and man smoking cigarette) 
78:097:078 

untitled'(strip tease performance with band) 
78:097:079 

untitled (female stripper on stage) 
78:097:080 

untitled (female stripper in dressing room) 
78:097:081 

untitled (large bird in tall grasses) 
78:097:082 

untitled (two monkeys in tree) 
78:097:083 

untitled (seagulls on beach) 
78:097:084 

untitled (group of people and dog on sidewalk) 
78:097:085 

untitled (three isolated figures on beach) 
78:097:086 

untitled (man and woman before electrical towers) 
78:097:087 

untitled (street scene before subway entrance) 
78:097:088 

untitled (men on bench) 
78:097:089 

untitled (two men in bathroom) 
78:097:090 
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untitled (same image as 78:097:090) 
78:097:091 

untitled (men before telephone booths) 
78:097:092 

untitled (young girl, nun, and train) 
78:097:093 

untitled (children demonstrating against toy weapons) 
78:097:094 

untitled (children demonstrating against toy weapons) 
78:097:095 

untitled (children demonstrating against toy weapons) 
78:097:096 

untitled (school children) 
78:097:097 

untitled (young boy and girl) 
78:097:098 

untitled (young couple on grass) 
78:097:099 

untitled (portrait of a man and woman) 
78:097:100 

Golden, William see STRAND, PAUL, Correspondence. 

Griffith& Griffith. see VIRGINIA ADAMS COLLECTION 

Gugler, J. see ALBUMS, The Pyrenees, the Louvre, Venice, 
Lake Carda, Trent, the Dolomites, Zurich 

HAGEMEYER, JOHAN 

Correspondence 
Letter from Leon Gelber to Johan Hagemeyer dated 

August 12, 1931 
Gift of David Hagemeyer 

H. C. White Co. see VIRGINIA ADAMS COLLECTION 

Hazeltine, M. M. see VIRGINIA ADAMS COLLECTION 

HEINECKEN, ROBERT 

untitled, 1979 (figure; Joy; girdle) 
Polaroid triptych, 59.3 x 152.7 cm. 
Purchase 
80:163:001-003 

Hibbard, C. P. see VIRGINIA ADAMS COLLECTION 

HILL, DAVID OCTAVIUS AND ROBERT ADAMSON 

Calotypes by D. 0. Hill and R. Adamson, J/lustrating an 
Early Stage in the Development of Photography (Book) 

Edinburgh, Scotland: Andrew Elliot, 1928 
Forty-seven carbon prints of varying sizes 
Purchase 
80:133:001-047 



Houseworth, Thomas see VIRGINIA ADAMS 
COLLECTION 

HURN.DAVID 

Wild Horse Round-up, Bullhead City, Arizona, 1980 
Gelatin silver print, 18.5 x 28.0 cm 
Gift of David Hurn 
80:156:001 

Ingersoll, T. W. see VIRGINIA ADAMS COLLECTION 

International Stereograph Co. see VIRGINIA ADAMS 
COLLECTION 

JOHNSON, MICHAEL 

Twenty gelatin silver prints of varying sizes 
Gift of Mr. and Mrs. David C. Rutten berg 
80:166:001-020 

Agave #2, March 1976 
80:166:019 

Calla Leaves, May 1978 
80:166:018 

Calladium, May 1976 
80:166:020 

Canadian Hemlock, July 1978 
80:166:010 

Cedars, Galena, April 1976 
80:166:004 

Church and Cloud, December 1977 
80:166:015 

Classical Landscape, July 1971 
80:166:012 

Dead Trees, Chadwick, April 1978 
80:166:011 

Elm Frieze, January 1975 
80:166:002 

Elm in Valley,June 1975 
80:166:005 

Garfield Barn, March 1978 
80:166:016 

Nehi, February 1978 
80:166:014 

Organ, December 1977 
80:166:017 

Rock Landscape, June 1975 
80:166:008 

St. Augustine Church, Rear Interior, December 1977 
80:166:013 

Tree in Fog, April 1972 
80:166:001 
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Watercourse, May 1976 
80:166:007 

Winter Woods, March 1974 
80:166:009 

Woods Interior, October 1975 
80:166:003 

Woods in Fog, July 1974 
80:166:006 

JONES, HAROLD 

Wheel, 1979 
Gelatin silver print, 38.0 x 46.7 cm 
Gift of Harold Jones 
80:152:001 

Kawin and Co. see VIRGINIA ADAMS COLLECTION 

Keystone View Company. see VIRGINIA ADAMS 
COLLECTION 

Kilburn, B. W. see VIRGINIA ADAMS COLLECTION 

Kilburn Brothers. see VIRGINIA ADAMS COLLECTION 

Labouche Freres. see ALBUMS, The Pyrenees, the Louvre, 
Venice, Lake Gdrda, Trent, the Dolomites, Zari ch 

LARSON, WILLIAM 

From the Domestic Landscape series 

untitled, 1979, (torso of nude female child on patterned 
rug) 

Dye transfer print, 34.5 x 34.2 cm 
Purchase 
80:155:001 

untitled, 1980 (plants and garden hose) 
Dye transfer print, 34.6 x 34.3 cm 
Purchase 
80:155:002 

untitled, 1980 (plants and lawn chairs) 
Dye transfer print, 34.6 x 34.3 cm 
Purchase 
80:155:003 

Aprille, 1980 (Portfolio) 
Dye transfer prints of varying sizes 
Purchase 
80:153:001-010 

LeConte, Joseph. see VIRGINIA ADAMS COLLECTION 

LEVINSTEIN, LEON 

Coney Island, 1959 
Gelatin silver print, 39.8 x 50.9 cm 
Purchase 
80:088:003 



Fifth Avenue, 1959 
Gelatin silver print, 42.6 x 35.1 cm 
Purchase 
80:088:004 

Puerto Rican Couple, 1973 
Gelatin silver print, 41.3 x 35.1 cm 
Purchase 
80:088:001 

Tatooed Man, 1958 
Gelatin silver print, 44.1 x 38.2 cm 
Purchase 
80:088:002 

McFARLAND, LAWRENCE 

Beacon Street, Boston, April 1977 
Gelatin silver print, 19.0 x 30.5 cm 
Purchase 
80:091:001 

Boulder County, March 1978 
Gelatin silver print, 19.0 x 30.5 cm 
Purchase 
80:091:002 

Long Island, December 1978 (from the Long Island 
Project for the National Endowment for the Arts) 

Gelatin silver print, 19.0 x 30.7 cm 
Gift of Lawrence McFarland 
80:091:004 

Rocky Flats, Colorado, July 1977 
Gelatin silver print, 19.0 x 30.4 cm 
Purchase 
80:091:003 

MAC RAE, WENDELL 

Brooklyn, N. YC., ca. 1942 
Gelatin silver print, 23.8 x 18.7 cm 
Purchase 
80:145:005 

Summer in New York, 1932 
Gelatin silver print, 16.8 x 11.8 cm 
Print accompanying Photographs: 1927-1949, a book 

published by Witkin Gallery, 1980 
80:144:001 (same image as 80:145:004) 

Summer in N. YC., 1932 
Gelatin silver print, 16.7 x 11.6 cm 
Purchase 
80:145:004 (same image as 80:144:001) 

Unloading Coal at Apt. House, Marble Hill, N. YC., 1928 
Gelatin silver print, 24.5 x 20.3 cm 
Purchase 
80:145:003 
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Unloading Grain Barge 
Gelatin silver print, 25.7 x 18.0 cm 
Purchase 
80:145:001 

World's Fair, 1939, as Seen from RCA Bldg. N. YC.-
Trylox and Perisphere Clearly Visible, 1939 

Gelatin silver print, 24.7 x 19.8 cm 
Purchase 
80:145:002 

Mather, Margrethe. see WESTON, EDWARD and 
MARGRETHE MATHER 

MILLEA, THOMAS 

Carmel Valley, 1978 
Platinum/palladium print, 24.4 x 19.2 cm 
Purchase 
80:149:003 

Carmel Valley, 1979 
Platinum/palladium print, 24.0 x 19.3 cm 
Purchase 
80:149:004 

Carmel Valley, 1980 
Platinum/palladium print, 24.3 x 19.0 cm 
Purchase 
80:149:002 

Carmel Valley, Kim Corso, 1979 
Platinum/palladium print, 23.9 x 19.2 cm 
Purchase 
80:149:001 

Mollenhagen & Co. see VIRGINIA ADAMS 
COLLECTION 

MORRIS, WRIGHT 

Model T in Shed, the Home Place, near Norfolk, Nebraska, 
1947 

Gelatin silver print, 24.3 x 19.3 cm 
Gift of Ansel Adams, Ansel Adams Collection 
80:105:001 

Muybridge, Eadweard. see VIRGINIA ADAMS 
COLLECTION 

The Novelty Foto Co. see VIRGINIA ADAMS 
COLLECTION 

OWENS, BILL 

Bill Owens Portfolio 
San Francisco: Bill Owens and John Berggruen Gallery, 

1977 
Eight gelatin silver prints of varying sizes 
Purchase 
80:095:001-008 



PEVEN, MICHAEL 

Shear's Delight, 1978 
Framed cyanotype photogram and assemblage, 

35.7 x 28.0 cm 
Purchase 
80:096:001 

Pond, C. L. see VIRGINIA ADAMS COLLECTION 

QUINET, ACHILLE 

Paris en Photographies (Album) 
Forty albumen prints of varying sizes 
Purchase 
80:141:001-040 

Reilly,J.J. see VIRGINIA ADAMS COLLECTION 

RONIS, WILLY 

Le Nu Provencal, 1949 
Gelatin silver print, 49.8 x 38.4 cm 
Purchase 
80:135:001 

SALAON, PHILIPPE 

Canal Saint-Martin, Paris, January 1976 
Gelatin silver print, 14.2 x 21.0 cm 
Purchase 
80:143:007 

Canal Saint-Martin, Paris, April 1977 
Gelatin silver print, 14.2 x 21.0 cm 
Purchase 
80:143:006 

Copenhague, June 1973 
Gelatin silver print, 14.2 x 21.0 cm 
Purchase 
80:143:005 

Ligny, May 1976 
Gelatin silver print, 14.2 x 21.0 cm 
Purchase 
80:143:001 

Nimes, 1976 
Gelatin silver print, 14.2 x 20.9 cm 
Purchase 
80:143:009 

Paris, September 1972 
Gelatin silver print, 20.9 x 14.2 cm 
Purchase 
80:143:003 

Paris, July 1976 
Gelatin silver print, 14.2 x 21.0 cm 
Purchase 
80:143:004 
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Paris, November 1977 
Gelatin silver print, 14.2 x 21.0 cm 
Purchase 
80:143:002 

Plonguez, June 1974 
Gelatin silver print, 14.1 x 21.0 cm 
Purchase 
80:143:008 

Ty-Cam, June 1977 
Gelatin silver print, 14.1 x 20.9 cm 
Purchase 
80:143:010 

SMITH, W. EUGENE 

Thirty-six 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 tides) 

Gift of Aileen Smith, except as indicated 
80:130:001-024 and 80:132:001-012 

Chisso's Efjluent Pipe with Waste Water Pond in Back-
ground (p.23) 

Purchase 
80:132:002 

Coming Back Home from Sardine Fishing (p. 54) 
Purchase 
80:132:007 

Fishing for Gray Mullet at the Mouth of Minamata Bay 
(p. 2) 

80:130:017 

Flags of Vengeance (p. 85) 
Purchase 
80:132:010 

Hands Affected by Minamata Disease and Arthritis, (p. 73, 
Iwazo Funabo) 

80:130:004 

Jitsuko Tanaka (p. 74) 
Purchase 
80:132:008 

Mrs. Ideda Lifting Her Husband Up (p. 60) 
80:130:012 

Newsmen Covering Environmental Minister Takeo Miki's 
Tour of Minamata (p. 61) 

80:130:008 

Patients and Family Members Hold Photographs of Their 
Dead During a Demonstration on the Last Day of the 
Minamata Trial (p. 29) 

80:130:015 

Patients Angrily Holding Down the Chisso Personnel 
Manager (p. 101) 

80:130:016 



Takako Isayama Being Carried by Her Mother (pp. 64-65) 
80:130:010 

Teruo Kawamoto, the Leader of the Direct Negotiations 
Group (p. 90) 

Purchase 
80:132:011 

Tomoko Being Washed by Her Mother (pp. 18-19) 
Purchase 
80:132:001 

Tomoko Uemura at the Central Pollution Board (pp. 44-45) 
Purchase 
80:132:006 

Tomoko's Hand (p. 22) 
80:130:021 

untitled (p. 70, Masuaki on Sports Day) 
80:130:001 

untitled (p. 56, cross section of brain) 
80:130:002 

untitled (p. 173, woman carrying fish) 
80:130:003 

untitled (p. 23, Minato Festival parade) 
Purchase 
80:132:004 

untitled (similar to image on p. 124, Kumamoto 
Courthouse) 

80:130:005 

untitled (p. 128,JudgeJiro Saito) 
80:130:006 

untitled (p. 48, Hachiman pool) 
80:130:007 

untitled (p. 158, Shinobu) 
80:130:011 

untitled (similar to image on p. 127, Verdict Day: 
March 20, 1973) 

80:130:013 

untitled (p. 46, Chisso Factory) 
80:130:014 

untitled (p. 114, old man with bowed head) 
80:130:018 

untitled (p. 58 bottom, cremation) 
80:130:019 

untitled (p. 108 center, President of Chisso and 
negotiators) 

80:130:020 

untitled (people marching) 
80:130:022 

untitled (fishermen) 
80:130:023 
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untitled (young boy in therapy room) 
80:130:024 

untitled (p. 123, Dr. Hosokawa) 
80:1.10:123 

untitled (p. 33, mayor of Minato Festival) 
Purchase 
80:132:004 

untitled (p. 42 top, Central Pollution Board) 
Purchase 
80:132:005 

untitled (pp. 76-77, Mr. Hamamoto with stick) 
Purchase 
80:132:009 

untitled (p. 113 bottom, party) 
Purchase 
80:132:012 

Soule, John P. see VIRGINIA ADAMS COLLECTION 

STRAND, PAUL 

Correspondence 
Six letters from Paul Strand to William Golden dated 

March 22-April 28, 1954 
Gift of Cipe Pineles Golden 
AG 17:18/17 

Strohmeyer & Wyman, Publishers. see VIRGINIA ADAMS 
COLLECTION 

Taber, I. W. see VIRGINIA ADAMS COLLECTION 

Underwood & Underwood. see VIRGINIA ADAMS 
COLLECTION 

UELSMANN, JERRY 

Thirteen gelatin silver prints of varying sizes 
Purchase 
80:011:000 

Anim11s/Anima Self-portrait, 1978 
80:011:111 

Evidence of Release, 1959 
80:011:002 

Fallen Warriors, 1961 
80:011:109 

Restricted Man, 1961 
80:011:005 

untitled, 1959, (two hands, male and female, with torn 
screen) 

80:011:083 

untitled, 1959 (nude torso) 
80:011:107 

untitled, 1959 (leaf on fence) 
80:011:110 



untitled, 1961 (plant stalk and leaves) 
80:011:004 

untitled, 1962 (silhouette with wheat) 
80:011:108 

untitled, 1966 (man climbing rocks) 
80:011:024 

untitled, 1976 (room interior; clouds) 
80:011:066 

untitled, 1977 (man swimming; nude superimposed on 
car) 

80:011:064 

untitled, 1977 (dolls at tea; nude female) 
80:011:112 

Vincentini, Vincenzo. see ALBUMS, The Pyrenees, the 
Louvre, Venice, Lake Carda, Trent, the Dolomites, Zurich 

Virginia Adams Collection. see ADAMS 

Walker & Fagersteen. see VIRGINIA ADAMS 
COLLECTION 

WALKER, TODD 

E. W's "Nahui Olin" Retouched and Enlarged, 1980 
Gelatin silver print, 30.9 x 25.2 cm 
Gift of Todd Walker 
80:146:001 

Fragments of Melancholy (Portfolio) 
Tucson: Thumbprint Press, 1980 
Twenty offset lithographic prints of varying sizes with text 
Purchase 
80:128:001-020 

Watkins, C. E. see VIRGINIA ADAMS COLLECTION 

Webster & Albee. see VIRGINIA ADAMS COLLECTION 

WELPOTT, JACK 

Beachhouse Bedroom, St. Augustine, Florida, 1974 
Gelatin silver print, 22.4 x 29.9 cm 
Purchase 
80:150:003 

John Gutman, Photographer, 1975 
Gelatin silver print, 30.5 x 22.9 cm 
Purchase 
80:150:002 

Linda in her Birthday Suit, 1975 
Gelatin silver print, 29.6 x 22.8 cm 
Purchase 
80:150:004 

untitled (sand; vegetation) 
Gelatin silver print, 22.5 x 29.4 cm 
Purchase 
80:150:001 
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WELTY, EUDORA 

Eudora Welty, Twenty Photographs (Portfolio) 
Winston-Salem, North Carolina: Palaemon Press 

Limited, 1980 
Twenty gelatin silver prints of varying sizes made by Gil 

and Gib Ford 
Purchase 
80:147:001-020 

WESTON, EDWARD 

untitled, 1921 (portrait of William A. Clark) 
Platinum print, 23.1 x 17.9 cm 
Purchase 
80:138:001 

Eleven gelatin silver prints of varying sizes 
Gift of Arthur Noskowiak 
76:010:024-037 

The Honorable Dorothy Brett, 1933 
76:010:037 

Pulqueria, Mexico, 1926 
76:010:029 

Robinson Jeffers, 1933 
76:010:036 

Sonya, 1929 
76:010:025 

Sonya, 1934 
76:010:033 

Teresina, 1933 
76:010:035 

untitled, 1929 (Sonya Noskowiak) 
76:010:024 

untitled, ca. 1933 (Sonya Noskowiak) 
76:010:032 

untitled, 1933 (Sonya Noskowiak) 
76:010:030 

untitled, 1933 (Sonya Noskowiak) 
76:010:034 

untitled, 1935 (nude, Sonya Noskowiak) 
76:010:026 

WESTON, EDWARD and MARGRETHE MATHER 
(attributed to) 

untitled, 1921 (portrait,of Carl Sandburg) 
Platinum print, 18.8 x 23.2 cm 
Purchase 
80:138:002 



WHITE, CLARENCE H. 

Boy with Wagon, ca. 1905 
Platinum print, 20.5 x 16.4 cm 
Purchase 
80:090:001 

Portrait of Carl Eugene Howell, 1902 
Gum bichromate print, 21.6 x 16.3 cm 
Purchase 
80:090:002 

62 

untitled (man with book) 
Platinum print, 24.1 x 19.0 cm 
Purchase 
80:010:003 

White, H. C. see VIRGINIA ADAMS COLLECTION 

Woodward, G. W. see VIRGINIA ADAMS 
COLLECTION 

Wyman. see VIRGINIA ADAMS COLLECTION 



BRUCE BABBITT 
CAROLYN WARNER 

RUDY E. CAMPBELL 
DWIGHT PATTERSON 
THOMAS CHANDLER 
DR. WILLIAM G .  PAYNE 
EARL H. CARROLL 
ESTHER N. CAPIN 
JAMES F. McNULTY 
WILLIAM P. REILLY 
TIO T. TACHIAS 
SHANNON MARTY 

Arizona Board of Regents 

Ex Officio 
Governor of Arizona 

State Superintendent of Public Instruction 

Appointed 
January 1982 
January 1982 
January 1984 
January 1984 
January 1986 
January 1986 
January 1986 
January 1988 
January 1988 

Student Liaison 

University of Arizona Administration 

JOHN P. SCHAEFER, President of the University; ALBERT B. WEAVER, Executive 
Vice President; RICHARD M. EDWARDS, Vice President for Student Relations; 
A. RICHARD KASSANDER, Vice President for Research; GARY M. MUNSINGER, 
Vice President for Planning and Budgeting; ROBERT A. PETERSON, Vice President 
for Administrative Services; LEE B.JONES, Provost for Graduate Studies and Health 
Sciences. 

Center For Creative Photography 

JAMES L. ENYEART, Director; MARGUERITE McGILLIVRAY, Administrative 
Assistant; TERENCE PITTS, Photographic Archives Curator and Librarian, AMY 
STARK, Assistant Photographic Archives Librarian; NANCY SOLOMON, Publica
tions Coordinator; LINDA FRY POVERMAN, Photographer; LAWRENCE FONG, 
Registrar; SUSAN RUFF, Assistant Archives Curator; DONNA BENDER, Assistant 
Archivist; SHARON DENTON, Assistant Archivist; CHARLES LAMB, Assistant 
Archivist; STUART ALEXANDER, Assistant Archivist;JEANNE FINLEY, Exhibi
tions Curator; MARY ELLEN McGOLDRICK, Polaroid Fellow;JENNIFER DAVIS, 
Secretary; SUSAN LORBER, Student Assistant; GARY ROBISON, Student Assistant; 
JOSEPH SHUBITOWSKI, Student Assistant; LISA M. WAITE, Student Assistant . 
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