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Foreword

I am delighted to present the second installment of  
a three-volume history of photography told through  
the exceptional collection of The Museum of Modern 
Art. This volume covers photography from 1920 to 1960, 
moving backward in time from the volume published  
in 2015, which considered work from 1960 through the 
present day. The final volume will begin with the invention 
of the medium, in 1839, and cover the years up to 1920. 
Although the Museum’s publications on photography 
have been—and continue to be—acclaimed and popular, 
we have never oΩered an in-depth examination of the 
photography collection. Only a small percentage of  
the collection’s more than thirty thousand photographs 
can be on view at any given moment; this series brings 
into the discussion a wider array of ideas, tendencies,  
and trajectories. 

The Museum’s holdings of modernist photography  
are a trove of wonders, with iconic masterpieces and  
little-known gems. When the Department of Photography 
was founded, in 1940—the first of its kind in the United 
States—it was one of the few public repositories for 
contemporary work of the era, and many of the prints 
came into the collection shortly after they were made, 
often through direct contact with the artists. This volume 
highlights the curators, collectors, and artists who 
assiduously built a collection of works that—as Alfred  
H. Barr, Jr.’s torpedo continues to jet into the future— 
we now consider modernist in spirit and practice. I am 
grateful to Quentin Bajac, The Joel and Anne Ehrenkranz 
Chief Curator of Photography, who conceived this 
important set of publications, and to his colleagues in  
the Department of Photography: Lucy Gallun, Assistant 
Curator; Roxana Marcoci, Senior Curator; and Sarah 
Meister, Curator. They have shaped a publication that 
brings into focus the breadth of the collection and the 
multiple histories of photography that can be told 
through it. Their texts, along with essays by Douglas 
Coupland, Kevin Moore, Drew Sawyer, and Pepper 
Stetler, elucidate how various works operate in the 
complex nexus of photographic history, as well as  
in relation to the larger scope of artwork beyond it. 

The continual evolution and enrichment of the 
Museum’s photography collection would not be possible 

without many dedicated individuals and entities. As 
always, I extend my gratitude to the Museum’s Board  
of Trustees for their unfaltering support. I am deeply 
thankful to the Committee on Photography for their 
generous facilitation of numerous acquisitions reproduced 
in this book, an eΩort tirelessly led by outstanding Chairs, 
including Robert B. Menschel, Peter Norton, Richard  
E. Salomon, and, currently, David Dechman. Works  
have also entered the collection through the aid of funds  
and groups a≈liated with the Museum, both past and 
present, in particular the Latin American and Caribbean 
Fund and The Friends of Education of The Museum  
of Modern Art. Many individuals have supported 
acquisitions or have donated important works of art.  
I especially thank Peter J. Cohen, Thomas and Susan 
Dunn, Jo Carole and Ronald S. Lauder, Richard E. Salomon, 
the family of August Sander, Jon L. Stryker, and Thomas 
Walther for their significant recent contributions.

I am profoundly grateful to Joel and Anne Ehrenkranz, 
whose ongoing commitment to this series underscores 
their longstanding contributions to the Department  
of Photography and its ambitious program. I am also 
deeply indebted to David Dechman and Michel Mercure, 
whose unflagging support of recent acquisitions, and  
of this publication in particular, have made a permanent 
impression on the collection’s shape and scope. Nor  
would this volume be possible without The Robert 
Mapplethorpe Foundation. To all of them I extend my 
heartfelt thanks for your belief in this medium, both  
in the past and for the future. 

Finally, I save my deepest appreciation for Robert  
B. Menschel, whose keen eye and generous heart have 
blessed the Museum and the Department of Photography 
with an embarrassment of riches during his forty years  
of involvement. Robert has given the Department more 
than five hundred works; this volume contains eighteen 
photographs acquired thanks to his support. On behalf  
of the Museum as a whole and the Department of 
Photography in particular, I salute Robert for his astute 
vision, unwavering curiosity, and boundless generosity. 
The collection would not be the same without his 
resolute belief that these works should ultimately be 
placed in the public trust. 

Glenn D. Lowry
Director, The Museum of Modern Art, New York
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The past is a foreign country: they do things 
diΩerently there.1

To delve into the archives of the Department of Photography 
at The Museum of Modern Art inevitably brings to mind this 
line by L. P. Hartley. In the past the habits, laws, customs, and 
manners are not those of today; thus it is a place where one 
may write to Marcel Duchamp to see if he knows “Man Ray’s 
real name” (which Duchamp did not appear to know, quite 
reasonably suggesting that the petitioner ask him directly);2 
where a young Robert Frank introduced himself in a 1950 
letter to the director of the department as someone “making 
a living as a fashion photographer,” far from the image we 
have of him today;3 where Beaumont Newhall (fig. 1), the 
department’s first curator, and Ansel Adams (fig. 2) came up 
with the idea, which now seems very strange, of reprinting 
an image by László Moholy-Nagy for an exhibition, feeling 
as they did that the original proof in their possession was 
too blurred (after trying it, they changed their minds, having 
decided that the print no longer resembled a Moholy-Nagy 
work at all);4 where, under the catchy exhibition title 
American Photographs at $10, the department, like a 
commercial gallery, printed and sold images by Adams, 
Berenice Abbott, Walker Evans (fig. 3), Helen Levitt, 
Moholy-Nagy, Arnold Newman, Charles Sheeler, Brett 
Weston, and Edward Weston (the exhibition, which opened 
three days before the attack on Pearl Harbor, did not see 
much success). It was a time, finally, when, according to 
legend, a young Evans hung his solo exhibition by himself, 
in 1938, in a single night, armed with a bottle of whiskey 
and a screwdriver, in the company of two friends who were 
members of the Museum but without the curator in charge. 
Another era with other customs and other comportments! 
These examples are not meant to generate nostalgia for 
bygone times but simply to remind us that historians must 
adjust their frames of reference to avoid judging yesterday 
with the mind of today. As John Szarkowski, the director of 
the department from 1962 to 1991, pointed out when asked 
to compare himself with his predecessor, Edward Steichen, 
“We held the same job at very different times, which means 
that it was not really the same job” (fig. 4).5 Which is 
another way of saying that times change and, with them, 
the contexts, methods, problems, and the solutions that  
are brought to them.

The Museum of Modern Art’s recognition of photography 
as an artistic practice was almost a family aΩair: a meeting 

of young art historians all educated at Harvard (Alfred  
H. Barr, Jr., Newhall, Lincoln Kirstein [fig. 6], Julian Levy), 
wealthy collectors and Museum trustees (David McAlpin 
[fig. 7], James Thrall Soby), and a handful of photographers. 
Among these men it was those who could today be described 
as “modern”—that is, members of the two generations that 
came of age in the first half of the twentieth century—who 
played a major role in the blossoming of the institution’s 
photographic plans and in fact were its motivating force. 
That they were is explained in part by the dynamics of the 
photography world in the United States during the birth  
of the department, in 1940, as Barr, the first director of 
MoMA, himself emphasized: “Another important factor is 
the tendency on the part of the public to identify art with 
painting and sculpture —two fields in which America is  
not yet, I am afraid, quite the equal of France; but in other 
fields—the film, architecture and photography, for instance, 
the United States would seem to be the equal or superior  
of any other country.”6 While what we call “modern” in 
painting and sculpture was defined by MoMA in its first 
twenty-five years as an essentially European phenomenon, 
in the field of photography the modern was closely linked, 
on the other hand, to the United States. Barr saw the 
enthusiastic promotion of an American photography as  
a way of responding to critics who accused the institution  
of being too European, and the major figures of the 
particularly fertile American scene—Adams, Evans, 
Steichen, and Alfred Stieglitz (fig. 5)—represented the 
cardinal points that guided the institution along its path 
between 1930 and 1960. The first entry of modern 
photography into MoMA’s program occurs explicitly under 
the banner of American art: Murals by American Painters 
and Photographers, organized in the spring of 1932, set out 
to define American artistic identity starting with the mural, 
a form of popular art then experiencing a full revival. It was 
followed in November 1933 by Walker Evans: Photographs 
of 19th Century Houses; in 1938 by Walker Evans, 
American Photographs; and then in 1939 by Seven American 
Photographers and Charles Sheeler, a retrospective. Only 
Photography, 1839–1937, a great historical exhibition in 
1937, diverged from this strictly American perspective.

Behind the mural exhibition was Kirstein, who, like Barr, 
had studied with the art historian Paul Sachs, one of the 
seven founding Trustees of the Museum. He had already 
solicited work by Evans for the journal Hound & Horn, 
which he had founded with Varian Fry in 1927, and had also 

Quentin Bajac
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12 13

organized Photography 1930, the first American exhibition 
devoted to modernist photography, for the Harvard Society 
for Contemporary Art, which he had also cofounded. After 
he was made director of exhibitions of the Museum, he also 
assumed, in the early 1930s, an uno≈cial advisory role for 
its photographic program; the medium was still so new  
for museums that it did not warrant its own curator. He was 
assisted by Levy, a wealthy real estate developer’s son who 
had just opened a midtown gallery and was trying with 
di≈culty to sensitize a new public to photography (sticking 
closely, moreover, to MoMA’s exhibition program), and  
by Thomas Marbry, Levy’s former assistant, who was the 
Museum’s executive director. 

Kirstein focused on Evans to champion the generation  
of American modern photography. Stieglitz, at the time art 
photography’s major representative in the United States, 
kept his distance from MoMA and its exhibition program, 
which he considered too European. Evans was resolutely 
American in his subjects and preoccupations, but he was 
influenced in his approach by modern European 
photography; his documentary and ordinary aesthetic 
appeared to be a perfect meeting point between MoMA’s 
European tropism and the American art that Kirstein wanted 
to define and promote. In the 1930s Evans was everywhere 
in MoMA’s emerging program: two solo exhibitions, in 1933 
and 1938; a catalogue (American Photographs) in 1938;  
a commission for a portfolio of the Museum’s collection of 
African art, in 1935; and a gift to the Museum from Kirstein 
himself of one hundred images, in 1933 and 1934. No other 
photographer received as much attention during this period.

This situation was fundamentally changed by the arrival 
at MoMA, in 1935, of Newhall. An art historian and another 
former student of Sachs, Newhall was hired as a librarian 
and became the Museum’s uno≈cial photographer, with a 
darkroom set up in a men’s bathroom near the administrative 
o≈ces.7 With the support of Barr—whose aesthetic tastes 
had never coincided with those of Kirstein—Newhall soon 
asserted himself as the Museum’s real photography specialist. 
In 1937 he took over the organization of an exhibition  
to celebrate photography’s centenary, and in 1940, when 
the Department of Photography was created, he became  
its first curator. He was determined to define photography 
as an art form, and he was not particularly interested in  
the ordinariness on display in Evans’s documentary style;  
in fact his relationship with Evans was one of pronounced 
coolness: Evans had agreed to do the American Photographs 

exhibition only on the condition that he could hang the 
show himself, without Newhall present.8 Newhall, with  
his wife, Nancy, inaugurated an era marked by Stieglitz’s 
conception of photography as a spiritual and artistic 
medium. Fascinated by the man and his work, the Newhalls 
persistently solicited his approval and managed to mitigate, 
although not completely dissolve, his mistrust of the 
institution; the same Stieglitz who in 1936 flatly refused 
Newhall’s proposal to join the advisory committee for  
the centenary exhibition, benevolently declared the 
department’s inaugural exhibition, Sixty Photographs, 
“sincere and fine.”9 This rapprochement was consecrated, 
four years after Stieglitz’s death, in 1950, by a gift from  
his wife, Georgia O’KeeΩe, in the form of fifty-two prints 
representing every stage of his career.

The principal actor in this reconciliation was another 
photographer: Adams. Sociable and ambitious, with friends 
and acquaintances among the great elder photographers, 
from Steichen to Weston, and a protégé of Stieglitz who 
exhibited at An American Place in 1935, Adams speculated 
about what a future photography department might look 
like in a practical handbook called Making a Photograph: 

What is required above all else is a number of centralized 
institutions which combine competent instruction in theory 
and practice with library and museum features. Repositories 
of the most significant photography, past and contemporary, 
are sorely needed. The understanding of photography as a 
form of art implies much more than a knowledge of physics 
and chemistry and a superficial education in the aspects  
of painting and other media. It is necessary to study 
photography itself—to interpret the medium in its own 
terms and within its own limitations.10

After meeting the Newhalls in 1938 at the inauguration  
of the Museum’s new building, Adams became a crucial 
voice in the dialogue concerning the department’s creation, 
thanks to the support of McAlpin. McAlpin—an investment 
banker, collector of photographs, and habitué of Stieglitz’s 
gallery, as well as a nephew of Nelson Rockefeller, MoMA’s 
president from 1939 to 1941, and a Trustee himself—agreed 
to preside over the department’s advisory committee only  
if Adams became its vice-president.

During the Newhall-Adams years the department 
distanced itself from Evans. Adams, too, resisted his work, 
although he continued to promote American straight 
photography, beginning with Sixty Photographs, which  

 7

Russell Lynes, Good Old Modern:  
An Intimate Portrait of The Museum  
of Modern Art (New York: Atheneum, 
1973), p. 155.

 8

Newhall, Focus, p. 56.

 9

Ibid., p. 66.

 10

Ansel Adams, Making a Photograph: 
An Introduction to Photography 
(London: Studio Limited, 1935), p. 14.
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was primarily devoted to it.11 Asked in 1944 by the critic  
and journalist Elizabeth McCausland about the kind  
of photography he favored, Newhall, who was a man  
with multiple interests, nevertheless made no secret  
of his preferences: 

I appreciate all the uses of photography but find the peak  
of personal satisfaction in the Stieglitz Equivalents, Paul 
[Strand]’s close up studies of nature, Edward Weston’s 
landscapes, Ansel [Adams]’s Yosemite work as against  
the FSA, Evans, [Dorothea] Lange. Right now I yearn  
for the positive, and so much “documentary” is negative  
and, to me depressing. The fact that so many of our brilliant 
photographers became cynical of America and recorded  
the negative side of our culture seems to me as significant  
as the blight of surrealism.12 

This exhibition policy would be reflected in the Museum’s 
acquisitions, especially thanks to a major donation, made 
between 1939 and 1941 by Alfred Bender, a collector and 
defender (and patron) of Adams, of more than a hundred 
prints by the West Coast members of the group f64.

Straight photography was not the only style represented 
in Newhall’s department. In 1939, with the financial support 
of McAlpin, he bought the entire contents of a Moholy-Nagy 
exhibition at Delphic Studio in New York; two years later, 
120 prints by Man Ray entered the collection as a gift from 
Soby. Because there were few photography galleries at the 
time, word of mouth was the primary tool for learning about 
new photographers; Newhall was especially helped in this 
regard by Alexey Brodovitch, the art director of Harper’s 
Bazaar and a New York art world figure, who recommended 
and sent him photographers including Alfred Newman and 
Philippe Halsman. Indeed, the contribution to the 
development of the new, young department by voices 
beyond those of Adams and Newhall was quite remarkable. 
While Newhall was enlisted in the military, from 1942 to 
1944, Nancy Newhall took over his curatorial duties, and 
Willard Morgan (husband of the photographer Barbara 
Morgan) was briefly appointed director of the department, 
in 1943; during this period they solicited the opinions of 
critics, photographers, curators, and exhibition consultants, 
who also helped to organize exhibitions. Among them were 
McCausland, who advocated for a politically and socially 
committed photography (New Workers, in 1944); the 
photojournalist Thérèse Bonney (War Comes to the People, 
in 1940, and French Photographs, in 1945); Moholy-Nagy, 

György Kepes, and Nathan Lerner (How to Make a 
Photogram, in 1942); and Andreas Feininger (Creative 
Photography, in 1945).13 Despite this variety, however,  
the department was largely perceived, both inside  
and outside MoMA, as a temple of straight photography,  
with a very American bent. Even some members of the 
photography committee saw the department as promoting 
an overly narrow conception of photography, and voices 
were raised in critique. Some of the opposition came from 
Kirstein and Soby and their supporters, whose tastes were 
more European or marked by a documentary aesthetic in 
work such as Evans’s, but whose stance was described by 
Adams as an “anti-art attitude.”14 Some came from a group 
defending a more popular and accessible photography, 
which included Tom Maloney, the editor of U.S. Camera,  
a wide-circulation photography magazine launched in 1938 
for both professionals and amateurs, as well as Morgan  
and Steichen.

Steichen, the former pictorial photographer who had  
led the Naval Aviation Photographic Unit during World 
War II (and who preferred to be called “Captain 
Steichen”), was sixty-six years old in 1945. He had been 
close friends with Stieglitz early in the century and had 
been the director of photography for the Condé Nast  
group during the interwar period. His association with 
MoMA began in 1937, when he advised Newhall on the 
centenary exhibition. In 1939 he organized the selection  
of photographs for the traveling exhibition Documents  
of America; he was invited to join the photography 
committee in 1940; during World War II he organized  
two exhibitions: Road to Victory, in 1942, and Power  
in the Pacific, in 1945. These last two exhibitions were 
pioneering in their design: they were intended to be 
narrative and popular, taking as their model illustrated 
wide-circulation magazines such as Life, highlighting 
subject over, and to the detriment of, style and author.  
As such they were precisely the opposite of the approach 
preferred by Adams and the Newhalls. Steichen, supported 
by Rockefeller, the Museum’s president at the time, and 
certain Trustees, called for a less elitist photography  
and, with the support of Maloney, dangled the possibility  
of consequent and potentially significant support from the 
photography industry; he was invited to be director of  
the department in 1947, causing Newhall to immediately 
resign and the advisory committee, which had been kept 
out of this decision, to disband. 

 11
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The first goal, broadening the audience for photography, 
was certainly achieved, largely thanks to The Family of 
Man, in 1955, which was seen at the Museum by a million 
visitors and whose catalogue has sold the most copies of any 
publication in the Museum’s history. The Family of Man 
expanded on Steichen’s exhibitions of the 1940s; it was 
closer to spectacle than exhibition, entirely at the antipode 
of his predecessor’s intimate presentations, which were 
concerned with photography as image and object rather 
than content. With its five identical sets of prints, The 
Family of Man followed a trajectory through more than 
sixty countries, to be seen by nine million visitors, making  
it the most visited exhibition in the Museum’s history. 

The second goal, however—the industry’s support— 
never materialized, forcing Steichen to put aside some of 
his plans, but under his direction the department gained  
in stability what it lost in plurality. The polyphony of  
the Newhall era, in which photographers and critics were 
brought together to organize exhibitions, was over: of  
the forty-two exhibitions that appeared during the fifteen  
years of Steichen’s tenure, he was the sole curator of thirty- 
nine—including his own retrospective in 1961. Beyond  
this apparent monolithicism, however, Steichen allowed  
for a real diversity of tone: he extended and amplified 
Newhall’s contemporary program, granting new status  
to non-American photographers—European and, to some 
degree, Japanese—particularly in the four large group 
exhibitions of his program: In and Out of Focus (figs. 8, 9),  
in 1948; Abstraction in Photography, in 1951; Post War 
European Photography, in 1953; and The Family of Man.  
He was also more open to the variety of photographic styles 
of the new generation; Frank, Harry Callahan, Todd Webb, 
Esther Bubley, and W. Eugene Smith all made their way 
into MoMA under his direction, through exhibition or 
acquisition. Steichen was more interested in exhibiting 
than in adding to the collection, which he neglected to  
some extent. His main legacy is not the some nine hundred 
images that o≈cially came in during this period but 
thousands of others, printed under his direction for his 
exhibitions, very often mounted on Masonite, many of 
which remain to this day in the Departmental Collection. 

Under the direction of Szarkowski, who succeeded him in 
1962, the department reexamined the great modern figures of 
the beginning of the century in a large number of retrospective 
exhibitions: André Kertész, in 1964; Lange, in 1966; Brassaï,  
in 1968; August Sander and Bill Brandt, in 1969; Abbott, in 

1970; Evans (fig. 13) and Manuel Álvarez Bravo, in 1971; 
Edward Weston, in 1975; Tina Modotti, in 1977; and Martín 
Chambi and Adams, in 1979. These photographers were for 
the most part alive and working at the time, but they were also 
already becoming historic figures thanks to the accelerated 
pace at which the history of photography was being written. 
It was as historical figures that they were addressed in these 
exhibitions, which largely gave room to prewar work—in 
Evans’s retrospective only ten percent of the two hundred 
works were made after 1945—and as a result many of them 
remain best known for their early work to this day.

In the 1990s and 2000s Peter Galassi pursued and 
inflected this policy: the department closely linked 
exhibition and acquisition, in particular for work by 
Aleksandr Rodchenko (fig. 14), Grete Stern and Horacio 
Coppola, Henri Cartier-Bresson (figs. 10–12), Álvarez 
Bravo, and Brandt. But as the photography market became 
increasingly competitive, he more precisely defined some  
of the rules, more systematically favoring vintage prints 
over recent ones and methodically analyzing and filling 
gaps in the collection. The Museum’s purchase, in 2000,  
of 341 images from the Thomas Walther Collection is a  
fine example of this; the acquisition has strengthened the 
collection in the area of interwar European photography, 
with works by German and Bauhaus artists (Karl Blossfeldt, 
Helmar Lerski, Franz Roh, Umbo), Soviet Constructivists 
(El Lissitzky), and Parisian photographers (Maurice 
Tabard, Kertész). The Museum displayed the collection  
in 2015, with a major exhibition, catalogue, and research-
oriented website (fig. 15).

Donations from the New York Times and of collections  
of anonymous amateur photography have significantly 
enlarged and enriched the representation of modern 
photography in MoMA’s collection. The Museum’s most 
recent purchases have attempted to fill the remaining gaps 
in a few traditional areas, such as Surrealism, while seeking 
out modern works from geographical areas underrepresented 
in the collection, chief among them Latin America. By 
researching the Departmental Collection, the department 
has been able to identify and promote some key  
pieces—some of them reproduced in this volume—that  
had previously been neglected, in particular from postwar 
European and American photography. In so doing,  
the Department of Photography has been faithful to the 
concept of a midcentury modernism that is just as mutable 
in form and definition as the contemporary one. 
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experimentation, from the Constructivists to the Dadaist 
and Surrealist movements; “experience photography” 
here versus “experimental photography” there.6 The 
opposition is no doubt a bit schematic, both because 
counterexamples exist (the German Neue Sachlichkeit 
[New Objectivity] would frequently be compared to 
American photography of the same years) and because 
the two notions are not so reducibly dissimilar: many 
American photographers, Stieglitz chief among them, 
were working experimentally as well. Nevertheless,  
in the great modern and antipictorial project of searching 
for and identifying a pure photography, the vanguards in 
Europe and the United States followed diΩerent paths: 
the former—theoretical, more objective, and messianic 
but also pedagogical and playful—investigating the 
medium in all its forms, especially the most composite 
and artificial (photomontage, photogram, solarization, 
double exposure, etc.); the latter was emotional, searching 
for truth via exact representation achieved in the most 
straightforward way possible, a strategy often expressed 
as respect for the subject. Modern American photography, 
called “straight” or “pure,” was marked by a certain 
puritanism: “pure” was understood in all senses of the 
term, literal (without tricks or manipulation) as well as 
figurative (true, that which does not lie).7 Ralph Steiner 
said as much of Strand: “For him there was something 
called Right and something called Wrong, and especially 
in photography they were poles apart. Like Stieglitz,  
he had no di≈culty using that awesome word ‘truth.’”8

Pure photography was a perfect photography,  
a photography of technical mastery at every stage  
of the image’s production, beginning with the negative: 
“The key to a good print is to have the perfect negative.”9 
Negatives provide the maximum detail possible,  
and “would almost print themselves,” as Strand wrote  
to Stieglitz in 1922, also citing Edward Weston, whose 
journal reveals an obsession with the perfect negative.10 
In order to obtain the greatest detail, most photographers 
favored the large-format camera, often an 8 by 10. When 
some of them (such as Stieglitz, Strand, Cunningham, 
and Weston), desiring more mobility, turned to smaller 
and more manageable formats, they often chose not the 
portable cameras used in the late 1920s (Leica, Ermanox, 
Rolleiflex) but medium formats such as the 4 by 5 inch 
camera, the dimensions of which preserved the quality  

of the negative’s detail. The perfect negative was one  
that could be printed without having to be cropped or 
otherwise reframed; sophisticated printing techniques, 
especially those favored in the early 1920s, such as 
palladium and platinum, were able to take into account 
the negative’s nuances with more softness and subtlety 
than traditional gelatin silver printing. In 1926 the 
German review Das Kunstblatt published “Photographie 
in Amerika,” which summed up the characteristics  
of this modern “American eye” as it was perceived  
across the Atlantic, accompanied by four images by 
Steiner and Paul Outerbridge: “Precision work. Exact 
representation of form. . . . Clear picture architecture. 
Emphasis on plastic values. Concerned interest in the 
form world of every day surroundings.”11 The description 
echoes the search by Steiglitz and others for maximum 
detail accompanied by maximum simplification, a 
paradoxical formula, seeming to call at once for seeing 
more (the greatest detail) and seeing less (the greatest 
simplification), for an increase in realism but also 
abstraction.12 But it is in precisely this near-contradictory 
tension that a certain American modernist aesthetic 
resides. All the various approaches to simplification 
extract the subject from its natural context so as to focus 
a viewer’s attention: close-ups and tight framing; neutral 
or unified, monochromatic backgrounds, particularly in 
the work of Weston (plates 15–17); suppression, in exterior 
shots, of the horizon and therefore of depth of field. 

This modern aesthetic of experience, with attention  
to objects, textures, and shapes, permeated various 
spheres of American commercial photography, from 
portraits to advertising, which was booming at the  
time. Stieglitz was contemptuous of those modern 
photographers who, in his opinion, were prostituting 
their art, including Edward Steichen, his old colleague 
from the 1900s, who brought the straight-photography 
aesthetic into the studios of Condé Nast and onto  
the pages of Vanity Fair and Vogue beginning in 1923. 
Steichen used his own images as well as calling  
on photographers with similar sensibilities. These 
included Cunningham (plates 8, 26) and Sherril Schell,  
a commercial portraitist who had studied in London  
and New York (plate 28), as well as the painter and 
photographer Charles Sheeler, whose most celebrated 
works were often made on commission, such as images 

“I was born in Hoboken. I am an American photographer. 
Photography is my passion. The search for truth my 
obsession.” These are the words Alfred Stieglitz chose  
to conclude the introductory text for his show of 
photographs at Anderson Galleries in 1921, when he  
was fifty-seven years old. A strange profession of faith, 
with an ostentatious simplicity, coming from a man 
already recognized for almost two decades as a central 
figure in the American art and photography worlds.  
But this exhibition, his first in New York since 1913,  
was a departure. In 145 images, most of them unpublished, 
it presented a complete rereading of his work while  
also highlighting his very lively character. Seventy-eight 
of the shots, he pointed out, had been made since July 
1918, the date of the last summer of World War I and  
a time marked by separation from his wife; moving  
in with Georgia O’KeeΩe, a painter twenty years his 
junior; and the beginning of a series that featured her  
as a model (plates 1, 2).

The exhibition would be a great success, confirming 
the figure of the new Stieglitz: American, photographer, 
seeker of truth. He went on to find this truth in a national 
art freed of external artistic references: an art that 
exalted the spiritual and timeless dimension of the land, 
of American nature. But it was a specific kind of nature: 
not the immense and unspoiled landscape of New Mexico, 
dear to O’KeeΩe, but the more polished nature of upstate 
New York around Lake George (plate 3) and his family 
house, which would become a favored retreat in the later 
part of his life. At the same time he explored the country’s 
urban side and its constant state of change—the American 
city of the 1930s, in shots of New York taken through  
the windows of his gallery, An American Place, or from 
his apartment on the thirtieth floor of the Shelton  
(plate 30)—a point of view also adopted by O’KeeΩe  
in many of her paintings of the late 1920s. 

Stieglitz had been enjoying a renewed popularity  
in the early 1920s. The man described by Imogen 

Cunningham as “the father of us all” was once again  
a mentor to a generation of photographers, artists,  
and critics, this one born in the last two decades of the 
nineteenth century.1 Stieglitz liked this role, although  
he admitted in a 1923 letter to a friend, the writer  
Paul Rosenfeld, that he was unsure “about being as  
much an artist as one of the leading spiritual forces of 
this country”; indeed, a few years later the critic Henry 
McBride would compare him to a religious leader.2 
Stieglitz’s circle in the early 1920s was made up of artists 
and photographers (O’KeeΩe, John Marin, Charles 
Sheeler, Paul Strand) as well as writers (Waldo Frank, 
William Carlos Williams), all of them striving 
enthusiastically and optimistically to define a new 
American identity and a new American art, unencumbered 
by the weight and traditions of old Europe—which  
the war had left depleted. An art in search of spirituality 
and transcendence in the materialistic, technological 
American society, with its personal dimension as  
its main feature: an art composed of intuition and 
experience of the real.

Experience: the term is essential to the American 
avant-garde of the period, whatever the medium. 
Stieglitz’s photographs of skies from the 1920s  
(plates 4, 5), he said, were the equivalents “of my most 
profound life experience.”3 Ten years later, in 1935,  
Ansel Adams could still write, for the text accompanying 
his first show at An American Place, “In this exhibit  
I have tried to present certain personal experiences  
with reality. I have made no attempt to symbolize, to 
intellectualize, or to abstract what I have seen or felt.”4 
As a crucial element of American pragmatism and 
suggestive of a more attentive relationship to nature, 
experience proposed a connection with the real by way 
of observation and feeling rather than reflection and 
intellect; as Stieglitz would say of his sky photographs,  
“I do not think any longer, I just feel.”5 Such primacy  
of feeling would also lead him to title these works  
using musical terms, as he did with Songs of the Sky  
or Music—A Sequence of Ten Cloud Photographs, thus 
marking them as expressions of art that can do without 
words—an art before language.

This emphasis on experience by American artists was 
developing at a time when the central notion espoused 
by the European photographic avant-gardes was 
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of its making. Such criticisms continued throughout  
the decade and were taken up by photographers  
of the following generation; Walker Evans, in particular, 
identified straight photography, with Stieglitz as its 
exemplar, as a counterexample of engaged political art. 

Perhaps because of this critical attack, the center of 
the straight-photography movement began to shift away 
from New York in the 1930s, to Taos, New Mexico, where 
two generations of East Coast artists (O’Keeffe, Strand, 
John Marin) and West Coast artists (Adams, Weston) 
had been meeting since early in the twentieth century.  
A more significant center emerged in Carmel, California, 
where Weston and his son Brett lived, and in the San 
Francisco Bay Area. In 1932, at the invitation of Adams 
and Willard Van Dyke, photographers including Weston, 
Cunningham, and Dorothea Lange gathered in San 
Francisco to form the group known as f64—denoting  
a lens’s smallest aperture, which allowed maximal  
depth of field—a name which is itself a tribute to straight 
photography.18 Following Stieglitz, breaking with the 
Pictorialist tendencies still present in the work of West 
Coast artists (and from which some f64’s members,  
such as Weston and Cunningham, had emerged), the 
group advocated a non-Pictorialist photography in its 
manifesto: “Pure photography is defined as possessing 
no qualities of technic, composition or idea, derivative  
of any other art-form.”19 Adams saw the West Coast as 
particularly fertile ground for the blossoming of this 
form, an art “perfect for the American West because both 
the medium and the west were young and unburdened  
by the traditions of the East coast and older media.”20 

The sensibilities of Edward Weston, Brett Weston,  
and Adams exalt a certain excess in American nature, 
with a lyricism and a sensuality unknown in the 
photography of the East Coast. In Weston’s images  
of the dunes of White Sands, in New Mexico, or Oceano, 
between Carmel and Los Angeles (plate 34), their 
textures and curves evoke certain of his contemporary 
female nudes, a juxtaposition that he at times made 
explicit (plate 18). Adams, starting in the late 1920s,  
put the sublime dimension of the natural sites of the 
West at the center of his work, following the frontier  
trail of the painters and photographers of the previous 
century; for his photograph of Yosemite’s Half Dome 
(1927, plate 31), one of the first works in which he felt  
he had found his style, he used a red filter to darken the 
sky and thus better render the emotion he felt before  
the majestic spectacle of nature.21 Surf Sequence  
(1940, plate 33) is an indirect tribute to his two elder 
mentors: to Weston, in its subject (the image was made 
near Pacifica, on returning from a visit to Weston’s studio  
in Carmel), and to Stieglitz, in its sequence (which 
recalls the musical spirit of Stieglitz’s suites). The 
Museum of Modern Art bought the sequence from 
Adams in 1941, at a time when, as an artistic advisor,  
he was helping to establish and maintain the program  
of the Department of Photography headed by Beaumont 
and Nancy Newhall: all three of them, between 1940  
and 1947, the year of Beaumont Newhall’s resignation, 
would make the institution the champion of straight 
photography, through retrospectives of Strand (1945), 
Weston (1946), and Stieglitz (1947).22

of the Ford factory in River Rouge, Michigan, near 
Detroit (plate 10), made at the request of the advertising 
agency N. W. Ayer and Son; and shots of industrial 
subjects (plate 9) that served as the basis for paintings 
commissioned by Fortune magazine in 1938. Steichen 
also worked with Steiner (plate 29) and Outerbridge 
(plates 11–13), both of whom had trained at the Clarence 
White School of Photography, established in 1914,  
where the instruction—provided in part by artists who 
disagreed with Stieglitz, including White himself and  
the painter Max Weber—allowed for the application  
of a moderate modernism to commercial photography. 

Like any general outline, this one is broadly drawn, 
and there are exceptions. Stieglitz, at the heart of the 
straight-photography movement, is paradoxically one  
of the artists who most frequently moved away from  
it; his work from the 1920s is shot through with a more 
experimental, almost European spirit, as in images  
of skies and hands that are legible in any direction.  
A similar distancing from the norms of straight 
photography can be seen in the work of Tina Modotti, 
although her professional and personal association  
with Weston has too often relegated her unequivocally  
to the camp of American modernism. Her work certainly 
retains some of modernism’s features, such as its 
precision, almost always reinforced by contact printing; 
its stark, deliberate compositions, which leave no room 
for accidents; its simplified, monumental forms; and the 
subtlety of tonal values offered by  platinum and palladium 
printing.13 But Modotti also drew on a dynamic European 
modernism inherited from German Neues Sehen (New 
Vision) photographers. In 1925 she began using a 
portable Graflex, which allowed her the mobility to make 
Telephone Wires, Mexico (plate 19), a dynamic, low-angle 
shot more akin to contemporary Soviet photography 
than to work by her American colleagues, both in terms 
of subject matter and treatment. This was chosen in 1927 
to appear in a history of the Futurist-inspired Mexican 
Estridentista (Stridentist) movement and then again  
in 1929, in the avant-garde review transition alongside 
photographs by Man Ray and László Moholy-Nagy.14 
Also in 1927 Modotti joined the Communist Party and 
began to move away from formal, abstract work and 
toward a more direct approach. A transitional image from 
between those styles, Mella’s Typewriter (1928, plate 22), 

an indirect portrait of her companion, the political 
journalist Julio Antonio Mella, employs the codes of 
straight photography in order to signal political content: 
standing in for Mella is a typewriter—the instrument  
of the Communist intellectual—with a text by Trotsky in 
its platen.15 Mella would be assassinated two years later, 
in the middle of the street, while Modotti watched.

In the late 1920s straight photography was front  
and center on the American and international stages;  
no other American movement at the time seemed  
to have contributed to the modernist photographic 
vocabulary. At Internationale Austellung des Deutschen 
Werkbunds Film und Foto, the most comprehensive 
exhibition of the international photographic avant-
garde, held in Stuttgart in 1929, the section devoted to 
American photographers contained only works of this 
kind, with the exception of those by Berenice Abbott  
and Man Ray. A German critic noted that this section, 
with its “refined technique, which one might describe as 
cultivated,” was a departure from the rougher European 
works.16 A year later, for Photography 1930, the first 
exhibition devoted to modernist photography in  
the United States, Lincoln Kirstein selected images  
that highlighted this tendency as well.17 Nevertheless,  
a number of American photographers, especially  
on the East Coast, were, like Modotti, already distancing 
themselves from this aesthetic. Artists in Europe, in 
reaction to the 1929 crisis and the rise of totalitarian 
governments, began to decry the experimental work  
of the 1920s for being politically and socially disengaged, 
and in the United States the practitioners of straight 
photography (and others) began to question it as well. 
Some were eager to demonstrate political commitment 
and address new audiences; Strand and Steiner did so  
by exceeding the limitations of photography, abandoning 
photography altogether in the mid-1930s for film,  
forming the heart of Nykino, a collective of Marxist 
photographers and filmmakers in New York. As the 
political crisis of the 1930s progressed and the engagement 
of artists increased, in the Federal Art Project and other 
programs, more and more artists raised their voices 
against the elitism of straight photography: the lack  
of political engagement in its images, the lack of  
social responsibility in its dissemination, and  
the preciousness that seemed to attend the details  
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Palladium print
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Alfred Stieglitz Collection.  
Gift of Georgia O'Keeffe, 1984
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8



30 31American Modernism

Charles Sheeler
American, 1883–1965

Wheels. 1939
Gelatin silver print
6 5/8 × 9 5/8 in. (16.8 × 24.4 cm)
Anonymous gift, 1943

9 Criss-Crossed Conveyors, River Rouge Plant,  
Ford Motor Company. 1927
Gelatin silver print, printed 1941
9 3/8 × 7 1/2 in. (23.9 × 19 cm)
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Nude. 1925
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Gift of David H. McAlpin, 1956
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Gift of David H. McAlpin, 1968
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Anonymous gift, 1965
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American, 1883–1965
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Gift of Samuel M. Kootz, 1942
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by Julia Peterkin and Doris Ulmann. 1933
Photogravure
8 9/16 × 6 7/16 in. (21.8 × 16.4 cm)
Gift of Blanchette Hooker Rockefeller, 1974
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John Parkinson III Fund, 1976
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Dorothy True. 1919
Palladium print
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Gift of Albert M. Bender, 1939
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David H. McAlpin Fund, 1941
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Gift of Albert M. Bender, 1939
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Gelatin silver print
7 1/2 × 9 1/2 in. (19 × 24.1 cm)
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first appeared in the title of a maquette for a mural version 
of Runner in the City (Record) (Begun v gorode [Rekord], 
1926; plate 45), itself a work constructed entirely from 
images by other photographers.5 Made when Lissitzky 
was working with members of the Association of  
New Architects (ASNOVA) on a commission for a sports 
complex in Moscow, the photomontage combines images 
to quasicinematic eΩect: a runner, a track and hurdle,  
and a prolonged double-exposure of Broadway at night, 
shot by Lissitzky’s architect friend Knut Lönberg-Holm 
and previously published in Erich Mendelsohn’s album 
Amerika: Bilderbuch eines Architekten (America: An 
Architect’s Picture Book, 1926). In Record, Lissitzky’s 
fascination with simultaneity, kineticism, and Americanism 
combine in a nod to Paul Citroen’s Metropolis (Weltstadt, 
1923; plate 46), a kaleidoscopic view woven out of myriad 
cut-out fragments of skyscrapers, unmoored from both 
their locations around the world and from the magazines 
and postcards that depicted them. Citroen’s futuristic 
vision of densely built urban blocks with superstructures 
looming over them inspired Fritz Lang in his 1927 
Expressionist science-fiction film of the same name.

Aleksandr Rodchenko, who along with Lissitzky was 
a leading figure of the young Soviet nation’s vanguard, 
advocated photomechanical processes and cinematic 
montage in order to build networks of communication 
for the transmission and amplification of collective social 
knowledge. Rodchenko collaborated with the progressive 
writers Osip Brik, Nikolai Aseev, Sergei Tret’iakov, 
and Vladimir Mayakovsky on covers and layouts for 
the journals LEF (Left) and Novyi LEF (New left). 
Mayakovsky was also the subject of Rodchenko’s first 
photographic portraits (1924, plate 39) and was featured 
in the collages he made for the covers of the poet’s 
Razgovor c fininspektorom o poesii (Conversation with 
the finance inspector about poetry, 1926). Rodchenko 
and his cohorts popularized the idea of “factography”—an 
avant-garde practice that involved the wielding of facts as 
a countermodel for the propaganda of Socialist Realism—
through these journals and other documentary projects 
that recorded the advanced technical and cultural 
revolutions of the 1920s. The aim of the factographic 
group was not to veridically reflect reality but to actively 
redefine it through their work.6 Dziga Vertov, a filmmaker 
and associate of the LEF writers, urged, “We must 
form a FILM FACTORY OF FACTS” by “filming facts. 

Sorting facts. Disseminating facts. Agitating with facts. 
Propaganda with facts. Fists made of facts.”7 To these 
ends, Rodchenko was committed to actively transforming 
reality, in pictures such as Mother (Mat’, 1924; plate 38), 
Pioneer Girl (Pionerka, 1930; plate 41), and Assembling 
for a Demonstration (Sbor na demonstratsiiu, 1928–30; 
plate 42). He eschewed the conventional, straightforward 
belly-button view, instead favoring fragmentary close-
ups and extreme camera angles to generate new types of 
images that would energize a mass audience. Rodchenko 
had some experience with film (he had worked on the 
titles for Vertov’s 1922 Kino Pravda newsreel), and in  
his first theoretical article on photography, published  
in 1928 in Novyi LEF, he argued for a cinematic, fractured 
representation of subjects. ChauΩeur (Shofer, 1929; plate 
40) is one such work: it captures the reflections of both 
driver and photographer within the radically compressed 
space of the car’s rearview mirror, with the driver’s pipe 
isolated outside the mirror on its own plane. Rodchenko 
favored montage and seriality as a way of getting at a kind 
of truth, such that “with the appearance of photographs, 
there can be no question of a single immutable portrait.  
A man is not just one sum total; he is many and 
sometimes they are quite opposed.”8 

This reinvention of portraiture as an intersection of 
film and still photography was contemporary with and 
methodologically similar to the ideas of Josef Albers, 
who had integrated photomontage exercises into the 
Bauhaus’s Vorkurs (preliminary course) shortly before 
the formal inclusion of photography in the curriculum, 
in 1929. Albers made small-format composite pictures 
of fellow Bauhauslers (such as Wassily Kandinsky, Paul 
Klee, Walter Gropius, Oskar Schlemmer, and others), 
as well as of seascapes, bullfight arenas (plate 57), 
mannequins, and the EiΩel Tower. He did not exhibit 
these collages and only rarely showed them to others 
during his lifetime.9 They were made between 1928 and 
1932, when Albers was teaching at the Bauhaus in Dessau, 
and assembled as collages before the Nazis shuttered 
the school in 1933. In the late 1930s and ’40s, during his 
tenure at Black Mountain College, in North Carolina, 
he continued to make smaller photocollages from travel 
pictures and postcards. T. Lux Feininger, a student at the 
Bauhaus, known for his zany pictures of the Bauhaus jazz 
band (c. 1929, plate 61), taught Albers to operate his new 
35mm Leica—a reversal of the roles of master and pupil, 

In the 1920s the most ambitious currents of avant-garde 
thought flowed through works in photography and  
film, away from painting and sculpture, where they had 
previously been most visible. Many artists began to make 
the transition from heavy fixed cameras to portable, 
lightweight 35mm cameras (in particular the Leica),  
used with perforated film and wide-aperture lenses, and 
they began to work at higher film speeds and experiment 
with montage, seriality, and dynamic modes of media 
production. The ethos of this new machine age was  
best summarized by the artist El Lissitzky, who in  
1922 declared the demise of traditional easel painting:  
“The [painted] picture fell apart together with the old 
world which it had created for itself. The new world  
will not need little pictures. If it needs a mirror, it  
has the photograph and the cinema.”1 The new breed  
of photographer explored the medium using a  
profusion of unconventional lens-based and darkroom 
techniques—multiple exposures, photograms, X-rays, 
light-space modulators, typophotographs, and 
photomontages—which the artist and Bauhaus theorist 
László Moholy-Nagy collected under the name Neue 
Optik or Neues Sehen (New Vision). 

Through both his writing and his own photography-
based practice, Moholy-Nagy became an influential  
figure behind this new critical theory of photography.  
In his short 1922 manifesto, “Produktion-Reproduktion,” 
written with his wife, Lucia Moholy, he argued that new 
sensory experiences and expanded consciousness could 
be achieved by combining the reproducible formats  
of mass media (photography, film, and sound recording) 
with artistic intention. In Malerei Photographie Film 
(Painting Photography Film, 1925), a book produced 
under the auspices of the Bauhaus, he further asserted 
that photography and cinema heralded a new culture  
of light, which had overtaken the most innovative  
aspects of painting.2 Moholy-Nagy’s championing  
of photography and film as the mediums of the future 
spurred a remarkable spate of international photography 

exhibitions in interwar Germany, the most significant 
of which was the Deutscher Werkbund’s multivenue 
Film und Foto, or Fifo, in 1929–30.3 Accompanied by 
two books—Franz Roh and Jan Tschichold’s Foto-Auge 
(Photo-eye, plate 44) and Werner GräΩ’s Es kommt  
der neue Fotograf! (Here comes the new photographer!), 
both of which would come to define the epoch—Fifo 
established photography as the Kunstwollen, or artistic 
will, of modernist culture, which would map the entire 
field of optical, spatial, and social transformations. 

Foto-Auge demonstrated the range of New Vision 
experiments, with contributions by artists including 
Lissitzky, Moholy-Nagy, Herbert Bayer, Florence Henri, 
Man Ray, Albert Renger-Patzsch, Walter Peterhans,  
and Umbo. Roh and Tschichold selected Lissitzky’s  
Self-Portrait (Constructor) (Avtoportret [Konstruktor], 
1924; plate 43) for the cover of Foto-Auge. In this 
picture—a combination of photogram, photomontage, 
drawing, and collage—Lissitzky superimposed his hand, 
which holds a compass on a sheet of graph paper, over a 
shot of his head that explicitly highlights his eye: insight, 
this image implies, passes through the eye to the hand, 
and through the hand to the tools of production. Like 
Max Burchartz’s Lotte (Eye) (Lotte [Auge], 1928; plate 
86), an enlarged, tightly cropped close-up of the artist’s 
daughter (also included in Foto-Auge), Lissitzky’s 
photomontage places the act of seeing at center stage.  
Yet this portrait of the artist as a constructor or an 
engineer in the service of society was conceived during 
Lissitzky’s short-lived Dada interlude, when he was 
recovering from tuberculosis in Switzerland and was in 
steady contact with Kurt Schwitters, Hans Arp, and Raoul 
Hausmann. The image can be understood as a critique  
of the Enlightenment project of self-knowledge; in a 
letter to his partner, Sophie Küppers, from that time, 
Lissitzky embraced human irrationality, even bestiality, 
referring to the image of his palm as “my monkey-hand.”4 
Lissitzky’s self-portrait contests the idea that straight 
photography can provide a single, unmediated truth; 
rather, it proposes a bifurcated artistic identity through 
complex montage procedures and a conceptual shift  
in the understanding of what a picture can be. 

Lissitzky continued to experiment with the montage 
technique in the years after his return to the Soviet 
Union. During that time he began to describe his work  
as fotopis (painting with photographs), a neologism that 
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down, specialized in portraiture, advertising, and 
experimental still lifes (plate 67) that revealed unfamiliar 
structural details through close-ups and precise lighting.

Krull’s life was as multifaceted as her practice, which 
included pioneering work in avant-garde photomontage, 
photographic books, and photojournalism. Her early 
left-wing political activism led to her being expelled from 
Munich; from there she went to Russia, where in 1921  
she was incarcerated for her counterrevolutionary 
support of the Free France movement against Adolf 
Hitler. She subsequently moved to the Netherlands and 
joined Filmliga, the avant-garde film collective cofounded 
by Joris Ivens, whom she would later marry. In 1926 she 
settled in Paris, where she met the artists Robert Delaunay 
and Sonia Delaunay-Terk and the writers André Malraux, 
Jean Cocteau, Colette, and André Gide, all of whom 
became subjects in her photographic portraits (plates 134, 
136). Krull’s artistic breakthrough came in 1928, when 
she was hired as a staΩ photographer for the nascent 
magazine VU. Along with André Kertész and Éli Lotar, 
she took radically modernist pictures that formed a  
new kind of photojournalism, one rooted in freedom of 
expression and closeness to her subjects—all facilitated 
by her small-format Icarette camera. During this period 
she published Metal (Métal, 1928; plate 79), a series of 
sixty-four images of modernist industrial architecture 
and engineering—cranes, machines, suspension bridges 
in Rotterdam and Marseilles, the EiΩel Tower—shot in 
muscular close-up and from vertiginous angles. Metal 
features both multiple exposures and straight images, and 
it owes its structure to that of film montage, especially to 
Ivens’s experiments with montage in his short documentary 
Der Brug (The Bridge, 1928), and to the theories of 
montage and rupture formulated by the Soviet filmmakers 
Vsevolod Pudovkin and Sergei Eisenstein. The cultural 
critic Walter Benjamin praised Krull for her political 
advocacy and radical visual aesthetics, aligning her with 
New Objectivity photographers such as Karl Blossfeldt 
(plate 77) and August Sander (plates 80–83).15

People of the Twentieth Century (Menschen des 20. 
Jahrhunderts), the monumental collection that Sander 
worked on over most of his career, is a case study in New 
Objectivity. Made up of more than six hundred portraits 
of diΩerent professions, social classes, and character 
types in German society, it divides these images into 
seven groups according to sociological classifications:  

Der Bauer (The farmer); Der Handwerker (The skilled 
tradesman); Die Frau (The woman); Die Stände  
(Classes and professions); Die Künstler (The artists);  
Die Großstadt (The city); and Die letzten Menschen  
(The last people). Sander published sixty of these 
portraits in Antlitz der Zeit (Face of Our Time, 1929),  
with an introduction by the novelist Alfred Döblin,  
whose Berlin Alexanderplatz was published the same 
year. Döblin noted that “Sander has succeeded in writing 
sociology not by writing, but by producing photographs.”16 
The volume was acclaimed by critics. Benjamin saluted 
Sander’s unearthing of the layers of German social order, 
declaring the book to be “more than a picture book.  
It is a training manual.”17 Walker Evans, in Hound & Horn 
in 1931, likened Sander’s analytic method to that of  
a scientist.18 After the censors of the Third Reich banned  
the book in 1936—its subjects did not adhere to the 
standards of the ideal Aryan type—Sander quietly 
continued to make additional portraits. On the eve  
of World War II he moved from Cologne to the small 
village of Kuchhausen, and he took along his most  
prized glass plates; the thirty thousand he left behind 
were destroyed after the war in a fire. The surviving 
negatives and vintage prints are the only extant evidence 
of the most ambitious sociological document of the 
twentieth century.

Although the photography of New Vision and New 
Objectivity began with the fertile exchange of Soviet 
and German artists, it soon branched out into other 
countries, its fresh ideas and stylistic developments 
appearing in magazines in France, Czechoslovakia, the 
Netherlands, and Hungary, and even as far afield as Japan 
and the United States, although not in uniform ways and 
sometimes displaying contradictory tactics. The years 
between 1922 and 1932 produced a progressive new breed 
of photographer, one actively engaged with avant-garde 
tendencies that radically revised European modernism 
by questioning the ways art might be reimagined in  
an emerging technological landscape. After 1933, with 
the rise of the Stalinist and Fascist regimes, many of the 
artists associated with New Vision ideas were forced  
into silence or political exile. But their legacy remains.  
By turns visionary and factual, the short period between 
the two world wars—with its emphasis on proficiency 
with the camera and modernist visual culture—endures 
as one of the richest in photographic history.

which Albers encouraged.10 By placing contact prints 
from 35mm negatives side by side with enlargements  
of those negatives on cardboard mounts, Albers explored 
the structure of duration and multiple timeframes. 
Portraits of El Lissitzky (1930, plate 59) and Marli 
Heimann, which bears the inscription “alle während 1 
stunde,” or “all during an hour” (1931, plate 58), aggregate 
sequential views in a montage akin to a filmstrip. 

Herbert Bayer, who taught typography and advertising 
at the Bauhaus from 1925 to 1928, is featured in one such 
portrait. Bayer’s productive relationship with Albers  
led to Bayer’s own experiments in photography and 
montage. He began taking pictures in 1928 with a Leica, 
and he quickly moved from unmanipulated photographs 
to dramatic and bold montages. A series of eleven 
photomontages titled Man and Dream (Mensch und 
Traum) includes Humanly Impossible (Self-Portrait) 
(Menschen unmöglich [Selbstporträt], 1932; plate 70), in 
which the artist observes himself in a mirror that turns 
his reflected self into marble with a section of his arm 
sliced away, so that he appears to be an armless classical 
statue. This portrait visually dispenses with the idea of 
the unitary self, as does one taken by Peterhans of Andor 
Weininger (1930, plate 66); both denaturalize the idealized 
and unyielding image of the Aryan physique that dominated 
Nazi art and mass culture in Germany in the 1930s.11 

As an image that both records and alters appearance, 
Humanly Impossible makes obvious use of Dada and 
Surrealist tactics and invites comparison with the work of 
Florence Henri, who often coupled montage and rupture in 
order to play with spatial extension and fragmentation  
in confounding self-portraits and still lifes with mirrors 
(plate 85). In 1927 Henri attended a summer course  
at the Bauhaus, and in the school’s collegiate atmosphere 
she became close friends with Lucia Moholy, who shared 
her expertise in photography. (Moholy’s portrait of Henri 
[1927, plate 63] is striking by dint of its asymmetrical 
composition and tight framing.) Henri moved to Paris in 
1929, where she set up a photographic studio that would 
rival Man Ray’s in popularity, as well as a school where 
Lisette Model and Gisèle Freund, among others, enrolled. 
Henri’s use of mirrors, prisms, and reflective objects to 
frame, isolate, double, or otherwise interact with her 
subjects influenced the spatial investigations of other 
artists, especially Ilse Bing, who began photographing in 
1929. Bing contributed pictures to Das illustriete Blatt,  

a monthly supplement of the illustrated magazine 
Frankfurter Illustriete. In 1930 she moved to Paris, where 
her circle of acquaintances included Henri Cartier-
Bresson, Man Ray, and Brassaï and where she came to  
be known as “Queen of the Leica” for her skill with the 
handheld camera. To create the staged Self-Portrait with 
Leica (1931, plate 52), she mounted the camera on a 
tabletop tripod and looked across the cap of the viewfinder 
into the mirror, thus joining her frontal and profile views  
in an intricate interplay of lens and gaze. Although Bing 
avoided a≈liating herself with any movement in particular, 
her work in photojournalism and interest in geometric 
formalism loosely aligned her with the Neue Sachlichkeit 
(New Objectivity) tendencies of New Vision photography. 

Neue Sachlichkeit, a term coined in 1925 by the art 
critic Gustav Hartlaub to distinguish contemporary 
developments in German painting from their academic 
predecessors, was quickly adopted to describe the most 
radical innovations in what was known as “photographic 
photography”: straight, sharply focused images that 
included experiments with macroscopic close-ups  
and structural details and was rooted in proficiency  
with the Objectiv (camera lens).12 In 1929 Peterhans 
joined the Bauhaus faculty as head of its first specialized 
photography workshop. Peterhans advocated what he 
called photographisch Sehen (photographic seeing), a new 
school of seeing and a new way of ordering that vision in 
the world.13 His theory of photography as an empiric and 
conceptual medium was instrumental to students such  
as Grete Stern, who noted, “Peterhans taught me how to 
create a vision of what I wanted to reproduce before using 
the camera.”14 Stern—alongside Henri, Lotte Jacobi, and 
Germaine Krull, among others—would go on to play a 
critical role in redefining the cultural agency of women, 
pushing the boundaries of new cultural freedoms. They 
were professional artists who experimented creatively with 
photography, voted, and enjoyed sexual independence. 
Stern embraced both commercial and avant-garde work, 
and in 1930 she and Ellen Auerbach established ringl + pit, 
a feminist commercial studio in Berlin (it was named  
for their childhood nicknames: “ringl” was Stern, “pit,” 
Auerbach). They coauthored their production, fostering  
a groundbreaking artistic alliance that subverted the 
clichéd cult of the master. The studio, in operation for 
three years before the artists—concerned with pandemic 
racial and political discrimination—decided to shut  
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Aleksandr Rodchenko 
Russian, 1891–1956

Mother (Mat'). 1924
Gelatin silver print
8 7/8 × 6 1/2 in. (22.5 × 16.5 cm)
Gift of the Rodchenko family, 1998

38 Vladimir Mayakovsky. 1924
Gelatin silver print
11 5/8 × 8 3/16 in. (29.5 × 20.8 cm)
Gift of the Rodchenko family, 1998

39
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Chauffeur (Shofer). 1929
Gelatin silver print
11 3/4 × 16 1/2 in. (29.8 × 41.8 cm)
Mr. and Mrs. John Spencer Fund, 1970

40

Pioneer Girl (Pionerka). 1930
Gelatin silver print
19 1/2 × 14 9/16 in. (49.6 × 37 cm)
Gift of Alex Lachmann and friends  
of the Rodchenko family, 1994

41

Assembling for a Demonstration  
(Sbor na demonstratsiiu). 1928–30
Gelatin silver print
19 1/2 × 13 7/8 in. (49.5 × 35.3 cm)
Mr. and Mrs. John Spencer Fund, 1970

42

Aleksandr Rodchenko 
Russian, 1891–1956
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Self-Portrait (Constructor)  
(Avtoportret [Konstruktor]). 1924
Gelatin silver print
5 1/2 × 3 1/2 in. (13.9 × 8.9 cm)
Thomas Walther Collection. Gift of Shirley C. Burden, 
by exchange, 2001

43

>

Runner in the City (Record)  
(Begun v gorode [Rekord]). 1926
Gelatin silver print
10 1/2 × 8 13/16 in. (26.7 × 22.4 cm)
Thomas Walther Collection. Gift of Thomas Walther, 2001

45

Franz Roh
German, 1890–1965

Jan Tschichold
Swiss, born Germany, 1902–1974

Foto-Auge: 76 Fotos der Zeit  
(Photo-eye: 76 photos of the time). 1929
Book with letterpress cover by El Lissitzky
Page: 11 5/8 × 8 1/16 in. (29.5 × 20.5 cm)
Publisher: F. Wedekind, Stuttgart 
Gift of The Judith Rothschild Foundation, 2001

44

El Lissitzky
Russian, 1890–1941
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Paul Citroen
Dutch, born Germany, 1896–1983

Metropolis (Weltstadt). 1923
Gelatin silver print
8 × 6 in. (20.3 × 15.3 cm)
Thomas Walther Collection.  
Gift of Thomas Walther, 2001

46

Hajo Rose
German, 1910–1989

Untitled (self-portrait). 1931
Gelatin silver print
9 7/16 × 7 1/16 in. (23.9 × 17.9 cm)
Thomas Walther Collection.  
Gift of Thomas Walther, 2001

47
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Christian Schad
German, 1894–1982

Schadograph. 1919
Gelatin silver printing-out-paper print (photogram)
6 5/8 × 5 in. (16.8 × 12.7 cm)
Purchase, 1937

48

Man Ray
American, 1890–1976

Rayograph. 1922
Gelatin silver print (photogram)
9 3/8 × 11 3/4 in. (23.9 × 29.9 cm)
Gift of James Thrall Soby, 1941

49
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Cartier-Bresson, Henri
Alfred Stieglitz, New York, fig. 5 
Bankers Trust Company, New  

York, 236
Behind the Gare St. Lazare, Paris  

(Derrière la gare St. Lazare, Paris), 123
Henri Cartier-Bresson: The Early Work 

(catalogue), fig. 11
Henri Cartier-Bresson: The Modern 

Century (catalogue), fig. 12
Shanghai, 234, 235
Valencia, Spain (Valence, Espagne),  

124, 125

Chambi, Martín
Fiesta of the Guardia Civil, 

Sacsayhuaman, Cuzco, 248
Juan de la Cruz Sihuana,  

Llusco, Chumbivilcas, Cuzco  
Studio, 247

Chappell, Walter
Number 10, 328

Chargesheimer
Light-Graphic (Lichtgrafik), 322

Cherry, Vivian
Harlem, New York City, 412

Citroen, Paul
Metropolis (Weltstadt), 46

Coppola, Horacio
Buenos Aires, 127
London, 118

Cornell, Joseph
Untitled (Miss Mary Taylor), 142

Cortina, Alfredo
Bello Monte Acoustic Shell, Caracas 

(Concha acústica de Bello Monte, 
Caracas), 399

Casa de Los Rosales, Caracas, 398
Higuerote, 400
New York, 401
Ortiz, Guárico, 402
Road to Carayaca (Camino  

a Carayaca), 397

Coster, Gordon
Street Fair, 184

Croner, Ted
New York, 372

Cunningham, Imogen
Figures No. 1, 26
Magnolia Blossom, 8

Dahl-Wolfe, Louise
Nashville, 160

Davidson, Bruce
Untitled, 413

DeCarava, Roy
Graduation, 377
Man with Portfolio, 378
Shirley Embracing Sam, 379

DeFeo, Jay
Blossom, 360

Delano, Jack
Hurricane Lumber, Ledyard,  

Connecticut, 161
Interior of Negro Rural House,  

Greene County, Georgia, 156

Deren, Maya
Carol Janeway, 311

Disfarmer, Mike
Cloyce and Loy Cannon, Cousins, 252
Untitled, 249–51, 253, 254

Doisneau, Robert
At the Café, Chez Fraysse, rue de Seine, 

Paris (Au café, Chez Fraysse, rue de 
Seine, Paris), 394

Edgerton, Harold E.
Milk Drop, 266
Smash!, 267

Elliott, Philip
Untitled, 190

Elsken, Ed van der
St. Germain-des-Prés, 390

Ernst, Max
Loplop Introduces Members of  

the Surrealist Group (Loplop  
stellt Mitglieder der Surrealisten-
Gruppe vor), 95

Erwitt, Elliott
Wilmington, North Carolina, 415

Evans, Walker
Alabama Cotton Tenant Farmer Wife, 146
Girl in Fulton Street, New York, 147
Houses and Billboards in Atlanta, 149
Parked Car, Small Town Main Street, 148
Penny Picture Display, Savannah, 145
Subway Portrait, 171–74
Walker Evans (catalogue), fig. 13

Farkas, Thomaz
Side Facade of the Ministry of Education 

and Health, Rio de Janeiro (Fachada 
lateral do Ministério da Educação e 
Saúde, Rio de Janeiro), 329

Faurer, Louis
Freudian Handclasp, New York, 375
New York, 376
Untitled, 374

Feininger, Andreas
Untitled, 76

Feininger, T. Lux
The Bauhaus Jazz Band, 61

Feist, Werner David
Kurt Stolp with Pipe (Kurt Stolp  

mit Pfeife), 65

Fitz, W. Grancel
Cellophane, 255

Frank, Robert
Candy Store—New York City, 423
Charleston, South Carolina, 424
Parade—Hoboken, New Jersey, 422
Ticker Tape, New York, 420
Trolley—New Orleans, 421

Freed, Leonard
Wall Street, New York, 429

Friedlander, Lee
New York City, 432

Funke, Jaromír
Composition (Komposice), 89

Gasparian, Gaspar
Abstract (Abstrata), 330

García, Héctor
Blood, Vallejista Movement, Mexico  

(La sangre, movimiento vallejista, 
México), 230

Gayer, Jacob
Coming Attractions, Bristolville,  

Ohio, 206

Giacomelli, Mario
Scanno, 352

Gidal, Tim
Beer Hall, Munich, 195

Giró, Marcel
Untitled, 407

Grossman, Sid
Snyder Family, Missouri, 158

Gutmann, John
Jitterbug, New Orleans, 139

Haas, Ernst
New York, 339

Halsman, Philippe
Dalí Atomicus, 265

Hamaya, Hiroshi
Woman Hurrying on the Snow Road, 

Tsugaro, Japan, 353
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Woman Leaping from Winecoff Hotel 

during Fire, 226

Hausmann, Raoul
Untitled, 84

Heath, Dave
Washington Square, New York, 414

Helmer-Petersen, Keld
Untitled (Black on White Study), 341

Henri, Florence
Composition No. 76, 85

Higgins, Roger / Associated Press
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to Jail in New York, 227

Hine, Lewis W.
The Sky Boy, 179
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Hosoe, Eikoh
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Hubbuch, Hilde
Untitled, 62

Huf, Paul
John Szarkowski Succeeds Edward 

Steichen, fig. 4 
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Workshop
Untitled instructional cards, 319
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The Portent of Coming Disaster, 201
The Shadow of Tragedy: Photograph 
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Ishimoto, Yasuhiro
Untitled, 380–84

Jacobi, Lotte
Franz Lederer, 90

Kalisher, Simpson
Untitled, 430

Kepes, György
Abstraction—Surface Tension #2, 321

Kertész, André
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Mondrian), 101

Montmartre, 98
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Kesting, Edmund
Glance to the Sun (Blick zur Sonne), 92

Keuken, Johan van der
July 14, Île de Saint-Louis, Paris (14 juillet,  

Île Saint-Louis, Paris), 391

Keystone View Company
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Elsa Maxwell's Toy Ball, New York, 418
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York, 281
Gun, Gun, Gun, New York, 417
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Paris, 280
Moscow, 419

Kotis, Paula Horn
In a Local Village Bar, 371

Kranz, Kurt
Play Your Game (Spielt euer Spiel), 114
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Aigner, Lucien
Paris Stock Exchange, 196

Albers, Josef
Bullfight, San Sebastian, 57
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Allégret, Marc
Untitled, 126

Altschul, Gertrudes
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Auerbach, Ellen
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Avedon, Richard
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Ezra Pound, poet, 279
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Berman, Mieczysław
Entomologist (Entomologe), 141
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Bing, Ilse
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Blakesly, H. H.
Newtown Pippin Apples, 243

Blossfeldt, Karl
Adiantum pedatum, 77
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Forest (Wald), 349

Boubat, Édouard
Winter (L'Hiver), 393

Bourke-White, Margaret
At the Time of the Louisville Flood, 159
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Bruguière, Francis
Untitled (Rosalinde Fuller and Lance 

Sieveking), 113
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Burchartz, Max
Lotte (Eye) (Lotte [Auge]), 86, fig. 15

Burckhardt, Rudy
A View from Brooklyn I, 336
A View from Brooklyn II, 337
An Afternoon in Astoria, 191

Cahun, Claude
Untitled (self-portrait), 107, 108

Callahan, Harry
Chicago, 315, 395
Collage, Chicago, 317
Detroit, 314
Eleanor, 316
Eleanor, Chicago, 318

Camerano, Anthony / Associated Press
Jesse Owens, America's Star Athlete,  

Is Crowned by the Olympic Wreath  
of Oak Leaves after Winning the  
Broad Jump, 199

Capa, Robert
Death of a Loyalist Militiaman, Cerro 

Muriano, Córdoba Front, Spain, 194

Caponigro, Paul
Untitled, 325

Most titles have been translated into 
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If a work is still known by a title in 
another language, the English translation 
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Untitled works followed by italicized 
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type indicates a caption that appeared 
with a photograph published in a 
magazine or newspaper.
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Sekaer, Peter
Mardi Gras, 185
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Sunday, Scotts Run, West Virginia, 165
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New York, 23
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Wheels, 9

Shiihara, Osamu
Shampoo, 91

Siegel, Arthur
Untitled, 320

Siskind, Aaron
Chicago 30, 324
Peeling Paint, 323
Street Scene 4, 186

Sisto, Ernie / The New York Times
Where Bomber Crashed into Empire  

State Building, 225

Skottowe, J. C. P. / Times Wide World 
Photos
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Smith, W. Eugene
Dr. Ceriani, 232
Welsh Miners, 233

Soby, James Thrall
Walker Evans, fig. 3 

Sommer, Frederick
Glass, 37
Max Ernst, 310

Steichen, Edward
Anna May Wong, 257
Charlie Chaplin, 259
Backbone and Ribs of a Sunflower, 7
Laughing Boxes, 6

Stein, Fred
Billboard, 405

Steinberg, Saul
Rooftop City, 404

Steiner, Ralph
American Rural Baroque, 29
Sign, Saratoga Springs, 151

Steinert, Otto
Mask of a Dancer (Maske einer  

Tänzerin), 354
Strict Ballet (Strenges Ballett), 355

Steinmetz, Joseph
Tupperware Party, Sarasota,  

Florida, 283

Stern, Grete
Dream No. 1: Electrical Appliances for the 
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See also ringl + pit

Stieglitz, Alfred
Apples and Gable, Lake George, 3
Dorothy True, 27
Equivalent, 4, 5
From the Shelton, West, 30
Georgia O'Keeffe, 2
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Thimble, 1

Strand, Paul
The Family, 387
Gaston Lachaise, 24

Strömholm, Christer
Paris, Gina–Eva, 396

Sudek, Josef
The Window of My Studio (Okno  

mého ateliéru), 346

Swank, Luke
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Szarkowski, John
Guaranty (Prudential) Building, Buffalo, 

Corner Column, 403

Tabard, Maurice
Am I Beautiful? (Suis-je belle?), 111

Tames, George / The New York Times
Students—Carlotta Walls and Elizabeth 

Eckford Leave School, 240

Telberg, Val
The Seine, 358

Teske, Edmund
Chicago, Illinois, Composite with  

Shirley Berman, Topanga Canyon, 
California, 357

Thomas, John D.
See Mole, Arthur S.

Times Wide World Photos
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in Waters off Scotland Light, 212

Mayor La Guardia Takes Lessons  
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Selection of Jury Delays Snyder  
Trial, 207

See also Skottowe, J. C. P.

Tōmatsu, Shōmei
Bottle Melted and Deformed by Atomic 

Bomb Heat, Radiation, and Fire, 
Nagasaki, 350

Tschichold, Jan
Foto-Auge, 44

Ubac, Raoul
The Nebula (La Nébuleuse), 106
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Untitled, 25
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American Air Forces Bomb the  
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U.S. Army Signal Corps
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See also Sargent, Robert F.

Unknown photographer
Buster's Poultry Farm, 303
Fishing Still Life, 308
Miss Myrtle Swenson, 299
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Streets, New York, 365

Weegee
Booked on Suspicion of Killing  

a Policeman, 210
Coney Island, 209
Macy's Thanksgiving Day Parade, 211

Weil, Susan
Untitled, 359
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Weston, Edward
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Nude, 15
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for the Assembly Center, 216
Migrant Mother, Nipomo, California, 153
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Leen, Nina
The Irascibles, 263

Leiter, Saul
Untitled, 411

Levinstein, Leon
Lower East Side, 370

Levitt, Helen
New York, 366–68

Leyda, Jay
Lincoln Kirstein, fig. 6 

Lissitzky, El
Runner in the City (Record)  

(Begun v gorode [Rekord]), 45
Self-Portrait (Constructor) (Avtoportret 

[Konstruktor]), 43, 44

Lorca, German
Eating an Apple (Comendo maçã), 389
Rascality (Malandragem), 410

Lynes, George Platt
Untitled (John Leaphart and Robert 

McCarthy), 260
Yves Tanguy, 261

Lyons, Nathan
Untitled, 327

Maar, Dora
Untitled, 115

Makarius, Sameer
Untitled, 331

Manarini, Ademar
Untitled, 428

Man Ray
Anatomies, 105
Noire et blanche, 104
Rayograph, 49, 50
Self-Portrait with Camera, 103
Unconcerned Photograph, 362–64

Mayne, Roger
St. Stephen's Gardens, Westbourne  

Park, 392

McNeill, Robert H.
Make a Wish, 176
Untitled, 177

Metinides, Enrique
Untitled (electrocuted man, Mexico  

City), 231

Meyer, Adolf de
Green and Silver Leaves, 256

Mili, Gjon
Café Society Downtown, New York, 237

Miller, Lee
Untitled (man and tar), 116

Model, Lisette
Coney Island, 369
Promenade des Anglais, Nice, 140
Times Square, 182
Window Reflections, 183

Modotti, Tina
Mella's Typewriter, 22
Roses, Mexico, 20
Telephone Wires, Mexico, 19
Worker's Hands, 21

Moholy, Lucia
Edith Tschichold, 88
Florence Henri, 63
Untitled (László Moholy-Nagy), 64

Moholy-Nagy, László
From the Radio Tower, Berlin  

(Vom Funkturm, Berlin), 73
Head (Lucia Moholy), 53, 54
Slide (Rutschbahn), 56
Untitled, 51
Untitled (László Moholy-Nagy), 64

Mole, Arthur S., and John D. Thomas
The Human U.S. Shield, 242

Moore, Charles/Black Star
Martin Luther King, Jr., Arrested, 241

Morath, Inge
Mrs. Eveleigh Nash with Her Chauffeur  

at Buckingham Palace Mall, 408

Morgan, Barbara
Martha Graham—"Letter to the World," 269

Morris, Wright
Gano Grain Elevator, Western Kansas, 169

Munkácsi, Martin
Vacation Fun, 193

Muray, Nickolas
Babe Ruth, 258

Newman, Arnold
Igor Stravinsky, 264

New York Daily News
Evidence: The Sash Cord Was Used  

to Strangle Paula Magnana, the Only 
Clothing Found on Her Body Were  
Her Shoes and Socks, 208

The New York Times
On Display at Alfred E. Smith's Memorial 

Exhibition—the Brown Derby That 
Weathered Many a Campaign, 229

See also Sisto, Ernie; Tames, George

Nichols, Herbert B.
Edwin Land Announcing New Polaroid 

Camera, 228

Norman, Dorothy
Henri Cartier-Bresson with Camera, fig. 10 

Okanoue, Toshiko
In Love, 143

Olson, Lennart
Project for a Mural, 342

Outerbridge, Paul
H-O Box, 13
Ide Collar, 12
Saltine Box, 11

Parks, Gordon
Emerging Man, Harlem, New York, 239
Harlem Gang Wars, 238

Paulin, Frank
Times Square, 373

Penn, Irving
Ballet Theatre, New York, 270
Jacob and Gwendolyn Lawrence,  

New York, 271
Salad Ingredients, New York, 273
Woman with Roses (Lisa Fonssagrives-

Penn), Paris, 272

Peterhans, Walter A.
Andor Weininger, Berlin, 66

Petersen, Rolf P.
Untitled, 340

Piasecki, Marek
Untitled, 356 

Piene, Otto
Untitled (Light Ballet), 361

Porter, Eliot
Northern Parula Warbler, 35

Pousette-Dart, Richard
Mark Rothko, 312

Radio Corporation of America
Departure for Pole, 203 

Rauschenberg, Robert
Cy Twombly, 313
Untitled, 359

Renger-Patzsch, Albert
Iron Hand, Essen (Eiserne Hand, Essen), 78

ringl + pit
Columbus's Egg (Das Ei des  

Columbus), 67

Rodchenko, Aleksandr
Aleksandr Rodchenko (exhibition), fig. 14
Assembling for a Demonstration  

(Sbor na demonstratsiiu), 42
Chauffeur (Shofer), 40
Mother (Mat'), 38
Pioneer Girl (Pionerka), 41
Vladimir Mayakovsky, 39

Roh, Franz
Foto-Auge, 44  
Untitled, 55

Rose, Ben
Station Wagon Interior, Utopia Parkway, 

Queens, 338

Rose, Hajo
Untitled (self-portrait), 47

Rössler, Jaroslav
Untitled (Gertrude Fischerová-Rösslerová 

and Jamila Rambousková), 135

Rothstein, Arthur
Farmer and Sons Walking in Dust Storm, 

Cimaroon County, Oklahoma, 157

Ruge, Willi
Seconds before Landing (Sekunden  

vor der Landung), 74, 75

Salomon, Erich
French Statesmen Visit Berlin for the First 

Time Since World War I (Zum ersten  
Mal nach dem Weltkrieg, Französische 
Staatsmänner nach Berlin), 192

Sander, August
Bricklayer (Handlanger), 80
The Right Eye of My Daughter Sigrid (Das 

rechte Auge meiner Tochter Sigrid), 83
Types and Figures of the City (Typen  

und Gestalten der Großstadt), 82
Young Girl in Circus Caravan (Mädchen 

im Kirmeswagon), 81

Sargent, Robert F. / U.S. Coast Guard
Into the Jaws of Death, 220

Schad, Christian
Schadograph, 48

Schell, Sherril 
Hand of José Clemente Orozco, 28

Schlabs, Bronisław
Untitled (Photogram #7), 348

Schwartz, Joseph
Does Discriminate: First Black Woman  

to Picket Chain for Jobs, Brooklyn,  
New York, 175
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