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� AMONG THE NOTABLE private photography 
'Y collections throughout history, those amassed 
by photographers themselves have been the most 
surprising, eclectic, and of the highest quality. 
Rarely are their collections carefully selected for 
investment, the result of conscious connoisseur
ship, or structured with a sense of history. Rather 
these collections are usually the result of an in
satiable drive to have "things" about them that 
they love, acquired predominately by trading 
with peers. A significant aspect of photographers' 
collections is that they are generally not "col
lected" at all in the traditional sense, but are 
compiled from paths that cross. 

The Wynn Bullock Archive at the Center 
for Creative Photography includes a collection 
of more than mo works by other photographers. 
Among those whose works are represented in 
his collection are Edward Weston, Imogen Cun
ningham, Aaron Siskind, and Clarence John 
Laughlin. This issue of the Center's publication 
features a sampling of Bullock's collection with 
a portfolio of ten prints by Clarence John Laugh
lin. The portfolio is selected from a total of 
twenty-three rare early prints made by Laughlin 
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between the years 1941 and 1955 and traded with 
Bullock over a period of years. Each photograph 
is accompanied by a caption written by Laughlin 
which he believes to be indispensable to the un
derstanding and appreciation of his work. 

Both Bullock and Laughlin have expressed 
their metaphysical visions through writing as 
well as photography and the fact that they traded 
works suggests that their concerns were not only 
similar, but kindred in spirit. And there is a 
third kindred spirit involved in this issue. Henry 
Holmes Smith is a close friend of Clarence John 
Laughlin and has written the most cogent essay 
on Laughlin and his work to date. The essay 
was originally commissioned by the University 
of Louisville Photographic Archives in July, 
1972 ( completed in 1973), and published in 
edited and shortened form in Exposure, Novem
ber, 1973 (Vol. II, No. 4). An adapted and com
plete version of the essay is included here with 
Laughlin's photographs. 

JAMES L. ENYEART 
Director 
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CLARENCE JOHN LAUGHLIN: 

Victorian Phantasms, 1946. 
(From Group F: Glass Magic.) 
Gelatin Silver Print. 24.9 x 17.7 cm. 
76:246:007 

Like phantoms out of the fourth dimension of time, the wraiths of the 1890s 

appear before us amid the glass hyperspace. The magical metamorphosis of the 

actual into the spectral is aided by one phantasm rising inside another in the 

figure to the right - while our sense of the extreme realism of the figure with 

the Leghorn hat receives a sudden jolt when it passes, without warning, into the 

horrible woodwork below. Here the eye of the camera literally looks through 

reality, and into the past. 



CLARE CE JOH LAUGHLI 

Light as Protagonist, 1949. 
(From Group K: Visual Poems.) 
Gelatin Silver Print. 24.5 x 19.6 cm. 
76:246:011 

Light completely creates the sense of space and drama here - and so becomes the 

chief protagonist - thrusting downward to meet the counter-thrust of the figure. 

But there is a portrait element here too, since the image, also, projects the model's 

love of solitude ... and, in a sense, presents her as the Queen of Shadows. 



CLARENCE JOH LAUGHLI : 
We Reached for Our Lost Hearts, 1940. 

(From Group L: Poems of the Inner World.) 

Gelatin Silver Print. 23.8 x 18.9 cm. 

76:246:002 

The dead hand of greed seeks to recover the human qualities so utterly lost 

during all the industrial exploitation, the mad struggle for gain, the years of 

diplomatic scheming- only to find that the heart of man has petrified; only 

to be confronted (in the double face of the mask) with evidence of its own 

ineradicable duplicity. 



CLARE TCE JOH LAUGHLIN: 

The Elder Worship, 1949. 

(From Group L: Poems of the Inner World.) 
Gelatin Silver Print. 24.6 x 19.7 cm. 
76:246:014 

We are told that the most ancient form of religion was phallic worship. Perhaps 

it is because we have lost this relationship with our bodies that today we are so 

disturbed and frustrated. The arched entrance of the church becomes the female 

symbol. And a figure emerges, as though darkness - the instinctual darkness 

within us - has taken a body, holding the ancient image which is rooted in the 

earthly cycles of birth and decay; the bearer of life, in a world of death. 



CLARENCE JOH LAUGHU 

Light and Time, 1946. 
(From Group M: The Louisiana Plantations.) 
Gelatin Silver Print. 24.6 x 18.7 cm. 
76:246:001 

Here is a close-up of a wall in Orange Grove Plantation - a unique house in 

Louisiana, because it had a strong Tudor influence. The wall is as though etched 

by the acid of time; the light pattern seems not on the wall - but as if on another 

plane; while the hole in the wall gapes sinisterly, as if agape with all the hunger 
of time. 



CLARENCE JOHN LAUGHLIN: 

Entrance to a Sub-World, 1954. 
(From Group T: Mystery of Space.) 
Gelatin Silver Print. 19.8 x 24.6 cm. 

76:246:020 

A small opening in the canvas wall of a homemade trailer is basically what this 
picture presents. To the eye, it was not only "ugly," but also so small that most 

of its inner meaning was imperceptible. But the camera has given it an entirely 

new meaning by (a) changing its scale so greatly that graphic values, formerly 
lost, have now become completely visible; (b) by releasing a kind of magic 

which now makes this small torn orifice like the setting of a sinister stage - an 
ominous aperture into another kind of world. 



CLARENCE JOHN LAUGHLIN: 

Space Dislocations, 1952. 
(From Group T: The Mystery of Space.) 
(Second title: The Space Pendulum.) 
Gelatin Silver Print. 24.6 x 19.8 cm. 76:246:003 

It was made in the San Jose Mission, San Antonio, Texas. The power of the 

triangular area of light alters completely all the space relations perceived by the 

physical eye. The arch at the top has become black space; the angle in the walls 

has become flattened out; the window is partly dematerialized; and the light 

laps over the top of the arch at center, subtly modulating its form, and density. 

And finally, the triangle of light does not seem to be entirely on the surface of 

the wall, but instead to be floating in some mysterious dimension. 



CLARENCE JOHN LAUGHLIN: 

The Bearer of Darkness, 1952. 
(From Group U: American Victorian Architecture.) 
Gelatin Silver Print. 24.9 x 19.8 cm. 
76:246:018 

A close-up of the rotunda of the last remaining building of the great Panama 
Pacific Exposition in San Francisco. We see a graceful hollow stucco figure, 

bearing a garland, and now cracking up. The head has disappeared, and the 
torso opens into a sinister yawning cavity, which itself becomes like a disquieting 
head for the figure. 
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CLARENCE JOHN LAUGHLIN: 

Jack-in-the-Wall, 1955. 
(From Group U: American Victorian Architecture.) 
Gelatin Silver Print. 19.7 x 24.1 cm. 

76:246:016 

-

A picture dealing with the mystery of old houses. The fi.gµre, under the spell 

of the house, starts to fade into the wallpaper while a strange attenuated creature 

(formed of a repaired crack in the wall) starts to spring towards the figure 

inquiringly, using an action something like a lazy tongs, or a jack-in-the-box. 



CLARE CE JOH LAUGHLI : 
It Capers in Darkness, 1953. 

(From Grau p U: American Victorian Architecture.) 
Gelatin Silver Print. 24.1 x 19.4 cm. 
76:246:013 

This image was made in an abandoned and partly burnt house in a New Orleans 

slum, with only weak available light. This is a room whose wall has been black
ened by fire. In the burnt wall, we now see an apparition - a macabre creature 

capering in a dark world of its own when we hold the print in Direction A ( top 
as top). But this is also what I call a "Four-Way Picture." Its meaning changes as 

the visual orientation changes. In Direction B (left as top) it suggests a Picasso 

harlequin. In Direction C (right as top) it becomes a fantastic dragon with a 
long tail, and a plume, while in Direction D (bottom as top) the dragon is falling 

in space. A picture of this kind can be considered an introduction to the multiple 
meanings of things. 



An Access of American Sensibility 
The Photographs of Clarence John Laughlin 

by Henry Holmes Smith 

I. 

�THE ARTIST WHO HAS NO PATRON faces a 
Y special dilemma, particularly if his public is 
scanty or lacking in financial resources. Should 
the artist work and wait? Should he divide his 
time between making his art and playing the 
art game? Should he think on! y about the qual
ity of his work, his integrity and perhaps the 
eventual disposition of what he makes? Should 
he be concerned about recognition, honors, fame, 
the regard for his work a present or future audi
ence may have? If the artist is providing his own 
subsidy-in effect acting as his own patron -
the temptation to double as interpreter and agent 
may become a major distraction. These latter 
choices have confronted Clarence John Laughlin 
throughout his career and he has grappled with 
them, sometimes with only moderate success. In 
defense of all of us who have handled these prob
lems with more ambition than finesse, it must 
be pointed out that this nation's businessmen, 
even those dealing with valued intangibles, offer 
little instruction for the contemporary artist. The 
canny art merchant may instruct an artist as to 
when someone is buying, but in that circum
stance who needs instruction? Only the trusting 
and incautious have needed such instruction and 
what help has any business offered them? 

Winning at the game of art can be an abso
lute delight, but the odds are long against the 
player, whether merchant or artist. Such odds, 
doubled for the artist, turn his work, as opposed 
to a game, into a duty and a sentence, and in the 
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duty he risks it all: his life, his time, his current 
reputation or career, and finally his place, if any, 
in history. What possible motives are there for 
an artist, especially an artist whose work strikes 
against the cultural grain, to play the game? 
Unquestionably an artist's work is his business 
and the game is something else. 

And yet, when the rest of what we need is 
won, art makes the difference, helps us see and 
hear, and best of all, remember even something 
of value about ourselves. It gives order and im
portance to our senses. Without nature, art would 
be nothing, without science it would be lacking 
in some of the culture's richest resources, diffi
cult to test, turning only inward and back, and 
without man it would have no meaning. 

The photographs of Clarence John Laughlin 
illuminate this point. In his career of nearly forty 
years he has had hundreds of exhibitions. His 
publications include the book, Ghosts Along 

the Mississippi, which is now considered a clas
sic and has gone through several printings. He 
has written many articles illustrated with his 
photographs and a good many groups of his pic
tures have been published demonstrating the 
remarkable range of his work. His annual cross
continent travel, now largely abandoned, would 
find him at every stop patiently showing his 
work in detail to any group, large or small, that 
gave him the courtesy of its attention. 

A record like that makes it hard to under
stand why Laughlin should have considered 
himself virtually unknown, unrecognized and 
rejected. Yet he did and a steady stream of criti
cal misjudgments about his work would tend 



to support his conclusion. These misjudgments 
include charges that he has misdirected his ef
forts, that the statements written or oral which 
he insists must accompany public showings of 
his work are excessive, redundant and tend to 
weaken undeniably strong photographs and that 
his photographs, however carefully sorte·d and 
classified, are assembled with insufficient dis
crimination; some culling, it is asserted, would 
both improve and clarify the collection. These 
criticisms should be examined without letting 
them obscure the work, taking into account the 
nature of American sensibilities. In doing so one 
will find that valid objections in no way dimin
ish the unique importance of the total body of 
Laughlin's photographs. 

II. 

This is a scolding, punishing culture, obsessed 
with death and trash, unable to handle its life 
force, unwilling to use wise! y the energy of youth 
or find useful applications for all the untapped 
wisdom and spare time of old people. It's a cul
ture ignorant of what to do with the special gifts 
of artists except make them merchandise or 
objects of speculation. Against this unattractive 
list one must place some of the more appealing 
traits of the American sensibility: a deep yearn
ing for a past more imagined than real, but indis
pensable; a past that somehow will help excuse 
or at least explain our present circumstances; 
behavior that indicates a constant, uneasy lone
liness; an insatiable hunger to collect, sometimes 
to collect what might be valueless except that 
it is collectable and a number of people have 
agreed to collect it; a need to uncover or invent 
and pursue a variety of noble enterprises; layer 
on layer of self-conscious activity blended beau
tifully with genuine concern; a disconcerting 
mixture of sentimentality and childish indiffer-
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ence; through it all an unreasonable hunger for 
more, more, ever more - houses, cars, fashion
able ideas, money, and all the things that money 
can't pay for ... and more and more. 

For the most part, Laughlin's traits follow 
along these lines. One major exception is in his 
acquisitiveness; here he concentrates on books 
and periodicals and his photographs - ever 
more, lovingly counted, carefully classified, often 
named as one might one's family, generously 
shared. How like the contradictory virtues of 
this impulsive, reckless, flawed and haunted 
nation. 

In pursuit of his collecting, Laughlin hounds 
the past, especially nineteenth and early twenti
eth century United States artifacts of every sort. 
For him that time, those places, constitute a vis
ual obsession. Walk or ride with him through 
the streets of New Orleans, Chicago, Cincinnati, 
Louisville, San Francisco or elsewhere, he cries 
out, points, describes, provides history, aesthetic 
judgment, capsule criticism and wholesale 
schemes of classification. 

III. 

As to the photographs, they are evidence of 
a formidable drive to prove his vision. A com
pulsion to have it all, every way, all the time -
document, romantic overstatement, nostalgic 
backward glance, psychological drama with or 
without theatrical props, everyday objects trans
formed by emphasizing their geometrical forms, 
or overlaid with literary or psychological allu
sions, architectural monuments, eccentric trivia, 
all devoured in a heroic hunger, appetite liven
ing appetite. Thus has been brought together a 
collection that must inevitably be recognized as 
a portrait of a nation refusing to sit still, unable 
to see or understand what it is doing to its "face." 

Laughlin's travels have enabled him to satisfy 



his compulsion to see America entire, count the 
sights, classify them, tell all about these sights 
in words, spoken and written and finally, in his 
photographs, show conclusively that he has really 
seen what he has seen. No one who can measure 
America's capacity for excess can deny that this 
dedicated, generous-spirited, star-crossed man 
embodies many major American virtues and 
faults. Only his sort, intelligent, sensitive and 
tireless, could produce this veritable gusher of 
Americana, both physical and psychological. If 
this magic collection fails to win the hearts of 
our Daughters of the American Revolution, all 
lovers of antiques, the rich sponsors of Natchez 
or Williamsburg, architectural historians and the 
rest, it simply means that his breadth measures 
their narrowness. To reject Laughlin is to admit 
reluctance to examine and understand both one's 
past and present. This direct, obsessive body of 
work, suffocating in its quantity, is too open, too 
candid, too filled with omens, portents, disclosed 
failings pointing to us all, to be a comfort. Per
haps America is simply too much for us. If so, 
then the same may be said of Laughlin and his 
work. 

Students of the humanities or social studies 
who remain indifferent to his works do so only 
by ignoring the scholar's source material in both 
his body of photographs and the related docu
ments. To the thousands upon thousands of mas
terly pictorial records must be added the detailed 
written notes that describe where, when and 
what was pictured, often with astute psychologi
cal insights added for good measure. Together 
they produce a complete personal, but larger
than-life .American document of such quality as 
America has almost forgotten can be achieved. 
Eventually, of course, with a sheepish grin, his
torians and scholars will locate and draw upon 
the treasures he has found and saved. Either his 
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recording of American monuments now de
stroyed by man and nature or his careful pic
turing of Americana, of every dimension and 
description would alone have earned him a place 
unique in the annals of photography. 

But that was not sufficient to satisfy his cre
ative need. The range of his subjects, the variety 
of his themes and the depth of his emotional 
involvement with this imagery are sampled in 
the illustrations that accompany this note. 

IV. 

In Laughlin's case recognition has ebbed and 
flowed. What appears to be an obstinate refusal 
on the part of some to accept or display his work 
may be accounted for by personality differences 
and other similar, not totally irrelevant, but sec
ondary considerations. 

Probably one of the continuing difficulties in 
Laughlin's confrontation with critics is found 
in the impression that his work comprises one 
relatively simple technical style. This is not true; 
only in the const�nt clarity of his camera and 
lens pictures and the brilliant tone structure of 
his printing manner is there an overall technical 
unity. As to the content, from group to group, 
the work ranges from completely simple, direct 
and pure images, plain as day, to pictures so sub
tle and complex that they have yet to be dealt 
with fairly and in depth, even by Laughlin 
himself. 

A reputation may grow slowly like a forest 
or rise overnight out of some upheaval as a 
mountain or volcano. Very probably Laughlin's 
reputation is of the first sort, but not his material; 
it is derived almost exclusively from forces that 
surge with energy as fearsome as the second. 
There are other difficulties that burden the critic 
and connoisseur, one being an all-too-human 
tendency for artists to create work of different 



sorts of excellence. When an artist fails to ac

knowledge the possibility of these differences, 

disputes based on matters of taste inevitably arise. 

Out of some such background, we may find the 

grounds for rejecting Laughlin. They are uncon

vmcmg. 

Two major principles of unity operate in 

Laughlin's work. The first and I think most 

important rests on his essentially American traits, 

as pointed out earlier. As if that would not cause 

problems enough, the second, certainly of equal 

importance for the viewer, if not for the custo

dians of taste, is the aesthetic origin of some of 

the major formal elements he has taken from 

poetry, psychology, painting and architecture. 

In his work these are used as psychological and 

structural elements to support the appropriate 

mixture of love and fear contained in his vision. 

As he freely acknowledges, this is a romantic 

aesthetic; one that has created even more diffi

culties for certain critics of photography than 

for the photographer. It is only natural that these 

critics confronted by contradictory but strange 

and compelling forces should defend their con

fusion, as is their custom, by charges of bad taste 

and false aesthetic principles against some of his 

work. Discretion might suggest postponing a 

final verdict on these charges. 

Recently Laughlin has written briefly about 

the major literary figures in America with whom 

he associates his work. He has added an ex

tremely apt comment on the necessity for pho

tographers and, in consequence photography, to 

become less insular: 

... my voraciousness in trying to "discover" 

objects on a huge scale ( and I used to think 

that these "discoveries" were mostly acciden

tal - but now, of course, I know better) -

trying to reclaim all the things that belong 
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to a disappearing and magical America -

can, I think, be justly compared to the ter

rible hunger that drove Thomas Wolfe. And 

my delight in everything fantastic, in the odd, 

the strange - is much related to the obsession 

with these fields which animated Lafcadio 

Hearn. These two men, together with Edgar 

Allen Poe and Herman Melville, are to me, 

the best American writers. And it also seems 

to me that only by the vigorous interaction 

of photography with poetry, literature, paint

ing, architecture - and even metaphysics -

for what serious photographer cannot event

ually feel that photography is involved with 

the nature of reality? - that photography 

can renew itself, that photography can be

come truly the voice of our time. And the 

"limitations" of photography ... prove, ulti

mately, to be no more than the limitations of 

photographers themselves! ( communication 

to the author, dated May 15, 1973). 

Attitudes such as voiced above, held openly 

and stubbornly during the past thirty years, were 

enough to raise the hackles of the photography 

museum establishment and call forth derisive 

hoots from the know-nothing photography edi

tors of that period. 

From the other arts, Laughlin has drawn a 

number of his special motifs and devices. They 

provide experiences for which we may be unpre

pared - events before our time and after. In such 

circumstances we live in a constant state of mys

tery, which we most often attempt to deal with 

by ignoring it. This is one of America's embar

rassing predicaments and the present national 

mood seems unprepared to face or handle it. 

Laughlin's strange and disturbing imagery, his 

obsessive concern for the psychological potential 

of native art forms, and his alertness to what the 



United States needs, but cannot bear to accept, 

may find a warmer welcome among the gen

eration that is beginning to see what we have 

become. 

V. 

For personal reasons, in early 1962, Laughlin 

attempted to interest some repository or institu

tion in assuming responsibility for preserving 

the entire body of his work produced over a 

twenty-five year period. It included 14,000 nega

tives all catalogued as to subject, time, circum

stances of making the picture, and appropriate 

technical information, plus, in many cases an 

appraisal by the artist of what someone might 

expect the picture to contain. In addition, there 

were thousands of proof prints, most of them 

enlargements. 

The majority of this work had never been 

published or exhibited. Selections from five of 

the twenty-four classifications had been offered 

as public exhibitions and, consequently, the na

ture of the work was known to museums and 

other galleries in many parts of the United States. 

This entire collection was offered to institutions 

in the United States on a contractual basis that 

would have required the payment upon Laugh

lin's death of a mere $10,000 to each of his three 

children. 

There were no takers anywhere in the United 

States for this obvious bargain. This situation 

recalls the institutional haggling over Berenice 

Abbott's unique collection of the glass plates and 

original prints by Eugene Atget. Finally a group 

of Laughlin's prints was acquired by the Univer

sity of Louisville Photographic Archives, through 

the ingenious and persistent effort of Robert 

Doherty, whom I reminded of Laughlin's offer, 

following several aborted attempts to get my 

institution to buy the entire collection as un-

matched and unmatchable research material for 

scholars of many sorts. By the time the Louis

ville deal was consummated, there were seven

teen thousand negatives and the file of master 

prints had also grown. Of course the original 

offer was modified by the new circumstances. 

Consequently the Archives has a different body 

of work consisting of most of the negatives and 

most of the notebooks that contain related infor
mation about the negatives. In the interest of 

completeness it is to be hoped that the remain

ing related manuscripts will eventually be ac

quired. Then, in one public collection accessible 

to scholars, Laughlin's work may await that 

inevitable interest some of us have been fore

casting for a quarter of a century or more. 

Laughlin's remarkable and unmatched body 

of work is such that one must go to the photo

graphs of Atget of Paris for a parallel personal 

effort. Similar persistence and dedication was 

required to produce both definitive bodies of 

work while scrimping on almost everything else. 

It was entirely appropriate in 1966 for Laughlin, 

in turn, to visit Paris where he pictured the Art 

Nouveau forms that came into being during 

Atget's last years. 

For even the inattentive viewer, a Laughlin 

photograph may suddenly reveal itself, like a 

mushroom in a morning field. And just like 

that elusive delicacy, which may so closely resem

ble a toadstool that we fear to pick it and fear 

even more to eat it, his picture may leave us in 

doubt not only as to how we can use it, but also 

whether or not we ought to. Other portions of 

his work resemble a grove of trees in which the 

very presence of so many similar forms prevents 

a viewer from singling out what matters to him. 

Patience is rewarded when one finally sees that 

this tree or that is the tallest, has the greatest 

strength or bears the sweetest and most precious 



fruit. Laughlin's overabundance of photographs 

will likewise reward the patient viewer. What 

folly to wait in the grove until the tree dies to 

sing its praises. 

Yet no one insists that we must become a 

merchant, manufacturer, inventor or even an 

artist. Within our peculiar limitations each of 

us is a bit free and I think artists have much the 

most to be free about. Laughlin has never let 

society forbid him. Lack of monetary or other 

support, general absence of continued substantial 

interest among cultural organizations with par

allel concerns and even massive public indiffer

ence to his work - none was able to deter him. 

Now that Clarence John Laughlin is at last re

ceiving the acclaim rightfully his, we must rec

ognize he has outwitted fate, has survived some 

slings and arrows of outrageous fortune and 

found a home, if not in the hearts of all his coun

trymen, in the hearts of all those who acknowl

edge and reward integrity. 

One can imagine someone twenty and thirty 

years ago viewing monuments of our past, and 

asking querulously, "Who could make a record 

of these treasures?" Now we know. 

This culture, which never hesitates in choos

ing between a park and an auto park, a tree and 

a plywood board, regards most art with the 

glazed eye and puzzled frown of a man trying 

to use half a doughnut as a cup handle. If one 

must choose between laughing and crying, take 

both, I say; add loving and you have four options, 

but laugh last. That ought to be the way of a 

child and often is the only sustaining response 

for an artist. If Laughlin's laughter is infrequent 

and often tinged with bitterness, I think I know 

why. He has been one of Mad Mother America's 

"good sons." And a good son seldom has that 

much to laugh about. 

INDIANA UNIVERSITY-May 21, 1973 

Clarence John Laughlin: A Bibliography 
Compiled by Terence R. Pitts, Curator and 

Librarian, Photographic Archives. 
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Holme, C. G., ed. Modern Photography 1937-8. Lon
don and New York: Studio Ltd., 1938. plate 4. 

Photographie 1939. Paris: Ar�s et Metiers Graphiques, 
1938. plate 70. 

1939 

Laughlin. "Unexplored New Orleans." Magazine of 
Art 32:7 (July 1939):416-19. (7 illus.) 

Maloney, T. J., ed. U.S. Camera 1940. New York: Ran
dom House, 1939. p. 124. ( 1 illus.) 
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Holme, C. G., ed. Modern Photography 1940-1. Lon
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Prose and Poetry 1941. Norfolk, Conn.: New Direc
tions, 1941. n.p. [portfolio section between pages 
512-513]. (6 illus.) 

Laughlin and Cohn, David L. New Orleans and Its 
Living Past. Boston: Houghton Mifflin Co., 1941. 
( 63 illus.) 



1942 

Deschin, Jacob. "One Goal of Camera." New York 
Times March 15, 1942, IX:5. (2 illus.) 

Katz, Leo. "Composition Analysis for . . .  Emanation 
of Ruin." Complete Photographer 8:45 (December 
1942): 2896. ( 1 illus.) 

Laughlin. "Ghosts Along the Mississippi." Harper's 
Bazaar 76:2762 (March 1, 1942):58-9, 113. (3 illus.) 

Laughlin. "Speaking of Pictures . . .  New Orleans Has 
Lovely Old Ironwork." Life 12:14 (April 6, 1942):-
8-9, II, 13. (7 illus. plus port.) 

The Editors of Look. Look at America. Boston: Hough
ton Mifflin Co., 1946. pp. 157, 186, 187. (5 illus.) 

Holme, Bryan, ed. Poet's Camera. ew York and Lon
don: American Studio Books, 1946. plates 34, 65, 67. 

Laughlin. "The Architecture of New Orleans." Archi
tectural Review 100:596 ( August 1946): 35-40 plus 
4 unnumbered leaves of text on tissue plus cover. 
(36 illus.) 

"New Orleans in Philadelphia." Art News 45:1 (March 
1946) :48-9. ( 1 illus.) 

1947 

Laughlin. "Louisiana Plantation Architecture." Archi
tectural Review 102:612 (December 1947):212. 

Laughlin. "Plantation Architecture in Louisiana." Ar
chitectural Review ror :606 (June 194 7) :215-221. 
( 22 illus.) 

Andrews, Wayne. "An Architectural Ramble." Com
monweal 48:7 (May 28, 1948):165-66. 

Laughlin. "Cemeteries of New Orleans." Architectural 
Review 103:614 (February 1948):47-52. (22 illus.) 

Laughlin. Ghosts Along the Mississippi. New York: 
Charles Scribner's Sons, 1948. (mo illus.) 

Laughlin. "Louisiana Plantation Houses." Magazine of 
Art 41:6 (October 1948):210-13. (6 illus.) 

Laughlin. "Moss Phantom." Mademoiselle ( April 
1948):186-87, 292-3. (2 illus.) 

Lorentz, Pare. "New Kind of Life." Saturday Review 
of Literatu1·e 31 :23 (June 5, 1948) :44-6. 

Morgan, Willard, ed. Famous Photographs. New York: 
National Educational Alliance, 1948. n.p. (3 illus.) 
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[Review of: Ghosts Along the Mississippi.] Christian 
Science Monitor May 22, 1948, p. 11. 

[ Review of: Ghosts Along the Mississippi.] Kirk us 
March 15, 1948, p. 166. 

[Review of: Ghosts Along the Mississippi.] New 
Yorker 24:4 (March 20, 1948):112. 

Sanders, Mary. [Review of: Ghosts Along the Missis
sippi.] Architectural Forum 88:5 (May 1948):158, 
162. 

Smith, Ellen Hart. "Great White Pillars." New York 
Herald Tribune Weekly Book Review 24:44 (June 
20, 1948) :2. ( 1 illus.) 

Soby, James Thrall. "Challenging the Lambent, Lan
guorous Pitchmen." Saturday Review of Literature 

31 :40 (October 9, 1948) :44-6. 

"Variety From Standardization." Architectural Review 
103:616 (April 1948):170. (3 illus.) 

Voiles, Jane. "Plantation Days." San Francisco Chroni
cle March 21, 1948:21. (1 illus.) 

Wiedorn, William S. ( Review of: Ghosts Along the 
Mississippi./ Landscape Architecture 39:1 (October 
1948) :38-9. 

1949 

Laughlin. "Can You Use a Third Eye?" Mademoiselle's 
Living 2:2 (February-March 1949):2-3, 108-09, 
120-21. (8 illus.) 

McC- , l. [ Review of: Ghosts Along the Mississippi.] 
Architectural Review 105:629 (May 1949):252. 

Laughlin. "Popular Art in New Orleans Cemeteries." 
Architectural Review 1or638 (February 1950): r 32-
33. ( 11 illus.) 

Rudgley, Edward. "To the Editors." Architectural Re
view 107:641 (May 1950):362, 364. 

Thomajan, P. K. "Clarence John Laughlin : The Third 
Eye." Design and Paper 32. n.p. ( I 4 illus.) 

Wahl, Eduard. "Schemen und Schatten am Mississippi." 
Camera 29:8 (August 1950):246-49. (7 illus.) 

1951 

Deschin, Jacob. "The Magic of Light." New York 
Times January 14, 1951, II:13. (1 illus.) 

Downes, Bruce. "Let's Talk Photography." Popular 
Photography 28:4 ( April 1951): I 8, 100. 



Laughlin. Ghosts Along the Mississippi. ew York: 
Charles Scribner's Sons, 1951. [Reissue of first edi
tion.] 

Laughlin. "Symbolic Photography : The Camera as a 
'Third Eye'." Professional Photographer 78:1672 
(September 1951):24-9, 50. (12 illus.) 

Photography Annual 1952. Chicago: Ziff-Davis, 1951. 
p. 212. ( 1 illus.) 

1952 

Laughlin. "Galler'ies of Old New Orleans." Craft Hori

zons 12:3 (May-June 1952):6, 8-13. (11 illus.) 

Laughlin. "Seven Ways to See a Tree." Modern Pho

tography 16:9 (September 1952):94-7. (7 illus.) 

Photography Annual 1953. New York: Crown Pub., 
1952. PP· 30, 35, 54, 240. (4 illus.) 

1954 

"Drei Photos von Clarence John Laughlin." du 14:4 
(April 1954):22-5. (3 illus.) 

Laughlin. "Louisiana Plantation Architecture." Arts 

Digest 28:19 (August 1, 1954):10-2. (5 illus.) 

Laughlin. "Sculpture Seen Anew." College Art Journal 

14: 1 (Fall 1954):2-6. (6 illus.) 

"The Photography of Clarence John Laughlin." Gentry 

12 (Fall 1954):104-07. (13 illus.) 

1955 

Hayes, Bartlett H., Jr. The Naked Trnth and Personal 

Vision. Andover, Mass.: Addison Gallery of Ameri
can Art, 1955. p. 12. ( 1 illus.) 

Laughlin. "Gone Are the Years." Coronet 37:5 (March 
1955):51-58. (8 illus.) 

Laughlin. "The Tree and the Camera." The Saturday 

Book (no. 15). London: Macmillan Co., 1955. pp. 
197-204. (9 illus.) 

Laughlin. "The Face." Pageant Magazi11e I 1: 12 (June 
1956):30-5. (9 illus.) 

Laughlin. "River Houses." American Heritage T4 
(June 1956):54-63. (14 illus.) 

Laughlin. "Sculpture Through the Camera Eye." Arts 

30:9 (June 1956):18-25 plus cover. (11 illus.) 

Laughlin. "Ultra-Modern : Out of Date." Harper's Ba

zaar 90:2932 (March 1956): 1 60-64. ( 6 illus.) 
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1957 

The Editors of American Heritage. The American 

Heritage Book of Great Historic Places. New York: 
American Heritage Pub. Co., in cooperation with 
Simon and Schuster, 1957. pp. 234, 236. (2 illus.) 

Laughlin. "The Camera's Methods of Approaching 
Reality." College Art Journal I 6:4 (Summer 1957): 
297-306. (5 illus.) 

1958 

"Surfaces in Design : Clarence John Laughlin." Print 

12:2 (September/October 1958):37-8. (5 illus.) 

1959 

Laughlin. "[nner Vision in Photography." New World 

Writing 15 (June 1959): 172-76 plus 6 unnumbered 
pages following p. 176. ( 12 illus.) 

Gruber, L. Fritz. "Clarence John Laughlin: Ein Mys
tiker der Kamera." Foto Prisma (Dusseldorf) r2 
(February 1960):66-9. (4 illus.) 

Laughlin. "The Era of Sentiment and Splendor: Bygone 
Builders Had a Fanciful Heyday." Life 49:17 (Octo
ber 24, 1960):105-14. (11 illus.) 

Laughlin. Ghosts Along the Mississippi. New York: 
Bonanza Books, 1961. [Reprint of 1948 edition.! 

Laughlin. "Why? Because." Modern Photography 25:8 
(August 196!): 60-5, 86. (6 illus.) 

Williams, Jonathan. "The Eyes of Three Phantasts: 
Laughlin, Sommer, Bullock." Aperture 9:3 ( 1961): 
96-123. (6 illus.) 

"Clarence John Laughlin egative Collection." Art 

fournal 21:3 (Spring 1962):212. 

Laughlin. "Les Fleurs du Mal." Arts in Society 2:3 
(1963):148-158. (ro illus.) 

1964 

"Photographer Seeks Home for Collection." AJA four

nal (American fnstitute of Architects! 41:1 (Janu
ary 1964):80-r. (2 illus.) 



Gernsheim, Helmut, in collaboration with Alison Gern
sheim. A Concise History of Photography. London: 
Thames and Hudson, 1965. pp. 202-03, 236. (2 
illus.) 

Laughlin. "American Fantastica." The Saturday Book 

(no. 26). London: Hutchinson, 1966. pp. 48-67. 
( 23 illus.) 

Szarkowski, John. The Photographer's Eye. New York: 
Museum of Modern Art, 1966. p. 140. ( 1 illus.) 

Jones, Barbara. Design for Death. Indianapolis, Kansas 
City and New York: Bobbs-Merrill Co., 1967. pp. 
222, 224, 228. (3 illus.) 

Laughlin. "American Fantastica." L'Oeil 146 (Febru
ary 1967): 2-9. (16 illus.) 

Laughlin. "Chicago: The Secret City." The Donnelley 
Printer (Fall 1967):17-28. (11 illus.) 

Laughlin. "Image of the Lost: A Southerner Looks at 
the Iegro." British Journal of Photography Annual 

1967. London: Henry Greenwood and Co., 1967. pp. 
89-rn6. ( 16 illus.) 

Laughlin. "Louisiana Fantasy." Architectural Review 
141:843 (May 1967):383-6. (6 illus.) 

Laughlin. "A Pleasure Dome in Los Angeles." The 

Saturday Book ( 27th year). London: Hutchinson, 
1967. pp. 104-115. (Seven black-and-white illus. and 
four color illus.) 

Laughlin. "The Vision of Dead Desire." Architectural 

Review 142:847 (September 1967):174 plus cover. 
( r illus.) 

Masclet, Daniel. John Clarence Laughlin [ sic l Chez 
'Les 30 x 40' . . .  Portrait d'un Photographe en 
Geant." Jeune Photographie ( Cahiers du Club Pho

tographique de Paris) 57 (June 1967):9-11. 

Musgrave, Clifford. "The Prince's Pavilion." The Sat

urday Book (27th year). London: Hutchinson, 1967. 
pp. 48-70. (9 illus.) 

Architectural Review 143:855 (May 1968):cover. (1 
illus.). 

Laughlin. Photographs of Victorian Chicago. Wash
ington, D.C.: The Corcoran Gallery of Art, 1968. 
( 6 illus.) 

Laughlin. "Poems of the Inner World." Gallery Series: 

Poets 2 ( 1968) :34-49 plus cover plus front and back 
inner covers. ( 14 illus.) 

Laughlin. "The Potentials of Creative Photography." 
Camera 47=7 (July 1968):30-9. (8 illus.) 

Marie, Alain. "Laughlin: Un Photographe entre l'Imag
inaire et le Quotidien." Informations et Documents 

260 (April 1, 1968):26-9. (ro illus.) 

1973 

Coleman, A. D. "Focus on the Old South." New Yo1·k 

Times December 16, 1973, D:40, 43. (1 illus.) 

Laughlin, The Personal Eye. Millerton, N.Y.: Aper
ture, 1973. ( 101 illus.) 

Laughlin. The Personal Eye. Philadelphia: Alfred Stieg
litz Center, Philadelphia Museum of Art, 1973. (1 
illus.) 

Smith, Henry Holmes. "An Access of American Sensi
bility: The Photographs of Clarence John Laughlin." 
Exposure II:4 ( Iovember 1973):3-5. (2 illus.) 

Szarkowski, John. Looking at Photographs. New York: 
Museum of Modern Art, 1973. p. 160. (r illus.) 

1974 

Longwell, Dennis. [ Review of: The Personal Eye. J 

Library Journal 99:18 (October 15, 1974):2596. 

On Time- 1975 Appointment Calendar. New York: 
Museum of Modern Art, 1974. (1 illus.) 

[Review of: The Personal Eye.l Choice 11:7 (Septem
ber 1 974):931. 

Schwartz, Sanford. "Photography as Art." New York 
Times Book Reviet11 December 1, 1974, pp. rno-01. 

1975 

Beaton, Cecil and Buckland, Gail. The Magic Image. 

Boston and Toronto: Little, Brown and Co., 1975. 
p. 201. ( 1 illus.) 

"Laughlin's Enigmatic Lost World." Photography Year 

1975. New York: Time-Life, 1975. pp 46-54. (8 
illus.) 

[Review of: The Personal Eye.l L'Oeil 245 (December 
r 975): 72. ( 1 illus.) 

Thornton, Gene. " ew Focus on an Old Idea." New 

York Times September 14, 1975, II:31. 



Coleman, A. D. "The Directorial Mode: Notes Toward 
a Definition." Artforum 15:1 (September 1976): 
55-61. ( 1 illus.) 

Deschin, Jacob. "Clarence John Laughlin: The Long 
Road to Success." Popular Photography 79:2 (Au
gust 1976): 26, 30, 160. (port.) 

Kramer, Hilton. "Art: Focus on Photo Shows." New 
York Times May 28, 1976, III:18. (1 illus.) 

Light Gallery. Contemporary Photographs. New York: 
Light Gallery, 1976. n.p. ( 1 illus.) 

Mozley, Anita Ventura, ed. American Photography: 

Past into Present. Seattle: Seattle Art Museum, 1976. 
p. 127. ( 1 illus.) 

Travis, David. Photographs from the Julien Levy Col
lection Starting with Atget. Chicago: Art Institute 
of Chicago, 1976. p. 46. ( 1 illus.) 

1977 

"Acquisitions 1976." Yale University Art Gallery Bulle

tin 36:3 (Fall 1977):17-57. (1 illus.) 

Bartell, Vicki. "Laughlin Speaks." New Art Examiner 
4:9 (June 1977):11. 

Conceming Photography: Some Thoughts About Read
ing Photographs. London: The Photographers' Gal
lery, 1977- pp. 24, 43. (2 illus.) 

Lucie-Smith, Edward. "Snap! Snap!" Art and Artists 

12:5 (September 1977):40-3. (1 illus.) 

Photographs: Sheldon Memorial Art Gallery Collec

tions, University of Nebraska - Lincoln. Lincoln: 
Nebraska Art Association, 1977. pp. 64, 165. ( 2 
illus.) 

Tucker, Mary Louise. "Clarence John Laughlin: Phan
toms and Metaphors." Modern Photography 41 :4 
( April 1977): IOo-09, 190, 192, 194. ( 7 illus.) 

Witkin Gallery. Photographs from the Julien Levy Col
lection. New York: Witkin Gallery, Inc., 1977. p. 22. 
( 1 illus.) 

Davis, Douglas. "New Orleans Ghosts." Newsweek 

91: 17 ( April 24, 1978) :90, 92. (3 illus. plus port.) 

Forty American Photographers. Sacramento, Ca.: E. B. 
Crocker Art Gallery, 1978. p. 29. (1 illus.) 

Messina, John and Tania. "An Interview with Clarence 
John Laughlin." Combinations 1 :2 (Winter 1977-
8) : l 6-28. ( 4 ill US.) 

Nash, Graham; Nash, Susan; and Howe, Graham, eds. 
The Graham Nash Collection. Los Angeles: The 
Nash Press, 1978. pp. 28, 66, 69. (3 illus.) 

1979 

Coleman, A. D. "Clarence John Laughlin," Light Read

ings: A Photography Critic's Writings 1968-1978. 
New York: Oxford University Press, 1979. pp. 160-
62. [Reprinted from the New York Times Decem
ber 16, 1973.] 

Diverse Images: Photographs from the New Orleans 

Museum of Art. Garden City, N.J.: Amphoto, 1979. 
p. 88. ( r illus.) 

Laughlin. "The Third World of Photography: Beyond 
Documentation and 'Purism'." PhotoBulletin (Los 
Angeles) 2:2 (March 1979):n.p. (8 illus.) 

Outerbridge, Paul Jr. "Clarence John Laughlin and His 
'Many Mansions'." PhotoBulletin (Los Angeles) 2:2 
(March 1979):n.p. 

Note: All illustrations noted are black-and-white unless stated otherwise. 

"Port." indicates a portrait of Laughlin. 



Acquisitions 

JULY THROUGH SEPTEMBER, 1978 

� THE FOLLOWING LIST is a name index to research material, primarily pho
Y tographs and correspondence, acquired by the Center during the third quarter 
of 1978. We will be pleased to provide further descriptions of any items in this 
listing. Space has naturally prohibited the itemization of individual pieces in 
some of the larger collections. Slides and study prints of materials in the Center's 
collections are available, dependent upon copyright restrictions. Several acquisi
tions from this period are more fully described in the Acquisition Highlights 
section following this listing. 

Compiled by Jan Stevenson, Curatorial Assistant, and Terence Pitts, Curator 
and Librarian, Photographic Archives. 

Abdullah Freres. See: GROUP COLLECT!O TS. 
Julia F. Corson Collection. 

ADAMS, A TSEL 

133 Master prints by Ansel Adams, 1929 to 1975. 
Inventory available. 
Gelatin silver prints. Sizes vary. 
Ansel Adams Archive 
78:152:001-121; 78:154:001-003; 78:18Too1-007; 
78: r53 :001-002 

"Ceiling, Grills and Lamps," ca. 1930. 
From "Parmelian Prints of the Persian Court of 
Mrs. John Drum." 
Gelatin silver print, 13.7 x r9.o cm. 
Gift of Jeannette Dyer Spencer. 
78: 188:oor 

Untitled, ca. 1930. 
From "Parmelian Prints of the Persian Court of 
Mrs. John Drum." 
Gelatin silver print, r9.o x 13.9 cm. 
Gift of Jeannette Dyer Spencer. 
78:188:002 

Untitled, ca. 1930. 
From "Parmelian Prints of the Persian Court of 
Mrs. John Drum." 
Gelatin silver print, 20.3 x 15.1 cm. 
Gift of Jeannette Dyer Spencer. 
78:188:004 

"Windows, Lamp, Ceilings," ca. 1930. 
From "Parmelian Prints of the Persian Court of 
Mrs. John Drum." 
Gelatin silver print, 20.3 x r5.1 cm. 
Gift of Jeannette Dyer Spencer. 
78:188:003 

"Parmelian Prints of the High Sierras," 1927. 
18 photographs. 
Gelatin silver prints. Sizes vary. 
Gift of Dr. and Mrs. John W. Robertson. 
78:096:001-018 

To Remember Abraham and Max L. Rosenberg, 
193r. A portfolio with five photographs of the 

"San Kuo Chih." Published by John Henry Nash, 
San Francisco. 
Gelatin silver prints. Sizes vary. 
Purchase. 
78:174:000 

Correspondence. 
Correspondence of Ansel Adams with various 
people. Ten filing cartons. Inventory in process. 
Ansel Adams Archive. 

Collection of Ansel Adams. 
Eighty-three photographs by other photographers: 
Scott Childress, Joseph Franklin, David Kennerly, 
Angie Klidjezs, Ellen Land-Weber, Bernard 
Plossu, G. A. Salverian, John P. Schaefer, Daniel 



Schwartz, Richard Shenk, Albert Stevens, Orvil 
Stokes, Bradford Washburn, Don Worth. 
Gelatin silver prints. Sizes vary. 
Gift of Ansel and Virginia Adams. 
78: 100:001-083 

ALBUMS 

Anonymous amateur photographer, 19th century. 
Seventy-two albumen photographs of Southeast 
Asia. 
Purchase. 
78: 131 :ooo 

Switzerland, The Rhine, Normandy, ca. 1886. 
138 albumen photographs of Switzerland, 
Germany, France and Italy, mostly anonymous 
although some are credited to Frith's Series, 
Mieusement, and Bosetti. 
Purchase. 
78:231 :ooo 

Travel album, ca. r 880. 
Eighty-seven albumen photographs of Belgium, 
Germany, Switzerland and France, mostly 
anonymous although some are credited to 
Frith's Series. 
Purchase. 
78:230:000 

Travel album, ca. 1880. 
Sixty-eight albumen photographs of India, Burma, 
Italy, Austria and Germany, mostly anonymous 
although some are credited to Frith's Series. 
78:099:000 

ALI IDER, JIM 

Untitled, 1976. 
Gelatin silver print, 29.2 x 22.2 cm. 
Gift of the photographer. 
78:070:001 

Untitled, 1976. 
Gelatin silver print, 22. 7 x 29.7 cm. 
Gift of the photographer. 
78:070:002 

ALVAREZ BRA VO, MANUEL 

"Arbo] que trapa," 1952. 
Gelatin silver print, 24.5 x 20.0 cm. 
Purchase. 
78:095:002 

"Las Bocas," 1965. 
Gelatin silver print, 18.9 x 23.8 cm. 
Purchase. 
78:095:006 

"Caja de visiones," 1938. 
Gelatin silver print, 19.4 x 24.0 cm. 
Purchase. 
78:095:001 

"Can de mar," 1933. 
Gelatin silver print, r 7.8 x 23.8 cm. 
Purchase. 
78:095=016 

"Enterramiento en Terusaya," 1954. 
Gelatin silver print, 18.5 x 24.8 cm. 
Purchase. 
78:095:007 

"La Frutera," 1972. 
Gelatin silver print, 18.3 x 23.0 cm. 
Purchase. 
78:095:004 

"El Nido," 1954. 
Gelatin silver print, 20.0 x 24.2 cm. 
Purchase. 
78:095:003 

" ifio playero," n.d. 
Gelatin silver print, 16.4 x 23.6 cm. 
Purchase. 
78:095:010 

"Patzcuaro," 1946. 
Gelatin silver print, 19.0 x 23.9 cm. 
Purchase. 
78:095:012 

"Pescador," 1937. 
Gelatin silver print, r 8.2 x 24.5 cm. 
Purchase. 
78:095:015 

"La Senora en la ventana y la ropa colgando," 1948. 
Gelatin silver print, 19.3 x 24.3 cm. 
Purchase. 
78:095:009 

"Sombras, Caminante," 1950. 
Gelatin silver print, 18.2 x 24.3 cm. 
Purchase. 
78:095:005 



Untitled, n.d. 
Gelatin silver print, 19.3 x 24.5 cm. 
Purchase. 
78:095:oII 

"Viento de Mar," 1960. 
Gelatin silver print, 18.3 x 24.6 cm. 
Purchase. 
78:095:008 

"La visita," 1945. 
Gelatin silver print, 12.2 x 17.4 cm. 
Purchase. 
78:095=013 

"Y Por las noches Gem fa," 1948. 
Gelatin silver print, 24.1 x 18.1 cm. 
Purchase. 
78:095:014 

BEALS, JESSIE TAR BOX 

"The Harp O' The Four Winds, Nantucket," 
ca. 1900. 
Gelatin silver print, 18.7 x 23.7 cm. 
Gift of Thomas Tormey. 
78:103:000 

BENNETT, H. H. 

"At the Mouth of Cold Water Canyon," ca. 1903. 
Albumen print, 19.2 x 24.3 cm. 
Purchase. 
78:132:002 

"Buehler's Sidewalk Machine, Kilbourne City," n.d. 
Albumen print, 17.1 x 22.3 cm. 
Purchase. 
78:132:003 

"Giant's Castle, Adams and Juneau County Series," 
n.d. 
Albumen print, 43.8 x 54.3 cm. 
Purchase. 
78: l 32:00l 

BING, ILSE 

"Amsterdam Traffic Scene from Hotel Room," 1931. 
Platinum print, 19.6 x 28.1 cm. 
Purchase. 
78:134:004 
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"Cherval de Marly," 1934. 
Platinum print, 21 .8 x 28.2 cm. 
Purchase. 
78:134:003 

"French CanCan in Moulin Rouge," 1931. 
Platinum print, 28.2 x 22.2 cm. 
Purchase. 
78:134:005 

"People below the Eiffel Tower," 1931. 
Platinum print, 21 .2 x 28.2 cm. 
Purchase. 
78:134:002 

"Queensboro Bridge with New York Skyline," 1936. 
Platinum print, 19.9 x 28.3 cm. 
Purchase. 
78:134:001 

BLOCH, ERNEST 

Seventy-seven photographs, 20th century. 
Gelatin silver prints, printed by Eric Johnson. 
Sizes vary. 
Purchase. 
78:167=000 

Bonfils, Felix. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Bosetti (Studio). See: ALBUMS. 78:099:003 

BRANDT, BILL 

"The Crypt of Christ Church, Spitalfields," 1930s. 
Gelatin silver print, 34.0 x 28.8 cm. 
Purchase. 
78:136:003 

"Horton St., Campden Hill," 1930s. 
Gelatin silver print, 34.5 x 29.5 cm. 
Purchase. 
78:136:004 

"Ivy Compton-Burnett," 1949. 
Gelatin silver print, 33.9 x 29.3 cm. 
Purchase. 
78:136:002 

"North Bridge over the River Hebble, Halifax," 
1930s. 
Gelatin silver print, 33.2 x 28.5 cm. 
Purchase. 
78:136:001 



BRUEHL, A TO 

"Ploughman, Canaan, Connecticut," 1925. 
Platinum print, 23.0 x 18.2 cm. 
Purchase. 
78:072:001 

Untitled, ca. 1927. 
Color print ( undetermined process), 
23.9 x 25.7 cm. 
Purchase. 
78:072:002 

"Still Life with Pears - Studio Shot," 1924. 
Platinum print, 43.3 x 36.2 cm. 
Purchase. 
78:072:003 

"Seated Girl with Fishnet," 1950s. 
Gelatin silver print, 47.6 x 38.3. 
Purchase. 
78:072:004 

BRUGUIERE, FRANCIS 

"A Portrait," ca. 1916. 
PhotograYure, 16.8 x 11.7 cm. 
From Camera Work ro. 48 (Oct. 9, 1916). 
Purchase. 
78:102:001 

Letter to Alfred Stieglitz, Toyember 2, 1916. 
Purchase. 

CARTER, JOHN RANDOLPH 

"Why is My Turtle Losing His Appetite?" 1971. 
From the series " ight Croquet." 
Photo-silkscreen, 40.5 x 77.9 cm. 
Purchase. 
78:098:001 

Childress, Scott. See: ADAMS, A ISEL. 
Collection of Ansel Adams. 

COOPER, THOMAS JOSHUA 

"Ceremonial Veil, Nesscliffe, Shropshire, England," 
1976. 
Gelatin silver print, 11.8 x 16.9 cm. 
Purchase. 
78:137=003 

"Ritual Ground, near Ilkeston, Derbyshire, 
England," 1977. 
Gelatin silver print, 11.8 x 16.8 cm. 
Purchase. 
78:137:004 

"Ritual Ground, San Jose Canyon, New Mexico," 
1973. 
Gelatin silver print, 11.9 x 16.9 cm. 
Purchase. 
78:137=002 

"Ritual Hieroglyph (Snow Bird), Stanton Moor, 
Derbyshire, England," 1977. 
Gelatin silver print, 1 r.8 x 16.9 cm. 
Gift of the photographer. 
78:13roo6 

"Ritual Indication, near Alton, Staffordshire, 
England," 1977. 
Gelatin silver print, 11.7 x 16.5 cm. 
Purchase. 
78: l 37:001 

"Ritual Object, Derbyshire, England," 1977. 
Gelatin silver print, II .8 x 16.9 cm. 
Gift of the photographer. 
78:13roo5 

DECARAVA, ROY 

"Boy Looking in Doorway," 1950. 
Gelatin silver print, 2r.5 x 32.7 cm. 
Purchase. 
78:135:004 

"Father with daughter," 1952. 
Gelatin silver print, 32.7 x 24.3 cm. 
Purchase. 
78:135:008 

"Five Arrows," n.d. 
Gelatin silver print, 25.5 x 32.8 cm. 
Purchase. 
78:135:003 

"Force," 1964. 
Gelatin silver print, 26.8 x 34.3 cm. 
Purchase. 
78:135:007 

"Graduation," 1952. 
Gelatin silver print, 22.3 x 32.8 cm. 
Purchase. 
78:135:006 



"117th Street," 1952. 
Gelatin silver print, 21 .8 x 34.2 cm. 
Purchase. 
78:135:002 

"Subway Stairs, Two Men," 1956. 
Gelatin silver print, 22.0 x 32.8 cm. 
Purchase. 
78:135:005 

"Two men walking in opposite direction," n.d. 
Gelatin silver print, 22.9 x 32.9 cm. 
Purchase. 
78:135:oor 

"Woman and Two Girls Walking," 1961. 
Gelatin silver print, 24.r x 32.7 cm. 
Purchase. 
78:135:009 

DOISNEAU, ROBERT 

"L'Aeroplane de Papa.l' 1932-33. 
Gelatin silver print, 40.0 x 47.2 cm. 
Purchase. 
78:130:005 

"Les Animaux Superieurs," 1954. 
Gelatin silver print, 33.6 x 49.7 cm. 
Purchase. 
78: 130:0l l 

"The Breads of Picasso," 1952. 
Gelatin silver print, 27.8 x 24.1 cm. 
Purchase. 
78:130:002 

"George Braque in Varengeville," 1953. 
Gelatin silver print, 24.7 x 34.0 cm. 
Purchase. 
78:130:oor 

"The Indiscreet Pigeon," 1964. 
Gelatin silver print, 23.0 x 29.9 cm. 
Purchase. 
78:130:003 

"Marriage Black and White," 1948. 
Gelatin silver print, 39.9 x 4 7.3 cm. 
Purchase. 
78:130:008 

"Mouth of Dragon," 1952. 
Gelatin silver print, 49.5 x 39.8 cm. 
Purchase. 
78:130:006 

"Le Sirop de La Rue," 1932-33. 
Gelatin silver print, 49.6 x 40.0 cm. 
Purchase. 
78:130:007 

"Square du Vert Galant," 1950. 
Gelatin silver print, 40.2 x 49.6 cm. 
Purchase. 
78:130:004 

"Three Little White Children," 1971. 
Gelatin silYer print, 35.2 x 49.6 cm. 
Purchase. 
78:130:010 

"Vile at Versailles, Ete," 1966. 
Gelatin silver print, 33.8 x 49.7 cm. 
Purchase. 
78: 130:009 

Esposito. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Franklin, Joseph. See: ADAMS, ANSEL. 
Collection of Ansel Adams. 

FRIEDLANDER, LEE 

"Albuquerque, New Mexico," 1972. 
No. 146 from an edition of 150, accompanying 
the book Lee Friedlander: Photographs. 

Gelatin silver print, 18.9 x 28.4 cm. 
Purchase. 
78:088:001 

"Newark, New Jersey," 1972. 
No. 146 from an edition of 150, accompanying 
the book Lee Friedlander: Photographs. 

Gelatin silver print, 18.8 x 28.4 cm. 
Purchase. 
78:088:002 

Frith's Series. See: ALBUMS 78:099:000, 78:230:000, 
78:231 :ooo. 

Geiser, F. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

GIBSON, RALPH 

Fifty photographs, ca. 1960. 
Gelatin silver prints. Sizes vary. lnYentory available. 
Gift of Robert Overby. 
78:097:000 



GROUP COLLECTIO S 

Julia F. Corson Collection 
334 photographs of South Seas, Guanajuato, Egypt, 
Ruins of Pompeii, Near East, Samoa, Japan, Delhi, 
Bosphorus, Syracuse, Madeira Islands, Palermo 
Catacombs, Athens, Cairo Museum, Switzerland, 
Canton, and other locations, by nineteenth century 
and early twentieth century commercial photogra
phers, including J. Martin, Scott, Zangaki, Esposito, 
S. Hakim, A. J. Tattersall, Tamamura, M. L. 
Shugan, Gulinez Freres, M. Iranian, Abdullah 
Freres, T. Leone, A. C. Santos, Felix Bonn.ls, and 
F. Geiser. 
Purchase. 
78:rn9:ooo 

Gulinez Freres. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Hakim, S. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Iranian, M. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Johnson, Eric. See: BLOCH, ER 1EST. 

Kennerly, David. See: ADAMS, ANSEL. 
Collection of Ansel Adams. 

Klidjezs, Angie. See: ADAMS, ANSEL. 
Collection of Ansel Adams. 

Land-Weber, Ellen. See: ADAMS, ANSEL. 
Collection of Ansel Adams. 

Leone, T. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Lewis, Cynthia Gano. See: PORTRAITS OF 
PHOTOGRAPHERS. Gowin, Emmet. 

Martin, J. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Mieusement (Studio). See: ALBUMS. 78:099:003. 

PFAHL, JOHN 

"Shed with Blue Dotted Lines, Penland, Carolina, 
June, 1975." 
Color print (process undetermined), 
19.0 x 24.2 cm. 
Anonymous Gift. 
78:094:001 

Plossu, Bernard. See: ADAMS, A 1SEL. 
Collection of Ansel Adams. 

PORTRAITS OF PHOTOGRAPHERS 

Gowin, Emmet 
Three portraits by Cynthia Gano Lewis, 1977. 
Gelatin silver prints. Sizes vary. 
Gift of the photographer. 
76:092:001-003 

Strand, Paul 
Portrait by Stephen Roberts, 1971. 
Gelatin silver print, 20.2 x 14.4 cm. 
Gift of the photographer. 
78:091 :001 

Salverian, G. A. See: ADAMS, ANSEL. 
Collection of Ansel Adams. 

Santos, A. C. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Schaefer, John P. See: ADAMS, A SEL. 
Collection of Ansel Adams. 

SCHOENFIELD, DIANA 

Illusory Arrangements, eighteen photographs, 
1978. 
Bound portfolio of solio prints. Sizes vary. 
Published by G. Ray Hawkins Gallery. 
Purchase. 
78:089:000 

Schwartz, Daniel. See: ADAMS, ANSEL. 
Collection of Ansel Adams. 

Scott. Se.::: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Shenk, Richard. See: ADAMS, ANSEL. 
Collection of Ansel Adams. 

Shugan, M. L. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

SIPPRELL, CLARA 

"Children in Sandbox, New York," ca. 1910. 
Photogravure, 9.0 x 11.0 cm. 
Purchase. 
78:133:000 

SMITH, W. EUGENE 

Seventy-five master prints, inventory in process. 
W. Eugene Smith Archive. 
78:073 :000-78:087:000 

Stevens, Albert. See: ADAMS, ANSEL. 
Collection of Ansel Adams. 



Stieglitz, Alfred. See: Bruguiere, Francis J. 

Stokes, Orvil. See: ADAMS, A SEL. 
Collection of Ansel Adams. 

STOUMEN, LOU 

Times Square 1949, a Paper Movie, a portfolio 
containing eighteen gelatin silver prints. 
Purchase. 
78:105:000 

"Los Angeles," 1976. 
Gelatin silver print, 30.7 x 22.7 cm. 
Gift of the photographer. 
78:106:003 

"New York," 1978. 
Gelatin silver print, 22.7 x 30.5 cm. 
Gift of the photographer. 
78: 106:004 

"Times Square," 1978. 
Gelatin silver print, 22.8 x 30.7 cm. 
Purchase. 
78:106:001 

"Times Square," 1978. 
Gelatin silver print, 22.8 x 30.7 cm. 
Purchase. 
78:106:002 

See also: Weston, Edward. 

Tamamura. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 

Tattersall, A. J. See: GROUP COLLECTIONS. 
Julia F. C0rson Collection. 

TESKE, EDMU D 

"Composite, 1976, L.A., California." 
Gelatin silver print, 23.9 x 33.5 cm. 
Purchase. 
78:071 :001 

"Kenneth Auger, Filmmaker, Topanga Canyon, 
California," 1954. 
Gelatin silver print, 34.9 x 26.7 cm. 
Purchase. 
78:071:003 

Untitled, n.d. 
Gelatin silver print, sabattier technique, 
33·7 x 23.7 cm. 
Purchase. 
78:071:002 

Washburn, Bradford. See: ADAMS, A SEL. 
Collection of Ansel Adams. 

WEEGEE (ARTHUR H. FELLIG) 

"At Hollywood Premiere," n.d. 
Gelatin silver print, 24.1 x 19.4 cm. 
Purchase. 
78:107:008 

"Dance Hall Hostesses," n.d. 
Gelatin silver print, 34.1 x 26.9 cm. 
Purchase. 
78:107:004 

"Fight, ew York City," n.d. 
Gelatin silver print, 34.0 x 27.1 cm. 
Purchase. 
78: 107=001 

"Lost Moppet, Coney Island," n.d. 
Gelatin silver print, 33.8 x 26.8 cm. 
Purchase. 
78:107:003 

"Sit and See Periscope," n.d. 
Gelatin silver print, 24.1 x 19.4 cm. 
Purchase. 
78:107=007 

"This Lady Made this Gadget Herself," n.d. 
Gelatin silver print, 23.2 x 19.4 cm. 
Purchase. 
78:107:006 

Untitled (firemen fighting fire at church), n.d. 
Gelatin silver print, 19.5 x 24.3 cm. 
Purchase. 
78:107=ou 

Untitled (girl crying), n.d. 
Gelatin silver print, 19.7 x 24.1 cm. 
Purchase. 
78:107:009 

Untitled (girl with puppy), n.d. 
Gelatin silver print, 23.4 x 19.3 cm. 
Purchase. 
78:107:005 

Untitled (man in top hat), n.d. 
Gelatin silver print, 34.3 x 22.0 cm. 
Purchase. 
78:107:002 



Untitled (men clinking glasses), n.d. 
Gelatin silver print, 33.5 x 26.5 cm. 
Purchase. 
78:lOJ:012 

"Weitiman and Frank Sinatra," n.d. 
Gelatin silver print, 19.6 x 24.2 cm. 
Purchase. 
78:IOJ:OIO 

WELPOTT, JACK 

"The Mound of Venus," 1974. 
Gelatin silver print, 18.8 x 19.1 cm. 
Anonymous gift. 
78:067:001 
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"White Sands, New Mexico," 1977. 
Gelatin silver print, 20.9 x 30.4 cm. 
Anonymous gift. 
78:067:002 

WESTON, EDWARD 

Letter from Edward Weston to Lou Stoumen, 
July 26, 1948. 
Gift of Lou Stournen. 
78:108:000 

Worth, Don. See: ADAMS, ANSEL. 
Collection of Ansel Adams. 

Zangaki. See: GROUP COLLECTIONS. 
Julia F. Corson Collection. 



Acquisitions Highlights 

ANSEL ADAMS, 1927-1931 

� ONE OF THE MOST fruitful relationships in 
Y Ansel Adams' early career came from meet
ing Albert Bender one night in April, 1927. 
On the following day, Bender, a San Francisco 
art patron, suggested that Adams produce a port
folio of his photographs of the High Sierras. 
When Adams agreed, Bender promptly secured 
subscribers to two-thirds of the proposed edition 
of seventy-five. Parmelian Prints of the High 

Sierras by Ansel Easton Adams was published 
in the fall of 1927 in a stated edition of 150 copies. 
Each portfolio contained eighteen photographs 
printed by Adams during that summer on 
Kodak Opaline paper, a brittle-looking parch
ment-colored paper that yielded subtle gray tones 
and rich blacks. (Most of Adams' prints before 
1931 or 1932 are on warm photographic papers, 
a preference which dated back to at least 1922 
when he referred to his photographs as being 
on "parchment." I Newhall, Eloquent Light, 

page 35-l) The term "parmelian print" was in
vented by Adams when the publisher, Jean 
Chambers Moore, worried about sales of a port
folio of photographs. A copy of the portfolio 
was donated to the Center by Dr. and Mrs. John 
W. Robertson. 

Another of Bender's suggestions during the 
first weeks of their friendship was a collaboration 
between Adams and the New Mexican writer 
Mary Austin. Several projects were proposed and 
pursued but the only one to be completed was 
Taos Pueblo, which was published in an edition 
of ro8 copies in December, 1930. Seven prints 
made in 1977 from the Taos negatives have now 
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been added to the Ansel Adams Archive. 
A third project, done probably in 1930 or 

1931, represents a more direct collaboration -be
tween Adams and Bender. The folio-sized book 
To Remember Abraham and Max L. Rosenberg 

was privately printed by John Henry Nash on 
the occasion of Bender's presentation of five 
eighteenth century marble tablets to the Univer
sity of California in memory of the Rosenbergs. 
Adams' contribution consisted of subtly-lit prints 
of the five tablets which were based upon the 
ancient Chinese historical novel San Kuo Chih 

(Tale of Three Kingdoms). 
Other close friends and patrons of Adams 

at this time included Eldridge T. and Jeannette 
Spencer, who worked together as architect and 
decorator. In memory of her husband, Jeannette; 
Spencer has donated four parmelian prints that 
Adams made of the Persian Court of Mrs. John 
Drum, an ornate residence designed by the 
Spencers. 

The addition of these four acquisitions to the 
Center's collection helps to delineate the crucial 
period between 1927, when Adams' desire for 
a professional music career waned and his inter
est in photography became a commitment, and 
1931, when he renounced his pictorialist past and 
helped to form The Group f.64. Further infor
mation on this period may be found in Nancy 
Newhall's biography of Adams, The Eloquent 

Light (Sierra Club, 1963). 

TERENCE R. PITTS 
Curator and Librarian 

Photographic Archives 



ANSEL ADAMS: 
Roaring River Falls, Kings' River Canyon. 

From the portfolio Parmelian Prints of the High Sierras, r 927. 
Gelatin Silver Print. r5.1 x 20.3 cm. 78:096:009 

ANSEL ADAMS: From Glacier Point, Yosemite Valley. 
From the portfolio Parmelian Prints of the High Siel'l'as, 1927. 
Gelatin Silver Print. 14.8 x 20.2 cm. 
78:096:004 



A TSEL ADAMS: 

Persian Court, Mrs. John Drum, ca. 1930. 

Gelatin Silver Print. 20-3 x 15.1 cm. 

78:188:003 

ANSEL ADAMS: North House, Taos Mountain. 

Plate I in "Taos Pueblo," 1930. 

Gelatin Silver Print. 21.2 x 29.2 cm. 
78:187:005 



RALPH GIBSON'S EARLY WORK 

�THE ROBERT OVERBY COLLECTION, 500 
� early prints by Ralph Gibson, has been placed 
on permanent loan to the Center for Creative 
Photography. These photographs, made during 
the 1960s, offer a critical look into Gibson's cre
ative development during his formative years. 

In 1961 Gibson attended the San Francisco 
Art Institute after serving in the U.S. Navy 
where he began the study of photography and 
had some exposure to lithography. In 1961 and 
1962 he worked as assistant to Dorothea Lange 
followed by a career as a free-lance photographer 
in Los Angeles until 1966. During this time he 
met Robert Frank whose book, The Americans, 

was an important influence on him. Gibson was 
later invited to help Frank with the film, Me 

and My Brother; he accepted, moved to New 
York City in 1966, set up residence at the Chel
sea Hotel, and continued his commercial work. 
The next three years saw a major breakthrough 
in his imagery as certain structures and motifs 
which had been present all along began to 
emerge with a new clarity and strength indica
tive of Gibson's realization of the emotional po
tential of ambiguity and mystery. 

It is important to note that Gibson has relied 
heavily on books for his exposure to photo
graphic aesthetics and ideas and, in turn, has 
used publication to reveal much of his own work. 
The Overby Collection shows a continuous in
volvement with sequencing and book format 
and includes many images from Gibson's first 
published works. Best represented in the collec
tion are images from The Strip (Roger Ken-

nedy, 1966), a look at life on the Sunset Strip 
with a style similar to the harsh contrast and 
grain work of William Klein, and The Ameri

can Civil Liberties Union Calendar, published 
in 1969 with a foreword by Robert Frank. The 
later prints in the collection form sketches in 
sequencing and include a number of prints used 
in The Somnambulist (Lustrum Press, 1970), 
Gibson's first self-published book in the trilogy 
completed by Deja-Vu (Lustrum, 1972), and 
Days at Sea (Lustrum, 1974). 

Gibson recognizes a sense of multiple pur
pose in his work. It is often the context in which 
an image is used that transforms its content from 
the mundane or practical to the dream-like or 
surreal. Gibson, the photographer, makes pic
tures that are the result of a spontaneous, intui
tive response to the subject matter. Gibson, the 
bookmaker, sees the relationships of these photo
graphs to each other outside of the original situ
ation in which they were made. 

In addition to the Overby Collection, there 
are thirty-six photographs by Gibson made dur
ing the years 1969 to 1975 in the Center's collec
tion, twenty-six of which currently comprise a 
Center traveling exhibition. Also available for 
research in the Gibson Archive are several man
uscript boxes of correspondence, clippings, per
sonal papers, and book dummies for the trilogy. 

CYNTHIA GANO LEWIS 
Cynthia Gano Lewis is a recent graduate 

of the Photography Program 

in the Department of Art 

at the University of Arizona. 



RALPH GIBSON: Untitled, ca. 1961-62. 

Gelatin Silver Print. 18.2 x 12.2 cm. 

78:09To16 

RALPH GIBSON: Untitled, 1966. 

Gelatin Silver Print. 12.2 x 18.3 cm. 

78:097:032 



RALPH GIBSON: Untitled, 1967. 

Gelatin Silver Print.11.3 x 16.6 cm. 

78:097:478 

RALPH GIBSON: Untitled, ca. 1968-69. 

Gelatin Silver Print. 15.3 x 23.3 cm. 

78:097= 177 



RALPH GIBSO : Untitled, ca. 1965-66. 

Gelatin Silver Print. I 2.4 x 18.3 cm. 

78:097=029 

RALPH GIBSON: Untitled, ca. 1967-68. 

Gelatin Silver Print. 17.6 x I 1.9 cm. 

78:o97:o43 

RALPH GIBSON: Untitled, ca. 196r-62. 

Gelatin Silver Print. 17.8 x 12.0 cm. 

78:o97:o59 
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