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I know that both your parents came from Eastern Europe and
were educated in Germany. What role did that experience play
in your development?
As a child, what I knew about the past was scary and it worried me about the future, but my family background led to my
interest in history. Our family doctor, during my childhood,
was a concentration camp survivor with a number tattooed on
his arm and a huge dent in his forehead where a guard hit him
with a gun. My parents survived the Holocaust by staying just
ahead of the Nazis, but my mother lost her parents, her brother and his family, and two aunts who lived with her parents in
Libau (now Liepaja), Latvia, where almost all the Jews were
shot on the beach. My father was from Moscow and, due to
Stalinism, didn't see his mother and sisters for thirty-four
years. His father died after torture. Many other relatives also
died ahead of their time. The survivors were widely scattered
over the globe. I met very few relatives before I was fifteen.
My father worked long hours and I spent a lot of time with
my mother, who doted on me. While my father's background
was in electrical engineering, my mother's was in the arts and
humanities. She read good books and loved taking me along to
fine art museums in New York. She exposed me to a lot of art
and classical music during my childhood. My older sister and
only sibling moved out when I was seven, so after that I was
like an only child.
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Both your parents were interested in photography; in fact
your mother became a professional photographer. How did
her profession impact your education and interest in photography?
When my father met my mother in Germany around 1930,
he taught her the basics of photography. She then returned to
Latvia where she took lessons from the town photographer
who happened to be a hunchback. After my parents married,
they went to Palestine where she helped support herself doing
portraits and children's parties, especially after my father
came to the U.S. in 1939. My mother and sister stayed in
Palestine until 1944. She also did personal work, including
portraits, abstractions, and landscapes. When I was about ten
years old, we moved to a larger house and my mother got
space for a darkroom where she did her own printing. I sometimes helped her in the darkroom, served as a model and,
when she photographed ponds, my job was to throw pebbles to
make ripples. Later, my mother did more ceramics and painting than photography. Unfortunately, she died when I was in
college and I only got serious about photography five years
later. Some of my photographs of shadows are influenced by
seeing her works, which were consistent with Modernist
trends in photography around 1930. When I printed some of
her negatives, I felt a strong connection with her. Only a few
pre-war negatives survived her travels, during which she lost
a suitcase that held her Leica and much of her work.

The Bridge, 1975
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Philadelphia (Tree and Shadows), 1986
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What was your first camera, how did you acquire it, and do
you have any recall regarding your early images?
I think my parents gave me a Brownie for my 7th birthday
and I used it at a summer day camp. I took blurry pictures of
a deer which I won't show you! A few years later, I got an
Ansco 120 camera that had a folding bellows with shutter and
aperture controls. I used it on family vacations. My purpose
was to "capture" what I couldn't take home with me. In April
1958, when I was eleven, I shot a lot of 120mm film photographing a military parade in Israel, on the occasion of its
10th anniversary of independence. The pictures of tiny marching figures, taken from a seat in the stadium, were totally boring. It was a very long parade and some soldiers passed out
from the heat.

You graduated from the University of Wisconsin with both a
BA and MA in History. What was your education like and did
you take any photography courses?
At Wisconsin, I took as many history-related courses as
possible and although I saw a lot of cinema, I had little interest in still photography. In retrospect, that is a pity because
there were a lot of interesting events going on around me.
Some of my best friends in college were Art or Art History
majors, but I didn't take any art or photography courses until
a few years after I graduated. My master's thesis was about
the radical abolitionist, Henry Clarke Wright.

You eventually attended Mercer County Community College
after receiving your Masters in American History. You studied
with William Barksdale. What was that like? What did you
learn?
I got interested in photography through a close friend who
was studying with Barksdale at MCCC and had high praise for

him as a human being and teacher. Bill was a former priest
who practiced photography as a surrogate for religion. His
best photographs were the result of a deep meditative experience with nature, and he was a master at perceiving aspects of
light that would translate into a black-and-white photograph
with spiritual qualities. Bill demonstrated that making fine
photographs could be a way of life. He also taught me to see
the difference between a good and a bad print and how it was
necessary to make sure that every square millimeter of the
photograph was contributing to the whole image. When I was
learning how to print, sometimes I made twenty or thirty
8x10’s until I got one that was satisfactory.
Photography became my raison d'être. Instead of being concerned with using the camera to capture something "important" anyone could see, I became more interested in making
images of what wouldn't have been seen otherwise without my
efforts. Bill was the first of several photography teachers,
including Harry Amdur (a master printer), photo historian
Peter Bunnell, and photographers Charles Harbutt, Duane
Michals, Eva Rubenstein, and Frederick Sommer. The semester I spent studying the history of photography with Peter
opened my eyes to a broader spectrum of photographic possibilities. I also learned a lot through associations with other
photographers, looking at original prints by master photographers, critiques of my work, and reading. One book that
helped me was A Primer of Visual Literacy by Donis A.
Dondis.

How do you actually work? What influences you to photograph a particular image and choose a photograph in either
black-and-white or color?
At different times, I've worked in different ways. Early on,
I was influenced by Minor White who indirectly influenced
Barksdale. Minor, borrowing a term introduced by Alfred
Stieglitz, created "equivalents" that, when gazed at for a long
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period of time, could be a springboard for transcendental
meditation.
To make an equivalent, it is necessary to clear the mind of
all incidental thoughts other than making photographs. Let
yourself be free from ideation so that you can be open to perceive images with multiple interpretive possibilities.
Normally, we filter out 90% of what is going on around us,
otherwise we would be overwhelmed by sensory impressions.
If you are in a higher state of consciousness and are attuned to
photographic possibilities, you can stay in one place and a
photograph will present itself to you that only you can see
because it is a reflection of you and no one else.
Georgia O'Keeffe recalled that Alfred Stieglitz never went
anywhere to photograph; the photographs were within him
and in this way, he was always photographing himself.
Similarly, Charles Harbutt once stayed in a hotel room for
twenty-four hours until the photographs appeared for him to
harvest. While with practice it is possible to move through
space in a state of heightened awareness, it's difficult to photograph in this way when someone is talking to you or you are
trying to keep an eye on a child, so it is best done alone or
with someone else who is similarly inclined.
Later on, I made photographs based on ideas that I had
before I went out to photograph, often based on other photographs I had made. In this way, I explored a theme, such as
"Captured Trees."

When I am working in my studio (painting or drawing) I need
to redefine my space, "find myself" each day before I can continue on a picture or begin a new picture. Minor White felt
that in order to have a heightened state of awareness it was
important to meditate. Do you go through any special procedures before you begin to work?
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In the 1970’s, I would sometimes practice meditation using
a simple mantra and then photograph, but now I've had
enough experience that I can usually switch from the verbal to
the visual mode by picking up a camera. Also, I'm not so concerned about equivalents as in using the camera to describe a
particular person or place. I think the training I had in making
more metaphoric images has enhanced my ability to make
other kinds of photographs.

Henri Cartier-Bresson has stated that, "Thinking should be
done before hand and not (when) taking a photograph." When
you are searching for subject matter, do you have a specific
idea in mind or do your eyes come upon something that then
inspires you to photograph it?
I agree completely with Cartier-Bresson. When I'm shooting, I'm looking at shape, line, and light but I'm not thinking
in words. It's visual thinking, not verbal thinking. Ideas come
before and after. What stays consistent is that, as Barksdale
recommended, I "shoot for form and print for detail." Every
line, shape and tone has to contribute to the whole. Just like a
painter wouldn't put in a dab of color that has nothing to do
with the rest of the picture, a good photograph must have all
graphic elements in place. As Frederick Sommer put it, "A
good picture must have a coherent structure for it to hold
attention long enough to reveal content."
While the mechanics of photography have become deceptively easy with point-and-shoot cameras, it is still exceedingly difficult to make a photograph that is complete in all
respects. George Bernard Shaw was not exaggerating by much
when he said that, "The photographer is like the cod who lays
a million eggs that one may reach maturity."

Salt Lake Special (Diptych), 1977
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Stockton, 1981
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In order to capture a specific image, do you take many photographs and why?
When I was shooting film, I rarely took more than one photograph of a specific image. Most of my 35mm black-andwhite contact sheets have 39 different pictures on them.
Sometimes I tried a variant, but almost always the initial conception turned out to be the strongest. An exception is when I
have only partial control over the results, such as when I am
photographing musicians during performance. Then there are
so many variables due to motion and changing lighting that
it's hard to know exactly what I'm getting until after the exposure. Since starting to shoot digital a few years ago, I am not
concerned about wasting film, so I feel freer about making
more photographs of a single subject.

Edward Weston believed that photographs are made not taken,
and "any individuality" in the work is entirely due to the
"selection, arrangement and lighting of the subject - the picture is conceived in the mind." Do you have a specific idea in
mind regarding how a photograph should look? Is there a
concern for design, composition and lighting before you push
the release button?
Weston introduced the term "previsualization" to refer to
the practice of seeing the finished print before pressing the
shutter. Much of my work has been previsualized. When
shooting in black-and-white, I see in black-and-white when I
look through the viewfinder; when shooting in color, I see in
color. Printing in the darkroom realizes the initial conception.
As Ansel Adams said, "The negative is the score; the print is
the performance." Even when creating camera-less photograms in the darkroom, I usually have a pretty good idea of
what I want the photograph to look like, although the element
of chance is an important aspect of this practice.

Weston's use of the term "individuality" is quite interesting
to me, as that is the title of an article written in 1908 by
Pictorialist portrait photographer Elias Goldensky, about
whom I wrote a lengthy article and "keep his flame" by maintaining a web page. Goldensky wrote, "Individualize your
work because individuality is the keynote to the artistic."
Photographic artists have a personal style that makes their
work recognizable, even if one has not seen that particular
photograph before. The only explanation for this is that photographs by one person must have consistent stylistic elements. Just like you can recognize someone's handwriting by
its repetitive forms, you can often recognize the maker of a
photograph new to you if you are familiar with the person's
individual style. Individuality is not something you can just
develop overnight; trying to do so just leads to contrived,
meaningless work. Individuality comes naturally through
working when you are true to yourself over a period of time
and keep trying to do your best.

Do you make adjustments to the image in the printing process
and why?
Before the advent of digital photography, studio photographers like Philippe Halsman used individually developed
sheet film and controlled all lighting to the nth degree.
Consequently, they could sometimes make negatives that
printed perfectly with hardly any intervention. By comparison, when shooting in natural light and making black-andwhite prints from roll film negatives, it is virtually impossible
to get a fine print without making adjustments to overall contrast and doing local reduction or intensification of density
through dodging and burning, bleaching, and other techniques. During black-and-white printing, I almost always
make many minor adjustments to enhance the effectiveness of
the image.
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Occasionally, I may decide to move away from the previsualized image as I look at a work print, as I did in "The Bridge"
the final version of which was printed on the maximum contrast graded paper Brovira No. 6. The mountains were burned
into black and then the sky was bleached completely white.
Ansel Adams, who usually printed from individually developed sheet film negatives, did a lot of local adjustments in
density. His later prints of his most popular image "Moonrise
over Hernandez, New Mexico" are printed with a much darker sky than his earlier prints of the same image because he
wanted to set off the moon more from the background. Like
Ansel, for some of my prints, I have sketches or notes showing how many seconds of exposure under the enlarger each
area of the print needs.
In digital photography, the adjustments are made before
printing, rather than during printing. Some more radical
changes are easier in digital processing. For example, I've
been able to rescue some images of performing blues musicians that were flawed by distracting elements, such as a fire
alarm I easily eliminated with PhotoShop from the background of a photo of Joe Zook. In the chemical photography
era, such retouching would have been possible, but too time
consuming for me.

Do you believe in accidents?
Surrealists loved accidents and I like Surrealistic photographs. In 1979, I photographed the sky surrounded by towering buildings in Siena, Italy, and caught a flying bird with its
wings in a perfect V. No way I could have planned that! When
accidents happen, they're a gift from God, but rarely do they
make a complete photograph. More often, accidents provide
ideas for other photographs.
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Moholy-Nagy, Man Ray, W. Eugene Smith, Jerry Uelsmann, to
name just a few photographers, all have experimented with
different ways to create photographs. What role has experimentation played in your work?
The photographers you mention are all revered masters.
Each was willing to get away from straight photography to
create a photographic work of art, although Gene Smith did it
to create the illusion of a straight photograph, as when he
added a dark hand in his photograph of Albert Schweitzer.
(Photography is not reality; photographers use reality to create images.) These artists gave me "permission" to do whatever is necessary to realize my intentions, which I think are honorable. As Fred Sommer said, "A work of art requires a clean
conscience."
In addition to photomontage, Moholy-Nagy and Man Ray
revived the cameraless photogram, which goes back to the
beginnings of photography: William Henry Fox Talbot made
them in the 1830s. They have a particular magic about them
and my series of photograms of plants are in homage to him.
I also did an Apocalypse series, which involved a significant
amount of darkroom manipulation to convey the sense of different disasters like floods and earthquakes.

How has the ever-changing technology associated with the
camera and the development process affected the way you
make and create an image?
I firmly believe that most of photography is made in the
mind and not through the technology. Many of my best photographs in the 1970’s were made with my father's Nikon S-2, at
the time more than twenty years old, and some superb photographers today use antique equipment and processes from the
19th century. For more than thirty years, I used a variety of
35mm and medium-format cameras, developed and printed all
my black-and-white work, and used labs for most of the color.

Bird, Siena, 1979
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Montreal (Painter and Sitter), 1980
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For the last few years, I have been shooting with a digital
camera and am still trying to deal with a host of issues associated with a very different workflow.

Many people have argued that photography is all about the
mechanical instruments compared to painting or drawing.
What are your feelings regarding this?
I remember once seeing a man at a photography critique go
up to students' prints with a huge magnifying glass and proclaim that one photograph was better than the other because
the grain was sharper. That approach misses the point of making photographs. A great photographer can create a great photograph with any camera just as Picasso could make a great
painting with his finger on a sheet of glass. Art is the product
of a mind, not of a tool; the finished photograph is a celebration of an idea, not the output of a machine. It is true that the
photographic technology used, such as a lens of a particular
focal length, affects the results; artists, not matter what the
medium, have to work in harmony with the potentialities of
their chosen equipment.

Dorothea Lange, Ansel Adams, and Arnold Newman were
unsurpassed in making Lange’s, Adam’s, and Newman’s. I
want to make the best Saretzky’s that I can. In my personal
work, I photograph what interests me and those interests have
changed over the years. In the 1970’s, I was interested in psychology and personality and exploring my "self" through photographic metaphors. I was looking inward as much as outward. After I started teaching photography in 1977 and then
my marriage to Kathy in 1980, followed by our three wonderful children, I became more socially involved and interested
in photographing people, although I didn't discontinue other
genres. For the last few years, most of my photographs have
been of my family and blues musicians.

Do you think your photographs reflect the time you are living
in?

Critics have called Dorothea Lange a documentary photographer, Ansel Adams a landscape photographer, Arnold Newman
a portrait photographer. How would you categorize your work
and why?

The legendary art historian Meyer Schapiro, whose theories
on the psychology of art influenced Minor White, wrote a
long essay "Style" which I had to read in Peter Bunnell's
class. Schapiro averred that every artist subconsciously produces work that is influenced by the times and that art and
culture are irrevocably interconnected. It's hard to see exactly
what that "overall expression" is until the work gets a few
decades old, but gradually one can sense that a photograph is
from this or that decade, even without obvious clues such as
automobiles and clothing.

My work has been sufficiently varied that you might have
to call me an eclectic photographer. I liked Harry Callahan's
attitude toward photography. He said he wanted to live his life
through photography. At different stages in his life, he
explored varied subject matter and both straight and manipulated imagery, and worked in both color and black-and-white.
He created many different series that he continued until he
felt that it was time to move on to something else. He said his
work changed because his life changed.

My work would not have occurred without the acceptance
of photography as an art form around 1970. Around that time,
as a result of the decades of efforts of Stieglitz, Minor White,
and other visionaries, it dawned on me and many others that
one could use photography for more than recording time and
place and that an artist could express his soul through making
photographs. Before the 1970’s, photography was hardly mentioned in art history courses - take a look at the older textbooks on the subject. In the 1950’s, for the average American,
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"art photography" was a polite synonym for nude studies, and
few sages other than Steichen recognized the achievement of
Robert Frank's “The Americans”, perhaps that decade's greatest photographic masterpiece.

Who do you think are the most influential photographers
working today and why?
Leaving aside influential commercial photographers, such
as those who do fashion, weddings, architecture, annual
reports, advertising, etc., I think one could divide most serious photographers today into two broad categories, although
some have worked in both groups. One pursues photography
for personal expression, including "art for art's sake." Often,
the goal is to make timeless photographs that transcend daily
problems of human existence. Finely crafted prints are of
paramount concern for photographers such as Keith Carter,
whose photographs of animals are unique; Carl Chiarenza,
who carries on the tradition of Aaron Siskind in the field of
abstraction; Jerry Uelsmann, whose Surreal combinations preceded the digital era, but have become an inspiration for computer-based art; and Paul Caponigro and Michael Kenna, who
make exquisite black-and-white landscapes. Art photographers get their work seen primarily through galleries and
books and Kenna's Japan (2003) is among the most finely
crafted and designed photography publications to date. These
photographers remind us that we should take time to contemplate the beauty of the world. A subgroup in this category
have photographed their daily lives, including their families,
such as Emmet Gowin and Sally Mann.
The other major group uses photography to document
issues facing humanity, including social inequities, war, and
the environment, but also less newsworthy aspects. Their photographs are not always easy to look at and may be intended
to prick the conscience of the viewer. The best of these photographers combine commitment, courage, and a sense of
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design that raises their work to the level of art. Although they
publish in book form, they distribute their work through the
media to reach the widest possible audience (and pay the
bills). Among many influential contemporary documentary
photographers are Josef Koudelka, Mary Ellen Mark, James
Nachtwey, and Eugene Richards, and Sebastiao Salgado.
What I find surprising is to see photographs published in
recent years that seem deliberately boring or bad, constituting
"anti-art" photography. Frederick Sommer quipped, "Bad art
is like a banquet table with the food piled up in the middle."

You have worked as an archivist. Can you explain what this is
and what you do?
Archivists acquire, organize, preserve, describe, and make
accessible personal papers, records of public and private entities, and audiovisual materials of permanent historical value
that document individuals and organizations. As the ETS
Archivist from 1969 to 1993, I developed a collection that
documented the organization's activities and, to a lesser
degree, the prior history of educational measurement. Since
1994, at the Monmouth County Archives, I've tried to preserve county government records dating back to the 1660’s.
An important aspect of my job there is to help make the history of the county better appreciated through exhibits, public
programs, and better access to records.

How has working as an archivist, writing articles and your
other non-photographic work affected your development as a
photographer?
To some extent, all these activities are interrelated. Since I
was young, I've collected books, images, and historical information and shared what I have found through exhibitions,
teaching, writing, and organizing documents in archives that

can be used indefinitely. Some of the images I've collected
were by others, some I made myself. Perhaps, employment
gave me life experiences that enhanced my seeing so that my
work has more resonance with viewers of different ages and
backgrounds. I've enjoyed my careers as archivist, educator,
and photo historian, although they have taken time and energy away from image-making. Perhaps I will do more photography when I retire from my archivist job.

This exhibition is a retrospective of your work from 1972 to
the present. How has organizing this exhibition affected your
ideas regarding your work?
Time provides one with distance so that the work can be
evaluated more objectively. I like some of the photographs I
did thirty years ago, but I wouldn't repeat them even if I
could. Bob Dylan recently said that he couldn't write songs
like he did in his twenties but now he can do something else
he couldn't do then. I understood what he meant.

What do you want the viewer to learn or realize about your
work?
I hope that my best photographs will last a long time and
give people in the future insights into the past. If viewers take
time to contemplate the work, they may take something with
them that in some way enhances the understanding of their
own lives. A picture may trigger an association or may lead to
an insight about universal concerns that are shared by the
artist. Specific interpretations are best left unstated because
they will limit potential connections and emotions in the
viewer. Stieglitz explained, "You will find as you go through
life that if you ask what a thing means, a picture, or music, or
whatever, you may learn something about the people you ask,
but as for learning about the thing you seek to know, you will
have to sense it in the end through your own experience . . . If
the artist could describe in words what he does, then he would
never have created it."

New Orleans (Diptych), 1993
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Photogram (Gingko Biloba), 2003
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Photogram (Pine), 2003

BIOGRAPHY
EDUCATION

ARCHIVES EXPERIENCE

1968 B.A., University of Wisconsin, Madison. History.
(Integrated Liberal Studies Program, 1964-1966)

1994 - present Archivist, Monmouth County Archives,
Manalapan, NJ

1969 M.A., University of Wisconsin, Madison. American
History (Included Archival Administration)

1969 - 1993 Archivist, Educational Testing Service,
Princeton, NJ

1986

B.A., Thomas A. Edison State College. Photography

SELECTED SOLO EXHIBITIONS
TEACHING EXPERIENCE
1977 - present Associate Professor (Adjunct), Mercer
County Community College, Trenton, NJ. Courses in photography and the social and art history of photography.
(Instructor, 1977-1985; Assistant Professor, 1985 - 1996).
1985 - 1993 Assistant Professor (Adjunct), Art Department,
Trenton State College, Trenton, NJ. Courses in photography.
1994 - present Coordinator, Public History Internship
Program, Rutgers University History Department.

Workshop Gallery, Amarillo College, Amarillo, TX,
November - December 1980.
“Captured Trees,” Forrestal Campus, Princeton University,
April - May 1981.
Conant Hall, Educational Testing Service, Princeton, NJ
January - February 1981.
Monmouth County Library, Manalapan, NJ, July 1995.
“Dreams of Italy,” Trenton City Museum at Ellarslie,
October - December 1998 [Toured 1999 - 2002].
“Photograms of Nature,” Monmouth County Library,
Shrewsbury, NJ, December 2003 [Toured 2004]

PHOTOGRAPHY EXPERIENCE
1975 - present Photographer. Specializing in fine art photography, photoconservation, photohistory research, and
photographic archives consulting.

“Blues Musicians,” Dana Library, Rutgers University,
Newark, May - June 2007 [Toured 2005 - 2007].

16

SELECTED GROUP EXHIBITIONS
“New Jersey Photographers Exhibition,” Rutgers University
Art Gallery, March - April 1974 [Toured 1974 - 1975].
“Spectrum ‘76 Photography Exhibition,” Fairleigh Dickinson
University, April 1976.
“2nd Biennial New Jersey Artists’ Exhibition at the New
Jersey State Museum,” October - December 1979.
“Eyes on Trenton,” New Jersey State Museum, SeptemberOctober 1981 [Toured 1981 - 1983].
“Images: The Art of Photography,” Monmouth Museum,
March - June 1981.
“Purchase Award Photographs in the Collection of the
Mercer County Cultural and Heritage Commission,”
Washington’s Crossing State Park, July 1982.
“Sixteen Artists,” Trenton City Museum at Ellarslie, May
1982 and June 1985.
“William E. Barksdale: A Photographic Tribute,” Mercer
County Community College, May - June 1987.
“Stated as Fact: Photographic Documents of New Jersey,”
New Jersey State Museum, December 1989 - January 1990.
“TAWA in the USSR,” Soviet Artists Gallery, Moscow,
August 1990.
“A Show of Hands,” Blue Sky Gallery, Portland, Oregon,
August-September 1994.
“Moving Houses,” Historical Society of Princeton, May November 1999.
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“The Birthday Show,” Blue Sky Gallery, Portland, Oregon,
January-February 2001.
“Eyes on Trenton,” New Jersey State Museum, January May 2001.
“Blues Notes: Chronicling the Blues from Polk County to
Trenton,” Trenton City Museum at Ellarslie, October December 2004.

SELECTED PUBLICATIONS
Some Photographs of Hopewell, New Jersey. Self-published,
1980. Edition of 100.
The Saretzky Microfolio. A Microfiche Portfolio of Sixty
Photographs, 1973 - 1983. Self-published, 1983. Edition
of 500.
“The Effects of Electrostatic Copying on Modern
Photographs,” Book and Paper Group Annual, Vol. 4.
Washington, DC: American Institute for Conservation,
1986.
“Photographic Conservation,” Conservation Administration
News, 33 (April 1988), 4 - 5; 34 (July 1988) 4 & 9; 35
(October 1988), 4 - 5.
“Portrait: An Early Twentieth Century Journal for Portrait
Photographers,” History of Photography, 20:3 (1996), 278.
“Elias Goldensky: Wizard of Photography,” Pennsylvania
History, 64:2 (Spring 1997), 206 - 272.
“Margaret Bourke-White: Eyes on Russia,” The Photo
Review, 22:3 & 4 (Summer & Fall 1999), 1 - 14.

Joe Louis Walker, 2006

Sue Foley, 2006
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“Bliss on the Old Miss: The Rosskams and Towboat River,”
The Photo Review, 24:1 & 2 (Winter/Spring 2001), 6 - 16,
33 - 34.
“Twelve Million Black Voices: Richard Wright, Edwin
Rosskam, and the Golden Age of Documentary
Photography Books,” in The African American Experience:
Personal and Social Activism in the 19th and 20th
Centuries, Karen T. Ackerman, ed. Bowie, MD: Heritage
Books, 2004, 101 - 131.
“Nineteenth-Century New Jersey Photographers,” New
Jersey History, 122:3 - 4 (Fall/Winter 2004), 36 - 143.
“U.S. Camera: A Thomas J. Maloney Chronology,” The
Photo Review, 26:4 & 27:1 (2004), 11 - 13, 45.
Margaret Bourke-White: In Print. Exhibition Catalog, Jan.
24 - May 31, 2006. New Brunswick, NJ: Rutgers
University, 2006.

SELECTED COLLECTIONS
Educational Testing Service, Princeton, NJ
George Eastman House, Rochester, NY
Historical Society of Princeton, Princeton, NJ
Hopewell Museum, Hopewell, NJ
Mercer County Cultural & Heritage Commission, Trenton, NJ
Monmouth County Archives, Manalapan, NJ
Monmouth County Historical Association, Freehold, NJ
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Macmillan Biographical Encyclopedia of Photographic
Artists and Innovators, 1984.
Who’s Who in American Art, 1998 - present.
Who’s Who in America, 2004 - present.
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