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Foreword
Lynn Zelevansky
The Henry J. Heinz II Director, Carnegie Museum of Art

At Carnegie Museum of Art, we are honored to present the most 
ambitious retrospective exhibition of the work of Charles “Teenie” 
Harris to date. For approximately forty years, Harris worked for the 
Pittsburgh Courier chronicling life in the city’s African American 
community. Photography often unites the utilitarian and the purely 
artistic; Harris’s work demonstrates that fine photographic images 
are art, whatever the purpose behind their making. His best images 
are filled with the poetry of everyday life, creating an irreplaceable 
record of the existence of ordinary people. Even when depicting 
politicians, civil rights leaders, jazz musicians, athletes, and movie 
stars, he illuminated their humanity, making them approachable.

Since 2001, our museum has been the repository of the Teenie 
Harris Archive, which houses nearly eighty thousand of the photo-
journalist’s negatives. Harris’s stated wish that his work go to Car-
negie Museum of Art strongly influenced both the museum’s offer 
to acquire the archive and the Harris family’s decision to accept 
that offer above all others. We take pride in the belief of Harris and 
his family that Carnegie Museum of Art, given its resources and 
facilities, is the most suitable custodian to undertake the archive’s 
preservation and dissemination with integrity and professional-
ism. Over the past decade, we have done our best to justify that trust 
through the painstaking care and study of Harris’s work.

Carnegie Museum of Art’s curator of fine arts, Louise Lippin-
cott, has fostered a powerful alliance between the museum and 
Pittsburgh’s African American community to document Harris’s 
photographs. Today, the Teenie Harris Archive is unique not only 
for the extent, quality, and historical importance of its many im-
ages, but also because its records and interpretation are based on 
first-person accounts and accounts from African American publi-
cations such as the Pittsburgh Courier.

Teenie Harris, Photographer: An American Story opens at Car-
negie Museum of Art ten years after the critical moment of its ac-
quisition. It marks the culmination of a long effort to catalog and 
scan the bulk of the archive, over seventy-three thousand black-
and-white negatives spanning the artist’s career. While our work 
is not yet done, it is possible for the first time to present the story 
of Harris’s achievement based on an overview of his entire body of 
work. 

We are grateful to those whose generous support made this 
project possible. The National Endowment for the Humanities 
provided a substantial implementation grant to support the exhi-
bition’s book, national tour, and Web site. PNC Financial Services 
Group, Inc., and Richard King Mellon Foundation provided major 
support for the exhibition. The Heinz Endowments and the Virginia 
Kaufman Fund also contributed significant support for the exhibi-
tion. Support for the exhibition soundtrack was provided by BNY 
Mellon. The Pittsburgh Foundation, The Fellows of Carnegie Mu-
seum of Art, and the Beal Publication Fund also provided support. 

Louise Lippincott has put years of effort and intelligence into 
the care of the archive and the realization of this exhibition. Our 
sincere thanks go to her, to Kerin Shellenbarger, the archivist on the 
Teenie Harris project, and to everyone at the museum whose hard 
work and creative energy brought this exhibition to fruition. Our 
appreciation goes, as well, to the members of the Carnegie Museum 
of Art Board of Directors and the Carnegie Museums of Pittsburgh 
Board of Trustees, whose ongoing dedication and support allow us 
to do work such as this.

Finally, our deep appreciation goes to the members of Pitts-
burgh’s African American community, those who sat on advisory 
committees, giving extended time and consideration to the treat-
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ment and interpretation of Harris’s work (including the founding 
Teenie Harris Archive Advisory Committee: Neil Barclay, Oliver W. 
Byrd, Dr. Laurence Glasco, Charles A. Harris, Gladys Maharam, 
William Strickland Jr., Dr. Nancy Washington, and Dr. Deborah 
Willis), and those who contributed their recollections to the ar-
chive, assuring the preservation of an important part of our city’s 

and our nation’s heritage. We sincerely hope that our work meets 
with your satisfaction. 

This book is dedicated to Charles A. Harris, eldest son of 
Charles “Teenie” Harris, without whom the Teenie Harris Archive, 
this exhibition, and this book could not have happened.
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ACknowledgmenTs
Louise Lippincott
Curator of Fine Arts, Carnegie Museum of Art

It has been my privilege to work with Teenie Harris’s wonderful 
images since 1996, when the first Harris photograph entered the 
Carnegie Museum of Art collection. I met Mr. Harris soon after-
ward and briefly experienced first hand the magnetic personality 
and great humanity that also distinguish his photographs. I learned 
much from months of conversation with the artist, and even more 
from immersion in his images. The purpose of this book and the ac-
companying exhibition and Web site is to preserve and continue to 
share this great photographer’s achievement, his intimate portrait 
of a unique community’s heart and soul.

This massive project could not have been accomplished with-
out the assistance of many. Two advisory committees established 
the basic policies for management of the archive and development of 
the retrospective exhibition. Our deepest thanks go to the members 
of the founding Teenie Harris Archive Advisory Committee: Neil 
Barclay, Oliver W. Byrd, Dr. Laurence Glasco, Charles A. Harris, 
Gladys Maharam, William Strickland Jr., Dr. Nancy Washington, 
and Dr. Deborah Willis; and to project consultants Paul Messier, 
Elizabeth Shaw, Dr. Ralph Proctor, and John Brewer. In 2008, the 
museum turned to a group of educators and opinion makers for ad-
vice on the content, themes, and goals of this retrospective: Dr. Lau-
rence Glasco, Dr. Johnson Martin, Tony Norman, Dr. Ralph Proctor, 
Cecile Shellman, and Dr. Joe Trotter. Their generous dedication of 
time and thought to the project honored the artist and his work and 
supplied the museum with inspiration and guidance. The retrospec-
tive acquired its definitive identity in November 2009 when mu-
seum staff and members of the exhibition advisory committee met 
with a team of scholars and curators at the Clark/Mellon Curator 
Roundtable in Williamstown, Massachusetts, funded by the A. W. 
Mellon Foundation: Natasha Becker, Michael Ann Holly, Mark Led-
bury (organizers); Jacquelyn D. Serwer, Dr. Deborah Willis, Bradley 

McCallum, Jacqueline Tarry, and Lisa G. Corrin (reviewers). Last, 
the museum thanks the thousands of community members, too 
many to name here, who have contributed their knowledge, memo-
ries, insights, and personal histories to the Teenie Harris Archive 
records for the benefit of the archive’s present and future users. 

Construction of the massive Teenie Harris Archive database 
and online collection required assistance from individuals, foun-
dations, nonprofit institutions, and government organizations. The 
first acquisition of Harris vintage prints in 1996 was supported by 
the gift of Milton and Nancy Washington; additional prints came in 
1996 and 1997 as gifts from the artist and his estate. The 2001 land-
mark purchase of the Harris negatives was made possible through 
Carnegie Museum of Art’s Heinz Family Fund. Planning, prototyp-
ing, and pilot projects carried out from 2001 to 2003 were supported 
by The Heinz Endowments, the Pittsburgh Foundation, and The 
H. Glenn Sample Jr., MD Memorial Fund through PNC Advisors 
Charitable Trust Committee. The results of this phase were shared 
with the public in the 2003 exhibition Documenting Our Past: The 
Teenie Harris Archive Project in partnership with Carnegie Library 
of Pittsburgh, the University of Pittsburgh Department of History, 
and the Trolley Station Oral History Center, Homewood. Further 
Archive Project exhibitions were presented at the museum in 
2006 and 2009. Dr. Laurence Glasco, Mark Clayton Southers, and 
Charles A. Harris curated the Archive Projects with the assis-
tance of hundreds of community informants who identified and 
dated many of the exhibited images. Partnership in 2009 with the 
Housing Authority of the City of Pittsburgh’s “Gathering of Peace” 
initiative resulted in an extraordinary exhibition of the work of 
young Pittsburgh photographers alongside Harris’s in the muse-
um’s Forum Gallery. Substantial Preservation and Access grants 
from the National Endowment of the Humanities in 2005 and 2007 
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supported the five-year campaign, completed in 2010, to create in-
dividual catalog records and high-quality digital scans of every 
large- and medium-format black-and-white negative in the Tee-
nie Harris Archive and place them online. These grants supported 
the purchase of equipment, software, and licenses, and a full-time 
staff of up to six catalogers and imaging technicians to process over 
73,000 negatives during the grant period. Kerin Shellenbarger, the 
museum’s dedicated Teenie Harris Archivist since 2005, devised 
the archive’s catalog, led its research and outreach initiatives, and 
set the national standard for community-based cataloging method-
ology. She supervised NEH staff Celeta Hickman, Julia Morrison, 
NaSheena Porter, Abby Sommerville, and Felicite Wolfe, and later 
Charlene-Foggie Barnett; scanning technicians working under the 
direction of Will Real, director of information technology, were 
Krisann Freilino, John Komninos, Peter Scott, Rachel Shepler, and 
Jermaine Warren. Interns and volunteers provided crucial assis-
tance: Debbie Dundas Broeker, Kalyn Deans, Diana DiGioia, Karen 
Evancho, Yolanda Johnson, Rosemary Kovacs, Heidi McDonald, 
Shellyann O’Meally, Kelsey Regan, Rachel Reilly, Denise South-
worth, Lara Sprague, Kevin Sweeney, Tamara Thompson, Tasha 
Turner, Eric Wiseman, and Alicia Wurthner. 

The exhibition opening at Carnegie Museum of Art in Octo-
ber 2011 presents the fruit of these efforts. It will also appear at the 
Harold Washington Library, Chicago; Birmingham Civil Rights 
Institute; and the Robert W. Woodruff Library, Atlanta University 
Center. Exhibition designer Paul Rosenblatt of Springboard and 
graphic designer Brett Yasko were essential in making the vision of 
the Carnegie Museum of Art presentation a reality, along with mul-
timedia producer Iontank with Stowe Nash Associates and Man-
chester Craftsmen’s Guild, who provided the exhibition’s evocative 
musical score. Night Kitchen Interactive provided the engaging in-
gallery interactive and new Web presence for the archive. 

This book reflects the unique perspectives of each of the authors, 
who together tell the story of Harris’s time, his life, his art, and his 
legacy. Deborah Willis, professor at the Tisch School of the Arts at 
New York University, provides a brief introduction about Harris and 
the significance of his work; Larry Glasco, associate professor of 
history at the University of Pittsburgh, draws on firsthand accounts 
of Harris to give an intimate perspective on the photographer’s per-

sonality and relationships; Joe Trotter, professor of history and so-
cial justice at Carnegie Mellon University, examines the economic 
and political context for Harris’s photographs and puts Pittsburgh 
in the national picture; while Cheryl Finley, assistant profes-
sor in the history of art at Cornell University, examines Harris’s 
unique “aesthetics of aspiration” within the context of twentieth- 
century photographic art. At Carnegie Museum of Art, Kerin Shel-
lenbarger was essential in providing in resources, images, and 
fact-checking assistance to all of the authors; she also compiled the 
chronology and references. Katie Reilly and Laurel Mitchell coor-
dinated the development of the manuscript and the organization 
and editing of the image files. We thank the University of Pittsburgh 
Press for their enthusiastic support of this book, particularly direc-
tor Cynthia Miller, designer Ann Walston, and Deborah Meade. 

“It takes a museum” to carry out such a major project. Over the 
last four years, many staff members have contributed to the prepa-
ration of this exhibition; as not all can be named here, I thank every 
one for his or her hard work. The leadership group, “Team Teenie,” 
consisted of Jara Dorsey, Sarah Minnaert, Nick Pozek, Will Real, 
Katie Reilly, Marilyn Russell, and Kerin Shellenbarger, whose he-
roic task was to work with the exhibition advisory committee, book 
authors, and design teams to bring Harris’s work to the public in the 
most exciting and meaningful way possible. Their departments—
marketing and outreach, exhibitions, Web, information technology, 
design and publication, education, and Teenie Harris Archive—
have made essential contributions to the exhibition and the archive. 
The support of museum administration, including former Henry J. 
Heinz II director Richard Armstrong, current Henry J. Heinz II 
director Lynn Zelevansky, and deputy director Maureen Rolla, 
supported the long gestation of the show. Director of development 
Lennie Vesio and her predecessor, Renée Pekor, with grant writer 
Regan Fetterolf, managed lengthy and competitive grant applica-
tions and fundraising efforts. Linda Benedict-Jones, curator of pho-
tography, has provided excellent advice and guidance since 1996. 
Akemi May provided essential administrative support. Former 
CMA staffers Ayanna Burrus, Erica di Benedetto, Nona Martin, 
Julie Mink, Amber Morgan, Debbie Pollard, Cecile Shellman, and 
Tey Stiteler, have been deeply involved over the last ten years. 
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inTroduCTion
Deborah Willis

Each photograph tells a story located in space and time that 
serves to empower the subject.
—Manthia Diawara, Malick Sidibe: Photographs

This book celebrates both Charles “Teenie” Harris and the city of 
Pittsburgh. It is a love story, a graphic romance about a commu-
nity visually documented through an artist and his camera, an in-
timate and diaristic view of a city and a photographer. Pittsburgh 
also holds a special place in my life, as I often visited the city as a 
young girl. I recall riding in the backseat of my father’s Dodge with 
excitement as we traveled west from Philadelphia going through the 
tunnels carved through what my young eyes imagined were huge 
mountains, arriving in Pittsburgh hours later. Every summer, we 
visited family members, went to church programs, and climbed the 
hilly streets and high steps of the Hill District. I didn’t know about 
Charles “Teenie” Harris or his photographs then, but I captured 
mental images of my visits. After hearing about Harris’s photo-
graphs in the early 1980s, I was fascinated to find that my memory 
of the insular and vibrant community had been so vividly preserved 
and by someone I did not know. 

Charles Harris (1908–1998) grew up in Pittsburgh in the heart 
of the Hill District, where his family opened the Masio Hotel in 1917 
(fig. 1). Popularly known as “Teenie,” he was trusted and respected 
by all. He was known for his stylish attire—hats, suits, and shoes. 
He was a twentieth-century dandy, who appreciated beauty and 
sought to document the beauty, dignity, pleasures, and passions of 
his community. 

In 1937, when he was in his late twenties, he started selling a 
weekly news picture magazine targeted to black communities on 
the streets. He soon realized that he could learn the craft of photog-
raphy and publish his own photographs in Flash magazine. He car-
ried his 4 x 5–inch handheld camera, a Speed Graphic, everywhere 

Fig. 1. attributed to Charles “Teenie” harris, photograph of two boys, one on right possibly from West or Parr 
family, standing outside Masio hotel, hill District, c. 1920–1934. Gelatin silver print. 1996.90.11.
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and produced one of the richest photographic archives of the city of 
Pittsburgh.1 In a few years, Harris was working for the Pittsburgh 
Courier, a national black news weekly, initially as a freelancer. In 
1941, he was hired as the paper’s staff photographer (fig. 2).

Harris lived and worked in Pittsburgh for more than sixty 
years, leaving an inspiring legacy that allows generations to witness 
what otherwise would be lost in most of our collective memories. 

He was a studio photographer, photojournalist, and advertising 
photographer who helped preserve African American culture from 
family life to social life. His photographs were like the calling cards 
that were displayed in middle-class homes. I am dazzled by his vi-
sion and his foresight, especially at a time when the twentieth cen-
tury was going through multiple transformations: segregation to 
integration, farm workers to industrial workers, newly arrived mi-

Fig. 2. unknown photographer, portrait of Charles “Teenie” harris, c. 1940–1945. Gelatin silver print. Carnegie 
Museum of Art, gift of the estate of Charles “Teenie” Harris (not accessioned).
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grants in the North to established residents who owned their own 
businesses. Harris’s subjects were building a community that was 
full of hope about a future of possibilities that included the right to 
vote, own a home, play sports, and perform in clubs and churches. 

I first heard about Charles “Teenie” Harris in 1983, while work-
ing as a curator of photography at the New York Public Library’s 
Schomburg Center for Research in Black Culture. The director of 
the center in 1983 was Wendell Wray, a former librarian from Pitts-
burgh (fig. 3).2 Wray expressed his concern about his friend Harris, 
whose photographs were being sold at flea markets and on the side-
walks in Pittsburgh. He asked me to speak with the photographer 
because his health was failing; Wray wanted to be sure that the 
Schomburg Center acquired some of Harris’s photographs. 

Speaking with Harris forever changed my life. I shared with 
him my concern about and interest in his photographs and in subse-
quent conversations suggested that the Schomburg acquire a selec-
tion that focused on marketing and advertising of products targeted 
toward the African American consumer. Today, I can imagine him 
sitting in the Harris Studio preparing to photograph a new refrig-
erator, television, or cigarette ad for his community. He re-created 
a narrative of empowerment for consumers, helping them envision 
what it would be like to have these items in their homes. 

Pittsburgh to Harris was Belgian block streets, hills, porches, 
waterways, bridges, trolley tracks. It was the Negro League’s Pitts-
burgh Crawfords and Homestead Grays and downtown views from 
the Hill District. He documented the city’s churches that, whether 
Baptist, Catholic, Episcopal, or AME, looked like cathedrals and 
functioned like community centers. And he told visual stories 
about Pittsburgh’s citizens—families, couples, steelworkers, homi-
cide detectives, beauty- and barbershop owners, schoolchildren, 
and masons. Between, during, and after the war years, Pittsburgh 
became a destination place for celebrities such as Duke Ellington, 
Lena Horne, Louis “Satchmo” Armstrong, Billy Eckstine, Bill “Bo-
jangles” Robinson, Nina Simone, Charlie Parker, Dizzy Gillespie, 
Sam Cooke, Cab Calloway, Ray Charles, Sarah Vaughan, Gregory 
Peck, Lionel Hampton, Josephine Baker, Nat “King” Cole, George 
Benson, and the International Sweethearts of Rhythm. Politicians 
who campaigned there ranged from Dwight Eisenhower and Rich-
ard Nixon to the Kennedys. Sports figures who posed for his cam-
era included Roy Campanella, Jackie Robinson, Jesse Owens, Jack 
Johnson, and Muhammad Ali. Harris captured them all. He was a 
storyteller who photographed human rights and civil rights activ-

ists such as Mary McLeod Bethune, Eleanor Roosevelt, A. Philip 
Randolph, Martin Luther King Jr., and Stokely Carmichael as well 
as artists Selma Burke, Richard Hunt, and Raymond Saunders, 
sometimes alone and sometimes with community leaders and chil-
dren. Harris also took photographs of local Pittsburgh businesses 
such as Rosebud, Eddie’s Restaurant, Bratton’s Famous Betterburg-
ers, Kay’s Valet Shoppe, RB&S (Rhythm, Blues & Spiritual Record 
Distributors), Spell’s Dry Cleaners, Sky Rocket Grill, and the Craw-
ford Grill. These photographs empowered small businessmen and 
businesswomen and their employees, who recognized Harris’s love 
for the city and his commitment to photographing the working and 
middle classes. 

Fig. 3. librarian Wendell Wray in Carnegie library, 1958. 2001.35.48192.
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Harris’s photographs are at the intersection of family life. He 
introduces ways in which we are reminded that the cycles of family 
are the core of our existence: photographing wedding ceremonies, 
baptisms, first communions, and funerals. In a recent interview in 
her Pittsburgh home, Sharon Watson Mauro said the power of Har-
ris’s photographs is found in her memory of visiting his photo stu-
dio in the 1950s. “Inside that studio, he made me feel special,” says 
Mauro, a librarian. Harris had photographed her parents’ wedding 

and made a portrait of her in her first communion dress in the 1950s. 
“He made people feel special. No matter what happened in your life 
outside of the studio, the moment I was in the studio, I knew I was 
special.”3 He created a biography of the city of Pittsburgh and its 
neighborhoods through the desires and aspirations of the people he 
enjoyed photographing. His best works show that Pittsburgh had a 
bright presence during his active years and preserve moments that 
interpreted his dream for its future.



Teenie Harris, Photographer
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An AmeriCAn liFe,
An AmeriCAn sTory

Charles “Teenie” harris and 
images of Black Pittsburgh
Laurence Glasco

Handsome and dapper, charming and playful, ever the optimist, 
Charles H. “Teenie” Harris loved people, and they loved him. He 
enjoyed the company of celebrities yet disliked the cult of celebrity. 
He loved his Packard and Cadillacs but did not put on airs. A gifted 
athlete, he played baseball, excelled at basketball, and enjoyed horse 
racing. Generous and compassionate, he was a soft touch for pan-
handlers and late-paying clients. A man of high ethics, he believed 
a man’s word was his bond—a belief that later brought him grief. 
He was a devout man but seldom attended church.1 He cherished 
his country, his city, and his family. He both liked and respected 
women, and would not permit swearing in their presence. Women 
found him handsome and charming, yet he was a devoted family 
man, and found in his wife Elsa a lifetime “soul mate.” His sense of 
humor, winning smile, boyish dimples, and informality made chil-
dren adore him and adults relax (fig. 4). He was a man of few words 
who said “I let my pictures do the talking for me.”2 He considered 
himself a working photographer rather than an artist, yet his hon-
est and straightforward images, numbering nearly eighty thou-
sand, captured the humanity of his subjects in ways everyone can 
appreciate. 

Harris’s outlook on life—his optimism, modesty, hard work, 
compassion, family orientation, and sense of humor—embody many 
mainstream American values. His photographs, taken for the Pitts-
burgh Courier newspaper and in his own studio, celebrate family 
and community, education and respectability, patriotism and the 
inner nobility of everyday people. They tell a very human story, one 
that says we are more alike than we are different. They make it clear 
that, although racial discrimination prevented many of Harris’s 
subjects from fully living that story, they cherished those values and 

derived satisfaction from folks who looked like themselves living at 
least part of the story. 

The photographs of Teenie Harris partially reflect his outlook 
on life. This, in turn, was shaped by his upbringing. His mother, 
Ella Mae Taliaferro (popularly called Olga or Auggie), was a hard 
working, enterprising, and compassionate woman. Sometime in 
the 1870s, she and her family came to Pittsburgh from Westmin-
ster, Maryland, about twenty miles outside of Baltimore. Like many 
early black residents of Pittsburgh, they were light-skinned and 
worked at occupations like coachman and gardener. On January 3, 
1893, at the age of nineteen, Olga married William F. “Monk” Har-
ris.3 We know little about Monk, other than that he was a brown-
skinned man with sharp, Native-American features who was raised 
on Pittsburgh’s South Side and, like his father, worked for the police 
force. Monk’s father, Emanuel, a resident of the North Side, had 
been a highly regarded city patrolman and the police force’s first 
black “wagon man.”4 

Fig. 4. unknown photographer, Charles “Teenie” harris holding camera, in front of his 1940 Cadillac, c. 1940–1942. 2001.35.2977.
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Olga had three children, all boys. Her first son, George E., was 
born on March 14, 1893 (fig. 5). The second, William A., or “Woogie,” 
was born July 24, 1896.5 And the third, Charles H., or “Teenie,” was 
born July 2, 1908. Family tradition says that Teenie was born in 
Pittsburgh, but the 1910 census does not list him, and the 1920 cen-
sus gives his birthplace, curiously, as New York. Years later, when 
asked whether he was born in Pittsburgh, Harris replied crypti-
cally, “No. I’m from Cleveland. Woogie was born in Pittsburgh.”6 He 
may have been teasing—he loved to tease—because a marriage cer-
tificate and other documents confirm his Pittsburgh birth.

Olga’s marriage to Monk apparently did not last. The 1910 U.S. 
census lists her as divorced, thirty-six years old, and living with her 
two sons, George E. and William A. Harris, aged sixteen and thir-
teen years, respectively. The family occupied a single-family home 
at 2443 Wylie Avenue, near Junilla Street in the Middle Hill Dis-
trict. The Hill District of the time was racially diverse, and Olga had 
a Jewish grocer living on one side and an elderly German couple on 
the other. As a self-supporting mother of three, she performed what 
the census called “day work,” probably house cleaning or laundry.

Harris’s endearing personality emerged at an early age. Family 
tradition says that he got his nickname when a visiting cousin from 
Detroit called him a “teeny little lover.”7 His brother William earned 
the nickname “Woogie” from George’s childhood mispronunciation 
of the name.8

To help make ends meet, Olga took in boarders. According to the 
1910 census, these numbered six, all men, mainly in their thirties, 
whose occupations typified those held by many black Pittsburghers 
of the time—laborer, porter, and cook. Two of the boarders, George 
and James Taliaferro, probably were her brothers.

Olga was known for her compassion. At the occasion of her 
death in 1950,  columnist John Clark remembered her as a “kindly, 
cultured lady” who, forty years previously, although “fully respon-
sible for the family income,” worked with the Children’s Aid Soci-
ety “searching the city for homes and foster parents” in which to 
place children who had been orphaned or abandoned. Clark recalled 
“many days when her three boys would have new sisters and broth-
ers in their own bedrooms and at their own dinner table while she 
searched for families with whom she could place the children.”9

In 1917, Olga and her eldest son George rented a former saloon 
at 1211 Wylie Avenue and opened a boardinghouse called the Ma-
sio. During the previous year, Olga had worked as a housekeeper 
(and George as a porter) at another hotel called the Masio, this one 

Fig. 5. ella Mae “olga” Taliaferro harris with her son George harris and grandson Charles a. “little Teenie” harris, 
standing in front of ukrainian Pavilion at 1933–1934 Chicago World’s Fair, september 1934. 2001.35.8395.
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located at 81 Fullerton Street, next door to the Loendi Club (pro-
nounced low-END-eye), the city’s most prestigious club for black 
men.10 Olga’s Masio occupied a long, narrow, two- or three-story 
building typical of the Lower Hill District, some twenty-four feet 
wide and fifty feet deep. A handsome building, the hotel boasted 
at various times amenities such as a billiard parlor, barber shop, 
miniature golf and, briefly, a restaurant (fig. 6). Its front advertised 
soft drinks, tobacco, and cigars.11 The 1920 census lists fifteen 
men boarding there, and shows that the permanent residents in-
cluded Olga, twelve-year-old Teenie, George (acting as as manager), 
George’s wife, Mabel, and Woogie (working as a club porter).12

The Masio’s opening in 1917 was part and parcel of one of the 
most significant developments of black urban life in the twenti-
eth century—the so-called Great Migration.13 America’s entry into 
World War I in 1917 closed shipping lanes from Europe, thereby 
preventing immigrants from coming to the United States to find 
work. Northern industrialists, desperate for labor, recruited blacks 
to work their mines and mills. Doing so touched off America’s first 
massive wave of black migration from the Deep South. These mi-
grants, typically young and single men, arrived in cities like Pitts-
burgh and looked for housing; the Masio was one of many responses 
to their needs.14

Olga made the Masio more than just a boarding house; she 
helped her boarders and other Wylie Avenue residents, many of 
them newcomers, adjust to city life.15 As Pittsburgh Courier colum-
nist Ralph Koger recalled, Olga was “widely known for her charita-
ble efforts in providing emergency shelter, meals, and other needed 
help as a ‘start’ for Negroes who arrived here from the South prac-
tically ‘broke’ in the early days of this century.”16 Columnist John 
Clark lauded Olga for what he termed her “lack of pretense”:

We remember her best when she lived on the Avenue and conducted 
the Maseo [sic]. The street was traversed by a rough gang of river and 
construction men—fresh from the South. But “Auggie” never avoided 
them. On the contrary, she would make friends with them and advise 
when advice was sought. . . . Her graceful deportment [and] pleasing 
personality, made her a standout anywhere she appeared. In every 
community where she had resided “Auggie” was beloved. She had 
the reputation of being absolutely fair in her dealings and would rule 
against her own boys if they were wrong.17

Around 1926, Monk returned to the household; city directories 
list him as a resident of the Masio and manager of its billiard par-

lor.18 In 1933 he died, and a year later Olga closed the Masio Hotel 
to live with George on Mulford Street in Homewood, in a home pur-
chased by Woogie in the early 1920s.

Woogie, a compassionate, unpretentious, and beloved figure on 
the Avenue, was the second major influence on Harris’s life (fig. 7). 
He was a larger-than-life figure, as reflected in his obituary:

Fig. 6. attributed to Charles “Teenie” harris, self-portrait outside of the Masio hotel and indoor Golf, hill District, 
c. 1927–1934. Gelatin silver print. 1996.90.9.
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[T]his man . . . was a legend . . . it was the people in the streets and in 
the alleys who looked up to him the most. . . . [A]s one of three Negroes 
who allegedly brought the numbers racket to Pittsburgh, he had it all 
. . . big cars, lovely palatial homes, . . . trips to Europe and Miami and 
the big, big dollar. At one time his take alone was said to be close to 
$3,000 a day. . . . He gave Pittsburgh the reputation of being one of 
the fastest, swinging towns in the country. If you journeyed outside 
of Pittsburgh you automatically revealed that you were a “friend” of 
Woogie’s whenever you hit an action spot. . . . He gave freely to the poor, 
to people who were down on their luck and trying to make it back. He 
invested in Negro businesses, often to his disadvantage, so that others 
might get a start up the ladder of success.19 

Woogie came of age in the Roaring Twenties, when a great deal 
of energy was expended on ways to get around Prohibition. Many 
citizens, black as well as white, were determined to continue drink-
ing, and ambitious entrepreneurs found that supplying them with 
bootleg liquor could be highly profitable. This was especially true in 
the Hill District, where the newly arrived migrants, who had a bit 
of money to spend after an exhausting shift in the mills, made the 

district’s night life “jump” with energy and activity. That life—from 
music to booze to gambling and girls—also attracted adventurous 
young whites.20

In 1924, Gus Greenlee opened the Paramount Inn right next 
door to the Masio. One of the city’s leading “black and tan” clubs, the 
Paramount attracted whites as well as blacks to hear jazz by local 
pioneers such as Earl “Fatha” Hines. The Paramount also doubled 
as a speakeasy, gambling den, and spot where, for the right money, 
you could get pretty much whatever you wanted.21

Woogie, who was close friends with Gus, was an expert billiard 
and card player himself. He started out making money through gam-
bling, probably at the Paramount as well as at the Masio, which had 
a billiard parlor downstairs and gaming tables upstairs.22 Woogie 
wisely used his gambling earnings to buy property. In 1923, he paid 
$7,500 to purchase a pleasant, two-and-a-half story house on Mul-
ford Street in Homewood, a leafy, suburban-like neighborhood at 
the edge of the city that was attracting well-to-do black residents.23 
In 1924, he opened the Crystal Barber Shop a couple of blocks away 
at 1405 Wylie, and remodeled it into a place that the Courier praised 
as an example for others to imitate.24 

In 1928, Woogie bought a large lot and house on Frankstown 
Road, in virtually all-white Penn Hills, where he went to live with 
his wife, Ada, and children, Marion and William Jr.25 The deeds say 
that Woogie paid William St. Vincent $1 for the house (for which St. 
Vincent had recently paid $14,500); oral family history adds that 
Woogie needed a white intermediary to purchase the property. In 
the back, Woogie built a small gymnasium that he and Gus Green-
lee—who in 1929 bought the house next door—used as a training fa-
cility for prizefighters.26 

In 1930, Woogie paid $7,800 for a building at the corner of 
Townsend and Epiphany in the Lower Hill and $12,000 for a three-
story Queen Anne mansion with three acres of land at 7101 Apple 
Street in Homewood (fig. 8) that Woogie and his family rented out 
to clubs and organizations for banquets, dances, and other social ac-
tivities.27 In 1933, the Apple Street mansion became the headquar-
ters for Mary Cardwell Dawson’s National Negro Opera Company;28 
it later housed visiting celebrities from Lena Horne to baseball 
great Roberto Clemente, who stayed there because Downtown ho-
tels would not accept them.

In addition, Woogie and Gus invested in Pittsburgh’s black 
community, backing new businesses and helping young profession-

Fig. 7. Bill snyder, Gus Greenlee, William “Woogie” harris, Joe robinson, unknown, and leon “Pigmeat” Clark, seated around 
table with birthday cake in Crawford Grill no. 1, c. 1942. 2001.35.3492.
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als set up office. In 1926, no doubt in recognition of his accomplish-
ments and good deeds, Woogie was invited to join the high-status 
Loendi Club.

Card sharking and billiard playing alone would not have 
brought in the $41,800 (the equivalent today of $530,000) that Woo-
gie spent on his properties in the 1920s and 1930s. Indeed, Woogie 
and Gus had a new line of business. Sometime around 1926, they in-
troduced black Pittsburgh’s most profitable business, known as the 
“numbers.” This illegal lottery challenged patrons to pick a three-
digit number which, based on a complicated set of outcomes from 
the stock market and selected race tracks, could return $500, $600, 
or even $700 for every dollar wagered. The game quickly became 
popular in the black community, and then among whites, both be-
cause of its high payoff and because players could wager amounts as 
small as a penny.29

Numbers outlets soon became available at most retail stores. 
A small army of “runners” picked up policy slips daily and turned 
them over to “collectors,” who then took them to “bankers” such as 
Gus and Woogie. Because bankers had the responsibility of paying 
off winners, a reputation for honesty and financial wherewithal 
were crucial. Profits were small for any individual transaction but 
high volume brought in a hefty $3,000 per day (almost $40,000 in 
today’s money) for Gus and Woogie.

Harris admired his brother Woogie, partly for his success but 
especially for his lack of pretense: “Now you ask anybody within the 
last twenty years and they will tell you that he was the greatest. You 
got to hear it from me because he was my brother. Down through the 
years you wouldn’t know the difference even when he had money or 
not. He treated everyone the same.”30 

Like his brother, Harris pursued his fortunes along Wylie Av-

Fig. 8. William “Woogie” harris’s house, 7101 apple street, 
homewood, c. 1951–1965. 2001.35.9066.
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Fig. 9. (above, left) unknown photographer, young men and women, including Charles “Teenie” harris in center 
front, c. 1920. 2001.35.8298.

Fig. 10. (left) unknown photographer, copy of a photograph of Pittsburgh Crawfords baseball team on steps 
of Crawford recreation Center, hill District, 1926. standing left to right: nate [last name unknown], team 
cofounder Bill harris, harry Beale, Buster Christian, and Jasper stevens. seated left to right: William smith, 
Tootsie Deal, Julius [last name unknown], Whitey Turner, reece Mosby, Bill Jones, cofounder Charles “Teenie” 
harris, and Johnny Moore. Courtesy of Rob Ruck.

Fig. 11. (above) unknown photographer, copy of a 1929–1931 photograph of Charles “Teenie” harris in hotel 
Bailey basketball uniform, c. 1950–1970. 2001.35.6605.
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enue rather than in the classroom. In 1921 or 1922, around the age 
of fourteen, he quit school after completing the eighth grade at Watt 
(later Vann) Elementary. He later regretted leaving school early. 
When asked why he quit, he said simply that he was “tired” of school 
(fig. 9).31 

After leaving school, Harris took a variety of jobs: dishwasher, 
chauffeur, and “bag man” (collector) in his brother’s numbers busi-
ness.32 But his primary interest was sports. Only 5'6" tall, but blessed 
with speed and an athletic build, he and Bill Harris (no relation) 
founded one of the best baseball teams of the era. The Pittsburgh 
Crawfords sprang from friendly games between Harris’s team at 
Watt Street School and Bill’s at nearby McKelvey (fig. 10). The two 
merged and, under the sponsorship of the nearby Crawford Bath 
House, won the city recreation league championship in 1926. By 
1928, the Crawfords had become the best in the city. Harris played 
shortstop but he had two shortcomings: he disliked batting and he 
had too playful an attitude, occasionally throwing a curve ball to 
the first baseman.33 As the Crawfords evolved from a neighborhood 
to a citywide team, it attracted outstanding players like future Hall 
of Famer Josh Gibson of the North Side, while Harris and many of 
the original players left. 

After leaving the Crawfords, basketball became Harris’s new 
passion, and he played guard for a number of prominent local teams. 
He captained the Paramount Five, which in 1926 contended for the 
city championship.34 He also played for Holy Cross and for the Hotel 
Bailey, both of which held their own against clubs from Cleveland 
and Philadelphia, and for the Loendi team, which was regularly 
a national powerhouse (fig. 11).35 Harris’s son says: “The greatest 
achievement my dad felt that he had was bringing to Pittsburgh the 
two best basketball teams in the world from New York—the Renais-
sance and the Celtics. He never looked forward to a basketball game 
as much as he did when the Rens came to town.”36

For the rest of his life, Harris stayed active in sports. In his late 
thirties, he played on a seniors’ team humorously named the “Old 
Timers.” He later took up bowling and, not surprisingly, became 
good at it, keeping his team near the top of the local league.37

Harris’s good looks and prowess on the court attracted the at-
tention of young ladies, including a certain Ruth Butler from the 
North Side (fig. 12). In 1927, the two married and had a son, Charles A. 
Harris, known as “Little Teenie” in the presence of his dad, and 
“Teenie” otherwise.38 The senior Teenie was nineteen when he mar-
ried and was still living at the Masio. In 1929, working as a chauf-

Fig. 12. young men and women, including ruth Butler on left in middle row, on porch of wooden house c. 1925 
(detail). 2001.35.8223.

Fig. 13. self-portrait with son Charles a. “little Teenie” harris in harris studio, c. 1937. 2001.35.9089.
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feur, he moved his family to 2704 Bedford Avenue, and the next year 
to 2600 Webster Avenue, near Watt Street Elementary, where he 
had attended school.39 A few years later, in 1932, Harris’s five-year 
marriage to Ruth began to come apart, and the two separated. In 
1934, the Courier’s gossip column, “Talk O’ Town,” almost cheered 
when Harris’s divorce went through, saying that he had “dropped 
those marriage shackles that bound him.”40 Harris assumed custody 
of his son Charles, and the two lived briefly on Monticello Street in 
Homewood before moving in with Olga at the family’s home on Mul-
ford Street (fig. 13).41 

In 1933, while the divorce was pending—and in the midst of the 
Great Depression—Harris acquired a luxury automobile that drew 
the attention of “Talk O’ Town”: “Teenie is going to get a Packard! 
Lawd, Lawd!” exclaimed Julia Bumry, the column’s editor.42 As for 
himself, Teenie remarked, “I didn’t know what the word ‘Depres-
sion’ was.”43 He later traded in his Packard for a gray Cadillac (the 
first of a series of Cadillacs), which he especially loved, often refus-
ing to drive it in the rain. His son Charles washed the car almost 
daily and simonized it regularly. “If a fly lands on that car,” Harris 
told him jokingly, “it better slide on off.”

Harris remained passionate about basketball, playing for the 
Iron City Elks and working with the team’s manager and booking 
agent Harry Beale, an old friend from the days of the Crawfords, to 
make the team into a national power. In addition to basketball, Har-
ris—now referred to by the “Talk O’ Town” column as “the young 
Packard-driving Smoketowner”—led an active social life. He be-
came M.S.S., or “Master of Social Sessions,” at the newly remodeled 
and expanded “Dugout Cabaret” of his favorite club, the Iron City 
Elks. “Drop in any early mawnin’ and enjoy a real Harlemit (if you 
know what I mean) time,” the Courier’s gossip columnist advised 
suggestively.44

Harris romanced Juanita Jones, described by the Courier as 
“lovely” and “popular” (fig. 14). But he kept his options open, for 
“Talk O’ Town” advised hopeful young ladies that the twenty-six-
year-old Harris “is still young.” In 1936, the column referred to 
Juanita as his “intended” and reported excitedly, “No, Teenie Harris 
is not married . . . yet!” (fig. 15).45

Harris never married Juanita, apparently focusing his energies 
on securing a stable occupation. In the latter part of the 1930s, he 
opened a photography studio and freelanced for Flash Newspicture 
Magazine, based in Washington DC, and for the Pittsburgh Courier. 
In the early 1940s, he became a full-time photographer for the Cou-
rier (more about this later) and in 1944, with his career definitely 
launched, he married Elsa Lee Elliott, described by the Courier as a 
“cute little red head” (fig. 16). A former artist and head of a printing 
shop for the National Youth Administration during the New Deal, 
Elsa also worked, according to her marriage license, as a “photogra-
pher’s assistant.” 46

Those who knew her describe Elsa as thoughtful, modest, 
friendly and pleasant.47 After the marriage, she continued in the 
role of helpmate, sometimes accompanying Harris to the events he 
photographed. He remarked, “If it weren’t for my wife I don’t think I 
would have taken half the stuff . . . She didn’t mind. She always made 
me feel more at ease when I was out in public taking pictures.”48

Elsa moved in with Teenie, Little Teenie, and Olga, and the four 
lived quietly at the Harris home at 7604 Mulford. They soon had a 
growing family (fig. 17). In July 1944, Elsa gave birth to Ira Vann, 
named for Ira Lewis, the Courier’s longtime business manager, 
and Robert Vann, the paper’s recently deceased editor.49 In July 
of the following year, they had their second child, Lionel, named 
after Lionel Hampton, whose concert Harris had covered just a 
month earlier.50 In the spring of 1950, Olga Harris died at the age of 

Fig. 14. Juanita Jones adjusting bridle of horse, c. 1935–1940. 2001.35.53993.
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Fig. 15. (above) self-portrait in harris studio, c. 1941. 2001.35.6608.

Fig. 16. (above, right) elsa lee elliott harris with university of Pittsburgh and Cathedral of learning in background, 
oakland, c. 1944–1945. 2001.35.24402.

Fig. 17.  (below, right) Charles “Teenie” harris’s family, including elsa lee elliott harris, Crystal, lionel, ira Vann, and 
Cheryl “Tiny,” posed in their home, 7604 Mulford street, homewood, c. 1956. 2001.35.45213.
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seventy-six; later in the year, Little Teenie married Beatrice Scott.51 
In 1951 and 1954, Teenie and Elsa became parents to two daughters, 
Crystal and Cheryl Ann (“Tiny”).52 Their older children, Lionel and 
Vann, did well at Westinghouse High School, where they won acco-
lades for their music.53 

Working in his brother’s numbers business worried Harris. In 
1926, the police had arrested Woogie for running an “illegal lottery” 
that operated among both blacks and whites in East Liberty.54 Af-
ter that, Woogie paid off police and politicians, but by the late 1920s, 
Harris noticed how they “charged more and more” for the privilege 
of operating.55 He remembered, “[T]he raids came out. I got scared. 
I didn’t want to get locked up, know what I mean?”56 Teenie was 
scared for good reason, since by 1936 Woogie had been arrested four 
times.57

Harris worried about other uncertainties of the business, which 
came to a head one terrifying day. August 5, 1930, is legendary in 
the history of the numbers racket in Pittsburgh: the realization of 
a bookie’s nightmare that too many people might play the winning 
number. The number was “805,” corresponding to the date.

Woogie had sailed to Europe and left Harris in charge of op-
erations. Before leaving, he warned his brother to “lay off” on other 
bookies any numbers that were played too heavily, but the inexpe-
rienced Harris noticed the pattern too late. When “805” hit, he des-
perately contacted his brother for advice and was told to go to the 
Jenkins Arcade downtown and ask for a certain man in a certain of-
fice. This person gave Harris the money he needed, some $25,000.58 
Winners were paid and things quieted down, but he remained 
unnerved.

The year 1933 produced an even greater reason to consider leav-
ing the business. The newly elected Roosevelt administration ended 
Prohibition, causing the bootleg industry to collapse. The mobs in 
New York, Chicago, Philadelphia, and Pittsburgh looked for new 
revenue streams and launched a coordinated move to wrest control 
of the numbers from blacks. As Harris recalled, “After Bill Snyder 
learned the numbers from Woogie, he took in a White partner, who 
started booking for himself. Then a few years later they busted all 
the Blacks out.” When asked how this takeover could have hap-
pened, Harris replied ominously in reference to Pittsburgh’s mafia, 
“The Black man didn’t just give up the numbers. It was a case of give 
up or die.”59

Gus and Woogie adapted by diversifying. In December 1933, 

Gus opened a newly remodeled Crawford Grill at 1401 Wylie Av-
enue, just down the street from Woogie’s Crystal Barber Shop and 
Billiard Parlor. It became an instant hit for its good food, good li-
quor, and jazz, and quickly became the Hill District’s most famous 
spot, locally and nationally, as well as the center of Gus’s bookmak-
ing activities.

Harris saw the handwriting on the wall and, in the mid-1930s, 
decided to try photography as a profession. He had had a long ex-
posure to photography: “I’ve had a camera since I was three years 
old,” he once said.60 But where he got the inspiration to make pho-
tography a career is not clear. Possibly he was inspired by Olga’s 
brother, William Taliaferro, a professional photographer who 
lived in Homewood.61 Probably the inspiration came from his older 
brother George, who long had held an interest in cameras. It might 
have come from his friend and Courier reporter John Taylor, who 
took photographs to illustrate his own articles.62 

Harris began as a freelancer with Flash Newspicture Magazine, 
a black news and photography magazine based in Washington DC. 
Flash, founded in 1937, was a new publication that chronicled the 
comings and goings of the black elite in Washington, Baltimore, 
New York, Pittsburgh, and Chicago. It covered society, sports, and 
entertainment as well as national and world news. In October 1937, 
Flash carried Harris’s first credited picture, a photograph of fans 
and entertainers at the Ritz Club in Pittsburgh, plus a portrait of 
Woodson Norvell, one of the club’s owners.63 Some of his most no-
table work for Flash appeared in 1938, such as a two-page spread 
featuring rising Pittsburgh star Lena Horne (fig. 18). Lena’s father, 
Edwin (called Teddy), was a friend of Gus’s and Woogie’s and, like 
them, was a numbers operator and gambler. Harris’s spread featured 
Lena on her way to Hollywood for her first film, a 1938 all-black mu-
sical with Ralph Cooper, The Duke Is Tops. Harris’s success with 
celebrity photography stemmed partly from his ties to Woogie and 
Gus. The latter’s Crawford Grill attracted Negro League ballplayers 
like Satchel Paige and entertainers such as Louis Armstrong, Duke 
Ellington, and Ella Fitzgerald. Harris photographed these celebri-
ties when they stopped by to socialize. 

Even before Harris began with Flash, the Pittsburgh Courier 
had offered to hire him as a staff photographer. But he turned them 
down because the pay “wasn’t doin’ so hot.”64 Harris’s involvement 
in the numbers also presented a problem for the Courier. As he re-
called later, “I had a big Cadillac [for picking up numbers]. It was 
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1936. Mr. Howard [of the Courier] said to me, ‘Son, as long as you 
have that car out there, you will never get on our payroll.’”65

In 1938, however, Harris began to freelance for the Courier 
while continuing to submit pictures to Flash. The February 5, 1938, 
issue of the Courier carried an uncredited photograph of Lena 
Horne and Woogie checking TWA flight schedules (which had been 
part of his Flash two-page spread), in what may be Harris’s first 
picture in the paper. On May 7, the Courier published its first cred-
ited Harris photo, a shot of Marva Louis, wife of boxer Joe Louis. 
Marva had come to model for the Junior Hostesses Fashion Revue 
at the Hill District’s Centre Avenue YMCA. Woogie had squired Joe 
around town, and may have been instrumental in Harris’s opportu-
nity to take the photograph (fig. 19).66

Things accelerated in 1939, when the paper printed over fifty 
of Harris’s photographs. But, as Harris put it, “The Courier was a 
side job. The numbers is what I was really in.”67 This changed some-

time around 1941, when he began working as the Courier’s first staff 
photographer. In January 1941, his output jumped from one or two 
photographs per issue to four or five. Given the Courier’s policy, this 
suggests that Harris had finally quit the numbers by this time. 

Harris had joined one of the nation’s premiere newspapers, one 
that famed columnist H. L. Mencken called the best black newspa-
per in America.68 In the 1940s, the Courier also became the nation’s 
largest-circulation black weekly, boasting a staff of 350, a payroll of 
$140,000, and a publishing domain of fourteen state and city edi-
tions that were read from coast to coast and even overseas (fig. 20).69 

Harris may have had a position at a prestigious paper and cov-
ered a vibrant community, but doing so had its financial drawbacks. 
He said the paper hired him full time mainly to save money: “When 
I first went to the Courier [as a freelancer], I was on a percentage ba-
sis. I was doing too good, so they put me on a salary of $35 a week.”70 
The Courier made Harris responsible for his own film, flashbulbs, 

Fig. 18. spread from
Flash newspicture Magazine, 
February 14, 1938, pages 22
and 23.
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and darkroom expenses.71 Toward the end of his career, in the 1970s, 
he was upset that he was making only $100 dollars a week and still 
had to pay for his own equipment and supplies.72 Calling the paper 
“cheap,” he said: “I bought my camera ’cause the Courier didn’t buy 
the camera when I was there. And I tried to get them to pay so much 
for my studio work, you know, the rentin’ of the place. They couldn’t 
do that.”73 In the long run, this proved to be a blessing, for Harris 
owned his negatives, thereby preserving them for posterity.

The Courier hired Harris as its staff photographer because it 
had been looking to increase the presence of visual imagery in its 
pages. Following the death of editor Robert L. Vann in 1940, his 
widow, Jessie, sought to increase circulation by expanding cover-
age of local news and by using even more photographs (fig. 21). To 
do this, the paper added several freelance photographers, notably 
Matthew Lewis, Ted Moss, Walter DuBoise, and Ocenia Sockwell, 
followed later by Luther Johnson, Percy Garland, Frank Hightower, 
and Bill Goins.74 But Harris remained the Courier’s only full-time 
staff photographer. Frank Bolden, Courier city editor, said, “He was 
on call around the clock. You could call him at 3 a.m. and he would go 
get the picture.”75 

Harris said that his friend John Taylor, a reporter-photographer 
at the Courier, “taught me the ropes,” but acknowledged that some of 
Taylor’s advice was later corrected by a colleague at the city’s main 
paper, the Pittsburgh Press: “A guy down at the Press said I was being 
shown some bad habits and I didn’t believe him. But later on I found 
out that what he was saying was true. I’d come back with blank neg-
atives and know I’d have to do something different next time. You 
don’t last long if you keep making strikes.”76 He mastered burning 
and dodging techniques to prevent darker-skinned subjects from 
turning into “ink spots” when developed alongside lighter-skinned 
subjects, a problem apparent in pictures that appeared in white-
owned newspapers. Little Teenie recalls happy times spent helping 
his dad do this by holding his finger over a face to keep it from dark-
ening too much.77 

Harris’s friendly, relaxed, outgoing personality helped put peo-
ple at ease and reveal their inner selves. “He was informal,” says Pa-
tricia Parker-Reid, a junior editor at the Courier in the late 1950s. 
“No one ever called him Mr. Harris. He would just say, ‘Call me Tee-
nie.’ . . . He would just stand there and talk for a while and snap right 
while the person was talking.”78 Harris consciously clowned around 
to make people less aware of the big Speed Graphic pointed at them. 
As he recalled: “I had an act that I used . . . when I go to schools, I’m 
clownin’. . . . I used to kick up and things . . . I did a lotta things. I 
used to dance and things. . . . I guess I was just happy. . . . I’m not sad. 
I didn’t worry ’bout the money or nothin’ like that. . . . I’d get up and 
jump on the piano, all as a way of making people smile and relax and 
feel more comfortable in front of the camera.”79 He also worked to 
understand his subjects. Parker-Reid says: 

If he was observing a group he just seemed to know which angle . . . he 
would look for a while . . . he’d look around . . . your face . . . look at your 
head size, look at what you have on. He could do that very quickly and 
he knew how to take the shot to bring the best out of you and to repre-
sent you. . . . [I]f you are mostly serious he would probably take it when 
you are not smiling. If you in your normal course of conversation have 
a smile or a relaxed face then he would joke a little to bring that out.

People appreciated the way Harris’s pictures captured their in-
ner as well as exterior beauty. A grateful ninety-year-old Lucenia 
Williams told the Courier that he had “made me look so much better 
than myself.”80 

Typically, Harris mastered his subject in just one attempt, 
a skill that sometime in the 1940s or 1950s, during a photo shoot 

Fig. 19. William “Woogie” harris, Cab Calloway, John henry lewis, and Joe louis, with Geraldine or Philistine Bobo at left, in 
loendi Club, april 1938. 2001.35.3091.
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with mayor David L. Lawrence, won him the enduring nickname of 
“One Shot.”81 Harris recalled the mayor nudging someone and say-
ing “Here he comes now . . . ‘One Shot.’”82 After snapping the mayor’s 
picture, he popped the bulb out, caught it, and put it in his pocket. 
Harris recalled proudly: “I’d just walk up there—BAM! and he’d just 
laugh and tell everybody, ‘Why don’t you fellas take pictures like 
Teenie Harris?’”83 

Occasionally, Harris took more than “one shot” of a person or 
event. But he was frugal, partly because he paid for the bulbs him-
self. As he said, “the Courier wouldn’t pay me that much, so I just, 
you know, cut down.” Vernell Lillie recalls Harris taking her pic-
ture when in 1974 she came to teach at the University of Pittsburgh. 
When she asked, after one snap of the shutter, whether he was going 
to take any more, he quipped: “Baby, don’t you know who I am? I’m 
One Shot Teenie!”84

The Speed Graphic, Harris’s camera, also promoted a frugal ap-
proach. It produced high-quality, large-format pictures, but operat-
ing it was slow; for each exposure, the photographer had to change 
the film sheet, focus the camera, cock and then press the shutter. In 
the late 1940s, news photographers began switching to the 35mm 
camera, which let them quickly take multiple shots. But Harris, who 
liked the effect of his Speed Graphic, was hesitant to change, using a 
medium-format camera in the 1960s and then a Pentax 35mm cam-
era and color film only in the 1970s. His occasional color film was 
processed by a commercial photo lab.

Harris did more than take pictures for the Courier. He also 
helped select which pictures the paper would print. There was a dy-
namic interplay between photographer and Courier editors in the 
assignment and selection of photographs. As Parker-Reid says:

He would bring his pictures in right before the deadline each week. 
. . . How to display the picture and go with the story line was the final 
decision of the editor. We all would see the photos and hear the story 
and suggest a storyline, headline. . . . It was a very creative job. Teenie 
would even say, “Hey, that’s not what’s happening in this picture.” 
Teenie having been there also contributed to the determination of how 
the story would be portrayed. . . . If you were doing a story on Wylie 

Fig. 20. (right, above) Pittsburgh Courier press operator in the main press room, november 1954. 2001.35.3136.

Fig. 21. (right) Three women, including Jessie Vann holding Philadelphia edition of Pittsburgh Courier, april 1952. 
2001.35.6209.
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Avenue you’d ask Teenie, “You got any pictures of Wylie Ave.? Do you 
have any pictures of such and such a place?” and he’d go to his car and 
come back with a picture.85 

Despite being constantly on call for the paper, studio and free-
lance work dominated Harris’s career. Back in 1938, he had asked 
his brother for money to open his own studio. Woogie famously re-
plied “Bro’, you can’t make no living taking pictures,” to which Tee-
nie replied, “I can try.”86 In the spring of that year, Harris and his old 
pal Harry Beale opened Flash Studio, later named Harris Studio, at 
2128 Centre Avenue. Right away, “Talk O’ Town” labeled the new 
business “a killer.”87 A small shop, the studio had three rooms, one 
with a desk and chairs, another with scenery, and a third, located in 
the back, with a darkroom.88 

Harris Studio quickly attracted a brisk business, partly no 
doubt because of Teenie’s association with Woogie: “I started takin’ 
pictures and the people started askin’ me to take pictures . . . ’cause 
see, my brother was pretty well known.”89 The studio particularly 
attracted female customers. “Talk O’ Town” asked coyly, “What 
shall we do about  . . . [a]ll the gals going to Teenie Harris’ studio 
to pose for photos?”90 To enhance his studio business, Harris spe-
cialized in hand-coloring black-and-white portraits. He also took 
a few photographs for insurance companies, advertising, and an 
unknown number simply for pleasure. In 1953, Harris closed Har-
ris Studio, but continued his freelance photography, developing his 
negatives at home.91

Harris’s studio and freelance business accounted for the great 
majority of his output. “I had to freelance,” he said, “take pictures 
for people, because I couldn’t live off what the Courier paid me.”92 
Harris is remembered today primarily as a newspaper photogra-
pher, but the majority of his pictures were freelance and studio por-
traits or pictures that he took for the Courier that the paper did not 
publish.93 In fact, many of his Courier photographs originated in his 
studio and from people and clubs who paid for him to shoot them or 
their event because his position as “the Courier photographer” in-
creased their chance of appearing in the paper. Harris did his best 
to make sure this happened. As he said later: “When I started my 
own business about thirty-five years ago, I was taking pictures of 
anybody. I didn’t care as long as they paid me and would try to get it 
in the paper for them.”94 

The positive, all-American themes found in many of Harris’s 
photographs reflect not only his outlook but also the attitude of the 

Courier. The paper crusaded both for black rights and for main-
stream American values. The latter were prominently displayed 
on its masthead—“Work, Integrity, Tact, Temperance, Prudence, 
Courage, Faith.” As America geared up for war in the late 1930s, the 
Courier linked black rights with the greatest of all American val-
ues—patriotism. Outraged that the military objected to black com-
bat troops, the Courier printed an open letter to President Roosevelt 
declaring “We are AMERICANS . . . Let us die for America if need 
be’”95 During World War II, the paper’s Double-V campaign (victory 
abroad and victory over racial discrimination at home) linked pro-
test and patriotism in what became the paper’s most famous and 
successful campaign (plate 42).

The Courier insisted that black soldiers be treated as first-class 
citizens. In 1940, it sent Harris and staff correspondent Wendell 
Smith to investigate training conditions for black troops at Fort 
Bragg, North Carolina. Long afterward, Harris spoke with relish of 
how, upon learning that black troops were being drilled with sticks, 
he insisted that they be given rifles before he photographed them.96 
Back in Pittsburgh, he took photographs—some for the Courier, oth-
ers in his studio—showing patriotic young men and women signing 
up for the war, posing for a memento to give to family and friends, 
or proudly saluting before the local Soldiers and Sailors Monument. 
He captured those who went off to war smiling and full of life and 
music, as well as those who came back wounded (fig. 22). He also 
captured the pain of Gold Star mothers whose children did not come 
home alive.

Harris worked in two of the most prosperous decades in city 
history for rank-and-file blacks; in the 1940s and early 1950s, the 
Hill District’s Wylie Avenue hit its peak, prompting local disk jockey 
Mary Dee to proclaim the intersection of Wylie Avenue and Fuller-
ton Street “The Crossroads of the World.” 97 Harris’s photographs of 
those decades naturally feature subjects who appear happy and op-
timistic (fig. 23). 

The positive tone of the images also reflects a desire to show-
case a side of black life not usually portrayed in the white media. As 
Little Teenie says, his father “was disturbed by the negative man-
ner in which African-Americans were depicted by the Hollywood 
movies and the white press. He wanted to see a more evenhanded 
approach by all of the media.”98

Harris chronicled the comings and goings of national celebri-
ties for the Courier. In 1946 and 1947, for example, he covered “Night 
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of Stars,” a lavish program sponsored by the FROGS (“Friendly 
Rivalry Often Generates Success”), one of black Pittsburgh’s 
elite men’s organizations. The extravaganza was held at the Syria 
Mosque and featured a spectacular array of black entertainers, in-
cluding many who hailed from Pittsburgh such as Mary Lou Wil-
liams, Maxine Sullivan, Erroll Garner, Earl “Fatha” Hines, Billy 
Eckstine, and Lois Deppe (fig. 24).99 Over the years, Harris photo-
graphed many visiting celebrities, such as Marian Anderson, Count 
Basie, Harry Belafonte, Cab Calloway, Nat “King” Cole, Lena Horne, 
and Mahalia Jackson, as well as athletes, from Josh Gibson to 
Jackie Robinson to Roberto Clemente. 

Pittsburgh’s black businesses peaked in the 1940s and 1950s. 
The center of black commercial activity ran along Wylie Avenue, 
with Woogie’s Crystal Barber Shop and Gus’s Crawford Grill at the 
epicenter (plate 32), along with two other business icons, McEvoy’s 
Jewelry and the Crystal Billiard Parlor. The intersection of Wylie 
and Fullerton boasted Goode Pharmacy (fig. 63) and Stanley’s Tav-
ern, while “Ma” Pitts’s Restaurant and Pryor’s Furs were located 

closer to Downtown. Further east on Wylie were Mason’s Bar, 
Crawford Grill No. 2, Poole’s Funeral Home, Pernell’s Printing, the 
Flamingo Hotel, Nesbit’s Pie Shop, and Trower’s Cleaners. South of 
this business district lay Centre Avenue, a predominantly Jewish 
retail street that contained, at various times, such black businesses 
as the Hotel Bailey, LaSalle Beauty Salon, Lillian Allen’s Your House 
of Beauty, the B&M Restaurant, Lee’s Floral Shop, Hicks’s Grocery, 
Pace Music Publishers, Turfley’s Electric, Tyson’s Bakery, Teenie 
Harris’s Harris Studio, and the McTurner, West, and Fountain fu-
neral homes.

Houses often were small and decrepit, so the streets served 
as public meeting places and locations for games like checkers 
(plate 53), which could attract a crowd of well-dressed men in hats, 
pressed suits, flashy ties, boutonnieres, cigarettes at a jaunty angle, 
and with a confident swagger. One of the most dapper was Harris 
himself (fig. 15). And if the men seldom went out without a hat, the 
women trumped them with fabulous hats and furs (plate 28). Even 
children got in on the fashion game, boys as well as girls.

Fig. 22. Two soldiers on crutches and woman posed on sidewalk, c. 1944. 2001.35.6707. Fig. 23. Pittsburgh Mayor David l. lawrence crowning Dorothy Crawford, with her husband norman, son David, and daughter, 
as “family of the year,” april 1958. 2001.35.7119.
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Harris’s photos show a neighborhood filled with eateries and 
groceries. Most were small, such as Eddie’s Restaurant, a favorite of 
young August Wilson. “Ma” Pitts had one of the most popular eater-
ies, with a loyal fan base. Restaurants and soda fountains brought 
in a young clientele, who often crowded around the counter. Some 
provided spaces for interracial couples to meet and socialize. 

The Hill had entertainment showplaces like the Roosevelt The-
atre, the Savoy Ballroom, and New Granada Theater. Taxis would 
not come to the Hill, and so blacks established their own Owl Cab 
Company to serve residents (fig. 43). The Hill had such a variety 
of businesses—owned by whites as well as blacks—that residents 
boasted that they didn’t have to go Downtown to buy hardly any-
thing. Those who needed their cars repaired went to Sam “Scotty” 
Scott, a popular mechanic. Those who needed their clothes tailored 
and pressed patronized Trower’s Cleaners. And those who needed 
new shoes shopped at Gordon’s Shoe Store.

Set against this everyday backdrop, vividly captured by Har-
ris’s lens, were the special moments—marriages, graduations, bap-
tisms—that mark cycles of change in life. The 1940s and 1950s G.I. 
Bill increased the black presence at universities like the University 

of Pittsburgh. And graduations were savored by studio photographs 
placed on mantels in the homes of proud parents. Jobs and educa-
tion facilitated marriage, prominently featured in the pages of the 
Courier and in Harris’s photos. Church and religious occasions 
were celebrated, by Christians and Muslims alike, and he captured 
Nativity Scenes, Eid Festivals, First Communions, Easter celebra-
tions, and everyday gatherings of congregants (plate 56). 

Bars and nightclubs played a central role in bringing people to-
gether to socialize and enjoy themselves (fig. 25). Dance halls show-
cased the latest jitterbug craze. The swankiest location for eating, 
drinking, and socializing was the Loendi Club, established in 1897. 
Here one might find Lena Horne and Billy Eckstine sharing a happy 
moment. National musicians like Duke Ellington stopped in at Hill 
night spots, but local talent like Ahmad Jamal (then known as Frit-
zie Jones) also performed (plate 44).

Hill residents had their own sports arenas, notably Greenlee 
Field (proudly owned by Woogie’s friend Gus), where they could 
see the inimitable Josh Gibson, premiere catcher for the Pittsburgh 
Crawfords and Homestead Grays, and regarded as the “Black Babe 
Ruth.” Amateurs also led an active athletic life, engaging in bowl-

Fig. 24. earl “Fatha” hines, erroll Garner, Billy eckstine, Maxine sullivan, and Mary lou Williams at piano in syria Mosque for 
night of stars, august 7, 1946. 2001.35.6806.

Fig. 25. Johnnie ray and Churchill Kohlman holding sheet music for their song “Cry,” February 1952. 2001.35.6773.
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ing, billiards (at Woogie Harris’s parlor), cards, checkers, and chess. 
Younger kids played Little League baseball, and Westinghouse High 
School’s football team was fabled, as was Schenley’s basketball 
team. Track was popular, as well as gymnastics, and neighborhood 
play was everywhere, from marbles to swings to see-saws to slides. 
There were pools for swimming, although the battle to integrate 
public pools was just getting underway.

People, moreover, felt secure. The Hill was protected by stal-
wart black policemen like the beloved Prince “Big Blue” Bruce, 
formidable Lou “Sure Shot” Mason, and Fred Clark. It was a place 
where children took their duties seriously as school crossing guards.

This optimism continued through the 1950s, even after the 
most destructive experience to date—the leveling in 1956 of the 
entire Lower Hill in the name of urban redevelopment (fig. 26).100 
Some displaced merchants could relocate because they were com-
pensated for their property. Woogie, for example, received $13,400 
from the Urban Redevelopment Authority for his old barber shop, 
and used the funds to open a new Crystal Barber Shop at 1605 Cen-
tre Avenue.101

The loss of the Lower Hill, despite its decrepit nature, had per-
sonal meaning for many. John Clark, whose “Wylie Avenue” column 
in the Courier chronicled the neighborhood, considered the Lower 
Hill the heart of a vibrant and dynamic community. For Harris, it 
was the place where he grew up,  and his images of the destruction 
of the Crawford Grill, of the old Crystal Barber Shop, and of other 
landmarks display an emptiness, a sadness, a sense of loss (fig. 39).

The mood of the community changed in the 1960s. Black pro-
test in the South brought national leaders like Martin Luther King 
Jr., Rosa Parks, and Jesse Jackson to the city, and their comings 
and goings were chronicled by Harris (fig. 27). A new generation of 
local civil rights leaders also emerged, such as Sala Udin, Tim Ste-
vens, and Alma Speed Fox. Pittsburgh witnessed so many marches 
and protests that Fox once said it seemed “there was some picket 
line to get on every single solitary week.” In the 1960s, Harris pho-
tographed the picketing of Iron City Beer, Isaly Dairy Company, 
Horne’s department store, and Giant Eagle supermarket. He docu-
mented meetings, demonstrations, and marches, from the protests 
against Woolworth’s that opened the decade to the “Black Monday” 
demonstration over hiring discrimination in building Three Rivers 
Stadium that closed the decade (fig. 28).102

Harris’s coverage of the civil rights movement must be put in 
perspective. His assignments fit in with the Courier’s protest tra-

dition dating back to the “Photo Forum” of the 1940s, a series of 
brief interviews, accompanied by photographs, of black and white 
Pittsburghers ref lecting on race relations and racial discrimina-
tion. Harris worked on such assignments through the decades, into 
the 1970s under the format “Pittsburghers Speak Up.” Even in the 
most activist decade of city history, however, marches and protests 
constituted only a sliver of local life. Not surprisingly, the great ma-
jority of Harris’s photos covered everyday aspects of daily life such 
as club meetings, graduation ceremonies, political rallies, housing 
conditions, beauty pageants, marriages, anniversaries, birthday 
parties, portraits, sporting events, church activities, music perfor-
mances, and out-of-town visitors.103

By the late 1960s, the mood of black Pittsburghers demon-
strated a sustained attack on snobbery and social pretension, which 
fit perfectly with the attitudes of Harris and his family. His friends 
included doctors and lawyers, but he disliked those who put on airs: 
“Forget those n——s. Even then they wouldn’t mingle with you,” he 
told an interviewer. He also objected to color discrimination among 
blacks: “[I]t all depended on your color. Same with the FROGS. You 

Fig. 26.  Wylie avenue at Crawford street intersection looking toward Downtown, with Civic arena construction in background, 
lower hill District, c. 1959. 2001.35.4700.
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had to be the right color to belong to Holy Cross Episcopal Church.” 
And he criticized the Courier for having a middle-class bias, calling 
it “the one fault the Courier had. If you didn’t amount to anything, 
you didn’t get in the paper. I used to raise cain about that.”104 

Harris’s images of the 1960s and 1970s take on a more som-
ber tone. They reflect the growing racial consciousness and calls 
for black power, the Afro hair style, dashiki clothing, Afro-centric 
names, and use of the term “black” (as opposed to “Negro”) that in-
creasingly dominated that era (fig. 29). Sam Howze, who had gone to 
Mississippi earlier in the decade, returned radicalized, changed his 
name to Sala Udin Saif Salaam, and worked with black nationalist 
playwrights August Wilson and Rob Penny (fig. 30). Udin’s column 
in the Courier, “Afrikan View” (the “K” carrying a notably militant 
implication), proudly proclaimed “We are an Afrikan people.”105 
Similarly, Curtiss E. Porter, whose “Black Paper for Black Studies” 
became the founding document of the new black studies depart-
ment at the University of Pittsburgh, shared such nationalist senti-
ments (fig. 31). 

These developments reflected, at least to some degree, a ques-
tioning of mainstream American values and do not at first blush 
fit in with the notion of an American story. However, the anger and 
withdrawal from the American story were temporary. Udin would 
go on to a distinguished career as a pragmatic city councilman, and 
today is an actor and president of the local branch of the Coro Cen-
ter for Civic Leadership, whose goal is train young people in skills 
needed in business, government, and non-governmental organiza-
tions. Curtiss Porter went on to a career in the Urban League and 
today is chancellor of Penn State University’s branch in McKees-
port, just outside of Pittsburgh. 

Beginning in late 1976, Harris’s output in the Courier dropped 
substantially; he published only a few dozen photos after July 1977. 
Finally, on April 23, 1983, at the age of seventy-four, he printed his 
last photograph in the Courier, that of an “ordinary couple,” Mr. and 
Mrs. Charles Scott of Penn Hills, celebrating their sixtieth wedding 
anniversary. 

Fig. 27. (left, above) Dr. Martin luther King Jr., with loren Mann, Charles harris, Matthew Moore, and Tom 
McGarrity, at press conference, university of Pittsburgh, november 1966 (detail). 2001.35.3168.

Fig. 28. (left) K. leroy irvis and Pittsburgh Police assistant superintendent lawrence J. Maloney at naaCP 
demonstration against employment policies, in front of u.s. steel building, Downtown, c. 1963. 2001.35.7130.
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Fig. 29. (left, above) Men and boys in paramilitary uniforms marching on Bigelow Boulevard, oakland, 
c. 1968–1975. 2001.35.4761.

Fig. 30. (left) Portrait of sala udin saif salaam (sam howze), september–october 1970. 2001.35.4656.

Fig. 31. (above) Curtiss e. Porter speaking at William Pitt union, university of Pittsburgh, c. 1972. 2001.35.4675.
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As Harris eased out of news photography, he suffered increas-
ing financial difficulties. The Harrises had been noted for generos-
ity more than for saving. Woogie, in the words of Charles A. Harris, 
“couldn’t say no to a charity,” and the decline of the numbers busi-
ness had significantly reduced his income.106 Woogie had kept most 
of his money in cash, so we have no way of knowing his wealth. 
But upon his death, he formally passed on only his Apple Street 
and Mulford Street houses plus $206 in a checking account to his 
widow, Ada.107 Because Harris wanted to continue photographing 
the black community, he had turned down better-paying offers from 
local white dailies throughout his career. After retirement, his chil-
dren helped, but Teenie and Elsa eked out a living on Social Security 
and Elsa’s income as a seamstress.108

In April 1986, Dennis Morgan, a forty-one-year-old Hill Dis-
trict sculptor, collector, and salvage dealer, visited Harris and asked 
to borrow some of his photos for use at the Pittsburgh Home Show. 
Harris showed Morgan some of the thousands of negatives stored in 
his house, and Morgan quickly recognized their value; after weeks 
of daily visits, Morgan convinced Harris to let him act as his dis-
tributor. Harris would turn over the negatives—estimated then to 
number 35,000—and Morgan would market prints and give the pho-
tographer one-third of the revenues. Morgan later had Harris (with 
no legal counsel) sign a document drawn up by Morgan’s attorney, 
represented as a “receipt” confirming that Morgan had given Har-
ris $3,000 in “good faith” money. Harris was not given a copy of the 
document, and it was not until much later that he found out that this 
was not a simple “receipt.” 

After he obtained the collection, Morgan convinced Harris to 
let him act as his “personal manager”; Morgan received a share of 
any money that Harris received for public appearances or inter-
views. (Charles A. Harris has described the breakdown as 90 per-
cent for Morgan and only 10 percent for Harris.) After a few years, 
Harris began to believe that Morgan was not being fair with him 
and he refused to renew the management agreement.109

Rollo Turner, a sociologist at the University of Pittsburgh, 
urged Morgan to house the negatives in the university’s black stud-
ies department, where he worked to organize, exhibit, and document 
them. In 1986 and 1987, Morgan and Turner staged the first public 
exhibition of Harris’s prints at the Carl R. Smith Cultural Center in 
the Hill District and a second at the First Mellon Jazz Festival.110 
In addition, Turner arranged for an interview with Harris on Black 
Horizons, a show on the local PBS station, as well as an article in 

the Wall Street Journal that drew local and national attention to the 
collection.111

Morgan licensed the right to reproduce some 4,500 of Harris’s 
most marketable subjects, mainly celebrities, to Corbis Corpora-
tion and Archive Photos, both major photographic archives. He sold 
prints to the National Portrait Gallery, the New York Public Library, 
and twenty-seven vintage prints to Carnegie Museum of Art to be 
used in its Pittsburgh Revealed exhibition. And he sold individual 
prints to merchants and collectors around the country and from a 
sidewalk location in Pittsburgh’s Strip District. 

In 1997, Morgan bragged to a local newspaper that during the 
previous year he had made $100,000 selling and exhibiting Harris 
prints (fig. 32).112 By this time, Morgan had long since stopped pay-
ing Harris any money at all for his continued use of the negatives. 
The newspaper article, and Morgan’s statements in it, confirmed 
Harris’s suspicions that Morgan was not being fair with him.

Depressed and angry, Harris decided to sue to get his negatives 
back. Cynthia Kernick of ReedSmith, one of the city’s leading law 
firms, and her colleague Donna Dobrick, agreed to take on the case 
pro bono. Although she had never met the Harrises, Kernick had 
something of a personal tie to the family, which stemmed from her 
father’s fond memories of growing up close to Woogie in Penn Hills. 

Harris’s suit to recover his negatives was filed in federal court 
in early April 1998. But in less than two months, a second stroke 
placed Harris in a nursing home. There, lawyers for Morgan in-
sisted on taking his deposition. After a long day of harsh question-
ing, Harris was exhausted. Clearly recognizing the severity of his 
physical condition, he begged Kernick to promise him that, what-
ever might happen to him, she would continue the fight to recover 
his negatives. Only two days later, early in the morning of June 12, 
1998, Harris passed away. Without Harris available to testify, Ker-
nick had a difficult case, but she prosecuted it with a quiet fury and 
tenacity that startled even seasoned court watchers.113 Marylynne 
Pitz of the Post-Gazette likened it to a “mother lion protecting her 
cubs.”114 In a powerful summation, Kernick argued that Morgan 
had breached his deal with Harris in many ways, including having 
let the negatives fall into a perilously bad condition. She invited the 
jury to understand that the case was about saving history as much 
as it was about protecting the rights of Harris. The jury found for 
the Harris estate, and returned a stunning award of $4.3 million in 
punitive damages. After the verdict, the judge before whom the case 
was tried, Donetta Ambrose, suggested that the parties try to reach 
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a settlement before she ruled on whether or not the negatives had to 
be returned. The family, concerned more about their father’s legacy 
and the preservation of his life’s work than about money, offered to 
let Morgan keep his money if he would agree to the immediate re-
turn of the entire negative collection. He agreed.115 

After the verdict, the collection attracted the attention of sev-
eral large institutions, including the Library of Congress. The fam-
ily wanted to honor Harris’s wish that it go to Carnegie Museum of 
Art and, in 2001, the Carnegie purchased the collection with sup-
port from the Heinz Family Fund in order to preserve and make it 
available to the public. The museum has used several major grants 
from the National Endowment for the Humanities and other 
funders to preserve, identify, and place records of the nearly eighty 
thousand images online.

Toward the end of his career, Harris received increasing recog-
nition. In 1972, the Courier named him “Citizen of the Week” and 
honored him for having taken “every photograph of importance 
. . . on the local Pittsburgh black scene in the past 30 years.”116 In 
1997–1998, Carnegie Museum of Art included several of his images 
in a popular exhibition on the history of photography in Pittsburgh, 

Pittsburgh Revealed. It was the first to present his work as part of a 
“mainstream” history of photography. Just a few months before his 
death, in spring 1998, Harris and several former Courier staffers—
Frank Bolden, Evelyn Cunningham, Harold Keith, and Edna Chap-
pell McKenzie—were invited to New York to receive the prestigious 
Polk Career Award on behalf of themselves and their departed col-
leagues. Harris did not attend the ceremony because, as always, he 
refused to fly.117 According to Bolden, he once said that if he were 
meant to fly, the Lord would have put feathers on him.118

Just a few hours before Harris passed away, hundreds of peo-
ple attended a dinner in his honor and viewed the debut of Kenneth 
Love’s then-unfinished film, One Shot: The Life and Work of Teenie 
Harris. At the tribute, Love called Harris a “most important” artist 
whose work “documented Black Pittsburgh in a positive message.” 
Courier editor Rod Doss praised him as a photographer who “took 
one shot but he took the best shot.” Frank Bolden, former city editor 
of the Courier, extolled him for his compassion and fairness, adding, 
“I never heard anyone say a bad thing about him.”119

Shortly after his death, several documentaries appeared on 
Harris’s life. In 1999, Stanley Nelson produced The Black Press: Sol-
diers without Swords, which covered three leading black weeklies, 
the Chicago Defender, the Pittsburgh Courier, and the California Ea-
gle, with footage on Harris. In 2001, Ken Love completed One Shot, 
by far the most complete investigation of Harris’s life and work.

In 2001, the Westmoreland Museum of Art in Greensburg, 
Pennsylvania, held the first major showing of Harris’s art in Spirit 
of a Community. In 2002, Stanley Crouch authored the first book-
length treatment of his work, One Shot. The book contained a bio-
graphical essay by Deborah Willis, probably the leading scholar on 
black photography, and was published by Abrams, one of the coun-
try’s most prestigious art publishers, which drew attention to the 
artistic significance of the photographs. And in the same year, the 
Museum of the Americas in Arlington, Virginia, and the Congres-
sional Black Caucus Spouses awarded Frank Bolden and Harris 
the “Unsung Hero” award at impressive ceremonies in Washington 
DC.120 In August 2005, the National Associations of Black Journal-
ists inducted him into their Hall of Fame.

Harris’s photographs provide an intimate view of twentieth-century 
black life, not generally known or recognized. The images deepen 
our understanding of that life, which, like all life, included nega-
tive and painful conditions. But it also included aspects that are 

Fig. 32. robin rombach, Dennis Morgan, March 1997. Courtesy the Pittsburgh Post-Gazette.
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just like the rest of America—club meetings, marriages, birthday 
parties, nights on the town, sporting events, church services, and 
music performances. What differentiates it from the mainstream 
American story is racial discrimination: the hesitance to use black 
troops during World War II; police brutality; and employment dis-
crimination at department stores, utility companies, and the build-
ing trades. The Courier protested such discrimination, and Harris’s 
photographs documented it visually. But they also show that black 
life encompassed more than misery and protest, and provide vivid 
examples of black life as a larger American story. We are fortunate 
to have had Teenie, and especially fortunate to have his images to 
better know ourselves (fig. 33).

Fig. 33. randy olson, Teenie harris, october 15, 1986. Courtesy Randy Olson.
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HArris, HisTory, And THe Hill
Black Pittsburgh in the Twentieth Century
Joe W. Trotter

The Teenie Harris Archive of photographs advances our under-
standing of twentieth-century African American urban life. His 
images not only underscore the significance of Pittsburgh in the 
nation’s industrial and late industrial history but also challenge 
certain dominant themes in existing studies of twentieth-century 
black urban history. Following World War II, studies of the “second 
ghetto,” the “second Great Migration,” and the urban “underclass” 
accented the spread of residential segregation, dilapidated hous-
ing conditions, unemployment, welfare dependency, and poverty. 
Teenie Harris used his camera to combat such widespread tragic 
portraits of the city’s black community. His photographs reveal a 
vibrant cultural, institutional, and political life. Characterized by 
diverse forms of social conflict as well as cooperation, Pittsburgh’s 
African American experience, impacted by the Great Depression, 
World War II, and the emergence of the modern black freedom 
struggle, was both unique and similar to developments in other 
cities of the urban North and West.1 By the 1920s, Pittsburgh and 
Western Pennsylvania had emerged as the premier steel-producing 
center of the nation and the world (fig. 34). The Pittsburgh region 
produced over 40 percent of the nation’s steel; the United States 
claimed over 50 percent of the world’s market by the 1940s. Fueled 
by the labor of increasing numbers of immigrants from southern, 
central, and eastern Europe, the city’s population rose from under 
100,000 on the eve of the Civil War to over 600,000 during the inter–
World War years. As U.S. policy restricted the flow of immigrants 
into the country during World War I and the 1920s, Pittsburgh’s Af-
rican American population steadily increased from 25,600 (4.8 per-
cent of the total) in 1910 to over 80,000 (12.2 percent of the total) in 
1950.2

Due to the impact of the first Great Migration, African Ameri-
cans gained increasing access to jobs in the city’s industrial sector. 

Black men accounted for only about 3 percent of the steel industry 
workforce before World War I but over 13 percent during the inter-
war years. Black women continued to work primarily in household 
and domestic service jobs but they also gradually moved into man-
ufacturing jobs by the end of World War II. Most of these women 
worked in the garment industry; only a few found employment at 
the Carnegie Steel plants in Allegheny County and at the Jones and 
Laughlin firm in Pittsburgh.3

Southern blacks reported earning between $3.50 and over 
$5.00 per eight-hour day in Pittsburgh’s steel industry, while in the 
South, they made no more than $2.50 per twelve-hour day in cities, 
and no more than $1.00 per day as farm laborers.4 In a letter to the 
Urban League of Pittsburgh (ULP), one prospective migrant spoke 
for himself and seven other black men: “We Southern Negroes want 
to come to the north . . . they ain’t giving a man nothing for what he 
do . . . they [white southerners] is trying to keep us down.” A resident 
of Savannah, Georgia, wrote, “I want to find a good job where I can 
make a living as I cannot do it here.” A South Carolinian wrote on 
behalf of her two sons: “[I have] two grown son[s] . . . we want to set-
tle down somewhere north . . . wages are so cheap down here we can 

Fig. 34. Mill, bridge, and river at night, c. 1938–1945. 2001.35.3349.
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hardly live.” Others wished to move to Pittsburgh to “make a live-
lihood, and to educate” their children. While some migrants per-
ceived the “smokey [sic] city” as a dirty place that “look like torment 
[hell] or how they say it look,” others and perhaps most expressed 
wonderment at the steel-producing process: “One thing impressed 
me very much was to look at the steel, the iron. All that I had seen in 
previous years was all finished and hard and everything. To come 
[to Pittsburgh] and see it running like water—it was amazing.”5 

Although industrial employers hired large numbers of black 
workers during the interwar years, African Americans occupied a 
limited range of jobs at the lower end of the industrial workforce. 
Some 70 to 80 percent of black men and women worked in jobs la-
beled as “unskilled.” European immigrants and American-born 
whites took the top tier of skilled, clerical, and managerial jobs, 
partly by limiting African American access to the predominantly 
white organized labor movement. Among constituent unions of the 
American Federation of Labor, the machinists and electrical work-
ers excluded blacks from membership, while other unions (notably 
the blacksmiths) organized racially segregated auxiliary unions 
designed to control rather than enhance job opportunities for black 
workers.6

Through the 1920s and into the Great Depression and early 
1930s, recurring downturns in the business cycle made it difficult 
for African Americans and other laborers to find work in Pitts-
burgh. Under such conditions, the ULP urged prospective black 
migrants to stay in the South. Just after World War I, in a letter to 
his old employer, one Pittsburgh migrant ref lected the impact of 
the postwar economic downturn: “I want you to save me my same 
place for me, for I am coming back home next year, and I want my 
same farm if you haven’t nobody on it.  . . . When I get home no one 
will never get me away any more.”7 As the Depression intensified, 
one firm, the Allegheny Steel Company in Brackenridge, dismissed 
its entire black workforce. The company justified its actions on the 
grounds that black workers’ gambling and bootlegging disturbed 
the peace and undercut their productivity. By early 1934, black men 
accounted for 40 percent of Allegheny County’s unemployed work-
ers, although they made up only 7 percent of the male population. 
Moreover, while records show about 16 percent of whites on relief, 
the figure for blacks exceeded 40 percent. One steelworker spoke for 
many when he declared, “The Colored [in Pittsburgh] has a hard way 
to go.” Similarly, according to a report of the Metropolitan YMCA of 
Pittsburgh, black women “felt the full brunt of the depression. Low 

pay, long hours, discrimination and the ever present formula ‘last to 
be hired, first to be fired.’”8

African Americans confronted difficulties not only in the job 
market but also in the housing and institutional life of the city. 
Discriminatory real estate policies and practices (especially ra-
cially restrictive housing covenants) confined blacks to the most 
dilapidated sections of the city’s housing market (fig. 35). African 
Americans found it exceedingly difficult to move out of the city’s 
Hill District into better neighborhoods of the city. As early as World 
War I, the black population in the Hill District increased by nearly 
14,000 while the white population dropped by 7,600. According to 
historical geographer Joe Darden, Pittsburgh’s black population, 
“regardless of income, had great difficulty either renting or buying 
good houses in non-segregated areas.” During the interwar years, 
a visitor from the national office of the YWCA described the hous-
ing conditions of blacks in the city as universally poor, congested, 
and “critical.” At the same time, the city’s zoning laws, ostensibly 
designed to improve the health of residents, reinforced class and 
racial segregation by imposing new building standards that re-
stricted the capacity of African Americans to make improvements 
on their homes in the Hill District. Moreover, during the 1930s and 
after, New Deal housing programs adopted a “neighborhood compo-
sition” rule and denied financing for housing in racially integrated 
communities.9

Closely aligned with the spread of residential segregation, Af-
rican Americans confronted a sharp color line in public accommo-
dations. The Pennsylvania civil rights law (first passed in 1887 and 
revised in 1935) prohibited discrimination on the basis of color in 
public accommodations—hotels, motels, bar rooms, public parks, 
theaters, dance halls, libraries, schools, and colleges. Despite the 
enactment of such laws, however, African Americans in Pittsburgh 
encountered the color line at public parks, swimming pools, res-
taurants, theaters, hotels, skating rinks, and other commercial and 
noncommercial places serving the public (fig. 36). From the late 
1930s through the 1940s, nearly thirty cases of discrimination in 
public facilities reached municipal and county courts.10 One propri-
etor defended his actions saying, “there would be trouble” if white 
waitresses waited on “Negro diners.” Managers of a large amuse-
ment park, probably Kennywood, openly declared “positively” no 
“Negroes” would be allowed to use the dance halls or swimming 
pools on an integrated basis. Numerous other establishments 
skirted the law by establishing exclusively black and white days 
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for using facilities such as swimming pools and skating rinks. The 
WPA History of the Negro in Pittsburgh concluded that blacks fre-
quently won cases against small firms but invariably lost such cases 
against larger and better-financed businesses serving middle-class 
and elite clientele.11

During the 1950s and early 1960s, African Americans contin-
ued to occupy the lowest rung of the urban economy as the steel in-
dustry declined under increasing competition from European and 
Asian steel producers. When the U.S. share of the world steel mar-
ket dropped from about 54 percent to just 20 percent between 1945 
and 1970, the city’s total population also dramatically declined from 
nearly 700,000 to about 500,000. As whites left the city in rising 
numbers, however, the second Great Migration brought a new wave 
of southerners to Pittsburgh. The black population rose from about 
82,500 in 1950 to nearly 105,000 two decades later; during that time, 
African Americans increased from 12 to 20 percent of Pittsburgh’s 
total population.12

These demographic changes notwithstanding, African Ameri-
cans lost ground in the city’s changing workforce. Coupled with 
layoffs in the wake of demobilization and falling demand for 

steel products after World War II, the black steel industry labor 
force dropped from a high in 1944 of 11,500 to 8,200 by the early 
1960s. Despite membership in the American Federation of Labor- 
Congress of Industrial Organizations (AFL-CIO) after 1955, Afri-
can American workers did not see a great improvement in opportu-
nities for promotion to better jobs (fig. 37). Seniority provisions of 
union contracts protected black workers from arbitrary layoffs but 
limited such claims to work in predominantly black, segregated, 
general labor departments. Thus, when mechanization eliminated 
the jobs of black workers, they could not turn to jobs in other depart-
ments, where numerous younger white employees had less senior-
ity. Whites sometimes acknowledged this form of discrimination. 
One union official confirmed this dire assessment when he said, 
“The range of jobs now open to minority groups has not changed one 
bit since our plant organized [during the 1930s]. In fact, the negroes 
are worse off now, in some respects, than they were before the plant 
organized.” 13 

Black men often described their jobs as “hard work, just hard 
work” with few prospects for improvement (fig. 38). Some foremen 
and superintendents openly declared that “no Negroes” would be 

Fig. 35. houses at 6 and 8 Watt street, hill District, March–May 1959. 2001.35.49607. Fig. 36. interior of a&P grocery store, oakland, June 1946. 2001.35.8547.
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hired in managerial and/or skilled occupations. Although numerous 
black men entered the city with skills in the building and construc-
tion trades (as carpenters, brick masons, and cement finishers), this 
segment of the urban economy retained a well-known reputation as 
a “lily-white” field. By 1960, blacks made up some 65 percent of all 
laborers, plasterers, and cement workers in the United States, but 
they represented only 11–14 percent of such jobs in Pittsburgh. Af-
rican Americans were also either excluded or relegated to custodial, 
domestic service, or general labor in the city’s public schools, hospi-
tals, department stores, utilities, hotels, and grocery chains.14 

Residential segregation by race escalated in the years after 
World War II. By 1960, African Americans constituted over 90 
percent of the total population in the city’s Hill District. The Pitts-
burgh Housing Association described the city’s black community as 
“overcrowded, disease and crime-breeding ghetto homes,” which 
required some six thousand new units “to house adequately the Ne-
gro population.” Landlords and realtors routinely imposed higher 
prices on black home buyers and renters than on whites for hous-
ing of comparable quality. Historical geographer Harold Rose has 
called this form of discrimination a “color tax.” Real estate agents 

routinely refused to show properties to prospective black home-
owners or renters in suburban communities like Mt. Lebanon, Fox 
Chapel, and Bethel Park. The Greater Pittsburgh Board of Real-
tors and the East End Multilist, a nonprofit membership organiza-
tion, excluded black realtors from membership and reinforced the 
city’s racially stratified housing market. When black realtor Robert 
Lavelle applied for membership, the organization rejected his ap-
plication, stating that he failed to gain “the required three-fourths 
affirmative vote for acceptance.” Local realtors also turned to the 
National Real Estate Board’s “Statement of Policy” (1965) to justify 
their racially exclusionary policies: “No realtor should assume to 
determine the suitability or eligibility on racial, creedal, or ethnic 
grounds of any prospective mortgager, tenant, or purchaser.”15

Municipal, state, and federal housing policies also undermined 
the African American search for better housing and neighborhood 
improvement. The Housing Act of 1949 provided federal funds for 
the twin processes of urban redevelopment and public housing. Al-
though African Americans applauded the construction of new hous-
ing for the working class and poor, the city’s urban renewal project 
resulted in the destruction of the Lower Hill District (fig. 39). Under 

Fig. 37. Men from local union 178 protesting outside of united steelworkers headquarters, Downtown, september 1963. 
2001.35.4595.

Fig. 38. Man shoveling coal, c. 1940–1946. 2001.35.5909.
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the rubric of Renaissance I (the city’s public-private partnership be-
tween the municipality and the city’s economic and philanthropic 
elites), urban renewal displaced some 1,500 black families to make 
room for the new Civic Arena and luxury apartments, completed in 
1961. Displaced families crowded into available public housing proj-
ects and into emerging black neighborhoods in other parts of the 
city, including the Upper Hill, the Homewood-Brushton area, East 
Liberty, and Beltzhoover on the South Side.16 

In 1967, the New Pittsburgh Courier declared that Renaissance 
I had passed over the city’s poor black community. The paper de-
scribed African Americans as a population of “slum” and “ghetto” 
dwellers, “hidden in the shadows of the city’s Renaissance.” “Ne-
groes,” the Courier also stated, “have not benefited from the re-

surgence fostered by the city fathers. They have been ignored and 
overlooked in the planning of their neighborhoods, their commu-
nities, their health and welfare.” African Americans expressed 
increasing dissatisfaction with the building boom taking place on 
the grounds of their old homes. Young people were especially disap-
pointed by evidence of progress on the other side of the color line: 
“They saw white men working on the projects while their fathers 
stood on street corners and their mothers went to work in Miss 
Anne’s kitchen. Black people [observed] . . . urban renewal for the 
benefit of Whitey, and they don’t like it. . . . Their reactions are spo-
radic and violent.”17 Whereas only a small portion of the city’s black 
population lived in low-income housing projects during the early 
postwar years, by the mid-1970s an estimated 25 percent occupied 

Fig. 39. Demolition of Bethel aMe Church, Wylie 
avenue and elm street, lower hill District, July 24, 
1957. 2001.35.4127.
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such units (fig. 40). As housing segregation intensified, the propor-
tion of African American children in Pittsburgh’s public schools 
increased from less than 20 percent to about 40 percent. Predomi-
nantly black neighborhood schools with substantially fewer re-
sources than their white counterparts steadily increased. 18

Pittsburgh’s black population responded to persistent forms of 
racial and class inequality by building a thriving community life 
in the Hill District, which was near Downtown, as well as in other 
parts of the city. In the wake of the first Great Migration, African 
Americans expanded their institutional network. Alongside estab-
lished churches, fraternal orders, and social clubs, new and more 
specialized socioeconomic, political, and cultural institutions 
emerged or increased their inf luence (fig. 41). Nightclubs and af-
ter-hours establishments that were owned or operated by African 
Americans proliferated (fig. 42), and popular night spots such as the 
Hurricane Lounge, the Musicians Club, and the renowned Craw-
ford Grill hosted nationally known bands and artists (fig. 61, plate 
32). The Pittsburgh Courier, Steel City Bank, Negro League baseball 
teams, and other business and professional organizations accented 
the growth of a more cohesive and self-sufficient black community. 

Under the editorship of Robert L. Vann, the Pittsburgh Courier con-
sistently encouraged blacks to save their money, invest, hire, pro-
duce, and sell for themselves (figs. 43, 44).19 During the late 1920s 
and early 1930s, the Courier provided jobs for some eighty skilled 
and professional African American employees.20 

Building upon their expanding network of community-based 
institutions, African Americans established the foundation for 
the modern black freedom movement during the 1930s and 1940s. 
Formed in 1915 and 1918, respectively, Pittsburgh branches of 
the National Association for the Advancement of Colored People 
(NAACP) and the National Urban League (NUL) strengthened the 
fight for full citizenship rights during the interwar years. John T. 
Clark and Alonzo Thayer, the first two executive directors of the Ur-
ban League of Pittsburgh, spearheaded campaigns to increase social 
welfare services for migrant black workers and their families. Daisy 
Lampkin, a stellar example of the participation of black women in 
the community-building process, served as the vice president of the 
Pittsburgh Courier Publishing Company, on the staff of the Urban 
League of Pittsburgh, and as regional and national field secretary of 
the NAACP. As historian Edna McKenzie notes, “Daisy Lampkin’s 

Fig. 40. eleanor roosevelt with children and police officer gathered around Franklin Delano roosevelt monument, addison 
Terrace, hill District, october 18, 1956. 2001.35.3121.

Fig. 41. Clark Memorial Baptist Church, 1301 Glenn street, homestead, c. 1945–1950. 2001.35.4026.
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Fig. 42. (above, left) Woman and man dancing in crowded bar or nightclub, 
c. 1946–1950. 2001.35.33700.

Fig. 43. (left) Drivers standing next to owl Cabs parked next to garage, February 
1947. 2001.35.2241.

Fig. 44. (above) hairstylists at work in beauty salon or school, with alice Turfley 
scott seated on left, c. 1938–1940. 2001.35.6031.
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role as a social and political activist, though frequently overlooked, 
was a fundamental part of the black struggle for full citizenship.”21

Politically, African Americans in Pittsburgh, as throughout 
the nation, gradually reoriented their historic alliance during the 
1930s and 1940s from the Republican party of Lincoln to the New 
Deal coalition of Franklin Delano Roosevelt. By the late 1930s, Afri-
can Americans had gained increasing access to the benefits of New 
Deal socioeconomic, relief, and recovery programs, including the 
National Recovery Administration (NRA), the Federal Emergency 
Relief Administration (FERA), and the Civilian Conservation 
Corps (CCC), among others.22 As early as 1932, Robert Vann had 
urged blacks to abandon the party of Lincoln. “My friends,” he said, 
“go turn Lincoln’s picture to the wall. That debt is paid in full.”23 In 
the election of 1934, the attorney and civil rights activist Homer S. 
Brown became the first black person to be nominated on both the 
Republican and Democratic tickets for the state legislature. A grad-
uate of the University of Pittsburgh Law School, Brown won the 
election and became one of five black legislators in the state as well 
as the second black to be elected by the city’s black electorate in the 
Third and Fifth Wards.24

Although Brown ran as an independent and won, he soon de-
clared himself a Democrat and pushed for a New Deal for African 
Americans and the state. In 1935, Brown led Pennsylvania legisla-
tors in passing the new civil rights law, which strengthened the ban 
on racial segregation in public accommodations. Brown also spon-
sored an amendment to the state’s McGinnis Labor Relations Bill, 
which approved the provisions of the Wagner Act at the state level. 
Because of widespread opposition to such a measure (particularly 
from the American Federation of Labor), civil rights and political 
leaders had failed to gain such an amendment at the national level. 
The Brown provision, however, gained support from the Congress 
of Industrial Organizations and became law in May 1937. African 
Americans in Pittsburgh also gradually gained increased access 
to New Deal programs; on a national level, the appointment of Rob-
ert L. Vann to the office of the U.S. Attorney General heralded new 
progress.25 

Although African Americans in Pittsburgh gradually reaped 
the fruits of New Deal social programs, only the civil rights protests 
and demands of World War II would enable African Americans to 
regain and expand their industrial foothold in the city’s economy 
(fig. 45). Inspired by Robert L. Vann and the Pittsburgh Courier, the 
Double-V campaign for victory at home and victory abroad under-
scored the resolve of African Americans across the country to fight 
violence and social injustice at home and overseas (plate 42).26 At 
the same time, Pittsburgh blacks responded to wartime injustices 
by joining African Americans in the national March on Washington 
Movement (MOWM).

Under the leadership of A. Philip Randolph of the Brother-
hood of Sleeping Car Porters (BSCP), the MOWM emerged in 1941 
following a meeting of civil rights groups in Chicago.27 Railroad 
porters helped to spread word of the March on Washington Move-
ment through the major rail centers of the nation. By early June, 
the MOWM had established march headquarters in Pittsburgh and 
a variety of other cities across the urban North and West, includ-
ing Harlem, Brooklyn, Washington DC, Detroit, Chicago, St. Louis, 
and San Francisco. The official newspaper of the BSCP, the Black 
Worker, which became the official organ of the MOWM, reprinted 
Randolph’s call to march in its May issue. The call urged blacks to 
fight for defense jobs, integration of the armed forces, and “the aboli-
tion of Jim Crowism in all Government departments.” “The Federal 
Government,” the call also stated, “cannot with clear conscience 
call upon private industry and labor unions to abolish discrimina-

Fig. 45. Two soldiers on reviewing stand, saluting, c. 1944. 2001.35.38394.
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tion based upon race and color so long as it practices discrimination 
itself against Negro Americans.” The MOWM was not only a solid 
grassroots working-class movement, but also a strong coalition 
of labor organizations, local NAACP and Urban League chapters, 
churches, and fraternal orders.28

Under increasing pressure from the MOWM and the Double-V 
campaign, Roosevelt issued Executive Order 8802 on June 24, 1941. 
This order banned racial discrimination in government employ-
ment, defense industries, and training programs. It also established 
the Fair Employment Practices Committee (FEPC) to receive, in-
vestigate, and address complaints of racial discrimination in the 
defense program. A turning point in African American history, Or-
der 8802 linked blacks in the Pittsburgh region even more closely to 
organized labor and the Democratic Party. At its annual convention 
in 1941, the CIO denounced racial discrimination as a “direct attack 

against our nation’s policy to build democracy in our fight against 
Hitlerism.”29

The African American community experienced substantial 
internal conflicts even as it mobilized to demand full citizenship 
rights. Black professional and business people often criticized the 
leisure time and cultural activities of black workers. According to 
one Urban League report, single men “with money to spare” en-
couraged the spread of prostitution in Pittsburgh. In the words of 
John T. Clark, executive director of the local Urban League, these 
men lacked proper “cultural wants for which to spend their money.” 
The Pittsburgh Courier reinforced the same point when it identified 
unlicensed African American nightclubs as perhaps the most dan-
gerous spots for “fights, brawls, and the worst form of disorders.”30 
Gender conf licts accompanied tensions along class lines. In Oc-
tober 1939, for example, NAACP leader Daisy Lampkin protested 

Fig. 46. alberta Jordan reaves and 
Willa Mae James protesting in front of 
isaly’s, with Joel Wanzer in background, 
homewood, august 1953. 2001.35.3170.
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“men holding the leadership in the branches, and they [women] 
having all of the work to do.” Moreover, she said, “the men seem to 
have no interest, and function only when the women force them.”31 
Despite such conflicts, however, the social activism of the MOWM 
and Double-V campaign helped to set the stage for a new and more 
intense struggle for social change during the 1950s and 1960s.

In the postwar years, African Americans in Pittsburgh and 
elsewhere built upon their wartime activism and escalated their 
demands for equal rights (fig. 46). In December 1946, the ULP, 
NAACP, CIO, and Pittsburgh Interracial Action Council (PIAC) 
campaigned to desegregate the city’s department stores and open 
up job opportunities for black workers. This civil rights coalition 
claimed over five thousand members and strongly expressed its im-
patience with the persistence of racial discrimination. One handbill 
declared, “We’re mad! How about you? . . . PITTSBURGH is a pro-
gressive, vital AMERICAN city . . . [but] THIS FREEDOM IS NOT 
THEIRS!” When mayor David L. Lawrence sought to head off the 
coalition, which he described as “this damn fool thing,” Rev. Ray-
mond Curtis, president of the PIAC, urged the city and area stores 
to act quickly or risk the emergence of a more militant group: “We 
are here with you as an orderly group composed of leaders of the city. 
. . . We are sitting on a steam-kettle trying to hold the thing down. 
If you don’t do something now; and I am not trying to threaten you 
. . . some less responsible persons might attempt to work this thing 
out in less orderly fashion.” After national news networks spread 
reports of the protest nationwide, the city’s Retail Merchants As-
sociation issued a nondiscrimination policy statement: “There will 
be no discrimination in upgrading and employing of negroes from 
this day forward.” Retailers Kaufmann’s, Horne’s, Frank and Seder, 
Rosenbaum, and Gimbels endorsed the policy and promised to em-
ploy blacks as clerks.32 

In the late 1940s and early 1950s, Pittsburgh’s civil rights coali-
tion organized interracial swimming teams and challenged the ex-
clusion of blacks from the city’s Highland Park and Paulson Avenue 
pools (fig. 47). Gangs of hostile whites met the demonstrators, hurl-
ing “epithets,” “insults,” and “stones.” They also pulled some of the 
demonstrators from the pool and threatened their safety. Wendell 
Freeland, Richard Jones, and other black attorneys filed a lawsuit 
against the city of Pittsburgh for operating the pool “as a public nui-
sance.” The suit asked the court “to enjoin the city from operating 
the pool unless it was safe for black patrons.” Following the court’s 
favorable ruling in this case, civil rights activist Rev. LeRoy Patrick 

and other demonstrators intensified their protests to end segre-
gated pools in the city. By late summer 1952, the city desegregated 
the Highland Park and Paulson Avenue pools, while closing others 
like the West Park swimming pool to prevent interracial swim-
ming. According to Pittsburgh Courier writer George E. Barbour, 
the city’s popular Kennywood amusement park transformed its 
swimming pool into a lake rather than permit blacks and whites to 
swim together. Despite ongoing protests, only during the late 1950s 
and early 1960s would the city desegregate its skating rinks.33 

The modern civil rights movement escalated during the 1960s 
with the formation of new nonviolent direct action organizations. 
Grassroots activists established the United Negro Protest Com-
mittee (UNPC) (fig. 48), the Black United Movement for Progress, 
Operation Dig, and the Black Construction Coalition (BCC). In ad-
dition to the ongoing work of the NAACP, Urban League, and other 
community-based civic and civil rights organizations, Pittsburgh’s 
new organizations focused on desegregating all aspects of the city’s 
life and creating employment opportunities for African Americans 
in department stores, hospitals, schools, utility companies, real es-
tate firms, banks, building and construction trades, and other pub-
lic and private entities.34

Fig. 47. Four boys preparing to dive into indoor swimming pool, c. 1950–1955. 2001.35.23871.
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In November 1966, Martin Luther King visited the city and 
spoke at the University of Pittsburgh (fig. 27). James McCoy of the 
NAACP and the United Negro Protest Committee officially wel-
comed King to the city and accented the link between the black free-
dom movement in the North, South, and West. Along with McCoy, 
who was also an organizer for the United Steel Workers of America, 
Pittsburgh’s leading civil rights activists included men and women, 
blacks and whites: Byrd Brown, attorney and president of the local 
branch of the NAACP; William “Bouie” Haden, community activ-

ist; Alma Speed Fox, executive director of the Pittsburgh branch 
of the NAACP; Nate Smith, labor activist; and the white Catholic 
priest Donald McIlvane, among numerous others. Under the impact 
of increasing demands of African Americans and their white al-
lies, Giant Eagle, Kaufmann’s Department Stores, Duquesne Light, 
University of Pittsburgh Medical School, the Pittsburgh Board of 
Education, and other employers hired rising numbers of African 
Americans in managerial, professional, clerical, and skilled catego-
ries of work (fig. 49).35 

Fig. 48. Protesters with 
unPC signs outside 
united Mine safety 
appliance Company, 
Braddock avenue, 
homewood, october 1963. 
2001.35.3019.
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Such steps, however, proved insufficient to keep pace with the 
growing demands of grassroots civil rights and political organiza-
tions. Between 1964 and 1967, as violence erupted in cities across 
the urban North and West, African Americans in Pittsburgh con-
tinued to pursue an aggressive program of nonviolent direct action. 
As early as March 1968, however, the Pittsburgh Courier reported 
that blacks in Pittsburgh were planning a “B-Day” (“Burn Day”) for 
May. The day after Martin Luther King Jr.’s assassination on April 
5, 1968, violence broke out in Pittsburgh’s Hill District and soon 
spread into Homewood-Brushton and other parts of the city and 
region. The governor sent some 4,500 national guardsmen and 350 
state troopers to help city police put down the rebellion.36

Nearly a week of arson and looting resulted in 1,300 arrests, 
one death, 515 fires, and $620,000 in property damage. William 
“Mugsy” Moore, an African American policeman and head of the 
city’s police community relations unit, recalled, “Youngsters were 
very angry. You could feel the hatred and hostility.” Rev. LeRoy 
Patrick later described the warlike atmosphere in the neighbor-
hood of the Homewood Bethesda Presbyterian Church: “I went out 

to look at the troops standing on Homewood Ave. I could hardly be-
lieve this in Pittsburgh. Troops with combat gear, big boots, khaki, 
helicopters overhead. That kind of thing is indelibly impressed on 
your mind.” Similarly, Alma Speed Fox remembered the police tac-
tical squad, “lined up with their legs spread and touching shoe to 
shoe. They held their nightsticks in front, and they looked 10 miles 
long. You have to picture this scene with flames up Centre Avenue 
and the line of police facing us.”37 

In the aftermath of King’s assassination and violence in the 
streets, the black power movement gained increasing momentum 
(fig. 50). Inspired by leaders and organizations like Malcolm X of the 
Nation of Islam; Stokely Carmichael of the Student Non-Violent Co-
ordinating Committee; and Huey B. Newton, Eldridge Cleaver, and 
Bobby Seale of the California-based Black Panther Party for Peace 
and Freedom, the black power movement spread rapidly across the 
nation. In Pittsburgh and elsewhere, high school and college stu-
dents engaged in community-based struggles for black power. Gail 
Austin, a student activist at the University of Pittsburgh at the time, 
described the modern civil rights and black power groups as “two 

Fig. 49. Protesters marching outside Pittsburgh Board of 
education building, Bellefield avenue, oakland, c. 1968. 
2001.35.7124.
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wings” of the “same movement.” As early as 1967, when Bouie Haden 
spearheaded the formation of the United Movement for Progress, 
New Pittsburgh Courier journalist Carl Morris reported, “the ‘Black 
Fist’ had arrived in Pittsburgh, ushering in the era of militant civil 
rights protests, the beginning of blackness in a city where color 
prejudice was rampant. Black is here, Baby!”38 

Along with many other black Pittsburghers, Gail Austin heard 
Stokely Carmichael speak at both the University of Pittsburgh and 
in the Hill District (fig. 51). Carmichael’s eloquence, logic, and de-
termination to help forge a black liberation movement had a pro-
found impact on the journey of Austin and other black youth to the 
ideology of black power. By the early 1970s, a number of new orga-
nizations explicitly articulated the emerging black power ethos: 

Democratic Association of Black Brothers (DABB), the Pittsburgh 
chapter of the Black Panther Party (BPP), and the Black Construc-
tion Coalition (BCC). African Americans in Pittsburgh formed 
the Black Construction Coalition in 1969 and a short-lived Black 
Panther Party in 1970 (plate 97). The BCC brought together non-
violent direction organizations like the NAACP and Urban League 
with emerging black power organizations such as the Democratic 
Association of Black Brothers. The BCC coalition defied a court 
injunction and staged marches at ten construction sites, demand-
ing an end to discriminatory employment and labor practices in 
the building trades. Two weeks of marches and picketing resulted 
in victory, when the building trades agreed to the Pittsburgh Plan, 
a volunteer program designed to increase the training and hiring 

Fig. 50. six men, including ewari “ed” ellis on 
right, at Moorish science Temple, c. 1969. 
2001.35.7148.
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of blacks for construction jobs.39 At about the same time, Westing-
house High School staged a strike that soon spread to other schools 
across the city. Supported by Forever Action Together (FAT), a co-
alition of some sixty neighborhood groups in Homewood-Brushton, 
Westinghouse students demanded improvement of the lunchroom, 
institution of a black history course, and dismissal of the white 
principal for anti-black attitudes and practices. Once students 
shut schools down across the city—including Langley, Perry, Fifth 
Avenue, and Schenley High Schools—the Pittsburgh Board of Edu-
cation accepted all their demands and the strike ended. Students 
and members of the community retired to Westinghouse Park for a 
night celebration of their victory, unmolested by the police. Robert 
Wideman, brother of the Rhodes scholar John Wideman, recalled: 
“It was our night, and they knew it. [K]new they better leave well 
enough alone. We owned Westinghouse Park that night. Thought 
we owned Homewood.” 40 

The modern civil rights and black power movements produced 
a variety of new federal equal opportunity programs and policies. 

By the late 1960s and early 1970s, the federal government moved 
beyond the “color blind” rhetoric of “equal rights before the law.” In 
1965, President Lyndon B. Johnson issued Executive Order 11246, 
requiring federal contractors to take “affirmative action” to en-
sure equality of employment and educational opportunities for 
black people. By decade’s end, the measure covered women as well 
as a variety of underrepresented nationality and racial groups.41 In 
April 1974, the U.S. Equal Employment Opportunity Commission 
filed a consent decree with nine steel companies and the United 
Steel Workers of America (USWA). Six of the nine firms operated in 
the Pittsburgh district: U.S. Steel, Jones and Laughlin, Allegheny- 
Ludlum, Armco, Bethlehem Steel, and Wheeling-Pittsburgh. Or-
ganized labor and industry admitted systematic discrimination 
against blacks, women, and Latino/a workers and signed the de-
cree, which abolished departmental seniority; implemented plant-
wide seniority programs; and established a more equitable basis for 
layoffs, recalls, promotions, and demotions. Company and union 
officials also agreed to set specific goals and timetables for the pro-
motion of women and minority group workers into technical, cleri-
cal, supervisory, and managerial posts.42

Inf luenced by new equal opportunity and affirmative action 
programs, Pittsburgh’s black community reported substantial 
progress by the late 1960s and early 1970s. Despite problems with 
the seniority system, compared to the interwar years, seniority pro-
visions of union contracts enabled rising numbers of black workers, 
especially black men, to retain their jobs and to reap the benefits of 
higher wages, pension plans, and vacation time. Black women and 
men continued to move away from general labor, domestic work, 
and personal service jobs into jobs in the clerical, sales, nursing, 
social work, and teaching arenas, supplemented by a small number 
of positions in middle-range administrative and managerial posts 
in education, health, industry, and government. In 1950, craftsmen, 
professional, and managerial jobs did not appear among the top ten 
jobs for black men in the city, but by 1970, they did. The change was 
even more dramatic for Pittsburgh’s black women, who increased 
their percentage of clerical workers from about 3 percent in 1950 to 
25 percent in 1970. Whereas professional positions did not appear 
among the top ten occupations of black women in 1950, nursing and 
teaching jobs took third and fourth place among all black women in 
the labor force in 1970.43 

The struggle for full citizenship and equal opportunities in 
Pittsburgh, as elsewhere, involved the ongoing participation of Afri-

Fig. 51. stokely Carmichael (Kwame Ture) speaking at ebenezer Baptist Church, March 1967. 2001.35.6808.
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can Americans in electoral politics. From the outset of the postwar 
years, state legislator Homer S. Brown pushed for passage of a state 
Fair Employment Practices (FEP) law, which finally passed in 1955. 
Like New York’s FEP law, the Pennsylvania version made it “un-
lawful for employers, employment agencies, or labor organizations 
to discriminate against a person in hiring, promotion or termina-
tion on the basis of his or her race, color, religion, national origin, 
or ancestry.” Two years earlier, under the leadership of Alma Ilery, 
president of the Housewives Guild, African Americans had already 
succeeded in gaining passage of a municipal FEP law. In 1958, Pitts-
burgh also passed a fair housing ordinance prohibiting discrimina-
tion in the “rental, sale, purchase or financing of residential housing 
because of race, color, religion, ancestry or national origin.”44

Pittsburgh maintained an at-large electoral system for city 
council until the late 1980s. Only a few blacks gained election un-
der the at-large system before the onset of the modern civil rights 
movement. Thereafter, however, African Americans regularly won 
election to seats on the Pittsburgh city council. In 1967, Louis Ma-
son, a former industrial relations secretary for the Urban League of 
Pittsburgh, obtained a seat on city council and remained there for 
the next ten years, including service as council president during the 
early 1970s.45 From the late 1950s through the late 1980s, however, 
the career of K. Leroy Irvis best reflected the impact of the mod-
ern black freedom movement on black electoral politics in Pitts-
burgh (fig. 28). In 1958, Irvis gained election to the state legislature 
from the Hill District on the Democratic Party ticket. In 1962, the 
Democrats elected Irvis chairman of the state Democratic Party 
caucus; majority whip in 1968; and speaker of the house in 1977. Ir-
vis’s legislative accomplishments (particularly “anti-slum” hous-
ing measures and low tuition fees for state-supported colleges and 
universities) benefited poor and working-class blacks and whites 
around the state and region. The Pittsburgh Courier described Irvis 
as “a citizen of the whole state and a Negro.”46

Before African Americans in Pittsburgh could fully establish 
themselves in the ranks of the city’s larger middle class, they faced 
the brutal onset of deindustrialization and the downside of the 
city’s extensive programs of urban redevelopment and economic 
restructuring. During the 1980s, U.S. Steel closed its huge Home-
stead, Duquesne, and McKeesport plants. In Pittsburgh, the compa-
ny’s old Jones and Laughlin Mill also closed its doors, leaving 17,500 
men and women jobless. The number employed in steel now stood 
at fewer than 4,000. Pittsburghers between the ages of twenty and 

thirty-nine left the city and region in growing numbers. Between 
1950 and 1970, Pittsburgh’s total population dropped from nearly 
700,000 to about 500,000. By 2000, fewer than 350,000 people lived 
within the city. Eric Webb, an award-winning poet and journalist, 
told the Post-Gazette that Pittsburgh was “a good place for white 
families” to raise their children, but for African American families 
“those opportunities aren’t there.”47 

During the 1970s, for the first time since the onset of the Great 
Migration, the city’s African American population declined; just as 
in the population at large, young people and highly educated, skilled, 
and professional people moved to surrounding suburbs or left the 
region altogether. Pittsburgh’s inner-city black population dropped 
from nearly 105,000 in 1970 to about 93,000 in 2000. In one fam-
ily, three sisters migrated, respectively, to Columbus, Ohio, Boston, 
and New York City, where they obtained employment as a chemis-
try teacher, education coordinator for the state parole board, and 
staffer for the Wall Street Journal. According to their mother, “They 
came home, couldn’t survive and moved on.” In 1986, attorney Jus-
tin L. Johnson, son of Pennsylvania Superior Court Judge Justin M. 
Johnson, returned to Pittsburgh after receiving his law degree from 
Harvard. By 1990, however, Johnson had moved to Atlanta, Geor-
gia. “Down here,” Johnson told the Wall Street Journal, “you see 
successful blacks, and you feel a sense of well-being and pride.”48

Although large numbers of young people left the city, most 
stayed and encountered the difficult task of building and in some 
cases rebuilding their own lives along with reconstructing the Af-
rican American community. In the Hill District, some black work-
ers took eight-to-ten-week crash courses to prepare for qualifying 
exams for apprenticeships in the building and construction trades. 
William Garner, an apprentice graduate of the International Broth-
erhood of Electrical Workers, described the personal sacrifices 
required to succeed in his field: “You have to commit five years of 
your life. . . . You have to work hard. You have to take the initiative to 
learn, to show up on time and to be dependable.” After losing her job 
at the U.S. Steel Corporation in Irwin, Lois Brown retrained for the 
field of social work. When Bobby J. Hunt lost his job at the U.S. Steel 
Homestead works in 1983, he went into business for himself, even-
tually opening beauty shops in Penn Hills, East Liberty, Downtown, 
and the city’s North Side. Hunt trained eighty black hair stylists in 
the city of Pittsburgh. “Most young blacks,” he said, “don’t even feel 
they are part of society. It’s very difficult for them. Some are so ener-
getic and talented, but they need help.”49 
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During the final two decades of the twentieth century, African 
Americans in Pittsburgh continued their quest for a viable place 
in the new economy, but it was a daunting battle. By 1990, about 
73 percent of Pittsburgh’s African American children lived in pov-
erty compared to 43 percent of whites. Black youth unemployment 
soared to nearly 50 percent or nearly three times the rate of white 
youth unemployment at 17 percent. In the wake of crack cocaine 
during the 1980s, drug wars broke out, and the black youth homi-
cide rate escalated. In the first eleven months of 1992, for example, 
in the age group between sixteen and thirty, black males accounted 
for twenty of twenty-four total victims killed by gunshot. In 1996, 
one black youth who grew up in a Pittsburgh public housing proj-
ect told the Post-Gazette, “There’s just not a lot of opportunity for 
people in my situation. . . . A lot of people I grew up with aren’t em-
ployed. They’ve had nickel and dime jobs. But there’s nothing that 
you can do for the rest of your life. There’s no careers, no jobs you 
can support a family on. It’s just about hopeless.” Nate Smith, who 
spearheaded the movement for construction jobs for blacks during 
the 1960s and early 1970s, also emphasized the importance of cre-
ating jobs for young people as the century came to a close: “An 18- 
or 19-year old kid would rather trade their gun for a job. But if they 
don’t have a job they’re going to have a gun, because they want to feel 
powerful. . . . They want to be able to buy something when they want 
to buy it, and they’re going to rob, steal and murder. But we could 
put a stop to that. All you do is give them a job.”50 Pittsburgh’s black 
community reflected nationwide changes in twentieth-century Af-
rican American history. In Pittsburgh and elsewhere, the second 
Great Migration represented a final stage in the transformation of 
African Americans from a predominantly rural southern people 
into a national black urban community. The phenomenon known 
as the second ghetto also characterized shifts in African Ameri-
can neighborhoods across the urban North and West. Most impor-
tant, however, the modern civil rights and black power movements 
linked urban blacks to a national network of culture, institutions, 
and politics.

Pittsburgh’s postwar African American community also dis-
played distinct characteristics. Whereas African Americans gained 
access to more diversified manufacturing economies in cities like 
New York, Philadelphia, and Chicago, black Pittsburgh faced the 
limitations of a largely single-industry economy. Dependence on 
steel made blacks more vulnerable to economic downturns and 
economic restructuring in Pittsburgh than elsewhere. Moreover, 
while blacks in midwestern cities such as Detroit, Cleveland, and 
Gary, Indiana, also depended on a narrow manufacturing base, they 
became majorities in their respective regions, occupied contigu-
ous neighborhoods, and exercised a greater impact on the political 
process than their Pittsburgh counterparts. In Pittsburgh, African 
Americans hovered around 25 to 30 percent of the total population 
and inhabited geographically dispersed neighborhoods. 

By the turn of the twenty-first century, with few exceptions, ma-
jority and near-majority black cities had elected African American 
mayors along with substantial numbers of state and federal legisla-
tors. Pittsburgh is yet to elect a black mayor or African American 
to the U.S. Congress. At the same time, while other cities, particu-
larly those on the East and West Coasts, attracted rising numbers 
of immigrants from Latin America, the Caribbean, Asia, and Africa, 
Pittsburgh attracted relatively few immigrants from countries out-
side of Europe.51 

Focusing on the period from roughly the mid-1930s through 
the mid-1970s, the photos of Teenie Harris illuminate the trans-
formation of American and African American urban life during the 
twentieth century. In some ways, even more so than other archival, 
newspaper, and oral history sources of knowledge, his photographs 
underscore both similarities and differences in black community 
life as the city made the transition from the industrial to the post-
industrial era. As a body of visual evidence, the Teenie Harris col-
lection underscores how Pittsburgh navigated barriers of color, age, 
class, sex, and gender. Most of all, however, his photos invite us to 
imagine, document, and create a more inclusive community than 
the one that prevailed during the Jim Crow era. 
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THe PrACTiCe oF everydAy liFe
Cheryl Finley

Photographic images of blacks by black photographers such 
as Harris functioned as visual testimony for their subjects, 
reflecting the explosion of creative endeavors that gave na-
tional prominence to everyday people as well as to the artists, 
educators, historians, and philosophers who were captured by 
their lenses.
—Deborah Willis

There may very well be a black person in Pittsburgh who 
hasn’t had his photo snapped by “Teenie” Harris, but that 
would more than likely be a black person in Pittsburgh who 
hasn’t had his picture taken at all.
—Sears Public Affairs series, He’s a Black Man! 

Charles “Teenie” Harris was the rare sort of photographic artist 
who came of age in the heyday of image-driven newspapers, pho-
tographically illustrated magazines, and storefront photography 
studios. A portrait of the photographer, collaged as if it were the 
cover of the black-owned Flash Newspicture Magazine, helps con-
textualize Harris and his contribution to American photography.1 
Captured in profile, the dapper Harris is shown in his characteris-
tic fedora, cocked upward ever so slightly, and a tailored three-piece 
suit, holding a camera with a large flash (fig. 52). As he stands on the 
cracked and weathered pavement of a car-lined city sidewalk, he 
holds in his left hand what is probably a light meter or small note-
book. It is a bright day in this somewhat overexposed image, and 
Harris is poised to embark upon another day of doing what he loved 
best, that is, walking the streets of Pittsburgh’s Hill District, re-
cording glimpses of everyday life and the people who gave it vitality, 
dignity, and purpose. His persistent and unrelenting observation of 
“the practice of everyday life”—to borrow from French sociologist 
Michel de Certeau—produced one of the most significant, focused, 
and voluminous archives of American photography in the mid-
twentieth century.2 

Photography mattered in Harris’s day for the way in which 
it told stories, instilled pride, countered stereotypes, and made 

people beautiful. This was especially true for black Pittsburghers, 
who constituted the vast majority of Harris’s clientele. These were 
the steel mill workers, beauticians, barbers, grocers, pharmacists, 
mechanics, nightclub owners and patrons, celebrities, ministers, 
civil rights activists, artists, athletes, and politicians who inhab-
ited Pittsburgh’s black enclaves of the Hill District and East End. 
As his photographs of daily activities clearly evidence, Harris was 
well aware that he was creating a lasting legacy, for he not only pho-
tographed the people who mattered, but he also documented the 
places that mattered to them. These nightclubs, small businesses, 

Fig. 52. “Teeny” harris collage, c. 1937–1939. Gelatin silver print and magazine clipping. 1996.90.37.
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churches, theaters, street corners, ballparks, and swimming pools 
where black Pittsburghers interacted served as lieux de memoire, 
or sites of memory, because their daily interactions there conferred 
meaning upon them. This quality of “dailiness,” as Linda Benedict-
Jones once noted, is one of the distinguishing characteristics of 
Harris’s unique photographic legacy and exceptional artistry; to-
gether with his unspoken visual politics of hope, it epitomizes an 
undeniable aesthetics of aspiration.3 This dailiness defined Harris’s 
own practice of everyday life, and it was achieved by his constant 
and uncompromising documentation of the people and places he 
loved.

Over time, Harris produced a mnemonic aesthetic that evolved 
to incorporate a series of places, poses, and people that were punc-
tuated by his frequent documentation of them. His photographs re-
veal changes to the community over time, including the demolition 
of important sites of memory, such as the Crawford Grill, and the 
brutal inevitability of urban renewal, such as the razing of many fix-
tures of the Hill that were near and dear to Harris to make way for 
Pittsburgh’s Civic Arena. Harris never discarded a negative, which, 
according to performance studies scholar Nicole Fleetwood, “was a 
deliberate act of preservation. Even if a negative was miscalculated 
or did not result in a legible print, he retained it, thus ensuring the 
Hill District’s place in black photographic history.”4 

Like August Wilson’s award-winning ten-cycle series of plays 
inspired by Pittsburgh’s Hill District, Harris’s archive makes that 
black working- and middle-class community come alive with vi-
brancy and decency. Harris’s photographs—and Wilson’s plays—
have that special local-global yin and yang; that is, their focus is 
black Pittsburgh, but the stories that they tell and the lessons that 
they teach have universal appeal for African Americans, and per-
haps all Americans. This widespread impact was achieved not only 
by the variety of subjects that Harris chose to document, but also 
by the way in which his photographs were disseminated: as local 
advertisements; in local, national, and international editions of the 
Pittsburgh Courier and Flash; and in patrons’ homes and businesses. 

What were the secrets of Harris’s artistry and how does his 
oeuvre relate to those of other American photographers? How do his 
photographs define and demonstrate what I have called an aesthet-
ics of aspiration and why is it important that we characterize them 
in this manner? Equally relevant is Harris’s passion for the routine, 
distinguished by the familiar dailiness of his work. How is he mak-
ing a unique statement about everyday life in America, and why is it 

crucial that we recognize it as such? Finally, how is the role of mem-
ory significant when considering Harris’s archive and aesthetic? A 
closer look, literally, at the photographer himself will begin to an-
swer these questions. 

Confidence in Portraiture

Charles “Teenie” Harris was a good-looking man: confident, self-
aware, proud. In a self-portrait made in the Harris Studio around 
1940, he strikes an attractive, three-quarter pose, his piercing, dark 
eyes locked on the camera’s lens (fig. 53). His penetrating gaze con-
nects you and me with him, even today. In this elegant yet revealing 
portrait, Harris is at the top of his game, in control of the technical 
and aesthetic aspects of the photographic medium. The light from 
the flash casts an even glow over his body, giving his skin a warm, 
velvety texture while highlighting the waves of his hair, the tip of 
his nose, and the bottom of his lip. Emanating behind him like a sun 
flare, additional light from the flash bounces off the wall to create 
a contrast that makes his lithe, athletic body seem sculpted and 
three-dimensional. Before the camera he is centered, solid, self-
made. The tiny details that make up his stylish appearance, includ-

Fig. 53. self-portrait in harris studio, c. 1940. 2001.35.3124.
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ing the expertly tailored three-piece, pinstriped suit, contrasting 
tie, and lapel pin were consciously chosen by the artist to be seen 
and admired, if not emulated. Mirroring and repeating triangles of 
his lapels, smile, inverted chevron-shaped mustache, nose, and coif-
fure complete the geometrical precision of this image, as if pointing 
to the inner coolness of the sitter himself. Charles “Teenie” Harris 
was fine man indeed.

The confidence that he exudes in this self-portrait is the same 
kind of infectious assurance we find in the sitters that he photo-
graphed in his studio, in the clubs, at the ballpark, and in front of 
their businesses (fig. 54). Some of his strongest portraits outside 
of the studio were taken after hours in the Crawford Grill of trust-
ing patrons dressed in the latest styles enjoying each other’s com-

pany. In the studio, his wartime portraits of military men dressed 
in uniform with their wives and girlfriends are exemplary of his 
sitters’ understanding of the importance of photography in preserv-
ing memory as well as the artist’s ability to command respect from 
members of the community (plate 28). 

A similar quality exists in the work of James VanDerZee, per-
haps the best-known Harlem portraitist, if not the most famous 
African American photographer of the twentieth century. VanDer-
Zee’s surviving photographs captured the burgeoning “New Negro” 
in formal portraits. Like Harris, he operated a storefront portrait 
studio in the heart of the black community, and boasted a brisk 
business from passersby from the late teens through the mid-1950s. 
Known for his elaborate nineteenth-century studio outfits and 

Fig. 54. Two men and two women, 
possibly including lola Givens 
on left, in the Continental Bar at 
Crawford Grill no. 1, c. 1945–1950. 
2001.35.33213.
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large-format camera, VanDerZee was especially fond of enhanc-
ing his portraits in the darkroom, creating montages, or draw-
ing directly on the negative to add another layer of meaning to his 
portraits of young couples or World War I servicemen. In fact, he 
opened his first studio, GGG Studio, in 1917, when the United States 
entered the war, and his business grew as a result of his portraits 
of soldiers. Some of these same servicemen returned to have their 
portraits made by VanDerZee following the war, such as Needham 
Roberts and Henry Johnson, who served valiantly as part of the all-
black 369th Infantry Regiment in the segregated U.S. Armed Forces 
(fig. 55). 

In Washington DC, the Scurlock Studio, whose portrait studio 
was on U Street in the black community, also made memorable war-

time portraits of servicemen as valuable mementos for their family 
members during World War I, World War II, and later U.S. conflicts. 
Established in 1907 by Addison Scurlock, this family-owned por-
trait studio captured the black bourgeoisie of Washington for three 
generations, well into the 1970s. While primarily studio portrait-
ists who worked with large-format cameras like VanDerZee, the 
Scurlocks also occupied the roles of staff photographers of the na-
tion’s premiere historically black university, Howard University, 
and their portraits of leading black scholars and intellectuals are 
unparalleled. 

Harris’s portraits are distinct from those of VanDerZee and 
the Scurlock Studio in a number of ways. Both VanDerZee and the 
Scurlocks used larger-format 8 x 10–inch cameras, and their back-
drops consisted early on of velvet curtains; tables with books and 
other formal, upscale objects; and accessories that marked their sit-
ters’ upper-middle-class and bourgeois backgrounds. Harris’s stu-
dio portraits, taken with his smaller 4 x 5–inch camera, were more 
straightforward, his setup and backdrops more minimal, consist-
ing of a few chairs and pieces of cut paper or cardboard in simple 
geometric shapes. More modernist in feeling, this setup tended to 
focus more tightly on the sitters themselves, with lighting and pho-
tographic techniques bringing out their qualities of personality or 
psychological attributes. Harris’s sitters were frequently working- 
and middle-class people from the neighborhood who either had ap-
pointments or walked into the storefront location. Although the 
Scurlocks had a storefront studio that was known to neighborhood 
residents as a place where they could have their likenesses kindly 
portrayed, the vast majority of their formal portraits were taken 
of university scholars and important dignitaries. Although Harris 
also photographed celebrities, they were often captured on location 
at the club, in the theater, or on stage, which created an unrivaled 
sense of intimacy. 

For Harris, and most successful photographic portrait artists, 
a bond of trust, a contract, is developed between him and his sitters. 
As Greg Lanier once noted about Harris, “There’s a reason that he 
had all the access that he did. People trusted him, and they knew 
they would be portrayed in a good light and not exploited.”5 This 
kind of trust between artist and sitter is clearly visible in Harris’s 
many photographs of Lena Horne. These performances of photo-
graphic portraiture and its underlying confidence helped advance 
Harris’s career when they were first published in Flash in 1938 and 
noticed subsequently by editors at the Pittsburgh Courier. Harris’s 

Fig. 55. James VanDerZee, World War i Veterans, c. 1930. Courtesy Donna Mussenden VanDerZee.
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photographs of Lena Horne are especially dear and admiring, and 
they did as much for his career in terms of showing his prowess as a 
photographic artist as they did for her image by capturing her in un-
conventional settings, including backstage at the Stanley Theatre 
or jubilantly cutting a cake with bandleader Billy Eckstine as they 
celebrated her return to Pittsburgh in 1944. Horne performed as a 
nightclub singer on the “chitlin’ circuit” around the country, some-
times appearing with Noble Sissle’s orchestra. She performed at the 
Loendi Club in Pittsburgh’s Hill District as early as the mid-1930s 
(fig. 56). 

In Harris’s recollection, Horne “was nice,” and he frequently 

“just snapped her picture because she was beautiful.”6 Indeed, his 
admiration for her is apparent in the series of dressing room pho-
tographs he took of her around 1944. In one, he captures her as she 
sits before a makeup mirror in her dressing room in a rare moment 
of contemplation, as if unaware of the presence of the photographer 
(fig. 57). This profile portrait of Horne is dramatically lit, brightly 
exposing her supple shoulder and back in the foreground, while 
shadowing her reflection in the mirror to reveal subtle, bright out-
lines of light that cast her face in three dimensions, suggesting the 
effect of a solarized photograph. A Western Union Telegram taped 
to the mirror hints at Horne’s growing national reputation at the 

Fig. 56. lena horne dancing with 
William “Woogie” harris in the 
loendi Club, February 1938. 
2001.35.5611.
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time. In another photograph from the same sitting, Harris shows 
the young Horne from the side as she fixes her hair (fig. 58). Brushes, 
combs, hairpins, creams and other implements of a beauty routine 
are laid out on the counter before her and reflected in the mirror. To-
gether with an 8 x 10–inch portrait of Horne visible to her left, these 
props seem to stand as confirmation of her attractiveness and sta-
tus. Photographs such as these are significant in Harris’s oeuvre, as 
their national distribution in black celebrity magazines and news-
papers also affirmed black America’s admiration for the starlet who, 
when she signed with MGM in 1943, became “the first black woman 
in American films to be fully glamorized, publicized, and promoted 
by her studio,” according to film historian Donald Bogle.7

One thing that distinguished Harris’s portraits of celebrities 
was their up-close-and-personal appeal, often shaped by the fa-
miliar, candid settings in which they appeared, such as behind the 

scenes or offstage. In one after-hours shot, he captured a laugh-
ing Louis Armstrong seated with Ann Baker and George Brown 
in a shiny leather booth at the Crawford Grill No. 1 (plate 32). In a 
rare backstage photograph of Duke Ellington at the piano, dancer 
Charles “Honi” Coles balances on top of the piano while Billy Stray-
horn looks on (plate 38). In works such as these, celebrities are at 
ease and away from the spotlight, which enabled them and Harris 
a certain amount of improvisation and experimentation, while em-
phasizing the particularity of his practice of everyday life. Other 
celebrity portraits in Harris’s archive are more formally posed, 
such as the portrait of Lionel Hampton waving from the stairs of a 
Trans World Airlines jet at the Allegheny County Airport (plate 36); 
or planned publicity shots of musicians Art Blakey, Horace Silver, 
Jon Morris, Skeets Talbot, Earl Mays, and Hank Mobley promoting 
their new albums on the Walt Harper radio show at WHOD (plate 

Fig. 57. lena horne reflected in mirror in dressing room at stanley Theatre, c. 1944. 2001.35.3123.

Fig. 58. (right) lena horne in dressing room at stanley Theatre, c. 1944. 2001.35.7169.
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64); or Josephine Baker receiving a symbolic award on one of her 
rare United States tours in 1951 (plate 55); or Eartha Kitt leaping 
through a poster to launch a self-help program sponsored by the 
Citizens Committee on Hill District Renewal (plate 89). Without a 
doubt, many of his staged or promotional celebrity photographs also 
had political significance.

Harris was especially well connected to the burgeoning jazz 
scene that flourished in Pittsburgh and around the country in the 
mid-twentieth century. His intimate portraits of jazz musicians 
including Nat “King” Cole, Dizzy Gillespie, Count Basie, and Sarah 
Vaughan, among others, form one of the highlights of the Teenie 
Harris Archive. These photographs are comparable to the celebrity 
portraits of jazz and blues musicians taken by the Hooks Brothers 
of Memphis in the early days of rhythm and blues and black radio. 
Hooks Brothers Photography was owned and operated by three 
generations of the same family from 1907 to 1970, and their docu-
mentation of the music scene in Memphis is unmatched (fig. 59). 
Started by Henry A. Hooks Sr., and his brother, Robert B. Hooks, the 
studio was located in the heart of the Memphis entertainment dis-
trict and the Memphis black community, boasting locations first on 
Main Street and later on Beale Street, one of the main arteries of the 
Memphis music scene.8 These photographs of jazz, blues, and soul 
musicians as well as radio personalities make up the larger part of 
the exhibits at the Memphis Blues Museum and the Stax Museum 
of American Soul Music. Like Harris, the Hooks Brothers also pho-
tographed many everyday events in the lives of black citizens in 
Memphis: weddings, funerals, social events, crime, and political ac-
tivism. Many of the nation’s top blues musicians got their start in 
Memphis and it also was a magnet for jazz entertainers who made 
frequent tours to the city. 

In many instances, Harris, like the Hooks Brothers, had more 
than one opportunity to photograph the same musician over a pe-
riod of years or visits, as with Lena Horne. Such was the case with 
Nat “King” Cole, whom Harris photographed candidly as he pre-
pared to take a ride in a car driven by the black-owned Owl Cab 
Company (plate 60) as well as when he was signing papers in a dis-
crimination suit against the Mayfair Hotel in Pittsburgh. In both 
images, he comes “across as a model gentleman: smooth, polished, 
soft-spoken, debonair, easing-going, urbane.”9 According to Debo-
rah Willis, “Cole . . . becomes the paragon of poise and charismatic 
talent, ‘looked up to’ even by his white peers.”10 The Owl Cab Com-
pany photograph, while seemingly mundane, is important in show-

ing how black entertainers patronized black businesses in order to 
travel from the Downtown whites-only clubs where they often per-
formed to the Hill for after-hours sets or overnight lodging. 

Beginnings

Harris was naturally attracted to people and photography. Through 
his family’s hotel business, Harris learned the secrets of the hos-
pitality trade early on in life and became accustomed to meeting 
people and making them feel at ease, if not at home. His outgoing 
personality, which many friends and admirers characterized as 
comforting, easy to be around, and kind, was fueled by the social cli-
mate of his upbringing and the demands of the family business. 

The Masio Hotel, owned by the Harris family, was a social hub 
of the Hill from about 1917 until 1933. A circa 1927–1933 image of 
Harris, possibly a self-portrait, outside of the hotel’s storefront 
window, advertising “the Masio Hotel and Indoor Golf,” shows its 
prominent sidewalk location and association with leisure and sport 
(fig. 6). Harris was a multitalented athlete, having played basketball 
semi-professionally and co-founded the Pittsburgh Crawfords. His 

Fig. 59. hooks Brothers, hooks Brothers school of Photography, Memphis, c. 1950. Courtesy Delta State University Archives.
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involvement as an organizer of that team would later earn him a 
reputation as a sports photographer. His group photographs of base-
ball players, tender portraits of renowned sports figures like Jackie 
Robinson, Joe Louis, and Muhammad Ali, and his candid shots of 
enthusiastic fans make up some of the most expressive images in 
the archive (plates 4, 20, 50, 86). 

With his athletic body and small stature, Harris maneuvered 
easily into tight spots to get the best shots, whether close up to en-
tertainers on the famed revolving, mirrored piano at the Crawford 
Grill (fig. 60) or from a bird’s-eye perspective observing Billy Eck-

stine and his orchestra as the bandleader took a moment to give 
direction to Sarah Vaughan (fig. 61). As a chauffeur for his brother 
Woogie’s numbers business, Harris befriended the people who made 
black Pittsburgh flourish economically, socially, and politically. By 
the time he was primed to open his own portrait studio with a gift of 
$350 from his brother, Harris had amassed a coterie of clients from 
his daily activities in the neighborhood. 

Harris’s love affair with black Pittsburgh was reciprocal. As 
a Sears Roebuck and Company public affairs brochure once pro-
claimed, Harris “has won many accolades for his work in photog-

Fig. 60. alyce Brooks playing mirrored piano in 
Continental Bar at Crawford Grill no. 1, c. 1945–1946. 
2001.35.5695.
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raphy, but by far the greatest accolade of all is the obvious love and 
respect he commands from black Pittsburghers from all walks of 
life.”11 His photographs of businesses that lined the streets of the 
Hill reinforced the vitality of black Pittsburgh. Harris’s constant 
documentation of business owners, often in front of their establish-
ments or at work, exemplified both Harris’s aesthetics of affirmation 
and his practice of everyday life and recall similar turn-of-the-
century works by the Scurlock Brothers in Washington DC, such 
as their photograph of the Underdown Delicatessen (fig. 62). The 
proud owners of this neighborhood grocery, which was just down 

the street from the Scurlock Studio, stand with the freshest produce 
perfectly arrayed; the lettering on the plate-glass window and on 
various products for sale announce this establishment as a place of 
pride in the community. Harris’s portraits of successful black busi-
nesses in Pittsburgh include those of a woman standing outside of 
the Rosebud Beauty Salon at 45 Logan Street (plate 13), William 
W. Goode posing in front of his Goode Pharmacy at 1303 Wylie Av-
enue (fig. 63), and a woman standing outside of Kay’s Valet Shoppe 
(plate 11). These images also share similar compositional qualities 
with some of the storefronts that Berenice Abbott photographed for 

Fig. 61. Billy eckstine orchestra 
performing on stage, including 
sarah Vaughan and Billy eckstine, 
lucky Thompson, Charlie Parker, 
Bob “Junior” Williams, leo Parker, 
Charlie rouse, Dizzy Gillespie, 
Marion “Boonie” hazel, howard 
McGhee, howard scott, Jerry 
Valentine, Taswell Baird, linton 
Garner, art Blakey, and Connie 
Wainwright, in aragon Ballroom, 
august 1944. 2001.35.9183.
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her acclaimed documentary project Changing New York, funded by 
the Federal Art Project from 1935 to 1939. Her photographs of Blos-
som Restaurant, 103 Bowery (1935) and A. Zito Bakery (1937) are 
examples of the ways in which Abbott sought to document many of 
the businesses, buildings, and byways of old New York that the art-
ist saw disappearing as the city shed its nineteenth-century indus-
trial shell.12 Like the Scurlocks’ and Harris’s photographs, many of 
Abbott’s images are rich with graphically enticing signage, classic 
storefront architecture, and individuals posed in front of them—of-
ten the proud owners of small businesses in disappearing ethnic 
enclaves. Notable as well in this genre is a 1939 image from Aaron 
Siskind’s Harlem Document, which shows the owner of Our Own 
Community Grocery and Delicatessen standing proudly in front of 
his store (fig. 64). 

One of Harris’s earliest, yet oddest, photographs shows a group 
of African American visitors to the Sinclair Oil Company dinosaur 
exhibit at the 1933–1934 Chicago World’s Fair (fig. 65). This slightly 
overexposed image has a strangeness about it, as the neatly dressed 

Fig. 62. addison n. scurlock, underdown Delicatessen, c. 1904. Scurlock Studio Records, ca. 1905–1994, Archives Center, National 
Museum of American History, Smithsonian Institution.

Fig. 63. William W. Goode standing outside his Goode Pharmacy, 1303 Wylie avenue, hill District, october 1942. 
2001.35.8933.

Fig. 64. aaron siskind, harlem Document 18, 1939. Studio Museum in Harlem. Gift of Barbara Doty in partnership with 
Robert Mann Gallery, 02.12.19.
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Fig. 65. Visitors, including Betty harris in 
center, in sinclair oil Company dinosaur 
exhibit at 1933–1934 Chicago World’s Fair, 
september 1934. 2001.35.3027.

Fig. 66. addison n. scurlock, suburban 
Gardens amusement Park, c. 1920s. 
Scurlock Studio Records, ca. 1905–1994. 
Archives Center, National Museum of American 
History, Smithsonian Institution.
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visitors calmly mingle in groups amid the enormous, overarch-
ing model dinosaurs surrounding them. Both the visitors and the 
dinosaurs appear staged, if not fake; and while still and quiet, the 
image itself possesses a quality of performance that reenacts the 
pleasures of leisure, class, and entitlement. Whether consciously 
or unconsciously, this image makes an important corrective state-
ment considering the display and reification of black stereotypes 
at the fair, where Anna Robinson was hired by the Quaker Oats 
Company, owners of Aunt Jemima Pancake Mix, to play the part of 
the pancake-flipping Aunt Jemima, reinforcing the Mamie stereo-
type.13 Harris’s photograph tries to shatter this persistent stereo-
type, demonstrating that black families might be welcomed tourists 
engaging in leisure activities, not simply laborers in a promotional 
exhibit. Indeed, pictured in his strange photograph of people and 
model dinosaurs are his family members, and this image does, in 
fact, show his middle-class family on a rare outing outside of Pitts-
burgh. The Scurlocks also made striking images of family outings at 
the black-owned Suburban Gardens in northeast Washington in the 
1920s, exposing the segregated nature of leisure and tourism in our 
nation’s capital in the early twentieth century (fig. 66). 

It is worth noting that Harris rarely ventured outside of his na-
tive Pittsburgh, or its African American enclaves, for leisure or on 
assignment. Yet this simple fact enables another, perhaps sharper, 
perspective on why the practice of everyday life mattered so much 
to him as an artist and how his photographs of everyday life make 
a distinctive statement.14 It appears that Harris preferred to travel 
by car, or train if some distance was involved, and he didn’t care 
much for boats or planes.15 One with a twenty-first-century per-
spective might surmise that Harris was a homebody, or that he had 
a somewhat circumscribed cognitive map, only encompassing the 
Hill, Homewood, East Liberty, and the North Side. But this conclu-
sion could not be further from the truth. Rather, he grew up in an 
era when black movement around the city of Pittsburgh was indeed 
limited to certain neighborhoods, businesses, and leisure outlets. 
This began to change only in the middle of the twentieth century, es-
pecially with the ensuing civil rights movement and the population 
shifts spurred by urban renewal and neighborhood redevelopment. 

But more to the point, everyone and everything that was of in-
terest to Harris was in Pittsburgh or came to Pittsburgh, especially 
during the heyday of his career from roughly 1938 to 1975. One 
didn’t have to go to Hollywood to photograph stars like Ethel Waters 
or Nat “King” Cole, or to New York to hear Duke Ellington (fig. 67) or 
Sarah Vaughan. One didn’t have to travel to Washington DC to see 
future presidents Eisenhower, Kennedy (plate 85) or Nixon (plate 
82) or to meet civil rights leaders like Jesse Jackson, Martin Luther 
King Jr., Adam Clayton Powell Jr., or Julian Bond. One didn’t have 
to travel to the South to capture civil rights protests, to Chicago 
to document derelict housing conditions and corrupt landlords, or 
to Harlem to record a thriving black community. All of these peo-
ple and things were right in Pittsburgh in the neighborhoods and 
communities that Harris knew, photographed, and loved. As Edna 
McKenzie, reporter at the Pittsburgh Courier noted, “Teenie and 
his camera had something special to capture almost every day be-
cause our town was a Mecca for the great personalities.”16 

Put another way, it seemed that Harris felt as if he might miss 
something noteworthy—or mundane—if he accepted assignments 
that might take him away from Pittsburgh for too long. These jobs, 
instead, he delegated to an assistant, when one was available. Har-
ris was a hard-working man. Behind the camera, he was a one-man 
operation and seemed to enjoy working that way.17 Working by him-
self demanded routine, and that routine, in turn, produced a meth-
odology of repetition, the mnemonic aesthetic I referred to earlier, 

Fig. 67. Duke ellington signing autographs in a crowd, including Marverine and Blanche Cathcart, c. 1946–1947. 2001.35.3182.
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that enabled Harris to count on his memory and that of his sitters; 
this may account for the fact that many of his images and negatives 
are not titled or identified in a consistent manner. His round-the-
clock routine emulated his city’s clockwork pace, which was heav-
ily tied to the factory, further distinguishing the everyday quality of 
Harris’s aesthetic. 

Flash!

As a one-person operation, the word “Flash!” epitomized the speed 
at which Harris often worked. A survey of portraits of the photog-
rapher on the job reveals that he had a particular look, a uniform, 
if you will, that emphasized professionalism, class, integrity, and 
know-how. His wasn’t an unfamiliar look. Rather, it was deliberate, 
studied, calculated, and effective. Anyone who saw him wearing his 
three-piece pinstriped suit, overcoat, fedora, and camera bag knew 
that he meant serious business when they caught a glimpse of his 
camera in his right hand with its large, shiny flash. Harris’s look 
was that of a classic newspaperman of the glory days of the press in 
the 1930s and 1940s, popularized by actors like Cary Grant in His 
Girl Friday (1940) and other Hollywood films. But there is more to 
glean from that gigantic flash. Not only did it complete the finish-
ing touch of his “uniform,” it also provides literal and technical im-
port for understanding Harris and his work. As we know, his first 
photographs were published in Flash Newspicture Magazine in 
1937. But he also named his first studio “Flash,” and a photograph 
of Harris in front of the Flash circulation office on Centre Avenue 
shows him proudly owning up to the name with the flash as prop 
tying him to the business (fig. 68). Technically speaking, the flash 
not only illuminated his subjects, but was also a key element of 
his aesthetic. Photographs taken indoors were almost always illu-
minated with a bright flash that Harris rarely softened or varied. 
This lent an overall evenness of tone to much of his indoor night-
time photography, one that mutes the contrasts, flattens the highs 
and the lows, opening up a wider spectrum of gray than normal. One 
of the things that Harris was aiming for with this technique was to 
ensure that the scene and its sitters were fully illuminated. For far 
too long, Harris had been dismayed by photographs of black people 
in the mainstream press that lacked definition and were literally 
“blacked out” by high contrast, and never corrected with lower lev-
els of contrast or more brightness. According to his son, Charles A. 
Harris, one of his father’s aims as an artist was to reverse that 
trend.18 And by wearing the symbol that meant definition, clarity, 

brightness, reflection, and integrity—that is, the flash itself—Har-
ris flaunted his abilities on his daily beat, guaranteeing that black 
Pittsburgh would never be in the dark or left in the shadows. Rather, 
shadows created by the hard-to-control bounce of the flash served 
to amplify his sitters, to double them, as if reminding them of their 
importance, of their being there, as a memory marker. Akin to au-
dio reverb, the shadows provide evidence of the persistence of the 
image (memory) in a particular space after the original subject is 

Fig. 68. unknown photographer, Charles “Teenie” harris in front of Flash circulation office, hill District, c. 1937. Gelatin silver 
print. 1996.90.4.
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Fig. 69. Children at cotton candy booth, possibly at Westview Park, c. 1945. 2001.35.3146.
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Fig. 70. Photo Tricks and effects by Jacob Deschin 
(Chicago: Ziff-Davis Publishing Company, 1941), and 
Filters and Their uses by W. Bradford shank 
(Chicago: Ziff-Davis Publishing Company, 1939).

Fig. 71. Girl reading comic book in newsstand, 1947. 2001.35.3149.

long gone. Several of his classic portraits of patrons of the Crawford 
Grill—crowded in booths, sipping drinks at the bar, or conversing 
over a table—brightly and evenly illuminate the subjects and their 
kinetic attraction to one another. Yet sometimes a lingering shadow 
doubles the figures in the image. Other photographs, like his prize-
winning portrait of eager children in front of a cotton candy stand, 
show Harris’s ability with the flash and his knack at photographing 
children at their happiest moments (fig. 69).19

Harris was constantly exposed to and sought out photographi-
cally illustrated magazines and guides to stay abreast of the latest 

pictorial trends and techniques. He owned a series of technical 
books on photography published in 1939 and 1940 that included 
titles like Photo Tricks and Effects; Tricks for Camera Owners; and 
Filters and Their Uses (fig. 70). His intimate photograph of a little 
girl and her dog in a newsstand surrounded by comic, detective, and 
photographically illustrated magazines may serve as a metaphor for 
Harris himself (fig. 71). The little girl is so immersed in the comic 
book she reads that her small dog appears to have fallen asleep on 
her lap. The bold covers of magazines in the foreground beckon 
viewers to open their pages to discover the latest plot, the newest 
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hairstyle, the hottest gossip. These kinds of magazines also boasted 
daring layouts and innovative graphic design. Harris routinely pe-
rused the pages of Life, U.S. Camera Annual, and “Anything I could 
see where I could take a picture, that I thought I got an idea of the 
pictures. I changed it around and made my picture. That’s what I 
did.”20 Thus, he not only looked to popular photographically illus-
trated magazines for possible outlets to publish his work, he also 
sought them as guides for staging his own photographs, reading 
their visual cues as he crafted and refined his particular aesthetic.

It is very likely, then, that Harris would have seen the work of 
photographers who famously defined photojournalism, portraiture, 
and art photography in the 1930s, 1940s, 1950s, and 1960s, including 
W. Eugene Smith, Berenice Abbott, Roy DeCarava, Richard Saun-
ders, Esther Bubley, Gordon Parks, and Robert Frank.21 In addition 
to having their photographs appear on the pages of Life, Look, For-
tune, Ebony, and the Saturday Evening Post, many of these artists 
contributed to the new wave of photographically illustrated books 
published between 1937 and 1960, which further helped define a 
particularly American brand of social documentary photography at 
midcentury. Notable among these books, which combined texts and 
captions by acclaimed novelists, were You Have Seen Their Faces 
by Margaret Bourke-White and Erskine Caldwell (1937); Changing 
New York by Berenice Abbott and Elizabeth McCausland (1939); 12 

Million Black Voices by Richard Wright and Edwin Rosskam (1941); 
Let Us Now Praise Famous Men by James Agee and Walker Evans 
(1941); The Sweet Flypaper of Life by Langston Hughes and Roy De-
Carava (1955); and The Americans by Robert Frank with an intro-
duction by Jack Kerouac (1959). Most of the photographs published 
in 12 Million Black Voices and Let Us Now Praise Famous Men were 
drawn from the more than 270,000 negatives produced by the Farm 
Security Administration (FSA) project under the direction of Roy 
Stryker from 1935 to 1942. This renowned New Deal–era project, 
which sought to provide photographic evidence that thousands of 
Americans were living in poverty and in need of government assis-
tance, elevated social documentary photography to a new level of 
appreciation, if not an art form. As Stryker once noted, “The photo-
graph helps us to see, to concentrate upon the object itself, and for 
these reasons is one of the most effective media we have to inform 
and educate in a society as large and complex and difficult to expe-
rience at first hand as ours.”22 Arthur Rothstein’s striking portrait 
of a young black steelworker, who confidently stares directly at the 
camera, opens the last chapter of 12 Million Black Voices, aptly titled 
“Men in the Making” (fig. 72).23

Dispatches from the Hill and Beyond:  
The Influence of the Pittsburgh Courier

Harris joined the Pittsburgh Courier in 1938, starting as a freelancer. 
He credited John Taylor of the Courier with teaching him how to 
take pictures, although he had been making serious photographs 
since about the age of eighteen.24 His pictures of businesses, pa-
trons, and owners in the Hill District and Homewood told stories of 
successful middle- and working-class black residents in Pittsburgh 
that highlighted the city as a place for black families to live and 
prosper. The newspaper rose to prominence under editor-in-chief 
Robert L. Vann in the mid- to late 1930s in part due to popular Cou-
rier campaigns, like the Double-V campaign (which sought victory 
for the armed forces abroad while demanding equality for blacks at 
home), and numerous illustrated news stories that, together with 
advertisements for housing and employment opportunities, encour-
aged black migration from the South to cities like Chicago, Los An-
geles, Detroit, and Pittsburgh. Jobs in manufacturing were plentiful 
in these cities as the demands of the war effort became stronger and 
the defense industry became desegregated.25 Courier initiatives like 
these ultimately created nationwide trends responsible for large 
population shifts and sweeping political activism. 

Fig. 72. arthur rothstein, 
steelworker, Pennsylvania, c. 1941. 
Courtesy Prints and Photographs 
Division, Library of Congress, 
Washington, DC, FSA Collection.
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Of course, photography played a large part in promoting the 
Courier’s social and political agenda, and Harris’s work stood out 
in that regard. According to longtime Courier editor Frank Bolden, 
Harris “always had a news story in that camera.”26 By the early 
1940s, good journalistic photographs that could tell compelling 
stories became the standard of any successful newspaper in the 
country. Harris not only boasted a steady portrait business from 
departing and returning soldiers and their brides, but he also was 
assigned to photograph a black regiment in training at Fort Bragg, 
and his snapshots of soldiers saluting the Double V were published 
frequently in the Courier.

By the mid-1940s, the newspaper had reached its height in cir-
culation with fourteen national editions, as well as international 
editions for sites of intellectual, political, and artistic activity in the 
black diasporic world, such as Africa, the Caribbean, and the Phil-
ippines. The stories of brewing African and Caribbean liberation 
movements fueled the growing civil rights movement in the United 

States. Photographic portraits by Seydou Keita and Malick Sidibe of 
Mali exemplified the burgeoning African modernism and growing 
postcolonial consciousness at midcentury. Their images of middle- 
class citizens posing in vibrant studio settings or their candid shots 
of nightclub patrons dancing to the popular, driving, rhythmic 
sounds of West African High Life became bold visual statements of 
the era  (fig. 73). Similarly, Harris’s studio portraits of young couples 
or his bright and energetic images of nightclub patrons dancing at 
the Crawford Grill and other Hill area establishments (fig. 42) told 
stories of African Americans’ growing sense of empowerment and 
pride. News of African American protests against lynching or con-
tinuing restrictions upon their civil liberties published in various 
international Courier editions reciprocally had an awakening influ-
ence on blacks living under colonial rule in Africa and in the Carib-
bean; such coverage included, for example, Harris’s photograph of 
finely dressed women picketing the discriminatory hiring practices 
of Isaly’s in the mid-1950s (fig. 46). Begun by the New Negro Alli-

Fig. 73. Malick sidibe, look at Me!, 1962. CAAC Collection, Geneva. Courtesy Jack Shainman Gallery, New York, New York . Fig. 74. scurlock studio, Peoples Drug Demonstration, c. 1938–1939. Scurlock Studio Records, ca. 1905–1994. Archives 
Center, National Museum of American History, Smithsonian Institution.
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ance (NNA) in the nation’s capital in 1933, the “Don’t buy where you 
can’t work” grassroots campaigns became a popular form of pro-
test aimed at garnering both economic and racial equality in cities 
across the nation. The Scurlock Studio documented the NNA’s thir-
teen-month protest against the white-owned People’s Drug Store on 
U Street in 1938–1939 (fig. 74). 

In seeming contrast to pictures of protest, empowerment, or 
amusement, there are also images in the Harris archive of people 
living in substandard conditions (fig. 75). These images were used 
to document Courier stories that sought to expose examples of sub-
standard housing or absentee landlords who didn’t provide safe, 

clean living conditions. They can be interpreted as a form of pro-
test image, too, taken by Harris as evidence of injustices in hous-
ing standards in some of Pittsburgh’s oldest neighborhoods, which, 
like those of other cities in the 1940s, were becoming overcrowded 
with southern migrants in search of industrial jobs. These kinds of 
pictures proliferated in the mainstream press during the interwar 
years leading up to Harris’s start in photography. Stark images by 
Russell Lee of black migrants living in poverty in urban areas such 
as Chicago were published widely by the FSA. Images like Lee’s 
Family on Relief, Chicago (fig. 76) expose the depravity of the cir-
cumstance, as the eyes of the subjects betray a lack of trust in gov-

Fig. 75. lillie Copeland and her 
family, 2919 Penn avenue, 
strip District, March 1951. 
2001.35.6494.
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Fig. 76. russell lee, Family on relief, Chicago, 1941. Courtesy Prints and 
Photographs Division, Library of Congress, Washington DC, FSA Collection.

Fig. 77. Gordon Parks, ella Watson with her Grandchildren, august 1942. 
Courtesy Prints and Photographs Division, Library of Congress, Washington DC, 
FSA Collection.
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ernment promises of better jobs and housing. The award-winning 
Life photo essay by Gordon Parks about the Fontenelle family and 
poverty in Harlem (1967) brought to a wider American public the 
tragedy of poverty in the country’s inner city and the need for pri-
vate and civic intervention. In contrast to the family photographs 
by Lee and Harris, the images Parks took of Ella Watson and her 
family, shot during his tenure with the FSA in 1942, offer a glim-
mer of hope and a means of escaping the cycle of poverty (fig. 77). 
Watson, the matriarch of the three generations depicted here, cares 
for her grandchildren as her daughter, whose reflection is visible 
through the mirror, sits on a nearby bed, suggesting cramped quar-
ters. Yet the open door in the back of the kitchen, the mirror, and the 
family photograph on the chest of drawers make the physical sur-

roundings appear larger than they are and offer portals to the past 
and gateways to the future. The hopeful expression on the face of 
Watson’s daughter combined with the pride that Watson emanates 
in the presence of her grandchildren suggests a brighter tomorrow. 
His photograph poignantly exemplifies the quiet strength of this 
single black mother as she cares for her family. Parks’s most cele-
brated image, American Gothic, of a disillusioned Watson posed be-
fore the American flag holding a broom and a mop, comes from the 
same series. 

The photographs that Harris took for the Courier likewise chal-
lenged perceptions and worked against news stories about crime 
or other social ills. As Bolden explained of the Courier’s unspoken 
editorial policy, “We showed the productive side of our people. We 

Fig. 78. Weegee (arthur Fellig), suspect Weapon, 1942. Courtesy International Center of Photography/Getty Images. Fig. 79. Detectives examining body of arizona simms in hill Tavern, hill District, april 28, 1958. 2001.35.3081.
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covered robberies, but I always ran them on the inside pages.”27 
Harris was called in to cover murders and unexpected tragedies. 
His shocking photographs of bloodied murder victims recall the 
work of famed crime photographer Weegee (Arthur Fellig), whose 
remarkable body of work depicting New York’s underbelly was shot 
at night with harsh flash photography, which further emphasized 
the grittiness of the crime scenes (fig. 78). In Harris’s crime scene 
photographs, as in Weegee’s, there was a certain allure to shoot-
ing at night. The bright flash cast dark shadows that amplified the 
presence of the figures that they paralleled. Harris’s photograph 
of detectives examining the body of a murder victim in a bar looks 
like a production still from a popular 1950s film noir. The photog-
rapher’s position is close and low to the ground in order to capture 

Fig. 80. John Davis after being beaten by police officer Dan McTague, in his home at 1303 Wylie avenue, hill 
District, august 1951. 2001.35.3895.

the victim’s body with feet crossed and encircled in police chalk, 
surrounded by the shadowy figures of detectives wearing light 
suits, slim dark ties, and fedoras (fig. 79). But aside from their dark 
appeal as crime photographs, Harris’s work in this genre is signifi-
cant for the way in which it illuminates the racial politics of polic-
ing in Pittsburgh at midcentury. One example of this point is his 
portrait of the bandaged and bloodied John Davis, who was brutally 
beaten by white patrolman “Dan” McTague in an apparently unpro-
voked incident at an after-hours club in 1951 (fig. 80). According to 
the Courier, Davis lost several teeth and sustained head injuries as 
well as abdominal lacerations, which Harris’s photographs confirm. 
Between the lines, the article also suggests an attempted cover-up: 
Davis was booked as a vagrant, although he had a residence and was 

Fig. 81. aaron siskind, harlem nightclub Dancers, 1936. George Eastman House, International Museum of Photography 
and Film. Courtesy Silverstein Gallery.
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not known to be a beggar, and medical treatment was withheld for 
some time. 

Both Harris and Weegee regularly photographed the lighter 
side of urban nightlife, and their photographs of dancers and con-
certgoers are some of the most expressive of the genre.28 Harris’s 
over-the-shoulder view of a dancer onstage (plate 66), for instance, 
captures the interaction of performer and audience even more inti-
mately than Aaron Siskind’s view of dancers in Harlem (fig. 81). In 
their playfulness and performance, they seem to provide almost a 
form of respite from the drama of crime photography or the harsh 
reality of social documentary photography. 

Photographing Pittsburgh

Since the turn of the twentieth century, Pittsburgh has been the fo-
cus of rich and constant photographic documentation. Four monu-
mental projects characterize how photography has given historical 
perspective and insight into the great steel city and its inhabitants. 
These include a large-scale sociological examination that harnessed 
the talents of reform-era photographers; a civic/corporate partner-
ship that used photography to promote the city’s rebirth; an exhaus-
tive personal portrait of the city by documentary photographer 
W. Eugene Smith; and Harris’s own archive, which proudly pre-
served a record of Pittsburgh’s black neighborhoods and citizens. 

The Pittsburgh Survey, a sociological study of the city funded 
by the Russell Sage Foundation of New York in 1907, provided the 
earliest and most thorough analysis of urban conditions in the 
United States, focusing on the social and environmental woes of in-
dustrial America that threatened its working-class citizens, many 
of them late nineteenth-century immigrants from Eastern and 
Southern Europe.29 Lewis W. Hine, a trained sociologist who taught 
his students at the Ethical Culture School in New York to use pho-
tography in their studies, was hired as the lead photographer for the 
Pittsburgh Survey (fig. 82). Completed in 1909, the Pittsburgh Sur-
vey became a landmark of the Progressive Era, and reformers hoped 
that Hine’s images and the data collected by other investigators 
would favorably influence policymaking, both civic and corporate, 
in Pittsburgh and other centers of heavy industry in the nation. 

In 1950, the Allegheny Conference on Community Develop-
ment commissioned Roy Stryker to conduct a photographic sur-
vey of Pittsburgh’s so-called rebirth. This mid-twentieth-century 
renaissance, spearheaded by civic and corporate concerns, ad-
dressed longstanding environmental ills by embarking on a mas-

sive cleanup of the mills and factories to symbolize a brighter 
Pittsburgh rising to greater heights in the postwar era. The demoli-
tion of substandard housing in the Hill and other black and ethnic 
neighborhoods was part of this plan, which massively reordered the 
urban infrastructure and ushered in the construction of Downtown 
office towers and the Civic Arena. Ironically though, these urban 
development initiatives also depleted the character and vitality of 
the community enclaves that Harris loved to photograph. Stryker, 
who was just finishing a documentary photography project for the 
Standard Oil Company of New Jersey (1942–1950), hired many of 
the photographers who worked with him over the years to come to 
Pittsburgh, including Esther Bubley, Arnold Eagle, Sol Libsohn, 
Russell Lee, Elliott Erwitt, Clyde Hare, and Richard Saunders. The 

Fig. 82. lewis hine, evensong: house of slovak steel Workers near Pittsburgh, 1908. Gelatin silver print. Carnegie 
Museum of Art, Second Century Acquisition Fund, 2007.61.
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clear, empathetic approach of these photographers to their subjects 
characterized a particularly American vision at midcentury, and 
these images were used in exhibitions, newspaper stories, and pop-
ular photographically illustrated magazines to promote the ACCD’s 
rebranding of Pittsburgh, its neighborhoods, and its people.30 

By 1953, Stryker’s group had created an archive of over 30,000 
images, which became known as the Pittsburgh Photographic Li-
brary (PPL). Most of the photographers used large-format cameras 
and controlled lighting to create pictures “with utmost visibility 
and sharpness of focus,” according to photography historian Alan 
Trachtenberg, that “convey a sense of quiet, of distance and de-
tachment and undisturbed emotion.”31 Such was the case with 
the work of Esther Bubley, whose photograph of an art class at the 
Irene Kaufmann Settlement House subtly contrasts young Afri-
can American boys at their easels with the white marble busts of 
classical sculpture in the sun-washed window behind them (fig. 
83). Harris recorded similar moments of quiet contemplation, es-
pecially in his images of children (fig. 84). Bubley and Harris also 

Fig. 84. Boy scouts with pencils and paper on street corner, c. 1945. 2001.35.3139.

Fig. 83. esther Bubley, art Class at irene Kaufmann settlement house, June 1950. Carnegie Library of Pittsburgh.

Fig. 85. lifeguard teaching boy to swim, with Thomas strawder and Thomas McDaniels to left, in highland Park 
Pool, 1951. 2001.35.3073.
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both demonstrated the strides made in integration, especially in the 
area of aquatic sports. Focusing again on the activities of the Irene 
Kaufmann Settlement House, Bubley made a close-up, poolside 
photograph of a black instructor teaching a young white boy how 
to swim in 1950.32 Similarly, Harris photographed a black lifeguard 
teaching a young white boy to swim at the Highland Park Pool a year 
later (fig. 85). Although it is not known whether Harris directly saw 
the PPL or met with any of its photographers, given the considerable 
publicity of the PPL between 1950 and 1954, it is not unreasonable 
to think those things may have occurred.

Although initial plans for the PPL intended to employ local pho-
tographers, little evidence suggests that these plans were executed. 
Stryker did hire two native Pittsburghers for the project, but he 
had met them through connections in New York and Washington. 
Stryker also hired Richard Saunders, an immigrant from Bermuda, 
who had interviewed to work for him on the Standard Oil project. 
Saunders, who knew Gordon Parks through his studies at the New 
School for Social Research in New York, came to Pittsburgh specifi-

cally to photograph in the Hill in early 1951. His initial efforts were 
thwarted when neighborhood residents, who recognized him as an 
outsider, reported him to police. The sight of the tall Saunders car-
rying his large-format-view camera contrasted with what residents 
of the Hill were accustomed to—the familiar, shorter Harris walk-
ing the streets with his smaller Speed Graphic. To ensure his ability 
to work, Saunders went to the offices of the Courier to explain his 
presence in the neighborhood and asked them to do a story on him.33 
One wonders, of course, if Harris ever met Saunders or if their paths 
ever crossed on the streets of the Hill. It is also tempting to specu-
late how the images in the PPL might look different had Harris been 
employed as one of the photographers, especially considering his 
knowledge of Pittsburgh’s black enclaves and his vision, insight, 
and connections. 

Among Saunders’s published photographs in the book Witness 
to the Fifties, many are comparable to the work of Harris, yet quite 
different in composition and feeling. This could be due to Saun-
ders’s “outsider” status, his uneasiness with the social inequalities 

Fig. 86. richard saunders, saturday Matinee at the new 
Granada Theater, Centre avenue, hill District, april 1951. 
Carnegie Library of Pittsburgh.
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evident in the Hill, or his use of a larger camera. Two of his nota-
ble works from the 3,000 negatives he made during his six months 
in the Hill include his photograph of children waiting in line at the 
New Granada Theatre on Centre Avenue (fig. 86) and his candid por-
trayal of worshipers at a Sunday afternoon church service.34 In the 
first image, Saunders manages to capture a moment of eager excite-
ment in the faces of the children lined up in profile akin to Harris’s 
photograph of children at the cotton candy stand (fig. 69).35 Harris 
frequently photographed religious congregations, gatherings and 
events in the Hill. But unlike the removed and awkward feeling of 
Saunders’s Sunday afternoon church photograph, Harris’s images 
of baptisms, weddings and worshipers seem to reveal the feeling of 
an insider status (plate 94).

In March 1955, W. Eugene Smith accepted a freelance commis-
sion from the historian Stefan Lorant, who had been hired by com-
mercial and civic interests to edit a book celebrating Pittsburgh’s 
bicentennial. It was Smith’s first commission after leaving a nearly 
twenty-year staff position at Life magazine to join the Magnum Pic-
ture Agency in 1955. The Pittsburgh Project became an obsession 
for the perfectionist Smith, who took three years to complete an as-
signment that was meant to last only three months and produced 
more than 17,000 negatives. Alan Trachtenberg contrasted the PPL 
to Smith’s work this way: “Smith’s small-format Pittsburgh pictures 
made a year or two after the Stryker project seem by contrast like 
molten emotion poured from an open cauldron.”36 Eighty-eight of 
Smith’s negatives were published in a layout designed by Smith for 
Photography Annual 1959 with the title “Labyrinthian Walk” (and 
subtitled “Pittsburgh: W. Eugene Smith’s Monumental Poem to 
a City”). While a handful of his insightful images were ultimately 
published in Lorant’s Pittsburgh in 1964, Smith struggled unsuc-
cessfully for years to have more of his photographs from the project 
published as a monograph.

Smith’s work was distinguished by a particular fascination 
with street signs. For example, his photograph of a young African 
American boy who has climbed up a sign marking the intersection 
of Pride and Colwell Streets highlights the pervasiveness of ur-
ban redevelopment at that time (fig. 87). Other photographs show 
Smith’s quirky, unique vision, including his striking image of the 
blackened face of a white steelworker wearing goggles and a photo-
graph of black children watching a clown in a parade.37 All of these 
images stress the seeming tension between black and white during 

Fig. 87. W. eugene smith, Children Playing at Colwell and Pride streets, hill District, 1955–1957. Carnegie Museum of Art, Gift of 
Carnegie Library of Pittsburgh, 82.32.303 .
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this era, a tension that is visible, too, in the extreme contrast in his 
prints. This can be seen in his beautiful profile portrait of a black 
steelworker, who appears to be on break, wearing his protective 
goggles on his forehead. Taken at close range, Smith captures the 
contemplative mood of his subject, whose steamy complexion is re-
flected in the bright flares of the molten steel in the background.38 
As Trachtenberg has suggested, Smith’s “experience of Pittsburgh, 
while in one sense ‘cold,’ in another burns with conflict: a struggle 
of light and dark, light struggling to free itself from the serpent of 
darkness.”39 

In another image by Smith, two black children clutch a white 
baby doll (fig. 88). Smith’s distinctive approach comes through in 

the details: the children are smiling so happily yet the doll is soiled 
and headless. Other photographers, including Harris and Parks, had 
captured similar subjects, which became emblematic of the nega-
tive effects of internalized racism on black children (fig. 89).40 The 
famous doll studies pioneered by psychologists Kenneth and Mamie 
Clark in the late 1930s and early 1940s found, through a series of 
interviews, that black children attending segregated schools often 
preferred to play with white dolls over black dolls. Their findings 
were used as evidence that black children experienced internalized 
racism and were stigmatized by segregation. The Clarks were called 
upon as expert witnesses in many school desegregation cases lead-
ing up to the landmark Brown v. Board of Education Supreme Court 

Fig. 88. W. eugene smith, Children with headless Doll, 1955–1957. Carnegie Museum of Art, Gift of Carnegie Library 
of Pittsburgh, 82.56.14.

Fig. 89. Girl holding doll, possibly in stevenson Doll shop, c. 1950–1960. 2001.35.23825.
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decision (1954), which ruled that segregation in public education 
was unconstitutional. 

In contrast to these major Pittsburgh photographic surveys, 
Harris’s own record of black Pittsburgh resulted from a lifelong 
study that received no substantial public or private funding. His 
images were published widely and frequently in the Pittsburgh Cou-
rier, and so perhaps they enjoyed a wider circulation, if not recogni-
tion, than the images by photographers in the Pittsburgh surveys. 
Indeed, Harris’s persistent and discerning efforts defined the look 
of the Courier as projecting an aesthetics of aspiration for the local 
black community as well as a broader black constituency. In con-

trast to many photographers of the PPL and Smith, Harris had un-
rivaled access to the Hill and its residents, and this access shows in 
the confidence and familiarity that his sitters and subjects portray. 
Without being a part of a study or survey, Harris seemed to under-
stand the importance of documenting his neighborhood, even in its 
decline, as a way of elevating its residents and ensuring their access 
to better and affordable housing. Such a mission was not unlike the 
work of Hine for the Pittsburgh Survey. The impact of Harris’s un-
named and unspoken project, to be sure, is still being measured, as-
sessed, and understood. As a one-person operation, he went about 
his work on a daily basis, subtly and quietly recording life as he saw 

Fig. 90. Boys leaning out windows 
of harmony short line Bus,
c. 1940–1945. 2001.35.6408.
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it. His understated yet sustained practice of everyday life resulted 
in nearly eighty thousand negatives over a forty-five-year period. It 
is a body of work that tells important stories, even when the names 
of sitters, places, and events are no longer known.

Harris’s subtle yet forceful images documenting the vitality—
and later, the demise—of the Hill are an important reminder of the 
prescient nature of the photographer’s mission. Like Abbott’s por-
traits of New York shop owners and their disappearing businesses, 
noted buildings, streets, and important intersections, Harris photo-
graphed Pittsburgh’s “urban renewal” in the 1950s. A telling Harris 
photograph shows a large sign warning against further develop-
ment beyond a certain point in the Hill (plate 96). He documented 
the demolition of the Crawford Grill and other meaningful black 
establishments in the Hill and photographed the groundbreaking 
ceremony for the Civic Arena and events that took place there, such 
as the visit of labor leader A. Philip Randolph (plates 74, 93). 

Harris in Black and White

One of the outstanding hallmarks of Harris’s archive, and one of 
the defining characteristics of his aesthetics of aspiration, is the 
abundance of images of children and young people. Children posed 
for Tom Thumb weddings, dressed in police uniforms, at birthday 
parties, as newspaper delivery children, as athletes, and in funer-
ary portraiture offer a glimpse of the range of his youth photography 
(plates 10, 48). This particular subset of his archive also demon-
strates how the city was far more motivated than many other north-
ern urban centers in its efforts to integrate certain public services 
and private establishments. Harris’s photograph of a bus filled with 
enthusiastic black and white schoolboys hanging out of the win-
dows (fig. 90) stands in sharp contrast to Robert Frank’s renowned 
and somber image of bus riders in New Orleans, where Jim Crow 
remained in full effect. Harris’s photographs of integrated couples 
at the Crawford Grill or his many images of integrated swimming 
pools and sports teams (figs. 47, 85; plate 69), suggest the spirit of 
the proto–civil rights movement in Pittsburgh in the late 1940s. As 
Edna McKenzie remarked, “Teenie recorded the players and the 
events in the perpetual struggle for dignity and civil rights in Pitts-
burgh where changes took place much earlier than on the national 
scene.”41 Later, Harris documented the protests of the civil rights 
and black power movements in the mid-1950s and late 1960s. His 
photographs of protesters of the Vietnam War and a lone Black Pan-
ther Party Manifesto poster pasted to a street-level window show 

how national causes also were local causes of the Pittsburgh black 
community (plates 92, 97). Harris’s works in this vein are compa-
rable to those of other civil rights photographers such as Bruce Da-
vidson and Charles Moore (fig. 91).

That pioneering spirit spilled out onto the streets too, where 
Harris distinguished himself as a “street photographer,” like New 
York photographer Helen Levitt, who worked in East Harlem in the 
late 1930s and early 1940s, or Bruce Davidson, who photographed 
the same neighborhood in the 1960s.42 Harris’s photographs of 
crossing guards, newspaper delivery boys, and brothers and sis-

Fig. 91. Bruce Davidson, Demonstration, 1962. Bruce Davidson/Magnum Photos.
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ters playing on the sidewalk demonstrate his expertise with candid 
youth photography in numerous, often challenging settings. His 
son Charles A. Harris, explained, “He often took pictures of birth-
day parties and other events for children. This was done for many 
reasons, but one of the main reasons was to watch the kids develop 
awareness and self-esteem” (plate 48)43 

Harris was particularly adept at “posing beauty,” to borrow the 
title of Deborah Willis’s acclaimed book and exhibition.44 He fre-
quently and voluminously made attractive photographs of women 
and children. His portraits of bathing beauties from the 1940s, 
1950s, and 1960s are not uncommon, and Willis has noted how im-
portant beauty contests were for African Americans in defining 
their own ideas of beauty and selfhood. Harris’s portrait of the singer 
Carol Thompson in a bathing suit posing with a group of Pittsburgh 
Courier newsboys at the edge of Sully Pool (plate 84) and his por-
trait of Marilyn Ware coming out of a pool are gems of this genre. 
Studio photographer John W. Mosely of Philadelphia was known for 
his photographs of beautiful black women in bathing suits at Atlan-
tic City, a nearby leisure spot for Philadelphia’s black middle class 
(fig. 92). Images such as these not only defined a new standard of 
beauty, but also defied the myth that black people didn’t know how to 
swim or didn’t enjoy an afternoon at the seaside. Similarly, images 
like the Scurlock Studio 1931 portrait of a group of young beachgoers 
posing on a roadster at Highland Beach outside of Annapolis docu-
ment exclusive enclaves of black leisure, enjoyment, and fulfillment 
(fig. 93). This image includes an automobile, another status symbol, 
and the children’s smiles of contentment and happiness show the 
success of their parents and their confidence in being in a beach 
community that is their own. The following year, in 1932, James 
VanDerZee in New York made what is perhaps his best-known pho-
tograph, showing a successful Harlem couple posed before a Cadil-
lac roadster, Couple in Raccoon Coats.45 Similar images by Harris 
of Pittsburghers posed with their high-end vehicles suggest a cer-
tain stability and achievement beyond mere materialism (plates 1, 
2). The subjects in these photographs represented respected mem-
bers of the community, like Harris himself. Harris owned several 
Cadillacs and very proudly traveled from job to job in the Hill in his 
car, which became a familiar sight in the community. Not merely a 
symbol of material wealth or status, it spoke volumes about African 
American mobility, literally and socially. Harris also photographed 
himself in front of his car, perhaps proof of his aesthetics of aspira-
tion come full circle, actualizing the American dream.

Constructing Memory

The first time I came across the work of Charles “Teenie” Harris 
was in 1994 at a photography and book fair sponsored by WBGO, 
an influential jazz radio station based in Newark, New Jersey. I had 
to fight the crowds of people gathered around a table where scores 
of prints in notebooks were exhibited by Dennis Morgan. All of us 
gathered around the table knew that these were important images, 
and we engaged in conversations about their artistry, the content, 
and the people portrayed. We were impressed by Harris’s range and 
by the narratives that his pictures told. 

In addition to the handful of exhibitions that have shown Har-

Fig. 92. John W. Mosely, Four Women, atlantic City, c. 1960. Courtesy of the John W. Mosely Photographic Collection, Charles L. 
Blockson Afro-American Collection, Temple University Libraries, Philadelphia, Pennsylvania.
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ris’s photographs since 2000, documentary films have been made 
utilizing his work, including features aired in Pittsburgh on WQED 
television in 2001 and 2006. Perhaps most creatively, in 2006 at the 
August Wilson Center for African American Culture in Pittsburgh, 
Ron K. Brown/Evidence Dance Company premiered a new work, 
Rhapsody in Black and White, inspired by Harris’s photographs 
and the memories they provoked of midcentury black Pittsburgh, 
encompassing the period following the New Negro Arts Movement 
of the 1920s and 1930s through to the Black Arts Movement of the 

1960s and 1970s. That newly choreographed work was staged be-
fore large, dramatic projections of Harris’s photographs, setting the 
mood, recalling the neighborhoods, remembering the people, sum-
moning an era. 

Since Harris’s collection of photographs was acquired by Car-
negie Museum of Art in 2001, scores of Pittsburghers have iden-
tified themselves or their loved ones in his vast body of work. The 
Teenie Harris Archive serves not only as a repository of collective 
memory, but also as a stimulant and signpost for remembering.

Fig. 93. addison n. 
scurlock, Picnic 
Group, highland 
Beach, 1931. Scurlock 
Studio Records, 
ca. 1905–1994, 
Archives Center, 
National Museum of 
American History, 
Smithsonian Institution.
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71Plate 1. Woman, possibly Barbara Jones, posed 
with car on Mulford street, homewood, c. 1937. 
2001.35.8275.



72 Plate 2. Man posed with car, with university of Pittsburgh’s Cathedral of learning in background, oakland, c. 1937. 
2001.35.3024.



73Plate 3. roland M. sawyer and aileen eckstein sawyer posed on their wedding day on steps of The Thimble shop, 
5913 Bryant street, highland Park, august 1938. 2001.35.18230.



74 Plate 4. Boxer Joe louis holding baby Joe louis (no relation), with Joe louis Bombers softball teammates on 
Greenlee Field, and Frank Bolden in grandstand, hill District, september 1938. 2001.35.6589.



75Plate 5. Boxer harry Bobo, 1941. 2001.35.1045.



76 Plate 6. Boys possibly from herron hill school, playing brass instruments on steps, c. 1938–1945. 2001.35.2655.



77Plate 7. herron avenue at intersection of Milwaukee street, hill District, c. 1945–1949. 2001.35.2975.



78 Plate 8. Wrecked car at Kennywood Wreckers, c. 1938–1945. 2001.35.3190.



79Plate 9. Man greeting boys at entrance of Kay Boys’ Club, hill District, c. 1938–1945. 2001.35.33570.



80 Plate 10. Tom Thumb wedding 
portrait in harris studio, 
c. 1945–1950. 2001.35.18550.



81Plate 11. Woman outside Kay’s Valet shoppe, c. 1938–1945. 2001.35.13766.



82 Plate 12. night scene with steel mill and John henry Whiskey advertisement, c. 1938–1945. 2001.35.7748.



83Plate 13. Woman, possibly olive Johnson, in doorway of rosebud Beauty salon, 45 logan street, hill District, 
september 1945. 2001.35.10764.



84 Plate 14. Woman serving meal to three girls in kitchen, c. 1940–1946. 2001.35.5341.



85Plate 15. Woman modeling 
hairstyle in harris 
studio, c. 1938–1945. 
2001.35.4519.



86 Plate 16. six women standing by stream, including Dr. alma illery, at illery’s “Camp achievement,” Fayette County, 
Pennsylvania, c. 1941. 2001.35.18681.



87Plate 17. William Phillips, emma J. Coy, and Clarence l. robinson standing in front of lifeguard tower at Camp 
Weldon Johnson, Beaver County, Pennsylvania, July–august 1941. 2001.35.30812.



88 Plate 18. Two young men and young woman playing horseshoes at Dr. alma illery’s “Camp achievement,” Fayette 
County, Pennsylvania, c. 1941. 2001.35.5792.



89Plate 19. Children wearing halloween costumes at Bedford Dwellings, hill District, october–november 1941. 
2001.35.6426.



90 Plate 20. homestead Grays baseball team, including seward “see” Posey seated in center, Forbes Field, oakland, 
c. 1941. 2001.35.3194.



91Plate 21. Fredi Washington 
in dressing room, 1940. 
2001.35.6948.



92 Plate 22. little boy boxer, possibly in Kay Boys’ Club, c. 1945. 2001.35.3150.



93Plate 23. Woman, possibly Doris Clark,  seated on car, with steel mill in background, c. 1942–1946. 
2001.35.36901.



94
Plate 24. Man and 
woman holding hands 
with small child on 
sidewalk, c. 1940–1946. 
2001.35.36373.



95Plate 25. Two women wearing u.s. army caps in harris studio, c. 1940–1945. 2001.35.32240.



96 Plate 26. Church, possibly st. Mark aMe Zion Church, c. 1940–1946. 2001.35.4249.



97Plate 27. Woman mounting motorcycle in an alley, c. 1940–1946. 2001.35.7024.



98 Plate 28. Woman and soldier in harris studio, c. 1940–1945. 2001.35.38624.



99Plate 29. Two young women eating caramel apples, c. 1940–1945. 2001.35.37950.



100 Plate 30. Man performing long jump in stadium, c. 1938–1945. 2001.35.34918.



101Plate 31. Military tents on Kennard Field, with Terrace Village in background, hill District, c. 1942. 2001.35.9809.



102 Plate 32. louis “satchmo” armstrong, ann Baker, and Pittsburgh Courier reporter George Brown in booth at 
Crawford Grill no. 1, May 1945. 2001.35.6360.



103Plate 33. Children visiting printing shop, possibly at the Pittsburgh Courier, c. 1945–1949. 2001.35.3243.



104 Plate 34. Man in feathered costume in harris studio, c. 1940–1945. 2001.35.2092.



105Plate 35. Group portrait of Pomtons Club (listed in the Courier as la Vera edwards, Delores Canway, Jean Cage, 
Mangie Gupton, sponsor Dorothy reed, lavenia Jackson, Bertha richardson, Doris harper, Dorothy Clark, irene 
owens, helen Davis, rose Marie Walls, and elizabeth Britton), at Butler’s Club, December 1940–January 1941. 
2001.35.27978.



106 Plate 36. lionel hampton and Pittsburgh Courier reporter Billy rowe at allegheny County airport, West Mifflin, 
august 1940. 2001.35.6785.



107Plate 37. Two girls on sidewalk, c. 1940. 2001.35.51531.



108 Plate 38. Duke ellington at piano, with dancer Charles “honi” Coles and Billy strayhorn looking on, in the stanley 
Theatre, c. 1942–1943. 2001.35.5847.



109Plate 39. soldiers from the 372nd infantry marching in parade, Fifth avenue, Downtown, July 1942. 2001.35.9696.



110 Plate 40. lucky Thompson, Dizzy Gillespie, Charlie Parker, and Billy eckstine performing in the aragon Ballroom, 
august 1944. 2001.35.3088.



111Plate 41. Two members of the steel City elks on sidewalk, august 31, 1943. 2001.35.28248.



112 Plate 42. Man making V sign outside railroad station, possibly for Double-V campaign, c. 1943. 2001.35.4317.



113Plate 43. Miller auto Parts Company, 1924 Centre avenue, hill District, c. 1945. 2001.35.5794.



114 Plate 44. ahmad Jamal as a youth playing piano, c. 1942. 2001.35.3174.



115Plate 45. Frank Bolden at left and sarah Vaughan at right, with another woman and man at piano,  
c. 1950. 2001.35.1763.



116 Plate 46. Four Pittsburgh Crawfords baseball players, Peatross, Johnson, Daniels, and atkins, standing on field, 
May 1945. 2001.35.3269.



117Plate 47. alpha Phi alpha basketball players standing from left: Bart Wallace, Morris Fountain, Benny Taylor, 
orville Bates, Jesse Gloster; kneeling: Frank Craft and William norvall, posed in Centre avenue yMCa, February 
1946. 2001.35.33553.



118 Plate 48. Children at John nelson Jr.’s birthday party, 2224 Tustin street, hill District, July 1946. 2001.35.36310.



119Plate 49. Two girls with former slave sabre “Mother” Washington, c. 1950–1955. 2001.35.40321.



120
Plate 50. Brooklyn Dodgers 
baseball player Jackie 
robinson at Forbes 
Field, oakland, c. 1947. 
2001.35.3152.



121Plate 51. republican campaign billboard, c. 1948. 2001.35.3092.



122 Plate 52. Three men and a woman at a restaurant counter, c. 1948–1955. 2001.35.2715.



123Plate 53. Checkers players, including albert Valentine, John Gray, Clarence Walker, ray harris, Joe Mitchell, 
r. l. lipscomb, richard reed, West Wall, Ted Campbell, Claud Foster, Clifford l. Brown Jr., and “Checkers” Brown, 
in front of Babe’s Place, logan and epiphany streets, hill District, June 1949. 2001.35.6279.



124 Plate 54. Procession of women, possibly including ruby Wheeler Woods and Cleo holloway Keith walking down 
Webster avenue for funeral of leon “Pigmeat” Clark, hill District, april 1950. 2001.35.3240.



125Plate 55. Josephine Baker accepting hill City membership card from leslie Powell, with George Fairley holding 
police badges honoring Dean Martin and Jerry lewis, and howard McKinney and unknown man in background, 
1951. 2001.35.6812.



126 Plate 56. elder W. J. Jerry with congregation, in front of new Covenant united holy Church, Chauncey street, hill 
District, october–november 1951. 2001.35.3116.



127Plate 57. Paul C. Pollard seated in living room with children in background, october 1951. 2001.35.22981.



128 Plate 58. Men, including T. hamilton, len holland, James hughes, and Thomas Williams standing behind women 
seated on swings at highland Park picnic, august 1952. 2001.35.31715.



129Plate 59. housing along ohio river, with Brunots island in background, c. 1955–1970. 2001.35.7566.



130

Plate 60. nat “King” Cole 
and Maria Cole with 
owl Cab and driver, hill 
District, February 1947. 
2001.35.2935.



131Plate 61. Centenarian lucy slater grinding coffee in her kitchen, Ben avon, april 1953. 2001.35.2522.



132 Plate 62. narrow block street with brick buildings and parked cars, c. 1953–1955. 2001.35.2898.



133Plate 63. alpha Phi alpha Fraternity members at alpha picnic, north Park, July 16, 1954. 2001.35.5377.



134 Plate 64. art Blakey, Walt harper, horace silver, Jon Morris, skeets Talbot, earl Mays, and hank Mobley, on Walt 
harper’s radio show at WhoD radio studio, July 1955. 2001.35.5724.



135Plate 65. steelworkers including Wilbur smith, harry rowczka, Boyd l. Wilson, sam Bealich, Charles Washington, 
raymond Glenn, Charles Winbush, John o’Brien, and Peter Charles and Ted Mathos kneeling in front, outside 
united steelworkers of america headquarters, July–august 1946. 2001.35.3093.



136 Plate 66. Woman dancing 
on stage in front of large 
audience, c. 1950–1965. 
2001.35.10513.



137Plate 67. Police line-up, c. 1950–1965. 2001.35.5841.



138 Plate 68. Workers sorting paving blocks outside allegheny County Jail, Downtown, c. 1940–1945. 2001.35.6167.



139Plate 69. Boxers, possibly Golden Gloves contenders, lined up in boxing ring, c. 1955. 2001.35.672.



140 Plate 70. sandlot baseball players outside steel mill, c. 1955. 2001.35.6240.



141Plate 71. harris and McKeever Market, 627 herron avenue, hill District, c. 1955. 2001.35.8503.



142 Plate 72. J. Cephus Ford, Constable sidney Brunwasser, rev. Charles Foggie, John Jones, and Marion Jordon 
gathered around safe for benefit of the naaCP and Crippled Children’s Fund, December 1956. 2001.35.5807.
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Plate 73. Demolition of 
Crawford Grill no. 1, 
corner of Wylie avenue 
and Townsend street, 
hill District, 1956. 
2001.35.3214.
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Plate 74. Civic arena 
groundbreaking with 
Pittsburgh mayor 
David l. lawrence 
addressing crowd from 
dump truck, elm street 
and Wylie avenue, hill 
District, april 1958. 
2001.35.9140.



145Plate 75. elsa harris with Cheryl “Tiny” harris, in kitchen of harris home at 7604 Mulford street, homewood, 
 c. 1958. 2001.35.48452.



146 Plate 76. Tree-lined street, c. 1958. 2001.35.48165.



147Plate 77. railroad yard at u.s. steel Duquesne Works, Duquesne, Pennsylvania, June–July 1956. 2001.35.7746.



148 Plate 78. eleanor roosevelt attending dedication of monument to President Franklin Delano roosevelt at addison 
Terrace, hill District, october 18, 1956. 2001.35.8668.



149Plate 79. Portrait of Warner Macklin for Pittsburgh Courier ’s “Pittsburghers speak up” column, november 1959. 
2001.35.50323.



150 Plate 80. William P. 
young demonstrating 
voting machine, 1960. 
2001.35.6823.



151Plate 81. ira Vann harris and dog in front of harris home, 7604 Mulford street, homewood, c. 1960. 
2001.35.56328.2.



152 Plate 82. Vice President richard nixon and Pat nixon greeting crowd, including harold irwin, Centre avenue, hill 
District, october 1960. 2001.35.3173.
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Plate 83. Tony Williams 
standing on the hand 
of his mother, Gloria 
Williams, in their home 
in Bedford Dwellings, 
hill District, December 
1961. 2001.35.19205.



154 Plate 84. singer Carol Thompson, posing with newsboys at edge of sully’s Pool in south Park during Pittsburgh 
Courier newsboys’ annual picnic, august 1961. 2001.35.6093.



155Plate 85. President John F. Kennedy speaking from podium, with senator Joseph s. Clark and Pennsylvania 
Governor David l. lawrence seated behind him, Monessen, Pennsylvania, october 13, 1962. 2001.35.3099.



156 Plate 86. Photographer taking picture of Muhammad ali (Cassius Clay) possibly in Carlton house hotel, 
Downtown, 1963. 2001.35.3162.



157Plate 87. Mary reid holding threatening 
notes, July 1964. 2001.35.3171.



158 Plate 88. Willie Mays showing baseball bat to osvaldo Virgil, Mike ruffner, and Ken ruffner, in stands at Forbes 
Field, oakland, 1965. 2001.35.6731.
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Plate 89. eartha Kitt 
leaping through poster 
to launch a Citizens 
Committee on hill 
District renewal 
program, with police 
officer harvey adams, 
Vine and Colwell 
streets, hill District, 
May 1966. 2001.35.2509.



160 Plate 90. Press conference with henry smith third from left, Charles harris (no relation) standing in center, and 
Pittsburgh Courier reporter ralph Kroger on right, c. 1960–1970. 2001.35.1181.



161Plate 91. Protesters demonstrating against segregation at u.s. steel in front of union Trust Building, Downtown, 
June 1966. 2001.35.5867.



162 Plate 92. Protesters demonstrating against curtailment of anti-poverty program, Downtown, January 1967. 
2001.35.6802.



163Plate 93. labor Day celebration honoring a. Philip randolph (waving from balcony of Civic arena), surrounded 
by clergy, including rev. J. a. Williams, rev. W. h. horner, rev. Brannon J. hopson, rev. Charles h. Foggie, 
rev. James B. Cayce, rev. William Grove, rev. Paul easter, Bishop Frederick B. newell, Bishop J. Gordon howard, 
and rev. robert l. Kincheloe, lower hill District, september 4, 1967. 2001.35.3994.



164 Plate 94. Calvary Baptist Church Deacon Clinton robinson, Deacon henry robinson, and rev. James M. allen, 
baptizing man in allegheny river, october 1969. 2001.35.21609.



165Plate 95. “Black Monday” demonstration with Mike Desmond, rev. Jimmy Joe robinson, nate smith, and Byrd 
Brown in front, and others including lloyd Bell, Dr. norman Johnson, aaron Mann, louis Boykins, Vince “roots” 
Wilson, police officer William “Mugsy” Moore, James “swampman” Williams, and Matthew Moore in background, 
Freedom Corner, lower hill District, september 1969. 2001.35.10584.



166 Plate 96. Billboard at Crawford street near intersection of Centre avenue, hill District, 1969. 2001.35.9463.



167
Plate 97. Broadside for Black 
Panther Manifesto on trial 
of Bobby seale, hanging in 
window in homewood, april 
1970. 2001.35.4664.



168 Plate 98. Walter hamm, owner of hamm’s 
Barbershop, standing in front of Cadillac, 
c. 1972. 2001.35.6469.
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Plate 99. Members of Fabulous Precision Band: 
drummer Wayne smith, alto saxophone player 
Bobby yates, tenor saxophone player Danny 
yates, trumpet player Joey Bacialao, Jerry Mason, 
and guitar player rodney Web, posed in Baxter 
elementary school playground, homewood, 
1972. 2001.35.9352.



170 Plate 100. Crowd in Point state Park, Downtown, c. 1965–1975. 2001.35.10687.
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CHronology oF THe liFe 
oF Teenie HArris

Kerin Shellenbarger

1908 Charles Harris is born on July 2, the third child of 
William Franklin “Monk” and Ella Mae “Olga” 
Taliaferro Harris of Pittsburgh. His older brothers 
are George (b. 1893) and William, known as “Woogie” 
(b. 1896). George is a relatively prolific amateur 
photographer, and his uncle William Taliaferro is 
listed as a professional photographer in city 
directories and the 1920 and 1930 censuses.

1910 Pittsburgh census lists Olga Harris as divorced, living 
with her sons and six boarders at 2443 Wylie Avenue, 
Hill District.

c. 1910– While still a toddler, Harris is nicknamed “Teenie
1911 Little Lover,” which will eventually shorten to 

“Teenie.” A family photograph shows him at age three 
holding a camera.

1917 Olga Harris and her son George open the Masio Hotel 
at 1211 Wylie Avenue. It takes in boarders, mainly 
laborers from the South attracted by jobs in the 
industrial North; it includes an indoor golf facility and 
a billiard parlor.

c. 1918 Teenie and/or his older brother George take 
photographs that will later become the earliest images 
in the Teenie Harris Archive.

c. 1921 Harris completes the eighth grade at Watt School 
(now Robert L. Vann Elementary School) in the Hill 
District. This marks the end of his formal education.

1924 Gus Greenlee opens the Paramount Club next door to 
the Masio Hotel.

mid-1920s Harris is cofounder and shortstop of the Pittsburgh 
Crawfords sandlot baseball team. He plays until the 

late 1920s, when Gus Greenlee acquires the team and 
turns it into a Negro League powerhouse. Harris also 
works in the Masio Hotel.

1926 Harris plays on the Paramount A. C. basketball team, 
later becoming the Hotel Bailey Big Five Team. His 
father, Monk Harris, is again listed in city directories 
as part of the family.

c. 1926 Gus Greenlee and Woogie Harris introduce “the 
numbers” to Pittsburgh and make fortunes; Harris 
works for them as a numbers runner and chauffeur and 
remains active in the numbers until the late 1930s.

1927 Harris marries Ruth M. Butler (1910–2003), and their 
son, Charles A. Harris, is born. They live at Watt Street 
and Bedford Avenue in the Hill District.

1928– Woogie Harris and Gus Greenlee buy homes in white
1929  residential area of Penn Hills; their properties are 

vandalized. Teenie Harris is listed in the Pittsburgh 
city directory as chauffeur.

1933 In February, gossip columnist announces Harris is 
separating from his wife, Ruth; their son Charles 
stays with his father. William Harris, Harris’s father, 
dies on March 20, and the family closes the Masio 
Hotel. Teenie Harris and his son move in with Olga 
Harris at Woogie’s property at 7604 Mulford Street, 
Homewood, Pittsburgh, which becomes the family 
home. Harris buys a Packard, the first of a series of 
luxury automobiles that would become his trademark. 
Another Woogie Harris property at 7101 Apple Street 
in Homewood becomes the home of the National 
Negro Opera Company; it also serves as residence 
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for black athletes and entertainers barred from 
white hotels until the 1960s. In December, the newly 
renovated Crawford Grill reopens with fanfare at 1401 
Wylie Avenue.

1934 Harris and Ruth Butler Harris divorce. Family trip 
in September to Chicago World’s Fair is recorded in 
photographs by Teenie Harris.

c. 1935 Harris plays on the Iron City Elks basketball team, 
and brings the New York Renaissance and Celtics 
teams to play in Pittsburgh. He also coaches the Savoy 
women’s basketball team.

c. 1936 According to published interviews with Harris, 
Pittsburgh Courier offers Harris position of staff 
photographer, but he declines due to low pay.

1937 The first issue of Flash Newspicture Magazine is 
published in March. On October 18, Flash publishes 
photo of Harris posing with Rolleicord medium-
format camera. One week later, on October 25, the first 
credited Harris photo, of an evening at Pittsburgh’s 
Ritz Club, appears in Flash. Using $350 given to him 
by Woogie, Harris opens a photographic studio at 2128 
Centre Avenue in the Hill District. He initially names 
it Flash Studio. The Flash circulation office is nearby 
at 2132 Centre. November of this year produces the 
earliest dated Harris negatives in 4 x 5–inch format, 
probably shot with a Speed Graphic camera that 
Harris would use until the 1970s.

1938 Harris is listed in the city directory: “Harris 
Studio (Charles T. Harris), Harry Beale manager, 
commercial photographers, agency for Flash 
and Candid Magazine, 2128 Centre Avenue.” The 
February 5 Pittsburgh Courier publishes uncredited 
Harris photographs of Lena Horne’s departure 
from Pittsburgh to Hollywood. The first photo with 
Harris byline in the Pittsburgh Courier appears 
May 7 and shows Marva Louis, wife of boxer Joe 
Louis, at a benefit fashion show. Harris is listed as 
staff photographer on Flash magazine masthead 
while freelancing for the Courier. Reporter-

photographer Joe Sewell, photographer Alex Rivera, 
and gossip columnist Julia Bumry also work for both 
publications. Harris organizes and coaches the Flash 
basketball team.

1939 Harris Studio listing in city directory advertises 
“Commercial photographs, portraiture and 
commercial motion pictures taken and shown.” The 
last known credited Harris photo is published in Flash 
in January, and the final issue of Flash appears on 
August 31. 

1939– Publication dates of photography books in Harris’s
1940 possession: Photo Tricks and Effects by Jacob Deschin, 

Tricks for Camera Owners [unknown author], and 
Filters and Their Uses by W. Bradford Shank.

1940 Harris receives his first known major assignment 
from the Pittsburgh Courier and travels to Fort 
Bragg, North Carolina, in August and September 
with reporter Wendell Smith to investigate training 
conditions for black troops. 

1941 Credited Harris photos in the Pittsburgh Courier 
increase from one or two per issue to four or five per 
issue, suggesting Harris’s staff photographer position 
may have started in January. His salary is $35 per 
week and does not include equipment, supplies, or 
expenses. Studio work provides most of his income. 
Jack Strothers works for Harris as studio assistant, 
possibly in darkroom and on occasional assignments 
for club images or Courier work.

1943 Pittsburgh Courier sends Harris to Detroit in June to 
document aftermath of Detroit race riots, after local 
Courier photographer Langford James is injured by 
police. In October, Harris travels to Portland, Maine, 
to document the christening of Liberty Ship SS Robert 
L. Vann, named for owner of the Pittsburgh Courier.

1944 Harris marries Elsa Lee Elliott (1920–1997) on 
January 26. They have four children: Ira Vann Harris 
(b. 1944), Lionel L. Harris (b. 1945), Crystal Harris 
(b. 1951), and Cheryl A. Harris (b. 1954).
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mid-1940s Dewey “Pimpy” Smith works for Harris as studio 
assistant, possibly in darkroom and on occasional 
assignments for club images or Courier work.

1945 Harris exhibits his photographs at the First Annual 
Photographers Show at the Centre Avenue YMCA 
in February and receives award for his photograph 
Cotton Candy (fig. 69).

c. 1948– Pittsburgh mayor David Lawrence gives Harris the
1952 nickname “One Shot” in appreciation of his efficiency 

as a news photographer.

1950s Credited Harris photos in the Pittsburgh Courier 
average over nine images per issue.

1950 Harris’s mother, Ella Mae “Olga” Taliaferro Harris, 
dies on March 11; Harris and his family continue 
to live at family home at 7604 Mulford Street, 
Homewood.

1953 Harris closes the Harris Studio at 2128 Centre Avenue 
and moves the darkroom to his home.

1955 The first listing appears in Pittsburgh city directories 
for Harris as “photographer, Pittsburgh Courier.”

1957 Pittsburgh Courier launches “Pittsburghers Speak 
Up,” a regular column featuring man-on-the-street 
interviews on current topics accompanied by 
photographs. Harris will shoot over three thousand 
street portraits for this column between 1957 and 
1977.

1960s Pittsburgh Courier publishes almost ten Harris 
images per issue in the 1960s.

1966 John H. Sengstacke, publisher of the largest national 
chain of black newspapers, purchases the bankrupt 
Pittsburgh Courier, and starts a new corporation to 
publish the renamed New Pittsburgh Courier. There 
is no gap in publication. As a result of the bankruptcy, 
Harris loses his pension. Harris begins more frequent 
use of a medium-format camera and occasional use of 
a 35mm camera.

1967 Harris’s brother William “Woogie” Harris dies on 
October 11, leaving two properties. Ada, his widow, 
turns the deed to the Mulford Street home over to 
Harris the next year.

late 1960s Harris documents meetings of local civil rights 
and protest organizations and covers marches and 
demonstrations for the New Pittsburgh Courier.

1970s Harris’s salary from New Pittsburgh Courier is about 
$100 per week. From 1970 to 1975, the New Pittsburgh 
Courier publishes an average of four to six Harris 
images per issue.

1972 New Pittsburgh Courier honors Harris as “Citizen of 
the Week” for having photographed the black scene 
over the previous thirty years.

1972– Harris is one of the subjects of He’s a Black Man!, a
1973 radio series sponsored by Sears Roebuck that features 

distinguished black men and women in Pittsburgh. 
Aired in 1972, the series was followed by an awards 
banquet in March 1973.

early to Harris begins more frequent use of 35mm camera and
mid-1970s  color film.

c. 1976 Harris retires from the New Pittsburgh Courier but 
continues to freelance for the newspaper. There is a 
steep drop in number of published Harris images.

1979 Harris’s brother George Harris dies.

1983 Last known use of a Harris image in the New 
Pittsburgh Courier occurs on April 23; it depicts a 
couple celebrating their sixtieth wedding anniversary.

1986 Harris signs a management agreement and 
contract with Dennis Morgan, Pittsburgh artist 
and entrepreneur. Through the urging of University 
of Pittsburgh sociology professor Rollo Turner, 
Morgan moves Harris’s negatives to the University 
of Pittsburgh for safekeeping and study until 1988. 
The first public exhibition of Harris’s photographs, 
Blacks in Pittsburgh, 1930–1950: The Crossroads of the 
World, is organized by Morgan and advised by Turner. 
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It opens in June at the Carl M. Smith Cultural Center, 
2161 Wylie Avenue, Hill District, Pittsburgh.

1988 Dennis Morgan starts a commercial operation, 
which he calls “The Pittsburgh Courier Photographic 
Archive,” that will sell prints and license images by 
Harris and several other regional black photographers. 
After selected Harris images are licensed to Corbis 
and other digital photo libraries, the work attracts 
national attention.

1991 The Pennsylvania Historical and Museum 
Commission issues a resolution recognizing Harris’s 
“Outstanding contribution made to the documentation 
of the African American Community in Pittsburgh.”

1992 Pittsburgh City Councilman Duane Darkins 
issues a resolution declaring that Harris’s “works 
are a permanent record of African Americans’ 
achievements and contribution to mankind.”

1997 Carnegie Museum of Art purchases twenty-seven 
vintage Harris prints for its exhibition Pittsburgh 
Revealed and accepts the gift in honor of Rollo Turner 
of approximately 3,500 vintage Harris prints. The 
museum hires Harris as a consultant to assist with 
the catalog of the work. The exhibition Pittsburgh 
circa 1930–1970: Photographs by Charles “Teenie” 
Harris opens at the Silver Eye Center for Photography 
and the Kingsley Center. Harris receives Lifetime 
Achievement Award from Silver Eye Center for 
Photography for “photographic contribution to the 

history of Pittsburgh.” Harris’s wife, Elsa, dies on 
November 25.

1998 Harris sues Dennis Morgan for noncompliance with 
their 1986 contract; a lengthy lawsuit spearheaded by 
lawyer Cindy Kernick and assisted by Donna Dobrick 
eventually returns the negatives to the photographer’s 
estate. Along with the Pittsburgh Courier, Harris 
is awarded the 1997 George Polk Career Award in 
Journalism from Long Island University. Feature-
length documentary about Harris’s life and work, One 
Shot by Pittsburgh filmmaker Kenneth Love, previews 
on June 11 at Carnegie Museum of Art. Harris is too 
ill to attend event. Harris dies in the early morning of 
June 12. He is buried at Homewood Cemetery on June 
16.

2001 The Unsung Hero Award is presented posthumously 
to Harris by the Congressional Black Caucus Spouses 
and Museum of Americas.

2002 Harris is recognized with the President’s Award from 
the Press Club of Western Pennsylvania.

2005 Harris is inducted into the National Association of 
Black Journalists Hall of Fame.

2009 January 15 is declared “Teenie” Harris Day by the 
City of Pittsburgh and Allegheny County. Harris 
receives the Spirit of King Award presented by the 
Port Authority of Allegheny County, The Kingsley 
Association, and the Pittsburgh Pirates.
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AbouT THe Teenie HArris ArCHive
Louise Lippincott

The Teenie Harris Archive at Carnegie Museum of Art consists 
primarily of photographic negatives, the life’s work of Charles 
“Teenie” Harris. Of the approximately 80,000 negatives, 59,000 are 
4 x 5–inch black-and-white negatives thought to date from about 
1937 to 1975; 14,350 are black-and-white negatives in medium for-
mats probably shot between about 1965 and the 1980s; 454 are ni-
trate negatives in varying formats that seem to date from the late 
1910s to early 1940s. The archive also contains an undetermined 
number of 35mm black-and-white and color negatives dating from 
the late 1960s to about 1998, yet to be cataloged. In addition, about 
5,000 feet of 16mm motion picture film includes original Harris 
footage spliced with commercial newsreel and cartoon footage, 
most from the 1940s. The museum owns 560 lifetime gelatin silver 
prints of Harris images, including many printed or hand colored by 
the artist; 3,000 prints acquired in 1997 are preserved in Carnegie 
Library of Pittsburgh’s Oliver Room.

The archive’s holding of negatives contains the majority of 
Harris’s work but may not be complete. Certain negatives of docu-
mented Harris images are missing. A small portion of the archive 
may be the work of other photographers for the Pittsburgh Courier. 
Most images in the archive are securely ascribed to Harris; where 
doubt exists, the catalog record reads “attributed to Charles ‘Teenie’ 
Harris” if the work is likely to be his; or “American, 20th century” 
if the photographer’s identity is unknown. Copy negatives after 
another photographer’s work are ascribed to Harris “after another 
photographer,” who is named if known.

Carnegie Museum of Art purchased the negatives and all 
rights from the estate of the artist in 2001. The museum’s policy for 
management of the archive was shaped by an advisory committee 
of Harris family members, academic specialists, and Pittsburgh 
community leaders who insisted on the African American com-
munity’s ownership of the history represented in Harris images. 
Consequently, the archive catalog is based on first-person accounts 

by Harris’s subjects and contemporaries, or contemporaneous pub-
lications such as Flash Newspicture Magazine and the Pittsburgh 
Courier, and it is updated regularly as new information becomes 
available. By these means, the records of 20,000 images (25 percent 
of the archive) include content contributed by the public, Flash, or 
the Courier. As of March 2011, 73,800 negatives had been cataloged, 
57,760 had been scanned and all records made available through 
Carnegie Museum of Art’s online collection search (www.cmoa.
org/teenie) thanks to National Endowment of the Humanities Pres-
ervation and Access grants awarded in 2005 and 2007. In 2007, the 
National Endowment for the Humanities recognized the archive as 
a “We the People” project. As funds become available, the museum 
will complete the cataloging and scanning of the remaining nega-
tives, and continue to collect data from the public regarding the con-
tent, dating, and significance of Harris’s photographs.

In this book, all images captioned without attribution are the 
work of Charles “Teenie” Harris. Unless specified otherwise, they 
are scanned from original Harris negatives as uncompressed 16-bit 
TIFF grayscale files measuring approximately 6,000 pixels in the 
longest dimension. All files edited by Professional Graphics main-
tained their original dimensions and were edited to remove disfig-
uring marks such as fingerprints, stains, scratches, clip marks, and 
losses that would interfere with the reading of the image; however, 
minor flaws consistent with the age and use of the original nega-
tives or prints have been retained. Where an illustration is based on 
a scan of a positive image such as a gelatin silver print, newspaper 
clipping, or collage, the medium is described in the caption.

Titles of Harris photographs are descriptive and based on the 
content of the image. Additional information such as personal 
names, locations, dates, and events have been supplied by commu-
nity informants or contemporaneous published sources such as the 
Pittsburgh Courier. As research continues, this information is sub-
ject to change.
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1. Charles A. Harris, interview with the author, one of a series of tele-
phone interviews and e-mail exchanges with Laurence Glasco, conducted 
between October 2010 and March 2011.

2. Kenneth Love, director. One Shot: The Life and Work of Charles 
“Teenie” Harris (Pittsburgh: Kenneth Love Productions, 2001), film.

3. The 1870 census shows the family residing in Westminster, MD 
(near Baltimore); the 1880 census shows them residing in Pittsburgh on 
Smallman Alley. The family’s last name is given as Toliver, which was a 
common variant of Taliaferro, and the first names and ages of the parents 
and children match. Olga’s fair complexion is evident in photographs, 
although the census describes her race as “black.” Olga’s marriage 
certificate shows that she married on January 3, 1893, and that her father, 
George Taliaferro, lived on Crawford Street in the Hill District. See 1870 
U.S. census (William Tolliver), 1880 U.S. census (Ella Tolliver); marriage 
certificate, Allegheny County Department of Court Records, Series B, 
No. 11810, p. 437, all searchable at http://search.ancestry.com.

4. Ralph Koger, “Sportsman W. A. ‘Woogie’ Harris Dies,” New Pitts-
burgh Courier, October 14, 1967, 1; Frank E. Bolden, “Heroes in Blue,” 
Pittsburgh Courier, October 15, 1955, 20.

5. Woogie’s date of birth is based on his draft registration card. U.S. 
World War II Draft Registration Card, 1942 Record for William A. Harris, 
searchable at http://search.ancestry.com.

6. Ralph L. Hill, “A View of the Hill—A Study of Experiences and At-
titudes in the Hill District of Pittsburgh, Pennsylvania from 1900 to 1973” 
(PhD diss., University of Pittsburgh, 1973), 128.

7. Stanley Nelson, director. The Black Press: Soldiers without Swords 
(Chicago: A Half Nelson Production/WTTT Television, 1999), film.

8. Chester L. Washington, “Up and Down the Avenue,” Pittsburgh 
Courier, February 11, 1939.

9. John L. Clark, “Wylie Avenue,” Pittsburgh Courier, March 25, 1950; 
“Personalities,” Pittsburgh Courier, January 27, 1945; “Wylie Avenue,” 
Pittsburgh Courier, October 29, 1960.

10. On the Loendi, see Laurence Glasco, “Taking Care of Business: 
Black Entrepreneurship in Turn-of-the-Century Pittsburgh,” Pittsburgh 
History, January 1996.

11. In its early years, the Masio seemed to be doing well. City directo-
ries describe it as having a janitor (Otho Brown), as well as a billiard parlor 
and barber shop run by a George Sarkisfor; the 1920 census lists it as 
having a busboy, houseman, and bellhop. 

12. Also residing at the Masio on Fullerton were Olga’s son George and 
two men from her days at 2443 Wylie—James Taliaferro and Otho Brown. 
In 1918 the Fullerton Street Masio became a rooming house and, in 1919, a 
saloon. See 1920 U.S. census and Pittsburgh city directories.

13. On Pittsburgh and the Great Migration, see Peter Gottlieb, Making 
Their Own Way: Southern Blacks’ Migration to Pittsburgh, 1916–1930 
(Urbana: University of Illinois Press, 1987). 

14. According to the 1920 U.S. census, most Masio boarders were in 
their twenties, and came not from the Deep South but from Virginia, Mary-
land, Washington DC, North Carolina, and Tennessee, as well as from 
northern states Pennsylvania, Illinois, New York, and Ohio. There were no 
steelworkers among them, although two were coal miners. The rest held 
jobs such as shoeshine/bootblack, porter, hostler, laborer, and janitor.

15. For social conditions in black Pittsburgh, see Laurence Glasco, 
ed., WPA History of the Negro in Pittsburgh (Pittsburgh: University of 
Pittsburgh Press, 2004).

16. Koger, “Sportsman W. A. ‘Woogie’ Harris Dies.”
17. Clark, “Wylie Avenue,” March 25, 1950.
18. The 1930 census asked “Age at first marriage.” A calculation based 

on Olga and Monk’s age plus their age at first marriage implies that they 
had remarried or reunited in 1920. 1930 U.S. census record for Ella Harris, 
searchable at http://search.ancestry.com.

19. Whitelaw MacBride, “People in the News,” New Pittsburgh Courier, 
October 21, 1967.

20. See Laurence Glasco, “Double Burden: History of Blacks in Pitts-
burgh,” in City at the Point, ed. Samuel P. Hays (Pittsburgh: University of 
Pittsburgh Press, 1989), 69–109.



178

21. See David Hajdu, Lush Life: A Biography of Billy Strayhorn (New 
York: Farrar Straus Giroux, 1996).

22. Rob Ruck, Sandlot Seasons: Sport in Black Pittsburgh (Urbana and 
Chicago: University of Illinois Press, 1993), 142–43. Harris’s son, “Little 
Teenie,” recalls hearing tales of lookouts posted in front of the hotel and 
of rapid conversions of upstairs gaming tables in case of a police raid. 
Charles A. Harris, interview with author, November 2010.

23. Allegheny County Department of Real Estate, Deed Book 2171, 
p. 444. Steven Sapolsky and Bartholomew Roselli, Homewood-Brushton: 
A Century of Community-Making (Pittsburgh: Historical Society of 
Western Pennsylvania, 1987).

24. John L. Clark, “Wylie Avenue,” Pittsburgh Courier, November 28, 
1925. See also William Yancy Bell, “Commercial Recreation Facilities 
among Negroes in the Hill District of Pittsburgh” (master’s thesis, Univer-
sity of Pittsburgh, 1938). A few years later, the Crystal Barbershop moved 
to 1400 Wylie, across the street from the Crawford Grill.

25. Allegheny County Department of Real Estate, Deed Book 2383, 
p. 31; 1930 U.S. census. Charles A. Harris, in an interview in November 
2010, described the property as a two-story brick house with garage and a 
small training gymnasium for boxers. Formerly 215 Frankstown Road, the 
current address is 10824 Frankstown Road.

26. The deed records show that Gus also paid $1 for the home, suggest-
ing that he, like Woogie before him, used a white intermediary. Allegheny 
County Department of Real Estate, Deed Book 2403, p. 299; and Jacob E. 
Kalson to William A. Harris, Allegheny County Department of Real 
Estate, Deed Book 2431, p. 517.  

27. Pittsburgh and Allegheny County Deed Book.
28. See, for example, “Leap Year Party at Mystery Manor,” Pittsburgh 

Courier, February 13, 1932; “Club News,” Pittsburgh Courier, March 12, 
1932; “Cardwell School of Music in New Apple Ave. Home,” Pittsburgh 
Courier, November 25, 1933.

29. Ruck, Sandlot Seasons, esp. 140–53.
30. Teenie Harris, quoted in Hill, “View of the Hill,” 128.
31. Black Press.
32. Rick Wartzman, “An Old Photographer’s Treasure Trove,” Wall 

Street Journal, June 15, 1988. Also 1929 Pittsburgh city directory.
33. Ruck, Sandlot Seasons, 46–62; Charles A. Harris, interview with 

author, November 2010.
34. “Strong Local Club Entered in Basketball Tournament,” Pittsburgh 

Courier, February 27, 1926.
35. “Lefty Allen, Max Thompson Star as Holy Cross Quintet Beats 

Paramount Five, 28–11,” February 19, 1927; “Loendi and Wanderers Set 
to Play,” January 14, 1928; “Teenie Harris Back with Paramount Five,” 
February 18, 1928; “Baileys Thrill, Prep for Philly Five,” January 2, 1932; 
all in the Pittsburgh Courier.

36. Charles A. Harris, e-mail to author, February 14, 2011.
37. In a game of mock-epic importance in 1946, the “Old Timers,” cap-

tained by Teenie, defeated the “Y” Rens, captained by his son, Charles A. 
Harris (Earl Johnson, “The Sports Whirl,” Pittsburgh Courier, March 9, 

1946). Charles A. Harris says the game amounted to “Basketball 101,” 
since the Old Timers had much to teach the youngsters (Charles A. Harris, 
interview with author, December 2010). Teenie stayed with the Old 
Timers into the 1950s, at a time when the Courier referred to them 
humorously as the “real” Old Timers, held together by “ankle wraps and 
lineament” (“Hurd, Ware, Harris, Company Face Bamboola’s Friday; 
Oldtimers to Make Brief Cage Comeback,” Pittsburgh Courier, March 
13, 1954). See also Ted Page, “Pin Points,” April 1, 1950, and February 24, 
1951; “Oldtimers Five Find Things Have Changed,” March 20, 1954; all 
Pittsburgh Courier.

38. Charles A. Harris, interview with author, October 2010. 
39. Pittsburgh city directories, 1927, 1929, 1930.
40. Allegheny County Department of Court Records, Divorce Decree, 

Ruth Harris, no. 343, December 3, 1934; Julia Bumry, “Talk O’ Town,” 
Pittsburgh Courier, December 15, 1934.

41. Otho Brown, a friend from the Masio Hotel, moved into the Mulford 
Street home as well. About the same time, Teenie’s brother George and 
his common-law wife Mary Louise went to live over the latter’s new 
confectionary store at 2121 Centre Avenue, where George ran a numbers 
operation in the back. City directories; Charles A. Harris, interview with 
author, November 2010.

42. Julia Bumry, “Talk O’ Town,” Pittsburgh Courier, September 2, 
1933.

43. Hill, “A View of the Hill,” 127.
44. Julia Bumry, “Talk O’ Town,” Pittsburgh Courier, September 15, 

1934.
45. Julia Bumry, “Talk O’ Town,” Pittsburgh Courier, July 7, 1934; 

February 16, 1935; and September 19, 1936.
46. Toki Schalk, “Toki Types,” Pittsburgh Courier, February 5, 1944; 

Allegheny County Department of Court Records, Marriage License, Janu-
ary 21, 1944.

47. Charles A. Harris, interview with author, January 2011; Cecile  
Epperson, interview with author, November 2010.

48. Walter Ray Watson Jr., “Teenie Harris’s Life in Pictures,” New 
Pittsburgh Courier, National Edition, March 7, 1987.

49. “The 1944 Crop of Courier Babies” [photo caption], Pittsburgh 
Courier, December 30, 1944. 

50. Toki Schalk, “Toki Types,” Pittsburgh Courier, July 14, 1945.
51. Gloria Lovelace, “Homewood News,” Pittsburgh Courier, Septem-

ber 30, 1950, and October 14, 1950; Charles A. Harris, interview with 
author, February 2011.

52. Toki Schalk Johnson, “Toki Types,” Pittsburgh Courier, January 8, 
1955.

53. “Bill Powell Says,” Pittsburgh Courier, October 17, 1959, and Febru-
ary 4, 1961.

54. “‘Number’ Men Are Raided,” Pittsburgh Courier, July 14, 1928, p. 9. 
55. Hill, “View of the Hill,” 130.
56. Tim Ziaukas, “Priceless Pictures,” Pittsburgh Magazine, November 

1993.



179

57. “Arrest Pioneer Numbers Czar,” February 8, 1936; “Numbers Men 
Have New Plan for Customers,” February 2, 1931; and “Anti-Numbers 
Front Still Is All Quiescent,” February 11, 1936, all Pittsburgh Post-
Gazette. Also see, Torsten Ove, “Mafia Has Long History Here, Growing 
from Bootlegging Days,” Pittsburgh Post-Gazette, November 6, 2000; 
Julien Comte, “‘Let the Federal Men Raid’: Bootlegging and Prohibition 
Enforcement in Pittsburgh,” Pennsylvania History 77, no. 2 (Spring 2010): 
166–92.

58. Charles A. Harris, interview with author, November 2010. See also 
Ruck, Sandlot Seasons, 144–46.

59. Teenie Harris quoted in Hill, “View of the Hill,” 126, 127.
60. Ziaukas, “Priceless Pictures.”
61. Based on city directories and U.S. censuses of 1920 and 1930.
62. As Teenie recalled, “Taylor told me I could make a 75 percent profit 

taking pictures, which looked good to me—I was only making 35 percent 
profit working for my brother.” Watson, “Teenie Harris’s Life in Pictures.”

63. Possibly a photo in the June 21, 1937, issue of Flash is also by Teenie. 
It features members of the “swank” women’s club, the “WEE-UNS.” The 
October 18, 1937, issue includes a photograph of Teenie “Shooting the 
Camera” with a medium format camera, possibly a Rolleicord, and text 
that described photography as “one of the main hobbies of Teenie Harris.” 

64. Black Press.
65. Teenie Harris quoted in Hill, “View of the Hill,” 131.
66. Julia Bumry, “Talk O’ Town,” Pittsburgh Courier, May 7, 1938. 
67. Teenie Harris quoted in Hill, “View of the Hill,” 131.
68. H. L. Mencken quoted in Patrick S. Washburn, The African Ameri-

can Newspaper (Evanston, IL: Northwestern University Press, 2006), 133.
69. The Courier published editions for Chicago, Detroit, Pittsburgh, 

Philadelphia, Miami, St. Louis, Texas, Georgia, Louisiana, Ohio, Midwest, 
Pacific Coast, New York, and Washington DC. See Washburn, African 
American Newspaper, 133–34; Andrew Buni, Robert L. Vann of the Pitts-
burgh Courier (Pittsburgh: University of Pittsburgh Press, 1974), 320, 321, 
325.

70. Teenie Harris quoted in Hill, “View of the Hill,” 131.
71. Sometimes Teenie indicates he received $10 for supplies. See 

Ziaukas, “Priceless Pictures.” 
72. Teenie also got a helper in his studio business, Jack Strothers. 

Gaitor Moir, “Snooping Lightly,” Pittsburgh Courier, November 15, 1941. 
Charles A. Harris recalls that Dewey “Pimpy” Smith was another assis-
tant. Charles A. Harris, interview with author, January 2011.

73. Black Press.
74. Ocenia Sockwell began just a little later, in the 1940s. A former 

employee of U.S. Steel’s Edgar Thomson Plant, Sockwell had learned the 
photography business from his father, and operated out of North Brad-
dock. “Ocenia Sockwell, Courier Photog, Buried Tuesday,” New Pittsburgh 
Courier, July 22, 1967.

75. Shawna Burgess, “Charles ‘Teenie’ Harris Dies at 89,” New Pitts-
burgh Courier, National Edition, July 4, 1998.

76. Watson, “Teenie Harris’s Life in Pictures.” Taylor’s work focused 
more on “hard” news and sensationalism, including coal strikes, a murder, 
sex crimes, a Ku Klux Klan cross burning, housing shortages, and racial 
discrimination in local war industries. Buni, Robert L. Vann, 325.

77. Charles A. Harris, interview with author, November 2010.
78. All of the quotations from Patricia Parker-Reid were taken from 

transcribed interviews she gave to Colter Harper in 2007, and which were 
generously made available to me.

79. Black Press.
80. Hazel Garland, “Things to Talk About,” New Pittsburgh Courier, 

May 26, 1973.
81. For a history of the colorful, and influential, Mayor Lawrence, see 

Michael P. Weber, Don’t Call Me Boss: David L. Lawrence, Pittsburgh’s 
Renaissance Mayor (Pittsburgh: University of Pittsburgh Press, 1988).

82. Harris quoted in One Shot.
83. Harris quoted in Watson, “Teenie Harris’s Life in Pictures.”
84. Harris quoted in Black Press; Vernell Lillie, interview, November 

2010.
85. These probably were pictures he had taken on recent assignments. 

Teenie did not carry a trunk full of photos around with him. Charles A. 
Harris, e-mail to author, February 13, 2011.

86. Hill, “A View of the Hill,” 131.
87. Julia Bumry, “Talk O’ Town,” Pittsburgh Courier, May 21, 1938. Ida 

Grant worked as Harris’s receptionist at his studio and helped develop 
pictures, and by 1941, George Greenlee worked for him as an “apprentice 
photographer.”

88. Harry Beale, who had played ball with Teenie on the Crawfords 
and the Iron City Elks, died in 1939. “I lost my best friend,” Teenie told the 
Courier. Beale died of TB after a long illness, and toward the end of his life 
had been living with Teenie on Mulford. Charles A. Harris, interview, No-
vember, 2010. Julia Bumry, “Talk O’ Town,” Pittsburgh Courier, November 
4, 1939; “The Schale Sorors,” Pittsburgh Courier, March 1, 1941.

89. Black Press.
90. Julia Bumry, “Talk O’ Town,” Pittsburgh Courier, January 7, 1939.
91. Charles A. Harris, interview with author, December 2010.
92. Watson, “Teenie Harris’s Life in Pictures.” 
93. These numbers are based on a hand count of Harris photos in the 

microfilm of the Courier. The online index of the Courier yields only about 
seven thousand images.

94. Teenie Harris quoted in Hill, “View of the Hill,” 128.
95. Buni, Robert L. Vann, 302–3.
96. One Shot; “Train Race Troops in Coast Defense,” Pittsburgh Cou-

rier, September 7, 1940.
97. Claude McKay, poet of the Harlem Renaissance, is often quoted as 

labeling the intersection of Wylie and Fullerton in Pittsburgh’s Hill Dis-
trict “Crossroads of the World.” This attribution may be apocryphal, since 
a search of 105 McKay publications fails to turn up such a reference. Pitts-
burgh Courier columnist John Clark attributes the label to an unnamed GI 
visiting from Washington DC, shortly after World War II. In the late 1940s 



180

and early 1950s, Mary Dee, disk jockey at Pittsburgh radio station WHOD 
(forerunner of WAMO) popularized the term until it caught on as a general 
description of that intersection. John L. Clark, “Wylie Avenue,” Pittsburgh 
Courier, March 27, 1954; Hazel Garland, “Birdie Dunlap Has Her Night,” 
New Pittsburgh Courier, September 22, 1973.

98. Charles A. Harris, “A Personal Tribute,” in Charles A. “Teenie” 
Harris et al., Spirit of a Community: The Photographs of Charles “Teenie” 
Harris (Greensburg, PA: Westmoreland Museum of American Art, 2001), 
exhibition catalog, 7.

99. “An Array of Stars,” Pittsburgh Courier, August 10, 1946; “Night of 
Stars Greatest Show in Frogs’ History,” Pittsburgh Courier, August 16, 
1947.

100. Joe W. Trotter and Jared N. Day, Race and Renaissance: African 
Americans in Pittsburgh since World War II (Pittsburgh: University of 
Pittsburgh Press, 2010); Mindy Thompson Fullilove, Root Shock: How 
Tearing Up City Neighborhoods Hurts America, and What We Can Do 
About It (New York: One World/Ballantine Books, 2004); Laurence Glasco, 
“That Arena on the Hill: The Complex Legacy for Black Pittsburghers,” 
Pittsburgh Post-Gazette, July 4, 2010.

101. Allegheny County Department of Court Records, Deed Book 3589, 
p. 158. On October 4, 1958, Courier columnist John L. Clark reported that 
Woogie was hiring people for his new location.

102. Laurence Glasco, “To Make This City ‘Someplace Special’: The 
Civil Rights Movement in Pittsburgh,” www.freedomcorner.org/down 
loads/glasco.pdf.

103. See, for example,  “Photo Forum,” March 31, 1945; October 13, 
1945; May 16, 1953; and April 20, 1957; and “Pittsburghers Speak Up,” 
August 22, 1970; September 5, 1970; and September 19, 1970, all in the 
Pittsburgh Courier and New Pittsburgh Courier. 

104. Teenie Harris quoted in Hill, “View of the Hill,” 130, 127–28, 128.
105. Sala Udin Saif Salaam, “Afrikan View,” Pittsburgh Courier, 

November 11, 1972.
106. Charles A. Harris, interview with author, February 2011.
107. Will of William A. Harris, Orphans Court of Allegheny County, 

January 12, 1968. The Mulford Street house remained in the family’s 
possession. In 1964, Woogie added Ada’s name to the title of 7604 Mulford 
Street and in 1968, following his death, she transferred the title to Teenie 
and Elsa. In 2003, after Teenie’s death, Charles A. Harris transferred the 
property to his brother Ira Vann Harris, Teenie’s second son. The Apple 
Street house has fallen on hard times. When Woogie died in 1967, the 
Apple Street house passed to Ada, and later to his daughter Marion Slater, 
and then his granddaughter Vicki Battles. In 2000, Miriam White and 
Jonnet Solomon, unrelated to the Harrises, purchased the house. A City 
Historic Landmark, the house now stands empty

108. Wartzman, “Old Photographer’s Treasure Trove.” Teenie also 
received small periodic payments from Major League Baseball, according 
to Charles A. Harris, e-mail to author, January 17, 2011.

109. Years after the management agreement ended, Morgan was still 
trying to make money from Teenie’s public appearances; indeed, an out-

take from a film about the history of black baseball in Pittsburgh shows 
Morgan angrily trying to prevent Teenie from granting an interview to 
Rob Ruck because he had not been notified beforehand; Molly Youngling, 
director, Kings on the Hill: Baseball’s Forgotten Men (Pittsburgh: San 
Pedro Productions, 1993), film.

110. The festival also featured fifty photographs by jazz bassist Milt 
Hinton. Walter Ray Watson Jr., “Milt Hinton’s ‘Parade’ Keeps Jazz His-
tory Alive,” New Pittsburgh Courier, July 4, 1987. Donald Miller, “Eye on 
the Hill from the ’30s to the ’50s,” Pittsburgh Post-Gazette, June 27, 1986. 
“Harris Photo Exhibit Lauded,” New Pittsburgh Courier, July 26, 1986. 
The Carl R. Smith Cultural Center was named for a local artist commonly 
known as “Dingbat” who exhibited at 2161 Wylie Avenue.

111. Wartzman, “Old Photographer’s Treasure Trove.”
112. Donald Miller, “The Image Makers: Teenie Harris’s Photos are 

Hot—But He’s Reaping Little Benefit from Their Sales,” Pittsburgh Post-
Gazette Magazine, March 16, 1997.

113. The critical issue in the case was the meaning of the so-called 
receipt that Morgan asked Teenie to sign. Rather than being a simple 
receipt, it contained a provision transferring all copyrights to Morgan for 
merely $3,000 without mention of any ongoing payments. Kernick was 
able to put evidence before the jury that Teenie could not read well enough 
to understand the document and that he did not believe or intend to trans-
fer any of his copyrights. Most importantly, she showed the jury a video-
tape of the deposition of Teenie that was taken in the nursing home just 
before he died. There he had sworn, under oath, that Morgan told him that 
the document was simply guaranteeing that Teenie and his family would 
be taken care of and “didn’t have to worry about nothing.” In addition, she 
methodically demonstrated that while Morgan had earned hundreds of 
thousands of dollars in selling Teenie’s prints, Morgan had paid Teenie 
only a few thousand dollars—far less than the one-third share that had 
been promised. Damning evidence emerged that Morgan had been sued by 
his own uncle, who had loaned him the original $3,000 “good faith” money. 
The uncle charged that Morgan had neither returned the money nor cut 
him in on the promised share of the profits. Cynthia Kernick, e-mail to 
author, March 14, 2011; Harris v. Morgan, CA No. 98–639 (W.D. Pa 2000).

114. Marylynne Pitz, conversation with author, February 2011.
115. Marylynne Pitz, “Hearing Opens in Dispute Over Photos,” Pitts-

burgh Post-Gazette, June 30, 1998; Miller, “Image Makers”; interviews 
with Cynthia Kernick and Ken Love by author, December 2010; Rebekah 
Cochran, “Protect Your Intellectual Property,” New Pittsburgh Courier, 
June 17, 2000; Torsten Ove, “Harris Estate Awarded $4.4 Million for 
Photos,” Pittsburgh Post-Gazette, March 22, 2000. The Post-Gazette was 
in error; the award was for $4.3 million. Morgan also collected and sold 
negatives of other Pittsburgh black photographers. In March 2010, he gave 
most of these to his friend Rev. Deryck Tines, a local musical director who 
is active in cultural affairs. Morgan continues to sell photographs (now 
Harley-Davidson images) from a sidewalk stand in Pittsburgh’s Strip 
District.

116. “Citizen of the Week,” New Pittsburgh Courier, August 5, 1972.



181

117. “Courier to Receive Polk Career Award for 1997,” New Pittsburgh 
Courier, March 28, 1998.

118. Burgess, “Charles ‘Teenie’ Harris Dies at 89.”
119. Burgess, “Charles ‘Teenie’ Harris Dies at 89.”
120. “Winners of 2001 Unsung Hero Award,” New Pittsburgh Courier, 

July 7, 2001. Charles A. Harris accepted the award on behalf of his father.

Harris, History, and the Hill

This essay is based upon Joe W. Trotter and Jared N. Day, Race and 
Renaissance: African Americans in Pittsburgh since World War II (Pitts-
burgh: University of Pittsburgh Press, 2010). Permission granted by the 
University of Pittsburgh Press, 2010.

1. Kenneth L. Kusmer and Joe W. Trotter, eds., African American 
Urban History since World War II (Chicago: University of Chicago Press, 
2009), 1–15; Joe W. Trotter, Earl Lewis, and Tera Hunter, eds., The African 
American Urban Experience: Perspectives from the Colonial Period to the 
Present (New York: Palgrave Macmillan, 2004), 1–20. 

2. Trotter and Day, Race and Renaissance, 2, 7, 9–10, 45, 203. 
3. Joe W. Trotter, “Reflections on the Great Migration to Western 

Pennsylvania,” Pittsburgh History, Winter 1995–96, 154; Dennis C. Dick-
erson, Out of the Crucible: Black Steelworkers in Western Pennsylvania, 
1875–1980 (Albany: State University of New York Press, 1986), 45.

4. Trotter, “Reflections,” 155.
5. Rollo Turner, “Affidavit for the Metropolitan Pittsburgh Crusade 

for Voters,” 1–12, in Metropolitan Pittsburgh Crusade for Voters vs. City of 
Pittsburgh, et al., case no. 86–173, U.S. District Court for the Western Dis-
trict of Pennsylvania. 1986. Group V, Box 2215, Folder 3, NAACP papers, 
Library of Congress, Washington DC, repr. in Trotter and Day, Race and 
Renaissance, 10–11.

6. Trotter, “Reflections,” 156; Ira de A. Reid, “The Negro in the Major 
Industries and Building Trades of Pittsburgh” (master’s thesis, University 
of Pittsburgh, 1925). 

7. Letter quoted in Joe W. Trotter and Earl Lewis, eds., African Ameri-
cans in the Industrial Age: A Documentary History, 1915–1945 (Boston: 
Northeastern University Press, 1996), 19.

8. Maurice Moss, “The Negro in Pittsburgh’s Industries,” Opportunity 
13, no. 2 (February 1935): 40–42, 59; Margaret Spratt, “Unity within 
Diversity: The Issue of Race and the Pittsburgh YWCA, 1918–1946” 
(unpublished manuscript, in author’s possession), 8.

9. Joe Turner Darden, “The Effect of World War I on Black Occupa-
tional and Residential Segregation: The Case of Pittsburgh,” Journal 
of Black Studies 18, no. 3 (March 1988): 309. Trotter and Day, Race and 
Renaissance, 12–13, 38–39.

10. Martha E. Foy, “The Negro in the Courts: A Study in Race Rela-
tions” (PhD diss., University of Pittsburgh, 1953), 166–67.

11. Laurence A. Glasco, ed., The WPA History of the Negro in Pittsburgh 
(Pittsburgh: University of Pittsburgh Press, 2004), 212–14.

12. Trotter and Day, Race and Renaissance, 45–46, 53, 203.
13. Ernestine Holt, “Status of Steelworkers Presents Sorry Picture: 

Negroes Refused Supervisory Jobs,” Pittsburgh Courier, August 24, 1946; 
Dickerson, Out of the Crucible, 194; Laurence Glasco, “Double Burden: The 
Black Experience in Pittsburgh,” in African Americans in Pennsylvania: 
Shifting Historical Perspectives, ed. Joe William Trotter Jr. and Eric 
Ledell Smith (University Park: Pennsylvania State University Press, 
1997), 405–42. 

14. John Hinshaw, Steel and Steelworkers: Race and Class Struggle in 
Twentieth-Century Pittsburgh (Albany: State University of New York 
Press, 2002), 167, 223; Tony Buba and Raymond Henderson, directors, 
Struggles in Steel: The Fight for Equal Opportunity (San Francisco: Cali-
fornia Newsreel, 1996), film; Doug Bolin, Christopher Moore, and Nancy 
Levin, directors, Wylie Avenue Days: Pittsburgh’s Hill District (Pittsburgh: 
WQED Communications, Inc., 1991), film; Trotter and Day, Race and 
Renaissance, 51; F. Ray Marshall and Vernon M. Briggs Jr., The Negro and 
Apprenticeship (Baltimore: The Johns Hopkins University Press, 1967), 
113–20; Irwin Dubinsky, Reform in Trade Union Discrimination in the 
Construction Industry: Operation Dig and Its Legacy (New York: Praeger 
Books, 1973), 3–50. 

15. Pittsburgh Housing Association (PHA), “Housing in Pittsburgh, 
1947–1951” (Pittsburgh: Pittsburgh Housing Association, 1951); Joe 
Turner Darden, “The Spatial Dynamics of Residential Segregation of 
Afro-Americans in Pittsburgh” (PhD diss., University of Pittsburgh, 1972), 
74; Harold M. Rose, “Milwaukee’s Black Community: Can It Survive the 
Transition to Post-Industrialism Unscathed (unpublished manuscript 
in author’s possession, c. 1993); Michael S. Snow, “Dreams Realized and 
Dreams Deferred: Social Movements and Public Policy in Pittsburgh, 
1960–1980” (PhD diss., University of Pittsburgh, 2004), 114–15; “Multi-
List Meeting with Negro Realtor: Lavelle to Try for Membership Again,” 
Pittsburgh Post-Gazette, June 24, 1966.

16. Roy Lubove, Twentieth-Century Pittsburgh: Government, Business, 
and Environmental Change, vol. 1 (Pittsburgh: University of Pittsburgh 
Press, 1969), 130–32; Trotter and Day, Race and Renaissance, 68–72.

17. Carl Morris, “The Black Mood in Pittsburgh,” New Pittsburgh 
Courier, March 2–16, 1968.

18. Trotter and Day, Race and Renaissance, 68–74; “For Blacks and 
Whites in Our Region, School Desegregation Gets a Failing Grade,” Pitts-
burgh Post-Gazette, April 21, 1996.

19. Andrew Buni, Robert L. Vann of the Pittsburgh Courier (Pittsburgh: 
University of Pittsburgh Press, 1974), 42–43; Walker Daniel, Black Jour-
nals of the United States (Westport, CT: Greenwood Press, 1982), 42–54.

20. Glasco, WPA History, 248–49.
21. Edna McKenzie, “Pittsburgh’s Daisy Lampkin: A Life of Love and 

Service,” Pennsylvania Heritage 9, no. 3 (Summer 1983): 12.
22. Raymond Wolters, Negroes and the Great Depression: The Problem 

of Economic Recovery (Westport, CT: Greenwood Publishing Company, 
1970), 83–213; Harvard Sitkoff, A New Deal for Blacks: The Emergence of 



182

Civil Rights as a National Issue; The Depression Decade (New York: Oxford 
University Press, 1978), 34–57.

23. Robert L. Vann, editorial, Pittsburgh Courier, September 11, 1932.
24. Constance A. Cunningham, “Homer S. Brown: First Black Political 

Leader in Pittsburgh,” Journal of Negro History 66, no. 4 (Winter 1981–82): 
304–17. 

25. Cunningham, “Homer S. Brown”; Joe W. Trotter, River Jordan: 
African American Urban Life in the Ohio Valley (Lexington, University 
Press of Kentucky, 1998), 134–35.

26. Buni, Robert L. Vann, 325; Richard M. Dalfiume, “The Forgotten 
Year’s of the Negro Revolution,” in Sternsher, Negro in Depression and 
War, 298–316.

27. Trotter, River Jordan, 141–46.
28. A. Philip Randolph, “March for a Fair Share: The March on 

Washington Movement, 1941,” repr. in Afro-American History: Primary 
Sources, ed. Thomas R. Frazier (Chicago: The Dorsey Press, 1988), 291–98; 
A. Philip Randolph, “Why Should We March,” Survey Graphic 31 (Novem-
ber 1942), repr. in Philip S. Foner and Ronald L. Lewis, Black Workers: A 
Documentary History from Colonial Times to the Present (Philadelphia: 
Temple University Press, 1989), 251–52; Trotter, River Jordan, 141–46.

29. Trotter, River Jordan, 141–46.
30. “Wylie Avenue,” Pittsburgh Courier, June 17, 1933.
31. Livers, “Defining Ourselves,” 65–67, 129–30.
32. “Store Pickets Will Not Quit: Talks with Mayor Called Fruitless,” 

December 14, 1946; “Mayor Calls for New Dep’t Store Meeting: Parlay Set 
for New Year’s Eve,” December 21, 1946; “Community Action Council Con-
tinues Store Picketing,” December 21, 1946, all in the Pittsburgh Courier.

33. Trotter and Day, Race and Renaissance, 86–89.
34. Laurence Glasco, “To Make This City ‘Someplace Special’: The 

Civil Rights Movement in Pittsburgh,” www.freedomcorner.org/down 
loads/glasco.pdf; Dickerson, Out of the Crucible, 170, 221–24, 230. 

35. Trotter and Day, Race and Renaissance, 91–96, 110. 
36. Morris, “Black Mood in Pittsburgh”; Alyssa Ribeiro, “‘A Period of 

Turmoil’—Pittsburgh’s April 1968 Riots and their Aftermath” (master’s 
thesis, University of Pittsburgh, 2006, in author’s possession); Trotter and 
Day, Race and Renaissance, 104–7.

37. “Copters Over Hill Open New Horizon,” Pittsburgh Press, April 14, 
1969; “Craig Credits Police 5-Year Plan with Keeping Riots Here Blood-
less: Tactical Platoons Modeled in 1963,” Pittsburgh Press, April 14, 1969; 
Trotter and Day, Race and Renaissance, 104–7.

38. Morris, “Black Mood in Pittsburgh.”
39. Diane Perry, “Golden Triangle Is Hit with COP Brutality, Mass Ar-

rests: Thousands See Blacks Clubbed,” New Pittsburgh Courier, August 30, 
1969; “Court Limits, OKs Stadium Pickets; Big March Vowed,” Pittsburgh 
Post-Gazette, August 16, 1969; “Picketing Stops Work at 3 Homewood 
Sites,” Pittsburgh Press, August 23, 1969; “Traffic Snarls Add to Furor 
in Job Protest,” Pittsburgh Press, August 26, 1969; “Confrontation and 
Change,” Pittsburgh Press, October 17, 1982; Trotter and Day, Race and 
Renaissance, 112–14.

40. John Edgar Wideman, Brothers and Keepers (New York: Penguin 
Books, 1984), 117; Tracey A. Reed, “The Politics of School Desegregation: 
The Case of Pittsburgh Public Schools, 1965–1980” (PhD diss., University 
of Virginia, 1997), 187–88. 

41. Trotter and Day, Race and Renaissance, 96–99.
42. Ben Fischer, The Steel Consent Decree: A Civil Rights Milestone 

(Pittsburgh: Carnegie Mellon University Center for Labor Studies, 1997); 
Dickerson, Out of the Crucible, 244–45; Hinshaw, Steel and Steelworkers, 
211–17; Buba and Henderson, Struggles in Steel.

43. Trotter and Day, Race and Renaissance, 212–13, 220.
44. Anthony S. Chen, “The Passage of State Fair Employment Legisla-

tion, 1945–1964: An Event History Analysis with Time-Varying and 
Time-Constant Covariates,” Working Paper Series, Institute for Research 
on Labor and Employment (University of California-Berkeley, 2001), 6–9, 
posted at the Scholarship Repository, University of California, http://
repositories.cdlib.org/iir/urwps-079-01 (accessed December 2008); 
Thomas J. Sugrue, “Affirmative Action from Below: Civil Rights, the 
Building Trades, and the Politics of Racial Equality in the Urban North, 
1945–1969,” Journal of American History 91, no. 1 (June 2004): 148–51; 
Urban League of Pittsburgh, “State FEPC,” in “31st Annual Report of the 
ULP, 1955,” Part I: N, Series 13, Box 22, National Urban League Papers, 
Library of Congress, Washington DC; Richard F. Jones, “Annual Address 
by the President to the Pittsburgh Branch of the NAACP,” December 
3, 1953, Group II, Box 2, Folder 4, NAACP Papers, Library of Congress, 
Washington DC.

45. Laurence Glasco, “Double Burden: History of Blacks in Pittsburgh,” 
in City at the Point, ed. Samuel P. Hays (Pittsburgh: University of 
Pittsburgh Press, 1989), 90; and Laurence Glasco, A Legacy of Bricks and 
Mortar: African American Landmarks in Allegheny County (Pittsburgh: 
Pittsburgh History and Landmark Foundation, 1995), 29.

46. Laurence Glasco, “Two Politicians: Different Generations, Same 
Story,” Pittsburgh Post-Gazette, January 13, 2008.

47. Trotter and Day, Race and Renaissance, 141–45, 203; Jim McKay, 
“Blacks Lost Jobs and a Generation with Manufacturing’s Demise,” 
Pittsburgh Post-Gazette, November 15, 1994.

48. McKay, “Blacks Lost Jobs”; James S. Hirsch and Suzanne Alex-
ander, “Reverse Exodus: Middle Class Blacks Quit Northern Cities and 
Settle in the South,” Wall Street Journal, May 22, 1990; Laurence Glasco, 
“Pittsburgh, Pennsylvania,” in Encyclopedia of the Great Migration, ed. 
Steven A. Reich, vol. 2: M–Z (Westport, CT: Greenwood Press, 2006), 
672–73; “Obituary: Justin L. Johnson: Prominent Attorney and Son of 
Superior Court Judge,” Pittsburgh Post-Gazette, August 25, 2004; Trotter 
and Day, Race and Renaissance, 203. 

49. McKay, “Blacks Lost Jobs”; Tawanda Williams, “Both Races Feel 
Victimized,” Pittsburgh Post-Gazette, April 28, 1996. 

50. Trotter and Day, Race and Renaissance, 155–59.
51. See Steven Shulman, ed., The Impact of Immigration on African 

Americans (New Brunswick, NJ: Transaction Publishers, 2004), 44–46.



183

The Practice of Everyday Life

1. The collage entered the Archive collection in 1996, along with gelatin 
silver prints that had been in the photographer’s possession. It is unknown 
whether Harris created the collage himself.

2. Michel de Certeau, The Practice of Everyday Life, trans. Steven 
Rendall (Berkeley: University of California Press, 1984).

3. Linda Benedict-Jones, “A Place in the Pantheon,” in Spirit of a Com-
munity: The Photographs of Charles “Teenie” Harris, Charles A. Teenie 
Harris et al., (Greensburg, PA: Westmoreland Museum of American Art, 
2001), exhibition catalog, 15.

4. Nicole R. Fleetwood, Troubling Vision: Performance, Visuality and 
Blackness (Chicago: University of Chicago Press, 2011), 58–59.

5. Greg Lanier quoted in Deborah Willis, “Charles ‘Teenie’ Harris: 
Photography and Evidence,” in Charles “Teenie” Harris: Rhapsody in 
Black and White (Pittsburgh: August Wilson Center for African American 
Culture in association with Evidence, A Dance Company, and Carnegie 
Museum of Art, 2006), 6.

6. Charles “Teenie” Harris, quoted in Marc Silverman, “My Interview 
with Teenie,” Photopaper (Pittsburgh: Silver Eye Center for Photography, 
1997), 11.

7. Donald Bogle, Blacks in American Films and Television: An Encyclo-
pedia (New York: Garland Publishing, 1988), 404.

8. Delta State University, Charles W. Capps Jr., Archives and Museum, 
“The Hooks Studio,” http://www.deltastate.edu/pages/1141.asp (accessed 
February 1, 2011).

9. Bogle, Blacks in American Films, 240. 
10. Deborah Willis, “Let Your Motto Be Resistance”: African American 

Portraits (Washington DC: National Museum of African American His-
tory and Culture, 2007), 24.

11. Sears Roebuck and Company, He’s a Black Man!, radio series (Pitts-
burgh: Sears Public Affairs Department, c. 1972–1973); commemorative 
publication, March 1973, n.p.

12. Berenice Abbott, Changing New York (New York: E. P. Dutton, 1939), 
75 (ill.).

13. Anna Robinson traveled around the United States through 1951 in 
the role of Aunt Jemima to promote the self-rising pancake mix, further-
ing the racist stereotype. Forty years before the 1933 Chicago World’s 
Fair, at the 1893 World’s Columbian Exposition in Chicago, Nancy Green, a 
former slave, was first hired to play the part of Aunt Jemima in an exhibit, 
promoting the invention of self-rising flour for the R. T. Davis Milling 
Company. Other exhibits promoted the notion of African and African 
American inferiority, with people from Dahomey in traditional dress on 
exhibit in fabrications of their native dwellings along the busy Midway 
Plaisance. 

14. Apart from his 1933 trip to the Chicago World’s Fair and three 
assignments outside of Pittsburgh for the Courier, one at Fort Bragg to 
photograph black soldiers during World War II; another in Detroit to cover 
a riot when a Courier staff member was injured; and lastly, a trip to Maine 

to document the launching of S.S. Liberty Ship Robert L. Vann in 1943, 
there is little documentation that suggests that Harris traveled much. 

15. In an interview with Marc Silverman, Harris states that he didn’t 
like assignments on boats or planes, which he passed on to an assistant 
when one was available or refused altogether. See Silverman, “My Inter-
view with Teenie,” 11.

16. Edna McKenzie, “Teenie Harris,” Photopaper (Pittsburgh: Silver 
Eye Center for Photography, 1997), 7.

17. Harris employed a handful of studio assistants who were trained at 
working the front desk, in the studio, and in the darkroom.

18. Charles A. Harris, interview with Laurence Glasco, November 2010.
19. The photograph won an award at the First Annual Photographers 

Show at the Centre Avenue YMCA in February 1945.
20. Harris quoted in Silverman, “My Interview with Teenie,” 10.
21. Three of these photographers traveled to Pittsburgh for noteworthy 

photography assignments, including Bubley’s and Saunders’s involvement 
with the Pittsburgh Photographic Library under the direction of Roy 
Stryker (1950–53) and Smith’s Pittsburgh Project (1955–57) in association 
with Stefan Lorant’s publication Pittsburgh: The Story of an American 
City (1964).

22. Roy Stryker quoted in Witness to the Fifties: The Pittsburgh 
Photographic Library, 1950–1953, ed. Constance B. Schulz and Steven W. 
Plattner (Pittsburgh: University of Pittsburgh Press, 1999), 9.

23. Richard Wright and Edwin Rosskam, 12 Million Black Voices (1941; 
repr. New York: Thundersmouth Press, 1988), 141.

24. Silverman, “My Interview with Teenie,” 9.
25. In June 1941, President Franklin D. Roosevelt issued Executive 

Order 8802, making it illegal for any private employer with a government 
contract to engage in employment discrimination based on race. Labor 
leader A. Philip Randolph, who had threatened to organize a March on 
Washington as early as 1941, was instrumental in bringing the issue 
of job discrimination to the attention of the executive office. However, 
Roosevelt’s Executive Order 8802 stopped short of Randolph’s demand for 
the desegregation of the armed forces, which didn’t occur until 1948 when 
President Dwight D. Eisenhower issued Executive Order 9981.

26. Frank Bolden quoted in Kenneth Love, director, One Shot: The Life 
and Work of Charles “Teenie” Harris (Pittsburgh: Kenneth Love Produc-
tions, 2001), film.

27. Frank Bolden quoted in Stephen Kinzer, “Black Life, in Black and 
White: Court Ruling Frees Legacy of a Tireless Photographer,” New York 
Times, February 7, 2001. 

28. Weegee (Arthur Felig), Weegee’s New York: 335 Photographs, 
1935–1960 (Munich: Schirmer/Mosel, 2006), 292 (ill.).

29. In contrast to the Pittsburgh Survey, important local industrialists 
including Henry Clay Frick, Andrew Mellon, and Andrew Carnegie used 
photography to document and promote the growth of their businesses.

30. In 1951, People in Pictures, the Community Chest exhibition 
organized from images created by the photographers of the Pittsburgh 
Photographic Library, opened at Carnegie Museum of Art.



184

31. Alan Trachtenberg, “Man-Breaking City: W. Eugene Smith’s Pitts-
burgh,” in Dream Street: W. Eugene Smith’s Pittsburgh Project, ed. Sam 
Stephenson (New York: W. W. Norton and the Center for Documentary 
Studies, 2001), 164.

32. Witness to the Fifties, p. 141, plate 87.
33. The Pittsburgh Courier ran two stories on Saunders’s work in the 

Hill for the Pittsburgh Photographic Library, “Photographer’s Name is 
‘Dick,’ But he ‘Ain’t No Sleuth,’” May 5, 1951; and “Ace Lensman Shooting 
Pittsburgh,” June 2, 1951. In one story it was reported that Saunders aimed 
to show the positive effects of urban renewal, documenting one family’s 
move “from a slum area home into better housing . . . [showing] every 
phase of their daily activity including church, school, and work.” Quoted in 
Witness to the Fifties, 173.

34. Witness to the Fifties, p. 131, plate 79.
35. Some twenty-five years later, Dawoud Bey photographed A Boy in 

Front of the Loews 125th Street Theater in Harlem (1976), epitomizing a 
sense of urban cool with the boy’s dark sunglasses and bright white Keds 
tennis shoes while demonstrating the importance of leisure outlets for 
young black children. See Harlem: A Century in Images (New York: Skira 
Rizzoli, 2010).

36. Trachtenberg, in Dream Street, 164.
37. Dream Street, 103 (ill.), 60 (ill.).
38. Dream Street, 104 (ill.). 
39. Trachtenberg, in Dream Street, 164. 
40. See also Gordon Parks, Black Children with White Doll, Wash-

ington, DC, 1942, Library of Congress Prints and Photographs Division, 
Washington, DC, call number LC-USF34-013432-C.

41. McKenzie, “Teenie Harris,” 5.
42. See Helen Levitt, In the Street: Chalk Drawings and Messages, New 

York City, 1938–1948 (Durham: Duke University Press, 1987); and Bruce 
Davidson, East 100th Street (Cambridge, MA: Harvard University Press, 
1970).

43. Charles A. Harris, “My Father, ‘Teenie’ Harris,” in Looking For-
ward: Images of Children by Charles “Teenie” Harris (Pittsburgh: August 
Wilson Center for African American Culture, 2006), exhibition catalog, 17.

44. Deborah Willis, Posing Beauty: African American Images from the 
1890s to the Present (New York: W. W. Norton and Company, 2009). 

45. Deborah Willis-Braithwaite, VanDerZee Photographer, 1886–1983 
(New York: Harry N. Abrams in association with the National Portrait 
Gallery, Smithsonian Institution, 1993), 12 (ill.).



185

seleCTed bibliogrAPHy

The following references provide secondary sources about Harris’s life 
and work, divided into biographical materials, publications with Harris 
images, and exhibition history. Lifetime references to Harris in the Pitts-
burgh Courier are too numerous to cite here but can be accessed through 
subscription to ProQuest Historical Newspapers-Black Newspapers col-
lection and on microfilm (Pittsburgh Courier, Pittsburgh, PA: Pittsburgh 
Courier Publishing Co., 1910–1966, and the New Pittsburgh Courier, 
Pittsburgh, PA: New Pittsburgh Courier Publishing Co., 1966– ).

Sources about Teenie Harris (alphabetical by author)

Associated Press. “Extensive Effort to Recover Photos Culminates in Ex-
hibit: Westmoreland Museum Honors ‘Teenie’ Harris’ Life Profession.” 
Valley News Dispatch, February 26, 2001.

Associated Press. “Two Pittsburgh Men Receive National Honors. 
‘Unsung Heroes’ Documented Black Culture.” Valley News Dispatch, 
June 24, 2001.

Bailey, Dave. “Photographic Treasure from Charles ‘Teenie’ Harris: Stun-
ning Negro League Images among Thousands of Negatives that Span 
His Four-Decade Career.” Sports Collectors Digest, April 2, 2004.

Benedict-Jones, Linda, and Charlee Brodsky. Pittsburgh Revealed: 
Photographs since 1850. Pittsburgh: Carnegie Museum of Art, 1997. 
Exhibition catalog.

Bererot, Frank. We Want Miles: Miles Davis vs. Jazz. New York: Skira 
Rizzoli, 2010.

Bolden, Frank, Edna McKenzie, and Louise Lippincott. Interview about 
Teenie Harris by Chris Moore. Black Horizons, WQED Television, 
summer 1997.

Burgess, Shawna. “Charles ‘Teenie’ Harris Dies at 89.” New Pittsburgh 
Courier, June 17, 1998.

Byrd, Jerry. “Heyday on the Hill.” Pittsburgh Press Sunday Magazine, 
March 1, 1987, 5–12.

———. “Pitt to Restore 40,000 Hill Photos.” Pittsburgh Press, October 17, 
1986.

Campbell, Paulette W. “Documenting Pittsburgh’s Past: A Photographer 
Captures Day-to-Day Life in an African American Community.” Hu-
manities: The Magazine of the National Endowment for the Humanities 
27 (March/April 2006): 22–25.

“Carnegie Acquires the Negatives of Charles ‘Teenie’ Harris.” Antiques 
and the Arts Online, January 1, 2002. http://antiquesandthearts.com/
Antiques/TradeTalk/2002–01–01__13–08–11.html

“Carnegie Presents Never-Before-Seen Images from ‘Teenie’ Harris.” New 
Pittsburgh Courier, February 22–28, 2006.

Carrier, David. “Charles ‘Teenie’ Harris, Westmoreland Museum of 
American Art.” Artforum International 39, no. 9 (May 2001): 180.

“Charles ‘Teenie’ Harris: Pittsburgh Courier Photographer.” Lincoln 
Center Theater Review 48 (Spring 2009): 3.

“CMA Receives $348,885 for Teenie Harris Project.” New Pittsburgh 
Courier, April 18–24, 2007.

Cochran, Rebekah. “Protect Your Intellectual Property: What ‘Teenie’ 
Harris Didn’t Do When Selling His Intellectual Property Was to Seek 
Legal Advice.” New Pittsburgh Courier, June 3, 2000.

Conley, Patti. “Teenie’s Big Impact.” Beaver County Times, July 23, 2009.

Costanzo, Gerald. Review of One Shot Harris: The Photographs of Charles 
“Teenie” Harris, by Stanley Crouch. Western Pennsylvania History 87, 
no. 4 (Winter 2004): 53–54.

“Courier’s ‘One Shot’ Was One of a Kind.” New Pittsburgh Courier, July 
2–8, 2008.

Crouch, Stanley. One Shot Harris: The Photographs of Charles “Teenie” 
Harris. New York: Abrams, 2002.

Donalson, Al. “Teenie Harris’ World: The Life and Times of the Great 
Pittsburgh Photographer.” Pittsburgh Post-Gazette, October 3, 1998.

Dyer, Ervin. “Harris’ Photos Open a Window to Growing Up Black in the 
Area.” Pittsburgh Post-Gazette, May 26, 2006.

———. “Museum Seeks Public Help to Identify People Photographed by 
‘Teenie’ Harris.” Pittsburgh Post-Gazette, July 3, 2003.

———. “Solving an Identity Crisis: Museum Visitors Help to Document 
History as They Spot Faces in ‘Teenie’ Harris Photos.” Pittsburgh Post-
Gazette, March 5, 2006.

———. “Unsung Heroes. Reporter Bolden, Photographer Harris to be 
Honored Tonight.” Pittsburgh Post-Gazette, June 23, 2001.

Evans, Patrick. “Photographer’s Timing, Talent Produced Chronicle of 
Life on the Hill.” Pittsburgh Tribune-Review Focus, July 11, 1993.

“Exposing Black History.” Pitt Magazine, March 1987.



186

“Family Receives Harris Photos.” New Pittsburgh Courier, May 10, 2000.

Fleetwood, Nicole R. Troubling Vision: Performance, Visuality, and Black-
ness. Chicago: University of Chicago Press, 2011.

Foster, Pamela E. “Local Artists Denounce Airport Art Project.” New 
Pittsburgh Courier, July 29, 1989.

Guenther, David. “Lost History: Teenie Harris’ Photo Collection Is a 
Pittsburgh Treasure—Can We Keep It Here?” In Pittsburgh, April 
20–26, 1988, 22–24.

Guidry, Nate. “Harris Images Chronicle an Era on the Hill.” Pittsburgh 
Post-Gazette, November 3, 2002.

Harris, Charles A. “Teenie,” Henry J. Simonds, Kenneth Love, Linda 
Benedict-Jones, and Cynthia E. Kernick. Spirit of a Community: The 
Photographs of Charles “Teenie” Harris. Greensburg, PA: Westmore-
land Museum of American Art, 2001. Exhibition catalog.

“Harris Collection.” OnQ Magazine, WQED Television, February 20, 2002.

“Harris Collection.” OnQ Magazine, WQED Television, February 15, 2006.

“Harris Photo Exhibit Lauded.” New Pittsburgh Courier, July 19, 1986.

Haynes, Monica L. “Men We Cherish: Exceptional Black Husbands, 
Fathers and Friends Get Some Overdue Strokes.” Pittsburgh Post-
Gazette, October 16, 1997.

“Hill District: Injunction on Photos Denied.” Pittsburgh Post-Gazette, 
November 20, 1998.

“Hill District: Photographer Sues over Work.” Pittsburgh Post-Gazette, 
April 9, 1998.

“Hill House Display Exhibits ‘Highlights of the Hill.’” This Week in 
Pittsburgh, February 13, 1987.

Holland, Daniel. “Unearthing the Relics of Black History.” Pittsburgh 
Post-Gazette, April 1, 1992.

Hopper, Justin. “Just Carryin’ On.” Pittsburgh City Paper, July 25–August 
1, 2007, 36.

———. “The Revelatory Carryin’ On Showcases Teenie Harris’ Photos 
of Queer Nightlife in the Mid-century Hill District.” Pittsburgh City 
Paper, July 26, 2007.

Hsu, Leo. “Spotlight Teenie Harris.” Foto8, The Photography Biannual 23 
(Spring 2008): 16–17.

Isenberg, Robert. “Dress Codes.” Pittsburgh City Paper, December 10–17, 
2008.

Johnson, C. Denise. “100 Years of Charles “Teenie” Harris Celebrated.” 
New Pittsburgh Courier, July 2–8, 2008.

———. “Several Historic Shots by ‘One Shot’ Highlight Centennial.” New 
Pittsburgh Courier, July 9–15, 2008.

Johnson, L. A. “Out on the Town: Teenie Harris Exhibit Captures a Rare 
Glimpse of Gay Life.” Pittsburgh Post-Gazette, July 26, 2007.

Jones, Barbara L. “Spirit of a Community: The Photographs of Charles 
‘Teenie’ Harris.” Viewer, newsletter of the Westmoreland Museum of 
American Art, Winter/Spring 2001.

Jones, Diana Nelson. “A Day Like That in a Town Like This.” Pittsburgh 
Post-Gazette, October 9, 1997.

Karamcheti, Deepak. “Harris Photos Go on Exhibit.” New Pittsburgh 
Courier, September 10, 1997.

Karlovits, Bob. “Harris’ Images Capture Everything from Sports Heroes 
to Everyday Life.” Pittsburgh Tribune-Review, February 3, 2001.

———. “Love on Film: Independent Filmmaker Takes His Best Shot with 
Teenie Harris Project.” Pittsburgh Tribune-Review, February 3, 2001.

Kelley, Robin D. G. “Charles ‘Teenie’ Harris: Portraits of the Hill.” In 
Family History Memory: Recording African American Life, edited by 
Deborah Willis. New York: Hylas, 2005.

Kimbel, Eric. “Teenie Harris Captured the Black History of Pittsburgh.” 
New Pittsburgh Courier, June 16, 1993.

Kinzer, Stephen. “Black Life, in Black and White.” New York Times, Febru-
ary 7, 2001.

———. “Opening an Album of Black Street Life.” International Herald 
Tribune, February 24–25, 2001.

———. “Photographs of Black Life Go to Pittsburgh Museum.” New York 
Times, December 21, 2001.

Klopfer, Milt. “Black Heritage: Pittsburgh Courier Photographer Depicts 
40 Years of ‘Living History.’” Pitt News, September 22, 1986.

“Laurels for a Lensman. Teenie Harris’ Photographs Find a Local Home.” 
Pittsburgh Post-Gazette, December 21, 2001.

Lawson, Kyle. “Leaders Aim to Restore Life of Hill District Jazz Scene.” 
Pittsburgh Tribune-Review, December 28, 2008.

Love, Kenneth, dir. One Shot: The Life and Work of Charles “Teenie” Har-
ris. Pittsburgh: Kenneth Love Productions. 2001. Film.

Lowry, Patricia. “Picturing Pittsburgh: Two-Year Collaboration Makes 
Century of Images Available Online.” Pittsburgh Post-Gazette, Decem-
ber 21, 2004.

Margolis, Lynne. “Black Artists Who Defied Stereotypes: Exhibits 
Chronicle Photographer Charles ‘Teenie’ Harris and Artist Romare 
Bearden.” Christian Science Monitor, October 3, 2003. http://www.
csmonitor.com/2003/1003/p19s01-alar.html

Martin, Mary. “Photographer’s Work Documented African-American Life 
in Pittsburgh.” Pittsburgh Post-Gazette, February 23, 2000.

McCoy, Adrian. “History in Black and White: Photos Celebrate Black 
History Month.” In Pittsburgh, February 25, 1987.

McNulty, Timothy. “Carnegie Launches Online Search of Art Collection.” 
Pittsburgh Post-Gazette, September 26, 2006.



187

Mervis, Scott. “Pittsburgh Is Now Rated Hip Town U.S.A.” Pittsburgh 
Post-Gazette, March 14, 1993.

———. “Through Teenie’s Lens.” Pittsburgh Post-Gazette Weekend, 
September 19, 1997.

Miller, Donald. “Charles H. Harris, Photographer Who Chronicled Black 
Experience.” Pittsburgh Post-Gazette, June 13, 1998.

———. “Eye on the Hill from the ’30s to the ’50s.” Pittsburgh Post-Gazette 
Magazine, June 27, 1986.

———. “A Huge ‘Teenie’ Collection. Carnegie Acquires 4,500 Prints by 
Black Photographer.” Pittsburgh Post-Gazette, March 11, 1997.

———. “The Image Makers: Teenie Harris’s Photos Are Hot—But He’s Reap-
ing Little Benefit from Their Sales.” Pittsburgh Post-Gazette Magazine, 
March 16, 1997.

———. “Photos of Black Experience Pack an Emotional Wallop.” Pittsburgh 
Post-Gazette, March 11, 1997.

Morrow, Christian. “Carnegie Purchases Harris Photos: Museum to Ex-
hibit Historic Collection.” New Pittsburgh Courier, December 15, 2001.

———. “‘One Shot’ Award Winners Honored: Works Hang Next to Harris 
Photos at Carnegie.” New Pittsburgh Courier, July 29–August 4, 2009.

———. “Oral History Campaign Helps Identify Harris Photos.” New Pitts-
burgh Courier, August 26, 2003.

“Museum Acquires Photos from Courier.” Pittsburgh Tribune Review, 
March 14, 1997.

“NEH Grant to Carnegie to Support Teenie Harris Archive.” Pittsburgh 
Post-Gazette, April 12, 2007.

Nelson, Stanley, dir. The Black Press: Soldiers without Swords. Chicago: A 
Half Nelson Production/WTTT Television, 1999. Film.

Nephin, Dan. “Mysteries of Pittsburgh: Teenie Harris Archive Project 
Documents Local Black History.” Beaver County Times, February 4, 
2004.

———. “Teenie’s Times: Project Puts Names to Faces in Photographer’s 
Vast Archive.” Beaver County Times, January 25, 2004. 

“New Photography Exhibition on Charles ‘Teenie’ Harris at Middlebury 
College: Screening of Award Winning Film Set for January 15.” 
Antiques and the Arts Weekly, January 11, 2002.

Norman, Tony. “Haiku on the Hill.” Pittsburgh Post-Gazette, February 15, 
2000.

———. “Harris’ Photos Finally Acquire the Color of Money.” Pittsburgh 
Post-Gazette, December 18, 2002.

———. “Virtuoso with the Camera.” Pittsburgh Post-Gazette, September 30, 
2003.

Norrell, Debbie. “Carryin’ On.” New Pittsburgh Courier, September 5–11, 
2007.

O’Driscoll, Bill. “One Shot: The Life and Work of Teenie Harris.” Pitts-
burgh City Paper, February 7–14, 2001.

“One Shot.” Pittsburgh Tribune-Review, February 12, 2001.

“‘One Shot Harris.’” Pittsburgh Homewood Brushton News, February 25, 
1987.

Ove, Torsten. “Harris’ Estate Awarded $5.3 Million for Photos.” Pittsburgh 
Post-Gazette, March 22, 2000.

———. “Lawyers Try to Figure out How to Return Photographs.” Pittsburgh 
Post-Gazette, March 24, 2000.

Petrucelli, Alan W. “A Fresh Look: East End Tour Keeps Photographer’s 
Legacy in Focus.” Pittsburgh Post-Gazette, November 24, 2008.

Pittsburgh Public Theater. “Pittsburgh’s Hill District.” Public, June–July 
1997.

“Pittsburgh to Prague—A Photographic Link.” Pittsburgh Post-Gazette, 
December 9, 2009.

Pitz, Marylynne. “Grant to Preserve Photojournalist’s Trove of Images: 
Art Museum to Digitally Scan over 33,000 Negatives.” Pittsburgh Post-
Gazette, March 18, 2005.

———. “Hearing Opens on Dispute over Photos.” Pittsburgh Post-Gazette, 
June 30, 1998.

———. “No Profit-Sharing Deal Struck, Man Says.” Pittsburgh Post-Gazette, 
July 17, 1998.

Potter, Chris. “Sensory Perception: Giving Vision and Voice.” Pittsburgh 
City Paper, February 16–February 23, 2000.

Prime, Rebecca. “‘Teenie’ Harris Gets His Due.” Photo District News (May 
2003): 243–44.

Proctor, Ralph. “The World through the Eyes of Charles ‘Teenie’ Harris.” 
Pennsylvania Heritage 36 (Spring 2010): 14–23.

Proctor, Ralph, et al. Pittsburgh circa 1930 to 1970: Photographs by Charles 
“Teenie” Harris. Pittsburgh: Silver Eye Center for Photography and the 
Kingsley Association, 1997. Exhibition catalog.

Rawson, Chris. “On Stage: Recognizing the Bards of the Hill.” Pittsburgh 
Post-Gazette, February 12, 2001.

Reynolds, Christopher. “Mr. Wilson’s Neighborhood.” Los Angeles Times, 
July 27, 2003.

Rouvalis, Christina. “An Equal Opportunity Lens.” Carnegie Magazine 73, 
no. 2 (Summer 2009): 22–27.

Saffron, Jen. “Pittsburgh to Prague: Artists and Activists Connect.” 
Pittsburgh Post-Gazette Blog, posted March 16, 2010. http://blogs.sites 
.post-gazette.com/index.php/home/archives/18148-pittsburgh-to 
-prague-artists-and-activists-connect

Schlatter, N. Elizabeth. Review of One Shot Harris: The Photographs of 
Charles “Teenie” Harris, by Stanley Crouch. Photovision (July/August 
2003): 10–11.



188

Schmeichel, Susan K. “Photographer’s ‘Vision’ on Exhibit.” Pittsburgh 
Tribune-Review, January 29, 2000.

Sears Roebuck and Company. He’s a Black Man! Radio series. Pittsburgh: 
Sears Public Affairs Department, c. 1972–1973; commemorative 
publication, March 1973.

Seate, Mike. “Teenie’s Old Photographs Worth More than Money.” Pitts-
burgh Tribune-Review, March 30, 2000.

Shaw, Kurt. “Carnegie Takes Another Dip into Harris’ Image Trove.” 
Pittsburgh Tribune-Review, September 13, 2009.

———. “Photographic Memory: Charles ‘Teenie’ Harris Exhibit Opens Win-
dow into Hill District’s Past.” Pittsburgh Tribune-Review, February 9, 
2003. Reprinted Valley News Dispatch, February 22, 2003.

Shearing, Graham. “An American Original: The Work of Teenie Harris.” 
Pittsburgh Tribune-Review, February 25, 2001.

Siegel, Stephanie. “Carnegie Museum Seeks Jewish Community to Help 
Archive Photos.” Jewish Chronicle 43 (July 24, 2003): 1, 25.

Simonds, Lea. “A Way to Make Some Money.” Creative Nonfiction 15 
(2000): 157–74.

“Spirit of a Community: The Photographs of Charles ‘Teenie’ Harris.” 
AAA Motorist, February 2001.

Stanley, Max. “Photographer Teenie Harris.” State College Magazine 
(February 2002): 35.

“Teenie Harris Award: Teenie, Friends & Supporters Celebrate.” Silver 
Eye Newsletter 6, no. 3 (January 1998).

“Teenie Harris’ Photographs on Display at Carnegie.” New Pittsburgh 
Courier, March 22, 1997.

“’Teenie’ Harris Photos of Children Focus of ‘Looking Forward.’” New 
Pittsburgh Courier, May 3–9, 2006.

“Teenie Harris Voted to NABJ Hall of Fame.” New Pittsburgh Courier, 
May 4–8, 2005.

Thomas, Lillian. “Inventory of a Legacy.” Pittsburgh Post-Gazette, May 8, 
2000.

Thomas, Mary. “Art Review: Pitt Show Frames Snippet of Local Black 
History.” Pittsburgh Post-Gazette, March 8, 2006.

———. “Company Fuses Teenie Harris Images with Dance in ‘One Shot.’” 
Pittsburgh Post-Gazette, April 29, 2009.

———. “Museum Gets Charles ‘Teenie’ Harris Images.” Pittsburgh Post-
Gazette, December 18, 2001.

———. “Photos at an Exhibition.” Pittsburgh Post-Gazette, March 18, 2001.

———. “Teenie Harris Archive Yields Another Fine Show.” Pittsburgh Post-
Gazette, July 15, 2009.

———. “Youths Follow in ‘Teenie’ Footsteps.” Pittsburgh Post-Gazette, July 
15, 2009.

“Timeless Pictures Grant Will Help Preserve Teenie Harris’ Legacy.” 
Pittsburgh Post-Gazette, March 28, 2005.

Turner, Rollo. “Charles ‘Teenie’ Harris.” Pennsylvania Ethnic Heritage 
Studies Center Bulletin, 1987.

Uricchio, Marylynn. “In and Out of Fashion.” Pittsburgh Post-Gazette, 
January 30, 1990.

Valentine, Matt. “Teenie Harris Now and Then.” Pulp, September 25, 
2003.

———. “Teenie Harris Project: Tim Stevens.” Pulp, October 9, 2003.

———. “Teenie Harris Project: Tom Strawder.” Pulp, October 30, 2003.

Venkatasubban, Sharmilla. “Photo ID: Carnegie Museum Stirs up Memo-
ries for Teenie Harris Captioning Project.” Pittsburgh City Paper, July 
3, 2003.

Vranish, Jane. “Dance, Jazz and Teenie Harris Photos Tell Story of the 
Hill in ‘One Shot.’” Pittsburgh Post-Gazette, May 4, 2009.

Ware, Kamau. Looking Forward: Images of Children by Charles “Teenie” 
Harris. Pittsburgh: August Wilson Center for African American 
Culture, 2006. Exhibition catalog.

Wartzman, Rick. “An Old Photographer’s Treasure Trove.” Wall Street 
Journal, June 15, 1988.

Watson, Walter Ray Jr. “‘Teenie’ Harris’s Life in Pictures.” New Pittsburgh 
Courier, February 28, 1987.

Webb, Genea. “One Shot: The Life and Work of Teenie Harris.” New 
Pittsburgh Courier, February 3, 2001.

“Well-Known Photographer Let Pictures Do His Talking.” Pittsburgh 
Tribune-Review, June 13, 1998.

“Westmoreland County Museum Honors ‘Teenie’ Harris.” New Pittsburgh 
Courier, January 19, 2002.

“What Are 80,000 Pictures Worth?” Carnegie Magazine, Summer 2005, 7.

“What’s Developing: The Harris Archive . . . Is One of the Most Complete 
Portraits of the Urban Experience of Black Americans Ever Created.” 
B&W Magazine 18 (April 2002): 30.

Willis, Deborah. Black Photographers, 1940–1988: An Illustrated Bio-
Bibliography. New York: Garland Publishing, 1985.

———. Posing Beauty: African American Images from the 1890s to the Pres-
ent. New York: W. W. Norton and Company, 2009.

———. Reflections in Black: A History of Black Photographers 1840 to the 
Present. New York: W. W. Norton, 2000.

Wilson, Ellen. “Documenting Our Past: The Teenie Harris Archive 
Project.” Carnegie Magazine, July–August 2003, 32–33.

———. “Filling in the Blanks: The Teenie Harris Archive Project Contin-
ues.” Carnegie Magazine, January–February 2004, 14–19.

Yourse, Robyn-Denise. “Exhibit Looks at a Half-Century of Work.” Beaver 
County Times Magazine, February 9, 1996, 5.



189

Ziaukas, Tim. “Priceless Pictures: Teenie Harris Put a Page of American 
History on Film. But His 100,000 Images Are in Danger of Disappear-
ing Forever.” Pittsburgh Magazine, November 1993, 47–51.

Zurawsky, Christopher. “Fighting over Teenie Treasures.” Pittsburgh 
Tribune-Review, March 6, 2000.

———. “Teenie’s Heirs get $4 Million. Judge Might Return Photographs.” 
Pittsburgh Tribune-Review, March 22, 2000.

Sources Containing Teenie Harris Images (alphabetical by author)

Allen, Danielle S. Talking to Strangers: Anxieties of Citizenship since 
Brown v. Board of Education. Chicago: University of Chicago Press, 
2004.

Allison, Eric W., and Lauren Peters. Historic Preservation and the Livable 
City. Hoboken, NJ: Wiley, 2011.

Baszile, Jennifer. “Photography.” New York Times Review of Books, 
December 6, 2009, 44.

Bell, Ryan Corbett. The Ambulance: A History. Jefferson, NC: McFarland, 
2009.

Black, Samuel W., ed. Soul Soldiers: African Americans and the Vietnam 
Era. Pittsburgh: Senator John Heinz History Center, 2006.

Black, Samuel, Nicholas Ciotola, and Emily Ruby. “Adventures in Innova-
tion, 1920–1945.” Western Pennsylvania History 92, no. 1 (Spring 2009): 
40–51.

Brewer, John M., Jr. Black America Series: African Americans in Pitts-
burgh. Charleston, SC: Arcadia Publishing, 2006.

———. Images of America: Pittsburgh Jazz. Charleston, SC: Arcadia 
Publishing, 2007.

Bruce, Aubrey. “Ebony and Ivory.” New Pittsburgh Courier, January 25–31, 
2006.

Buckley, Gail Lumet. The Hornes: An American Family. New York: Plume, 
1986.

DeVeaux, Scott. The Birth of Bebop: A Social and Musical History. Berke-
ley: University of California Press, 1997.

Dyer, Ervin. “Gloria G. Giddens, Aug. 10, 1925–Dec. 1, 2006: Fashion 
Leader, Model Who Owned Salons in Hill District.” Pittsburgh Post-
Gazette, December 5, 2006, A-15.

———. “Power in Black and White.” Pitt Magazine, Winter 2010, 18–23.

———. “Vivian Ann Davidson Hewitt, Collector of African American Art.” 
Western Pennsylvania History 93, no. 4 (Winter 2010): 6–8.

East End/East Liberty Historical Society. Images of America: Pittsburgh’s 
East Liberty Valley. Charleston, SC: Arcadia Publishing, 2008.

Edney, Hazel Trice. “King’s Son, Others Warn on His Birthday: Don’t Be 
Mystified by Historic Presidential Campaign.” New Pittsburgh Courier, 
January 16–22, 2008.

Eig, Johnathan. Opening Day: The Story of Jackie Robinson’s First Season. 
New York: Simon and Schuster, 2007.

Evans, Pat. “Two Sides of the Same Coin: Gray Eyes Was a Numbers 
Runner with a Mean Streak, Mason Was a Cop Who Shot to Kill.” Pulp, 
February 19–26, 2004, 8–10.

Fullilove, Mindy Thompson. Root Shock: How Tearing Up City Neighbor-
hoods Hurts America, and What We Can Do About It. New York: One 
World Ballantine Books, 2004.

Glasco, Larry [Laurence]. “Black Radio in Pittsburgh: Search for Identity 
and Profits.” New Pittsburgh Courier, June 17–23, 2009.

Glasco, Laurence. “That Arena on the Hill: The Complex Legacy for Black 
Pittsburghers.” Pittsburgh Post-Gazette, July 4, 2010.

Goode, Eric. Moral Panics: The Social Construction of Deviance. Malden, 
MA: Wiley-Blackwell, 2009.

Harvith, John. “Pitt-Sponsored Fly Boys Has World Premiere Screening 
Feb. 1.” Pitt Chronicle, January 28, 2008, 1, 4.

Hayden, Cara. “Love’s Palette.” Pitt Magazine, Summer 2010, 26–31.

Hayes, Harold. “Crawford Grill.” OnQ Magazine, WQED Television, 
February 13, 2007.

Himes, Chester. The End of a Primitive. New York: W. W. Norton, 1997.

Historical Society of Western Pennsylvania. Beyond Adversity: African-
Americans’ Struggle for Equality in Western Pennsylvania, 1750–1990. 
Pittsburgh: Historical Society of Western Pennsylvania, 1993.

Hoover, Bob. “The Place to Be—1900 to 1919: Music Halls and Amusement 
Parks.” Pittsburgh Post-Gazette, April 18, 2004.

Johnson, Ashley. “Where Do We Go from Here? Yesterday’s Struggles and 
Triumphs Are a Roadmap for Tomorrow.” New Pittsburgh Courier, 
January 16–22, 2008.

Kalson, Sally. “FROGS, Started 100 Years ago by Western Pa. African-
American Men, Has Stayed True to Its Original Mission.” Pittsburgh 
Post-Gazette, August 6, 2010.

Lanctot, Neil. Negro League Baseball: The Rise and Ruin of a Black Institu-
tion. Philadelphia: University of Pennsylvania Press, 2004.

Lawson, Kyle. “Leaders Aim to Restore Life to Hill District Jazz Scene.” 
Pittsburgh Tribune-Review, December 28, 2008.

Lee, Deborah A. Honoring Their Paths: African American Contributions 
along the Journey through Hallowed Ground. Waterford, VA: The 
Journey through Hallowed Ground Partnership, 2009.

Lester, Larry, and Sammy J. Miller. Black America Series: Black Baseball 
in Pittsburgh. Charleston, SC: Arcadia Publishing, 2001.

MacDonald, Sam. “Keystone Cuisine: Crawford Grill.” Western Pennsyl-
vania History 89, no. 4 (Winter 2006–7): 12–15.

McClean, Tony. “‘Brain-Dead’ Journalists and Why We Must Remain 
Vigilant.” New Pittsburgh Courier, August 10–14, 2005.



190

———. “Courier Played Key Role in Negro League All-Star Classic.” New 
Pittsburgh Courier, July 5–11, 2006. 

Morrow, Christian. “Not Much Accomplished in Economic Arena since 
Dr. King’s Death.” New Pittsburgh Courier, January 18, 2004.

———. “Still Fighting for Our Rights: NAACP Celebrates 100 Years.” New 
Pittsburgh Courier, February 11–17, 2009.

Olivier, Charles. Brooklyn Dodgers: The Ghosts of Flatbush. Hollywood: 
HBO Sports/Major League Baseball Productions, 2007. Film.

Palm, Kristin. “The Jazz Messenger: A Boarded-Up Theater in Pitts-
burgh’s Hill District Holds the Key to Community: Collective Memory.” 
Metropolis, February 2001, 34, 96.

“Pennsylvania, African Americans, and Civil Rights.” Pennsylvania Lega-
cies: Historical Society of Pennsylvania 10, no. 2 (November 2010).

Pittsburgh Tribune-Review Staff. Inside the Igloo. Pittsburgh: Trib Total 
Media, 2010.

Pitz, Marylynne. “The Place to Be—1920 to 1939: From Speakeasies to 
Harlem Nights.” Pittsburgh Post-Gazette, April 18, 2004.

Ratcliff, Ben. New York Times Essential Library, Jazz: A Critic’s Guide to 
the 100 Most Important Recordings. New York: Times Books, Henry 
Holt, 2002.

Real Times News Service. “Where Do We Go from Here? Beyond Iraq on  
Martin Luther King Day.” New Pittsburgh Courier, January 16–22, 2008.

Rosenwald, Mike. “The BOLD(en) Story.” Pitt Magazine, September 1999, 
31–35.

Ruck, Rob. Raceball: How the Major Leagues Colonized the Black and Latin 
Game. Boston: Beacon Press, 2011.

Rutkoff, Peter, and Will Scott. Fly Away: The Culture of the Great African 
Ameri can Migrations. Baltimore, MD: Johns Hopkins University Press, 
2008.

Sims, Kenneth M. The Voice. Self-published, 1980.

Smith, Eric Leddell. “Testing the Waters: Integrating Pittsburgh’s Public 
Pools.” At the Museum, Winter 2003.

Steel Industry Heritage Corporation. Routes to Roots: Discover the Cul-
tural Industrial Heritage of Southwestern Pennsylvania. Homestead, 
PA: Steel Industry Heritage Corporation, 2004.

Stephenson, Sam. “Sonny Clark.” Paris Review Daily, January 13, 2011. 
http://www.theparisreview.org/blog/2011/01/13/sonny-clark/.

Thompson, Kathleen, and Hilary Mac Austin, eds. America’s Children: 
Picturing Childhood from Early America to the Present. New York: 
W. W. Norton, 2003.

Togyer, Jason. For the Love of Murphy’s: The Behind-the-Counter Story 
of a Great American Retailer. University Park: Pennsylvania State 
University Press, 2008.

Toler, Sonya M. “Did We Fight for the Wrong Thing?” New Pittsburgh 
Courier, January 18, 2004.

Trotter, Joe W., and Jared N. Day. Race and Renaissance: African 
Americans in Pittsburgh since World War II. Pittsburgh: University of 
Pittsburgh Press, 2010.

Trotter, Joe William Jr., and Eric Ledell Smith, eds. African Americans 
in Pennsylvania: Shifting Historical Perspectives. University Park: 
Pennsylvania State University Press, 1997.

Tye, Larry. Satchel: The Life and Times of an American Legend. New York: 
Random House, 2008.

Zelevansky, Lynn. Director’s Choice: Carnegie Museum of Art. London: 
Scala, 2010.

Exhibitions Including Work by Teenie Harris (in chronological 
order)

Blacks in Pittsburgh, 1930–1950: The Crossroads of the World, curated by 
Rollo Turner. Carl R. Smith Cultural Center, Pittsburgh, June 25–July 
6, 1986.

Blacks from the East. Kingsley Center, Pittsburgh, September 1986.

Teenie Harris Retrospective Exhibitions, curated by Rollo Turner. 
Pittsburgh, February 1987.

At Bat: Blacks at Forbes Field, University of Pittsburgh
Children of the Crossroads, Mercy Hospital, Pittsburgh
Highlights of the Hill, Hill House Association, Pittsburgh
Black Soldiers, Wilkinsburg Public Library, Wilkinsburg, PA
Black Politics in Pittsburgh, Allegheny County Courthouse Gallery, 
Pittsburgh
Black History in Music, Pittsburgh Black Action Corporation, 
Pittsburgh

Black Life in America. Film presentation and exhibition by Charles 
“Teenie” Harris. Ernest T. Williams Jr. Memorial Center, Pittsburgh, 
February 1988.

The Biography of a Black Photographer. Selma Burke Gallery, Kingsley 
Center, Pittsburgh, November 1988 (work by Walter Allen, George 
Harris, Teenie Harris, Frank Hightower, Paul Jones, Ted Moss, Dewey 
“Pimpy” Smith, and Tommy Tucker).

[Teenie Harris exhibition]. Sweetwater Art Center, Sewickley, PA, Febru-
ary 1989.

Reflections of New York 1940 to 1976: An Exhibition of Photo-Journalism 
by Charles Teenie Harris, organized by The Center for Art and Culture 
of Bedford-Stuyvesant Inc. and Pittsburgh Courier Photographic 
Archives. The Skylight Gallery, Brooklyn, NY, January 20–February 
25, 1991.

Reflections of Charles “Teenie” Harris. Harrison Williams Gallery, 
Wilkinsburg, PA, Spring 1991.



191

Photographs of the Hill District by Charles “Teenie” Harris. Campbell Gal-
lery, Sewickley Academy, Sewickley, PA, February–March 10, 1996.

Pittsburgh circa 1930 to 1970: Photographs by Charles “Teenie” Harris, cu-
rated by Jody Guy and Ralph Proctor Silver Eye Center for Photography 
and The Kingsley Association, Pittsburgh, September 19–November 15, 
1997.

[Teenie Harris exhibition], curated by Curt Miner. State Museum of 
Pennsylvania, Harrisburg, 1997.

Pittsburgh Revealed: Photographs since 1850, curated by Linda Benedict-
Jones and Charlee Brodsky. Carnegie Museum of Art, Pittsburgh, 
November 8, 1997–January 25, 1998.

A Closer Look at Yesterday. Christopher’s Coffee Shop, Wilkinsburg, PA, 
February 1998.

Photographs by Teenie Harris: The Studio Collection. Schmucker Hall Art 
Gallery, Gettysburg College, Gettysburg, PA, March 1–6, 1998.

Tribute to Frank Bolden, curated by Karen Bocchi. Senator John Heinz 
History Center, Pittsburgh, May 1998.

Vision and Voice: The Photographs of Charles Teenie Harris, curated by 
Anne Madarasz. Senator John Heinz History Center, Pittsburgh, Janu-
ary 28–April 30, 2000.

Reflections in Black: Smithsonian African American Photography, curated 
by Deborah Willis. Anacostia Museum and Center for African Ameri-
can History and Culture, Washington, DC, February 10–June 30, 2000 
(toured nationally).

Spirit of a Community: The Photographs of Charles “Teenie” Harris, 
curated by Barbara Jones and Ken Love. Westmoreland Museum of 
American Art, Greensburg, PA, February 24–June 10, 2001. (Toured 
from 2002–2005 to: Bucknell University Art Gallery, Lewiston, PA; 
Slippery Rock University Art Gallery, Slippery Rock, PA; Milton 
Hershey School, Hershey, PA; Urban League of Pittsburgh, Pittsburgh; 
Griffin Museum of Photography, Winchester, MA; Community College 
of Allegheny County, South Campus, West Mifflin, PA; Susquehanna 
Art Museum, Harrisburg, PA.)

Charles Teenie Harris: A Legacy in Black and White, curated by Henry 
Simmons. Middlebury College Museum of Art, Middlebury, VT, Janu-
ary 15–April 7, 2002.

One Shot Harris: Select Photographs from the Teenie Harris Collection, 
curated by Charles A. Harris. Manchester Craftsmen’s Guild, Pitts-
burgh, January 24–February 28, 2003.

Documenting Our Past: The Teenie Harris Archive Project, curated by 
Laurence Glasco. Carnegie Museum of Art and six regional Carnegie 
libraries, Pittsburgh, July 6–November 16, 2003.

One Shot Harris: The Photographs of Charles Teenie Harris. Florida 
Museum of Photographic Arts, Tampa, September 24, 2005–January 
29, 2006.

Trailblazers: Notable African Americans in Pennsylvania History at the 
State Museum. The State Museum of Pennsylvania, Harrisburg, PA, 
January 10, 2006–June 18, 2008.

Documenting Our Past: The Teenie Harris Archive Project, Part Two, cu-
rated by Mark Clayton Southers. Carnegie Museum of Art, Pittsburgh, 
February 18–July 30, 2006.

Looking Forward: Images of Children by Charles “Teenie” Harris, curated 
by Kamau Ware. August Wilson Center for African American Culture, 
209/9th Street Gallery, Pittsburgh, April 28–July 15, 2006.

Carryin’ On, curated by Deryck Tines. The Andy Warhol Museum, Pitts-
burgh, June 15–September 2, 2007.

Then and Now, curated by Deryck Tines. Space Gallery, Pittsburgh, 
October 3–December 31, 2008.

One Shot: Rhapsody in Black and White, curated by Ron Brown and 
Deborah Willis. August Wilson Center of African American Culture, 
209/9th Street Gallery and Evidence Dance Company, Byham Theater, 
Pittsburgh, April–May 2009 (concurrent exhibitions toured to: Zilkha 
Gallery, Wesleyan Center for the Arts, Middletown, CT; ArtPower! 
University of San Diego, La Jolla, CA; Washington Center for the 
Performing Arts, Olympia; C. N. Gorman Museum of Art, University 
of California, Davis; Seattle Theater Group, Seattle; The Performing 
Arts Center, Purchase College, Purchase, NY; The Benedicta Arts 
Center, College of St. Joseph, St. Joseph, MN; Montgomery County 
Community College, Blue Bell, PA; The Christina Cultural Arts Center, 
Wilmington, DE; University of Arizona Presents, Tucson; University of 
Massachusetts at Amherst Fine Arts Center; Center for Documentary 
Study, Duke University, Durham; Center for Jazz Studies, Columbia 
University; Blaffer Gallery, the Art Museum of the University of Hous-
ton; Carver Community Cultural Center, San Antonio).

Forbes Field: A Century of Memories, curated by Craig Britcher. Senator 
John Heinz History Center, Pittsburgh, June 27, 2009–February 22, 
2010.

Documenting Our Past: The Teenie Harris Archive Project, Part Three, 
curated by Charles A. Harris. Carnegie Museum of Art, Pittsburgh, 
July 18–November 1, 2009.

We Want Miles: Miles Davis vs. Jazz, curated by Vincent Bessières. Musée 
de la Musique, Paris, October 16, 2009–January 17, 2010, and The 
Montreal Museum of Fine Arts, April 30–August 29, 2010.

Connecting Pittsburgh, curated by Jen Saffron and Eva Heyd. Galerie De-
set in Waldes Museum, Prague, December 11, 2009–January 15, 2010; 
Embassy of the United States, Prague, Czech Republic, September 
14–October 12, 2010.

America’s Best Weekly: A Century of The Pittsburgh Courier, curated by 
Samuel Black. Senator John Heinz History Center, Pittsburgh, Febru-
ary 11–October 2, 2011.



192

illusTraTion CreDiTs Works of art in the Teenie Harris Archive at Carnegie Museum of Art are 
referenced by their accession numbers corresponding to the following 
credit lines:

1996.55.1–23 Second Century Acquisition Fund and gift of Milton 
and Nancy Washington

1996.69.1–496 Gift of the Estate of Charles “Teenie” Harris

1996.90.1–47 Gift of the Estate of Charles “Teenie” Harris

1997.34.1–14  Gift of the Artist

2001.35.1–73819 Heinz Family Fund

All works in the Teenie Harris Archive © 2006 Carnegie Museum of Art, 
Pittsburgh
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the copyright holder. Unless otherwise noted, images appear courtesy 
of the owner. The following credits apply to images for which separate 
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