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The creative possibilities explored through photography were 
never richer or more varied than in the years between the two world 
wars, when photographers tested the medium with unmatched 
imaginative fervor. This moment of inventive approaches to 
documentary, abstract, and architectural subjects is dramatically 
captured in the more than three hundred and fifty photographs 
that constitute the Thomas Walther Collection at The Museum of 
Modern Art. The Museum acquired these photographs from 
Thomas Walther’s private collection, which includes exceptionally 
striking prints by towering figures in the field alongside lesser-
known treasures by more than one hundred other practitioners. 
This exhibition also highlights the artists whose work Walther 
collected in depth, including André Kertész, Germaine Krull, Franz 
Roh, Willi Ruge, Maurice Tabard, Umbo, and Edward Weston. 
Made on the street and in the studio, intended for avant-garde 
exhibitions and the printed page, these photographs provide 
unique insight into the radical objectives of their creators. The 
transatlantic circulation of ideas, images, objects, and people 
stimulated vibrant dialogues concerning the transformation of 
vision, and the varied uses and capacities of photography.  
Organized to explore thematic connections between the works, 
the exhibition testifies to the dynamic experience of modernity 
through genres such as portraiture, expressions of the urban 
experience, and techniques of estrangement and experimentation, 
including unfamiliar points of view and distortions. Presenting this 
collection together in Europe for the first time, Masterworks of 
Modern Photography 1900–1940. The Thomas Walther Collection 
at The Museum of Modern Art, New York tells the story of this 
innovative chapter in photography’s history.

Introduction



Beginning in the 1890s, in an attempt to distinguish their efforts 
from those of the growing ranks of professionals and the new hordes 
of Kodak-wielding amateurs, “artistic” photographers referred 
to themselves as Pictorialists. They embraced soft focus and 
painstakingly wrought prints to encourage an awareness of the 
preciousness of their photographs as objects, often emulating 
strategies from contemporary fine-art prints and drawings and 
choosing subjects that underscored the ethereal effects of their 
methods. Before long, however, some avant-garde photographers 
came to celebrate precise and distinctly photographic qualities  
as virtues, and by the early twentieth century, photographers on both 
sides of the Atlantic were transitioning from Pictorialism to 
Modernism—and occasionally blurring the distinction. Modernist 
photographers made exhibition prints using precious platinum 
or palladium, or, particularly after World War I, matte surfaces that 
mimicked those materials. These techniques are in evidence in 
the work of Edward Weston, whose suite of prints in the Walther 
Collection suggests the range of appearances achievable with 
unadulterated contact prints from large-format negatives.

Edward Weston 
(United States, 1886-1958)
In 1922, en route from his home in Los Angeles to New York City, where 
he planned to meet Alfred Stieglitz, Weston stopped to visit his sister 
in Ohio. There he made a series of pictures of the Armco Steel factory 
that signaled a break from the ethereal portrait practice that characterized 
his early professional work and an embrace of pure, industrial form. 
The following year Weston relocated to Mexico City, where he expanded 
his modernist vocabulary in the company of his apprentice, lover, and 
muse, the photographer Tina Modotti. In 1926, Weston returned to the 
United States, where he received increasingly international recognition 
for the  formal rigor of his distilled subjects and the expressive luminosity 
of his prints.

Purisms



Books and Magazines

The extraordinary fecundity of the photographic medium 
between the First and Second World Wars can be persuasively 
attributed to the dynamic circulation of people, ideas and images 
that was a hallmark of that era in Europe and the United States. 
Migration, a profusion of publications distributed and read on 
both sides of the Atlantic, and landmark exhibitions that brought 
artistic achievements into dialogue with one another all 
contributed to a period of innovation that was a creative peak 
both in the history of photography and in the field of arts and 
letters. Overall, only a small number of European photobooks 
made their way to the United States, but their significance was 
evidently appreciated by those Americans who encountered 
them. These publications signaled a recognition of the artistic 
potential of photography while also cementing its centrality in the 
popular imagination, as well as providing the opportunity to 
discover photographic works no matter the artist’s place of origin. 
Photographs also circulated in Europe and America through 
various types of publications such as avant-garde magazines and 
more widely circulated periodicals. The vast majority of magazines 
and reviews founded in the 1910s and 1920s did not survive the 
economic crisis of the end of the decade. This is not to say that the 
era of photographs in magazines was over—far from it. Life was 
founded in 1936, and its extraordinary success was followed, if not 
matched, by dozens of other magazines in the United States and 
Europe. These, however, did not embrace the experimental artistic 
and literary practices that had flourished on the pages of magazines 
and journals in the first quarter of the twentieth century.

László Moholy-Nagy
Malerei Photographie Film 
1925
Malerei Photographie Film (Painting Photography Film) marked the beginning 
of an explosively creative and influential decade of photography books. The 
book features the work of Walther Collection artists Paul Citroen, Georg 
Muche, and István Kerny in addition to Moholy- Nagy, and was the 
eighth in the Bauhausbücher (Bauhaus Books) publications series, 
which was edited by Moholy-Nagy and Walter Gropius, the German art 
school’s founding director. Although photography was central to the 
thinking of Moholy-Nagy and his fellow Bauhaus teacher Josef Albers, 
and each incorporated it into the school’s preliminary course, the medium 
was not formally made a part of the curriculum until 1929, when the 
Bauhaus hired photographer Walter Peterhans. Peterhans balanced a 
rigorous attention to technical detail with the reputational benefits of 
having his work circulate in publications and exhibitions, and he was 
responsible for teaching a significant number of Walther Collection 
photographers—from the Argentine Horacio Coppola to the German 
Umbo.

Werner Gräff
Es kommt der neue Fotograf!
1929
Es kommt der neue Fotograf! (Here Comes the New Photographer!) features 
eleven artists (and four artworks) of the Walther Collection, and was 
likewise designed as a primer for those interested in but unfamiliar with the 
experimental front lines of its medium. “The purpose of this book is to break 
down barriers, not create them,” wrote the author of the book Werner Gräff. 
He declared his bias in favor of “unconventional photographs,” including 
photomontage, which is featured in a dedicated section. 



Franz Roh and Jan Tschichold
Foto-Auge: 76 Fotos der Zeit
1929
Foto-Auge (Photo-Eye) features on its cover El Lissitzky’s work 
Self-Portrait (The Constructor), a complex photomontage that collapses 
pictorial and graphic space, merging image with text, geometry with 
human form, and the act of seeing with, as the title suggests, constructing. 
In 1931, just two years after it appeared, Foto-Auge was recognized as a 
vital publication by the American photographer Walker Evans. Evans 
wrote, “Photo-Eye is a nervous and important book. Its editors call the 
world not only beautiful but exciting, cruel, and weird. In intention social 
and didactic, this is an anthology of the ‘new’ photography; yet its editors 
knew where to look for their material, and print examples of the news 
photo, aerial photography, microphotography, astronomical photography, 
photomontage and the photogram, multiple-exposure and the negative 
print.” 

August Sander
Antlitz der Zeit: Sechzig Aufnahmen deutscher Menschen  
des 20. Jahrhunderts
1929
By the mid-1920s, August Sander had fixed on a wildly ambitious (if not 
intentionally impossible) goal of publishing a synthetic portrait—Menschen 
des 20. Jahrhunderts (People of the Twentieth Century)—comprising 
hundreds of individual portraits of his fellow Germans. Although this 
project of capturing “an absolutely faithful historical picture of our time” 
would remain unrealized in his lifetime, Antlitz der Zeit (Face of Our Time), 
published in Munich in 1929, distilled his vision into a suite of sixty 
photographs accompanied by an essay by novelist Alfred Doblin.

Albert Renger-Patzsch
Die Welt ist schön
1928
Karl Blossfeldt
Urformen der Kunst
1929, second edition 
Albert Renger-Patzsch’s Die Welt ist schön (The World Is Beautiful) 
and Karl Blossfeldt’s Urformen der Kunst (Art Forms in Nature) both 
appeared  in 1928, published in Munich and Berlin, respectively. 
Renger-Patzsch and Blossfeldt represented two threads of the New 
Vision: the former was committed to unadulterated photographic 
depiction as the essence of a modern way of seeing, while the latter 
explored the intersection of mechanical processes and natural form. 
Neither chose the path of experimentation that Moholy-Nagy had 
defined earlier in the decade with Malerei Photographie Film, but in 
their embrace of the camera’s mechanical capacity, their work resonated 
with avant-garde practices.



Photography is particularly well suited to capture the distinctive 
nuances of the human face, and photographers delighted in 
portraiture throughout the twentieth century. In the Thomas 
Walther Collection, portraits and self-portraits of artists—as varied 
as the individuals portrayed—are complemented by works that 
convey a free-spirited sense of artists’ lives and communities, 
generously represented here through photographs made by 
André Kertész in Paris, and by students and faculty at the Bauhaus. 
When the Hungarian-born Kertész moved to the French capital in 
1925, large sheets of photographic paper were a luxury he couldn’t 
afford. Choosing less expensive postcard stock instead, he made 
intimate prints that function as miniature windows into the lives  
of his bohemian circle of friends. The group of photographs made 
at the Bauhaus in the mid-1920s, before the medium was formally 
integrated into the school’s curriculum, includes playful and 
spontaneous snapshot-like pictures, as well as more considered 
compositions in which students explore their relationship to the 
architecture of the school and other aspects of their coursework.

Lucia Moholy 
Florence Henri
1927 
Between 1924 and 1930, Moholy photographed dozens of Bauhaus 
students, masters, and their families, creating often startlingly close views 
with her large-format camera. Within very narrow parameters, Moholy 
conveys her sensitivity to her sitters. Having printed many enlargements 
for her husband, László Moholy-Nagy, she was well aware of the visual 
impact afforded by large prints, and she had the experience and talent 
required to produce them.
The glass plate negative from which this image was made is the largest 
Moholy used, exposed in a large wooden camera on a tripod. The 
advantage to working with these fragile and cumbersome glass plates 
is their exceptionally high resolution, as well as the possibility that one 
could retouch directly on the negative. Indeed, this print reveals 
extensive retouching, both in the negative and on the print.

Lyonel Feininger 
Bauhaus
February 26, 1929 
At the Bauhaus in Dessau, all members of the Feininger family (Lyonel, 
his wife, Julia, and their sons, Andreas, Laurence, and Theodore Lux) 
were active photographers. In 1927, Andreas built a darkroom in the 
Feininger basement. The year after, his father also took up photography, 
initially as an activity to enliven his long, solitary evening walks. Bauhaus is 
a view of the workshop wing of the school, carefully trimmed, retouched, 
and inscribed on the verso with the time and place it was taken. Feininger 
chose a matte paper that invites the eye to sink into the velvety blacks and 
allows the gradual discrimination of degrees of darkness within this 
nocturne.

Artist’s Life 



André Kertész 
(American, born Hungary, 1894-1985)
From 1925 to 1936, in Paris, Kertész photographed, among other 
subjects, the artistic circles with which he came into contact, including a 
group of quietly attentive pictures of Piet Mondrian and his studio. Kertész 
later recalled, “I went to his studio and instinctively tried to capture in my 
photographs the spirit of his paintings.”
Many prints from that period were made using postcard paper, a paper 
stock intended for the creation of personalized correspondence and 
used by amateur and professional photographers alike. Kertész, a young 
immigrant at the time, favored this format because it was inexpensive, 
easy to process in the small darkrooms he set up in his hotel rooms, and 
supplied him with photographs he could send to his family.

Hajo Rose 
Untitled (Self-Portrait)
1931 
Trained first as a graphic artist and introduced to photography only upon 
enrolling at the Bauhaus in 1930, Rose applied his talents with both 
disciplines to generate this superimposition made from two different 
negatives: the distinctive facade of the Bauhaus in Dessau circumscribed 
by a self-portrait. 
Photography was formally integrated into the Bauhaus curriculum with 
the appointment of Walter Peterhans to the faculty in 1929, and this 
image may have been Rose’s response to a Peterhans assignment. 
Like the school’s curriculum, the picture weaves together photography, 
graphic design, and architecture into a unique, instructive whole, 
suggesting the collective nature of the school and the inculcation of 
Constructivist ideals in the individuals that made up the student body.

Claude Cahun (Lucy Schwob) 
Untitled
1921-1922 
Lucy Schwob was a writer, actress, and outspoken member of the lesbian 
community of Paris between the two world wars. She and her half-sister, 
Suzanne Malherbe, became partners in life, love, and art, and took the 
ambiguously gendered pseudonyms Claude Cahun and Marcel Moore 
for their theatrical and photographic works. These mostly depict 
Cahun, and sometimes Moore, in a variety of masculine, androgynous, 
and feminine personas in minimally staged scenes in their home.  
This cropped image shows just Cahun’s head. In the full negative she 
appears full-length as a dandy in a man’s evening suit, her stance 
brazen, with hand on hip and improper cigarette in hand.



Man Ray (Emmanuel Radnitzky) 
Three Heads – Joseph Stella and Marcel Duchamp
1920 
In 1920, collector-philanthropist Katherine Dreier and Marcel Duchamp 
cofounded the Société Anonyme, an organization intended to promote 
and exhibit modern European and American art in New York. Various 
other artists assisted in this enterprise, including Man Ray, who 
photographed the art and artists for publicity and postcards, and the 
Italian Futurist Joseph Stella, who helped to select and hang the early 
exhibitions. 
The presence of Stella and Duchamp together on the couch in this 
image reflects their close association with Dreier at this moment. Stella 
contrasts in joviality and girth with the monkish intensity of Duchamp; 
combined with the photograph of the woman smoking on the wall  
(an image also taken by Man Ray) this incidental pairing was just the sort 
of delicious, lightly barbed nonsense that delighted Man Ray. He referred 
to portrait photography, with which he would earn his living in Paris, as 
“taking heads”; that he considered the picture of the woman an essential 
part of this image is indicated by his title, Three Heads.

August Sander 
High School Student
1926 
Around 1910 Sander began producing his monumental project, Menschen 
des 20. Jahrhunderts (People of the Twentieth Century): a photographic 
catalogue of the German people that traces the country’s transformation 
from agrarian society into modern industrialized nation, organized in seven 
categories: farmers, workers, women, professionals, artists, urbanites, 
and the “last people,” or those individuals on the fringe of society. In 1929, 
he published Antlitz der Zeit (Face of Our Time), a group of sixty of these 
photographs that outlined his ideas about the existing social order, but 
the project’s incompatibility with Nazi ideology eventually caught the 
attention of Third Reich censors, who destroyed the printing plates in 
1936. This portrait  appeared in Antlitz der Zeit, and was classified in 
Menschen des 20. Jahrhunderts as a representative image of a modern 
high school student. 

Atelier Stone. Sasha and Cami Stone 
Woman Smoking
1928 
Atelier Stone was a photography studio founded in Berlin by Sasha and 
Cami Stone, a married couple who collaborated professionally. Their 
pictures were disseminated in German magazines throughout the 1920s, 
and in 1929 their photographs were included in the exhibition Film und 
Foto. This large-scale print was almost certainly made for display, rather 
than reproduction. Oozing cool confidence, the figure portrayed here is 
emblematic of the Weimar-era “neue Frau,” or “new woman,” a social type 
whose independence, feminist outlook, and daring style challenged 
traditional gender expectations.



In the mid-1920s, members of European artistic movements 
ranging from Surrealism to New Objectivity shifted away from  
a realist approach, instead seeking to highlight the strangeness of 
everyday life or to mingle dreams and conscious states. Echoes  
of these concerns, centered on the human figure, can be found 
throughout the Walther Collection. Some photographers used 
anti-naturalistic methods—capturing hyperreal, close-up details, 
playing with scale, or rendering the body as landscape—to 
challenge the viewer’s perception. Others, in line with Sigmund 
Freud’s definition of “the uncanny” in 1919 as an effect resulting 
from the blurring of distinctions between the real and the fantastic, 
offered plays on life and the lifeless, the animate and the inanimate, 
engaging the human body through surrogates in the form of dolls, 
mannequins, and masks. Photographers influenced by Surrealism, 
such as Maurice Tabard, subjected the human figure to distortions 
and transformations by experimenting with photographic techniques 
while capturing the image or developing prints in the darkroom.

Herbert Bayer 
Humanly Impossible – Self-Portrait
1932 
From 1925 to 1928 Bayer led the workshop in printing and advertising at 
the Bauhaus. In 1928, he relocated to Berlin, where he became the art 
director of the German edition of Vogue magazine and of Dorland Studio, 
an international advertising agency. It is at that time that he started 
creating dramatic montages, including this one, in which Bayer observes 
his reflected double in a mirror. A slice of his arm is severed from his torso. 
Although the picture is playful, reflecting both Dada humor and Surrealist 
dream states, the horror on Bayer’s face could reflect something darker, 
perhaps the physical and psychological traumas of World War I and the 
growing fears that such a cataclysmic nightmare might recur.

Raoul Hausmann 
Untitled
February 1931 
A key Berlin-based Dadaist, Hausmann exhibited assemblage sculptures, 
collages, and photomontages made with magazines and newspaper 
clippings between 1918 and 1922. By the late 1920s he had taken up 
photography in earnest, making straight camera-based images of 
landscapes and plants before turning to more experimental works on 
light and optics. 
Hausmann made this untitled image during these years of intense focus 
on photography. The model is his second wife, Hedwig Mankiewitz-
Hausmann. The reflection in the shaving mirror magnifies the organ of 
vision, the eye, a strategy popular in avant-garde photography of that 
period. The round mirror becomes a metaphor for the camera’s 
mechanical lens, which enables the operator to see the world literally 
larger than life.

Magic Realisms



Jindřich Štyrský 
Untitled
from Na jehlách těchto dní. On the Needles of These Days
1934-1935 
Štyrský—an avant-garde poet, photographer, editor, painter, and collagist—
was among the many avant-garde artists between the two world wars 
who were interested in the mannequin motif. Like the Surrealists in France, 
he was drawn to the bizarre, erotic, and morbid, and to the symbolic forms 
in which they appeared in popular culture. Štyrský trawled the streets  
of Paris and Prague, looking for such subjects. In 1941, in occupied 
Czechoslovakia, he published a clandestine edition of On the Needles of 
These Days, a book of photographs accompanied by Jindřich Heisler’s 
poems. This print of a mannequin in the window of a Prague shop comes 
from a maquette for the book.

Maurice Tabard 
(France, 1897-1984) 
Although he started out as a more conventional portrait photographer 
in the United States, Tabard made his name internationally as a magician 
of solarization—a method that creates a hybrid image (part negative, part 
positive) by interrupting the development process to expose the image  
to an additional flash of light—and other darkroom manipulations. From 
1928 to 1931 he was director of the photography lab at the Parisian type 
foundry Deberny & Peignot, which was at the forefront of the printing, 
advertising, and magazine trades, bringing him into contact with leading 
writers and artists of the day.

Raoul Ubac 
The Secret Gathering – Solarization
1938 
At the time of his association with Surrealism in the 1930s, Ubac 
distinguished himself with deft darkroom manipulations, creating complex 
photographs through multiple experimental techniques.  
This image is from a series that has come to be associated with the legend 
of Penthesilea, the mythical queen of the Amazons. To construct this 
picture, Ubac carefully lit and posed his wife, Agui, and a friend in the 
studio. The resulting images were collaged into a new composition, which 
he rephotographed and solarized (exposed to an additional flash of light)  
to partially annihilate their forms. Recalling the transformative rituals of 
secret societies, the tangled mass of naked flesh and hair evokes 
unconscious sexual and aggressive drives, while the title suggests secret 
societies and subterfuge.



Stanisław Ignacy Witkiewicz
Anna Oderfeld, Zakopane
1911-1912 
Writer, painter, and philosopher, Witkiewicz made extraordinary close-up 
portraits of himself, his parents, and his friends, including this elusive 
portrait of his lover, Anna Oderfeld. This photograph is an intimate record 
of a young man’s romantic obsession, yet the blurred image and extremely 
tight cropping look nothing like a traditional portrait of a sweetheart. As 
evidenced by the dark oval left by a negative clip in the top right corner, this 
is a contact print, and the light source—a paned window—is reflected in 
the dark of the subject’s eyes. Witkiewicz’s embrace of these technical 
“flaws” was not merely a signal of creative license; he was keenly attuned 
to their social, psychological, and metaphysical implications.

Iwao Yamawaki 
Articulated Mannequin
1931 
Trained in architecture at the Tokyo School of Arts but disenchanted 
with architectural practice in his native country, Yamawaki applied to 
study architecture and interior design at the Bauhaus in Dessau. Once 
in Germany, however, he turned to photography, creating images of 
architecture, people, furniture, and objects. This image is a prime 
example of the exquisite sculptural quality Yamawaki could achieve in 
his photographs. Involved in designing and producing theater and 
dance at the school, Yamawaki employed theatrical lighting to emphasize 
the voluminous forms of a commonly available artist’s mannequin.



In his 1928 manifesto “The Paths of Contemporary Photography,” 
Aleksandr Rodchenko advocated for a new photographic 
vocabulary more in step with the pace of modern urban life. 
Rodchenko was not alone in this: most of the avant-garde 
photographers of the 1920s and 1930s were city dwellers, and 
they sought to express the dynamism of their surroundings in 
comparably dynamic photographs. Artists also translated the 
frenzied rhythms of daily life into moving images, as may be seen 
in films such as Walter Ruttmann’s 1927 ode to Berlin, whose 
subtitle, Symphony of a Great City, could describe many 
photographs in the Walther Collection. The metropolis was a 
metaphor for the experience of modernity as well as a physical 
space that made new ways of seeing possible. Equipped with the 
newest handheld cameras, photographers made images from 
unusual vantage points and took photographs as they moved, 
striving to emulate the constant flux of images that confronted the 
pedestrian. Reflections in windows and commercial display cases, 
blurry images of unpredictable action, double exposures, and 
fragmentary views all suggest the visual cacophony of the city.

Umbo
(Otto Umbehr. Germany, 1902-1980)
Trained at the Bauhaus, Berlin-based photographer Umbo believed 
that intuition was the source of creativity. To this belief, he added 
Constructivist strategies absorbed from Theo van Doesburg, El Lissitzky, 
and others in Berlin in the early 1920s. These influences are evident 
in his photographs’ diagonal, abstract elements and spatial disorientations. 
The images also encapsulate his vision of the world as a resource of 
poetic, often funny, ironic, or dark messages from the social unconscious. 
After he left the Bauhaus, Umbo worked as assistant to Walter 
Ruttmann on his film Berlin – Die Sinfonie der Großstadt (Berlin 
– Symphony of a Great City).  

Walker Evans 
Votive Candles, New York
1929-1930 
Evans’s early pictures of urban subjects, taken from unconventionally 
high and low vantage points, demonstrate the young photographer’s 
astute awareness of the leading European practitioners at the time, 
including László Moholy-Nagy and Aleksandr Rodchenko. He took this 
picture of hanging votives, a kind of religious offering, on or near South 
Street in Manhattan. 
Evans photographed the store’s sign using both 35mm and 2 ½ by 4 ¼ 
inch (6.4 by 11.4 cm) medium-format film. For this print he enlarged and 
cropped one of the negatives to exclude information along the edges, 
such as pedestrian heads at the bottom and an American flag at the 
top. The tight crop produces a montage of found pictorial and textual 
signs, one of Surrealism’s hallmarks, by extracting everyday objects 
from their surrounding environment.

Symphony of a Great City



Germaine Krull
(Dutch, born Germany, 1897-1985)
A pivotal figure in photographic circles—first in Berlin between 1922 
and 1925, then in Paris from 1926 to 1935—Krull is best known for her 
books of photographs, especially Métal, published in 1928. Shot in 
Paris, Marseille, and the Netherlands, the sixty-four images in the book 
highlight the beauty of machines and steel architecture. Krull’s 
modernist vocabulary—low vantage points, dramatic angles, and double 
exposures—oscillates between documentation and abstraction. 

Walter R. Latimer, Sr. 
Concourse, Jersey City Station
1915 
Latimer, an engineer for a central New Jersey iron and steel foundry, was 
also a student at the Clarence White School, a professional photography 
school that attended to the fine art potential of the medium. There 
Latimer mastered a variety of Pictorialist photographic printing 
processes but was also exposed to modernist art theory. Students were 
encouraged to draw upon their personal, sensory experience to perceive 
the world afresh and help them give tangible form to unseen qualities. 
Latimer absorbed the lesson; to him, the huge new train station shed for 
the Central Railroad of New Jersey was an engineering triumph and 
object of pride but also a transcendent portal to the great modern city.



In 1925 László Moholy-Nagy asserted that although photography 
had been invented one hundred years earlier, its true aesthetic 
possibilities were only then being discovered, as he and others 
in his avant-garde circles adopted the medium. As products of 
technological culture, with short histories and no connection to 
the old fine-art disciplines, photography and cinema were truly 
modern instruments with the greatest potential for transforming 
visual habits—a key goal of the New Vision, the movement of 
young photographers synthesized through Moholy’s writing. 
These ideas were distilled in widely circulated publications by 
Moholy-Nagy, Franz Roh, and others who deployed innovative 
combinations of text and image. From the photogram to 
solarization, from negative prints to double exposures, New 
Vision photographers explored the medium in countless ways, 
rediscovering older techniques and inventing new ones. Echoing 
the cinematic experiments of the same period, their emerging 
photographic vocabulary was adopted by the advertising 
industry, which was quick to exploit the visual efficiency of its 
bold graphic simplicity.

Florence Henri 
Composition No.19
1928-1930 
Henri arrived at the Bauhaus in Dessau in 1927 as a painter and left  
a few short months later as a photographer. Back in Paris in 1928 and 
influenced by Lucia Moholy’s ideas about photography, Henri started  
a series of still lifes with mirrors, playing with photography’s usual 
perspective. Every adjustment of mirrors and objects yielded fascinating 
new perceptions in this elastic environment. These images circulated in 
avant-garde magazines and major photography exhibitions of the day, 
including the 1929 exhibition Film und Foto.

Franz Roh
(Germany, 1890-1965)
Roh was an art historian and a pioneering critic of the twentieth-century 
avant-garde, with a special interest in photography. In 1927, encouraged 
by his friend László Moholy-Nagy, whom he had visited at the Bauhaus in 
Dessau the year before, he started making his own experimental photos. 
Some of Roh’s favorite techniques were photomontage, which he often 
used to combine shots of nudes and of architecture in nonsensical 
compositions; negative printing; and sequenced contact prints that 
suggest a film-like narrative. He coauthored the seminal photography 
book Foto-Auge with the Dutch graphic designer Jan Tschichold in 1929 
and launched Fotothek (Photo Library), a short-lived series of small 
books about new photographers, in 1930.

Experiments in Form



Even before the introduction of the handheld Leica camera in 1925, 
photographers were avidly exploring the unique experience of 
capturing the world through a camera’s lens. Photography was 
ideally suited to express the tenor of modern life in the wake of 
World War I: looking both up and down (from airplanes, bridges, 
and skyscrapers), photographers found unfamiliar points of view 
and a new dynamic visual language, freed from convention. 
Improvements in the light sensitivity of photographic films and 
papers meant that photographers could capture motion as never 
before. At the same time, technological advances in printing 
resulted in an explosion of opportunities for photographers to 
present their work to ever-widening audiences. From inexpensive 
weekly magazines to extravagantly produced journals, periodicals 
exploited the potential of photographs and imaginative layouts  
to tell a story. It wasn’t just photojournalists like Willi Ruge whose 
work appeared in magazines and newspapers; the illustrated 
press was a primary means of distribution and circulation for most 
photographers of this era.

Leni Riefenstahl Archive
Underwater after the Start…
1936 
Having enjoyed success as a dancer and actress, Riefenstahl pivoted  
to directing films in the 1930s. Although never a formal member of the 
Nazi Party, she infamously made propaganda films for the Nazi Party 
and cultivated a close personal and professional relationship with Hitler. 
With the assistance of various cameramen riefenstahl extensively 
documented the 1936 Olympics in Berlin in both still photography and 
film, using her technical virtuosity to craft an image of German triumph 
for an international audience. The resultant 1938 film Olympia broke 
ground with its innovative cinematography, and many photographs of the 
games taken by her and her team, including this one, were compiled in 
the 1936 multilingual publication Schönheit im Olympischen Kampf 
(Beauty in the Olympic Games). During post-war denazification 
proceedings, Riefenstahl was classified as a Nazi sympathizer.

Willi Ruge
(Germany, 1882-1961)
Oscillating between documentation and entertainment stunt, this series 
depicts a parachute jump made by press photographer Ruge in 1931 from 
the Staaken airfield, near Berlin. In addition to the photographs Ruge made 
during his descent using a camera strapped to his belt, published accounts 
included pictures made from a second plane, and by at least one other 
photographer on the ground before and after the jump.
The images Ruge produced while jumping echo many of the concerns  
and qualities put forward by New Vision photographers, including taking a 
more personal and almost amateur approach; unusual, dynamic vantage 
points; unexpected cropping; fractured, collage-like images; and the 
exaltation of modern sporting heroism. Distributed by the Berlin-based 
press agency Fotoaktuell, the pictures were published in a variety of 
magazines, first in Germany and then in Great Britain.

The Modern World



Leni Riefenstahl Archive

Berenice Abbott
United States, 1898-1991

Manuel Álvarez Bravo
Mexico, 1902-2002

Gertrud Arndt
Germany, 1903-2000

Aurel Bauh
French, born Romania, 
1900-1964

Herbert Bayer
American, born Austria,  
1900-1985

Lotte (Charlotte) Beese
Germany, 1903-1988

Aenne Biermann
Germany, 1898-1933

Ilse Bing
American, born Germany, 
1899-1998

Georges Blanc
France

Karl Blossfeldt
Germany, 1865-1932

Anton Giulio Bragaglia
Italy, 1890-1960

Arturo Bragaglia
Italy, 1893-1962

Brassaï (Gyula Halász)
French, born Romania, 
1899-1984

Marianne Breslauer
Germany, 1909-2001

Anne W. Brigman
United States, 1869-1950

Gertrude LeRoy Brown
United States, c. 1870-1934

Francis Bruguière
United States, 1879-1945

Clarence Sinclair Bull
United States, 1896-1979

Max Burchartz
Germany, 1887-1961

Claude Cahun (Lucy Schwob)
France, 1894-1954

Henri Cartier-Bresson
France, 1908-2004

Paul Citroen
Dutch, born Germany, 
1896-1983

Alvin Langdon Coburn
United States, 1882-1966

Edmund Collein
Germany, 1906-1992

Horacio Coppola
Argentine, 1906-2012

Luc Dietrich
France, 1913-1944

César Domela-Nieuwenhuis
The Netherlands, 1900-1992

Hugo Erfurth
Germany, 1874-1948

Walker Evans
United States, 1903-1975

Andreas Feininger
American, born France, 
1906-1999

Lore Feininger
Germany, 1901-1991

Lyonel Feininger
United States, 1871-1956

Hans Finsler
Switzerland, 1891-1972

Jaromír Funke
Czech Republic, 
1896-1945

John Gutmann
American, born Germany, 
1905-1998

Dr. Arvid Gutschow
Germany, 1900-1984

Johan Hagemeyer
American, born The Netherlands, 
1884-1962

Paul Edmund Hahn
Germany, 1897-1960

Exhibited Artists



Jaroslava Hatláková
Czech Republic, 1904-1989

Raoul Hausmann
German, born Austria, 1886-1971

John P. Heins
United States, 1896-1969

Florence Henri
Swiss, born United States, 
1893-1982

J. Jay Hirz
United States, 1879-1963

Irene Hoffmann
Germany, 1903-1971

Ewald Hoinkis
Germany, 1897-1960

Bernard Shea Horne
United States, 1867-1933

George Hoyningen-Huene
American, born Russia,
1900-1968

Lotte Jacobi
American, born Germany, 
1896-1990

Roman Karmen
Ukraine, 1906-1978

André Kertész
American, born Hungary, 
1894-1985

Edmund Kesting
Germany, 1892-1970

Imre Kinszki
Hungary, 1901-1945

Gustav Klutsis
Latvia, 1895-1938

François Kollar
French, born Slovakia,
1904-1979

Germaine Krull
Dutch, born Germany, 1897-1985

Harry Lachman
United States, 1886-1975

Walter R. Latimer, Sr.
United States, 1880-1924

Jiří Lehovec
Czech Republic, 1909-1995

Helmar Lerski
Swiss, born Germany, 1871-1956

Otto Lindig
Germany, 1895-1966

El Lissitzky 
(Lazar Markovich Lissitzky)
Russia, 1890-1941

Herbert List
Germany, 1903-1975

Heinz Loew
Germany, 1903-1981

Felix H. Man
British, born Germany,
1893-1985

Man Ray 
(Emmanuel Radnitzky)
United States, 1890-1976

Werner Mantz
Germany, 1901-1983

Hannes Meyer
Switzerland, 1889-1954

Lee Miller
United States, 1907-1977

Tina Modotti
Italy, 1896-1942

Lucia Moholy
British, born Czech Republic, 
1894-1989

László Moholy-Nagy
American, born Hungary, 
1895-1946

Georg Muche
Germany, 1895-1987

Marcel Moore 
(Suzanne Malherbe) 
France, 1892-1972

Martin Munkácsi
American, born Hungary, 
1896-1963

Adolf Navara
Czech Republic, 
active c. 1930s

Oskar Nerlinger
Germany, 1893-1969

Johan Niegeman
The Netherlands, 1902-1977

Jean Painlevé
France, 1902-1989

Gyula Pap
Hungary, 1899-1983

Roger Parry
France, 1905-1977

József Pécsi
Hungary, 1889-1956



Walter A. Peterhans
American, born Germany, 
1897-1960

Robert Petschow
Germany, 1888-1945

Edward W. Quigley
United States, 1898-1977

Albert Renger-Patzsch
Germany, 1897-1966

Aleksandr Rodchenko
Russia, 1891-1956

Franz Roh
Germany, 1890-1965

Werner Rohde
Germany, 1906-1990

Hajo Rose
Germany, 1910-1989

Jaroslav Rössler
Czech Republic, 1902-1990

Eugen Rubin
Ukraine, 1906-2001

Willi Ruge
Germany, 1882-1961

Walter Ruttmann
Germany, 1887-1941

August Sander
Germany, 1876-1964

Friedrich Seidenstücker
Germany, 1882-1966

Peter Sekaer
American, born Denmark, 
1901-1950

Osamu Shiihara
Japan, 1905-1974

Elfriede Stegemeyer
Germany, 1908-1988

Edward Steichen
American, born Luxembourg, 
1879-1973

Kate Steinitz
American, born Germany, 
1889-1975

Alfred Stieglitz
United States, 1864-1946

Cami Stone
Belgium, 1892-1975

Sasha Stone
American, born Russia, 
1895-1940

Paul Strand
United States, 1890-1976

Jindřich Štyrský
Czech Republic, 1899-1942

Maurice Tabard
France, 1897-1984

Alfred Tritschler
Germany, 1905-1970

Raoul Ubac
Belgian, born Germany, 
1910-1985

Umbo (Otto Umbehr)
Germany, 1902-1980

Carl Van Vechten
United States, 1880-1964

Luigi Veronesi
Italy, 1908-1998

František Vobecký
Czech Republic, 1902-1991

Friedrich 
Vordemberge-Gildewart
Dutch, born Germany,
1899-1962

Andreas Walser
Switzerland, 1908-1930

Edward Weston
United States, 1886-1958

Stanisław Ignacy Witkiewicz
Poland, 1885-1939

Paul Wolff
Germany, 1887-1951

Wanda Wulz
Italy, 1903-1984

Iwao Yamawaki
Japan, 1898-1987

Georgii Zimin
Russia, 1900-1985
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