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INTRODUCTION 

The home of Dorothea Lange and Paul  Taylor a t  1163 Eucl id 

Avenue i n  Berkeley is approached down a s t e e p ,  banked path.  

A t  t h e  end of t h e  walk is a g r e a t ,  l a r g e  door; gongs and b e l l s  

g ive  a choice of ways of asking admittance. I n s i d e  is a 

landing  and ahead, down a few s t e p s ,  is t h e  l i v i n g  room; t h e  

d in ing  room is t o  t h e  r i g h t ;  t h e  s t a i r s ,  u p s t a i r s ,  a r e  a t  t h e  

l e f t .  It is a many-leveled, p r i v a t e ,  b e a u t i f u l ,  1910 Berkeley 

house, completely s e t t l e d  i n t o  i ts surroundings. 

Our f i r s t  in te rv iew i n  October 1960 was he ld  i n  t h e  

l i v i n g  room, a room w i t h  a view of t r e e s  of f  a balcony a t  t h e  

f a r  end; i n s i d e  i t  was a l l  s o f t  co lo r s  of wood and oatmeal 

wh i t e  pa in ted  wool-covered w a l l s  and a very warm f i r e .  The 

b l ack  and whi te  of ~ o r o t h e a ' s  photographs spread ac ros s  a 

long working desk i n  t h a t  room. For most of t h e  rest of t h e  

in te rv iews  we s a t  i n  t h e  d in ing  room. It was l a t e  a f te rnoon 

when we talked--Dorothea saved mornings f o r  work--so t h a t  i t  

always seemed t h e  sun was s e t t i n g  a s  t h e  in t e rv i ew c losed ,  

and that \ room rece ived  t h e  l a s t  r a y s  of l i g h t .  

It would be fun  now t o  v i s i t  t h e  house again and t o  

n o t i c e  more, t o  g e t  d e t a i l s ,  cap t ions ,  l i k e  Dorothea's 

photographs. But of course i t  i s  no t  a monument; i t  was and 

i s  a l i v e  and changing, y e t  he ld  toge ther  by t h e  same t a s t e ;  



e f fo r t l e s s - look ing  and a r t .  

I n  t h e  in te rv iew ses s ions  Dorothea spoke slowly because 

she  allowed h e r s e l f  t o  r e f l e c t  and t o  remember a s  she  spoke. 

She was r e a l l y  t r y i n g  t o  g e t  back, t o  answer t h e  ques t ions  and 

then t o  "c lose  t h e  door" on t h e  pas t .  Her speech was q u i e t  

and thought fu l ;  I could no t  t e l l  when i t  was mingled with pa in  

from h e r  i l l n e s s ,  when no t .  But s h e  was compelling, s p e l l -  

ca s t ing ,  and I f e l t  my ques t ions  came a s  rude sp lashes  i n  t h e  

pool of h e r  thoughts.  

Obviously I was enchanted wi th  t h e  woman. I s t i l l  speak 

and w r i t e  of impressions of h e r ,  no t  f a c t s .  I cannot guess 

how much she was aware of any spec i a lnes s  about h e r s e l f .  

When, i n  t h e  in te rv iew,  she  spoke about peoples '  a t t i t u d e s  

towards Maynard Dixon, I should have asked her  what she  

thought o t h e r s  thought about h e r ,  and how t h a t  a f f e c t e d  he r ,  

bu t  I d i d  n o t  have such ques t ions  i n  my mind then. Cer ta in ly  

t o  me she  was a d i f f e r e n t  person from t h e  Dorothea who i s  t h e  

s u b j e c t  of t h e  Memorial Se rv i ce  t r i b u t e s  appended; t o  them, 

and t o  Wayne M i l l e r  i n  h i s  t r i b u t e , *  she was t h e  r e a l  person 

who made e x c e l l e n t  photographs and r a n  a r e a l  household and 

was a substance and a s t r e n g t h  t o  h e r  f r i e n d s  and he r  family.  

Dorothea Lange was' chosen i n  1960 t o  be  interviewed by 

* Appendix 



t h e  Regional Oral History Off ice  because of h e r  p a r t  i n  t h e  

h i s t o r y  of a r t i s t i c  developments i n  the  Bay Area. She agreed 

t o  t h e  interviewing r e l u c t a n t l y ,  and mostly because of h e r  

husband's enthusiasm f o r  t h e  idea.  She warned me t h a t  she  

would probably go deep, t h a t  she  was very i n t e r e s t e d  i n  t h e  

personal ,  i n  h e r  own s e l f ;  a t  t he  same time t h a t  she  doubted 

how good a s u b j e c t  f o r  interviewing she would be,  she  allowed 

t h a t  "people who maintain they don ' t  l i k e  t o  have t h e i r  p i c t u r e  

taken usual ly  r e a l l y  do l i k e  it." 

The t r a n s c r i p t  of t h e  interview bothered her.  For a long 

time she  was unable t o  do anything with i t .  I have notes  i n  

my f i l e s  on conversat ions with her  t h a t  r e f l e c t  h e r  desper- 

a t ion .  She s a i d  a t  one point  t h a t  she  had come nea r ly  t o  

throwing t h e  manuscript i n t o  t h e  f i r e p l a c e ,  but  she  r e a l i z e d  

she had t o  d e a l  with i t ,  t h a t  i t  gave a p i c t u r e  of he r se l f  

t h a t  she  d i d  n o t  l i k e  but  t h a t  she thought not  e n t i r e l y  

fa l se- - jus t  n o t  t r u e  enough. Again she l ikened i t  t o ,  i n  

photography, t h e  d i f f i c u l t y  people have i n  choosing among 

proofs  f o r  t h e  most honest l ikeness .  

I n  subsequent conversations she was "squirming" o r  

"gui l ty" about t h e  manuscript. Often she was no t  w e l l  and 

then when she  was we l l  she  was very busy. I gave he r  the  

ed i t ed  t r a n s c r i p t  i n  January 1962 and we expected t o  have i t  

back t o  type by spring.  I n  February and March she  had a 



s e r i e s  of opera t ions .  By August of t h a t  year  she  was b e t t e r  

and c l ea r ing  t h e  way t o  go t o  Egypt wi th  Paul  Taylor.  I n  

October 1963 we ta lked  about h e r  concern about t h e  manuscript 

whi le  she  had been gone and s h e  admitted h e r  dread of i ts  

being r e l eased  a s  i t  then  was. When i n  September 1964 she  

t o l d  me t h a t  he r  cancer  was incu rab le ,  she  had begun desper- 

a t e l y  t o  organize h e r  time. That f a l l  she  was involved wi th  

prepara t ions  f o r  h e r  Museum of Modern A r t  r e t r o s p e c t i v e  and a 

f i l m  tap ing  done by KQED, San Francisco,  f o r  Nat ional  

Educational Te lev is ion .  Apparently t h e  f i lming  gave h e r  

agonies l i k e  those  endured around e d i t i n g  t h e  manuscript ,  bu t  

i t  was a t  some time i n  t h e r e  t h a t  she  read through and 

cor rec ted  t h e  manuscript.  Her changes were very  few, and 

minor--perhaps she  had come t o  terms wi th  h e r  e a r l i e r  r e g r e t  

t h a t  t h e  manuscript was n o t  t h e  abso lu t e ly  t r u e  s ta tement  she  

wished t o  have made. 

Dorothea Lange d i ed  on October 11, 1965. However, i t  was 

n o t  u n t i l  1967 t h a t  h e r  husband, Paul  Taylor ,  was ready t o  

read and t o  ag ree  t o  t h e  r e l e a s e  of t h e  manuscript.  I n  Novem- 

be r  when I met w i th  Paul  Taylor  and we went over Dorothea's 

co r r ec t ions  he added some foo tno te s  and was very  h e l p f u l  i n  

g e t t i n g  m a t e r i a l  co l l ec t ed  t o  append t o  t h e  f i n a l  manuscript.  

Suzanne B. Riess ,  In te rv iewer  

Regional Oral  His tory  Of f i ce  
486 Library 
Univers i ty  of C a l i f o r n i a  
Berkeley, C a l i f o r n i a  

July 3 ,  1968 



INTERVIEW H I  STORY 

Dorothea Lange Taylor,  1895-1965, was interviewed by the  Regional 
Oral His tory  Off ice  as  a p a r t  of a s e r i e s  on Bay Area a r t i s t i c  and 
c u l t u r a l  h i s to ry .  

Interviewer:  Suzanne Riess,  Interviewer-Editor ,  Regional Oral 
History Office, Universi ty of Ca l i fo rn ia ,  Berkeley. 

Time and S e t t i n g  of Interviews: October 27, November 2, November 
10, November 17, December 29, 1960; January 5, 
January 12, March 2, August 10, August 17, August 
24, 1961. 

A l l  interviews but  mewere  held i n  the  home of 
t h e  interviewee. One meeting was held on the  
Universi ty campus. Each sess ion  l a s t e d  approximately 
one and a h a l f  hours and was usua l ly  conducted i n  
l a t e  afternoon. The only persons present  were t h e  
in terv iewer  and the  interviewee. 

Con duct of t h e  Interviews:  A chronological approach was encouraged, 
although t h e  in terv iewer  introduced t o p i c a l  quest ions 
and encouraged comment on them wi th in  t h e  chronological 
framework. Wo l i s t  of quest ions o r  o u t l i n e  was 
submitted t o  t h e  interviewee ahead of time; t h e  
in terv iewer  worked wi th  about t en  broad quest ions i n  
mind t o  be answered a t  each session.  

Editing: The in terv iewer  edi ted  and indexed the  manuscript. 
Mater ia l  from a verbatim t r a n s c r i p t i o n  of  the  tape  was 
arranged both f o r  chronology and t o  br ing  together  
some s c a t t e r e d  comments on the  same sub jec t ,  and the  
work was organized i n  chapter  headings, The interviewee 
received t h i s  ed i t ed  t r a n s c r i ~ t  i n  Januarv 1962 and 

- ' -  

ed i t ed  i t  - - between .- t h a t  time and l a t e  1964; very few 
ppp- .- - -. - - -- 

I -. cor rec t ions  -- were made, and those mostly i n  response t o '  
? :queries about spe l l ing .  I n  ~ovember  1967 the  manuscript 

was re leased  t o  t h e  Regional Oral History Office f o r  
f i n a l  typing by t h e  deceased interviewee's  husband, 
D r .  Paul Taylor. 
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Family 

Lange: , Ply grandmother was a temperamental, d i f f i c u l t ,  talented woman. 

She was a dressmaker, a very good one, but she was d i f f i cu l t .  

She was one of those people tha t  have many legends and s t o r i e s  

crushed around them. My mother was a much be t t e r  person than 

my grandmother, but there  a ren ' t  any legends about my mother; 

about my grandmother there  a re  dozens, and they never leave. 

Riess: How was your mother be t t e r ?  

Lange: She had a be t t e r  nature, a n icer  character ,  she was more kind 

and compassionate and unselfish. My grandmother was the  

d i f f i c u l t  one. 

I very ear ly  remember t ha t  my grandmother to ld  me t h a t  

of a l l  the  things tha t  were beaut i ful  i n  the world there was 

nothing f i ne r  than an orange, as a thing. She sa id  t h i s  t o  me 

as a chi ld ,  and I knew what she meant, perfectly.  My mother 

needed an explanation fo r  that .  And 1 've caught myself, many 

years l a t e r ,  with my own grandchildren, showing them what a 

beaut i ful  thing i s  an eggshell,  forget t ing where I had gotten 

that .  And I r ea l i z e ,  too, so o f ten  I cook the  way she did, 

though she never actual ly  taught me how t o  cook. 



Riess: 

Lange : 

Riess: 

Lange : 

Riess : 

' Lange: 

Riess : 

Lange : 

HOW' s that? 

Well, there's a certain kind of a very particular, fastidious 

way. Has to be just right. 

Measurement? 

Oh, no. 1t's that you throw it out if it's not just right. You 

don't even eat only the best of it. You just throw it out. 

 hat's hard on a hungry family. 

Well, you don't often throw it out, but you have the impulse. 

I remember hearing my grandmother say one time when I was 

a child of six or seven--I'd been watching my grandmother sew--and 

I heard her say to my mother, in the German dialect that she spoke, 

"That girl has line in her head." You know what she meant? That 

sense I had very early of what was fine and what was mongrel, 

what was pure and what was corrupted in things, and in workmanship, 

and in cool, clean, cleanly thought about something. I had that. 

I was aware of that. 

It was learned by the example of your grandmother? 

No, though I recognized some things in her that made us closer in 

our relationship than my mother and I were. We participated in 

those things. My grandmother had a way of protecting me from my 

mother too. My mother was her only daughter and they were devoted 

to each other, but my grandmother knew that I was smarter than my 

mother. [Laughter] She did. I mean I was more sensitive than . 



Lange: my mother. It was an  awareness of things.  

Riess: Was your grandmother l i v i n g  with you? 

Lange: No. My grandmother l i ved  i n  Hoboken, where I was born. They 

were immigrants, t h a t  s i d e  of t h e  family from whom I came. I n  

f a c t  I always had a kind of a f e e l i n g  of,"What kind of people 

could these  people have been t h a t  they came on a sh ip  and then 

plomped themselves down, r i g h t  there?"  I mean they d i d n ' t  have 

t h e  gumption t o  go t o  Cinc inna t i  o r  Milwaukee o r  Chicago. They 

j u s t  s tayed  r i g h t  t h e r e  i n  Hoboken. They must have been dying 

t o  go back! Well, they were p r e t t y  s p i r i t e d  people,  and they 

didn '  t . 
But i n  t h i s  family, of whom my grandmother was a p a r t ,  

t h e r e  were t h r e e  b ro the r s ,  and two s i s t e r s ,  and a mother. And 

those  t h r e e  b ro the r s  were a l l  l i t hog raphe r s  and very good ones. 

They were very young when they came; they were i n  t h e i r  twent ies ,  
- 

t he se  bro thers .  And they a l l  of them were e s t ab l i shed  a s  

l i fhographers  immediately, and were never  anything but  l i t h o g -  

raphers ,  and very  good ones, as  I sa id .  Then two of my  mother,^ 

b ro the r s  became very  exper t  l i thographers .  Although I d i d n ' t  

know anything about what they d id  a c t u a l l y ,  I used t o  s e e  t h e s e  

l i t hograph  s tones  t h a t  they engraved on, and I used t o  l i k e  those  

s tones .  I had one f o r  years  t h a t  I kep t ,  u n t i l  my mother threw 

i t  away when she  broke up h e r  o ld  home. She d i d n ' t  s e e  anything 

i n  it. My grandmother wouldn't have thrown i t  away. 



Lange : Actual ly I d i d n ' t  l i k e  my r i c h  German r e l a t i v e s  much. 

They were r e a l l y  Teutonic people. L a t e r  on they pu t  up t h e  money, 

which I d i d n ' t  app rec i a t e ,  so  I could go t o  school f u r t h e r  so  1 ' d  

have an educat ion,  "something t o  f a l l  back on," and be a t eache r ,  

and t h a t  I d i d n ' t  want t o  do. 

Aunt Caro l ine ,  my temperamental grandmother's younger 

s i s t e r ,  was t h e  only completely r e l i a b l e  person, t o  me and t o  

t h e  whole family. She was an eighth-grade t eache r  who l i v e d  a 

sys temat ic ,  r egu la r ,  q u i e t  l i f e ,  and t h e  only one who could hold 

my grandmother i n  l ine .  She came t o  t h i s  country when she was 

s i x  yea r s  o ld ,  i n  t h e  s t ee rage  wi th  t h i s  whole family. I only 

discovered t h a t  when I was about t h i r t y .  Imagine it! They 

would never say they came i n  t h e  s t e e r a g e ;  t h a t  was a family 

secre t !  And i t  used t o  take  a long time t o  come over  and they 

c a r r i e d  t h e i r  own food wi th  them on those  boats .  You go t  p laces  

t o  s l eep ,  but  everyone brought h i s  own commissary, and my Aunt 

Caro l ine ,  yea r s  l a t e r ,  was t o l d  t h a t  she  got  very,  very seas i ck  

and every day h e r  bro thers  had t o  throw ou t  some of t h e  food. ; 

And they had some macaroons! [Laughter]  Almond paste!  Imagine 

t ak ing  tha t .  And she got  s i c k  on t h e  almond paste .  She never 

would even th ink  of going back aga in  because she would never 

f ace  a boat  r i de .    ever! But she was r e a l l y  a f i n e  teacher .  

She used t o  read t o  her  c l a s se s .  Fr iday  af te rnoons ,  t h e  l a s t  

h a l f  hour,  she used t o  read a book called~.Woodcarver of Linz, . 



Lange: and Toby Tyler ,  and peck's Bad Boy, and Olympus. One of those  

adored teachers .  She used t o  have a sp r ing  h a t  and a w in te r  

hat .  Every sp r ing  she got  another  d re s s ;  every win te r  she  

got  another  dress .  There was no J.C.  ~ e n n e y ' s  i n  those  days. 

Riess: She preserved a l l  t h e  o ld  ones? 

Lange: Oh, they were turned. The black would be worn s o  much i t  got  

green and shiny s o  the  d re s s  was r ipped a p a r t  and i t  was turned. 

My grandmother used t o  make Aunt ~ a r o l i n e ' s  th ings .  She always 

t r i e d  t o  in t roduce  a few notes  of change, o r  a l i t t l e  b i t  of 

something novel i n  a d re s s ,  and my aunt  would always have t o  

b a t t l e  wi th  h e r  over it. A b a t t l e  t h a t  I heard about once 

was when my grandmother f i n a l l y  gave i n ,  o r  pretended t o  g ive  

i n ,  and she  s a i d ,  i n  German, " A l l  r i g h t ,  Carol ine,  we w i l l  make 

i t  abso lu t e ly  simple, abso lu t e ly  simple, and not  a s i g n  of an 

oversk i r t . "  And my poor Aunt Caro l ine  had t o  back down; of course 

she  had t o  have an oversk i r t !  [ ~ a u g h t e r ]  

Riess:  Would you t e l l  me some more about your mother? 

Lange: For many people she  was very  important  bu t  f o r  me t h e r e  was 

s o  much of which I never spoke t o  he r ,  and she  was more dependent 

on me than  I was on her.  Inwardly, my mother had q u a l i t i e s  of 

dependence and t h e  outward appearance of t h ings  was very important 

t o  her.  She had what bo thers  me i n  Germans, some kind of a 

r e spec t  f o r  a u t h o r i t y  t h a t  I don ' t  l i ke .  When I had p o l i o  she 

used t o  be t h a t  way w i t h  t h e  doc to r s ,  and al though I was a l i t t l e  



Lange: c h i l d ,  I ha ted  it. She was s l i g h t l y  obsequious t o  anyone i n  

au tho r i ty .  I can s e e  now why she  might be t h a t  way, bu t  i t  

was always so. I never l i ked  i t  a t  a l l .  Germans a r e  always 

being aware of  what o the r  people would th ink  of them. When 

I was a growing c h i l d  and we were ou t ,  and some f r i e n d  was 

approaching us ,  she  would say  t o  me, "Now walk a s  we l l  a s  you 

11 can. Again i t  was, "What would people think?" 

And l a t e r  on, years  l a t e r  on, she  would o f t e n  use  t h e  

phrase,  "oh, 1 ' m  proud of you!" That bothered me. It would 

always be i f  my name was i n  t h e  paper. [ ~ a u g h t e r ]  The very  

same th ing  about which my name was i n  t h e  paper she  wasn't  

proud of u n t i l  someone e l s e  t o l d  her .  

Yet I made a photograph of he r ,  which is  through and 

through my mother, and i t  r evea l s  t h a t  I loved h e r  very  much. 

I suppose i f  one of nty c h i l d r e n  were he re  d iscuss ing  t h e i r  

r e l a t i o n s h i p  t o  me they  would be a b l e  t o  th ink  of t h ings  t h a t  

were q u i t e  h o r r i f y i n g ,  dreadfu l ,  t h a t  I d id ,  t h a t  I was and 

am unaware o f ,  a s  she  was unaware. ~ o n ' t  you th ink  so? 1 ' m  

su re ,  e s p e c i a l l y  between mothers and daughters. Well, 1 ' m  

s u r e  t o o  my sons could t e l l  me th ings  t h a t  I would want t o  

j u s t i f y .  

My mother once s a i d  t o  me, "You have much more i r o n  i n  

you than  I have." And i t ' s  t rue .  I have more i ron .  Maybe I 

can be more c rue l .  Maybe i t  is  i n  my independence, which i s  

more than  she  had. 



Lange : She was also rather sentimental, which I have been too, 

but I loathe it in other people. Sentiment and sentimentality, 

they are difficult concepts to manage. I must show you the 

portrait of my mother someday, because she was a very handsome 

woman, very well spoken of, my ~ord! 

Riess: She became something of an authority in social work, didn't she? 

Lange: She became number one probation officer of Hudson County, New 

Jersey, a well-known and competent woman, but not really an 

authority. She was reliable and good, responsible, compassionate, 

but I don't think she threw light in any area as the result of 

her presence. I mean she contributed, she was part of the 

machinery, but she didn't really have any developed uniqueness 

of understanding in her area, in her work. Things were pretty 

backward in Hudson County, and still are. She was unique in 

that she had integrity, and no one ever tried to even break 

that down. But in nothing that she did was there originality, 

no style. Everyone liked her though. 

. Riess: Did she consider your grandmother an authority figure? 

Lange: Yes, she was a devoted daughter--a much more devoted daughter 

than I ever was. She did in the direction her mother told her 

to. 

My mother took care of her youngest brother, after my 

grandmother's death, in the same way my grandmother had taken 

care of him. Watched over him. Temperamental son-of-a-gun he 



Lange: always was. One of t h e  f i g u r e s  of my l i f e ,  t h i s  Uncle John. 

But she  d id  much too  much t o  t ake  c a r e  of him. Do you know 

t h e  movie a c t r e s s  Hope Lange?  hat's ~ o h n ' s  daughter. I n  

t h e  paper yes te rday  I saw t h a t  ~ o p i e ' s  going t o  be i n  a new 

p i c t u r e ,  going t o  be wi th  E lv i s  Presley. My ~ o ~ i e !  How can 

she  do t h a t ?  Hopie i s  my cousinb-although Hopie i s  only twenty- 

six! Don Murray i s  h e r  husband. And Hopie i s  a Lange, she ' s  

a r e a l  Lange, t h a t  g i r l .  

Riess  : 1 ' m  no t  s u r e  what a " r ea l  Lange" i s .  

Lange: Well, 1 ' m  n o t  s u r e  e i t h e r .  But my mother took c a r e  of h e r  

f a t h e r ,  John, j u s t  t h e  way h e r  mother had done. He was t h e  

f a v o r i t e ,  and he was a spo i l ed  pup. He was a c e l l i s t ,  a very  

f i n e  one. David Lange, my cousin and ~ o ~ i e ' s  b ro the r ,  i s  

a young playwright.  I th ink  h e ' s  going t o  be good. But he  

runs around wi th  too- r ich  people,  and t h a t ' s  bad. 

Riess: Would you t e l l  me about your  b ro the r ,  Martin. 

Lange: My b ro the r  i s  s i x  years  younger than  I and i n  a l l  my l i f e  we 

have never r e a l l y  been separated.  He l i v e s  he re  i n  Berkeley 

now, and he  is my very good f r iend .  We a r e  u t t e r l y  d i f f e r e n t  

people,  and I have only i n  t h e  l a s t  few years  been a b l e  not t o  

be  h i s  b i g  s i s t e r ,  and always a l i t t l e  worried about him. Always, 

always I had my eye on him. ~ e ' s  done some p r e t t y  t e r r i b l e  t h ings  

aga ins t  himself .  Even now 1 ' m  no t  abso lu t e ly  s u r e  t h a t  1 ' m  

no t  going t o  have t o  take  c a r e  of him. I have always been a 



Lange: little uncertain about him, but 1'm devoted to him and my 

children love him. He is somewhat of a character. 

Riess: What does he do? 

Lange: He is a printer. He has his own business and he prints language 

cards, which he sells mail-order. These are for high schools 

for the aid of language teachers. He has another device that 

he's developing, something that has to do with logarithms. 

I don't know quite what. But it's just out this year and he's 

very much concerned, he's put everything into it. He works 

about eighteen hours a day the year round. ~e's a terrific 

worker. 

Riess: Sounds like he hasn't time to get in trouble. 

Lange: Well, he can get into great debt.  hat's trouble. But he 

manages to get out of it. 

He really is a superb fellow, just an extraordinary guy. 

~e's married to a Hawaiian, a wonderful.gir1. And they have no 

children, but she had children, and [laughter] they live in what 

we call the Lange Grass Shack. And that house is something. 

I am, in comparison with him, very conservative, very methodical. 

I know just what I am doing. I never will be caught in a disad- 

vantage compared with him, never let down my defenses compared 

with him. ~e's always at a disadvantage, always. 

Riess: Did he come out to California with you? 

Lange: No, he came out some years later. He went to sea, and he went 



Lange: around the  world a couple of times i n  the merchant, marine. This 

was during the war, World War I, tha t  he was a t  sea. And I 

remember going down t o  the dock with Maynard t o  meet him-- 

Maynard had never l a i d  eyes on him--and he came off  the boat 

and he'd taken off h i s  quartermaster 's uniform and he had on 

a straw hat,too small, and he carr ied a birdcage, i n  which 

there was no bird,  and he had been i n  China. And I said,  

''What did you bring us?" and he sa id ,   here's nothing i n  China." 

And t h a t ' s  what he brought. The birdcage and tha t  straw hat. 

Then he went t o  college here a f t e r  a shor t  in te rva l ,  

but on and off  he went t o  sea, came back, went t o  college, 

worked up i n  the  big timber driving a ca t e rp i l l a r  t ractor .  

I remember we went up t o  see him i n  those de s t i t u t e  h i l l s i d e s ,  

pul l ing tha t  timber. What an ordeal! The hardest job I think 

1 've  ever seen. Excepting, you know, the work of the man tha t  

you see on the  s t r e e t  tha t  has t h i s  thing t ha t  j iggles  when he 

cuts the  concrete [pneumatic d r i i l ] .  I wonder how a human being 

can stand t ha t  job or the  job t ha t  I saw Martin do up there. 

But he 's  done many such things. 

He went down t o  Boulder Dam and worked fo r  the  Six 

Companies--building the  dam. I was thinking along i n  those days 

tha t  he ought t o  be doing more than a l l ' t h a t  hard, physical work 

t ha t  took a l l  t ha t  strength,  and l iv ing the  rough l i f e  tha t  went 

with it. A few years l a t e r  I went down t o  the  dam--I happened t o  



Lange: be there  and was driving across-and I saw a monument there  t o  

the  men who had b u i l t  it. And I suddenly thought of him. I 

hadn't qu i te  realized,  seen i t ,  tha t  way. I had thought he 

ought t o  get  out of that .  But I remember something about the 

way tha t  monument looked, and I never reproached him again. 

School and After School 

I 've sometimes1 wondered! whether these things t ha t  we do, t h a t  

we think we do on our own, the di rect ions  t h a t  we take and t he  

choices of work, a re  not determined by something i n  the  blood. 

The older t h a t  I get  the more I begin t o  think--though I don't 

dare say so i n  the  presence of my more trained and i n t e l l e c t u a l  

and s c i e n t i f i c  fr iends--I  think tha t  there  i s  some kind of 

memory tha t  the  blood carr ies .  But why i s  it t h a t  t h i s  th ing ' s  

scorned. It seems t o  be. There a re  ce r t a in  drives t h a t  we have. 

I had i n  my ear ly  years, before I was f u l l y  grown, a 

great  many things t o  meet, some very d i f f i c u l t ,  a va r ie ty  of 

experiences t h a t  a chi ld  shouldn't r e a l l y  meet alone. I was 

aware t ha t  I had t o  meet them alone, and I did. Now I know 

how much tha t  has given me. For example of t h i s :  when I was 

i n  the  seventh and eighthgrade of elementary school I went t o  



Lange: school i n  t h e  ghet to  of New York Ci ty  where I was t h e  only 

Gent i le  among 3,000 Jews, t h e  only one. The reason t h a t  I 

was i n  t h a t  school was t h a t  a t  t h a t  time my mother was 

support ing t h e  family. She had made of h e r s e l f  a  l i b r a r i a n .  

This  was a f t e r  a  very d i f f i c u l t  time. And she became t h e  

breadwinner: of t h e  family. She was s t a t i o n e d  i n  t h e  New 

York Publ ic  Library  on East  Broadway i n  New York, which i s  

way downtown, near  Chatham Square. 

Well, I was a  c h i l d  t h a t  she  d i d n ' t  want t o  leave  a l l  

day t o  my own devices. So I went t o  t h e  l i b r a r y  wi th  her--  

t h a t  became my day home--and I went t o  school i n  t h a t  neigh- 

borhood and a f t e r  school I went t o  t h e  l i b r a r y  and I d id  my 

s t u d i e s  . 
Riess:. But you weren ' t  l i v i n g  i n  New York. 

Lange: My home a t  t h a t  time again was Hoboken. We had gone back t h e r e  

t o  l i v e  wi th  my grandmother. We had to.  My mother had t o  hold 

th ings  together ;  my f a t h e r  abandoned us. And s o  we had t o  l i v e  

wi th  my grandmother and my mother had t o  support us a l l .  She 

earned f i f t y - f i v e  d o l l a r s  a  month. That soutds l i k e  l i t t l e ,  bu t  

i t  wasn't  out  of l i n e  a t  t h a t  time. It would be l i k e  saying 

now t h a t  she  had t o  support  a  family on, maybe, two hundred 

d o l l a r s  a  month. I mean i t  was hard,  but  it was poss ib le .  

Riess: How d id  she  make bf h e r s e l f  a  l i b r a r i a n ?  

Lange: Before she  was married t o  my f a t h e r  she had f o r  about s i x  months 



Lange: been a librarian. She was a singer. And she took a library 

job before she was married in order to keep herself going, and 

that gave her just enough. And then she boned up and took the 

examination. It wasn't so hard, really. 

However, that was the library, and it was there in the 

sweatshop, pushcart, solid Jewish, honeycomb tenement district. 

And that's where I went to school. So there I learned what it 

is to be in the minority. I was a minority group of one. 

Riess: With no warning. It hadn't been talked over with you. 

Lange: Right. Oh, nothing was talked over with me. In fact there wasn't 

any realization. You know, people don't realize how life is to 

children. They think when they solve it themselves the kids 

can go along. 

But that was something that I had to do. It was hard 

in some ways because I had always taken it for granted that I 

was bright, and I was until then, one of those in school who 

was reliable. "You never have to worry about her." I was too 

quick. Well, when I got there, at P.S. 62, I fell from my perch 

because I couldn't keep up with them. They were too smart for 

me. And they were aggressively smart. And they were hungry 

after knowledge and achievement and making, you know, fighting 

their way up. Like their parents, this the children had./ TO 

an outsider, it was a savage group because of this overwhelming 

ambition. 



Riess:  So maybe you had a new sense  of i n f e r i o r i t y  as  we l l  a s  minority.  

Lange: Well, I was unhappy the re ,  wi th  them. But I had t o  s t a y ,  and 

I wasn ' t  a c t i v e l y  unhappy; bu t  d u l l y  behind it a l l ,  I went through 

it. Nobody knew how I was, what t h e  c o l o r  of my ex i s t ence  was, 

bu t  t h e r e  I was. And I had t o  meet t h a t  competit ion. 

Riess:  Do you th ink  t h a t  you were conscious r i g h t  away of your minor i ty  

s t a t u s ?  O r  d id  some c h i l d  make you aware of i t ?  

Lange: No, no, no. They were a l l  r i g h t  t o  me. But I was an ou t s ide r .  

And I d i d n ' t  l i v e  t h e r e  besides.  Those schools  d i d n ' t  have t h e  

s o c i a l  l i f e  t h a t  schools  have now. This  was a g r e a t ,  b i g  

educa t ion  f ac to ry ,  and t h e r e  wasn't any s o c i a l  l i f e  t h e r e  a t  a l l .  

The k i d s  a f t e r  school  j u s t  dispersed--where, I d i d n ' t  know, but  

I never s e t  f o o t  i n t o  any of t h e s e  places.  I had one l i t t l e  

f r i e n d ,  because she  s a t  i n  f r o n t  of me a l l  throughout. I 

can j u s t  s e e  h e r  c u r l y  h a i r ,  she  looked l i k e  L i t t l e  Bo Peep, 

she  was t h e  l i t t l e s t  g i r l .  And she  was a kind of a f r iend .  

Well, a t  any r a t e ,  I had those  walks from t h e  school  t o  

t h e  l i b r a r y ,  and they were r a t h e r  long walks i n  a l l  seasons of 

t h e  year ,  and I was always alone, I saw a very g r e a t  deal. \ 'Then, 

T spdnt t h e  a f te rnoon s tudying i n  t h e  l i b r a r y ,  presumably. I 

d i d n ' t  s tudy ,  I read a l l  t h e  books. A l l  those  books t o  read! I 

read them i n  what they  c a l l e d  t h e  s t a f f  room, Well, t h e  s t a f f  

room had windows t h a t  looked o u t  on and i n t o  tenements, and i n  

t h e  sp r ing  and i n  t h e  summe1;until t h e  w in te r , t he  windows were 



Lange: open and I could look in to  a l l  these lives. A l l  of a t r ad i t i on  

and a race a l i en  t o  myself, completely a l i en ,  but I watched. 

And every year, never a September comes t ha t  I don't stop and 

remember what I used t o  see i n  those tenements when they had 

the Jewish holidays, the re l ig ious  holidays. I n  those days 

a l l  the  women wore she i te l s ,  you know, the  black wigs, and 

the men wore beards and l i t t l e  black ha t s ,  yamuikes. It hadn't 

broken up. The generation I belonged t o  was one of the 

generations tha t  escaped out of tha t  and went uptown t o  high 

school. That was the  beginning of the  break. But the  elementary 

sehools were down there. I saw th i s .  1 ' m  aware t ha t  I jus t  

looked a t  everything. I can remember the smell of the  cooking 

too, the  way they lived. Oh, I had good looks a t  tha t ,  but 

never s e t  foot  myself. Something l i k e  a photographic observer. 

I can see it. 

Then add t o  t ha t  t ha t  there  were two days a week when my 

mother worked nights and I went home alone. I went home 

generally about f i ve  o'clock. Now the seenery changes, because 

I had t o  walk from Chatham Square t o  the  Christopher S t r ee t  

Ferry, and t h a t ' s  a walk along the Bowery. And t h a t  Bowery 

suddenly ended a t  City Hall. There I walked across t ha t  park 

over t o  Barclay o r  Christopher S t r ee t  where t h a t  was s t i l l  

another neighborhood. 

But there  were three  worlds the re  tha t  I had a very 



Lange: int imate acquaintance with, and t ha t  Bowery p a r t  (I remember 

how af ra id  I was each time, never without feaq),  I thought 

of i t  recently when I was i n  Asia, qu i te  often,  because i n  

Asia there  a re  places where you have t o  look where you s tep  

because the  sidewalks a r e  unspeakably f i l t h y  and you never 

take i t  fo r  granted where you walk. Well, on the Bowery I 

knew how t o  s t ep  over drunken men. I had t o  do i t ,  you know, 

and I don't mean t ha t  the s t r e e t s  were l i t t e r e d  with drunken 

men, but i t  was a very common a f f a i r .  I knew how t o  keep an 

expression of face t ha t  would draw no a t t en t ion ,  so no one 

would look a t  me. I have used t ha t  my whole l i f e  i n  photo- 

graphing. I can t u rn  i t  on and off .  I f  I don't  want, 
. - 

anybody t o  see  me I can make the  kind of a face so eyes go 

off  me. Do you know what I mean? s here's a se l f -p ro tec t ive  

thing you can do. I learned t ha t  as a chi ld  i n  the Bowery. So 

none of these drunks' eyes would l i g h t  on me. I was never 

obviously there. And you can see  what equipment t h a t  was fo r  

anyone who l a t e r  found herse l f  doing the  kind of work I do, 

o r  maybe it took me i n t o  it. I don't know. This was a 

preparation,  hard as it was, but it was a preparation. 

Riess: Your connection with the  th ree  worlds was as an observer. You 

d idn ' t  have anyone t o  t a l k  t o  about these  three  worlds, o r  i n  

these th ree  worlds. 

Lange: No, not a t  a l l ,  which most children don't. I mean I don't say I 



Lange: t h a t  a s  a  c r i t i c i s m  of my family, who c e r t a i n l y  loved me very 

much. But very few people can a s s o c i a t e  wi th  ch i ld ren ,  

e s p e c i a l l y  growing ch i ld ren ,  i n  those  h a l f  years .  Oh, i t ' s  

rare!  

Then a l s o  I was phys i ca l ly  d isab led ,  and no one who 

h a s n ' t  l i v e d  t h e  l i f e  of a  semi-cr ipple  knows how much t h a t  

means. I th ink  it perhapswas t h e  most important t h i n g  t h a t  

happened t o  me, and formed me, guided me, i n s t r u c t e d  me, helped 

me, and humi l ia ted  me. A l l  those  th ings  a t  once. 1 ' v e  never  

go t t en  over  i t  and I am aware of t h e  f o r c e  and t h e  power of it. 

I have a  grandson who had a  b i r t h  i n ju ry .  I nea r ly  broke down 

a t  t h a t  t ime, because I knew. That was one of t h e  most d i f f i c u l t  

two weeks, before  I saw t h a t  maybe he  was going t o  be a l l  r i g h t .  

And everyone e l s e  was very brave. Everybody e l se .  But I wasn ' t  

brave. Not about t ha t .  I couldn ' t  t ake  i t ,  because I knew. 

Cr ipples  know t h a t  about each o the r ,  p e r f e c t l y  well .  When 

1 ' m  wi th  someone t h a t  has a  d i s a b i l i t y ,  we know. Espec ia l ly  

i n  childhood. When i t  comes l a t e r  i t ' s  no t  t h e  same, bu t  i f  

you grow up wi th  t h i s  t h ing  i . ' .  
Years af terwards when I was working, a s  I work now, w i t h  

people who a r e  s t r a n g e r s  t o  me, where I walk i n t o  s i t u a t i o n s  

where I am very much an o u t s i d e r ,  t o  be a  c r ipp led  person, o r  a  

d i sab led  person, g ives  an immense advantage. People a r e  k i n d e r .  I 
t o  you. It pu t s  you on a  d i f f e r e n t  l e v e l  than  i f  you go i n t o  



Lange: a s i t u a t i o n  whole and secure . . , I c a n ' t  say it well ,  but  

do you know what I mean? Well t h i s  kind of thing,  you see,  

forms us. We a l l  have those th ings  t h a t  form us. They a r e  

of what we a r e  b u i l t ;  they a r e  our  a rch i t ec tu re .  And t h e r e ' s  

much we don' t  know. I mean t h i s  i s  only a p a r t  of it. But 

the  explanat ion of a person's  work sometimes hinges on j u s t  

a succession of inc idents ,  and I th ink  i t ' s  a very i n t e r e s t i n g  

th ing  because those inc idents  d i c t a t e  our responses. 

You know, years  l a t e r  I found myself i n  San Francisco 

i n  the  p o r t r a i t  business,  and i t  was a good business,  I had 

the  cream of t h e  t r ade ,  I was the  person t o  whom you went i f  

you could a f fo rd  it. And do you know who my customers were? 

My customers were a l l  t he  r i c h  Jews of San Francisco,  who 

a r e  a very s p e c i a l  group. I mean I don' t  know of any c i t y  t h a t  

has j u s t  t h a t  element i n  i t s  populat ion,  these  very wealthy 

progeny of early-day Jewish merchants. And they have been 

r e a l l y  the--since t h e  war I th ink  i t ' s  lessening-- the bulwark 

of a r t ,  cu l tu re ,  everything, The g r e a t  subscr ibers  and supporters ,  

r e a l  suppor ters ,  not  only i n  money but  i n  time, e f f o r t ,  and s o  on. 

And they have r a i sed  a very good crop of people. Well, i t ' s  odd, 

i s n ' t  i t ,  t h a t  I who was one i n  3,000 Jews, a s  a ch i ld ,  with 

very l i t t l e  a c t u a l  contac t  with these  Jews, should have as  my 

customers i n  San Francisco n ine  out  of t e n  people of t h a t  

group, of whom 1 ' m  very, very fond. I honor and re spec t  them. 



Lange: And I th ink  they a r e  wonderful people, t h e  San Francisco group. 

But as  I say,  my lameness a s  a c h i l d  and my acceptance, 

f i n a l l y , o f  my lameness t r u l y  opened ga te s  f o r  me. 

Riess: To many people i t  does s o r t  of oppos i te  things.  A very 

s t rong backbone but  a warped pe r sona l i ty ,  denying he lp  and 

so  on. This  i s  o f t e n  t h e  p i c tu re .  

Lange: Well, I may be t h a t  a l so ,  and not  know it. I may c a r r y  such things.  

I am giv ing  you, of course, a very'one-sided look. I could be. 

I th ink  I s e e  occas ional ly  p laces  where I am t h a t .  

I remember someone once saying t o  me as  a child--we were 

looking out  a window of a f l a t  over t h e  Hackensack Meadows and 

t h e r e  were washlines,  permanent washlines,  something l i k e  our 

telephone l i n e s .  ~ h e p , ' r e  always t h e r e  aga ins t  t h e  sky and sometimes 

the re ' s  q u i t e  a combination of sound because a l l  t h e  washlines 

make a s o r t  of funny l i n e  and on washday on whole blocks you 

could hear  t h i s  r u s t y  squeaking. 

Well, a t  any r a t e ,  looking over t o  t h e  f l a t s  where 

t h e r e  were yards i n  between, wooden fences, washlines,  t hese  

red  b r i c k  bu i ld ings  t h a t  a r e  s t i l l  the re ,  looking out  over t o  

t h e  west,  over t h e  Hackensack Meadows, l a t e  i n  t h e  af ternoon,  

I s a i d  t o  t h i s  person, "To me, t h a t ' s  beaut iful ."  And t h i s  

person sa id- - I  was a ch i ld ,  I was four teen  then-- th is  person 

sa id ,  "To you, everything i s  beaut i fu l . "  Well, t h a t  s t a r t l e d  

me, because I hadn ' t  r e a l i z e d  it. It a l s o  helped me. I thought 



Lange: everyone saw everything t ha t  I saw but d idn ' t  t a l k  about i t ,  

you see. But when t h i s  person said ,  "To you, everything's 

beautiful ,"  tha t  made me aware tha t  maybe I had eyesight, you 

see. Curious, i s n ' t  i t ?  I heard a woman say of me one time-- 

she was a woman whom I admired and she was brought in to  our 

home as a guest; there had been great  preparations f o r  her 

coming because she was a very superior person, and I was 

introduced t o  her and then I l e f t  the room--and then I heard 

her say, "That child has a s p i r i t u a l  face." I ' m  now sixty' 

f ive  years old and 1 've never forgotten that .  

Riess: These a r e  the things tha t  enable you t o  bear childhood. 

Lange:   hey make you able t o  bear i t ,  but they a lso  give you direction.  

I f  it comes from the r igh t  person a t  the r i gh t  time i t ' s  l i k e  

put t ing a seed i n  the ground, i f  the  s o i l  i s  j u s t  r i gh t  and i t  

i s  the  r i gh t  time of the  year, and the  seed i s  healthy; I mean, 

there  must have been something or  e l s e  i t  wouldn't have made 

t ha t  impression on me. I must have known tha t  i t  was true. I n  

a way. I must have known that .  And her saying tha t  t o  me led 

me a l i t t l e  b i t  I think i n  my own career t o  over-encourage 

peodle because I want so much t o  do t ha t  fo r  someone else. 

I remember a lso  as one of the things tha t  meant a very 

great  deal t o  me tha t  a man gave t o  me a bunch of l i l a c s  on 

my birthday and I s a t  on the Twenty-third S t r ee t  crosstown car ,  

with those l i l a c s  i n  my lap, jammed i n  with people, on my b i r th -  



Lange: day, s i t t i n g  the re ,  f e e l i n g  so wonderful. I can see  myself. 

Do you s e e  yourse l f  p l a i n l y  a t  a l l  when you remember your 

childhood? I always see. I can remember everything. I 

can hear  t h e  sounds of t h e  horse-drawn crosstown. There were 

no t r o l l e y s  and no buses. And it was under t h e  Elevated. I 

remember t h e  darkness and t h e  l i g h t  under t h e  Elevated and 

t h e  cross ,  town car.  I s a t  t h e r e  with these  l i l a c s  i n  one of 

t h e  sharp i n s t a n t s  of r e a l i z a t i o n  of t h e  moment. And t h e  

f lowers- -a l l  my l i f e  I don ' t  t h ink  I d id  ge t  over it. I 

don ' t  th ink  I did. I am a pass ionate  lover  of flowers. And 

t h a t ' s  t h e  moment t h a t  d id  it. Curious? And I had a s t r aw 

h a t  on. 

I was d r iv ing  home with one of my l i t t l e  granddaughters, 

my L e s l i e ,  from San Francisco t h e  o the r  day and she  l i k e s ,  

a s  a l l  c h i l d r e n  do, t o  g ive  t h e  man t h e  money a t  t h e  t o l l  gate.  

She gave t h i s  co lored  man t h e  money and he s a i d ,  "Thank you, 

Princess." And she s a i d ,  "Why d i d  he c a l l  me Princess?" 

I s a i d ,  "I don ' t  r e a l l y  know. Maybe he thought you were 

a princess." 

She s a i d ,  "What made him th ink  I was a pr incess?" 

I s a i d ,  "I don ' t  know." 

And she was very quie t .  Then a l l  of a sudden she  shrieked,  

"I know what it  was. It was this!" And she  had a l i t t l e  edge of 

white  l a c e  on t h e  edge of he r  d re s s ,  eye le t ,  common eye le t ,  



Lange: embroidered, you know. "It was this!" If you could see the 

face this child has. Anyone would call her Princess. That 

she didn't know. But it was that little bit of white lace, 

that ' s why she was "Princess. " 
But maybe she'll remember that. I know that when she 

got home she got all dressed up in everything she could find 

to be a princess. Maybe she'll remember. I was just a little 

bit older; I think I was about ten then. And the man who gave 

it to me was my granduncle. And that was one of the sharp 

things that pushed me in the direction of my later interests. 

All is bound together. 

And then there are years when I don't remember much. 

Nothing. You see, at about thirteen things change very much for 

a girl. From thirteen to--oh, on through--I was fighting the 

world then. I didn't have what it took to enjoy life very much. 

But of course, there are some memories ... 
1 remember seeing the hands of Stokowski. A young 

Russian, landed in New York, he got a job conducting a choir 

at a church. Though my people weren't churchgoing people, my 

mother liked music, so this afternoon, on a Sunday afternoon, 

she took me. And here was a man conducting some oratorio. I 

couldn't see the man; I could just see the hands. Those hands of 

that man, ah, that I remember. Years later I read about his hands 

and I knew who he was! [~aughter] It could be no one but those 



Lange: hands t ha t  I saw on t ha t  winter afternoon there. 

And I remember spending as much time as I could neglecting 

what I should be doing--I d idn ' t  study well--looking a t  pictures.  

I looked and looked and looked a t  p ic tures .  That I used t o  

adore. 

Riess: You used t o  go places where there  were photographs? 

Lange: Yes. Well, where there  were a l l  kinds of pictures.  My love of 

p ic tures  i s  not limited t o  photographs. I love v i sua l  represen- 

t a t i on  of a l l  kinds, 5n a l l  media, f o r  a l l  purposes. I find 

beaut i ful  things i n  advertisments. Oh; ':I 5oud one today, 1 ' d  

l i k e  t o  show i t  t o  you. I think i t ' s  so lovely. 

But 1 'd  s t a r t  a t  that .  I was a so l i t a ry .  I became a 

s o r t  of a s o l i t a r y  through those years. 

Riess: Was your grandmother s t i l l  a l ive ,  t o  guide you, o r  t o  be helpful? 

Lange: No, no. I was too quarrelsome with her through those years. She 

was messy and disorderly,  and oh, she drank too much. And I 

fled. I couldn't take those things. But we l ived then i n  

Englewood and she was with us and died there  i n  ear ly  1914. 

Riess: Had you been going t o  school i n  t h i s  ghetto area? 

Lange: No, I only went there  i n  the  seventh and eighth grades, and then 

I went t o  Wadleigh\ High School.  hat's uptown New York. 

Everybody i n  t ha t  ghetto school went uptown t o  high school, 

those who went t o  high school. Not everybody went t o  high 



Lange: school  i n  those  days. When I went uptown t h a t  whole p a t t e r n  

broke. I mean t o  say t h a t  I was no longer  t h e  only Genti le .  

Wadleigh High School was way uptown and i t  was a g i r l s '  h igh  

school. Miserable  h igh  school. When I th ink  now what 

important yea r s  those a r e  and what could have been done f o r  

me--because I loved books and I could read and I could g e t  

th ings  f a s  t - - t h a t  wasn' t done! 

Oh, t h e r e  was a woman who was i n t e r e s t e d  i n  Yeats. 

And I got  t h a t .  And t h e r e  was a physics  t eache r  t h e r e  who was 

t h e  f i r s t  s c i e n t i s t  t h a t  I had met, a good, c lean-cut  b r a i n ,  

who was tremendously i n t e r e s t e d  i n  elementary physics.  That  

was something. And I l i k e d  t h i s  woman. Her name was Martha 

Brguere. Her brother--she came from an  i l l u s t r i o u s  family-- 

was i n  New York C i ty  p o l i t i c s .  He was of t h e  reform l i b e r a l  

movement and h i s  name was i n  t h e  paper every day. I was very  

proud of h e r  b ro the r  and h e r ,  and I kind of i n  my mind adopted 

t h e s e  people because I l i k e d  them. This  woman, who was s o  

p r i n c i p l e d  i n  h e r  work, d id  an ex t r ao rd ina ry  t h i n g  f o r  me: she  

upgraded a paper s o  t h a t  I wouldn't  f a i l ,  because I had done s o  

d read fu l ly  on an examination where I knew s o  much b e t t e r ,  which 

would have meant my f a i l i n g  t h a t  course. And i n  my presence 

she  went over t h a t  paper and upgraded it. She d e l i b e r a t e l y  

gave me what I had no business  t o  g e t ,  i n  o rde r  t o  help me 

out ,  which I knew a t  t h e  time was completely undermining h e r  



Lange: principles.  But she did it out of some kind of feeling fo r  me. 

I don't know what i t  was exactly but 1 've always thought of 

tha t  with the g rea tes t  respect. you'd think maybe the opposite; 

you'd thin&, well nobody should do tha t ,  she should have 

taught me what's r igh t  i s  r igh t ,  especial ly i n  science. She 

did the other thing. 1've always thought i t  was marvelous of 

her. 

Riess: Did she have a good e f fec t  on you? Did you study physics then? 

Lange: That was the end of it, as f a r  as I was concerned. I think 

t h i s  was i n  order t o  help me graduate. I know i t  was c r i t i c a l .  

She knew I wouldn't t e l l  anyone, and I didn ' t  t e l l  anyone, but 

1 ' ~ e  always thought of her with love and a f fec t ion  and real ly ,  

several  times, have myself done things i n  my l i f e  fo r  the  

undeserving. [ ~ a u g h t e r ]  And been a l i t t l e  wooly-headed. 

Riess: Why were you so bad about studying? 

Lange: No direct ion,  and I wasn't with the r i gh t  people. I wasn't i n  

the  r i gh t  environment and I was rebel l ing against  it, or  trying 

t o  f ind a way out of it. And t h a t ' s  where my energies were 

going. And I had personal problems t o  solve. And these 

things\ ... Going t o  school was jus t  one problem. I n  fac t ,  

half  the time I wasn't there. 

Riess: You weren't a t  home e i ther?  

Lange: I wasn't home e i ther ,  no. I was bumming around. I don't mean 

bumming i n  any way t h a t  was morally objectionable, but I jus t  



Lange: would g e t  s o  f a r  on the  rou te  t o  school  and then  1 ' d  t u r n  

around and walk around t h e  s t r e e t s  and 1 ' d  look a t  p i c t u r e s .  

I remember sp r ing  days i n  Centrql Park. I remember walking 

from 108th S t r e e t  t o  t h e  Bat te ry  one sp r ing  day--wonderful 

day i t  was. Alone. I had a f r i e n d  who went wi th  me sometimes, 

bu t  h a l f  t h e  t ime I was alone. 1 ' d  c a r r y  t h e  books. I never 

t o l d  them I d i d n ' t  go t o  school. They d i d n ' t  know I was a 

t ruant .  But it wasn't  unproductive t ruancy,  i f  you know what 

I mean. It wasn ' t  being on t h e  bum, r e a l l y .  As f a r  a s  t h e  

school  was concerned it was, and I c a r r i e d  a heavy conscience 

load. But I know t h a t  c i t y .  I know c i t i e s .  And 1 ' m  n o t  

ag ra id  t o  be alone. I have no f e a r  of c i t i e s ,  wi th  camera 

o r  without ,  any hour of t h e  day o r  night .  Those th ings  form 

you. 

Riess:  How d id  you f i n d  t h i s  f ea r l e s snes s?  

Lange: I don ' t  know. 1 t ' s  l i k e  making a l l  p a r t s  of t h e  world your 

n a t u r a l  element, through experience and through no a l t e r n a t i v e s  

f o r  you. How can you say  t h a t ?  For most people i t  would mean 

having t o  break down t h e  p ro t ec t ions .  I d i d n ' t  have them; I 

wasn't  being taken c a r e  o f ;  I was e s s e n t i a l l y  neglec ted ,  thank 

~ o d !  But very  neglected! Not deprived of love, bu t  they  

j u s t  d i d n ' t  know where I was and no t  "how" I was l i v i n g  b u t  

"where" I was l iv ing .  

You know, wi th  a l l  t h e  reading 1 ' v e  done s ince ,  I r e a l i z e  



Lange: how enriched I am through having been on t h e  loose  i n  my formative 

years ,  how rmch--this may sound very concei ted and maybe i t  

is--but  I have known a l l  my l i f e  so  many th ings  t h a t  people,  

mymm&ernporaries who have been "regulars"  and always done what 

they should do and have gone down t h e  r e g u l a r  roads, followed 

t h e  channels,  been proper ,  made t h e  grades,  l o s t .  Some of t h e  

th ings  t h a t  have been v i t a l l y  important  t o  me, i n  f a c t ,  guided 

me, I used it a l l .  Tha t ' s  what 1 ' m  t r y i n g  t o  say. 1 ' v e  been 

fo r tuna te  t h a t  ~ ' v e  been a b l e  t o  u se  i t  a l l .  I th ink  of myself 

i n  those  days wi th  a good d e a l  of p i t y  i n  a way; I was a l o s t  

kid.  But something guided me, something guided me through 

tha t .  

Then, a f t e r  h igh  school ,  I was faced wi th ,  "Well, what 

a r e  you going t o  do? You have t o  have., . ."  I s a i d ,  "I want 

t o  be a photographer." I s a i d  t h a t  t o  my mother i n  1914, and my 

mother s a i d ,  "You have t o  have something t o  f a l l  back on." She 

hadn' t  any confidence i n  t h i s .  (Many yea r s  l a t e r  I heard myself 

saying t o  one of my daughters ,  "You have t o  have something t o  

f a l l  back on." What a shock it was t o  h e a r  myself say it! But 

I heard my mother 's vo ice  saying tha t . )  I d i d n ' t  want anything 

t o  f a l l  back on; I knew it was dangerous t o  have something 

t o  f a l l  back on. 

But I had announced t h a t  I wanted t o  be a photographer,  and 

I had no camera and 1 ' d  never made a p i c tu re .  My r e l a t i v e s ,  as  



Lange: 1 've  mentioned, provided the  money and ins i s ted  t ha t  I go t o  

school, t o  Barnard. 

New York Studio Experience 

Lange: But i n  those years I got a camera and I spent every spare 

moment t ha t  I could working i n  photographers' studios i n  New 

York, nights and Saturdays and Sundays. 

Riess: While you were going t o  Barnard. 

Lange: To Barnard t o  l ea rn  how you do t h i s ,  how you earn a 1-i* - .  - 

And I had many looks i n  t o  how you become a photographer. 

And then I made a fr iend.  I went t o  get  a job with Arnold 

Genthe. And I did get a job. That was a look i n t o  a world I hadn't 

seen; t h a t  was a new one t o  me. That was a world--well, how can 

you say i t - - a  world of pr ivi lege,  maybe something l i k e  t ha t ,  

command of what seemed to  me the  most miraculous kind of l iv ing,  

very luxurious, everything of the  highest expression. A world 

of Oriental  a r t  was i n  t h a t  place. 

Arnold Genthe was an unconscionable old goat i n  t h a t  he 

seduced everyone who came i n  the  place. Yes, he was a r e a l  

rou6, a r e a l  rouge But what I found out when1 worked fo r  him 

was t h a t  t h i s  man was very properly a photographer of womep because 



Lange: he r ea l l y  loved them. I found out something there:  t ha t  you 

can photograph what you a r e  r e a l l y  involved with. Now h i s  

seduction of women was only par t .  He wasn't a t  a l l  a vulgar 

man; he loved women. He understood them. He could make the  

p la ines t  woman an illuminated woman. I watched him do it, 

r igh t  and l e f t ,  and t hq ra l l  f e l l  fo r  it. 

However, the point  i s  t ha t  it has something ao do with 

the  l i f e  6f an a r t i s t .  He was an a r t i s t ,  a r e a l  one, i n  a 

narrow way, but i t  was a deep trench. And I learned t h a t  

there. 

Riess: And h i s  l i f e  an a r t .  

Langer Wherever he went. He was i n  love with the kind of a l i f e  he 

lived, he was i n  love with himself as a human, and h i s  e f f ec t  

on other people. He was a c rea t ive  person. He did the  f i r s t  

color photography I ever saw and loved color as he loved women. 

The same kind of color. Nothing hard, analyt ica l ,  nothing 

disc ipl ined i n  t ha t  man. Everything was warm and beaut i fu l  and 

when i t  wasn't, he wasn't there. 

Well, tha t  was qu i t e  a place f o r  me t o  work. 

Riess: What were you doing f o r  him? 

Lange: Well, the re  were three  women, th ree  g i r l s .  I was t he  youngest 

and then there  were two others. One of them was t h e  recept ionis t  

but she wasn't there hal f  the  time. So I would do t ha t  sometimes, 

and bould answer the  telephone. I would make the proofs. I 



Lange: would spot the  pictures.  

Riess: What i s  "spotting a picture"? 

Lange: Oh, there  a re  dust f lecks,  white spots, tha t  you cover with 

India  ink. And I learned a l i t t l e  retouching there, which 

was done extensively a t  tha t  time, on glass plate.  And 

tha t ' s  where you would s l i gh t l y  modify a feature--you could 

do it  with an etching knife--and you f i l l e d  it in. 1 t ' s  

s t i l l  done, but not as i t  was done then. And I would mount the  

pictures.  And I would say he wasn't there  when he was there 

[ laughter] , I got t o  know a l l  t h e  women he wanted t o  see  and 

which ones he didn' t  and where he was. 

The f i r s t  time I went i n  there  he looked a t  me and he 

sa id ,  "I wish you'd take those cheap red beads off. ~ h e y ' r e  

not any good." The f i r s t  thing. And I can see them now. 

They were red cut  g lass  beads. I thought they were nice. I 

took them of f ,  and I remember t ha t  so well. He was absolutely 

r i gh t  about those beads. 

Riess: Most young g i r l s  would weep a t  t ha t  point! 

Lange: Not Z. Because I knew. Why, my grandmother had taught me 

be t t e r  than that .  I never wore any costume jewelry, not 

a f t e r  those red beads [ laughter] ,  not tha t  i t ' s  a l l  bad, 

you know. It was jus t  the wrong thing. 

I learned a good deal there,  though I didn ' t  learn  

photography rea l ly ,  because he worked within a very limited 



Lange: technique. He worked under a  ce r ta in  bat tery  of l i gh t s ,  c e r t a in  

very controlled conditions, His bes t  things had been completed 

when I was there, h i s  dancers, h i s  Isadora Duncans, the  things 

he did i n  Greece. They were past.  He was there  working within 

a  good commercial formula and making a  l o t  of money a t  the  

time . 
Riess: How did Arnold  ent the's tu te lage i n  the ways of l i f e  a f f ec t  

you? 

Lange: Well, it didn ' t  hur t  me. I mean t o  say I was not injured. Now, 

again I must say I was more fascinated than I was a  par t ic ipant .  

Only once did he upset me personally, and tha t  hor r i f i ed  me. But 

fo r  some reason o r  other I got over i t  quickly, and I was 

devoted t o  him. I think I believed i n  h i s  sense of beauty. 

I think t h a t ' s  what saw tha t  thing through. Years l a t e r  he 

was i n  San Francisco, a  year o r  so before he died, and he t e l e -  

phoned and I went over t o  see him. And we had the  f i n e s t  time. 

He was s t i l l  the  same self- indulgent old roug! But, somehow 

o r  other:.. Well, you know they use the  word glamour a  l o t  

now. He had the r e a l  thing. He was a  val id ly  romantic character. 

And t h i s  young g i r l  we're speaking of sensed t h a t  h i s  l i f e  was 

va l id  and had love i n  it. And t h a t  saved it. 

Riess: How did you come t o  Genthe? 

Lange: I ju s t  went and asked fo r  a  job. 

Riess: 1 've  read t ha t  Genthe gave you your f i r s t  camera. 



Lange: I remember the camera he gave me, and the camera that I had 

before that is kind of foggy in my mind. Did I or didn't 

I have one? 

I also worked for about six months for a very well- 

known Armenian studio where I learned a good deal about commercial 

trade. I did telephone solicitation for them, and retouching, and 

printing. He was a strange person; Kazanjian was his name, and 

he taught me all of that. 

When I first went there I was one of a battery of 

telephone girls: "Good morning, Mrs. DuPont, this is the Kazanjian 

Studios calling. Mr. Kazanjian is so interested in making a 

portrait of you and your son together, and we will be in Baltimore 

on Saturday morning and is there any possibility if you have any 

time over the, ..."  hat's what it was. 

Oh, I was fascinated. I would have found it hard to 

do if I had been stuck with it. But I was looking intocit, 

you see. 

Riess: And it worked. 

Lange: Yes, and I would see the pictures go through and I would see 

what happened. This was a performance; it was like a big show 

to me. I could see those jobs from the beginning to the end, 

the devices, and what people wanted and what was bad. The 

DuPont family were staunch supporters of the studio and I 

remember the photographs of the mokher, the matriarch of that 



Lange: family, Mrs. DuPont, surrounded by her grandchildren. I 

retouched those photographs. And she had, open on her lap, 

the telephone book! [~aughter] It was so sharp that you 

could read the names. Well, Kazanjian charged $200 the 

dozen and they ordered dozens of pictures of Mrs. Dupont 

with the children and tblephone book, opened like a family 

Bible! And I had to, finally, when I called ~azanjian's 

attention to what this was, do all the changing of this so 

that you couldn't read it. Those were the ways I learned, 

When I got going myself I knew a good deal about the portrait 

business as a trade. 

Then there was another person from whom I was learning 

simultaneously, in a different direction, With Kazanjian I 

learned the trade. With Genthe I was learning other things. 

And then I went and worked for a person, also on Fifth Avenue, 

who taught me technique and precipitated me into being an 

operator. 

Riess: An operator? 

Lange: The taker of the pictures. Arnold Genthe had no operator. He was 

a photographer. Kazanjian had a lot of operators. Speneer- 

Beatty, the woman who had this business, lost her operator 

while I was there and was in a very critical financial sftuation. 

The sheriff was after her. She had a commission to do the Irving 

Brokaw family, and no operator, so she sent me, with an 8x10 

-. - 
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Lange: camera, out of sheer desperation. She couldn't afford t o  lose 

t h i s  commission. I did t ha t ,  and i t  was a l l  r ight .  

Riess: Why wouldn't she go? 

Lange: She didn ' t  know how! It was her own business but she always 

employed operators. She didn ' t  know anything a t  a l l  about 

how t o  work the  camera. 

That was the  f i r s t  big job I ever did and I was ce r ta in ly  

not prepared fo r  it. It was sheer luck and maybe gal l .  

But I had enough ins igh t ,  you see,  by -  t ha t  time, t o  know 

how professionals behaved on these jobs and what people wanted 

and didhg~t want, what was acceptable, what was the  commercial 

product. 

Riess: And gene you a t  ease with these people? 

Lange: I don't think I was tha t  day. I was scared t o  death fo r  

spence r -~ea t t y ' s  sake because I knew she had t o  have t h a t  

three  or  four hundred do l la r s ,  not scared of the  people, but 

t ha t  I wouldn't be able t o  do the  pic tures  tha t  would be 

acceptable t o  them--hard-boiled pic tures ,  r ea l ly  formal, 

conventional p o r t r a i t  groups. I don't know how old I was 

but I was ce r ta in ly  not ready t o  do that .  With a great  big 

8x10 camera. They sent  a car down there  with a dr iver  and 

a footman. And there  I was, t h i s  obscure l i t t l e  piece, scared 

t o  death but I did it. 

And then she sent  me, maybe a few weeks later--1 'd 



Lange: almost forgotten this--she sent me to photograph a great 

actor after his performance, and it was Sir Herbert 

Beerbohm Tree. I photographed him in the role of Cardinal 

Richelieu. It was the first time that I did anything 

like that. 1'd never been in a theater behind the stage 

and 1've often thought he knew it, because he was so jolly 

with me, and gave me so much time. He was magnificent. 

You couldn't miss really. And the role had to do with an 

orange--there's the orange again--in cogitating he played 

with this orange, wearing these magnificent cardinal's 

robes. He was very patient with me and it made a very good 

picture. Very good for Mrs. Beatty. 

Riess: She kept you going as an operator there? 

Lange: Yes, and I kept her going! [~aughter] I was earning about 

fiftgen dollars a week with Genthe and I worked every after- 

noon and night. And with spencer-~eattk I made about twelve 

dollars a week, Saturdays and Sundays and whenever she had 

to have me. The printing she farmed out; she farmed the 

retouching out,too, to somebody else. It was that kind of 

a thing. And I was the operator. 

Riess: Were you doing this at the same time you were working for Genthe? 

Lange: No. Another time. I don't remember why I stopped with Genthe. 

I know I wanted to get all kinds of experience. 



. . . . . . . . . . 

Clarence White 

Riess: Was your family resigned to you being a photographer by now? 

Lange: Yes. My family was small then. At that time it was my 

mother, my brother, and my Aunt Caroline. My mother was 

launched in her work in Hudson County, New Jersey, where she 

was assistantc to the judge in the juvenile court. The 

financial stresses were not bad then, and my brother was 

half-grown. I was able to be on my own, if I could swing 

it. And I guess the first shocks of my being so indepdndent 

and impractical were pretty well accepted. There was some 

precedent in the family, too, for that. But I didn't feel 

that I was being criticized or that I was in disfavor at 

that time. 1'd made some fair photographs and I was surer. 

~ ' v e  never not been sure that I was a photographer, any more 

than you would not be sure that you were yourself! I was a 

photographer--getting to be a photographer, or wanting to 

be a photographer, or beginning--but some phaseof photographer 

I 've always been. 

Riess: You studied with Clarence White, didn't you? 

Lange: Yes. I found my way into a seminar that he was giving. I 

don't know just how I found my way into that thing, probably 

' the way I found my way into all the others. But his name, of 



Lange: course, was well known to me by that time, and he stood for 

a certain kind of a photograph that no one else has produced. 

He had an unmistakable--style isn't the word exactly, area is 

a better word--an area that was his, in which he moved with 

great surety and skill. 1'd say that he had a claim to it, 

a kind of stake to this world where there was a good deal of 

poetry and luminosity and a fine sense of the human figure. 

If you could liken musically the qualities of different 

producers of photographs, youl'd say his were on the "flute" 

' side of things. 

Well, I didn't know what kind of a man he was, and I 

went to that seminar--this was at Columbia University--and 

it was in the wintertime, and the whole thing has a kind of 

an atmosphere, something very separate and distinct. It had 

no relationship with anything else excepting that, That 

dreary schoolroom where this thing was, late in the afternoon, 

in the winter. And 1've always hated schoolrooms and 1've 

always hated long corridors of school buildings. To this 

day I don't like them. I hate change of classes. I hate 

those halls and those sounds. At any rate, this was later 

in the afternoon so there were no changes of classes, but they 

were the same kind of educational halls. And then you went into 

this room. 

Here was a kind of a young-old man who had a very 



Lange: s e p a r a t e  q u a l i t y ,  and t h e  importance of him t o  me i s  t h a t  I 

discovered a very ex t r ao rd ina ry  teacher .  Why he  was ex t r ao r -  

d inary  has puzzled me eve r  s i n c e  because he d i d n ' t  do any- 

thing.  He was an i n a r t i c u l a t e  man, almost dumb, and he 'd  

h e s i t a t e ,  he 'd  fumble. He was very g e n t l e  and had a very 

sweet aura,  and everything he 'd  s t a r t  t o  say was, "Well, 

you know1 . . . t o  be sure .  To be sure* t h a t ' s  q u i t e  -.:: 
11 

r i g h t .  ... To be su re ,  t h a t ' s  q u i t e  r i g h t .  Tha t ' s  
1 

a l l  I remember him ever  saying. He had these  s tuden t s  - 
and he  gave them an assignment, and they were supposed t o  L- 

have completed t h i s  assignment and b r ing  i t  in .  The r e s t  of 

them did;  I never d id ,  because I never d id  assignments 

anyway. The assignment was gene ra l ly  t o  go ou t  t o  a 

c e r t a i n  place--oh, something l i k e  a Sa the r  Gate where t h e r e  

would be a wrought-iron ga t e ,  nothing b e t t e r  than t h a t ,  

something t h a t  you'd never r e a l l y  look a t ,  j u s t  be kind of 

aware of  some curly-cues t h e r e ,  an  t indis t inguished thing-- 

and photograph t h a t  thing! Now coming from Clarence White: 

t h a t  was such a p e c u l i a r  business .  He never would photograph 

t h a t  ga t e ;  i t  was f a r  divorced f r o q  anything t h a t  he  ever  

did! Yet it was c l o s e  by, and i t  was handy, so he s e n t  t h e s e  

s tuden t s  there .  They were not  a l l  young. They were middle- 

aged and r a t h e r  ea rnes t  people. Maybe t h e r e  were a dozen, 

maybe only e ight .  Well, I went out  and looked a t  t h a t  ga t e ,  



Lange: and I decided there  was no use my photographing t ha t  gate,  

none a t  a l l .  Oh, I was aware, dimly, t h a t  there was some kind 

of an underlying wisdom i n  the man t ha t  would choose t h i s  

u t t e r l y  banal thing around which, o r  through which, he could 

guide them instead of t e l l i n g  them t o  photographymore 

flowery o r  more romantic things. 

Riess: Would he have been pleased i f  one of h i s  students returned 

with a person prominent i n  the pic ture ,  the  gate subordinated? 

Lange: He would and did accept everything. He was most unc r i t i c a l .  

He always saw the p r i n t  i n  r e l a t i on  t o  the  person and then 

he would s t a r t  t o  stammer and writhearound. But the point  

i s  t h a t  he gave everyone some feel ing of encouragement i n  

some pecul iar  way. You walked i n t o  t h a t  dreary room knowing 

t ha t  something was going t o  happen. Now what happened I don't 

know, but you never forgot it. I can hear h i s  voice s t i l l ,  

The man was a good teacher, a great  teacher, and I 

can s t i l l  occasionally think, "I wish he were around, 1 ' d  

l i k e  t o  show him this ."  1 s n ' t  t h a t  odd, t ha t  t ha t  s tays  with 

you? I don't think he mentioned technique once, how i t ' s  

done, o r  shor tcuts ,  o r  photographic manipulations. It was 

t o  him a na tu ra l  instrument and I suppose he approached i t  

something l i k e  a muskcal instrument which you do the  bes t  

you can with when i t ' s  i n  your hands. And he encouraged 

along a l i t t l e  b i t ,  nudged here and there. Peculiar ,  i s n ' t  it. 



Lange: Made me wonder about what makes a good teacher ever since,  

because he was one. And he had influence, and h i s  work had 

influence. 1 t ' s  endured many, many years. This l i t t l e ,  

gentle,  i na r t i cu l a t e  man. Curious. 

Riess: Since you weren't doing assignments, how would he teach and 

encourage you d i rec t ly?  

Lange: Oh, I was jus t  there. 

Riess: You didn ' t  bring things in?  

Lange: I didn ' t  bring things in ,  but he never minded. That was 

another thing, he never minded. I was always--oh, f o r  a long, 

long time--not an act ive  par t ic ipant .  I was immensely curious, 

and in te res ted ,  even eager, t o  f ind out as much as  I could 

about everything t ha t  I could. But I always f e l t  and acted 

as though I was an outsider,  a l i t t l e  removed. I never was 

i n  the middle of any group. 

Riess: Did it bother you then? 

Lange: I don't think so. 

A t  any r a t e ,  t h i s  bumbling fellow, t h i s  Clarence White-- 

see tha t  Koream bowl there,  tha t  white thing [rough, large,  

primary amphora shape, as~rmetrical] , t ha t  ' s l i ke  him, what he 

did--a ce r t a in  chas t i ty  about him. He was a man of very 

great  tenderness, and very l i t t l e  passion. He absolutely knew, 

you know, when i t  wasbeaut i ful .  He photographed i t  t ha t  way 

too. 



Riess: Can you define what his picture-taking area was? 

Lange: I remember two things that flash in my mind. One of them is 

a woman's figure photographed in his studio on Twenty-third 

Street which I later saw a couple of times, and there was 

light coming in from the window and the whole thing was 

enveloped in a very delicate restrained light. It was 

through a value range of pearly grays. That's what he did. 

He liked those very much. And he could surround figures with 

light. The figures were generally in postures, but they were 

delicate and refined postures. 

And the other photograph that I think of is women 

picking apples under a tree. It was a grayish day; I don't 

remember the sun shining %I& this picture; I don't remember 

shadows around those figures. They were the same kind of 

women. They were relatives, I think, sisters, cousins, or 

wife, or something, They werenyt pretty-girl women. 

Riess: He wanted figures, rather than faces? 

Lange: Figures with a flow. He made some portraits too, but they 

were generally very gentle faces, and very quietly done. 

It was before the days of artificial light, which he would 

never have used anyway, and he used uncorrected lenses by 

choice, which gave a certain lack of sharp definttion. 

Riess: This is what is called soft-focus lens? 

Lange: 1t's what they call soft-focus, He employed it, and in fact I 



Lange: think he was the first one. But, I don't think he one day 

made up his mind he was going to work that way; he was just 

the kind of a fellow who would be in it before he knew it. 

You know what 1'm saying? This was a man who lived a kind of 

an unconscious, instinctive, photographic life. He didn't 

ever seem to know exactly that he knew where he was going, 

but he was always in it. 

Riess: He wouldn't be able to tell you that he used such and such a 

lens opening and that this was how he achieved this picture. 

Lange: No, no. He'd just say, "Well, to be sure, now you have to 

... I I And he'd be off! But he was a fine teacher. 

Riess: Do you think he saw photography as striving to be fine art? 

Lange: He was a friend of Stieglitz, and I think he was rather on 

the art side of things. He certainly was not on the utilitarian 

side. He was a professional photographer but he wasn't an 

active commercial photographer, developing new techniques 

and applying them in a commercial product. I think you'd 

have a hard time to get him to make a portrait of you, you 

know. I don't know how he got along. He was on the art side 

of it, and impractical. And I think his friends were on the 

art side of things. 

Riess: Was he attached to Columbia? 

Xange: Yes, and this went on for three or four years. He died not long 

afterwards . 



Lange: Well, you know, there were great commercial figures of 

that day. There was Baron de Meyer who was doing all the 

fashion photographs and the stage photographs for Vogue and 

Vanity Fair. Oh, there were many--Paul Outerbridge--some of 

them were Clarence White's students. Actually there were quite 

a lot of them that had had association with him. 

Riess: Did he have students around him in a school, apart from these 

seminars you attended? 

Lange: I think so. I think he eked out a living doing it. I don't 

really know about that. 

Then I do know that one of his students, Karl Struss, 

who later occupied his studio on Twenty'third Street and 

employed the same light that Clarence White had worked with, 

made a photograph much more brilliant and much more emphatic 

than Clarence White's ever were. He was a very fine photog- 
/ 

rapher; he did things unparalleled, I think, of sun on water, 

using soft-focus lenses. He developed a lens- which he 

marketed called the Struss Lens, an uncorrected, undefined 

lens, a beauty if you got a good one. But he only made a 

few good ones. He graduated from that into Hollywood, and he 

became one of the top cinematographers. I think he's retired 

now, but for many years he did big films. I don't know what 

studio; it was one of the top ones. And I never saw any 

carry-over in his work, excepting that he was an awfully fine 



Lange: fe l low and did l e s s  t r a s h  than  most. I n  those  days he was 

r e a l l y  photographing t h a t  water b e a u t i f u l l y ,  j u s t  b e a u t i f u l l y ,  

with a c e r t a i n  Clarence White f e e l  t o  i t .  

Otherwise I don ' t  know people whose work looks l i k e  

Clarence White 's,  which, of course, i s  a g r e a t  recommendation 

t o  him as a teacher ,  v a l i d a t e s  what I sa id ,  t h a t  a s t u d e n t ' s  

work d i d n ' t  look l i k e  h i s .  But he touched l ives .  And a l l  

t h a t  I ' v e  s a i d  of him i s  probably wrapped up i n  t h a t  phrase. 

He had an uncanny g i f t  of touching people ' s  l i v e s ,  and they 

didn'  t fo rge t  it. 

More Teachers--"The Lovable Hacks" 

u 

Riess: 'When-you f in i shed  your schooling with Clarence White, d i d  you 

~ t A f t  your own photography business? 

Lange; No, I d i d n ' t  have acy business.  I 'worked, but  I d i d n ' t  have a s tud io ;  

I d i d n ' t  have a p l ace  of business ,  I photographed, and I got  

myself equipment t o  photograph with, I got  myself a b ig  camera; 

I got  myself two lenses.  And I worked day and night .  Day and 

night.  I have had periods when I have worked, r e a l l y  worked. 

That was one of them. I learned darkroom techniques. 

Many of t h e  experiences I have had have run  along p a r a l l e l .  



Lange: A t  t h e  same time t h a t  I was with Genthe working Saturdays and 

some afternoons and some n igh t s  I met an $t imerant  photographer, 

one who came t o  t h e  door. You know, I ' v e  s a i d  t o  Paul,  

I '  People a r e  always asking me, 'Where d i d  you l e a r n  your photog- 

raphy?'" And i t  was only l a s t  summer t h a t  i t  came t o  me a l l  

of a sudden t h e  process ion  of :t;eachers t h a t  I ' v e  had who were 

lovable  o ld  hacks. They r e a l l y  taught  i t  t o  me. I can th ink  

of f i v e  t o  whom I am r e a l l y  deeply indebted, who pu t  themselves 

way out .  And t h e y ' r e  ap t ,  t hese  cha rac te r s  t h a t  you meet, 

t o  kind of g e t  buried i n  t h e  warp and woof of your l i f e .  You 

f o r g e t  them a s  you fo rge t ,  I th ink  very o f t en ,  people t o  whom 

you're  g r a t e f u l ,  unimportant people from everyone e l s e ' s  po in t  

of view, l i k e  t h i s  i t i n e r a n t ;  and t h e r e  was a man by t h e  name 

of Lou Tyler ,  who came l a t e r ,  who was r e a l l y  a somebody; and 

Charles H. Davis, who was a broken-down fe l low who'd had a 

g r e a t  t h e a t r i c a l  ca ree r  i n  photography; and then t h e r e  was a 

fe l low by t h e  name of Percy who used t o  s i g n  h i s  p r i n t s ,  

"Percy ~ e ~ r n a n & , ~ h .  D. " [ l aughter ]  , a p a i n t  chemist who helped 

me enormously. 

Well, t h i s  one, t h i s  i t i n e r a n t ,  came t o  t h e  door once 

i n  my mother 's house--we were l i v i n g  i n  Englewood--and he had 

h i s  samples under h i s  arm, These samples were n o t  very much 

b e t t e r  than  what ~ o u ' d  expect. You know t h e  kind: "Well, 

you can have a dozen of t hese  f o r  two and a h a l f  i n  t h i s  kind 



Lange: of an e a s e l  mount." And h e  made o t h e r s  t h a t  were g lossy  wi th  

a deckle  edge--postcard v a r i e t y = - t h a t  were h i s  cheapest  number. 

He had the  whole range, up t o  b i g  p o r t r a i t s  w i th  t h a t  chromo 

look, wi th  a l i t t l e  color .  The co lo r  was a l i t t l e  more t a s t e f u l  

than  most, bu t  no t  very much. 

Well, I found out  t h i s  fe l low had no darkroom and a 

week l a t e r  he  was ensconced i n  a l i t t l e  ou tbu i ld ing  t h a t  was 

i n  back of our  house, once a chicken coop, which he  made over 

i n t o  a darkroom. I learned  a l o t  about how you b u i l d  a darkroom 

and what you have t o  have, and I helped him block t h e  l i g h t  ou t ;  

we had t o  c l e a n  i t  and we had t o  g e t  i t  ready f o r  him. When 

he  unpacked h i s  s t u f f  I discovered h e  had been a l l  over Europe, 

t h i s  o l d  fe l low,  and he  had a much b e t t e r ,  much r i c h e r  back- 

ground than  I had expected; I met h i s  wife ,  who was a kind of 

" c i t i z e n  of t h e  world, I' [ l .aughter] , an i n t e r n a t i o n a l  f i g u r e  

and very proud of t h e  t h r e e  yea r s  they had l i v e d  i n  I t a l y  and 

s o  on. A l l  t h i s  you would never guess of t h i s  i t i n e r a n t ,  whom 

I got  t o  know very  well ,  He was very p a t i e n t  and he  helped 

me develop my negat ives  and taught  me many th ings ,  old- 

fashioned techniques they were. 

I remember he  used t o  s e t  up h i s  wet nega t ives  i n  

I t a l i a n  fo ld ing  negat ive  racks ,  drying racks,  1 ' d  never  s een  

any l i k e  t h a t ,  o r  heard of them. And h e  gave me one. For 

y e a r s  I had t h a t  rack and I used t h a t  r ack  u n t i l  g l a s s  p l a t e s  



Lange: went out. I was very fond of it. I seem t o  c o l l e c t  things 

from people t h a t  became more t o  me than ac tua l ly  the r e a l  th ing 

was. That I t a l i a n  drying rack always meant t h a t  whole episode 

t o  me. I don't  know how long back t h a t  was, no idea of the time, 

but I do know t h a t  he helped me and t h a t  when I did get  t h a t  

&, x & view camera which I brought here with me, I knew 
\ 

how t o  operate it. I ' d  learned t h a t  i n  a l o t  of places. 

Riess: When did you come i n  contact with the  four o thers?  

Lange: Oh, Charles H. Davis I met j u s t  before I came here,  the  winter 

before. Charles H. Davis photographed opera s ingers  (he 

did a l l  the  Metropolitan Opera s ingers)  and he did people 

of fashion,  and h i s  photographs were very pe r fec t  and 

completely empty! But he made a g rea t  thing of it. He had 

a s tud io  i n  New York and was very successful  and he made 

a l o t  of money and had a b ig  home on Seventy-eighth S t ree t .  

I remember h i s  t e l l i n g  me--I knew him a f t e r  h i s  successes--how 

a f t e r  he'd been "under the  l igh t s"  a l l  day ( that  was h i s  

I expression f o r  photographing i n  t h e  s tud io )$af te r  he'd been 

"under the  l igh t s"  a l l  day, he'd go home a t  n ight  and the  f i r s t  

thing he'd do would be t o  go from f loor  t o  f l o o r  and tu rn  on 

every l i g h t  i n  the  house. He was a fellow with a good deal  

of s e l f ,  well ,  more than self-confidence, he was p r ide fu l ,  , . 

very pr ideful .  

And what happened t o  him, I don't know. It had t o  do 



Lange: wi th  h i s  t h i r d  o r  f o u r t h  wife  suing him f o r  something o r  

o ther .  A t  any r a t e ,  she took everything from him, inc luding  

the  s tud io ,  lock, s tock ,  and b a r r e l ,  and l e f t  him h igh  and 

dry. He found himself a  l i t t l e  diggings downtown, over a  

saloon,  where I knew him. I can s t i l l  remember t h e  smell  4 

of t h e  beer  coming up through t h e  f loo r .  And h i s  head dark- 

room man, Char l ie ,  went wi th  him, and he  and Char l i e  t r i e d  

t o  s t a r t  a l l  over again. I n  between t h e r e  something awful 

had happened t o  him, what I don ' t  know, but  h i s  work was 

dreadful .  

Charles  H. ~ a v i s '  g r e a t  competi tor ,  i n c i d e n t a l l y ,  had 

been Napoleon Sarony [d. 18961. You s e e  photographs o f t e n  

wi th  an o l d  s t u d i o  name on them, a  kind of w r i t i n g  i n  s c r i p t ,  

we l l  Sarony d id  t h a t  and Sarony too  was " the o f f i c i a l  photog- 

* 
rapher" of a l l  t h e  s t a g e  and t h e  opera and t h e  concer t  people. 

~ o w ' d  I ever  meet him? I don' t  remember. I became 

a kind of a  p e t  of h i s .  And he demonstrated t o  me how you 

"pose t h e  model." Well, I had never been i n  a  p l a c e  where 

they  posed t h e  model. 

Riess:  Genthe d idn ' t .  

*,I Showman and p ic turesque  f i g u r e ,  Sarony p r i n t e d  h i s  

flowing s i g n a t u r e  i n  red  ink  on every s i z e  photograph t h a t  l e f t  
h i s  g a l l e r y ,  and across  t h e  facade of t h e  f i v e - s t o r y - s t r u c t u r e  
he pa in t ed  h i s  name i n  huge sc r ip t . "  From The P i c t u r e  H i s to ry  
of Photography by P e t e r  Pol lack.  Harry N. Abrams, Inc.,  New 
York, 1958, page 240. 



Lange: No, When you "pose the model" the head i s  placed, and then you 

hold i t ,  and then each f inger  i s  positioned. The fingers 

were very important t o  him, and he said,  "The knees a r e  the  

eyes of the  body," so your knees and your f ingers ,  and your 

head, were a l l  posed and then he would induce the  atmosphere, 

and then he'd photograph, Then he would s t a r t  with the  next 

one! And he taught me th i s .  He used t o  love t o  pu t  on the 

gramophone, records from the  opera, And I remember I learned 

t o  l i k e  "Pagliacci" i n  those sessions,  because he loved it. 

Riess: A l l  t h i s  atmosphere, above the saloon? 

Lange: He took a f loor  abovethe saloon, They used t o  have family 

entrances t o  saloons, and he took over the  family entrance 

t o  the  saloon, barred i t ' o f f  so t h a t  he had an entrance, and he 

had t h i s  whole f loor  where he had--with a good deal of s ty le--  

h i s  laboratory, and a l l  h i s  drapes, and a l l  h i s  lef tover  grandeur, 

and he and Charlie. And once i n  a while he would get  a commission, 

sometimes from people fo r  whom he had worked i n  e a r l i e r  days-- 

those were great  days--and he used t o  have t o  carry it of f ,  He 

did, too. He wore a toupee, And he had neat ,  small f e e t ,  and 

a ce r ta in  physical elegance about him, He wore a double-breasted 

gray ves t ,  and when he had one of these things coming on, these 

sessions t h a t  meant a very great  deal, he would pu%l himself 

a l l  together. He didn ' t  drink; he wasn't above the  saloon an 

account of the liquor! But the  atmosphere was ce r ta in ly  something 



Lange: tha t  he had t o  overcome. And now tha t  I think back on it 

I would say it was--not t rag ic ,  I reserve the word t ragic--  

but i t  was heartbreaking eo see. 

Well, I became a s o r t  of pet  of h i s ;  he was very lonely, 

and he used t o  take me out t o  dinner a t  night ,  always t o  the  

same place, the  Lion D ' o ~ ,  where he would order a very f ine  

dinner and sometimes some of h i s  theater  people and h i s  opera 

people would be there  and then I saw how he carr ied it off .  I 

could see. He was an older man. My mother was fond of him. 

Sometimes he'd take her out occasionally. He used t o  l i k e  her 

too. But he l iked me very much, though he had no f a i t h  i n  me 

as a photographer; probably he f e l t  tha t  I didn ' t  l i k e  the  kind 

of photography t h a t  he did. I remember h i s  saying t o  me, 

"You don't know what i t  i s  t o  make a good negative!" Since 

then 1 've  sa id  t h a t  too, t o  some people who've come t o  me with 

por t fol ios .  

Riess: Why would you say tha t  ra ther  than, "You don't know how t o  make 

a good p ic tu re ,  o r  a good photograph"? 

Lange: What you have i n  your negative is  transmitted t o  your p r i n t  and 

i f  you have t o  do a l o t  of things i n  between, wouldn't i t  be 

much b e t t e r  t o  make the negative good i n  the f i r s t  place? 

But Charles H. Davis' idea of a good negative 1 've  never 

been able  t o  f ind out. Everything was galvanized i n to  the  

negative, you see,  everything. It was r e a l l y  a hard-boiled 



Lange: commercial product, but he loved it, really adored it. 

Riess: Did people like being posed this way? 

Lange: Well, I think they thought they were getting much more for their 

money than people who nowadays are photographed without knowing 

it! Now it seems too easy! If he would spend two hours and 

work with every fold--it was a time when they had drapes, when 

the photographer had the paraphernalia and the tulle and the 

elaborate backgrounds and the carved furniture, the whole 

business--the results all looked alike, but he didn' t think 

so. He taught me some things in reverse. I learned the trade, 

you see, through many people. I guess I was sort of a sponge 

in some respects, but I was able to learn from such diverse 

people and though it may seem that 1'm criticizing, belittling 

them, or ridiculing them--there's a certain amount of comedy 

in all of this--I really don't. 

If you want to be a photographer now, there are many 

professional schools you can go to and learn the process from 

beginning to end, and the application of the process. I 

really invented my own photographic schooling as I went along, 

stumbled into most of it, but I must have been going after it 

all the time or it wouldn't have come to me. 

Riess: What were your early photographs like? 

Lange: You know, Steichen has asked me for them, many times. My family 

destroyed them. When I left home there was a whole big cupboard 



Lange: t ha t  had a l l  these boxes with these names on them--people and 

things I had done. And I l e f t  them there  and I never saw them 

again. It was years before I went eas t  again, maybe eight  

years, and i n  the  meanwhile they went from tha t  cupboard t o  the  

basement and then they would move t o  the  basement of an 

apartment house, and then they went t o  the basement of another 

apartment house, and then you know how things go. I mentioned 

once before t h a t  my mother threw something e l s e  away, the  

l i thographic stone, but she a l so  threw the  negatives away. 

My grandmother--who I to ld  you was a very f i ne  dress- 

maker, i r a s c i b l e  but good--had a walnut-topped oval t ab le  t ha t  

she worked on. Do you know what a pa t t e rn  wheel i s ?  She 

used t o  cut  he r  own pat terns ,  and there  was a l i t t l e  tool ,  

a pa t t e rn  wheel, which she used t o  cut  them out. It made l i t t l e  

pr ickles .  And t h i s  e n t i r e  walnut-topped t ab l e  was one map of 

these things,  something l i k e  a modern design, and I used t o  

l i k e  t ha t  t ab le ,  being myself somewhat of a workman. I l i k e  

the  processes of work. I l i k e  making a package. And I l i k e  

doing things where when you're f inished there ' s  something t h a t ' s  

the re ,  t ha t  ex i s t s ,  you know. I loved t ha t  table. But my 

mother threw i t  away. And my negatives went the same way. 

She didn ' t  a t t ach  importance t o  them, o r  perhaps she did. To 

me, now, I would l i k e  t o  look a t  them. 

You ask what they were l ike:  they were almost a l l  p o r t r a i t s  



Lange: o r  attempts t o  make a photograph of somebody. They were very 

uneven. I made one of a granduncle of mine, I remember, t ha t  

I would l i k e  t o  see  again.  hat's the only one t h a t  r e a l l y  

s t i ck s  i n  my mind. 1 've  forgot ten  the people even t ha t  I did, 

those t ha t  I did independently. But t ha t  one of my grand- 

uncle I would l i k e  t o  see  again. I photographed my own family, 

I photographed some f r iends ,  and I photographed people whom 

we knew, and then children. It was a very r e s t r i c t e d  range 

of people because I was j u s t  t ry ing  i t  out and t e r r i f i e d  t o  

develop it. Terror had I f a i l ed ,  the  darkroom te r ro rs ,  Very 

much depended on it. Those darkroom terroa9,they s t i l l  remain. 

It  s t i l l  i s  a gambler's game, photography. I have a s t reak  

of t h a t  gambler. Unless you work within a formula! 

Riess: You expect a l o t  of each pic ture .  

Lange: Everything. Everything. Expecially when we used bigger p l a t e s ,  

and every one was del ibera te ,  and then you went t o  the  next one. 

Now, with 35 millimeter most people reckon by the  yard. "There 

sure ly  w i l l  be something," you know, "there sure ly  w i l l  be 

something." But them you stood i n  a d i f f e r en t  re la t ionship  

t o  your camera. It was one, two, three.   ere's the  camera, 

and i n  your hand you had the  bulb, and you held your breath  

and opened and closed t ha t  lens. A time exposure. A very good 

way t o  make a po r t r a i t .  we ' l l  be coming back t o  it. 



Riess: Why? 

Lange: Well, because it calls for different and I think more deliberate 

responses to the subject, For one thing, no subject can hold 

anything that is false for them for long. It can't be done, 

You can try, but it's ghastly. So you have to wait until 

certain decisions are made by the subject--what' he's going 

to give to the camera, which is a very important decision; and 

the photographer--what he's going to choose to take. It is a 

much longer inner process than putting the camera between 

you and the subject and, as I say, reeling them off by the 

yard in every imaginable aspect, and all made between the 

second, or between the split sections of the seconds. That is 

much more electric and nervous; it never quite arrives at the 

place; it's always on the way to something. That isn't always 

so, of course, many people handle the 35 millimeter well. 

They grow up with it and they use it for many years and they 

learn to employ that instrument. 

But the bigger camera with the lengthier exposures gave 

us a foundation that there's a good deal of scrambling around 
I 

for these days, a good. deal. Y~~-.look in the camera annuals and 

you'll know it, Everything has fallen in between, hasn't quite 

arrived, isn't quite achieved. Look at the old Camera photographs, 

Hill, Julia Margaret Cameron, whose recordings of those human 

beings you can look at and into. Well, that's what we get. 



Lange: We a l s o  had a d i f f e r e n t  kind of photographic emulsion i n  those 

days. While I don ' t  say t h a t  what we have now i s  i n f e r i o r ,  I 

' do say t h a t  th ings  have been l o s t  and I th ink  we a r e  going t o  

r e t r a c e  our  s t eps ,  and should. Some people should. Everyone 

should not  t r y  t o  work with the  minia ture  f a s t  cameras and 

the  f a s t  films--emphasis put  i n  every p a r t  of t h e  performance 

on speed. I was j u s t  reading some new development f a c t o r s  

and f i g u r e s  today t h a t  have t o  do with a new film. And t h e  

g r e a t  advantage of t h e  f i l m  i s  t h a t  i t  develops i n  f i v e  minutes 

while  t h e  f i l m  t h a t  i t  supplants  took seven minutes! And people 

t ake  t h a t  ser iously!  

Riess :  Maybe it would be u s e f u l  i n  newspaper photography. 

Lange: Well, even so. And those  who work i n  t h e  darkroom a l l  day 

i n  a b ig  p l a n t  would ge t  a hundred more r o l l s  of f i l m  through 

a t  t h e  end of t h e  day, but  a t  some s a c r i f i c e .  The e n t i r e  

th ing  is  gauged t o  speed. A young p r i n t e r  who I had working 

here  f o r  me l a s t  sp r ing  worked two days and he made a thousand 

p r i n t s .  He was a s k i l l f u l  worker, r e a l l y  f a s t !  But I don ' t  

th ink  t h a t  i s  a necessary approach t o  good photography, t o  

he ighten  and sp$ed up everything,  including t h e  t ak ing  of t h e  

p i c tu res .  Grab shots! The annuals a r e  f u l l  of grab shots! 

Well, a t  any r a t e ,  Charles H. Davis d i d n ' t  do tha t .  I 

learned how t o  do t h a t  l a t e r .  But when I came here  I d id  have, 

by t h a t  time, a camera, an assurance t h a t  wherever I wanted t o  



Lange: go I could probably earn my living. Otherwise I wouldn't 

have come here. I had an uncertain technique, but an outlook. 

I knew that I would never develop a commercial product like 

Charles H. Davis', that I had my own to make, and I was pretty 

sure that I was working in a direction. I don't know just 

what that direction was; I don't know to this day quite. I 

had launched myself, educated myself in a srappy, choppy, 

unorthodox way, but I don't know a better way, if you could 

go through it, than that. I knew something about what a 

resonant, good photographic print is. I have print sense, 

which some people don't ever have, like some people never 

have perfect pitch, or a color sense. Almost something that 

can't be cultivated, print sense is something like that. If 

you have it, you've got something. I had print sense. 

Riess: What exactly does that mean? 

Lange: 1'm speaking of the technical matter of producing your print. 

A fine print. Now Charles H. Davis, the old maestro, he banked 

his full confidence on the negative. That was it for him. 

He would say, "Made twenty negatives this morning!'' Well, 

he had negative sense. Prints to him were a mechanical outgrowth. 

I bank on prints. I like a good negative, of course, 

because it will make good prints. But there is something about 

a fine print--sometimes in reproduction also, and 1'm speaking 

of photographic black and white prints now--that is, in its 

range of tone, in its print quality, its print color, its print 



Lange: vibration,  impregnated with a l i f e  of i t s  om. . . ~. You can compare 

i t  with a f u l l ,  f ine  chord of music. It has richness, i t  has 

depth. It can be very, very quie t  and very mild, but nevertheless 

i t  speaks.  hat's as well as I can say it. It may be i n  only 

three o r  four tones, but those tones ring. 

Gif ts  and Giving 

Riess: Had you i n t e r e s t s  o r  soc ia l  consciousness a t  t h i s  age? 

Lange: I must have because I remember l i s t en ing  t o  Woodrow Wilson i n  

person. I remember hearing him say, "In terms of common 

parlance," and tha t  made such an impression on me, t ha t  anyone 

would choose such a phrase. I remember thinking t ha t  he looked 

l i k e  my fa ther ,  and I had great  respect for  him. I a l so  

remember being i n  Madison Square Garden by myself a t  a mass 

meeting and seeingj Theodore Roosevelt i n  h i s  black Prince 

Albert coat, t h i s  log of a man, thick through, weight and hef t .  

What a shock it was tha t  night--and I 'll never forget  it-- 

when he ra ised h i s  f inger (he had a way of shaking one f inger  

when he spoke) and out came a squeaky voice, which no one had 

to ld  me about. It was l i k e  when much l a t e r  my l i t t l e  boys were 



Lange: i n  New Mexico f o r  the f i r s t  time, i n  the winter, and they 

had been looking forward t o  the snow and when i t  came they 

ran out i n  it i n  t h e i r  pajamas and we had forgotten t o  t e l l  

them t h a t  i t  was cold! They had only seen i t  i n  pic tures  and 

i t  was l i k e  s a l t .  Well, no one had ever sa id  t ha t  Theodore 

Roosevelt had a high, squeaky voice. And seeing pic tures  of 

him now i n  newsreels you'd think of force and physical energy 

i n  the man, but t ha t  voice! That was a great  disappointment 

t o  me. 

A t  t h a t  time my mother was i n  the  court of domestic 

re la t ions  of Hudson County. These were the  ear ly  

days, the formative period, and I think t h i s  was the t h i rd  

juvenile court i n  the country, with one i n  New York and one 

i n  Colorado. A l l  t he  judgeships were p o l i t i c a l  plums then-- 

maybe they s t i l l  are. Hudson County, New Jersey,  i s  notoriously 

a corrupt place. It l a t e r  became Frank ~ a g u e ' s  domain, and 

Mother was there  during the~.Frank Hague regime also. But I 

heard polkt ics ,  loca l  po l i t i c s .  I heard about the atmosphere 

of the  juvenile court and about the  d i f f i c u l t i e s  of es tabl ishing 

a soc ia l  i n s t i t u t i o n  there. 

Personally, I don' t  think I ever voted before I came 

here. When did we get  the  vote? Nineteen-twenty. But the  f i r s t  

year t ha t  I was here I must have had a strong i n t e r e s t  because 

I stood on a s t r e e t  corner of Powell and Post, the s ide  entrance 



Lange: of the  St.  Francis  Hotel,  t o  see  Woodrow Wilson again. It was 

h i s  l a s t  t r i p  when he was making h i s  f i g h t  f o r  the  League of 

Nations. He came out  of t h a t  s i d e  entrance and got  i n t o  an 

open c a r  and stood up f o r  a  moment, and he had on a s i l k  h a t ,  

and t h e  black overcoat with the  s a t i n  l ape l s  t h a t  men of high 

o f f i c e  i n  those days wore. He stood up and I remember t h a t  

noble wasted face ,  r e a l l y  wasted. I could see  then t h a t  i t  

was t r u e ,  what they had been saying, t h a t  he was so  very,  very 

ill. And i t  was being denied, you know, by h i s  party.  

These days when I look a t  Henry Cabot Lodge and reme)nber- 

h i s  f a t h e r  and what h i s  f a t h e r  d id  t o  Wilson, I th ink  of t h a t  

face. You can see  from what I say t h a t  I don't  t e l l  you t h e  

atmosphere of t h e  time, but  I t e l l  you what I saw. This i s  

t he  way i t  goes wi th  me. 

Profess ional  s o c i a l  workers I d idn ' t  know, excepting 

t h a t  my mother was one, but she wasn't a  regular .  1 ' v e  always 

had a f e e l i n g  about profess ional  s o c i a l  workers something l i k e  

my f e e l i n g  about profess ional  educators.  One of our daughters 

i s  a  p s y c h i a t r i c  s o c i a l  worker now; he r  outlook on it i s  very 

d i f f e r e n t  from the  days when I remember my mother going on 

s t r e e t c a r s  and making n ight  interviews,  alone, i n  a l l  kinds of 

wretched o ld  Po l i sh  tenements i n  t h e  winter ,  s tanding i n  the  

windy, snowy s t r ee tco rne r s  a t  n igh t  u n t i l  l a t e  because sometimes 

she would have t o  wait  u n t i l  t h e  drunken f a t h e r  came home. She 



Lange: would then  make he r  personal  r e p o r t  t o  t h e  judge--no paperwork 

and no superv isors .  Her work, he r  s o c i a l  out look,  was more 

p r imi t ive ,  l e s s  based on exact  knowledge of people,  only on 

what she  thought about it. Well, s o c i a l  work has changed. 

I found myself l a t e r  sometimes having t o  knock a t  a 

door when I was working and I used t o  remind myself of my own 

mother many a time. I used t o  l i k e  t o  go wi th  her ,  t o  s e e  h e r  

walk up t h e  s t a i r s ,  knock a t  a door, and then  "nobody" would be  

in.  She had an uncanny way of knowing i f  they were i n  and 

no t  answering, o r  whether they weren ' t  in.  she 'd  l i s t e n  and 

she 'd  know. She'd s tand  t h e r e  and she  would knock and knock. 

Riess: What a r e  some o t h e r  v i s u a l  memories you have? 

Lange: An experience t h a t  a f f e c t e d  me ohrougW-ar my l i f e  was see ing  

I sadora  Duncan. I saw h e r  every performance t h a t  I could 

poss ib ly  f i n d  a way to.  And I had never been taken  i n t o  t h e  

upper reaches of human ex i s t ence  before  then. Some people g e t  

t h i s  through Shakespeare, don ' t  they? These performancps i n  

t h i s  p a r t i c u l a r  year  were he ld  a t  t h e  Metropol i tan Opera House; 

they went about two weeks and I th ink  they were i n  t h e  spring.  

They were r e a l l y  he r  g r e a t  performances. I have heard and 

read r e fe rences  t o  t h e  g r e a t  performances of I s adora  Duncan 

wi th  these  half-grown young women who were h e r  i n s t i t u t i o n - -  

I wouldn't  say school;  t h i s  was a group of people who l i ved  

toge ther ,  t r ave l ed  together--1 've o f t e n  wondered what happened 



Lange: to them when this thing ended. It ended. 

It was something unparalleled and unforgettable to 

many people, not just to myself. But to me it was the greatest 

thing that ever happened. I still live with that, not as a 

theatrical performance, but as an extension of human possibility. 

I 
I saw it there. This woman had a quality that could electrify 

thousands of people at once by doing nothing, really. A 

minimum of physical motion. My, how strangely she walked. 

And sometimes she just stood. With the full Metropolitan 

Orchestra. She was rather sloppy-looking, rather fat, with 

very heavy upper legs, yet with a peculiar grace, not grace as 

I had preconceived it, but different. 

She was a person who made a real contribution in that 

she gave a new form of something. It wasn't based on other 

dancers' work. You were on unfamiliar ground. There wasn't 

any business of it being "like something else,!' at least not 

for me. I was unprepared. But I certainly have been enriched 

by it. 

~ ' v e  never been able to photograph a dancer. 1've 

photographed-children on the top of hills, running, jumping, / 

which reminded me somewhat, you know, but I never have been 

able to get interested in photographing a dancer. A lot of 

stage things 1've.never been interested in doing. You know 

the theater, the entertainment world, when you are in the 



Lange: profess ional  photograph business,  i s  a very quick way of 

gaining fame o r  recognit ion,  by doing t h e a t e r  people. Well, 

I never did i t .  ~ ' v e  seen, and come i n  contact  with,  some 

p r e t t y  wonderful ones and I guess I d idn ' t  ge t  magnetized 

by the  second-raters ,  but 1 've  seen these  people. 

There were about seven g i r l s  with Isadora  Duncan, 

f i f t e e n  t o  eighteen years  o ld ,  and a l l  c lo thed  the  same 

way. It wasn't Greek; the re  were no garments; they were 

j u s t  minimally clothed--gauze, ch i f fon ,  t h a t  kind of thing.  

No props, no l i g h t s ,  no change of costumes nothing. 

And some of t h a t  music, s t i l l ,  I mean i f  I hear  i t  

I am aware I don' t  want t o  l i s t e n  t o  i t  r e a l l y .  Some th ings  

i n  Schubert t h a t  I don ' t  want t o  hear .  It h u r t s  me t h a t  i t ' s  

gone, out of l i f e ,  and not enough people experienced it. 

 hat's r id icu lous ,  i s n ' t  i t .  It i s n ' t  nos ta lg ia ,  but  i t  c u t  

very deep. I was very impressionable. I went by myself; 

nobody took me there.  I got t h e r e  somehow. 

Riess: Was Genthe photographing her  then? 

Lange: He had already photographed her. She came t o  t h e  s t u d i o  

one time, when I was there ,  with those g i r l s .  She was a 

very coarse-looking woman. She had too  much makeup on. 

And 1 ' m  not su re  she was e n t i r e l y  sober, But I d i d n ' t  mind, 

Also he took me--or someone took me--to a p l a c e  where 

they were a l l  l i v ing ,  t h i s  whole t roop,  i n  an apartment on 



Lange: Seventy-second S t r e e t  while  they  were i n  t h i s  engagement. 

They s l e p t  on mat t resses  on t h e  waxed f l o o r ,  and t h e r e  was 

no f u r n i t u r e .  That made a  g r e a t  impression on me. I don ' t  

l i k e  c l u t t e r ;  i t  comes from t h a t ;  I saw what they meant; 

I knew what t h a t  kind of l i f e ,  and t h a t  s o r t  of a  l e v e l ,  could 

be. I saw i t  the re ,  you see.  

Riess: What were t h e  in te rchanges  between them l i k e ?  

Lange: I remember hard ly  anything about what they sa id .  And I don ' t  

t h i n k  I was t h e r e  ,very long, bu t  I c e r t a i n l y  was looking. 

I never showed up i n  school  a t  t h a t  time. That 

was where I was, and t h a t  was t h e  h igh  po in t ,  and no t  only 

t o  me. I th ink  t h i s  t h a t  she  introduced o r i g i n a t e d  i n  her ,  

and i t  never q u i t e  died. No Martha Grahams o r  any of t hese  

people ever  touched it. It had nothing t o  do wi th  phys ixa l  

prowess. And t h e  music j u s t  enveloped t h i s ,  and t h e  flow of 

t h e  music--well, I remember i n  one th ing  t h a t  I saw them 

do a  good many t imes,  t h a t  Shubert  t h ing ,  she  s tood abso lu t e ly  

motionless ,  and one by one t h e s e  b e a u t i f u l  ch i ld ren  went 

across  t h a t  s t a g e  toward her.  And each one so  d i f f e r e n t ,  and 

a l l  undisc ip l ined .  You knew t h a t  no one had t o l d  them what 

t o  do. There was no s t e p ,  o r  no count,  o r  any t r a in ing .  It 

was r e a l l y  i n  space. Beaut i fu l .  

Riess: You were lucky. 

Lange: I was lucky.  h here were-other t h ings  i n  which I was lucky too. 



Lange: But t h a t  was very important t o  me. There were people who were 

important t o  me, indiv idual  people who were important t o  

me, a l so ,  whom I l e f t  behind, and they always l i v e  the re ,  

on t h a t  s i d e  of t h e  c u r t a i n  of the  p a s t ,  never on t h e  o the r  

s i d e ,  people from whom I learned q u a l i t y ,  such as Aunt Emily. 

I had an aunt who was a nurse i n  a hosp i t a l .  She wasn't 

r e a l l y  an aunt,  she was one of those beople i n  your family 

who a r e  on the  edges and we ca l l ed  he r  Aunt Emily--her name 

was Emily Sandergield. I learned from her  se ren i ty .  A most 

obscure woman, a nurse i n  a p r i v a t e  hosp i t a l - - in  those days 

they had p r i v a t e  hospitalss-working f o r  a Viennese doctor  l i k e  

a p r i sone r  i n  a l i t t l e  room i n  t h a t  b i g  brownstone on Lexington 

Avenue. I saw he r  r a r e l y ;  once i n  a while  I would go there--  

t h a t  dark q u i e t  place--and she would come. I don ' t  remember 

speaking t o  her ,  what her  face  looked l i k e  when she spoke. 

Oh, what a nurse she must have been. She had heal ing  i n  her ,  

I you know. Big, p l a i n  face,  head t o  on,& s ide .  I remember how 

red and b ig  h e r  hands were. Probably she had had them i n  s t rong  

th ings ,  you know. Great red, b ig  hands. And peaceful ,  

peaceful .  No one e l s e  was l i k e  t h a t ,  no o the r  person t h a t  1 ' d  

met. 

And then t h e r e  was another one t h a t  I l e f t  hehind the re ,  

who was half-myth, but  he was a scu lp to r ,  who f e l l  very much 

i n  love with me as  a seventeen-year-old g i r l .  And he  was a good 



Lange: sculptor ,  and I d idn ' t  know what t o  think of it. Well, t h i s  

one was l e f t  behind too. 

Riess: You say he was hal f  a myth. 

Lange: Half a myth, because I d idn ' t  know what was going on, r ea l ly .  

He was a good deal older than I was. 

= - * * * * * -  Let me f i n i s h  with t h i s , , l e t  me get  through here. You 

see,  what I am doing i s  hanging on. I ' m  loath t o  r e a l l y  come 

out of t h i s  pas t  and go on t o  Cal i fornia  because of so much 

t ha t  I haven't  sa id ,  the  whole atmosphere of t ha t  l i t t l e  p a r t  

of the  eas te rn  coast t o  an emerging young woman t ha t  I haven't  

touched on, actually.  

There was a club t ha t  I used t o  be taken t o  every 

Sunday evening because the  man who was president  of the  club, 

ca l l ed  the  Pleiades Club, was a--well, I don't  know what you'd 



Lange: say he was of mine, not a boyfriend, certainly he wasn't a 

lover of mine--but I was the focus of his attention for a 

couple of years, completely, one hundred per cent, three 

letters a day kind of thing. And he's still living, and a 

couple of years ago I got a letter in that familiar hand- 

writing from him. It was a very odd kind of a thing. If 

I were to go back over these people--from my Aunt Emily I 

got serenity, and from this man I got a sense of real 

devotion. You couldn't break that off very easily. 

There wasn't anything that he could give to me that he didn't 

try to give to me, even things he thought I needed. I 

remember he took me to a farewell dinner of Sothern and 

Marlowe when they left the Shakespearean stage, and I heard 

Marlowe read the Shakespeare sonnets. Such things he did for 

me, this man. 

Riess: Was he older? 

Lange: He was ojd. Forty maybe, thirty-five. [Laughter] I don't know. 

Riess: Where did you meet him? 

Lange: My companion with whom I came here, whom I have not yet mentioned, 

went on a summer vacation with her mother and father to a 

little lake in New York State. There he was, in a rowboat, 

this man, visiting other people, who were all Pleiades Club 

people, and they used to gather there--they had an encampment. 

And that's where I met him. This was the year 1915. 1 



Lange: I have some poet ry  t h a t ' s  dated t h a t  he s e n t  me. I can s e e  

t h a t  handwriting. I used t o  g e t  l e t t e r s ,  Sometimes I couldn ' t  

read them. 

Be was a l s o  a p r i n t e r  and he worked very hard and he 

gave me a l o t  of things.  He bought me records and he bought 

me a gramophone, gave i t  t o  me f o r  Christmas. My mother 

permit ted me t o  accept  it. [ ~ a u g h t e r ]  

Riess:  And he  demanded nothing of you? 

Lange: Nothing, and t h a t  was a b ig  mistake, He should have, or - - I  

was too  young, you see,  I got  my f i r s t  evening d res s  t o  go 

t o  t h a t  P le iades  Club. 

Riess:  What was t h e  P le iades  Club? 

Lange: A Sunday n igh t  club. I t  was a t  t h e  ~ o t e l  Breevort,  which was 

one of t h e  g r e a t  New York h o s t e l r i e s .  Edi th  Whartonish, you 

know. Have you ever read Ed i th  Wharton's e a r l y  New York? 

Early New York was r e a l l y  f i n e  i n  many ways. The Hotel 

Breevort i s  now an  immense apartment house, c a l l e d  t h e  Breevort,  

It was a French ho te l - - r a the r  shabby and very upper c rus t - -  

and they had Sunday n igh t  suppers.  hat's t h e  kind of t h ing  

i t  was, It was an i n s t i t u t i o n ,  I th ink  it s t i l l  goes on, Well, 

t h i s  f e l low ' s  name was John Landon and he was p res iden t  t hese  

years  t h a t  I used t o  be a b l e  t o  go because he took me, He came 

from Brooklyn and he s t i l l  l i v e s  i n  Brooklyn and he never married, 

Not because of me he d i d n ' t  g e t  married, because a f t e r  me t h e r e  



Lange: was another g i r l ,  whom he t reated jus t  exactly the  same way, 

j u s t  exactly the  same complete devotion. 

Riess: Well, what do you think i t  was? 

Lange: I think we conjure up and invent people, and then whoever 

happens t o  be there i s  the  recipient  of our imagination. A 

good deal of the  a t t r ac t i on  between people, I think, i s  based 

on the  f ac t  tha t  one i s  able t o  absorb the  creation. 1 ' m  

sure  that - - in  h i s  case--that my successor i n  h i s  devotion he 

saw as the same kind of person as he saw me. I don' t  believe 

there  was any r e a l i t y  i n  it. It wasn't r e a l l y  me. I must 

have been aware of t ha t ,  too, because I always p i t i e d  him jus t  

a l i t t l e .  

E e s s :  The sculptor was l a t e r ?  

Lange: Somewhere along there. He used t o  suddenly appear. He was 

something, s l i g h t l y  a madman, and he used t o  appear unexpectedly. 

I mean I never got a l e t t e r  from him, but there he was. And 

i t  would be a t  any hour, a l l  hours. I remember one pa r t i cu l a r  

time i n  the  summer and he was i n  qu i te  a s ta te - - I  don ' t  know 

what i t  was t ha t  put him i n  these s t a t e s ,  could have been 

l iquor ,  but I don' t  know, except tha t  when he was i n  one of 

these he would make a beeline, and my mother was very under- 

standing of t ha t ,  she was very good about him. she'd take him 

on; she'd take care  of him; she'd l e t  him be there. I never 

could q u i t e  understand i t  but it made an impression on me because 



Lange: I knew tha t  t h i s  was a r e a l  a r t i s t .  And I knew tha t  something was 

expected of me, but I d idn ' t  know what tha t  was. I again represented 

something. I d idn ' t  know what it was I was supposed t o  be, but I was 

it! And tha t  has happened t o  me more than once. 

....... This i s  f a r  af ie ld;  1 ' d  love t o  pu l l  t h a t  cur ta in  and 

get those people a l l  back there and i n  t h e i r  place. And the 

whole point  of remembering these people i s  t o  t r y  t o  f ind out 

what it i s  t ha t  forms you. It i s n ' t ,  I think, so much things t h a t  

happened t o  you, episodes, as i t  i s  persons tha t  a f fec t  you-- 

influence i s  a d i f fe ren t  word than a f fec t ,  I think, and 

sometimes people del iberate ly  t r y  t o  influence you, tha t  i s n ' t  

what I mean--but persons who a f f ec t  your outlook and your 

sights.  They introduce you t o  d i f fe ren t  worlds, d i f fe ren t  

kinds of existence with predominant qua l i t i e s .  I mean tha t  

thing tha t  I got from Emily Sanderfield, t h a t  nurse, t h a t ' s  a 

constant, and permanent, pervading concept t ha t  I have of inner 

serenity.  Nothing could have disturbed t ha t  i n  tha t  woman. 

Complete self-abnegation, l i ke  a nun. complete! Well, a l l  

my l i f e  1 've  been wondering whether t h a t  abnegation i s n ' t  an 

essen t ia l  thing fo r  rea l  serenity.  Those questions r i s e ,  but 

they don't come:out of t h in  a i r ,  they come because you've 

met the  si tuation.  And she presented tha t  s i tuat ion.  This 

s e l f l e s s  woman, but what she got from it! I was a harassed 



Lange: person as a ch i ld ,  but I sensed t h a t  calm i n  her  and I j u s t  

l iked  i t  when she opened t h a t  door and the re  she was. Oh, 

I can see  t h a t  s tarched nurse ' s  uniform, t h a t  wide starched 

b e l t ,  and hear the  crackle  of those c lo thes ,  though she was 

s o  s i l e n t .  And those long h a l l s ,  t h a t  linoleum, the  s t a i r -  

cases i n  those brownstone houses, t h a t  person who was i n  there.  

I think she r a r e l y  went out of t h a t  hospi ta l .  I rempmber the  

l i t t l e  c e l l - l i k e  room she had. I ' d  go t h e r e  and the re  would 

be no place t o  s i t  down, so 1 ' d  s i t  on the  bed. It was j u s t  

l i k e  a c e l l ,  l i k e  a nun. 

Personal chi t -chat  seems so  poverty-str icken and 

u n i q o r t a n k a n d  ye t ,  ac tua l ly ,  from i t  come the  things t h a t  

ge t  you going. Those a r e  t h e  things,  the  combination of them 

a r e  what forms you. They speak, always, don ' t  they, i n  the  

psychology books, of the  influence of the  parents .  How about 

the  influence,  a l s o  unconscious, of a l l  t hese  o ther  people, 

of everyone. 1 t ' s  always unconscious. I f  they t r y  t o  influence 

you they can j u s t  s top r i g h t  there. But where i t ' s  j u s t  t h i s  

pecu l i a r  exchange t h a t  the re  i s  I * * .  

Riess: What about what Isadora  Duncan has given you? Does i t  have 

necessar i ly  t o  be on a personal level?  

Lange: Well, i n  her  case I don't  think of i t  as personal  a t  a l l .  That 

was t o  me l i k e  g e t t i n g  r e l i g i o n  [ laughter ] ,  which I never got  

i n  any way. I had no conception of t h a t  a t  a l l ,  never got tha t .  



Lange: But I got i t  through Duncan. That was a human performance on 

a level  as high as any t ha t  1 've  encountered. She was a t r u ly  

creat ive  person; she created new brain  ce l l s .  

Jack Landon did it for  me, a l o t  of it.  My fa ther  did 

too, My fa ther  took me t o  a performance ad Shakespeare when I 

was about ten  years old. It was Midsummer ~ i g h t  's Dream and 

we went i n  a coach. And when we got there  there wasn't a  

t i cke t  l e f t .  My fa ther  stood and I s a t  on h i s  shoulders a l l  

through, and the reason t ha t  he took me was tha t  I had read 

Shakespeare. We had a great  volume of Shakespeare, and I had 

read Shakespeare. And they used t o  laugh\ a t  me and say I 

couldn't have read i t ,  and then they'd quiz me on the  story.  

1 ' d  read i t  jus t  f o r  the  s tory ,  you know. I d idn ' t  read 

~hakespeare! I jus t  had t h i s  big book, and I read these s to r ies .  

And because of t ha t  my fa ther  took me, That was a magic thing 

t o  do fo r  me, t o  see that .  ~ a g i c !  1 've  always been gra te fu l  

t o  him for  that .  And tha t  coach. 

I remember some of the  l ines :  "Let me see  thee i n  

thy maiden's weeds. 1.. " [Laughter] That was a l i n e  I laved, 

I thought t ha t  was the  best  l i n e  of a l l ,  I remember reading 

Macbeth, A l l  i n  one book! It was a big one l i k e  t h i s  great  

unabridged dictionary, With l i t t l e ,  f i ne  p r in t .  Oh, 1 ' d  love t o  have 

t ha t  book, Yet I don't even think they even knew I was doing 

it, u n t i l  they discovered i t  and then they questioned me, 



Lange: quer ied  me. "How about t h i s ? "  and "How about t ha t ? "  And 

laughed. There a r e  people who read very ca re fu l ly .  I am 

a voracious reader ,  and a c a r e l e s s  reader.  I don' t  r e t a i n  

anymore. But I love t o  read,  and I w i l l  r e read ,  and I do 

love Shakespeare. I n  l i t t l e  b i t s  of doses t h a t  go through my 

mind--oh, how they r i n g  i n  my mind! What's t h e  one--I was 

reading i t  t h i s  afternoon--"Our r eve l s  now a r e  ended." Do 

you remember t h a t  from the  Tempest? How does i t  go? 

Our r e v e l s  now a r e  ended. These our  a c t o r s ,  

A s  I f o r e t o l d  you, were a l l  s p i r i t s ,  and 

Are melted i n t o  a i r ,  i n t o  t h i n  a i r .  

And, l i k e  t h e  base l e s s  f a b r i c  of t h i s  v i s i o n ,  

The cloud-capped towers, t h e  gorgeous pa laces ,  

The solemn temples, t h e  g r e a t  globe i t s e l f ,  

Yea, a l l  which i t  i n h e r i t ,  s h a l l  d i s so lve ,  

And, l i k e  t h i s  i n s u b s t a n t i a l  pageant faded, 

Leave not  a rack behind. We a r e  such s t u f f  

As dreams a r e  made on; and our  l i t t l e  l i f e  

Is rounded wi th  a s leep.  

What b e a u t i f u l  words! 



Lange: ........ A few years ago I realized t ha t  the e n t i r e  span of 

my l i f e  I have fought dreadful fat igue.  I think I was born 

t i red .  1 've  been weary a l l  my l i f e ,  and 1 've  always had t o  

make a great  e f fo r t  t o  do the things t ha t  I r ea l l y  wanted t o  

do, combating not having qu i te  enough t o  do i t  with. I have 

fr iends who say, "1've never been t i r e d  i n  my l i fe . ' '  And 

1 've  been t i r e d  a l l  my l i f e ,  every day of my l i f e .  I 

remember when I was only maybe ten years old being as t i r e d  

as a human being could be, and wishing t ha t  I could sleep 

forever jus t  because I was so t i red .  I remember seeing 

nuns on the  s t r e e t  and thinking, "How for tunate  they are ,  

because they're never t i red."  As a chi ld  I was t i red .  I 

don't know what made me so weary. 

Riess: It wasn't world-weariness. 

Lange: No. It was physical. I think maybe I expended a l l  I had 

always i n  one di rect ion or  another. That may be some reason 

why I always knew tha t  I was observing more than I was 

par t ic ipat ing.  Maybe I didn ' t  have l e f t  what other people 

had t o  go on. I don't know what it  i s ,  excepting t ha t  I know 

i t ' s  been with me, dominant. Then, and i t ' s  the  same thing 

now tha t  1've always had, only i t g s  more marked now than 

i t  was. 

Riess: ~ a v e n ' t  you chosen an extrem)ely ,physically wearing way of l i f e ?  

Lange: Oh, yes. And i f  I were t o  t e l l  people about t h i s  weariness who 



Lange: know me they wouldn't  be l i eve  what I say. "How do you do i t  

a l l ?  How?"  hat's what 1 ' v e  always heard. Well, you do, 

r e a l l y ,  what you must do. You c a n ' t  deny what you must do, 

no ma t t e r  what i t  cos ts .  And with me it was always expenditure  

t o  t h e  l a s t  d i t ch .  I know t h e  l a s t  d i t ch .  1 ' v e  l i v e d  on t h e  

l a s t  d i t ch .  

Riess:  So t h a t  you ' re  always aware of t h i s  t i r edness .  You c a n ' t  g e t  

above it. 

Lange: 1 ' m  aware of it. 1 ' m  aware of o t h e r  th ings  too. I ' m  aware of 

when I f e e l  f ine .  It i s n ' t  always, bu t  i t ' s  there!  I have a 

s e r i e s  of photographs, i t ' s  one of my s e r i e s  which 1 ' m  now 

going t o  g e t  ready f o r  p re sen ta t ion ,  t h a t  i s  c a l l e d  Las t  

Ditch. It i s  where you ' j u s t  can1 do no more. A s  I say,  from 

childhood I knew. 

...-. .*.When I was i n  t h a t  ~ l a r e n c e  White c l a s s  I was more 

i n t e r e s t e d  i n  him and what he was doing than  I was i n  going 

out  and photographing a gate.  I d i d n ' t  have any of t h a t  

zea l  t o  be an a r t i s t  t h a t  many of t h e  people wi th  whom I have 

a s soc i a t ed  a l l  my l i f e  had. 1 ' v e  never thought of myself i n  



Lange: t h a t  d i r ec t ion .  1 ' v e  always thought of myself--and i n  those  

years  a l so7-as  f inding  ways t o  l e a r n  what I thought was a 

very i n t e r e s t i n g  job, a t rade. .  It was a very  good t r ade ,  I 

thought,  one t h a t  I could do. It was a choice. I picked 

it. But I never picked t h e  r o l e  of a r t i s t .  And I never have 

had very  much f a i t h  i n  t h a t  category. I never have had t h e  

s l i g h t e s t  i n t e r e s t  i n  t h e  argument, " Is  Photography An Art?" 

Riess:  And ye t  you a r e  inflPhotography a s  Fine A r t "  c o l l e c t i o n s .  

Lange: Yes, I am. But I never have regarded myself and n e i t h e r  have 

t h e  a r t i s t s  with whom I have l i ved  and worked, t h e  people 

whose work I know b e s t  and r e spec t  most--I never  heard them 

c a l l  themselves a r t i s t s .  

Riess:  You're speaking of t h e  photographers? O r  p a i n t e r s  too? 

Lange: I mean p a i n t e r s  too. With people who a r e  i n t e r e s t e d  i n  doing 

something, very i n t e r e s t e d ,  it is almost t h e  degree t o  which 

they a r e  involved t h a t  i s  t h e  degree t o  which o t h e r  people c a l l  

them a r t i s t s .  Really involved I mean. I always have thought 

t h a t  t h i s  qua l i ty - - I  d i d n ' t  always th ink ,  because I d i d n ' t  

t h ink  about t h a t  a t  a l l  i n  my e a r l y  years-- 

Riess: *ether i t  was a r t  o r  not. 

Lange: T knew t h a t  some people made p re t enses  a t  t h i s  and I knew t h a t  

t h e r e  were some photographs which were i n  t h a t  c l a s s i f i c a t i o n ,  

but  I j u s t  looked f o r  ways of doing i t  very we l l  indeed. I 



Lange: l i ked  photography so  much t h a t  I wanted it t o  be good and l a t e r  

on I wanted it t o  be r e a l l y  exce l l en t  and s tand by i t s e l f .  

But t o  be an A r t i s t  was something t h a t  t o  me was unimportant 

and I d i d n ' t  r e a l l y  know what it meant. I viewed with suspic ion  

those people t o  whom it was important. Generally they were 

second-rat'ers . 
I have a c e r t a i n  snobbishness about things being very 

f i r s t - c l a s s ,  very top-drawer. I l i k e  people t h a t  a r e  top- 

drawer. And many of them have wi th in  them t h i s  p e c u l i a r  

q u a l i t y ,  t h i s  "plus" th ing  t h a t  f a sc ina tes  me. I don ' t  know 

where i t  comes from. I suppose i t ' s  what many people say i s  t h e  

a r E -  thing. Well, t o  me it  i s  t h e  "plus" thing. 

. . . o o o o o o T ~ ~ ~ ~  a r e  many th ings  1 ' v e  l e f t  ou t ,  of course, important 

things. What I would l i k e  t o  have touched on as  I look back 

on what 1 ' v e  s a i d  i s ,  "What formed me? What was behind me, r e a l l y ,  

when I came here?" Because when I came he re  t h a t  immediately 

became very much my p a s t ,  q u i t e  f a r  back. I n  some ways a l l  those 

years  I remember as  though they happened i n  another century. 

Some people 's  youth i s  a c t i v e  i n  t h e i r  minds; they r e l i v e  it 



Lange: and never get  over it. They never survive t h e i r  own youth. 

Mine was as though when I came here it was very much a big, 

heavy cur ta in  t ha t  I pulled. 

Riess: As i f  it was another person. 

Lange: Yes, qu i t e  another person, and the  l inks back,,excepting i n  my 

mind, were few. 



Studio on. Su t t e r  S t r ee t  

Lange: I have had one very c lose  woman f r iend s ince  I was twelve 

years old. I came t o  Cal i fornia  with her i n  January 1918. 

We went through school together. She i s  now seventy years old, 

and she has been with me a l l  my l i f e .  By t ha t  I mean t ha t  

though I have not now seen her f o r  two years, and i n  the  l a s t  

twenty years we have r a r e ly  seen each other--we do not wri te ,  

excepting i n  personal emergencies, and then i t  i s  su s t  a 

l ine ,  nothing more because we don't  have t o ,  or  accasionally 

s h e ' l l  telephone me from Honolulu i f  she 's  there,  o r  from Los 

Angeles, i f  she ' s  there--she has always known everything about 

me by being t o ld  and without being told. I have never had 

a c loser  f r iend than she. 

I had not so many women f r iends ,  o r  g i r l  f r iends ,  before 

I came here because, I think, I didn ' t  do the  things they did. 

I didn ' t  have the  outlook t ha t  they had. 1 've  always had a 

c e r t a i n  kind of dr ive  t ha t  very young women and adolescent g i r l s  

don't ,  I think. I did have another f r iend who died about t en  

years ago who was my fr iend a l l  through these years which s t a r t ed  



Lange: i n  New York. I l i v e d  with h e r  i n  New York f o r  a  few months, 

t h e  only time t h a t  I l ived  away from home t h a t  I can 

remember. 

Riess:  What was t h e  name of your very c l o s e  f r i end?  

Lange: We' 11 c a l l  h e r  Fronsie.* I f  I speak of h e r  i t ' s  always Fronsie .  

Riess: Did Frons ie  sk ip  school wi th  you? 

Lange: Yes, bu t  no t  a s  badly as I did. She j u s t  went wi th  me sometimes. 

She had s i s t e r s ,  and had a  more normal l i f e ,  i n  many ways, thail 

I had. She had no p a r t i c u l a r  o u t l e t s  o r  t a l e n t s  a t  t h a t  t i m e .  

She has  now, s i n c e  then,  become a very well-known decora tor  

w i th  a  b i g  name, and she r e c e n t l y  d3d t h e  Royal Hawaiian Hotel.  

She ' s  done s e v e r a l  of t h e  Hi l ton  h o t e l s ;  s h e ' s  had b i g  con t r ac t s .  

But she  developed t h i s ,  oddly, l a t e r .  When we came he re  t o  

San Francisco toge the r  she  was--well, now, 1 ' m  g e t t i n g  ahead. 

J u s t  l e t  me say  t h a t  I had t h i s  one, very c l o s e  young woman 

f r iend .  I f  I say  g i r l  f r i end ,  t h a t  i s n ' t  t h e  kind of a  r e l a t i o n -  

sh ip  i t  was. She was-- 

Riess:  Older a  b i t ,  wasn ' t  she? 

Lange: Three yea r s  o lde r .  

I have wondered,since, sometimes, whether she  wasn ' t  much 

more t o l e r a n t  and good t o  me than I r e a l i z e d  a t  t h e  time. Because 

* 
Florence  ~ a t e s / [ ~ a ~ w a r d j  , now l i v i n g  on Wi l sh i r e  Blvd., 

Los Angeles. P.S.T 



Lange: a f t e r  I was marr ied and she went on t o  Honolulu she  began 

immediately t o  be more of a  person than  she  had ever  been 

u n t i l  we separated.  I know t h a t  I never dominated her-- 

she was  Swedish and you cou ldn ' t  budge her--but I wonder whether 

she d i d n ' t  s u b s c r i b e . l a r g e l y  t o  my i n t e r e s t s ,  p a r t l y  o u t  of love,  

and knowing my n e c e s s i t i e s .  I t h i n k  maybe she did. She h e r s e l f  

i s  not  a  s e l f l e s s  person. Now she ' s  a  p r e t t y  impressive dame, 

t h i s  one! And knows j u s t  what she  wants. But she d i d n ' t  then. 

We came he re  toge ther ,  t h ink ing  we would go around t h e  

world. I had something t h a t  I thought I could c a l l  my"trade. 

I wasn't  abso lu t e ly  su re ,  bu t  I thought I had enough so  I 

could make a  l i v i n g  completely on my own. And she was a  

Western Union c l e r k  and t h a t  company t o l d  h e r  they would 

t r a n s f e r  he r  t o  any c i t y  i n  t h e  United S t a t e s  o r  anywhere. 

( In f a c t ,  l a t e r  on she  went t o  Honolulu and around t h e  world.) 

I guess it was j u s t  t h e  time t h a t  comes i n  most young 

people ' s  l i v e s  where they j u s t ,  f o r  some reason o r  o t h e r ,  

know they  have t o  go. I wanted t o  go away a s  f a r  a s  I could 

go* Not t h a t  I was b i t t e r l y  unhappy a t  home, o r  where I was, 

o r  doing what I was doing. But it  was a  ma t t e r  of r e a l l y  

t e s t i n g  yourse l f  out.  Could you o r  cou ldn ' t  you. We had only 

a  few dol la rs - -1 've  f o r g o t t e n  how many--and we go t  our  r a i l -  

road f a r e  and had beyond t h a t  a  l i t t l e .  I don ' t  remember 

t h a t  we had a  trunk. I had a  camera case,  and I remember a  



Lange: very heavy sui tcase ,  and Fronsie had the same. I know i t  took 

us s i x  weeks t o  get  here, because we had l e t t e r s  t o  strangers 

and time t o  stop and v i s i t .  Our route was by boat t o  New 

Orleans, and then by t ra in .  And we had a wonderful time. 

You know, there  a re  some periods of your l i f e  where everything 

seems t o  happen a l l  r igh t .  There are  a lso  some periods of 

your l i f e  where you make fr iends with great  rapidity.  1 t ' s  

almost a well-known place i n  a l i f e  span where your personal 

attachments multiply very fas t .  Welb t h i s  happened t o  both of 

us. O r ,  i t  happened t o  me and through me fo r  her, I think, 

over t ha t  t r i p  out here and when we got here. We were taken.  

care of every place we stopped. A t  a  ranch tha t  we l ived 

on i n  New Mexico with people who were ex t raord inar i lyk ind  

t o  us--I don't know how a l l  t h i s  happened, but we had a 

f i n e  time. 

Riess: Who did you have l e t t e r s  from? 

Lange: Friends; I don't r e c a l l  t h i s  very much. There a re  l o t s  of 

things I could go on about about tha t  t r i p ,  but I don't think 

I 
they a r e  r e a l l y  per t inent  t o  t h i s  narrat ive.  ? y .  t ha t  I mean 

t h a t  the  person who arrived i n  Cal i fornia  and the  person t ha t  

l e f t  New York hadn't been par t i cu la r ly  directed by what 

happened is' between. It was jus t  a very good time. 
/ / (ut when we got t o  San Francisco everything sharply 

changed. It was May of the  year when we arrived and we went t o  



Lange: t he  YWCA Hotel i n  San Francisco. The f i r s t  morning we were 

here--we had a l ready  decided t h a t  we had t o  s top  t o  work here  

i n  o rde r  t o  go on--we went ou t  t o  b reak fas t  a t  a ~ o m p t o n ' s  

c a f e t e r i a  and ~ r o n s i e ' s  pocket was picked, every n i c k e l  t h a t  

we had! So t h e r e  we were. We had change l e f t ,  and I remember 

1 1  saying, Well, he re  we are ,  What w i l l  we do today?'' 

And she s a i d ,  " ~ e t ' s  go over and see  what t h e  Univers i ty  

of C a l i f o r n i a  i s  l ike. ' '  

I demurred and s a i d ,  "What do we want t o  go t o  t h e  

Univers i ty  of C a l i f o r n i a  f o r ?  We haven ' t  go t  enough money. 

We'd b e t t e r  go f o r  a job." I p reva i l ed  and 1 ' m  s o r r y  now. 

It would have made such a good s t o r y ,  i n  view of l a t e r  happenings, 

i f  we had given t h e  Univers i ty  a whi r l .  But we went back t o  

t h e  YWCA Hotel and t o l d  them of t h e  s i t u a t i o n  we were i n  

and they recommended t h a t  we move immediately [ l augh te r ]  t o  a 

p l ace  c a l l e d  t h e  Mary El izabe th  Inn,  an Episcopal home f o r  

working g i r l s ,  a t  1040 Bush S t r e e t  i n  San Francisco. ( l t l s  

s t i l l  there . )  And we took t h a t  camera, and those  heavy bags-- 

t h i s  was s t i l l  a l a r k ,  i n  a way, I mean we d i d n ' t  t ake  t h e  

s i t u a t i o n  r e a l l y  s e r i o u s l y  a t  a l l ;  we knew t h a t  we could g e t  

money from home i f  we needed t o ,  bu t  we were s t i l l  i n  t h e  mood 

and t h e  temper of t h a t  trip--we went t he re ,  and t h e  deaconesses, 

irj the  most C h r i s t i a n  a t t i t u d e  i n  t h e  world, accepted us ,  and 

i n s t a l l e d  us  i n  some cubic les .  They had cub ic l e s  f o r  t h e  inmates 



Lange: of t h i s  place. [ ~ a u g h t e r ]  And r u l e s ,  q u i t e  r ig id .  

Riess: Did they examine your background before accepting you? 

Lange: I don' t  remember tha t .  I don' t  think so. But she knew we 

were penniless.  And here we were. 

Well, as  I say, the re  a re  times when you mult iply your 

fr iends.  This was the  most unlikely place i n  the  world t o  make 

l a s t i n g  attachments, ye t  we did. J u s t  l a s t  week a woman 

appeared a t  t h i s  door, an old lady now, whom I had known 

from there ,  and 1 ' v e  never been out  of touch with he r  a l l  

these  years .  The only d i f ference  i s  when she comes she keeps 

r e c a l l i n g  things I don't  remember a t  a l l .  She r e l i v e s  t h a t  

time . 
That was a p lace  where you had t o  be home a t  t en  o 'clock 

a t  night.  And we were f i n a l l y  e jec ted  because Fronsie l e f t  

on the  e l e c t r i c  . i ron  i n  the  laundry and i t  burned through, 
. . 

and I had been caught twice s 4 k i n g .  The deaconesses used t o  
- - 

walk down the  corr idors  sn i f f ing .  Oh, i t  would be easy t o  

r i d i c u l e  those deaconesses, where ac tua l ly  they did a very 

good job the re ,  and they r e a l l y  gave clean and p leasant  

surroundings t o  people who needed it. They had a l o t  of s t r a y s  

the re  too, people who couldn' t  ge t  i n  a t  t en  o 'clock a t  night-- 

t h e r e  was the  case of one who couldn't  ge t  i n  a t  t e n  o 'clock 

a t  n ight  so  she spent the  night  with her  boyfriend, because 

what e l s e  could she do? Well, the  de,,aconesses d i d n ' t  s ee  that!  



Lange : I don' t  th ink  t h a t  Fronsie  and I were d i s r u p t i v e  

elements, but those people who they had a l i t t l e  b i t  of 

d i f f i c u l t y  with would always be a t  t h e  t a b l e  where we were, i t  

was t h a t  kind of a thing.  Also, by the  time they  e j ec t ed  

us we no longer had t o  be the re ,  because t h a t  was f o r  people 

who earned very l i t t l e  moneyyand t h e  next morning, when we had 

been i n  San Francisco one day, I went out and got  a jobland 

Frons ie  went out  and got  a job a t  t h e  Western Union, s o  we 

were i n  no time employed. 

Riess:  Had you any l e t t e r s  t o  people i n  San Francisco? 

Lange: Yes, we had a few, and t h e r e  was an o l d  f r i e n d  of my mother's 

who l i v e d  here  i n  Berkeley, but  we d i d n ' t  do anything about 

t h a t .  

I looked up i n  t h e  telephone book p laces  where they d i d  

photo-finishfngj. I knew I could ge t  a job r i g h t  away. I d i d n ' t  

want t o  ge t  i n t o  a s t u d i o  job. I wanted t o  sense  t h e  l i f e  of 

t h e  c i t y .  So I got  a job i n  a s t o r e  i n  San Francisco,  a t  

712 Market S t r e e t .  The name of t h e  s t o r e  was Marsh & Company. 

This was a s t o r e  where t h e  f r o n t  door opened a t  e i g h t  i n  t h e  

morning, and s tayed  open. They s o l d  luggake and s t a t i o n e r y ,  

and photo- f in ish ing  was done i n  t h e  back, photo- f in ish ing ' s  

always in t he  back, because then  people have t o  walk through 

t h e  s t o r e ,  and they buy th ings  on the  way. Tha t ' s  t h e  way they 

do it. 



Lange : The boss was a very anxious and uncer ta in  man, and the  

employees had t o  be busy every minute o r  e l s e  he was a f r a i d  

he wasn't  g e t t i n g  h i s  money's worth. He had a s t o r e  manager 

who was cross-eyed, one of those good s t o r e  managers, r a t h e r  

lazy  but  he  knew how t o  s e l l .  The boss used t o  ge t  nervous and 

i f  someone's shadow--in t h e  back of t h e  s t o r e  when t h e  s t r e e t  

was l i g h t  you'd always see  t h e  s i l h o u e t t e s  of t h e  people-- 

i f ' h e ' d  see  somebody coming i n t o  t h e  s t o r e  and h e s i t a t i n g  f o r  

a moment ( t h i s  always used t o  make me laugh)" he would go up 

s o  f a s t  he 'd  j u s t  s l i d e ,  and then he 'd  s t o p  s h o r t  and say,  

"Was you waited on?" [ ~ a u g h t e r ]  Oh, m$! 

My job was t o  take  i n  the  developing and t h e  p r i n t i n g ,  

t r y  t o  s e l l  a s  many enlargements a s  I could, and i f  we were 

not  t oo  busy, framing. These were a l l  th ings  t h a t  you encouraged 

people t o  have. 

' : ~ i e s s :  And you worked a t  t h e  counter? 

Lange: Yes, ,and i t  was a very high counter ;  t hese  cheaper s t o r e s  

had very high counters  s o  t h e r e  could be no p i l f e r i n g .   hat's 

where I was. I don ' t  remember where t h e  f i lm  was developed; i t  

W& developed out.  This  was a quick-turnover s t o r e .  

Well, I don ' t  remember how long I was the re ,  no t  very long. 

But Roil Pa r t r idge  and - Imogen Cunningham I met over t h a t  counter.  

And d i r e c t l y  o r  i n d i r e c t l y ,  many of t h e  people whose l i v e s  have 

been c l o s e s t  t o  mine, a l l  t h e  years  t h a t  I have l i ved  here  now, 



Lange: I can t r a c e  back, i f  I s top  t o  t r a c e  i t - -and  a s  I say i n d i r e c t l y  

i n  some cases-- to t h a t  counter.  I ' m  very curious about t h i s  

and I ' m  repea t ing  i t  f o r  t h e  t h i r d  time, but t h i s  happens 

t o  people sometimes i n  some per iods  of t h e i r  l i v e s .  General ly 

they 've  f reed  themselves from something, t h e y ' r e  open you see. 

Extraordinary th ings  happened t o  me over t h a t  most unpromising 

counter.  

I had always, and t h i s  may appear through t h i s  account, 

been a se l f - l ea rne r .  I have learned from everything,  and 

1 ' m  cons t an t ly  learn ing .  1 t ' s  p a r t  c u f i o s i t y ,  I th ink ,  t r y i n g  

t o  discover  why th ings  happen t h e  way they do, watching every- 

th ing  and my own a c t i v i t i e s  included. I never can say t h a t  

t h i s  person o r  t h a t  person taught  me, o r  t h a t  school.  1 t ' s  

a l l  fragments, you see ,  and 1 've  been p u t t i n g  t h i s  f a b r i c  

toge the r  a l l  my l i f e ,  but i t ' s  t h e  obscure people who always 

taught me more than t h e  people you'd th ink  would have taught  me. 

Riess:  Obscure as  f a r  a s  fame. 

Lange: Yes. ~ h e y ' v e  been qu/ite t h e  most important ones. The o t h e r  

people, t h e  people t o  whom I could give,  have been t h e  b i g  ones. 

  hat's curious. Where I got i t  and where I gave it. Does t h a t  

make sense t o  you? 

A t  any r a t e ,  t h a t  counter  was t h e  beginning of my l i f e  

here. And t h a t  Mary El izabeth  Inn,  which was equal ly  an 

unpromising s o r t  of gound, was a very r i c h  per iod  a s  f a r  as  



Lange: helping me t o  r e a l l y  ge t  es tab l i shed .  And i t  progressed 

very f a s t .  

I joined t h e  camera c lub  because I wanted a darkroom. 

The camera c lub  provided a darkroom. It a l s o  provided some-- 

I don ' t  know i f  you know anything about camera clubs,  but  

camera clubs a r e  equal ly  unpromising places: '[laughing] t o  

develop a photographic career .  ~ h e y ' r e  genera l ly  s t u f f e d  with 

o ld  fogies  t o  whom i t  has been a hobby. And they a r e  

unilluminated. ~ t ' s  th ree-quar te rs  s o c i a l ,  with br idge  p a r t i e s  

i n  t h e  evenings and s o  on. Well, I met some people the re ,  my 

f a i t h f u l  f r i e n d s ,  Lou Tyler ,  who l a t e r  became my darkroom man 

and my g r e a t  frienc) Percy Neyma?n,,Ph.D.,,who used t o  work 

with me a t  n igh t  i n  h5s f l a t  on Fi l lmore  S t r ee t - - a  b ig  apa r t -  

ment house t h e r e  now--and took me home every: n ight  and got  me 

t h e r e  a t  t e n  o 'c lock.  That was something. 

And Consuela Kanaga, t h e  f i r s t  newspaper photographer 

I ' d  ever  met. She was a person way ahead of he r  time, Consuela. 

She was a t e r r i b l y  a t t r a c t i v e ,  dashing kind of a g a l ,  who 

worked f o r  t h e  News and l i v e d  i n  a Portugnese h o t e l  i n  North 

Beach, which was e n t i r e l y  Portuguese workingmen, except Consuela. 

s h e ' s  a s t r a n g e  person. NO! not  a s t r ange  person, a sweet, 

simple person. But she  had more courage! she 'd  go anywhere and 

do anything. She was p e r f e c t l y  ab le ,  phys ica l ly ,  t o  do any- 

th ing  a t  anytime t h e  paper b l d  h e r  to--they could send he r  t o  



Lange: places where an unattached woman shouldn't be sent  and Consuela 

was never scathed. She had a tr ipod with a red velvet  head on 

it, and she could carry tha t  red velvet  head! She was a dasher, 

she 's  always been my friend. Our careers have run otherwise, 

and she 's  been i n  New York for  many years, but I see  her when 

1 ' m  there. She was very--generally i f  you use the  word 

unconventional you mean someone who breaks the  rules--she had 

no rules.  [ ~ a u g h t e r ]  Never has had. 

And then there  was Sidney Franklin, who was a very smart, 

young, r i ch  businessman, who offered t o  s e t  me up i n  business 

as a p o r t r a i t  photographer i n  San Francisco a f t e r  1 ' d  been 

here maybe three  or  four months. He was i n  some kind of r e a l  

e s t a t e  business. A t  any r a t e ,  he had money t o  invest ,  and he 

wanted t o  go i n to  the  photograph business. And I suppose he 

saw t h a t  he could make good use of me, tha t  I could do it. 

I said ,  " A l l  r igh t , "  and t ha t  i t  would cost  a l o t  of money-- 

he d idn ' t  seem t o  mind that--and I found a place where I thought 

I would l i k e  t o  work, pa r t  of a beaut i ful  building. 1 t ' s  an 

a r t  gal lery  now, 540 Sut ter  S t ree t ,  r i gh t  next t o  Elizabeth 

I 

Arden, a handsome old building there. I had half of t ha t  

building,  and the basement. The f ront  of i t  was Hill-Tollerton. 

They sold etchings, and f i ne  p r in t s .  I leased t h i s  thing, and 

Sidney Franklin was going t o  underwrite i t ,  and then1 ... 
I 

i i s   complicate^. . . 



Lange : I have a f r i e n d  who i s  a San Franc isco  a t to rney ,  h i s  

name i s  J o e   onnor nor. He was a young bachelor a t  t h a t  time. 

Joe   onnor nor, whom I met through t h e  woman who was h e r e  l a s t  

week t h a t  I t o l d  you about [ o l d  Mary E l i zabe th  Inn  r e s i d e n t ] ,  

d i d n ' t  c a r e  very much f o r  Sidney Frankl in ,  and he  gave me 

t h r e e  thousand d o l l a r s .  That t h r e e  thousand d o l l a r s  wasn ' t  h i s  

money; i t  was t h e  money of an I r i s h  f r i e n d  of h i s  who was 

awfully r i c h  who was ou t  h e r e  and having a good time and he  

l i ked  me and he l i k e d  Frons ie  very much and he  gave t h e  money 

t o  J o e  and he  s a i d ,  "Here, you g ive  i t  t o  her .  She can make 

t h i s  by h e r s e l f .  She needn ' t  sha re  t h e  r e s u l t s  of he r  work 

wi th  Sidney Franklin. ' '  So Sidney F rank l in  was good, and 

r e l eased  me, and I d id  i t  on my own wi th  t h e  he lp  of J ack  

~oumphrey ' s  t h r e e  thousand d o l l a r s .  

I was i n  t h a t  s t u d i o  f o r  maybe s i x  o r  e i g h t  yea r s ,  

i n  t h a t  l oca t ion ,  and i t  went a l l  r i g h t ,  i t  went f i ne .  1 ' m  

wry g r a t e f u l  f o r  t h e  he lp  I had, bu t  a t  t h a t  t ime everything 

f e l l  t h a t  way. I was w i l l i n g , b w e v e r ,  t o  work very hard. There 

were yea r s  of it. That p l ace  was my l i f e ,  and i t  became t h e  

c e n t e r  f o r  many o t h e r  people who used my s t u d i o  i n  t h e  af ternoons 

and t h e  n ight .  It became a k ind  of c lubbish  place.  Some of 

t h e  people  I never  even saw! Everybody brought everybody, 

you know, and many of t h e  people whom I know now came through 

there .  I had a b ig ,  b lack  v e l v e t  couch t h a t  they  used t o  c a l l  t h e  



Lange: "matrimonial bureau1'--so many people,  smi l ing ly ,  were married 

because of t h a t  couch and t h a t  b i g  f i r e p l a c e .  I had a Chinese 

g i r l  who worked f o r  me and every a f te rnoon she  used t o  l i g h t  

t h e  Russian samovar and by f i v e  o 'c lock  t h a t  p l ace  was f u l l  of 

a l l  kinds of people. 

Riess: She d id  photographic work f o r  you too? 

Lange: Yes. And she  helped around t h e  p l ace ,  kept  t h e  p l a c e  c lean;  she  

was ma.id and a s s i s t a n t  and s o  on. I was t h e r e  day and n igh t  

and ve ry  o f t e n  I d i d n ' t  know what was going on u p s t a i r s .  

Riess: Did your customers come i n  t o  your s t u d i o  o r  d id  you go out  t o  

t h e i r  homes? 

Lange: I went out  f o r  s p e c i a l  ones. I went t o  S e a t t l e  two o r  t h r e e  t imes,  

made a l o t  of money up there.  

Riess:  How d i d  you g e t  your customers? 

Lange: I have no idea. I never knew then  where they were coming from. 

Customers i n  a business  l i k e  t h a t  come one from t h e  o thers .  Also 

remember t h a t  people who came i n t o  t h a t  bu i ld ing  and bought 

o r i g i n a l  e tch ings  and o r i g i n a l  p r i n t s  were\ t h e  kind of people 

who, i f  your work had any q u a l i t y ,  would n o t i c e  it. 

I d i d n ' t  do anything phenomenal. I wasn't  t r y i n g  to.  

I wasn ' t  t r y i n g  t o  be  a g r e a t  photographer. I never have. I 

was a photographer,  and I d id  everything t h a t  I could t o  make i t  

a s  good as  I could. And good meant t o  me being u s e f u l ,  f i l l i n g  

a need, r e a l l y  p l e a s i n g  t h e  people f o r  whom I was working. By 



Lange: t h a t  I d o n ' t  mean pandering t o  t h e i r  van i ty ,  bu t  s i n c e r e l y  t r y i n g  

t o  g ive  them what they wanted, which meant, then  a s  now, t h a t  my 

personal  i n t e r p r e t a t i o n  was second t o  t h e  need of t h e  o t h e r  fellow. 

That i s  something t h a t  I have been, i n  a  way, contending with. 

[ ~ a u g h t e r ]  A l l  my l i f e ,  I have never been ab le  t o  r e s i s t - - excep t ing  

j u s t  r ecen t ly  i n  t h e  l a s t  couple of years ,  and then  no t  a l toge ther - -  

s ee ing  t h e  o the r  f e l l ow ' s  needs before  my own. I f  t h a t  sounds 

a s  i f  I am giv ing  myself a  compliment, I in tend  i t  opposi te .  

I t r i e d  very  hard a l l  my l i f e  t o  make a  p l ace  where I would be, 

where what I d id  would count,  a s i d e  from j u s t  p l eas ing  myself, 

a  p l a c e  f o r  i t ,  where it would s tay .   hat's why I th ink  a f t e r  a l l  

t he se  yea r s  t h i s  p o r t r a i t  business  was good, i n  t h a t  way. I hear  

it. I go p l aces  and s e e  th ings  of mine on t h e  wa l l  t h a t  I d id  

t h i r t y  years  ago. People s t i l l  meet me i n  San Francisco and say, 

11 I suppose you don ' t  remember a  p i c t u r e  t h a t  you made of; . . .  

bu t  w~ s t i l l , .  .I1 And sometimes when t h e y ' r e  t a lk ing ,  where 
I 

I d i d n ' t  when they s t a r t e d ,  I know before  t h e y ' r e  through t h e  

p i c t u r e  t h e y ' r e  t a l k i n g  about. 

Nothing t h a t  I can remember t h a t ' s  being publ i shed  today 

d id  I make i n  t h a t  per iod  f o r  i t s  own sake; I c a n ' t  t h i n k  of 

anything t h a t  has l i v e d  t h a t  way. But they were important and 

u s e f u l  t o  t h e  people f o r  whom I made them. I never t r i e d  t h e  

o t h e r  way. I never was i n t e r e s t e d  i n  photographing t h e  

c e l e b r i t i e s  t h a t  came my way f o r  t h e  p u b l i c i t y  value. It was a  



Lange: kind of a d i f f idence  o r  something, t h a t  I couldn ' t  make use of 

people f o r  my own purpose, ever. 

Riess: ~ e t ' s  t a l k  more about t h a t  l a t e r  on. [ s e e  Observations and 

Hopes f o r  t h e  Future.] 

Lange: Yes. Now I t o l d  you I was i n  the  basement working most of the  

time, day and n ight ,  Saturdays and Sundays, holidays. I had 

much t o  do. 

Riess: A l l  commissions, nothing on your own? 

Lange: Nothing e l s e ,  f o r  years.  It never occurred t o  me. People l i k e  

Imogen Cunningham, whom I knew very wel l  by t h a t  time, a l l  worked 

f o r  name and p r e s t i g e ,  and sent  t o  exhib i t s .  But I was a 

tradesman. A t  l e a s t  I so  regarded myself. And I was a 

profess ional  photographer who had a product t h a t  was more 

honest,  more t r u t h f u l ,  and i n  some ways more charming. A t  any 

r a t e  t h e r e  was no f a l s e  f r o n t  i n  it. I r e a l l y  and se r ious ly  

t r i ed ,wi th  every person I photographed, t o  r evea l  them as  

c lose ly  as  I could. 

Riess: Through g e t t i n g  t o  know them f i r s t .  

Lange: As f a r  as  I could. Sometimes s i t t i n g s  and r e s i t t i n g s ,  and r e s i t t i n g s .  

Riess: And you .ce r t a in ly  never draped them. 

Lange: Oh, no. No pos tur ing ,  no dramatics. They were in t ima te  th ings  

f o r  family. When people have t h e i r  photograph taken i t  always 

comes around some episide.  I remember I photographed a young 

woman--oh, dear ,  t h i s  was an odd thing--very p r e t t y  g i r l ,  and I 



Lange: couldn ' t  f i nd  out much about her .  She was very vivacious and a 

l i t t l e  b i t  giddy. I photographed he r ,  and a week l a t e r  h e r  mother 

came t o  g e t  t h e  proofs ,  t e l l i n g  me t h a t  t h e  g i r l  had j u s t  joined 

an order .  [Laughter] I d i d n ' t  probe t h a t  one. And s h e ' s  now 

i n  Canada. I know t h i s ,  because he r  name was Denise Tolan. She 

was t h e  daughter of ex-Congressman Tolan, of our d i s t r i c t  here. 

Her bro ther ,  John H. Tolan, who was i n  Democratic p o l i t i c s ,  t o l d  

me t h a t  s h e ' s  i n  Canada, and she i s  doing very hard f r o n t i e r  work 

i n  nor thern  Canada, wi th  Eskimos. Well, most people I g e t  t o  

know more about! 

Maynard Dixon and Bohemian San Francisco  

Lange: 1 I t o l d  you I was i n  t h e  basement most of t h e  time, very  busy 

working, and a l l  t hese  people were t h e r e  a l o t ,  many people. 

Oh, dear ,  i f  I could remember t h e  names of a l l  those  people! 

1 ' d  hear  them, coming i n  i n  t h e  evening, and some of t h e i r  foo t s t eps  

I knew. 1 ' d  know when Frons ie  came i n  because I knew h e r  s tep.  

My darkroom was j u s t  below t h a t  cor r idor .  

One n i g h t  t h e r e  came some very  p e c u l i a r  sharp,  c l i c k i n g  

foo t s t eps ,  and I wondered who t h a t  was. A couple of n igh t s  l a t e r  

I heard t h e  same s teps .  I asked somebody, "Who is t h a t  t h a t  I 



Lange: heard with those sharp heels?" 

I 1  Oh, t ha t  ' s  Maynard Dixon. Haven't you met him?" 

"NO, I don't know .Well, I did meet him up there  a 

few evenings l a te r .  And about s i x  o r  eight  months a f t e r  t ha t  

we were married. 

He was working a t  Foster  and Kleiser,  where he was top 

bi l lboard designer. Roi Partr idge was a lso  there. There was a 

s t r i n g  of them: Stafford Duncan, who was a San Francisco pa in te r  

and a good one; Fred W. Ludekens, a designer. It was a kind of 

golden age a t  Foster  and Kleiser. That par t i cu la r  period they 

did something unique, they hired the  top people whom they could t o  

design t h e i r  bi l lbbards.  This i s  now finished. Management has 

changed, The man who was responsible fo r  t h i s  was a fellow who 

committed suic ide  a few years ago, Charlie Duncan. This was a 

s t ab l e  of people who behaved abominably, They were paid a l o t  

of money. They showed up when they pleased, they did as they 

pleased. And they made wonderful bi l lboards,    hat's what Maynard 

Dixon was doing a t  t h a t  t i m e /  when I f i r s t  met him, Oh, do you 

know, some of them, they're s t i l l  using, l i k e   herw win-~illiarns' 

miner with the  red s h i r t .  I see Foster1 and ~ l e i s e r ' s  work, trade- 

marks and things, a l l  over, They had a l l  the big accounts, 

These bi l lboards  were r ea l l y  qu i te  fine. 

Maynard worked there  f o r  maybe a year o r  so a f t e r  we were 

married, and then he decided t ha t  he wasn't going t o  s tay  any 



Lange: more--this was before t h e  management changed--and he worked one 

day a  week f o r  them f o r  a  while  and then no t  a t  a l l  and went t o  

h i s  s t u d i o  and decided t h a t  he would devote himself n o t  t o  doing 

any more ads, but  t o  being a  pa in t e r .  He d id  enough ads, 

though they were not  b i l l boa rd  ads,  designing ads, t o  keep him 

going. They pa id  him very  wel l  f o r  everything t h a t  he d id ,  

and though he always thought he had f i n a n c i a l  s t r i n g e n c i e s ,  he 

never had r e a l  ones. 

Riess: You s t i l l  had your s tud io ,  and he had h i s .  

Lange: Yes, I did. 

I was very h e s i t a n t ,  i n  a  way, about t h i s  marriage. I 

remember being i n  t h a t  darkroom and hear ing  those foots teps .  

He wore cowboy boots,  t h a t  was it, wi th  very h igh  hee l s ,  Texas 

boots.  He had s l im  and b e a u t i f u l  f e e t ,  and he was ino rd ina te ly  

v a i n  of those  f ee t .  They were ve ry  wonder-hl-looking f e e t  and 

hands t h a t  man had, and those  s l i m  cowboy boots showed it, wi th  

those  high arches. Well, a t  any r a t e ,  I used t o  hear  those  

foo t s t eps  and then f o r  awhile I was very  much a f r a i d  of those  

foo t s t eps  and when I heard them I wouldn't go u p s t a i r s .  I 

avoided him. 

Riess: Why? 

Lange: I don ' t  know. It was a  c e r t a i n  f e a r  t h a t  I had. I was a  l i t t l e  

a f r a i d  of him. Not always, but  i n  t h a t  per iod  I was, bu t  a f r a i d  

of what, I don ' t  know. 
I 



Riess:  Was he a  San Franciscan? 

Lange: No, he was born i n  Fresno of a  very d is t inguished  l ineage  t h a t  

went back t o  Williamsburg. H i s  family migrated from Virginia--  

h i s  f a t h e r  was a  graduate of t h e  Universi ty of Virg in ia- - to  

Miss iss ippi ,  where they had a  p l an ta t ion ,  and t h e r e  they went 

through t h e  C i v i l  War. Maynard's f a t h e r  was i n  the  Confederate 

army, and a l l  h i s  papers ,  and h i s  d i a r i e s ,  and t h e  but tons 

from h i s  uniform, a l l  t h i s  i s  now i n  t h e  Univers i ty  of Virg in ia .  

That family migrated then from Miss iss ippi - - the  p l a n t a t i o n  was 

a t  a  p l a c e  c a l l e d  Deer Creek and t h e r e  was nothing l e f t  a f t e r  t h e  

war--to Fresno, t o  t h e  va l ley .  Fresno, I th ink ,  was t h e  f i r s t  

town i n  i t ,  i n  t h e  e a r l y  days. It was populated by e i t h e r  

Mexicans o r  people from t h e  South who came there .  Maynard's 

f a t h e r  was t h e  f i r s t  county c le rk .  

The family b u i l t  a  ranch ou t s ide  Madera, c a l l e d  Refuge, 

which s t i l l  e x i s t s  under t h a t  name, and i s  s t i l l  i n  t h e  hands of  

members of t h a t  family, t h e  Mordecais. And they run i t  now as  

a  b ig  c o t t o n  p l a n t a t i o n ,  but  i t  was c a t t l e  up t o  t h e  time when 

co t ton  was introduced i n t o  C a l i f o r n i a  i n  t h e  twenties.  That 

ranch has been a  funct ioning  ranch. ~ h e r e ' v e  been many changes 

but ,  as  I say, members of t h a t  family s t i l l  l i v e  i n  it. The 

family graveyard i s  t he re ,  as  i n  t h e  South they have them on t h e  

p l a n t a t i o n s ;  t h a t ' s  a  Southern custom and t h e  b u r i a l  p l o t  i s  down 

t h e r e  s t i l l  i n  use,  as  t h e  family members d i e  o f f .  Many of them 



Lange: a r e  unreconstructed; Maynard had many t races  of it. How can I 

explain i t ?  They s t i l l  f e l t  p r e t t y  strongly about the  "damn 

Yankees." Later on i n  ~ a y n a r d ' s  l i f e  i t  became the  "damn businessmen" 

but i t  was the  same thing. That was j u s t  another way of 

expressing the  same kind of bias. 

He came t o  San Francisco as a q u i t e  young man, with 

a remarkable f a c i l i t y  and an extraordinary v i s u a l  memory, beyond 

anything I ' v e  ever encountered. He could capture anything, 

anything. That very narrow, f l e x i b l e  hand of h i s  could put 

anything he wanted i t  t o  on a p iece  of paper. 

I have never watched any person's  l i f e  as c lose ly ,  up 

t o  t h a t  time, as I watched h i s ,  what i t  held, how he l ived it. 

He was a t  t h a t  time fo r ty - f ive  years old, and I was twenty-one 

years younger. That d idn ' t  bother me; though it bothered other  

f r iends  t h a t  I would do t h a t ,  it d idn ' t  bother me a t  a l l .  A l l  

t he  years t h a t  I l ived with him, which were f i f t e e n  years,  I 

continued to  reserve a small por t ion  of my l i f e ,  I think t h a t ' s  

the  bes t  way I can put it. I reserved a por t ion  of my l i f e  

always--out of some sense t h a t  I had to--and t h a t  was my 

photographic area, S t i l l  the  most of l i f e  and the  biggest  p a r t ,  

the  l a r g e s t  p a r t  of my energy, and my deepest a l legiances ,  were 

t o  ~ a y n a r d ' s  work, and my children. I have two boys whose name i s  

Dixon. One of them l i v e s  i n  t h a t  house down t h e r e  [I163 Euclid], 

John Dixon. One l ives  i n  San Francisco, Daniel Dixon. Maynard 



Lange: a l s o  had a daughter by a previous marriage. His former wife  l i v e d  

i n  San Francisco. She was an i n e b r i a t e ,  an advanced a l coho l i c ,  

and t h i s  c h i l d  l i v e d  wi th  h e r ,  and needed a l o t  of p r o t e c t i o n  

through many very  grave d i f f i c u l t i e s .  But I was married t o  him 

f o r  f i f t e e n  years .  And t h a t  world was a world t o t a l l y  d i f f e r e n t  

from t h e  world t h a t  I had b u i l t  f o r  myself, up t o  t h a t  time, 

although the  t r a n s i t i o n  wasn't  hard. I knew enough by t h a t  

time. I respec ted  t h e  work of an i n t e r e s t i n g  person l i k e  tha t .  

Riess:  Maybe t h e  f e a r  of t h i s  absorpt ion  was one of the  th ings  t h a t  

made you r e s i s t  coming out  of t h e  basement i n  t h e  beginning. 

Lange: Yes, I t h i n k  t h a t  probably was it. Maynard was a very  well-  

, known f igure .  He was a "San Francisco f igure"  and he  knew how 

t o  be a "San Francisco f igure."  He was popular and respec ted  and 

people r a t h e r  spo i l ed  him because he s u i t e d  t h e i r  i d e a  of what 

an a r t i s t  should be, how he would look, and how he would behave. 

And Maynard was a very b r i g h t  man, had a f i n e  b ra in ,  an 

o r i g i n a l  man, and a w i t t y  man, which p leased  t h e  pub l i c  very  

much. He was t h e  kind t h e  legends c l u s t e r  about, without  h i s  

making any p a r t i c u l a r  e f f o r t ,  wherever he went almost. The r o l e  

was kind of c u t  out f o r  him. And i t  was i n  l a r g e  p a r t  t rue .  

But t h e r e  were not  many people who r e a l l y  knew t h a t  man. They 

enjoyed t h e  f igure .  And I p a r t i c i p a t e d  i n  t h a t ,  q u i e t l y  I think.  

I don ' t  s e e  myself ve ry  p l a i n l y  there. But I am aware of t h e  f a c t  

t h a t  San Francisco  r e a l l y  spo i l ed  him. By t h a t  1 ' m  saying,  and I 



Lange: - t h ink i t 1 s  a very important thing t o  remind people--I hope I 

never pa r t i c ipa t e  i n  t ha t  kind of thing--that r e a l  t a l en t s ,  r e a l  

g i f t s  can be minimized by what people do t o  them. I don't mean 

by the  man who has the  t a l en t ,  but the men around him. They 

exploi t  him. And never ask, real ly ,  or  expect, the most. Once they 

s t a r t  making a myth about a person, look out! They can do 

i r reparab le  damage. I think San Francisco has somewhat done that .  

Maybe a l l  c i t i e s .  

Riess: About i t s e l f  too. 

Lange: About i t s e l f ,  the same kind of thing. You said  jus t  what I mean. 

The exact kind of thing tha t  San Francisco does t o  San Francisco, 

they did t o  Maynard. 

I was always a l i t t l e  aware of that .  And I always f e l t  

t h a t  as h i s  wife--and I was devoted t o  him when I was h i s  wife, 

and he t o  me--I rea l ly  f a i l ed  him because I never r ea l l y  pushed hard 

enough so he would work with h i s  l i f e ' s  blood. He could have been-- 

oh, he gave many people a great  deal of pleasure, and h i s  works 

did--but he could have been a greater  man. He had it i n  him. 

Once i n  a while, i n  what he'd l e f t  behind him, I see  i t  now. Some- 

times i n  a l i t t l e  drawing, a scrap of something, j u s t  as p la in  

as it can be. 

Riess: You don't think he real ized i t? 

Lange: Yes, 1 ' m  sure  he did. He never did pot boi lers ,  he never did. He 

never was bogus, ce r ta in ly  no phony, f a r  from it. But never 

qu i t e  what he could have been. 



Lange : He was victimized by h i s  own ta lents .  And t h a t ' s  a dangerous 

thing and yet  I see  i t  happening over and over again. I can see 

how these things develop. What can you do about i t ?  Not very much. 

People come up t o  me now and say, "Oh, how glad I am t o  meet you, 

I ' v e  always wanted t o  meet you." Right away I think "ugh." Then 

they go on and say, 'You are  one of the  great  photographers of the  

world." I am not one of the  great photographers of the  world, but 

t ha t  i s  what is  now going around. It is  being repeated and repeated 

and f i r s t  thing you know 1'11 believe it. [ ~ a u g h t e r ]  I know 

what i t  takes to. be a great  photographer but I can ' t  explain it. 

So there  I stand and act  as though I believed i t ,  or say some. 
' '  

.. .. 

s i l l y  deprecating thing jus t  t o  get by. But t h i s  i s  what people 

do t o  each other. I f  they would say, "You are  r ea l l y  inrerested 

i n  photography, a r en ' t you ,  Miss Lange? What do you want t o  do 

with i t ? "  What a chance t ha t  would be! What a developing thing 

t h a t  is  t o  say! Why do people do t h i s  thing which r ea l l y  k i l l s  

you? 
. . 

Riess: qhere 'snowhere t o  go from there; i t ' s  deadening. 

Lange: Nowhere t o  go, and 1 've  seen reputations made by t h i s  kind of nonsense, 

and 1 've  seen t a l en t s  d i e  because no one paid any rea l  at tention.  

People think they ' re  doing something very nice fo r  you when they 

hand you t h i s  kind of l ine ,  and they are not. I f  more people 

had r ea l l y  taken Maynard seriously,  r e a l l y  taken him seriously-- 

maybe t ha t ' s  asking too much of human association. The only reason 



Lange: i t ' s  important i s  t h a t  i t  happens a l l  t h e  time. And 1 ' v e  seen 

people themselves f a l l  f o r  these  legends t h a t  a r e  manufactured 

about them. I see  i t  a l l  t he  time, and it  hur ts .  I h a t e  t o  

see  it. 

I myself should have r ea l i zed  my r o l e  wi th  him i n  a 

differe&way than I did  r e a l i z e  it. I myself, I think--I  know 

now--subscribed i n  pa r t .  And had I been more r e a l l y  p a r t i c i p a t i n g  

I could have encouraged him t o  dip h i s  brush i n  h i s  own h e a r t ' s  

blood. He was capable of it. I know what he  could have been. 

And someday some r e a l l y  a s t u t e  person should c o l l e c t  everything 

t h a t  man l e f t  behind him, and e d i t  it out.  It would 'be a very 

i n t e r e s t i n g  and very valuable residue.  But t h e  e d i t i n g  t h a t  would 

have t o  be done! One of h i s  sons could do i t ,  he has t h e  

judgment t o  do i t ,  but  I wonder i f  he ever  w i l l .  He has h i s  own 

l i f e  t o  bui ld.  

It i s  one of t h e  things I occas ional ly  th ink  about,  the  more 

I hear  people say t h a t  they don' t  want t o  i n t e r f e r e  with people ' s  

l i v e s ,  o r  don' t  want t o  inf luence  o the r  people. I meet s o  many 

charming people who never i n t e r f e r e  wi th  anything, you know, very 

d c e  companions, very popular people, taking r e s p o n s i b i l i t y  f o r  

nothin ' !  I th ink  now t h a t  I should have been/ a more c r i t i c a l  and 

l e s s  agreeable wife. I should have he ld  him harder  t o  h i s  own 

standards,  r a t h e r  than t ry ing  t o  keep l i f e  p leasant  and s a t i s f a c t o r y  



Lange: t o  him. 

Riess: It would have meant taking a great  deal of your energies away 

from your own work. 

Lange: Not more than I wasted anyway. I had energy and heal th  i n  those 

days. I had a family t o  hdld together, and l i t t l e  boys t o  r ea r  

without disturbing him too much, though he was very good t o  us. 

But it was s o r t  of myself and the  l i t t l e  boys, and he. I t  wasn't 

so much he and I, and the l i t t l e  boys. I thought I was 

protecting him, helping him i n  h i s  work. He was a very f i ne  

man, Maynard, a very f i ne  man and.. . 
Oh, remember Christmases we had, he was f u l l  of h i s  

crazy l i t t l e  jokes and quirks. On t h i s  Christmas t r e e  i n  

here [ l i v ing  room a t  1163 ~ u c l i d ]  there  i s  a f i sh ,  now tarnished, 

tha t  is  as old as  he i s .  It was on h i s  f i r s t  Christmas t ree .  

And on t h i s  l i t t l e  Christmas t r ee  here--one of my boys put t h i s  

up every year--are h i s  c iga re t t e  papers. [ ~ a u g h t e r ]  He always had 

those l i t t l e  blue packets. I don't know whether you can s t i l l  

buy those. This one was i n  the pocket of h i s  coat when he died, 

and the  boys always put it up. Maynard was f u l l  of a l l  kinds 

of things t h a t  we'd enjoy and laugh at .  And he used t o  sing,  "Noel, 

noel, may a l l  mine enemies go t o  hell!" [ ~ a u g h t e r l  

Riess: What would you say were Maynard ~ i x o n ' s  a r t i s t i c  influences? 

Lange: He had a couple of o ld  cowpuncher f r iends ,  whose opinion he valued 

very highly. One of them was Charlie Russell [Charles Marion Russell ,  

1865-19261, a great  American legendary painter .  A t  t h a t  time 



Lange: Charl ie  Russell  was a cowpuncher who painted,  a very co lossa l  man, 

much more of a colossa l  man than Carl Sandburg, but  of t h a t  

legendary type. Charl ie  Russell  a t  t h a t  time was not an ar r ived 

man; he was ra the r  a man whose outlook was not very broad. He 

had l ived h i s  l i f e  i n  the  Old West, and he knew it. Maynard 

respected him as an American Westerner and he a l so  respected h i s  

knowledge of the  West, and there  would be things Maynard wasn't 

su re  o f ,  not only d e t a i l s  of costuming, but of movements, of things 

about t h e  landscape, matters  ,of geography, matters  of f e e l  which 

Charl ie  Russell would help him with. 

Char l ie  Russell was a s i l e n t  man, a man who came dangerously 

c lose  t o  being an Indian,  he'd been with them so much. ~ e ' d  

almost l o s t  h i s  powers of speech because he'd gone over on t h a t  s ide ,  

The other  fellow was named Ed Borein. Ed was a s o r t  

of soc ie ty  cowboy from Santa Barbara. But i n  t h e i r  youth he 

and Maynard had t raveled  horseback from Los Angeles t o  Bozeman, 

Montana, I th ink it was th ree  months they had been on t h e  road 

together,  and the re  was a bond between them, and Maynard enjoyed 

and i n  a way was influenced by Ed because Ed was a s t i c k l e r f o r  

d e t a i l .  His paint ings and drawings and etchings were dreadful 

but h i s  knowledge was en.eyclopaedic, 

There were a l o t  of western f igures  who would d r i f t  through. 

There were Indians who Maynard knew well. He had l ived wi th  them. 

He was deeply, t r u l y  influenced by them. 



Riess: Authentici ty of d e t a i l  was important t o  him. 

Lange: Yes, he always thought he would l i k e  t o  do a book on American 

costume. He was fasc inated  by t h a t ,  understood how i t  was 

important, the  s l a n t  of the  heel  of a  boot. And I of ten  th ink 

when I see  how the hat  has changed i n  t h i s  modern vers ion of 

the western man, how Maynard would not l i k e  t h a t  Texas hat.  He 

did not l i k e  the  influence of Texas on the  Far West. That has 

taken over now. They wear Texas boots and Texas r o l l  t o  t h e  brim 
- 

of t h e i r  Stletson. ~ t ' s  t h e  wrong r o l l .  And then the re  were th ings  

about the  guns, and things about the mounts, a l l  manner of things 

t h a t  had s igni f icance ,  and t h a t  one had known. 

Riess: How did he know the  West s o  well? 

Lange: He was born i n  it. He was magnetized by it. He l ived it. He 

went t o  the  Yosemite when he was t e n  years o ld ,  with h i s  f a the r ,  i n  

a wagon, over a wagon t r a i l .  There was no one i n  there. Imagine. 

To go with your fa the r  i n  a wagon t o  Yosemite. He understood 

the  r o l l  of the  p la ins .  He educated himself i n  it. This was h i s  

world, but\curiously enough, when he was with the  cowboys he was 

the  sophis t ica ted  a r t i s t ,  while when he was with the  a r t i s t s  he 

was the  cowboy. [ ~ a u g h t e r ]  

Riess: Was it poss ib le  f o r  you and Maynard Dixon t o  have a l i f e  t h a t  was 

r e a l l y  separa te  from t h i s  crowd t h a t  adored him and surrounded 

him? 
. -- 

Lange: 1 ' m  a f r a i d ) ~  haven't  given it i n  i t s  t m e  color  when you say,  



Lange: "surrounded by a crowd." He wasn't ac tual ly  surrounded. Maynard 

was a p r e t t y  independent man, and our l i f e  together was the  l i f e  

of working individuals. That business of being ra ther  l ionized 

and spoiled by people was incidental .  It was there ,  an\, element 

i n  h i s  l i f e  tha t  afforded him a good deal of enjoyment as anyone 

enjoys having an act ive  place i n  the  world he l ives  i n ,  you know, 

being greeted and enjoyed and lionized. And Maynard was wi t ty  

and interes t ing.  Those a re  qua l i t i e s  t ha t  people enjoy. Also, 

many a r t i s t s  are spoiled by stupid people, and become kind of 

f a l s e  characters. Now I don't say i t  applied t o  Maynard as much 

as i t  has t o  some very minor a r t i s t s  whom I ' v e  known, whose ro l e  

people f a l s i f y  with, "Oh, a re  you an a r t i s t ? "  or something l i k e  

that .  Immediately something bad happens. It doesn't  happen 

tD a plumber, i t  doesn't  happen t o  a nurse, i t  doesn't  happen t o  

a p r i n t e r  or  t o  an a rch i tec t ,  but i f  someone says, "Are you an 

a r t i s t ? "  you know they ' re  unenligheened and i t ' s  the  second- 

r a t e r s  who always r i de  i t  fo r  a l l  i t s  worth. 

Well, t h i s  Maynard didn ' t  do, but he did have a ra ther  

enviable place i n  San Francisco Bohemia. Do you know what I 

mean by "Bohemia"? There was an era  where there  was a group of 

people who were the  bohemians i n  society, They were not beatniks. 

They came before people talked of "l iberal" and "conservative." 

The bohemians were the  f r ee  and easy l ivers .  They were the  people 

who l ived according t o  t h e i r  own standards, and did what they wanted 



Lange: t o  do i n  the  way they wanted t o  do it. 

Riess: And they weren't  necessa r i ly  a r t i s t s  o r  well-known? 

Lange: No, i t  wasn't  synonymous with being a r t i s t s ,  but  most 

people regarded a r t i s t s  a s  bohemians, t he re fo re  they thought 

a r t i s t s  could do as they pleasekl, the  . ru l e s  d i d n ' t  apply, a l l  t h a t  

kind of nonsense and fa l seness ,  l i k e  these  n ight  l i g h t s  t h a t  they  

throw on buildings--green, an awful green, and yellow, an awful 

yellow and they have them on, of a l l  p laces ,  Grace Cathedral a t  

n ight ,  where they ' r e  pu t t ing  on a new p a r t ,  and i n  order  t o  help 

with the  fund-rais ing drivel have i t  n i g h t - l i t  with these  h o r r i b l e  

l i g h t s .  People do t h a t ,  and they d id  t h a t  more, I think,  with 

t h e  a r t i s t s  before the  end of t h e  t h i r t i e s .  Now it seems t o  me, 

although I may be wrong, t h a t  a pa in te r  has a r a t h e r  b e t t e r  p l ace  

i n  l i f e .  He goes along with t h e  a r c h i t e c t  and t h e  engineer and 

h i s  works have d e f i n i t e  places where t h e y ' r e  t o  be shown, o r  e l s e  

t h e y ' r e  so  presented. People used t o  buy p i c t u r e s  and s t i c k  

them up on t h e  walls  a l l  over. They don ' t  do t h a t  anymore. They 

buy a p i c t u r e ,  o r  make a small  co l l ec t ion .  

/ Riess: Sounds l i k e  maybe the  WPA had something t o  do with t h e  change. 

Lange: It could have. However, t h i s  was the  l i f e  p a r t l y  of t h e  Old West, 

when you had gold coins i n  your pockets,  s i l v e r  d o l l a r s ,  money, 

income, and Maynard had a very good time. He was never poor-- 

he thought he was--but t h e r e  was always enough money. He could have 

made a l o t  more money, but  t h e r e  was always enough money. 



Riess:  Was he  making i t  mostly on t h e  a d v e r t i s i n g  work? 

Lange: Well, t h a t  s t a r t e d  him making money. But a f t e r  h e  d i d n ' t  do 

a d v e r t i s i n g  anymore, and h e  d id  mural decorat ions f o r  p u b l i c  

bu i ld ings ,  and he had good jobs and a  succession of them, and many 

people came t o  h i s  s t u d i o  and bought th ings ,  i t  wasn't  hard f o r  him. 

It was unce r t a in ,  and he thought i t  was hard, oh, boy, he though 

i t  was hard, b u t  he  was never  poor. 

Riess:  Was t h e  bohemian crowd t h e  same crowd t h a t  came t o  your s tud io?  

Lange: Oh, no, they were u t t e r l y  d i f f e r e n t  people. The people t h a t  came 

t o  my s t u d i o  were more t h e  young bloods. They were younger and 

having a  kind of a  good time, a  d i f f e r e n t  k ind  of a  time. 

Riess:  Were Roi and Imogen t h e  kind of people t h a t  came? 

Lange: Well, no, they  were warm, personal  f r i ends .  They weren ' t  people  

i n  t h e  audience. 

Riess:  And t h a t ' s  how you saw t h e  people who came t o  your s tud io?  

Lange: My s tud io?  Oh, Roi and Imogen used t o  come t o  my s tud io ,  yes,  but  

they were f r i e n d s  of both Maynard and myself. We were very good 

f r i ends ,  what we c a l l  family f r i e n d s ,  you know. 

Riess: Did you s e e  Johan, Hagemeyer? 

Lange: He d i d n ' t  f i g u r e  i n  my l i f e  o r  anyone's l i f e  t h a t  I know. He was 

a  very i m i t a t i v e  \person. And I never l i k e d  him, personal ly.  When 

I say  I don ' t  l i k e  a  person I don ' t  mean t h a t  I don ' t  agree wi th  him, 

I mean I am pe r sona l ly  r epe l l ed ,  as  some flowers you l i k e  ve ry  

much, and some you don ' t  l i k e  a t  a l l .  ~ e ' s  no t  a  f i r s t - c l a s s  



Lange: person, i n  my opinion, although because I don't l i k e  him I never 

knew him.  hat's a curious thing. The people whom we're chemically 

repel led by we don't r ea l ly  know anything about.   hat's a purely 

personal matter. I wouldn't want t o  touch him, skin t o  skin. 

1 ' d  get  a rash. [~augh te r ]  So I don't know anything about him, 

except I know he was a s lavish  admirer of Edward Weston, and I 

de tes t  those s lav i sh  admiregs. I ' v e  seen too many of them. They 

bask i n  ref lected glory. He was a natural  born campfollower. 

Edward sa id  something, and Johan was always behind there  shaking 

h i s  head i n  affirmation. 

Riess: There a re  three other San Francisco people who are usually mentioned 

together i n  r e l a t i on  t o  the  a r t  associat ion i n  San Francisco, 

Ralph Stackpole, Gertrude Albright, and Gottardo Piazzoni. Did 

you know them? 

Lange: Now they were figures. I have only r ea l l y  the v a s e s t  reco l lec t ion  

of Gertrude Albright; she doesn't stand i n  my mind as representing 

anything, excepting t ha t  she was a f a i t h f u l  teacher a t  the  a r t  

school year i n  and year out, and I have no doubt tha t  she was a good 

teacher. When I say f a i t h fu l  I mean one could put t h e i r  f a i t h  i n  

her teaching, 1 ' m  sure g i f t ed  young people would be s a f e  with 

her. She might not be a great  revolutionary influence i n  t h e i r  

l ives.  That ' s  a l l  I can remember, 

Stackpole and Piazzoni, they're d i f ferent .  Both men, I 

would say, were touched by greatness, r e a l  integrated people, 



Lange: Stackpole very lovable ,  personable,  f u l l  of charming ways and f u l l  

of charming works. I came across  a b e a u t i f u l  l i t t l e  drawing of 

h i s  t h e  o t h e r  day, j u s t  s a t u r a t e d  wi th  Stackpole.  I love it. I 

love t o  t h i n k  of him. Not j u s t  wi th  personal  a f f e c t i o n ,  bu t  w i t h  

r e spec t  and regard for--3 was about t o  say f o r  what he was, bu t  I 

am t o l d  by a f r i e n d  who has j u s t  been wi th  him i n  France/ , t h a t  he 

s t i l l  i s  j u s t  t h e  same i n  France, t h a t  h e ' s  doing work t h a t ' s  good 

and leading a l i f e  t h a t ' s  good, i n  a l i t t l e  French v i l l a g e ,  and 

enjoying it. But he enjoyed almost everything;  he had a g r e a t  

t a l e n t  f o r  t h a t .  

I n  what l i t t l e  of h i s  works t h a t  remain t o  be seen  I 

don ' t  s e e  h i s  work receding,  belonging so  t i g h t l y  t o  t h e  pas t .  I 

look a t  those  f i g u r e s  t h a t  he d id  before  t h e  :stock Exchange--one 

of my sons was a model f o r  one of those  f igu res  and I can d r i v e  

by wi th  L e s l i e  and say,  "See t h a t  l i t t l e  boy the re ,  t h a t  l i t t l e  

s tone  boy, t h a t ' s  your father)l--and those  works a r e  no t  dated. 

Stackpole was a r e a l l y  t r u e  man. 

Piazzoni  was a f i n e  person t o  know. He was s i l e n t  where 

Stackpole was voluble.  He was a deep person, Piazzoni.  He was 

an  I t a l i a n  peasant  who loved t o  p a i n t .  So f a r  as  my knowledge 

goes, he  was an uninfluenced man. .P i azzon i  was Piazzoni ,  and 

Piazzoni  ' s p a i n t i n g s  were Piazzoni  ' s paintingls.- He d id  some very 

b e a u t i f u l  ones. His name has almost s l i d  i n t o  obl iv ion ,  bu t  1 ' m  

s u r e  one day someone's going t o  red iscover  him. He d id  one 



Lange: wonderful rendering t h a t  no one e l s e  had ever  been ab le  t o  p a i n t ,  

those C a l i f o r n i a  brown h i l l s . ,  No one t h a t  I know could p a i n t  t hose  

h i l l s  but  Piazzoni.  I asked Mrs. Sa l z ,  who owned i t ,  where t h i s  

pa in t ing  was, and she s a i d  she  had given it t o  t heun ive r s i t y .  They 

own i t  and i t  probably i s  dingy, and needs t o  be brought t o  l i f e .  

Always a  Piazzoni  was unmistakable. No one could ever  say  

t h a t  t h i s  work d i d n ' t  come out  of t h e  p r o f u n d i t i e s  of t h e  man's 

a t t i t u d e s ,  of h i s  experience. He was a  r e a l  p a i n t e r .  Day a f t e r  

day, day a f t e r  day, he'd go i n t o  t h a t  s t u d i o  of h i s ,  come out  

when t h e  w h i s t l e  blew a t  noon, go t o  t h a t  I t a l i a n  r e s t a u r a n t ,  e a t  

t he  same food, i n  h i s  black ha t .  And always very n i c e  t o  pass  i n  

t h e  s t r e e t .  He d i d n ' t  s t op ,  no a r t  goss iper .  He would pass  you 

and smile.  Very methodical. He had a  l o t  of dumb ch i ld ren ,  and 

a  dumb wife ,  and he l i v e d  i n  North Beach a s  though he were i n  t h e  

f r u i t  and vegetab le  business ,  you know, j u s t  t h e  same, 

Riess:  He wasn't  l ion ized .  

Lange: No, bu t  he had a  few pa t rons  who saw him through. Mrs. 

~Ansley  Sa lz  was one of them. She was a  f r i e n d  and a  p a t r o n  

t o  him and she  was a b l e  t o  a f f o r d  t o  buy h i s  works. Now kho 

o the r  ones may have been,I don ' t  know. But he  l i v e d  very q u i e t l y .  

He d ied  q u i e t l y .  And very few remember him. Some e n t e r p r i s i n g  

person should r ev ive  him, l t l s  d i f f i c u l t  t o  do, But, oh , I  can 

s e e  him so  p l a in ly .  

Maynard and "Stack!' and Piazzoni  had s t u d i o s  i n  t h e  same 

block on Montgomery S t r e e t ,  and saw each o t h e r  every day i n  



Lange: pass ing ,  and were fond of each o the r ,  no t  i n  a  chummy way, but  

they were kind of t h e  kingpins. There was a  c e r t a i n  bond between 

them, as  u t t e r l y  d i f f e r e n t  a s  they were. Maynard was t h e  most 

spo i l ed  of them because he was t h e  most popular.  Piazzoni  

wasn ' t  a  popular  man. Not many people,  I th ink ,  r e a l l y  genera l ly  

would respond t o  h i s  very q u i e t ,  almost r e l i g i o u s  landscape. 

And "Stack," he l i k e d  a  d i f f e r e n t  kind of a  l i f e .  But Maynard was 

p a r t  of t h e  town i n  t h a t  s o  many people l i k e d  t h e  kind of t h i n g  t h a t  

he did. He represented some v e r s i o n  of t he  West wi th  which they 

i d e n t i f i e d  themselves. Not so  much h i s  personal  west,  but  Our 

West, you know, of which he  was a  s o r t  of a symbol. And he 

dressed t h a t  way and he t a lked  t h a t  way and i n  l a r g e  p a r t  he r e a l l y  

was t h a t  way. 

Riess: Could you name some more of t h e  bohemians? 

Lange: Well, t h e r e  was George S t e r l i n g ,  and t h e r e  was a  newspaper woman 

by the  name of Annie Laurie ,  and t h e r e  was Sydney Joseph and 

Emily Joseph, and Char l i e  Duncan. 

Riess: ~ e ' s  t h e  man who was i n  charge of t h e  a r t i s t s  a t  Fos t e r  and 

Kle iser?  

Lange: Yes, he was t h e  wonder-boy. Funny, t h e r e ' s  a  kind of a  blank t h a t  

s e t s  i n  here. Why i s  i t  I c a n ' t  r e c a l l ?  It would be good t o  

remember who a l l  those people were--oh, we used t o  have b ig  p a r t i e s .  

Stackpole,  of course,  was i n  t h a t  group, and Fremont Older, and 

Charles Erskine Sco t t  Wood. 



Riess:  Was Sa ra  Bard F i e l d  there?  

Lange: Well, i f  you mention him you mention her ,  bu t  she  was i n  t h e  back': 

ground of him. Lucian Labaudt was i n  t h a t  group too. He was a 

p a i n t e r  and dressmaker. The Labaudt g a l l e r i e s  i n  San Francisco 

a r e  named a f t e r  him. 

Riess: This  group wasn ' t  a t  a l l  organized, j u s t  f r i e n d s ?  

Lange: Oh, no t  a t  a l l .  They were, =me of them, no t  even f r i e n d s ,  bu t  

they were people who saw each o t h e r  because they l i v e d  i n  t h e  

same world. They were not  buddies o r  c lo se  companions, bu t  they 

l i v e d  i n  t h e  same enrjironment, 1 ' d  say. And t h e  common denominator 

of them was t h e  c i t y  of San Francisco. 

There was t h e  a r c h i t e c t ,  Timothy Pf leuger ,  the  one who 

brought Diego Rivera up here.  I f  you were t o  go t o  Coit  Tower 

you would s e e  a l l  of those names t h a t  a r e  s igned t h e r e ,  Madame 

Jehanne Sa l inge r ,  t h e  mother of P i e r r e  Sa l inge r ,  t h e  P r e s i d e n t ' s  

p r e s s  s e c r e t a r y ,  Frank Van Sloun, Nelson Poole,  Alber t  Bender. 

Riesd,: Yes, I meant t o  ask you about him. I ' w  heard a l o t  about h i s  

generos i ty .  

Lange: That was t h e  way he  l i v e d  and t h a t  legend p e r s i s t s  a f t e r  h i s  death. 

He had a very remarkable g i f t  f o r  a s s o c i a t i n g  wi th  people.  One 

time he  met me on t h e  s t r e e t  and he  s a i d  t o  me--you know, he was/ 

l i t t l e ,  p l a i n ,  almost t o  t h e  p o i n t  of deformity, and s h o r t ,  and 

h e  had a defec t  of speech--he p u t  h i s  hand i n  h i s  pocket and he 



Lange: s a i d ,  "Dorothea, I touch life--many angles  and many leve ls . "  

H i s  conversa t ion  was always epigrammatic. One time I 

passed him on t h e  s t r e e t  i n  Chinatown, before  my f i r s t  c h i l d  was 

born, and he was t a l k i n g  t o  somebody--he always was t a l k i n g  t o  

somebody--and he  pu t  o u t  h i s  hand and stopped me f o r  a  moment 

and s a i d ,  "Dorothea, you go i n  importance." [ l augh te r ]  

And he always had p r e s e n t s  i n  h i s  pockets.  I f  you met 

him anywhere he  would f i s h  i n t o  h i s  pockets as  though he 'd  been 

looking f o r  you a l l  day and he 'd  g ive  you some q u i t e  b e a u t i f u l  

th ing ,  never t r a s h ,  a  necklace o r  a  bu t ton ,  o r  something o r  

o ther .  He was sus t a ined  by a l l  t h e s e  t r ansac t ions  of  h i s .  

H i s  a r t  patronage a c t u a l l y  was a  kind of a  joke. (I don ' t  

suppose t h i s  w i l l  be i n  o t h e r  peop le ' s  memories of him.) The 

p a i n t e r s  a l l  knew t h a t  he was working them t o  death. He d id ,  

and many th ings  t h a t  a r e  i n  t h e  Alber t  M. Bbnder c o l l e c t i o n s  around 

h e r e  a r e  th ings  t h a t  h e  j u s t  ex to r t ed  ou t  of t h e  pa in t e r s .  Not 

p l a i n  and s imple immoral e x t o r t i o n ,  but  he  would come and ask them 

t o  g ive  him something f o r  such and such and such and no one could 

r e fuse  him. They cou ldn ' t  r e f u s e  him because he  was t h e  one who 

prodded o t h e r  people t o  buy works of a r t ;  he  had many wealthy 

f r i e n d s ,  and he  was kind of " l i t t l e  f r i e n d  of t h e  a r t i s t . "  

That  was h i s  r o l e  i n  l i f e .  A l i t t l e  man, but  a  g r e a t  f r i e n d  of 

t h e  a r t i s t ,  and he encouraged many people t o  buy th ings .  But he  



Lange: personally--wherever you see "The Albert M. Bender Collection1'-- 

he e i ther  got them a t  cut- ra te  prices or  he didn ' t  pay fo r  them 

a t  a l l .  He got away with murder. Unique. 

Riess: Why do you think he did t ha t ?  

Lange: Well, I would say t ha t  tha t  was the l i f e  he liked. He had created , 

an existence fo r  himself i n  tha t  c i ty :  very good businessman, an 

insurance man, everyone took out t he i r  insurance from him; he was 

a professional  Irishman; and he led t h i s  l i f e  of associat ion with 

the a r t s  simultaneously and I guess he liked the  combination. 

He was a lso  a man with f i ne  tas te .  That saved him. I f  he had 

been a vulgarian it would have been bad, but he was a man of 

innately f i ne  t as te .  He was a man probably you would say of 

many--well, l i ke  a house of many rooms. 

He l ived,  as long as we had known him, with a very f i n e  

woman, a very graceful painter ,  no earthmover, but a woman who 

painted beautifully.  Her name--there are  scholarships and 

col lect ions  i n  her name--was Anne Bremer. That was Albert 's  

love, and they l ived together many, many years, i n  the  same 

apartment, 'surrounded by beaut i ful  things. And I think her 1 - 

presence made him aware perhaps of what he wouldn't have other- 

wise known. (I remember the  f i r s t  painting by I  hate I ever saw 

they had i n  t h e i r  dining-room. There was a very strong Oriental  

atmosphere about the place.) He had t ha t  behind him and tha t  

re la t ionship ,  I think, had a wonderful quali ty.  It was a 

s t ab i l i z i ng  thing. She was shy, she could hardly speak, and she 



Lange: hated t o  go out. And he was the  most gregarious man i n  the  

world. He had a l s o  a very n ice  sense of humor. Over h i s  

desk he had a cartoon,  which someone had given him--maybe i t  

was on a menu o r  something--and i t  s a i d ,   e ere's To Albert  And 

Other Benders." Well, t h a t  legend p e r s i s t s .  

He a l so  r a t h e r  fancied being a patron. He harmed a few 

people i n  t h i s  respect .  He innoculated Ansel Adams with the  idea  

t h a t  an a r t i s t  had t o  develop h i s  pa t rons ,  and Ansel became a 

" l i t t l e  bro ther  of the  r ich"  the re ,  under Albe r t ' s  guidance. 

Ansel became somewhat t h e i r  e n t e r t a i n e r  and i t  wasn't  good f o r  

him. Albert did t h a t  and he was very i n f l u e n t i a l  i n  Ansel 's  

development. Ansel loves him. He was a lovable man, but  a very 

mixed man. Made you f e e l  good though. 

He bought things of mine i n  t h e  times when no one was 

buying photographs. Now they ' r e  buying photographs as th ings ,  but 

a t  t h a t  time no one was thinking of photographs and p o r t f o l i o s  

and co l l ec t ions  and s o  on. But he did. 

Riess: Were you taking non-por t ra i t  photographs then? 

Lange: I don ' t  remember what. I don ' t  know exact ly  what t h a t  time was. 

W e l l ,  I was beginning, and the  f i r s t  group of th ings  I ever so ld  

t o  anyone he bought, and gave t o  the  Museum of Modern A r t .  

He was a l s o  one of the  few people of t h a t  time t h a t  d i d n ' t  

ramble away, he never went t o  Europe, he was not a cosmopolitan. 

He was a San Franciscan, he never went on a vacat ion,  excepting 



Lange: maybe a quick d a r t  down t o  Carmel t o  s e e  somebody's pa in t ings  

o r  something; he was always here.  Now most of t h e  people who can 

a f f o r d  t o  do such th ings  l i k e  t o  go t o  New York and buy o r  t o  

P a r i s  and buy. It s e t s  them up i n  p re s t ige .  I s e e  th ings  t h a t  

have happened i n  San Francisco s i n c e  then  and I can t r a c e  back 

where they  happened. Now whenever I s e e  an e x h i b i t  i n  t h e  

museum t h a t  says,  "From t h e  permanent c o l l e c t i o n  of M r .  and 

Mrs. Walter A. Haas," I know i t ' s  d i r e c t l y  a t t r i b u t a b l e  t o  

Alber t  Bender. He s t a r t e d  Mrs. S t e r n  buying pa in t ingsand t h e  

S te rns  got  caught up wi th  t h e  Gertrude S t e i n ~ P a r i s -  

I I e x p a t r i a t e "  group. But Alber t  Bender was a t  t h e  end of 

t h i s  l i n e ;  t h a t  was t h e  o the r  end of t h e  l i n e .  Mrs. Haas has 

now go t  P icassos ,  and Matisses.  As f a r  as  I know she  has nothing 

bu t  c e r t i f e d  a r t .  Alber t  Bender d i d n ' t  always have c e r t i f i e d  a r t .  

He took a plunger  once i n  a while. 

Riess:  He took a plunger  t o  encourage t h e  a r t i s t ?  

Lange: He was always doing good, very se l f -consc ious ly  doing good. 
, 

And he a l s o  d i d n ' t  mind t a l k i n g  t o  h i s  r i c h  pa t rons  about 

he lp ing  a poor a r t i s t .  1 ' v e  known poor a r t i s t s  who've wriqhed 

under t h a t  p i c t u r e ,  whether i t  was t r u e  o r  not.  

Among t h a t  bohemian group t h e r e  were a l s o  a few genuine 

number-one bums, l i k e  t h i s  f e l l ow who s t i l l  surv ives ,  John 

Garth. He was t h e  same then  as  now. 1 ' m  speaking of h i s  c h a r a c t e r  

because I don ' t  t h i n k  you can do bad a r t  and be a good person. 



Lange: His a r t  shows what he i s - - a  shallow, preposterous,  va in ,  s tup id  man. 

There were many o thers .  Why c a n ' t  I th ink  of them? You 

know, sometimes you put a l i d  on things.  E i the r  you put  a l i d  

on, o r  t h e  times s h i f t  abruptly.  But the re  a r e  no connections 

l e f t  f o r  me, and I don ' t  t h ink  I ' m  t h e  only one who f e e l s  t h a t  

way. Things have sharp ly  s h i f t e d ,  values have changed. 

Riess: You don ' t  s e e  these  people now? 

Lange: They don ' t  l i v e ,  most of them. And i f  they do, they l i v e  i n  

another  world. They've taken t h e i r  p lace ,  a s  I have, i n  an 

a l toge the r  d i f f e r e n t  world. And I know once i n  a while  I ' l l  

meet one and they '  11 say, "What a r e  you doing?" Well, I have no 

answer t o  t h a t  because t h e  very f a c t  t h a t  they ask me what 1 ' m  

doing shows how f a r  apa r t  we've go t t en  and I c a n ' t  answer i t , i n  

a minute. I ' m  s o  assoc ia ted  i n  t h e i r  minds wi th  a l i t t l e  p i e c e  

of t ime t h e r e  and what ~ ' v e  goneon t o  do has never reached them, 

you know. Probably t h e  same holds t h e  o the r  way. 

Riess:  They have gone on and done th ings  too. 

Lange: Well, of course I th ink  1 ' m  t h e  only one! [ ~ a u g h t e r ]  I don' t  

r e a l l y  mean t h a t ,  bu t  people do k ind  of hdld t o  t h e i r  l i t t l e  

n iches ,  don' t  they, and y e t  I d idn ' t .  we're speaking of t h e  

twent ies  and t h e  e a r l y  t h i r t i e s  and t h a t ,  of course , i s  a long 

time ago. San Francisco has i n  some ways changed. Where I see  

c e r t a i n  echoes of t h e  San Francisco  of t h a t  t ime i s  when you 

go Friday af te rnoon t o  t h e  symphony. There you s e e  some of 



Lange: t h e  people who were i n  and out of t h e  a r t  world as  pa t rons ,  a s  

i n t e r e s t e d  ones. Have I spoken before  of t h i s  group? I th ink  

I have. The San Francisco merchant pr inces .  My f i r s t  pa t rons ,  

I n  a l l  t h e  accounts you read ,  and a l l  t h e  magazine junk t h a t ' s  

coming out  now on San Francisco "the ParisM--you know how they  

do now, r epea t ing  and repea t ing  and r epea t ing  the  same kind 

of comment about i t - -San Francisco i s  having a kind of a vogue. 

Well, i t  i s  a s y n t h e t i c  thing.  here's j u s t  enough t r u t h  i n  it, 

t h e  way they handle i t ,  t o  make more people do more a r t i c l e s .  

Riess:  It feeds on i t s e l f .  

Lange: Yes, t h a t ' s  what I'm t r y i n g  t o  say. But I wish someone, when they  

went about t h i s ,  would develop t h a t  very important t h read  i n  t h e  

development of t h e  c i t y ' s  i n n a t e  charac te r ,  t h a t  i s ,  t h i s  group of 

people who a s  a group cont r ibu ted  very,  very much t o  t h e  warmth 

sad beauty of t h e  place.  Now i n  most communities t h a t  have grown 

up o r  a r e  growing up, t h e  r i c h  people i n  t h a t  community a r e  some- 

what i s o l a t e d ,  o r  they a r e  elements i n  t h e  community t h a t  a r e  

behind wa l l s  o r  regarded a s  non-part ic ipants .  (I may be wrong 

i n  t h i s ,  bu t  t h a t ' s  my impression.) But i n  San Francisco t h i s  r -I 
group of r i c h  people l i v e d  a very warm in te r - fami ly  l i f e .  They 

were l a r g e  f a m i l i e s  who knew each o the r ,  a n d l h d - a  very s t rong  
- 

community sense  and t h a t  warm, responsive love f o r  many things--  

ch i ld ren  and educat ion and bui ld ings  and p i c t u r e s ,  music, 
- - 

philanth4opy--was t h e i r  p r i v a t e  personal  l i f e  and t h e i r  pub l i c  



Lange: l i f e  together. There a r e  ves t iges  of i t;  some of them s t i l l  l i v e  

. i n  the  same houses. They gave s t r i n g  quar t e t s  i n  t h e i r  l i v i n g  

rooms o r  i n  t h e i r  drawing rooms, and they educated t a l e n t :  

Yehudi Menuhin i s  one they d id ,  I s s a c  S te rn  i s  another. They 

did these  things. They gave money freely.  

Riess: They d i d n ' t  make the  mistake of l ioniz ing?  

Lange: I n  ~ e h u d i ' s  case, no, because he was protected by an eccen t r i c  

f a the r .  Things have gone very wrong i n  Yehudi ~ e n u h i n ' s  l i f e  

as  I read i t ,  but it wasn't due t o  being spoiled as a  c h i l d ,  

although he was very highly regarded. He was e igh t  o r  t e n  years  

old when he gave h i s  f i r s t  ~erformance! A s  I s a a c S t e r n  was. 

But a l s o  they have encouraged many s ingers  and o ther  people 

and they were very g rea t  he lpers  i n  the  building of an i n t e r e s t i n g  

c i ty .  Yet they haven't  had recognit ion as f a r  as  I know. The 

Comstock Lode people, the  ea r ly  s i l v e r  kings, they ' r e  the  ones 

t h a t  ge t  talked about. 

Riess: Yes, i n  a  book l i k e  Barnaby ~ o n r a d ' s .  

Lange: 'pon't l e t  us speak of it! I writhe a t  tha t .  This was before t h e  

days of ca fe  socie ty ,  before the  days of the  Barnaby Conrads. 

Riess: Herb Caen? 

Lange: No, I don't  think so. I th ink Herb Caen i s  a  fe l low who has p r e t t y  

good and p r e t t y  balanced v i s t a s .  How he does i t  every day!--and 

he doesn't  do it every day--but Herb Caen is a fel low who i n  the  

present  can look backward and forward and pu t  th ings  together  



Lange: p r e t t y  well. ~ e ' s  a California boy, you know. He was brought up 

i n  Sacramento, and I don't think he 's  ever l o s t  that .  ~ e ' s  no 

import. I personally l i k e  him. 1 ' m  not speaking of the man, but 

of what he does. 

Riess: He has a t e lev i s ion  program now, "Baghdad by the Bay." 

Lange: Oh, 1 've  seen t ha t  too. He doesn't  represent himself a t  a l l  on 

that .  He jus t  s i t s  there,  and he i s n ' t  good i n  combination with 

William Winter. He can ' t  get along with him. But I don' t  

think of Herb Caen and that .  And I also  don't think Herb Caen 

does well i n  h i s  books. But what he accomplishes every day, the 

look,the angle, h i s  s l an t ,  h i s  quick i n tu i t i ve ,  h i s  lightning- 

quick perception. I f e e l  old,  happy memories when I read i t ,  and 

I f e e l  tha t  he ' s  a d i f fe ren t  man than i f  he were a Boston or  

a Chicago man who came out here during the  twenties. There are 

ce r ta in  things tha t  creep i n t o  t ha t  column tha t  only a native 

Californian would know and have there,  c e r t a in  things he loves 

tha t  imported people don' t know. 

I n  the  days we're speaking o f ,  i n  the twenties there,  

Arthur Caylor was the  man tha t  everybody read. His wasn't a  1 

clever  chi tchat  column, but it was a column about what was going 

on, people, events, controversial  matters. It s t i l l  i s  i n  the San 

Francisco News Call-Bullet in,  but he 's  forgotten. What Arthur 

Caylor sa id  every day was discussed j u s t  as what Frankenstein 

[Alfred Frankenstein, San Francisco Chronicle c r i t i c ]  says about 



Lange: the symphony i s  discussed and "Did you read Herb Caen yesterday?" 

The same thing. 

Three Southwestern Expeditions 

Riess: I s  i t  correct  t o  say tha t  Maynard Dixon began t o  be a painter  

i n  1920?' 

Lange: Up t o  tha t  time he had been doing designing i n  any media, fo r  

many purposes, advert ising drawing a l o t  of it. Then i n  1920 

he decided he was going t o  be a painter .  But what he r ea l l y  

meant when he sa id  he was going t o  be a pa in te r  (he'd work i n  

watercolorg, perhaps, o r  sometimes i n  black and white) was tha t  he 

was going t o  devote himself t o  serious images tha t  stood by them- 

selves,  t h a t  were fo r  t h e i r  own sake. And he was going t o  devote 

h i s  whole l i f e  t o  it. He didn ' t  use the word a r t i s t ,  though. 

Painter ,  not a r t i s t .  Yes, t ha t ' s  about the  time he did it. 

Riess: Would you t e l l  me about t ravel ing i n  the Southwest with Maynard? 

Lange: Maynard and I were married i n  1920. And i t  was h i s  l i f e ' s  p rac t ice  

t o  go on painting expeditions as of ten as he could. San Francisco 

was h i s  base, and he would go on sketching t r ips - - tha t ' s  what they 

were. He would announce t ha t  he was going on a sketching t r i p  i n  

s i x  weeks. Well, it too$ him forever! He was one of those people 



Lange: who never could ge t  off!  We were always meeting people who'd 

say,  "I thought you were i n  New Mexico." And Maynard would 

1' 1 
say,  I m going next  week." Next month he 'd  s t i l l  be around! 

It was interminable.  Then he was always going " for  a month 

o r  s i x  weeks," bu t  he never came back i n s i d e  of f o u r  months. 

His t r i p s  were p r a c t i c a l l y  disappearances a s  f a r  as  t h e  San 

Francisco l i f e  was concerned. He was j u s t  e i t h e r  t he re ,  o r  

he  was gone. And he was a g r e a t  worker wherever he was. He 

was an indus t r ious  man who had good hands, good t o o l s ,  and he 

could t u r n  h i s  hands t o  anything. 

It was only on a few of t h e s e  t r i p s  t h a t  I was ab le  t o  go, 

because before I had c h i l d r e n  I had a c t i v i t i e s  I cou ldn ' t  a f f o r d  

t o  leave,  commitments, I mean. And a f t e r  I had ch i ld ren ,  it wasn't  

easy t o  do. And bes ides  t h a t ;  I was never q u i t e  s u r e  enough of 

what our  l i ~ e l i h o o d  would be, and I wanted t o - - t h i s  sounds a s  

though I ' m  p u t t i n g  a very  good l i g h t  on my own motives, b u t  

a s  I look back i t ' s  t rue- - I  wanted t o  he lp  him. See, I helped 

him t h e  wrong way; I helped him by p r o t e c t i n g  him from economic 
.,- 

d i f f i c u l t i e s ,  where I shouldn'  t have done t h a t ;  I should have/  - 

helped him i n  o t h e r  ways. It wasn ' t  necessary,  b u t  I guess i t  

was f o r  h i s  s e c u r i t y ,  and my thought was t h a t  i f  t h e r e  wasn't  

any money my work would keep us a f l o a t ,  would keep us going. 

-. 

You know, it cons t an t ly  comes up. The th ings  you do, when you1 

want t o  do what 's  r i g h t ,  s o  o f t e n  a r e  s o  wrong. [ ~ a u g h t e r ]  



Lange: I shouldn ' t  have done t h a t .  

I knew t h a t  t h i s  man though a c t u a l l y  while  he loved 

me and was very, very good t o  me, s t i l l  d i d n ' t  share  t h e  

depths of h i s  l i f e  wi th  me. When he went, t h a t  was what was 

good f o r  him t o  do; he d i d n ' t  need me. A t  t h a t  time I d i d n ' t  

know what i t  was t o  l i v e  with a person who shared t h e i r  l i f e  

with you. 

Riess:  And s o  you d i d n ' t  f e e l  a lack. 

/Lange: No, I d i d n ' t .  I missed him when he was gone. I was g lad  when 

I 
he came back. I t  was more exc i t ing ,  more i n t e r e s t i n g  when he 

c ame back. 

But I wasn't  r e a l l y  involved i n  t h e  v i t a l s  of t h e  man, 

not  i n  t h e  v i t a l s .  Well, maybe we don ' t  always have t o  touch 

t h e  v i t a l s ,  but now I know what i t  i s  t o  l i v e  wi th  someone 

with whom you r e a l l y  l i v e ,  who w i l l  share ,  o r  wants t o  share.  

Tha t ' s  a t e r r i f i c  thing.  Perhaps t h e  reason t h a t  I was never 

ab le  t o  give Maynard an uncomfortable time, which he should 

have had, a t  some junctures ,  was t h a t  I never f e l t  courageous 

enough o r  f e l t  t h e  need. I wasn't  brave enough. Courage i s  

t h e  g r e a t e s t  thing.  A l l  t he se  th ings  we nedd t o  l i v e  with-- 

"Good w i l l  toward men," "Peace on earth1'--are sublime, but  

courage i s  it. Makes t rouble ,  but  t o  l i v e  wi th  courage opens 

up d i s t a n t  worlds. I don' t  know s o  many people who do. 

Riess: I t  opens up t h e  p o s s i b i l i t y  of encountering some p a r t  of t h e  

- - -- 

I .  



Riess:  o ther  person which might d i s t u r b  your own well-being, s o  

the re  i s  a f e a r  a t tached  t o  t h i s  s t i r r ing -up .  

Lange:  hat's it. I know. It destroys a c e r t a i n  peace and harmony, 

you know, t h a t ' s  always he ld  before  us as  being s o  d e s i r a b l e ,  

and - is  so  des i r ab le .  Well, e s p e c i a l l y  with an a r t i s t  i t ' s  a 

t i c k l i s h  business .  

Riess: I n  h i s  s t u d i o  d id  he work from t h e  sketches done on these  

t r i p s ?  

Lange: Yes, t h a t  was h i s  modus operandi.  He would br ing  back a l o t  

of t h ings ,  a l l  sketched, never anything t h a t  was done excepting 

as  d i r e c t  response t o  what surrounded him. 

Riess:  Have those sketches been saved? 

Lange: They're so ld .  They're a l l  over. Therefs  very l i t t l e  l e f t .  

I a c t u a l l y  don' t  know where i t  a l l  went. Those sketches made 

d i r e c t  have been very popular and people have c o l l e c t e d  them 

and enjoyed them. They're easy t o  l i v e  wi th  too. I wish 

I had he re  t o  show you a wonderful drawing t h a t  he made, on 

a p i ece  of onion-skin paper ,  of a landscape i n  which he made 

the  color-notes .  Dan has it.  A s  a p o r t r a i t  of him, i t ' s  j u s t  

grea t .  I have a very n i c e  p o r t f o l i o  of h i s  t h a t  I enjoy: wi th  

t h e  l i t t l e  boys, i n s t e a d  of t e l l i n q  them a s t o r y ,  he would 

draw them a s t o r y ,  because he was s o  v i s u a l .  ~ h e y ' d  s t a r t  i t  - 
and he would draw i t ,  and they would add. h a t  kind of th ing  he \,, 
was o f t e n  doing, and d i d  very well.  I have a whole book of 



Lange: t hese  th ings  t h a t  a r e  s o  enjoyable.  I acc iden ta l ly  scooped 

up a  few, never c a r e f u l l y  making a  s e l e c t i o n ,  and I use  them 

wi th  t h e  grandchi ldren now, and they love them. 

Riess:  Can they t e l l  what t h e  s t o r y  i s  j u s t  by looking a t  t h e  p i c t u r e s ?  

Lange: Some of them they can, t h e  r e s t  they make up s t o r i e s  around. 

He a l s o  d id  a  c h i l d r e n ' s  book which i s  out  of p r i n t  now, bu t  

which many! people enjoyed very much, c a l l e d  In jun  Babies,* 

very  moral l i t t l e  t a l e s  of Indian  babies  who got i n t o  t rouble .  

They were a c t u a l l y  l e t t e r s  t h a t  he wrote t o  h i s  daughter ,  

Constance, when he was separa ted  from h e r  and o f f  on a  t r i p  

and she  was i n  a  precar ious  s i t u a t i o n  wi th  he r  mother. I have 

no copy he re ,  o r  I ' d  show i t  t o  you. I t ' s  o ld  now, but  i t  

was an awful ly n i c e  thing.  The Ind ian  g i r l ,  A-WAY-she-go 

was a  runaway; and 0 - s6 - s t i -k i  was a  g i r l  who got  i n t o  t h e  

honey bees; and ~ e - n 6 - k a n  was a  boy who always s a i d  he cou ldn ' t  

do th ings ,  and s o  \on they go. Very charming s t o r i e s .  

Riess:  You d id  go on some of t h e  ske tch ing  t r i p s  t o  t he  Southwest 

w i th  Maynard, d i d n ' t  you? 

Lange: I went on a  few of t h e  b i g  ones. They all were b i g  ones,  bu t  

I d i d n ' t  go on those  ones where Maynard s a i d  he was going t o  

go f o r  two o r  t h r e e  weeks, because I always thought it was going 

* - -- 
G.P. ~ u t n a m ' s  Sons, /NEE York, 1923. 



Lange: t o  be two o r  t h r e e  weeks in s t ead  of two o r  th ree  months, and 

t h e r e  were o t h e r  reasons. And a f t e r  1925, of course, I had l i t t l e  

ch i ldren .  

I went on one i n  1923 t o  Arizona and we were gone four  

months, and we l ived  a t  a  t r ad ing  pos t  e ighty  miles  away 

from a  r a i l r o a d  a t  a  p lace  c a l l e d  Kayente. Now i t  i s  access ib l e  

t o  automobiles, but  a t  t h a t  time you could go i n  only once a  

week i n  a  Ford when t h e  m a i l  went i n .  Toward the  end of t h e  

time we moved t o  another p o s t ,  a  t r ad ing  pos t  i n  t h e  Navajo 

r e se rva t ion ,  c a l l e d  Redlake. 

You can ga ther  from t h i s  account t h a t  I was not  a  t r ave led  

person, t h a t  I always had r a t h e r  immediate d u t i e s  and had never 

before  made expedit ions l i k e  t h i s .  We went i n t o  a  country which 

was endless ,  and t imeless ,  and way out  and o f f  from t h e  pressures  

t h a t  I thought were p a r t  of l i f e .  The e a r t h ,  and t h e  heavens, 

even t h e  change of seasons, I ' d  never r e a l l y  experienced u n t i l  

t h a t  time. Then I became aware. 1 

On the  second t r i p  we were gone two months and we 

were camped a t  t h e  base of Walpi Mesa, gues ts  t h e r e  of a  very 

well-known C a l i f o r n i a  mi l l iona i re ,Ani ta  Baldwin. Anita Baldwin 

was a  s t r ange  person. She was a  r ec luse ,  but  she had a  l i v e l y  

h i s to ry .  She was t h e  only daughter of Baldwin. He was q u i t e  

a  swashbuckler and l e f t  many mi l l i ons  i n  r e a l  e s t a t e  and mines 

and h o t e l s  and horses and oh lord! many i l l e g i t i m a t e  ch i ldren .  



Lange: Anita  was t h e  l eg i t ima te  one and she adored him. She was a  

s t r a n g e  one and y e t  a  very b e a u t i f u l ,  very wonderful c r e a t u r e  

i f  you came up on one s i d e  of her .  

Anita  and Maynard were q u i t e  good f r i e n d s ,  and she  would 

come up t o  San Francisco,  maybe twice a  year ,  and v i s i t  him i n  

h i s  s tud io .  She was kind t o  me and t o l e r a t e d  me, but  t h e i r  

f r i endsh ip  way antedated me. She would take  a  l o t  from him. 

She was very s i l e n t  and he used t o  t e a s e  h e r  and t r e a t  h e r  

l i k e  a  friend--which I don ' t  th ink  she had much of because she  

d i d n ' t  r e a l l y  know how t o  be one. She would do 'unexpected th ings .  

She was always su rp r i s ing .  

One of t he  unexpected th ings  she d id  was t o  ask us t o  

go t o  t he  Ind ian  country wi th  he r ,  because she had an i d e a  t h a t  

she  wanted t o  w r i t e  an Indian  opera. She had, i n  he r  q u i e t ,  

s e c r e t  way, indulged h e r s e l f  i n  w r i t i n g  music, and she  had t h i s  

i m p ~ l s e - - I  don ' t  know how s t rong  t h i s  t h ing  was i n  h e r  and I 

never knew what came of i t ,  though I don ' t  t h ink  much. She 

asked Maynard and me t o  go wi th  her .  Well, t h a t  was q u i t e  some- 

th ing .  We were t o  be gone two months; we were t o  camp there .  And 

we were t o  leave  f o r  t h e  t r i p  i n  two weeks. I don' t  know how we 

d id  i t ,  but  we d id  it.  

She s a i d  we had nothing t o  th ink  about a t  a l l ;  t h a t  

everything would be at tended t o  and we were j u s t  t o  meet h e r  

i n  Los Angeles, where she  l i ved .  She s e n t  me a  check f o r  $250 



Lange: t o  buy a p a i r  of r id ing  boots and I made t h a t  $250 s t r e t c h  

over qu i t e  a few things! I remember I had a p a i r  of r id ing  

boots,  old and scuffed,  but they would su f f i ce .  A t  any r a t e ,  we 

went t o  Los Angeles, t o  her  house and spent the  n ight  there.  We 

were t o  leave the  next day, but not  a word was s a i d  about the  

t r i p  ahead. Plans f o r  what we were going t o  do? It was as 

though we were jus t  there  f o r  a dinner p a r t y  and t o  spend the  

night.  I n i t i a l l y ,  she had a personal  bodyguard. And he was 

always armed, t h a t  was one of her  e c c e n t r i c i t i e s .  She a l s o  had 

a small pearl-handled revolver i n  her  handbag, which was 

always i n  her  lap ,  and the  reason f o r  t h i s  she to ld  me--I 

asked her once long afterwards--was t h a t  the  value of the  

jewelry t h a t  she customarily wore warranted t h e  presence of a 

bodyguard and a gun i n  the  handbag. But what a way t o  l ive!  

You can imagine. 

Well, the  next morning we s e t  out  f o r  "parts  unknown" i n  

Arizona i n  a p r i v a t e  railway car  with two cooks, two chefs,  

two stewards, the  bodyguard, and Maynard and I and Anita, with 

a l l  the  bl inds drawn, so no one could look in .  There we s a t .  

This railway car  was very ornate ly  decorated i n  a l l  kinds of 

b i z a r r e  motifs.  It was very d u l l  t r ave l ing ,  I remember, hot  

going down there. 

Riess: You couldn' t  open the  b l inds  o r  windows? 

Lange: It wasn't permit ted,  because we t raveled  incognito. 



Riess:  A t  s i x t y  miles  an hour.  

Lange: Yes, but incognito.  When we would ge t  t o  a main s t a t i o n ,  l i k e  

Santa  Fe, we went i n t o  a s id ing ,  and we weren't  allowed t o  

g e t  o f f  t he  t r a i n  because someone might discover  who we were. 

I found o u t  w h a t ' i t ' s  l i k e  t o  be very  very  r i c h  s o  t h a t  you 

a r e  bombarded and r a t h e r  notor ious- - tha t  combination--and what i t  

is l i k e  t o  have s o  much f e a r  t h a t  nothing could be enjoyed. 

Well, we got t o  F l a g s t a f f  a t  two i n  t h e  morning. A l l  

t h e  p lans  had been made by he r  purchasing agent,  and meeting 

us on t h e  f r e i g h t  s t and  were cases and cases and cases wi th  

h e r  i n i t i a l s  on them i n  which was our camping s t u f f .  And 

nobody, no t  even Anita ,  knew what was i n  it. We were t o  t r a v e l  

from F lags t a f f  t o  our  campsite which was t o  be a t  t he  foo t  of 

Walpi Mesa, a good long way, and i t  was ra in ing .  We s a t  i n  t h e  

c a r ,  and t h e  steward came t o  say a man was t h e r e  t o  s e e  us.  It 

was a fe l low by t h e  name of B i l l  Williams, who was a t ruck  

d r i v e r ,  and wi th  him was a boy by t h e  name of Eddy, who was 

another t ruck  driver .  B i l l  Williams and Eddy had been cont rac ted  

f o r  t o  d r i v e  us i n  t o  our campsite, and they had an o ld  White 

-. 

t ruck ,  a r e a l  "Arizona\ equoid . I '  Eddy drove/one .- - t ruck ,  - B i l l  

drove t h e  other .  That B i l l  Williams was a r e a l  Arizona cowboy, 

t he  very  b e s t ;  he took everything i n  h i s  s t r i d e .  But when 

he  saw t h i s  mountain of th ings- - I  don ' t  know whether you've 

ever  t r a v e l e d  i n  t h a t  country,  but  you t r a v e l  l i g h t  and ca r s  



Lange: h a l f  t h e  time c a n ' t  g e t  i n  because when t h e  r a i n  comes t h e  

roads wash away and you have t o  wai t - -Bi l l  Williams looked a t  

t h a t  s t u f f  and s a i d ,  "Do we have t o  pack t h i s  in?" 

Well, Anita and I found ourselves s i t t i n g  i n  the  l i t t l e  

t ruck  wi th  Eddy, and the  b ig  t ruck ,  loaded t o  t h e  heavens, 

wobbled down t h e  road ahead of us i n  t h e  pouring r a i n  bearing t h e  

bodyguard, B i l l ,  Maynard, and t h e  load. Off yCCset i n  

t h e  middle of t h e  n i g h t  i n t o  t h i s  wilderness a rea ,  which i s  

what i t  was a t  t h a t  time. And t h e  r a i n s  go t  worse and worse 

and the  washes washed and the  r i v e r s  go t  higher  and h igher  

u n t i l  f i n a l l y  t h e r e  was one t h a t  B i l l  Williams came back from 

looking a t  and s a i d ,  "We c a n ' t  g e t  across .  We have t o  wa i t  till 

morning. " 

So we camped and waited till morning, but  t h e  r i v e r  was 

s t i l l  very h igh  and i n  order  t o  g e t  on B i l l  s a i d ,  "We've got  

t o  pack the  s t u f f  over on our backs." So t h e  men packed box by 

box over. And Anita ,  stony-faced, s i t t i n g  next  t o  me, watching 

a l l  t h i s ,  s a i d  not  a  word, not  a  laugh,,  nothing. F i n a l l y  we 

heard Eddy say,  "Now we g o t t a  pack t h e  old woman over." And 

Anita  gathered h e r s e l f  toge ther  and opened h e r  umbrella and went 

over  l i k e  a  queen, c a r r i e d  over by two men making a saddle  

of t h e i r  hands. Never a  word, no t  a  sound of complaint. She 

was very  adequate. Nothing could r u f f l e  her.  

When we got  t h e r e  those th ings  were unpacked, and you 



Lange: wouldn't be l i eve  what t h e r e  was i n  those  boxes. The l a v i s h  

camping equipment! A l l  t h e  tents--and t h e r e  were about t e n  

of them--were shaped l i k e  Chinese pagodas. The food was t h e  

most e l abo ra t e  canned s t u f f ,  and I was t h e  cook. No prep- 

a r a t i o n s  i n  any way, j u s t  cans. This  purchasing agent had j u s t  

gone down--like going over an Abercrombie and F i t c h  catalogue-- 

and had j u s t  ordered. caviar!  And t h e r e  we were t o  be  f o r  a 

month. Well, i n  every camping expedi t ion  t h e r e ' s  always a 

set t l ing-down period.  We had one, while  I learned t o  cook f o r  

t h e  combination of t a s t e s  of B i l l  Williams, Eddy, t h a t  body- 

guard, and Anita. It was a weird experience. 

Among t h e  n i g h t l y  events  were t h e  v i s i t s  of t h e  Indians  

who l i v e d  a t  t h e  top of t h e  mesa. She pa id  them t o  come down 

and s i n g  and every n igh t  they came down, en masse, s i n g e r s ,  

o l d  men, young men. We could hear  them s t a r t i n g  up t h e r e  when 

i t  got  dark. .We could hear  drums as  they 'd  come down t h e  t r a i l  

and o f t e n  they  sang a l l  n ight .  

Of course,  she  way overpaid them, s o  t h a t  they became 

h e r  Indians.    hat's bad. She a l s o  d id  an outrageous th ing ,  

which she  d i d n ' t  mean t o  do. Somebody had t o l d  he r  t h a t  t h e  

Indians  l i k e d  ocean sand, so  she  s e n t  i n  a b i g  box of white  

ocean sand, which i s  sacred  t o  them and which they use i n  sand 

p a i n t i n g s  and i n  many th ings .  But she  brought i n  too  much. And 

peacock f e a t h e r s  a r e  very  important ,  very s p e c i a l  i n  t h e i r  

mythology. But by t h e  t ime we'd been t h e r e  a month every l i t t l e  



Lange: k id  had peacock fea thers .   hat's what she  did. That was 

t y p i c a l  of her.  

The snake dance came during t h e  month we were the re .  A l l  

t he  photographers and t h e  people t h a t  a t t end  t h a t  snake dance 

annual ly took p i c t u r e  -- - not  of t h e  Ind ians ,  bu t  of us! We were 

t h e  i n t e r e s t  there!  Oh lord! Maynard ducked i t  n i ce ly .  As 

always, he d id  h i s  work we l l ,  and he  was fond of Anita  and she  

t r u s t e d  him. I th ink  he must have been a g r e a t  r e l i e f  t o  her.  

People do toady t o  someone who has such immense weal th  and such 

a r e p u t a t i o n  f o r  throwing it away. A l o t  of people a r e  wealthy, 

bu t  she  had a r epu ta t ion  of doing anything t h a t  came i n t o  h e r  

head, you know, o f t e n  no t  judging very  well .  The th ings  she  

might have done she  d i d n ' t  see.  

Well, i t  was over f i n a l l y ,  and we went home. We had 

a very  even t fu l  t r i p  home, again wi th  storms, i n  which she  

behaved marvelously, because she  had t o  s i t  up two n ights .  I 

won't go i n t o  a l l  t h i s  t r i p  back. But we came out  by way of 

Gallup, where t h e  rai lway c a r  was t o  meet us ,  and when we go t  

t h e r e  t h e  stewards were drunk, t h e  cooks were gone, and nobody 

had done a t h ing  i n  t h a t  c a r  so  t h e  dus t  was an inch  thick!  

Imagine h ~ w  it would g e t ,  s i t t i n g  i n  a rai lway s id ing .  And 

in s t ead  of being ab le  t o  go and buy a t i c k e t  and go home i n  

a Pullman a f t e r  t h i s  camping, we had t o  s i t  i n  Gallup f o r  a 

day wai t ing  f o r  t h e  c a r  t o  be cleaned,  equipped, and t h e  



Lange: commissary taken c a r e  of.  And t h e  stewards had t o  g e t  r i d  

of t h e i r  hangovers. The cooks showed up f i n a l l y  and we went 

on. She never s a i d  a  word. It was j u s t  l i k e  fac ing  t h e  f a c t s  

of l i f e .  But r i g i d ,  you know, wi th  no give. It was k ind  of l i k e  

a  formula. This  de lay  was t h e  r e s u l t  of c e r t a i n  th ings  t h a t  

she i n s i s t e d  on, you know, so  she  couldn ' t  r e a l l y  p r o t e s t  t h e  

end r e s u l t s .  

I then found t h a t  we were t o  de tour  and s top  a t  t h e  

Grand Canyon on t h e  way back, f o r  some reason,  and we went i n t o  

t h e  Harvey House t h e r e  where they s e l l  Ind ian  objec ts .  It i s n ' t  

a  c u r i o  s t o r e ,  i t ' s  b e t t e r  than t h a t .  I don ' t  know how it i s  

now, bu t  then George Harvey had a  r e p u t a t i o n  f o r  having one 

of t h e  f i n e s t ~ c o l l e c t i o n s ~ o f  Ind ian  a r t  t h e r e  was. Some of it 

was f o r  s a l e ;  most of i t  was exh ib i t ed  down t h e r e  a t  t h e  

Harvey House. Anita  walked i n  and t h e r e  was a  young Navajo 

salesman who smelled money, I guess ,  and i n  o rde r  t o  i n g r a t i a t e  

himself and be awful ly p l easan t  he  proceeded t o  t e l l  us  t h e  

saga  of some p a r t y  t h a t  was camping up i n  t h e  Hopi country,  

and t o l d  us a  whole yarn,  from beginning t o  end, about ourselves.  

Ani ta  j u s t  s tood  t h e r e  and looked a t  him and l i s t e n e d  t o  t h i s  

d e s c r i p t i o n  of h e r s e l f  a s  she  appeared a t  t h e  snake dance-- 

because she  wo e  kind of pear-shaped jodphurs and a  long .i 
c h i f f o n  v e i l  and an Egyptian helfnet! Well, when he got  a l l  

through she Lsa l ' dd jus ,  "Yes. " And then  she  walked around t h a t  
. - 



Lange: p lace  and she s a i d ,  "I would l i k e  t o  have t h i s  and I would l i k e  

t o  take  t h i s ,  and t h i s , "  and she bought e igh t  thousand d o l l a r s  

worth of things i n  about t e n  minutes, and then walked o u t ,  

* 
and never t o l d  him what he'd done. 

She, by t h e  way, d id  buy from Maynard, a t  t h r e e  o r  

four  d i f f e r e n t  t imes, l a r g e  pa iq t ings ,  and she  bought them 

I would say with some d i sc re t ion .  And never,  never d id  she  buy 

anything merely t o  help him out.  It was very  good t h a t  way. 

The l a s t  one she bought when it  was only h a l f  done, and 1 ' v e  

always been puzzled about t h a t  because i t  was one of t h e  most 

ambitious th ings ,  i n  concept,  t h a t  he ever  did. To me i t  was 

much f i n e r  when it was half-done than when i t  was done.  hat's 

c h a r a c t e r i s i t c  of me. I genera l ly  have more f a i t h  i n  something 

t h a t  i s n ' t  f iniqhed.  I n  anything,  I enjoy i t  b e t t e r  be fo re  i t ' s  

s igned and del ivered.   here's such a f i n a l i t y  about i t  then. 

But i f  i t ' s  half-done i t  means, who knows what 's ahead? I t ' s  

s t i l l  a l ive .  This p a r t i c u l a r  pa in t ing  1 ' v e  always been curious 

about. I don ' t  know whether he did accomplish i t ,  o r  whether 

he  d idn ' t .  General ly Anita  bought pa in t ings  t h a t  were very 

- . . - - - - 

c o l o r f u l  and s t rong  i n  p a t t e r n b n d  design. She l i ked  t h a t ;  

t h a t ' s  what she  answered to .  When she died she l e f t ,  o r  h e r  

* 
I n  l a t e r  r e v i s i o n  of t h e  manuscript, Dorothea Lange,said, 

"TOO much about Anita. It wasn' t  - t h a t  important." xT&f,i 



Lange: son Baldwin gave, th ree  pa in t ings  t o  the  Los Angeles Museum. 

I n  a l l  these  years  ~ ' v e  never gone down t o  s e e  them. But 

t h a t  l a s t  pa in t ing  i s  t h e  one 1 ' d  l i k e  t o  see. 

The Brooklyn Museum has it.  Three years  ago I went to 

the  Brooklyn Museum t o  t r y  t o  buy i t  from them because I 

wanted t o  give it t o  my boys. A pa in t ing  owned by a museum 

which has a l a rge  c o l l e c t i o n  spends most of i t s  hours i n  

the caves. They bring i t  out when they show t h e i r  permanent 

c o l l e c t i o n  o r  when combinations of th ings  a r e  shmn.  It i s  

a custodianship of a s o r t ,  but  i t  i s  a l s o  a morgue. This 

p a r t i c u l a r  pa in t ing  i s  q u i t e  f ine .  Knowing t h e  innards of 

h i s  work as  I know them, t h i s  represented him-well. 1 ' m  

glad t h a t  pa in t ing  e x i s t s .  But they wouldn't s e l l  i t  t o  me. 

Riess: Who did she marry? 

Lange: She married a man by the  name of McLaurie, who wasn't  good 

t o  her.  McLaurie l e f t  he r  with two chi ldren .  But a f t e r )  she 

was separated from him she took t h e  name Baldwin, and her  son ' s  

name is  Baldwin Baldwin. You s e e  i t  occasional ly.  He goes 

i n  f o r  a l l  kinds of very spor ty  things.  He was a spoi led  and 

pe tu lan t  young man. I always thought he  had something i n  him, 

but  h i s  mother was r e a l l y  too s o f t  with him. 

Oh, she had a turbulence. She did a l l  kinds of th ings ,  

many t h a t  had t o  do with horse-racing. The Santa Anita r ace t r ack  

is  where t h e  o ld  house was, and named f o r  her. She gave a l l  



Lange: h e r  s t a b l e s  t o  t h e  United S t a t e s  government a f t e r  World War 

I. They made h e r  an honorary colonel  and she had h e r  p o r t r a i t  

pa in ted  i n  uniform! 

That,  anyway, was t h e  second t r i p .  The t h i r d  t r i p  

was i n  1930 o r  1931 when we l ived  i n  Taos, New Mexico, f o r  

e i g h t  months wi th  t h e  two l i t t l e  boys. 

Riess:  This was t h e  f i r s t  time you had taken them? 

Lange: Yes. 

Riess: Did you put  them i n  a school there?  

Lange: No. We l i v e d  i n  a Mexican house on the  edge of a pueblo, o ld  

Taos-s ty le ,  and we stayed t h e r e  way i n t o  the  winter .  This  

was a t  t h e  onse t  of t h e  Depression. We weren ' t  t h e r e  because 

of t h e  Depression but  because Maynard wanted t o  p a i n t  and t h e r e  

was enough money t o  see  us through. The ou t s ide  world was 

f u l l  of unce r t a in ty  and unres t  and t roub le  and we got  i n  

t h a t  c a r  and we went and s tayed  there .  

Riess: He pa in ted  then,  a s  wel l  as  sketching? 

Lange: Yes, t h a t  was a long enough sess ion .  Mab&l Dodge Luhan, t h e  

queen of t h e  ~ o u k h w e ~ t  a t  t h a t  time, who had many houses and 

many homes and s t u d i o s  t h a t  she  gave t o  people--she was married 

t o  Tony/ Luhan, t h e  Pueblo Indian,  and she  was a person of 

n o t o r i e t y ,  p u b l i c i t y ,  fame, a l l  those th ings ,  had w r i t t e n  seve ra l  

books, and she  was a s o r t  of an i n s p i r a t i o n a l  person--she had a 

b ig  s t u d i o  she l e t  Maynard have, although we d i d n ' t  l i v e  i n  it.  



Lange: He went the re  every day t o  pa in t .  And I took care  of t h e  

family. Constance, ~ a y n a r d ' s  daughter,.was wi th  us. We l ived  

the l i f e  t h a t  the  v i s i t i n g  a r t i s t s  l i ved  then  i n  t h a t  l i t t l e  

hamlet. It was a hamlet then. Now it i s  a mecca f o r  t o u r i s t s ,  

e spec ia l ly  vacat ioners  from Texas and Oklahoma. A l l  t he  people 

whb knew bld Taos decry new Taos. 

I 

There I saw f o r  the  f i r s t  time, i n  t h e  beginning of 

winter ,  t h i s  th ing  t h a t  was l i v i n g  by b a r t e r .  Indians ,  

Mexicans, poor whites ,  na t ives ,  a l l  would come t o  t h a t  square 

i n  Taos on Saturday afternoons and bring t h e i r  produce, t h e i r  

red beans and p in to  beans, t h e i r  p ison  nu t s ,  t h e i r  d r i e d  

corn, some weaving, f l o u r ,  eggs, lamb, h ides ,  and the re  they 

bartered.  I remember wel l  a l l  those wagons, and those horses 

with t h e  horse  blankets  over them, and t h e  people a l l  bundled 

up. When it began t o  ge t  dark they would s t i l l  be bar ter ing .  

We used t o  shop the re  too, but  we would buy f o r  money. 

That period i n  Taos was a very good time f o r  me. I 

learned many enriching things.  I don ' t  remember ~ a y n a r d ' s  

output very well .  I don ' t  know how much he  came back with o r  

what i t  was f o r  him, but  I knew he l iked  it. Why did we leave? 

The snow got  very deep. We were l i v i n g  i n  two rooms. I don ' t  

remember t h a t  the  l i v i n g  got  too hard,  but  I remember t h a t  it 

was impossible f o r  Maynard t o  work i n  t h e  b i g  s tud io  i n  winter .  

He used t o  p a i n t  with t h r e e  l aye r s  of c lo thes  and two p a i r  of 



Lange: gloves. We l e f t  i n  deep snow one g l i t t e r i n g  January day, 

not  very experienced d r i v e r s ,  t h e  f i r s t  ones t o  go down t h e  

canyon where i f  we had gone o f f  we would have gone down t o  

the  Rio Grande River. We broke t h a t  t r a i 2 .  That was one 

of t h e  most adventuresome th ings .  I went t o  t h e  Andes l a s t  

summer [Ecuador, 1960, P.S.T], and over t h e  Andes Mountains 

i n t o  t h e  Amazon Basin, but  it wasn't anything l i k e  going 

down from t h a t  p l a t eau  t h a t  Taos is  down t o  Santa Fe, seventy- 

f i v e  miles  i n  deep snow with your l i f e  i n  your hands. A 

b e a u t i f u l  day. I ' l l  never fo rge t  it. 

 here's another  t h i n g  i n  Taos 1'11 always remember. 

' A  man i n  a Ford used t o  d r i v e  by almost every morning. I 

saw t h i s  very sober ,  s e r i o u s  man d r iv ing  with a purpose down 

t h e  road and I wondered who he was. I thought he was an 

a r t i s t ,  bu t  he went by always a t  t he  same time, and a t  t h e  

same time of n ight  he would come back. "Who i s  t h a t  man?" 

It  was Paul  Strand. And it was the  f i r s t  time I had observed 

a person i n  my own t r a d e  who took h i s  work t h a t  way. He had 

p r i v a t e  purposes t h a t  he was pursuing, and he was so  methodical 

and so  i n t e n t  on it t h a t  he looked n e i t h e r  t o  t h e  r i g h t  nor  t h e  

l e f t .  He went down t h a t  road and he came back a t  n ight .  

I ' v e  seen many of t h e  photographs t h a t  he produced then  and 

t h a t  was one of h i s  good periods.  Those photographs a r e  s t i l l  

being used. I always f e e l  t h a t  I know something about them 



Lange: because I remember h i s  going back and fo r th .  I d i d n ' t  know who 

he was, I only thought, "That i s  a se r ious  man. What i s  he 

doing?'' I d i d n ' t  u n t i l  then r e a l l y  know about photographers 

who went o f f  f o r  themselves. A 1 1  t h e  photographers 1 ' d  known 

always were wiQh a l o t  of o t h e r  people, but  somehow t h i s  was 

a lone man, a s o l i t a r y .  La te r  on when I knew Paul Strand i n  

New York he t o l d  me he knew I was there .  But he never spoke 

t o  me. 

Riess: Whatwre you photographing? 

Lange: I did almost nothing. I have t o  h e s i t a t e  before  I say t h a t  I was 

too busy. Maybe I kept myself too busy. But t h a t  th ing  t h a t  

Pual Strand was ab le  t o  do, I wasn ' t  ab le  t o  do. Women r a r e l y  

can, unless  they ' r e  not  l i v i n g  a woman's l i f e .  I don'a know 

whether I was temperamentally s u f f i c i e n t l y  mature a t  t h a t  

time t o  have done it. A t  any r a t e ,  I d i d n ' t  have t h e  chance. 

I photographed once i n  a while  when I could, but  j u s t  a l i t t l e .  

Riess:  The environment? 

Lange: Yes. I photographed some of t h e  a r c h i t e c t u r e ,  t h e  bu i ld ings ,  

but people have done t h a t  much b e t t e r  l iefore and a f t e r  me. 

Riess:  Could you he lp  Maynard i n  h i s  work, recording d e t a i l s ,  by doing 

t h i s  s o r t  of photography? 

Lange: I could be of he lp  t o  Maynard mostly by keeping everyghing 

smooth and being happy and making i t  an enjoyable time and 

tak ing  c a r e  of t h e  t h r e e  chi ldren.  I baked and cooked and 

you know when t h e r e ' s  deep snow on t h e  ground you're  kept 
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Lange: busy. The glaves, the  galoshes, t he  wet clothes--you put  them 

on and you take them of f .  And I used t o  d r ive  him t o  where 

he was working, and dr ive  him back those shor t  winter  days. 

I n  t h e  summer time we had guests  because we had a  b i g  p lace  out 

of town there.  I couldn' t  work then, r ea l ly .  When I say I 

couldn ' t  work...of course, f f  I had s t a t e d  my terms with 

l i f e  I could have, and t o  t h i s  day I would say t h e  same. 

Riess: Did Maynard change i n  t h i s  environment? Could you f e e l  c lose r  

t o  him because t h e  pressures  of l i f e  i n  San Francisco were 

gone i n  t h i s  f r e e ,  open place? 

Lange: Well t o  some degree, yes. He was always able  t o  l i v e  a  simple 

l i f e .  Not a l l  people can. He could, and l iked  i t .  Maynard 

savoured t h e  fundamentals. But remember t h a t  outs ide  t h e  world 

was j u s t  i n  smithereens, economEcally. And we knew we had 

t o  go back fn to  i t  again, not  knowing what was going t o  happen. 

So t h a t  was p resen t ,  even though we had pul led  out of i t  

temporarily. I think t h a t  t h e r e  were i n s e c u r i t i e s  present  

. .  ~ 

~ . . .  . - 

t h a t  i n f l u e n c d h i s  d i r e c t i o n ,  i n  thati i ,perhaps ...... . . h e  . . ... could have 

used t h a t  time t o  more e f f e c t .  I don ' t  remember, r e a l l y ,  what 

we came back with. Perhaps i f  I dug i n t o  my mind I could 

remember. I have t h e  f e e l i n g  now t h a t  i t  was a  good time f o r  us 

i as people, f o r  t h e  l i t t l e  boys, f o r  me, and f o r  Maynard, i t  was 

a  good time, but  I don' t  know t h a t  it was one of h i s  b e s t  

pa in t ing  periods.  I t  could have been. H i s  bes t  pa in t ing  per iod  



Lange: came l a t e r ,  maybe a s  a  r e s u l t  of it. These a r e  very d i f f i c u l t  

th ings  t o  know, o r  remember. 

Riess: But it was a  b e t t e r  time f o r  t h e  family i t s e l f .  

Lange: Yes. Things changed very much f o r  Maynard f o r  t h e  next  year  

o r  two years  because when we came back we were confronted 

immediately wi th  t h e  t e r r o r s  of t h e  Depression a t  t h a t  time. 

Not t h a t  we d i d n ' t  have enough t o  e a t ,  bu t  everyone was s o  

shocked and panicky. No one knew what was ahead. I had pu t  

t h e  boys i n  school.  I thought t h a t  f i n a n c i a l l y  I ' d  b e t t e r .  

Riess: But wasn ' t  boarding school more expensive? 

Lange: Not more expensive than  running a  house and two s tud ios .  

We pu t  t h e  boys i n  a  day school  i n  San Anselmo where they  

had arrangements f o r  boarding pup i l s .  John was only f o u r  and 

Dan was only seven and t h i s  was very,  very hard f o r  me t o  do. 

Even now when I speak of i t  I can f e e l  t h e  pain.  I c a r r y  

these  th ings  i n s i d e ,  and i t  h u r t s  me i n  t h e  same s p o t  t h a t  it 

d id  then.  

We d i d n ' t  r e n t  a  house. I l i v e d  i n  my s t u d i o  and 

Maynard l i v e d  i n  h i s ,  t h r e e  bu i ld ings  away, a t  728  Montgomery 

S t r e e t .  It was a  famous s t u d i o  bu i ld ing ,  j u s t  l a s t  yea r  converted, 

bu t  up t o  l a s t  year  it remained p e r f e c t l y  t h e  same. They took out  

those  b e a u t i f u l  walnut ba lus t rades .  Everybody used t o  s l i d e  

d m  them. Not only chi ldren!  And Maynard was i n  t h i s  most 

famous s t u d i o  of them a l l .  You went up one f l i g h t ,  then  t h e r e  



Lange: was a  long landing,  then up another  f l i g h t ,  and i t  was a t  t h e  

end. That s t u d i o  was f i n e  f o r  him. 

When we came back I l i v e d  a t  802 Montgomery S t r e e t ,  

which was about h a l f  a  block away, on t h e  corner ,  i n  a  bu i ld ing  

which has a l s o  been converted. Addie Kent was on one s i d e  of 

me the re ;  Alber t  Barrows was the re ;  Jacques Schnier  was the re .  

I had t h a t  s t u d i o  before  we went t o  Taos. My b ro the r  ren ted  it 

f o r  me while  I was gone, and he wrote  me a  l e t t e r - - h e  was 

very proud of himself t h a t  he had done t h i s  and i t  would he lp  

ou t - - tha t  he  had ren ted  i t  f o r  t h i r t y - f i v e  d o l l a r s  a  month. 

He thought t h a t  would be a  g r e a t  s u r p r i s e  when we came back 

t o  have t h i s  money. Well, so  i t  was, because when I went i n t o  

t h a t  s tudio--oh,  no 1 ' d  knowbefore  t h a t  because f r i e n d s  had 

s e n t  me t h e  newspaper c l i pp ings - - the  fe l low t o  whom he had 

ren ted  i t ,  some kind of maniac, t r i e d  t o  commit s u i c i d e  the re ,  

unsuccessfu l ly .  He c u t  h i s  t h r o a t  and h i s  wris ts ,  and t h e  

i n d i c a t i o n s  of what he 'd  t r i e d  t o  do were the re .  The p o l i c e  

got him and he  was very  drunk1 and so  on. But it was a l l  

i n  t h e  paper ,  inc luding  my name, and a l s o ,  before  t h i s  fe l low 

d id  t h i s ,  he  had gone on a  rampage w i t h  P rus s i an  b lue  p a i n t ,  and 

t o  t h i s  day I don ' t  l i k e  P rus s i an  b lue  a s  a  co lor .  He had taken  
~- 

i t  and he  had j u s t  daubed whereverjhe ~. . f e l t  l i k e  it. I had a  

p o r t f o l i o  of drawings, o r i g i n a l  drawings, some of them Diego 

Rivera had given me, and t h i s  maniac has  improved on t h e  drawings 



Lange: i n  Pruss ian  blue. Can you imagine an example of vandalism 

worse? I r r ep laceab le  th ings .  I picked up t h a t  p o r t f o l i o  

and I looked through i t  once, and I j u s t  burned i t .  There 

was nothing t h a t  I could salvage.  1 ' m  a  g r e a t  c o l l e c t o r  of 

wonderful odds and ends, of th ings  i n  t h e  graphic a r t s ,  and 

t h i s  was my own l i t t l e  p r i v a t e  co l l ec t ion .  And they went! 



Corner Window 

Lange: Although my mind was over i n  San Anselmo most of t h e  time and 

I d i d n ' t  l i k e  t o  be separa ted  from t h e  ch i ld ren ,  i t  drove me 

t o  work, and I worked then  as I would not have done, I am 

s u r e ,  if I had gone back i n t o  my h a b i t u a l  l i f e .  There i n  my 

s t u d i o  on Montgomery S t r e e t  I was surrounded by evidences 

of t h e  Depression. I was on t h e  corner  where t h e  sun came 

i n  and I remember we l l  s tanding  a t  t h a t  one window and j u s t  

watching t h e  flow of l i f e .  Up from t h e  water f ront  i t  came 

t o  t h a t  p a r t i c u l a r  corner ,  t h a t  junc t ion  of many d i f f e r e n t  

th ings .  There was t h e  f i n a n c i a l  d i s t r i c t  t o  t h e  l e f t ,  China- 

town s t r a i g h t  ahead, and t h e  Barbary Coast and the  I t a l i a n  

town.) The unemployed would d r i f t  up the re ,  would s top ,  and I 

~ o u l d ~ j u s t  s e e  they  d id  not  know where next.  Af t e r  t h a t  t h e  

flow of t h e  channel broke because of t h e  h i l l  ahead. 

The s t u d i o  room was one f l i g h t  up and I looked down as  

long a s  I could and then  one day I s a i d  t o  myself,  "1'd 

b e t t e r  make t h i s  happen," and t h a t  s t a r t e d  me. I made a p r i n t  

and pu t  it on t h e  wa l l  t o  s e e  what r e a c t i o n  I would g e t ,  and I 



Lange: remember we l l  t h e  customers' common r e a c t i o n  was:, "Yes, but  

what a r e  you going t o  do wi th  i t ? "  I hadn ' t  t h e  s l i g h t e s t  

idea.  

Now I have many v i s i t o r s ,  young photographers wi th  

p o r t f o l i o s  under t h e i r  arm, many who I know a r e  confronted 

wi th ,  "What a r e  you going t o  do with i t ? ' '  And remembering 

t h a t ,  I f e e l  j u s t i f i e d  i n  saying,  " ~ o n ' t  l e t  t h a t  ques t ion  

s t o p  you, because ways o f t e n  open t h a t  a r e  unpredic tab le ,  

i f  you pursue i t  f a r  enough. Don't  r e l i n q u i s h  it." Most 

young photographers don ' t  because they want too  quick ly  

t o  make a name f o r  themselves. Things a r e  very  o f t e n  a p t  
- -. 

to  be regarded as  a v e h i c l e  f o r  making a name f o r  yourse l f .  

But t h e  way i t  happened wi th  me, I was compelled t o  photograph 

a s  a d i r e c t  response t o  what was around me. 

I r e a l i z e  t h a t  i n  an account such as  1 ' m  g iv ing ,  

because i t ' s  supposed t o  be h i s t o r y ,  names a r e  kind of welcomed 

and t h e y ' r e  important.  They a r e  t h e  connect ive t i s s u e  between 

one account and another.  And they make a t a p e s t r y  ou t  of 

something t h a t  might j u s t  be a fragment. However, I ' m  s u r e  

t h a t  a c t u a l l y  a r t i s t s  don ' t  in f luence  a r t i s t s ,  un less  t h e y ' r e  

promoters. A r t i s t s  a r e  con t ro l l ed  by t h e  l i f e  t h a t  bea ts  i n  

them, l i k e  t h e  ocean bea ts  i n  on t h e  shore.  They're almost 

pursued; t h e r e  ' s something cons t an t ly  a c t i n g  upbn ,--- -them - from 



Lange: t he  ou t s ide  world t h a t  shapes t h e i r  ex is tence .  But i t  i s n ' t  

o ther  a r t i s t s '  work, o r  o the r  a r t i s t s ;  i t ' s  what belongs t o  

the a r t i s t  a s  a  s o l i t a r y .  So s o  many accounts of a r t i s t s  have 

a  bogus q u a l i t y  t o  me because t h a t  p a r t ' s  l e f t  ou t ,  and only 

t h e i r  s o c i a l  r e l a t i o n s h i p s  a r e  t o l d ,  which i s ,  I th ink , an  

erroneous way of t e l l i n g  it. The s o c i a l  r e l a t i o n s h i p s  sometimes 

b o l s t w  t h e i r  ex i s t ence ,  bu t  a r e  a l s o  something t h a t ' s  apt.: t o  

i n t e r f e r e  w i th  t h e i r  development. I ' v e  seen q u i t e  o f t e n  where 

i t  encroaches and takes  too  much p lace .  

Well, t h a t  window and a  few weeks a t  F a l l e n  Leaf i n  

1934 when I made dec i s ions ,  r e a l l y  got  me going i n  t h e  d i r e c t i o n  

of t h e  kind of photography f o r  which a t  t h e  time t h e r e  was 

no name. They c a l l  i t  "documentary" now, and though i t  i s n ' t  

a  good name, i t  s t i c k s  t o  it. I don ' t  l i k e  i t ,  but  I haven ' t  

been ab le  t o  come up wi th  a  s u b s t i t u t e .  Beaumont Newhall 

plagues me,With t h i s  because he i s  t h e  bes t  photographic 

h i s t o r i a n  we have and he doesn ' t  l i k e  t h e  word "documentary" 

e i t h e r .  He th inks  i t ' s  too l a t e  t o  change it but  maybe we could 

i f  we could come up wi th  t h e  e l u s i v e  r i g h t  one. But t h a t  

was t h e  very beginning of documentary photography. People 

o f t e n  t e l l  me I was t h e  f i r s t  one and of course t h a t ' s  nonsense. 

When you ' re  i n  a  th ing  you f i n d  t h e r e  were people t h e r e  a  

hundred years  ago! But t h e  impulse t h a t  I had d i d n ' t  stem 

from anyone e l s e .  It wasn ' t  t h a t  I f e l t  t h a t  s i n c e  s o  and s o  

\. - - - --: 



Lange: has done t h i s  somewhere e l s e  I could do it here.  I went out 

j u s t  abso lu t e ly  i n  t h e  b l i n d  s taggers .  I had something t o  do. 

And 1 ' v e  r e a l l y  kept  t o  i t  p r e t t y  much without  an i n t e r r u p t i o n .  

Ce r t a in ly  1 ' v e  never been stopped i n  i t  because of l a c k  of 

opportuni ty.  The only th ing  t h a t ' s  kept  me from doing b e t t e r  a t  

it has been t h a t  I d i d n ' t  do a s  we l l  as  I might have. But 

t h e  oppor tun i t i e s  have been many and the re fo re  I f e e l  s a f e  

when I t e l l  t h e  young man wi th  the  p o r t f o l i o  t o  push i t ,  t o  

s t a y  wi th  i t ,  t o  develop it. 

Riess:  Do you th ink  t h a t  i f  you h a d n ' t  been i n  t h i s  l o c a t i o n  a t  t h i s  

time you wouldn't  have done t h e  photography t h a t  you d id?  

Lange: No, a l l  I ' m  say ing  about t h a t  window i s  t h a t  i t  s t a y s  i n  my 

memory because I s e e  i t  and I remember what has happened 

i n  my l i f e  through moments t h a t  I remember v i s u a l l y .  I do say,  

however, t h a t  i f  t h e  boys h a d n ' t  been taken from me by 

c.ircumstances I might have s a i d  t o  myself,  "I would do t h i s ,  

bu t  I can '  t because.. . " as  many women say t o  themselves over 

and over  again,  which i s  one reason why men have t h e  advantage. 

I was dr iven  by t h e  f a c t  t h a t  I was under personal  turmoil  t o  

do something. 

Riess: Did you go t o  F a l l e n  Leaf before  o r  a f t e r  t h i s  beginning? 

Lange: That was a f t e r ;  it was t h e  fol lowing summer. The boys were 

wi th  us ,  and t h e  P a r t r i d g e  twins were wi th  us ,  and we l i v e d  

on Ani ta  ~ a l d w i n ' s  e s t a t e  up t h e r e ,  i n  a  hunt ing lodge across  



Lange: t h e  lake.  She gave it t o  us f o r  t h e  summer, and we had a good 

summer the re .  Absolutely no one was permit ted on t h a t  e s t a t e ,  

no t  a human sou l  but us. You had t o  go through four  ga t e s ,  

and the re  were a l l  kinds of s i g n s  about t r e s p a s s e r s ,  and a l l  

t h i s  bus iness ,  and when you got  i n  it was wonderful. Maynard 

b u i l t  a sweathouse t h e r e  and the  P a r t r i d g e  boys ran  around 

naked a l l  summer--all these  skinny k ids  wi th  r ed  h a i r .  Oh 

boy, we had a f i n e  time. And I s t a r t e d  t o  photograph some of 

t h e  n a t u r a l  forms t h a t  I l i k e d  very  much. I t r i e d  t o  photograph 

t h e  young p ine  t r e e s  t h e r e ,  and I t r i e d  t o  photograph some stumps, 

and I t r i e d  t o  photograph i n  t h e  l a t e  a f te rnoon t h e  way t h e  

sun l igh t  comes through some big-leaved p l a n t s  w i th  a h o r r i b l e  

name, skunk cabbage, wi th  b i g  p a l e  leaves and t h e  a f te rnoon 

sun showing a l l  t h e  veins.  I t r i e d  t o  photograph those  th ings  

because I l i k e d  them, but  I j u s t  cou ldn ' t  do it. And:I t h e n r  

decided t h a t  when I went back t o  t h e  c i t y  I would only photo- 

graph t h e  people t h a t  my l i f e  touched. I discovered t h a t  t h a t  

was my area.  D i f f i c u l t  a s  i t  was, I could f r e e l y  move i n  t h a t  

a r ea ,  whereas I was not  f r e e  when I was t r y i n g  t o  photograph 

those  th ings  which were not  mine. 

Nowadays I am asked o f t e n  t o  p i ck  out "eight  of my 

photographs" which b e s t  r ep re sen t  my work, and no group t h a t  I 

ever  make up r e a l l y  comes c lose  t o  me without t h e  inc lus ion  of 

one of t h e  photographs t h a t  I made i n  t h e  e a r l y  days when I f i r s t  



Lange: got  out  on the  s t r e e t .  There a r e  two t h a t  I made then  t h a t  

appear over and over again, and I ' m  w i l l i n g  t h a t  they should. 

They were made when I was j u s t  gathering my forces and t h a t  

took a l i t t l e  b i t  because I wasn't  accustomed t o  j o s t l i n g  about 

i n  groups of tormented, depressed and angry men, wi th  a camera. 

Now I could do i t  much more e a s i l y  because I ' v e  learned a l o t  . 

about doing i t ,  and I ' v e  confidence i n  people t h a t  they w i l l  

t r u s t  i n  me. 

A t  t h a t  time I was a f r a i d  of what was behind me--not 

i n  f r o n t  of me. And even now, i f  I go i n t o  any p u b l i c  p lace ,  L 

want t o  be where I know what 's behind me. I never want t o  s i t  

i n  t h e  middle of a r e s t au ran t  because 1 ' m  very, very s e n s i t i v e  

about my back. Really i t ' s  my camera I was so  a f r a i d  about. 

I thought someone might grab i t  from t h e  back and t ake  i t  away 

o r  h i t  me, from t h e  back. I was not  always s o  s e n s i t i v e  about 

my back; I became t h a t  way when I worked i n  crowds of people 

wi th  t h e  camera. Curious, i s n ' t  i t ?  

Riess: How about your experience as  a g i r1 , s tepping  over Bowery 

bums. Didn' t  t h a t  s e rve  as  prepara t ion?  

Lange: That helped. I might never have t r i e d  i t  a t  a l l  without  t h a t  

background. You quickly fo rge t  yourse l f  i n  your d e s i r e  t o  do 

something t h a t  needs t o  be done. And people know t h a t  you a r e  

no t  tak ing  anything away from them. 

I assigned myself t h e  t a s k  of photographing t h e  May Day 



Lange: demonstrations a t  Civic  Center. I knew t h e r e  was a g r e a t  dea l  of 

t roub le  abroad, and t h a t  t h e r e  were going t o  be demonstrations 

a t  t he  Civic Center by t h e  unemployed, and I s a i d  t o  myself,  

"I c a n ' t  a f fo rd  (money) t o  do t h i s  and I shou ldn ' t ,  bu t  I want 

to.  But i f  1 ' m  going t o  go and photograph t h i s ,  then 1 ' v e  

got  t o  s e t  l i m i t s  on how much. I ' v e  got t o  photograph i t ,  

develop i t ,  p r i n t  i t ,  ge t  it out  of my sys tem, , in  twenty-four 

hours. I c a n ' t  l e t  i t  s p i l l  over." The f a c t  t h a t  I f e l t  

t h e  need t o  po r t ion  my work means t h a t  i t  must have been 

s p i l l i n g  over and taking more of my time and energy than  I 

could afford.  I photographed those  demonstrations and t h e  

next day they were on t h e  wa l l ,  done and mounted, and those 

p i c t u r e s  a r e  s t i l l  i n  use. That was May Day of 1933. Las t  

year  I made a p o r t f o l i o  which t h e  New York Publ ic  Library 

bought from me, hundreds of photographs t h a t  I made i n  t h e  

Depression years  outs ide  of t h e  government th ings .  I was 

su rp r i sed  when I made the  s e l e c t i o n  and ed i t ed  them o u t ,  how 

many times I went back and go t  out  another  one 1 ' d  made i n  t h a t  

twenty-four hour period. 

. _ - -.- ~- 
. .- 

I a l s o  photographed t h a t  1934 s t r i k e .  I 

remember being up a t  Fa l l en  Leaf and thinking back a t  t h e  

longshore s t r i k e ,  thinking,  "What am I doing up here?" "I 

should be down there." That was the  time when t h e  communists 

were r e c r u i t i n g .  We hea r  very much - s i n c e  t h e  McCarthy days of 



Lange: people who've been p i l l o r i e d  f o r  becoming communists i n  t h a t  

per iod  i n  h i s t o r y .  That was t h e  per iod  when t h a t  was happening. 

I remember people coming t o  where I was l i v i n g  i n  those  yea r s ,  

s t r a n g e r s  who'd make an appointment and come and v i s i t  you and 

broach t h i s  bus iness ,  asking you then  t o  come wi th  them t o  a 

meeting where you would be i n t e r e s t e d  t o  meet so-and-so o r  

so-and-so. 

Riess:  Were t h e s e  p a r t y  meetings, o r  communist f r o n t  organiza t ions?  

Lange: These were p a r t y  meetings. You wouldn't  be t o l d  a t  t h e  f i r s t  

v i s i t  t h a t  they were p a r t y  meetings. You would be somewhat 

f l a t t e r e d  and ca jo le$-and  it was dangled before  you a s  some- 

th ing  t h a t  a person l i k e  you would be i n t e r e s t e d  in.  Of course,  

i' 
having made photographs of t h i s  I would be valuable.,' So I had 

many encounters w i th  t h i s  t h i n g  which has s i n c e  become s o  

f a m i l i a r  and which s o  many people of very good i n t e n t i o n s ,  t h e  

b e s t  i n t e n t i o n s ,  t h e  b e s t  people,  cou ldn ' t  say "no1' to.  And 

t h e  reason I d i d n ' t  go any f u r t h e r  wi th  i t  was because Maynard 

was s o  "leery.'' He was l e s s  s o c i a l l y  moved than I. Maynard 

was a Ca l i fo rn i an  t o  t h e  ex t en t  t h a t  he bel ieved i n  t h e  lynch 

laws. He be l ieved  i n  t ak ing  t h e  law i n  your own hands i f  you 

d i d n ' t  l i k e  it. The days of t h e  v i g i l a n t e s  were s t i l l  very  

a l i v e  t o  him. He r e a l l y  thought it was t h e  way t o  do; I 

d isagreed  wi th  t h i s .  But i n  t h i s  bus iness  of going i n  with 

groups and jo in ing  what wasn't  r e a l l y  c a l l e d  "undercover comunism" 



Lange: a t  a l l ,  I don ' t  remember any p a r t i c u l a r  th ing  he s a i d  but I 

know he dissuaded me. 

Think what would have happened t o  me had I! That was 

very important i n  those years.  I have f r i ends  who did. I n  

f a c t ,  1 ' m  not s u r e  t h a t  it wasn't  t h e  r i g h t  th ing  t o  do i n  

those days. 1 ' m  not su re  t h a t  t h e r e  wasn't  very  much t o  be 

s a i d  f o r  p a r t i c i p a t i n g  i n  groups of people who were ready t o  

take  act ion.  1 t ' s  a b l o t  on the  h i s t o r y  of our country t h a t  

t h a t  t h ing  was so perverted. The f e a r  and the  p a r a l y s i s  t h a t  i t  

h s  caused i s  one of the  worst th ings ,  and I th ink  we a r e  

paying f o r  i t  over and over and over again. 

Riess: What could you v i s u a l i z e  happening t o  these  p i c t u r e s  t h a t  you 

were taking? Did you th ink  of exhib i t ions?  

Lange: No, I never thoughtexhibition-wise. I have t o  fo rce  myself t o  

do i t  now, even. 

P iess :  You were s t i l l  doing p o r t r a i t s  t o  make money, weren't  you? 

Lange: Yes, I was taking  p o r t r a i t s  t o  f inance  t h i s  o the r  work, and t o  

take  ca re  of t h e  boys, o r  r a t h e r  t o  con t r ibu te  toward taking  

ca re  of t h e  boys. Maynard and I d i d n ' t  make any d iv i s ions ,  

but  I did  everything t h a t  I could, and he d id  what he could. 

We never had any kind of reckoning on t h a t ,  but I knew t h a t  

one work had t o  take  ca re  of t h e  o the r  work. And i t  was a kind 

of r e l e a s e  t o  me, I guess, i n  a  way. I don' t  know, though, 

what I thought would happen t o  these  p ic tures .  I remember 



Lange: th inking  along i n  those years  how good i t  would be i f  I could 

g e t  a job and devote myself completely t o  doing t h a t  kind of work 

without t h e  s t r a i n  of t r y i n g  t o  maintain i t  on o t h e r  work, 

l i k e  t h e  p o r t r a i t  bus iness ,  t h e  s t r a i n  of doing two kinds of 

work. 

I guess it wasn ' t  long before  people became i n t e r e s t e d  

i n  t h a t .  By 1935, I th ink ,  I went t o  work doing i t  wholly. I 

was employed as  a t y p i s t  by t h e  s t a t e  r e l i e f  adminis t ra t ion ,  

because then  they  couldn ' t  pu t  me on a s  [ i . e .  had no provis ion  

f o r  me a s ]  a photographer. And I only worked f o r  them photo- 

graphing migratory workers f o r  about s i x  months; a f t e r  t h a t  I 

worked i n t e r m i t t e n t l y  f o r  t h e  f ede ra l  government u n t i l  1945, 

almost only f o r  t h e  f e d e r a l  government; and then  I went t o  t h e  

h o s p i t a l .  The next  n ine  years ,  as  f a r  as  work i s  concerned 

I have almost nothing. 1 t ' s  a blank, because I j u s t  ba re ly  

made i t ,  and s i n c e  then  I have been, I would say  handicapped, 

which I would be anyway because you know you c a n ' t  do q u i t e  as  

much i n  your s i x t i e s  a s  you could i n  your f o r t i e s ,  bu t  1 ' m  more 

handicapped than  j u s t  t h a t .  I have s e r i o u s  l i m i t a t i o n s  hea l th -  

wise,  and t h e r e ' s  no way out  of i t .  

I n  impulses and out look 1 ' v e  not  changed; what has 

changed i s  t h e  a t t i t u d e  of t h e  pub l i c  t o  such e f f o r t s ,  because 

photo-journal ism a rose  i n  those  years .  There was no such th ing  

a s  photo-journal ism before  about 1935. The p i c t u r e  magazines 



Lange: came i n t o  ex i s t ence  then, and c e r t a i n l y  t h a t  i s  a l l i e d  wi th  

documentary photography. And t h e  enormous development of t h e  

camera i n  t h e  hands of amateurs i s  a l l i e d  wi th  it. The medium, 

t h e  i n s t r u m e n t , h s  developed many, many uses ,  and p e o p l e ' s  awareness 

of t h e  power of t h e  v i s u a l  image and t h e  v i s u a l  record i n  many ways 

has been kindled. My labors  i n  t h e  years  we were speaking of were 

j u s t  a t  t h e  beginning of t h i s  g r e a t  b u r s t ,  and I came i n  on t h e  

c r e s t  of t h a t ,  and cont r ibuted  t o  i t  a lso .  

Documentary Photography "Begins1' 

Lange: Survey Graphic wrote and asked me f o r  some of those  photographs 

of t h e  May Day communist demonstrations t o  accompany an a r t i c l e ,  

and I s e n t  them two o r  three .  They p r i n t e d  one, fu l l -page ,  w i th  

t h e i r  own. capt ion  underneath, which was: "Workers of t h e  World, 

unite!" The photograph of a fe l low t a l k i n g  vehemently i n t o  

a microphone; it was a b ig  and r a t h e r  handsome page, w i th  

t h i s  dark f i g u r e ,  h i s  mouth s t r e t c h e d  and open, and t h i s  

capt ion.  It wasn't  my capt ion  and i t ,  of course,  gave t h e  p i c t u r e  

a t u r n  which a good documentary photographer i s  very  punc t i l i ous  

about.. . 
I was j u s t  discovering then  what1 good documentary 



Lange: photography was. There have been a  few , f ; igures  who have made 

c o l l e c t i o n s ,  Lewis W. Hine, and Jacob R i i s  and a  few o the r s ,  bu t  

they d i d n ' t  do documentary photographs. They made photographs 

t h a t  they kept  toge ther .  They were s e r i e s  and sequences. The 

documentary th ing  i s  a  l i t t l e  d i f f e r e n t  because i t ' s  f i l e d  and 

c r o s s - f i l e d  i n  i t s  pure s t a t e ,  and i t ' s  bu t t r e s sed  by w r i t t e n  

ma te r i a l  and by a l l  manner of th ings  which keep i t  u n i f i e d  and 

s o l i d .  I thought I had made a  discovery,  and i n  a  way I had. 

Photo- journal ism d i d n ' t  e x i s t  then,  you see. Now I can s e e  

connections, as  very  o f t e n  happens i n  any f i e l d .  Sometimes 

you hea r  people say,  !'!E was t h e  f i r s t . .  ." f o r g e t t i n g  t h a t  t h e s e  

th ings ,  h i s t o r i c a l l y ,  a r i s e  almost s imultaneously i n  d i f f e r e n t  

secu-of t h e  country,  d i f f e r e n t  p a r t s  of t h e  globe. It  

does seem as  i f  whatever t h e  th ing  i s  t h a t  t h e  world i s  ready 

f o r  next  happens. You t h i n k  you have chosen, your se l f ,  bu t  you 

haven ' t ;  i t ' s  a  p a r t  of your time. 1 ' v e  seen  i t  more than once. 

And i n  t h i s  connection, wi th  t h e  development of what they c a l l  

photo- j ournalism-- 

Riess: L i f e  magazine s t a r t e d  it-- 

Eange: Yes, bu t  what s t a r t e d  L i f e  magazine? L i f e  magazine d i d n ' t  

s t a r t  something. Somebody s t a r t e d  L i f e  magazine. Why d id  

t h a t  person s t a r t  t h a t ?  What was t h e  source  of  t h a t  i dea?  out  

of what s o i l  d id  t h a t  develop? Well, I know a  l i t t l e  about 

i t ,  bu t  t h e  th ing  1 ' d  l i k e  t o  say  now i s  t h a t  ou t  of some at tempts  



Lange: a t  doing documentary photography, photo-journalism began. I 

t h i n k  t h e r e  i s  a connection. Photo-journalism, however, developed 

ve ry  f a s t .  It now e x i s t s  a s  a t o o l  of journalism. 

Riess:  It was something t h a t  could be marketed r i g h t a w a y .  

Lange: Yes. And i t  has gone f a s t .  Documentary photography has not .  

It has  been slow and good examples of it a r e  very few. Mostly 

i t ' s  something t h a t  people love t o  t a l k  about and very few 

do. I don ' t  know i f  it has been taking h o l d , r e a l l y ,  and I 

don ' t  t h ink  i f  i t ' s  n o t  tak ing  hold i t ' s  because i t ' s  been 

proven f u t i l e  o r  no t  successfu l ;  i t ' s  j u s t  s o  d i f f i c u l t  and t h e  

rewards a r e  s p a r s e  because i t  i s  not  i n  demand. Photo-journalism, 

sometimes superb, i s  quicker  and e a s i e r  and ca t ch ie r .  I myself 

f e e l  somewhat of a f a i l u r e  because had I been w i l l i n g  (able?) 

t o  devote myself t o  do what i s  necessary t o  do i n  t h e  way of 

yea r s  of work and e f f o r t  and developing t h a t  f i e l d ,  I might 

have pushed it f u r t h e r ,  a whole l o t  fu r the r .  Often I f e e l  t h i s  

keenly,  t h a t  I might have and d i d n ' t  (couldn't?).  

Riess:  By producing more? 

Lange: Oh, by doing a l l  t h e  th ings  i t  takes  i f  you want t o  do something 

very w e l l  indeed.   hat's damned hard i n  any f i e l d  of endeavor. 

There a r e  people who work a t  it and then t h e r e  a r e  people who 

r e a l l y  do i t ,  and they  a r e  ra re .  I r e a l i z e  more and more what 

i t  t akes  t o  be a r e a l l y  good photographer. You j u s t  go i n  over 

your head, no t  j u s t  up t o  your n+&, -&ich I--you know, we a l l  



Lange: have very good reasons why we don ' t  do things.  I don ' t  know what 

I could have done; I d i d n ' t  do it. 

You know, you th ink  choices a r e  made f o r  you; wel l ,  t h e y ' r e  

made f o r  you because you make them. [ ~ a u g h t e r ]  Only I know. 

And t h e  only reason f o r  mentioning i t  now i s  t h a t  i t  app l i e s  t o  

everyone, and i n  t h e  a r t s  perhaps p a r t i c u l a r l y .  Only t h e  

p r a c t i t i o n e r  knows, because he has t h e  i n s i g h t ,  what i s  poss ib l e ,  

and how he hasn ' t  even approached it. 

Riess:  /What - .  a  burden! Maybe nobody ever l i v e s  up t o  themselves. 
- 

Lange: No, I don' t  th ink  t h a t ' s  t rue .  I th ink  t h a t  I would p u t  i t  

t h a t  t h e r e  a r e  very many people who don ' t  have t h e  conception, 

a n d t h e r e f o r e  they never g e t  beyond it. They a re  r e l i eved  of 

t h e  burdens because they don' t  have t h e  v i s i o n  of t h e  p o s s i b i l i t y .  

The man who has t h e  v i s i o n  of t h e  p o s s i b l i t y  i s  t h e  man who 

could do it. 

Lange: And you th ink  t h a t  most a r t i s t s  have t h i s  v i s i o n  of t h e  p o s s i b i l i t y ?  

Lange: I th ink  many unhappy people a r e  people who have t h e  conception. 

They have enough s t r e t c h  i n  them s o  t h a t  they s e e  what i s  

poss ib le .  That immediately pu t s  i t  t o  them: Yes o r  No. Free ly  

put .  But t h e  o the r s ,  they never see  it. They a r e  innocent and 

they l i v e  e f f o r t l e s s  l i v e s  meeting t h e i r  l i t t l e  t roub les  as  they 

come i n  a  very noble way. / But - t h i s  o t h e r  burden i s n ' t  on them. 

Now i n  my case t h e  t h i n g  i s  t h a t  t h e  business  of u n i t i n g  

t h e  conception of t h e  documentary photograph w i t h  t h e  photograph 



Lange: t h a t  a l s o  c a r r i e s  wi th in  i t  another th ing ,  a  q u a l i t y  t h a t  t h e  

a r t i s t  responds t o ,  i s  t he  only way t o  make a documentary 

photograph. You see  how d i f f i c u l t  t h i s  i s ?  A documentary 

photograph i s  not  a  f a c t u a l  photograph pe r  se .  I t  i s  a  photo- 

graph which c a r r i e s  t h e  f u l l  meaning and s ign i f i cance  of t h e  

episode o r  t he  circumstance o r  t he  s i t u a t i o n  t h a t  can only be 
-- 

revealed--because you c a n ' t  r e a l l y  recapture  i t - -by  t h i s  o the r  

qua l i ty .  Now t h e r e  i s  no r e a l  warfare a t  a l l  between t h e  a r t i s t  

and t h e  documentary photographer. He has t o  be both. But he i s n ' t  

showing--as t h e  a r t i s t  does who works i n  abs t r ac t ion ,  o r  who 

works r a t h e r  more divorced from condi t ions- - jus t  "how he 

f e e l s , "  but  i t  i s  more t h a t  t he  documentary photographer has t o  

say,"what is  it  real ly? ' '  You see  t h a t  t h e r e  i s  a  d i f f e rence .  

That i s  a  very,  very hard job. 1'11 show you a b e a u t i f u l  thing. .  . 
[Returns wi th  an AP Wirephoto of Mrs. P a t r i c e  Lumumba and 

~umumba's s i s t e r  mourning t h e  death of Lumumba, dated probably 

7 th  o r  8 t h  of March 1961.1 1 s n ' t  t h a t  marvelous? Now i f  one 

were documenting t h e  Congo c r i s i s  and one could do it i n  such 

elemental terms, t h a t  would be a  g r e a t  documentary s e r i e s ,  you 

see.  

Riess:  hat's an  amazing photograph because the re  i s  no pe r spec t ive  

depth. 

Lange: Yes. ~ t ' s  a l l  on one plane,  which i s  emotionally c o r r e c t  f o r  t h a t ,  

i n  t h a t  because i t  has no l o c a l  s e t t i n g  i t  speaks t o  you i n  terms 

of everyone's e x p e r i e n c e .  It i s n ' t  encumbered by t h e  l o c a l  



Lange: d e t a i l s .  

Well, I don ' t  know i f  a l l  t h i s  on documentary photo- 

graphy i s  p e r t i n e n t  t o  what we're  doing here ,  but  i f  my reco l -  

l e c t i o n s  and the  development of photography i n  my working yea r s  

i s  p e r t i n e n t ,  t h i s  is. 

I n t o  t h e  F i e l d  

Riess: You began t o  go on f i e l d  t r i p s  wi th  D r .  Paul Taylor i n  1935? 

Lange: Yes. I went on two expedi t ions ,  two s h o r t  f i e l d  t r i p s ,  where i t  

was i n  one case a  three-week job, and i n  another  a  month's 

job, t o  do s p e c i f i c  th ings .  I was on D r .  Tay lo r ' s  crew: he 

had a  crew of people who were working i n  t h e  f i e l d ,  some of 

them s tuden t s ;  I went a s  a  photographer. He arranged t h a t  I 

should be pa id  t o  do it. 1 ' v e  fo rgo t t en  how much i t  was, but  

doing t h a t  l ed  t o  my going i n t o  a  f u l l - t i m e  job. Paul Taylor  

* 
had a  g ran t ,  I th ink  from t h e  s t a t e ,  t o  make t h i s  survey. 

* 
I was F i e l d  Di rec to r  of t h e  Division of Rural Rehab i l i t a t ion ,  

Ca l i fo rn ia  S t a t e  Emergency Rel ie f  Administration. The f i r s t  t r i p  
was t o  Nipomo, i n  February 1935, f o r  t he  pea ha rves t .  This  
was one of t h e  "shorter"  t r i p s .  P.S.T. 



Lange : The second time we went out  i n t o  the  Imper ia l  Val ley 

t h e r e  were s i x  o r  e i g h t  of us. I remember how amused I was t h a t  

we s t a r t e d  a t  s i x  o ' c lock  i n  t h e  morning and he never thought  

t h a t  anybody should have anything t o  e a t .  [ ~ a u g h t e r ]  The f i r s t  

couple of t imes we went out  we went on s h o r t e r  t r i p s ,  long week- 

ends, and t h e r e  we f i r s t  discovered t h a t  t h i s  man d i d n ' t  know 

anything about what people r e q u i r e  i n  t h e  way of food and d r ink  

and lodging--very unimportant t o  him. So we l i v e d  without  i t  

u n t i l  f i n a l l y  we c a l l e d  a h a l t  on him. 

I remember on one of t h e  t r i p s  we went t o  San Luis 

Obispo and somebody who had t o  do wi th  t h e  s t a t e  h e a l t h  board 

[ s t a t e  Div is ion  of Immigration & Housing. P.S.T.] was on t h a t  

t r i p  w i th .us .  We were s i t t i n g  i n  t h e  lobby of t h e  h o t e l  t h e r e  

and Paul  was s tanding  over by t h e  h o t e l  desk, w r i t i n g  and w r i t i n g  

and wr i t i ng ,  and he s tood  t h e r e  f o r  a couple of hours ,  and t h i s  

man kep t  saying t o  me, "You s e e  how methodical he i s ?  See? He 

leaves  nothing t o  chance." Actua l ly ,  what b a u l ' s  r e p o r t  revea led  

wasn ' t  very good f o r  t h i s  fel low.  He was methodical a l l  r i g h t .  

I a l s o  remember i n  t h a t  same hotel--we were on a p e r  diem-- 

a l l  t h e s e  men order ing  d inners  t h a t  c o s t  $1.75. I thought it 

was shee r  se l f - indulgence .  [ l augh te r ]  For $1 you'd g e t  a p r e t t y  

good dinner .  ~ h a t ' l l  g ive  you an i d e a  of how long ago t h i s  was and 

how many changes t h e r e  have been. To work wi th  migratory 
--- - 

l a b o r e r s E d  t-hzn g a - i n t o  a h o t e l  and o rde r  a d inner  t h a t -  c o s t  



Lange: f o r  one person $1.75 was inhuman. 

Riess:  What were t h e  farm l abore r s  g e t t i n g  then? 

Lange: I don ' t  remember, but i t  was very l i t t l e ,  and with those people 

you c a n ' t  f i g u r e  i t  r e a l l y  by t h e  day because the  work is  i r r e g u l a r .  

Sometimes they go i n t o  t h e  f i e l d s  a t  noon because i n  the  morning 

t h e  f i e l d s  a r e  too wet wi th  dew. And sometimes i t ' s  picked by 

t h r e e  o 'c lock.  I n  co t ton  sometimes they ge t  f u l l ,  r egu la r  days, 

but  t he  o t h e r  crop work i s  f u l l  of t w i s t s  and vagaries .  

Riess:  What were t h e  r e s t  on D r .  Taylor ' s  team doing? 

Lange: Well, I have a wretched memory. I j u s t  don ' t  put t hese  th ings  

together .  There was Tom Vasey, a f i e l d  researcher ,  and a s tudent  

of ~ a u l ' s .  I remember him saying,  t he  f i r s t  day we were out  

i n  a car--we'd stopped a t  a gas s ta t ion--Paul  asked the  fe l low 

who put  t h e  gas i n  t h e  c a r  some ques t ion  about t h e  country around-- 

a s  we drove of f  Tom s a i d ,  "He was a good informant." [Laughter] 

I Itwhat language! . - What kind of people a r e  these?  ' ~ e  

was a good informant. "' That r e a l l y  su rp r i sed  me. I knew then  

t h a t  I was with people who were i n  a d i f f e r e n t  world than mine. 

Riess: Yes, where information i s  got ten  from an "informant." 

Lange: There was another man, whose name s l i p s  me a t  the  moment, who 

had a s i m i l a r  ro l e .  And t h e r e  was a young Mexican woman, who 

l ived  i n  San Bernardino, who was t h e r e  because we were working 

with many Mexicans, e s p e c i a l l y  i n  Imper ia l ,  and she  went down by 

h e r s e l f  t o  make interviews wi th  t h e  f i e l d  workers. She went o f f  



Lange: i n  t h e  morning and came back a t  n igh t ,  and she was a  wonderful 

c rea ture .  

Riess:  Did you go wi th  her  t o  photograph? 

Lange: I never went wi th  he r ,  because she  worked i n  a  very c l o s e  and 

in t ima te  r e l a t i onsh ip .  She d i d n ' t  speak of "informants." 

I t h i n k  what she came out with a t  t h e  end was L i f e - h i s t o r i e s .  

She got  a  l o t  of them from t h e  women, because t h e  men were working. 

Now, of course,  t h e  s u b j e c t  faces  me again,  wi th  t h i s  

very g r e a t  r e v i v a l  of i n t e r e s t  i n  a g r i c u l t u r a l  l abor ,  migratory 

labor .  The new element i n  t h e  p i c t u r e  now i s  labor  organiza t ion .  

Oh, we had i t  then and I d e a l t  i n  i t ,  but  i t  was very p a t h e t i c ,  

weak, and spasmodic and dying. And i t  s t i l l  is ,  r e a l l y ,  except  

the! A F O ~ L  -~10 :has  now entered  i n t o  i t  and i f  they s e e  i t  through 

t o  organize t h e  workers, t h a t  w i l l  be t h e  f i r s t  change i n  t h e  

s t a t u s  of t h e s e  people s i n c e  I stopped working i n  it. Any 

improvements t h a t  a r e  i n  i t  a r e  improvements t h a t  came through 

our e f f o r t s .  

Riess:  Housing. 

Lange: Yes, camps, which have gone through a l l  kinds of s t ages  of 

neg lec t  and r e v i v a l  and s o  on. But t h a t  was i n i t i a t e g  then,  and 
1 .  * 

most of i t  d i d n ' t  s t i c k .  But s e r ious  organiza t ion  belongs t o  

*l. Ref. t o  '!Perspective on Housing of Migratory 
Agr i cu l tu ra l  Labor ," by P. S. Taylor ,  i n  Land Economics. 

2. F i r s t  two p r o j e c t  books by D.L. and P.S.T. a r e  i n  t he  
Library  of Congress. Third book i n  t h e  Oakland Museum Dorothea 
Lange Col lec t ion .  



Lange: l a s t  year  and, I hope, t h i s .  

1 ' m  very much concerned with i t ,  and 'if I could I 

would ge t  r e a l l y  involved i n  it.  I th ink  I spoke of t h i s  

before. A t  any r a t e ,  I ' v e  been th inking  about i t  l o t s ,  and 

what I ' m  going t o  do, i f  t he  AFofL w i l l  pay f o r  i t ,  i s  t o ,  

myself,  organize and r e c r u i t  t he  people t o  go i n  and photo- 

graph i t ,  because i t  h a s n ' t  been done, a s  f a r  as  I know. There 's  

been no v i s u a l  record of organiztng from t h e  bottom and see ing  

i t  through. My, , I  can j u s t  imagine t h e  thousands of d o l l a r s  

t he  Rockefel ler  Foundation and t h e  Ford Foundation w i l l  g ive  

twenty years  from now t o  Ph.D.s t o  do research,  when here  i s  

the  ma te r i a l .  Here we're a t  g r i p s  wi th  i t  and we a r e  no t  

accomplishing t h e  source ma te r i a l  f o r  l ack  of a few d o l l a r s ,  

and maybe f o r  l ack  of a few people who w i l l  g e t  t oge the r  and 

see  t o  i t  t h a t  i t  i s  done. I would do tha t .  I could.  here's 

one photographer ~ ' m  underwriting, j u s t  t o  make su re ,  personal ly .  

What I d id  i n  t h a t  was underwri t ten by t h e  United S t a t e s  govern- 

ment, and 1'11 j u s t  pass  i t  on, i n  a very  small  way. 

Riess: I d id  s e e  some good photographs of workers and condi t ions  i n  

t h e  Imper ia l  Valley on a p o s t e r  recent ly .  Apparently somebody 

has been i n t e r e s t e d .  

Lange: 1 ' v e  seen  q u i t e  a few t h a t  people have mad0. You know, i t ' s  a 

s u b j e c t  t h a t  of course i s  not  t oo  d i f f i c u l t ,  and i t  has a very,  

very g r e a t  hold on people because i t ' s  simple drama. 



Riess: It i s  not  d i f f i c u l t  t o  photograph? 

Lange: Everything i s  d i f f i c u l t  t o  ,photograph well .  

But people g e t  involved i n  it. The th ings  t h a t  a r e  

easy t o  photograph a r e  t h e  th ings  t h a t  people g e t  very much 

involved in .  Then they can photograph them. But what s u r p r i s e s  

me i s  t h a t  when they  p re sen t  t h i s  s t o r y  of a g r i c u l t u r a l  l abo r ,  

people don ' t  r e a l l y  s e e  t h e  b i g  s t o r y  which i s  behind i t ,  which 

i s  t h e  s t o r y  of our  n a t u r a l  resources.  That i s  t h e  r e a l  s t o r y  

of a g r i c u l t u r a l  l abor ,  and they  w i l l  photograph t h e  condit ions 

but  they don ' t  go behind and p u t  them i n  t h e i r  r i g h t  place.  

  hat's where t h e  documentary job has  go t  t o  be done, t o  show, 

f o r  i n s t ance ,  what we i n  C a l i f o r n i a  have done i n  pass ing  t h e  water  

b i l l .  The same people who v o t e  f o r  those  water  bonds w i l l  

then go down and deplore  and c o l l e c t  c lo th ing  and a t t end  meetings, 

wi th  t h e  b e s t  w i l l  i n  t h e  world, bu t  no t  much head. That p a r t  

i s n ' t  so  easy. 

I ' v e  f o r g o t t e n  t o  mention t h a t  we a l s o  d id  t h e  s e l f -  

help co-ops, t h e  UXA [ ~ n e m ~ l j o ~ e d ~ x c h a n g e  Associat ion]  cooperat ives .  

It was t h e  b a r t e r  movement, when people were t r y i n g  t o  exchange 

goods and s e r v i c e s  wi thout  cash. 

(That was t h e  t ime t h a t  Clark Kerr was working on h i s  

doc to ra t e  on t h a t  sub jec t .  [Product ive En te rp r i s e s  of t h e  

Unemployed, Clark  Kerr,  Ph.D. Thes is ,  Univers i ty  of C a l i f o r n i a  

a t  Berkeley, 1949, four  volumes, 1268 pages.] He took h i s  



Lange: doc to ra t e  under Paul  and was a t  our  house a l o t  and I remember 

t h a t  he f i n i s h e d  t h a t  t hes i s - - a  year  o r  so  la te r - -and  i t  was 

a p i l e  s o  h igh  [ f o u r  t h i c k  volumes h igh  p e r  copy] a t  our back 

door. It would have f i l l e d  a b i g  car ton.  It was a b i g  job. 

And he d id  it on s e l f - h e l p  co-ops of which t h i s  b a r t e r  movement 

was p a r t . )  

We went up i n t o  t h e  country above Orov i l l e  where a group 

of t h e s e  b a r t e r  people had a p l ace  up i n  t h e  f o o t h i l l s  where 

they l i v e d  and were running a sawmill. The dream was t h a t  t h e  

sawmill would support  those people and would support  a l o t  of them 

down i n  Oakland who would i n  exchange send up th ings  they needed, 

and so  on. This  has  been t r i e d  many times when people a r e  r e a l l y  

up a g a i n s t  it. This  was a most heart-breaking e f f o r t .  

I remember t h a t  whole business  of being up t h e r e  as  

something very  sad and dreary  and doomed. 

Riess:  Did t h e  people themselves f e e l  t h a t  then? 

Lange: No, t h a t  was t h e  worst. You know, t h e r e  always a r e  a few 

e n t h u s i a s t i c  s o u l s  i n  such th ings  who ca r ry  t h e  o t h e r s  along 

wi th  them i n  s p i t e  of everything t h a t  goes wrong: Yet they 

. - . . . . - 
were so (  very  muck on the  bottom t h a t  they lacked everything t o  

do with.  There was nothing t o  hand. It was a l l  i n  t h e  hope, and 

i n  t h e  glimmer of a p o s s i b i l i t y  of success.  I n  t h e  meanwhile 

t h e r e  wasn ' t  t o o  much t o  e a t  and what t h e r e  was was o ld  c a r r o t s  

and tu rn ips .  Not enough o i l  t o  run  t h e  engine, no t  enough sh ing le s  



Lange: for the roof, not enough of anything excepting courage on the 

part of a few. It was a sad thing, that was. But we photographed 

that. I have some of those photographs. I didn' t do it very 

well. I could do it now, but I went up there thinking I could 

photograph something that would help them and get more people 

interested. I did it optimistically, you see, and I didn't 

know enough at that time. I did it the way a photo-journalist 

would if he had an ax to grind. I didn't realize what I do now, 

Had I, 1'd have a real document, a real record. But I have none 

because I didn't really see it. 

I remember Paul sitting there in their community houser- 

an abandoned sawinill, so it had that atmosphere--interviewing 

and speaking to these people. I had never heard a social scientist 

conduct an interview. I knew about people going and asking 

questions and filling in questionnaires, but an interview I 

had never heard. And I was very interested in the way in which 

he got the broad answers to questions without people really 

realizing how much they were telling him. Everybody else went 

to bed while he was still sitting there in that cold, miserable 

place talking with those people. They didn't know they were being 

interviewed, although he wrote and wrote. He always writes when 

he interviews. 

Riess: You in your photography and he in his interviewing found people eager 

to talk? 



Lange: Oh, don't you think that most people are eager to talk, really? 

If people are talking about themselves and their own experience 

and their own involvement, they are eager to talk. If they're 

talking about the other fellow, they're ready to go to bed. 

[~aughter] No, getting people to talk is no problem, as you must 

* 
know very well, but keeping them on the track, that's different. 

. . . . . . . , ., . , . . . , . . . - . . . , . - . . . . . 

Photography for the Government 

Farm Security Administration 

Lange: I am told that the Farm Security Administration photographic 

division existed because of a report I had done when I worked 

* 
I first saw D.L.'s work in 1934 in Willard van ~yke's 

exhibition at 683 Brockhurst, Oakland. Through Willard, by telephone, 
I arranged that her photographs should illustrate my article in the 
Survey Graphic on San Francisco and the general strike. 

The expedition of the UXA sawmill was the first time that I 
met D.L. in person. The party was arranged through van Dyke, and 
included Imogen Cunningham, Mary Jeanette Edwards, Preston Holder, 
and myself. My own interest was in encouraging the photographing 
of a social phenomenon; the interest of the others was in finding 
opportunity to photograph people in social situations without fear 
that their motives would be misunderstood and their approaches resisted. 

A photographic exhibition was developed from this expedition, 
was exhibited in Haviland Hall (UCB) and is in the archives of The 
Bancroft Library. 

Following his exhibition of D.L.'s photographs at 683 Brockhurst, 
and their common experience in photographing the UXA, van Dyke wrote 
an article remarkable for its insight at this early date in evaluating 
D.L. as a photographer. (The Photographs of Dorothea Lange, Camera 
Craft, V. 41, no. 10: 461-467, October 1934.) P.S.T. 



Lange: f o r  t h e  s t a t e  r e l i e f  adminis t ra t ion .  When my r e p o r t  went t o  

Washington t o  be used i t  was seen  by someone and, a s  a r e s u l t ,  

t he  whole Farm Secur i ty  Administrat ion photographic team was 

* 
es tab l i shed .  It was a l l  based on t h i s  r epo r t  I did.  

Riess:  What was t h e  r e p o r t ,  and who saw i t ?  

Lange: Well, a c t u a l l y  t h e r e  were two r epor t s :  one was on r u r a l  slum 

housing and one was on migratory labor .  The one on migratory 

labor  was done t o  t r y  t o  g e t  money t o  e s t a b l i s h  camps which 

would have rudimentary f a c i l i t i e s  and supervis ion.  

Riess:  These would be f e d e r a l  camps? 

Lange: Camps wi th  f e d e r a l  money. That is ,  a t  f i r s t , t h e  i d e a  was no t  f e d e r a l  

'"Thus while  Dorothea Lange was t h e  f i r s t  person t o  
photograph t h e  migratory workers, and while  John Steinbeck was 
t h e  f i r s t  n o v e l i s t  of importance t o  w r i t e  about t h e  migratory 
workers, and whi le  I was t h e  f i r s t  movie man to\ make a p i c t u r e  \ 
about t h e  drought,  t h e r e  was no correspondence o r  even conversa t ion  
among any of t h e  t h r e e  of u s  i n  t hose  f i r s t  years  of work... 

"It is f o r t u n a t e  f o r  a l l  concerned t h a t  by chance Roy S t ryke r  
was brought from Columbia Univers i ty  i n  1933 by Rex Tugwell t o  
w r i t e  a h i s t o r y  of ~e+Eflement. I n s t e a d  of w r i t i n g  a h i s t o r y ,  
he very  i n t e l l i g e n t l y  s e t  up a photographic d i v i s i o n  t o  do h i s  
r epo r t ing  f o r  him, and f i r s t  crack out  of t h e  b lue ,  he rece ived  a 
p o r t f o l i o  of s t i l l  p i c t u r e s  from Lange, r epo r t ing  a l l  t oo  s t a r k l y  
t h e  r a t t l e - t r a p  jaloplie< t h e  t e n t  v i l l a g e s ,  and t h e  dazed f aces  
of t he  Texans and Oklahomans i n  t h e  vanguard of t h e  now famous 
migration.:  DOROTHEA LANGE: Camera wi th  a Purpose. P i c t u r e s  by 
Dorothea Lange, t e x t  by Pare Lorenz. U.S. Camera 1941, Volume 1 
"AMERICA1' Edi ted by T.J. Maloney, P i c t u r e s  judged by Edward Steichen.  
Pages 94, 95. 

See a l s o  FSA HISTORY. In t e rv i ew wi th  Roy St ryker .  Autumn 
1952. Held i n  apartment of John Vachon, p a r t i c i p a t e d  i n  by s e v e r a l  
photographers who had served on ~ t r y k e r ' s  s t a f f .  Typed record. 
Horne & Sha l l ,  Inc .  15 Eas t  41s t  S t r e e t ,  New York 17 N.Y. 80 pages. 
(Oakland Museum) 



Lange: camps, bu t  camps wi th  f e d e r a l  money t h a t  l a t e r  became f e d e r a l  

camps. That r e p o r t  got  t h e  f i rs t$2f)Oy000 t o  e s t a b l i s h  those  

camps. 

Riess :  A p i c t u r e  r epo r t .  

Lange: Yes, and t h a t  i d e a  j u s t  went l i k e  wi ld f i r e .  It seemed as  

though t h i s  f i e l d  had been j u s t  wai t ing.  Rex Tugwell go t  Roy 

S t ryke r  from Columbia Univers i ty  ( they had been col leagues a t  

Columbia) and t o l d  him t o  come t o  Washington t o  make a graphic 

h i s t o r y  of American economic growth. 

Riess :  Was it Tugwell who saw t h e  r e p o r t  and got  t h ings  moving? 

Lange: Exact ly t h e  channel,  from whom t o  whom, I d o n ' t  know. Ce r t a in ly  

Tugwell was important because he  was t h e  admin i s t r a to r  f o r  t h e  

Reset t lement  Administrat ion,  which became t h e  Farm Secur i ty  

Administrat ion.  

Well, t h a t  Farm Secur i ty  Administrat ion under Roy S t ryke r  

was a very  unusual thing. Now i t ' s  r e a l l y  famous and becoming 

more s o  a l l  t h e  time. It amuses me, r e a l l y ,  because I have watched 

a legend--you're t oo  young t o  have watched a legend grow--1've 

watched t h a t  legend grow and i t ' s  now become a ful l -blown legend. 

Riess: Makes you f e e l  l i k e  a legendary f igu re?  

Lange: Not I s o  much, b u t  S t ryker .  ~ h e y ' r e  going t o  have a monument t o  

him one of t h e s e  days, i n  bronze! I read a l l  t he se  h i s t o r i e s  of 

t h e  photographic s ec t ion ,  and memories of t h e  a c t u a l  t h ing  

t h a t  i t  was then ,  and t h e  way t h e  p a r t i c i p a n t s  i n  i t  th ink  it was!... 



Lange: i t ' s  very  funny. Anyway, they used my repor t  on migratory labor ,  

as  an example of t h e  kind of t h i n g  they  were t a l k i n g  about,  t o  g e t  

t h e  s e c t i o n  budgeted. That was a  way of g e t t i n g  i t  done t h a t  

occurred t o  them, I th ink ,  i n  a  subway i n  New York. And t h e  

way th ings  went i n  t h a t  New Deal t ime, two weeks l a t e r  it was 

e s t ab l i shed  and was c a l l e d  t h e  h i s t o r i c a l  s e c t i o n  of t h e  

Resettlement Administration. [ ~ n  l a t e r  r e v i s i o n  Dorothea Lange 

s a i d ,  "This s e c t i o n  i s  i r r e s p o n s i b l e  and needs t o  be res ta ted ." ]  

Riess:  I read t h a t  one of t he  reasons f o r  s e t t i n g  up t h i s  s e c t i o n  was 

t h e i r  convic t ion  t h a t  t he  p re s s  couldn ' t  be depended on f o r  

proper  and s u f f i c i e n t  coverage of t h e  admin i s t r a t i on ' s  work. 

Lange: Well, t h a t  was one of t h e  reasons t h a t  they gave t o  Congress, 

t o  g e t  t h e i r  money. The i r  r e a l  reasons were a  l i t t l e  d i f f e r e n t .  

S t ryke r  was a  very  good fe l low f o r  fending of f  Congress and 

p r o t e c t i n g  t h e  s e c t i o n  and s t a f f  from t h e  wrath of people who s a i d  

t h a t  i n  t hese  t imes t h i s  was no way t o  spend money. But they  

had loads and loads of reasons. 

Actual ly,  during those  years  those  photographs were very 

* 
l i t t l e  used. The th ing  t h a t  r e a l l y  f a s c i n a t e s  me i s  t o  s e e  

how i n  t h e  passage of time t h e  v a l i d i t y  of t h a t  f i l e  becomes 

more and more apparent.  I t s  r e a l  va lue  we had hunches of a t  t h e  

* 
" L i t t l e  used?") Gee whiz!" P.S.T. 



Lange: time; t o  j u s t i f y  it while we were doing i t ,  St ryker  used t o  

t r y  t o  make those photographs p r a c t i c a l ,  ge t  them i n t o  news- 

papersand magazines and s o  on, but  he  wasn't  good a t  it. And 

as  t h e  th ing  grew, it became a very expensive business.  It 

wasn't  i n  t h e  beginning, but  as  th ings  go i n  Washington, t h e  - 

budget became big. While it was a small s ec t ion ,  s t i l l  they had 

a p r e t t y  good l a b  going and they had a l a b  man and they got t h i s  

and they got  t h a t ,  and a l o t  of f i l e  c le rks .  Paul  Vanderbi l t  

was t h e  fe l low who put  t h e  f i l e s  i n  order.  Thank God f o r  him! 

But while  i t  grew, t h e  use  of i t  was something t h a t  we a l l  hmd 

(a t  l e a s t  I had) some qualms about. S t ryker ,  however, s tuck  

by t h a t  i d e a  i n  i t s  broadest  sense  and he found ways of defending 

it. 

One hard time we had was t h e  time when they discovered 

t h a t  one of t h e  photographers had moved a s k u l l  'and t h a t  opened 

t h e  whole th ing  up i n  Congress. What was t h i s  t h a t  was going 

on? Why were these  people running around t h e  country taking 

p i c t u r e s ?  And what was t h i s  business  of cont r iv ing  s i t u a t i o n s  

i n  o rde r  t o  s u i t  propaganda purposes? And t h a t  was q u i t e  a 

thing.  People laugh a t  i t  now. We laugh a t  it  when we g e t  

toge ther ,  bu t  i t  wasn ' t  funny then. 

Roy was good a t  t h a t  job. (Later on, he moved t o  Standard 

O i l  and he go t  a tremendous job, t h e  same s o r t  of task . )  ~ e ' d  

s i t  a t  t h e  desk (FSA) and he 'd p o i n t  down t h e  co r r ido r  and 



Lange: "they" were a l l  h i s  enemies. He was guardian a t  t h e  ga te .  He was 

t h e  defender of t h e  f i l e s ,  inviolab$e;and they were locked up a t  

night .  I t  was a holy crusade. The te lephone would r i n g  i n  

h i s  of f ice- -he  had t h r e e  o r  four  telephones--he'd p ick  it up and 

say,  "Stryker  speaking!" And he was j u s t  ready f o r  whoever it 

was- [ l augh te r ] ,  any congressman o r  someone wanting t o  come i n  

and s e e  what they had on h i s  s t a t e  of Arkansas o r  someplace. 

What was always t h e  ha rdes t  was t o  fend o f f  t h e  p r o j e c t s .  

They t r i e d  t o  g e t  us t o  photograph t h e s e  p r o j e c t s  of t h e  

Resettlement Administrat ion t h a t  were being e s t ab l i shed  a l l  

over t h e  country. That c e r t a i n l y  seemed l i k e  a very  reasonable 

th ing ,  s i n c e  we were on t h e  road anyway. But t o  photograph t h e  

p r o j e c t s  you could do nothing e l s e  and t h e  photographs were most 

o f t e n  u s e l e s s  because t h e  p r o j e c t s  were going up. They weren ' t  

i n  t h e i r  f u l l  swing and they weren ' t  funct ioning.  You'd be 

photographing t h e  h a l f - b u i l t  bu i ld ings  a l l  t h e  time, w i th  t h e  

p r o j e c t  manager and a l l  h i s  s t a f f  s tanding  t h e r e  looking a t  t h e  

camera, you know. And t h e  p r o j e c t  manager would g e t  hold of 

you as  you came up and he would have i t  a l l  limed up, a l l  t h e  

th ings  t h a t  t o  him were v i t a1 ;bu t  they weren ' t  v i t a l  i n  t h e  sense  

of what were t h e  r e a l  underpinnings. 

We-used-to g e t  l e t t e r s  from t r y k e r  saying,  "For ~ o d ' s  
- -- b 

sake,  when you're  i n  Ohio s top  a t  l e a s t  a t  such and such a 

p ro j ec t .  The fe l low i s  a l l  r i g h t .  Handle him as  we l l  a s  you 



Lange: can, and spend a  day a t  it. we've got  t o  keep him h i e t . "  So 

we would do t h a t .  It seemed a t  t h e  time high-handed, b u t  i t  was 

r i g h t  t h a t  we shouldn ' t  because t h e  record s tanding  t h e r e  i n  

t h e  Library  of Congress would have been nothing bu t  f i l e s  and 

f i l e s  of p r o j e c t s .  Nothing i s  worse. 

Riess :  Were you out  on your own, o r  d id  t h e  photographers t r a v e l  as  

a  team? 

Lange: It var ied .  Not a  team out  of Washington, bu t  you'd p i ck  them 

up on t h e  road. Sometimes i f  you needed he lp ,  i f  you got  

l o s t - - I  don ' t  mean geographical?ylost--you went t o  t h e  reg ional  

o f f i c e ,  and someone who understood t h e  condi t ions  i n  t h e  a r ea  

would go wi th  you f o r  t h r e e  o r  f o u r  days and always would 

l i k e  t o  go. O r  you'd p i ck  up a  s t a t e  c a r  and d r i v e r .  Sometimes 

1 ' d  have a  t y p i s t - s t e n o  wi th  me i f  I wanted t o  g e t  a  l o t  of 

no tes ,  f o r  a  few days.  hat's t h e  kind of thing.  It was on 

and o f f .  

Riess:  P a r t  of your job was g e t t i n g  the  notes?  

Lange: Always. You were r e spons ib l e  f o r  t h a t ,  no mat te r  how you got  

them. 

Riess: And you s tud ied  t h e  condi t ions  yourse l f  beforehand through r e p o r t s ?  

You might, f o r  i n s t ance ,  be loca t ed  he re  i n  C a l i f o r n i a ,  r ece ive  an 

assignment i n  some o the r  a r ea ,  t hen  do a  l o t  of reading before  

s e t t i n g  out?  

Lange: Well, t h a t  i s n ' t  r e a l l y  t h e  way I did  i t  ac tua l ly .  Mostly i f  



Lange: I had reading t o  do I would do i t  i n  t h e  area.  I couldn ' t  

r e t a i n  i t  otherwise. But t h e  con t r ad ic t ion  was t h a t  t h e  reading 

t h a t  was .most f r u i t f u l  and t h e  bes t  was t h e  reading t h a t  I 

d id  a f t e r  I had been. there .  That worked much b e t t e r  t h a t  doing 

t h e  reading before.  

1 t ' s  a somewhat ques t ionable  t h ing  t o  read  ahead of time 

i n  a s i t u a t i o n  l i k e  t h a t ,  because then  you ' re  no t  going under 

your own power. It i s  o f t e n  very i n t e r e s t i n g  t o  f i n d  out  l a t e r  

how r i g h t  your i n s t i n c t s  were i f  you followed a l l  t he  inf luences  

t h a t  were brought t o  bear  on you while  you were working i n  a 

region. I c a n ' t  j u s t  now give  you an example, bu t  it d i d  happen 

more than  once t h a t  we unearkhed and discovered what had been 

e i t h e r ,  neglec ted ,  o r  no t  known, i n  va r ious  p a r t s  of t h e  country, 

th ings  t h a t  no one e l s e  seemed t o  have observed i n  p a r t i c u l a r ,  

y e t  t h ings  t h a t  were too  important no t  t o  make a p o i n t  of .  

Riess:  For  ins tance ,  people being taken u n f a i r  advantage o f?  

Lange: Things t h a t  weren ' t  working. 

Riess :  Administrat ion th ings  t h a t  weren ' t  working? 

Lange: During those  years  farm mechanization was j u s t  s t a r t i n g ,  and 

i t  was no t  a ma t t e r  of genera l  pub l i c  knowledge t h a t  i t  was 

s t a r t i n g .  The ex tens ion  of b i g  farming was happening i n  those 

years .  It doesn ' t  seem poss ib l e ,  but  very few people knew it. 

Riess :  Not even t h e  ones who were being h u r t ?  

Lange: They were v o i c e l e s s ,  you see ,  and we were t h e  people who met 



Lange: them. 

The inz lux  i n t o  C a l i f o r n i a  a f t e r  t he  dus t  storms of 

Apri l  1934, I made t h e  f i r s t  r e p o r t  on. The f i r s t  wave of those  

people a r r ived  i n  southern Ca l i fo rn ia  on a  weekend. It was as 

sharp and sudden a s  t h a t  when I was there .  

Riess:  Not j u s t  a  t r i c k l i n g  of people. 

Lange: Enough s o  t h a t  i t  was not iceable .  And we s a i d ,  "What i s  t h i s ?  

What i s  th i s?"  And from t h a t  time on i t  came l i k e  a  deluge. 

But t h a t  Sunday i n  Apr i l  of 1935 was a  Sunday t h a t  I wel l  

remember because no one not iced  what was happening, no one 

recognized it. A month l a t e r  they were t r y i n g  t o  c lose  t h e  

border.  There were so  many t h a t  they were t a l k i n g  about i t ,  

but  they never d id  r e a l l y  c lose  t h e  border ,  though they stopped 

everybody. That was t h e  b i g  a g i t a t i o n  then. Should they,  

o r  should they ho t  l e t  them in?  Well, t h a t ' s  t h e  atmosphere of 

t h e  work of those days, and you can s e e  why I f e e l  r e s t i v e  when 

i I s e e  what i s  goling on i n  t h e  f i e l d  now, he re  i n  Ca l i fo rn ia ,  

which means t h a t  those  people w i l l  be o r  w i l l  no t  be organized. 

And i t  i s n ' t  t h a t  I'm not  doing it t h a t  makes me r e s t i v e  s o  

much a s  t h a t  t h e r e  i s  no provis ion  made anywhere f o r  anyone t o  

record t h i s  i n  photographs. There h a s n ' t  been a  b ig  photographic 

p r o j e c t  s i n c e  t h i s  one t h a t  we're t a l k i n g  about. 

Riess:  I t ' s  s t range .  Things usua l ly  progress .  This  j u s t  stopped. 

Lange: No young photographers have had t h e  t r a i n i n g  and t h e  educat ion and 



Lange: t he  experience t h a t  we had. That whole team a r e  a l l  people who have 

been ab le  t o  . w e  i t  very  wel l .  And they a r e  s t i l l  the, top  i n  
. . 

the f i e l d .  E a t ' s  deplorable.  The younger people should have 
I _ i  

had the  same chance t h a t  we did. Somewhere some p r o j e c t  should 

take on t e n  American photographers and put  them t o  work on . 
* 

something. .And nobody is doing i t .  The Ford Foundation i s  

j u s t  shovel ing out  money f o r  a l l  kinds of th ings  t h a t  a r e  on 

the  edges. But t h i s  is  r i g h t  i n  t h e  middle! And nothing i s  

being done t o  record t h i s  h i s t o r y  of farm labor  organizat ion.  

Riess: Af ter  your marriage t o  D r .  Taylor [December 19351, d id  you and he 

t r a v e l  toge ther  on f i e l d  and phofographing t r i p s ?  

Lange: The f i r s t  f i v e  years ,  u n t i l  t h e  war in t e r rup ted ,  he went on 

some of t h e  b ig  f i e l d  t r i p s  wi th  me. He had assignments where 

the  regions were p a r a l l e l  so  we were together  a l o t  of t h e  time. 

It wasn' t  t h a t  he was wi th  me a l l  of t he  time. ~ e ' d  be wi th  

me maybe a month and then he had t o  go back t o  Washington and 

he  would r e j o i n  me i n  the  summers. And a good deal  of t h e  

d i s c i p l i n e  t h a t  I needed i n  order  t o  ge t  hold of such an 

assignment--some of them had a very broad base--he gave me on 

those t r i p s .  So I never q u i t e  d id  what some of t h e  photographers 

on t h a t  job, some of the  b e s t  ones--I say  b e s t  because what 

came out  of i t  a t  t he  end was decidedly important--did, t h e  

* 
This r e f e r s  t o  P ro jec t  One. See Appendix. 



Lange: haphazard shooting. I learned a good dea l  from Paul about being 

a s o c i a l  observer.  

Riess: I wanted t o  ask you about haphazard shooting,  and p a r t i c u l a r l y  

i n  t h e  s i t u a t i o n  of t h e  FSA team. Why do photographers t ake  

so  many pictuSes of t he  samesubject i n s t ead  of p inpoin t ing  what 

i t  i s  they want t o  show and t e l l  i n  a few sho t s?  

Lange: 1 t ' s  h ighly  des i r ab le  t o  make more than  one sho t  on t h e  same 

subjec t .  There i s n ' t  always time. I n  f a c t ,  t h e r e  i s  r a r e l y  

time t o  work de l ibe ra t e ly .  When you g e t  going, you have t o  

shoot f a s t .  Like asking a person t o  w r i t e  t h e i r  l e t t e r s  i n  
I 

t r i p l i & t e - y o u  can'  t do it ,  but  I c e r t a i n l y  wouldn' t s e r i o u s l y  

c r i t i c i z e  a photographer who works completely without  p lan ,  

and photographs t h a t  t o  which he i n s t i n c t i v e l y  responds. I n  

f a c t ,  t h a t ' s  a p r e t t y  good guide-- that  t o  which you respond. 

I have a l l  my Asian work t h a t  1 ' m  going i n t o  now, c u t t i n g  r i g h t  

i n to \ - the  middle of i t ,  and I f i n d  t h a t  i t  proves t h a t  a very 

good way t o  work--I'm ca re fu l  not  t o  say "the only way t o  

work" because the re  i s  none--a very  good way t o  work i s  open 

yourse l f  a s  wide as you can, which i n  i t s e l f  i s  a d i f f i c u l t  

th ing  t o  do, j u s t  t o  be yourself  l i k e  a p i ece  of unexposed, 

s e n s i t i z e d  mater ia l .  To know ahead of time what you ' re  looking 

f o r  means you're  then only photographing your own preconceptions,  

which i s  very l imi t ing ,  and o f t e n  f a l s e .  

I t ' s  a very d i f f i c u l t  t h ing  t o  be exposed t o  t h e  new 



Lange: and s t r ange  worlds t h a t  you know nothing about,  and f i n d  your 

way.  hat's a b i g  job. 1 t ' s  hard,  without  r e l y i n g  on p a s t  

performances and f ind ing  your own l i t t l e  r u t ,  which comforts 

you. 1 t ' s  a hard th ing  t o  be l o s t .  

Riess:  And s o  you watch and wait . . .  

Lange: You f o r c e  yourse l f  t o  watch and wait .  You accept  a l l  t h e  

discomfort and t h e  disharmony. Being out  of your depth i s  

a very  uncomfortable th ing .  I n  t r a v e l ,  f o r  i n s t ance ,  you 

fo rce  yourse l f  onto s t r ange  s t r e e t s ,  among s t r a n g e r s .  It 

may be very hot .  It may be p a i n f u l l y  cold.  I t  may be sandy 

and windy and you say,  "What am I doing here? What d r i v e s  

me t o  do t h i s  hard thing?" You ask  yourse l f  t h a t  quest ion.  

You could be s o  comfortable,  doing o t h e r  t h ings ,  somewhere 

e l se .  You know? 

Riess: You d i d n ' t  f e e l  ou t  of your element f o r  long when you were 

doing t h e  Farm S e c u r i t y  Administrat ion photography, d id  you? 

Lange: Sometimes I did.  Oh, t h e  end of t h e  day was a g r e a t  r e l i e f ,  

always.  h hat's behind me." But a t  t h e  moment when you ' re  

thoroughly involved, when you ' r e  doing it ,  i t ' s  t h e  g r e a t e s t  

r e a l  s a t i s f a c t i o n .  

Riess:  A t  t h e  moment of photographing, no t  t h e  moment of developing? 

Lange: Never then. But a t  t h e  moment when you say,  "I th ink  maybe. ..I 

th ink  t h a t  was a l l  r i g h t  ... maybe t h a t  w i l l  be  it." And you 

know when you ' r e  working f a i r l y  wel l .  You have a s t r e t c h .  

But a s  I say,  every day a s  i t  passes  you say,  a f t e r  i t ' s  done 



Lange: "1t's over. I did the best I could. I didn't do very well but 

I did the best I could  here's nothing on the film. 1'm sure 

there's nothing on it, nothing worth recording ...I1 What ~ ' m  

t rying to say is, photography for the people who ,play around 

with it is very exhiliarating and a lot of fun. If you take 

it seriously, it's very difficult. There's no end to the 

difficulties. 

, Office of War Information 

Riess: What work did you do for the Office of War Information? 

Lange: It was during the war, and I photographed minority groups 

within the United States for use overseas in the magazine the 

OWI published, called, I think, America. 1'm not sure of the 

name, but at any rate it had one of those large formats. 

Riess: Circulated to make them understand us. 

Lange: Yes, and when I worked on the Italian-Americans it went to 

Italy and when I worked on the Spanish-Americans it went to\ 

Spain. French-Americans, and so on. This project was transferred 

to the State Department from the War Ipformation Department 

during the last half-year of the war. 

Also in 1945 I photographed the drawing up of the Charter 



Lange: of t h e  United Nations under t h e  Office of War Information. 

And i t  was a t  no t  q u i t e  t h e  end of t h a t  t h a t  I was stopped 

f o r  years .  I had no business  t o  do i t ,  I knew i t ,  but  I d id  

i t  anyway. That f i n i shed  me phys i ca l ly .  During wartime my 

work was very  d i f f i c u l t  because I had t o  ge t  c learances  f o r  

everything I d id  from the  army and they were very  d i f f i c u l t  t o  

ge t .  

Riess:  The war o f f i c e s  wouldn't  smooth it a l l  out ahead of time. 

Lange: abey couldn ' t .  It a l l  had t o  be done l o c a l l y ,  from t h e  Presidio.  

And, f o r  i n s t ance ,  when I was working on Italian-Americans I 

couldn ' t  photograph t h e  l o c a l e  from t h e  top  of Telegraph H i l l .  

I couldn ' t  de sc r ibe  it geographica l ly  without  having a  s o l d i e r  

wi th  me and br inging  t h e  negat ives  and the  proofs  back t o  t he  

P re s id io  f o r  them t o  check on. I couldn ' t  photograph from t h e  

roof of a  bu i ld ing  o r  out  a  window because of a l l  t h e  e x t r a  

war r e s t r i c t i o n s  t h a t  t h e r e  were. It was d i f f i c u l t  and laborious.  
- - - -  . 

I f  you ' re  working f o r  a  p r i v a t e  agency \ l i k e  working f o r  a  

magazine on an assignment and they t e l l  youl tha t  you c a n ' t  do t h i s  and 

you c a n ' t  do that\, you do i t ,  genera l ly .  I don ' t  mean you 

photograph people whom you shou ldn ' t ,  bu t  you jump hurd les  and 

t a k e  chances. Working f o r  t h e  government you couldn ' t ,  and 

s o  i t  took an awful ly long time. 

Riess:  With t h e  censorship a t  t h i s  low l eve l .  

Lange: They had t h e i r  o rde r s ,  you s e e ,  bu t  oh my! Espec ia l ly  t h a t  



Lange: Telegraph H i l l  th ing ,  I remember how hard they  made t h a t .  

And then  t h e r e  were th ings  l i k e  t h i s :  i n  photographing I t a l i a n -  

Americans he re  was t h e  shopping and food and chickens and 

bolognas and macaroni and f r u i t  and a l l  t h i s  l i f e ,  bu t  we had 

t o  minimize t h a t  because they d i d n ' t  want t h e  photograph t o  

look a s  though during t h e  war we had a s u r f e i t  and p l en ty  t o  

go t o  people who were s u f f e r i n g  t h e  ravages of war. That seemed 

l i k e ,  oh, t h e  b i g  American bragging. See how d i f f i c u l t  t h i s  

was? 

Riess:  It was propaganda work. 

Lange: It was propaganda, bu t  t he  l i n e ,  i n  t h e  hands of consc ien t ious  

people,  i s  a f i n e  l i ne .  Everything is  propaganda f o r  what you 

be l i eve  i n ,  a c t u a l l y ,  i s n ' t  i t ?  Yes, i t  i s .  I don ' t  s e e  t h a t  

i t  could be otherwise. The harder  and t h e  more deeply you 

b e l i e v e  i n  anything, t h e  more i n  a sense  you're  a1 propagandist .  
1 -  _ 

Conviction, propaganda, f a i t h .  I don ' t  know, I never have 

been ab le  t o  come t o  t h e  conclusion t h a t  t h a t ' s  a bad word. I 

f e e l  t he  same way about t h a t  word as  I f e e l  about t he  word 

"po l i t i c i an . "  I r e b e l  when I hea r  a p o l i t i c i a n  descr ibed  as  

a base and ignoble person. I know what they mean, a l l  r i g h t ,  

bu t  I th ink  i t ' s  a misuse of t h a t  word. We need t h a t  word. 

P u b l i c i s t  i s  no t  t h e  word, pub l i c  s e rvan t  i s  no t  t h e  word. We 

need t h e  word i n  t h e  language. And we need t h e  word propaganda. 

It i s n ' t  adve r t i s ing ,  ce r t a in ly .  But a t  any r a t e ,  t h a t ' s  what 



Lange: t h e  Off ice  of War Information work was. 

Riess:  Did you have t o  send your f i lms  i n  t o  t h e  government, o r  d id  

you develop them and e d i t  them f i r s t ?  

Lange: It depended upon how f a s t  they had t o  be de l ivered .  They 

permit ted me t o  develop t h e  negat ives  and make p i l o t  p r i n t s  

whenever poss ib l e .  It wasn ' t  always poss ib l e .  But t h e  

negat ives  had t o  go t o  them f i n a l l y .  I have none of t h a t  work. 

They went i n  documented envelopes, w i th  typed explanatory 

capt ions  and ind iv idua l  capt ions .  There was j u s t  l o t s  of paper 

work t h a t  went wi th  it. 

Riess:  Had you a s s i s t a n c e  i n  ga ther ing  t h i s  information? 

Lange: No, I never had t h a t  i n  OWI. Sometimes they permi t ted  me t o  

h i r e  someone who would c a r r y  t h e  cameras because t h e r e  were 

d i s t ances ,  o f ten .  And t h a t  could go on my expense account. 

Riess: How about g e t t i n g  signed r e l e a s e s  and names and s o  on. Was 

t h i s  necessary i n  doing government work? 

Lange: I never have pa id  any a t t e n t i o n  t o  it. I always c a r r i e d  them 

wi th  me, f o r  years  and years ,  and never used them. 
- 

Riess  : dn._the event t h e  person photographed wanted some reassurance ,  

you had them. 

Lange: I n  t h a t  event and a l s o  i n  t h e  event  t h a t  I was quest ioned.  It 

was f u r t h e r  f o r t i f i c a t i o n ,  bes ides  l e t t e r s .  But i t ' s  l i k e  

working under susp ic ion  and you have t o  have t h e  confidence of 

t h e  people you ' r e  working amongst. I f  i t  depends upon au thent i -  



Lange: ca t ion  and i f  i t  depends upon clearances and so on, it doesn ' t  

work. I don ' t  know why t h a t  is ,  but it i s  so. 

Now, working f o r  a magazine, t he re  a re  times when they 

have t o  have t h e  clearance i n  t h e i r  f i l e s ,  t o  p r o t e c t  them. 

What I did a few times--not many--was r e t r a c e  my own s t e p s  

afterwards. I got  i n t o  some p r e t t y  funny s i t u a t i o n s  i n  Oakland 

when I was working on t h e  "Public Defender" f o r  L i fe  magazine 

[1955]. I had t o  go i n t o  one dive t h a t  1'11 never f o r g e t ,  i n  

t h e  colored qua r t e r  of Oakland, looking f o r  a man who i s  t h e  

person I photographed c a l l e d  "the w i t n e s s h n d  I had t o  f i n d  

him. I found him a l l  r igh t .  I had two policemen wi th  me. 

And he was j u s t  charming about it. We rode around Oakland i n  

a police-wagon while  I explained t o  him j u s t  what t h i s  was 

about. That would have made an i n t e r e s t i n g  tape ,  me explaining 

t o  t h i s  b ig ,  black homoseaual why I wanted h i s  p i c t u r e ,  and h i s  

responses. It f i n a l l y  came round t h a t  i f  i t  was f o r  t h e  

general  wel fare ,  he was a l l  f o r  t h e  general  welfare. [ ~ a u g h t e r l  

Oh, my, t h a t  was wonderful. 
I 

Riess: What were you going t o  do on t h e  Guggenheim Fellowship you 

were awarded i n  1941? 

Lange: I was going t o  do t h r e e  co-operative r e l i g i o u s  communities, but 

t h a t  was in t e r rup ted  by the  war. I had t o  go t o  work f o r  OW11 and 

I never got f in i shed  and I was never able  t o  take it up again. 

By t h e  time I got through working f o r  t h e  OWI I came out i n  a 



Lange: d i f f e r e n t  place.  The war was over and I d i d n ' t  want t o  

go back i n t o  photographing those th ings .  So many changes 

were on us ,  and such rapid  changes i n  American l i f e  t h a t  t h a t  

was l i k e  going back i n t o  photographing something t h a t  was a  

r e l i c .  

Riess: Had these  cooperat ive r e l i g i o u s  communities he ld  toge the r  

throughout t h e  war? 

Lange: Yes. 

Riess:  What were they? 

Lange: There was t h e  Shaker comuni ty ,  which was d i s in t eg ra t ing .  

There was the Amana soc ie ty  and t h e  H u t t e r i t e  soc ie ty .  The 

H u t t e r i t e s  a r e  i n  South Dakota and t h e  Amanas a r e  i n  Iowa. The 

Amana soc ie ty  i s  a  very prosperous community, seven v i l l a g e s ,  

And the  H u t t e r i t e s  a r e  very prosperous, but  very much more 

r i g i d .  Very s t a r k  and bleak and very  demanding of t h e i r  people. 

They r e a l l y  kept  them i n  bondage. And then I d id  t h e  Amish 

too,  i n  Weatherford, Oklahoma and Arthur,  I l l i n o i s .  

Riess: The Shakers a r e  dying out  by not  reproducing. 

Lange: Yes, t h a t  i s  now p r e t t y  wel l  gone. They do such marvelous 

f u r n i t u r e ,  r e a l l y  b e a u t i f u l  i n  some ways. The Amana people make 

good f u r n i t u r e .  But they permi t ted  a  couple of people t o  come 

i n  and redesign i t  f o r  them f o r  t h e  market. So they use very 

f i n e  craftsmanship and very f i n e  wood but  i t  g e t s  now t o  have 

a  kind of a  touch t o  i t  t h a t  o b l i t e r a t e s  what i t  was o r i g i n a l l y .  

They a r e  en te rp r i s ing .  ~ h e y ' v e  gone i n t o  mechanical manufacturing. 



Lange: They do the  Amana f r eeze r ,  and i t ' s  a good f reezer .  Whatever 

they do i s  s u b s t a n t i a l .  

War Relocation Authority 

Riess: What was your approach when you photographed f o r  t h e  War 

Relocation Authority, the  r e loca t ion  of one family from s t a r t  

t o  f i n i s h ?  

Lange: Not any one family. What I photographed was the procedure, t h e  

process of processing. I photographed the  normal l i f e  in so fa r  

as  I could, i n  t h r e e  p a r t s  of Cal i forn ia .  That was poss ib le  

because t h i s  performance went over q u i t e  a period of time. The 

San Francisco people were moved ear ly .  As soon as War Relocation 

was e s t ab l i shed  I s t a r t e d .  I don' t  a t  a l l  remember now how 

i t  came about t h a t  I did t h i s .  Who got  me i n t o  i t ?  It was 

through someone t h a t  1 ' d  worked f o r  i n  government before,  

but  I don ' t  remember tha t .  

Riess: Had St ryker  something t o  do with i t ?  

Lange: Well, i t  could be t h a t  he had a connection. It could be t h a t  
- - __ _-- - - 

he was s t i l l  administer ing i n \ ~ a r m  Secur-ity and t h a t  some of 

h i s  photographers d id  a l i t t l e  on it. ~ h e y ' d  be ap t  t o  be 

photographing the  r e loca t ion  i f  they were i n  exis tence  i n  1942. 



Riess:  FSA, OWI, and WRA were a l l  i n  ex i s t ence  a t  l e a s t  u n t i l  1945, and 

OWI and WRA began i n  1942, and so  they  must have overlapped. 

Lange: Yes, I worked f o r  t he  WRA, under D r .  Mil ton Eisenhower, who 

was he re  f o r  p a r t  of t h a t  time [March-June 19421. I d o n ' t  

remember t h e  name of t he  next administrator--he d i d n ' t  l a s t  

long--and then  t h e r e  was Di l lon  S. Myer who was a b l e  t o  s e e  it 

through [ t o  June,  19461, and encompass it. It was very  d i f f i c u l t .  

Riess:  The headquarters  was he re  i n  San Francisco? 

Lange: Yes. Anyway, I photographed a l l  over t h i s  p a r t  of Ca l i fo rn i a .  

I d i d n ' t  photograph i n  southern Ca l i fo rn i a .  They had people 

who had been news people doing i t  the re .  Clem Albers.  I 

photographed, f o r  i n s t ance ,  t h e  Japanese q u a r t e r  of San Francisco,  

t h e  businesses  as  they were opera t ing ,  and t h e  people a s  they 

were going t o  t h e i r  YWCAs and YMCAs and chitrches and i n  t h e i r  

N i s e i  headquarters ,  a l l  t he  b a f f l e d ,  bewildered people,  whose 

own people took it on themselves t o  desc r ibe  it t o  them, t o  - 

expla in  it t o  them. 

When the  business  of t h e i r  having sho t s  and innocula t ions  

came, again t h e i r  - own people took it over. They re fused  

army doctors.  Thei r  own doctors  d id  it. Everything t h a t  was 

p o s s i b l e  t h a t  they could do themselves,  they  did--asked the  

minimum, took huge s a c r i f y c e s ,  made p r a c t i c a l l y  no demands. 

This  was very  unusual,  almost unbel ievable ,  and t h i s  I photo- 

graphed, t he  long l i n e s  on t h e  s t r e e t s  wai t ing ,  f o r  i n s t ance ,  f o r  



Lange: the innoculations, down Post Street and around the corner, 

little, dark people. 

And then I photographed when they all were gathered 

together at the assembly centers--the actual, practical, 

arrangements that had to be made. Oceans of desks and oceans 

of people with papers were interviewing heads of families, 

all the questions on their relatives and so on. It was all 

under the army, though it wasn't army peowle who were doing 

it, but social workers of all kinds who were called in. 

Arrangements had to be made for each family, either for the 

disposal of their goods or for storage. 

Amongst these you would see those who you wouldn't 

know were Japanese--one-sixty-fourth blood! 

Riess: Were these people with one-sixty-fourth Japanese blood voluntarily 

going, or had they been herded in? 

Lange: No, they came under the proclamation. All these proclamations, 

all over town, on the telephone poles. I have some of them-- 

big proclamations telling the people where to go, announcing the 

fact. And then when the day of removal came they all had to 

be at a certain place. Part of the people in San Francisco 

had to be at Van Ness Avenue in one of the great big automobile 

salesrooms, you know. Many of those were empty at the time 

and they took them over. These people came, with all their 

luggage and their best clothes and their children dressed as 



Lange: though they were going t o  an important event.  New c lo thes .  

That was c h a r a c t e r i s t i c .  But always o f f  i n  a l i t t l e  group 

by themselves were t h e  teenage boys. They were t h e  ones t h a t  

r e a l l y  h u r t  me t h e  most, t h e  teenage boys who d i d n ' t  know 

what they were. The o lder  people have more of a way of being 

very d ign i f i ed  i n  such a s i t u a t i o n  and not  asking quest ions.  

But these  Americanized boys, they were loud and they were 

rowdy and they were fr ightened.  

Then I photographedthem on t h e  buses, on t h e  t r a i n s  

and I photographed t h e i r  a r r i v a l  i n  t h e  assembly cen te r s ,  

and t h e  f i r s t  days t h e r e  a s  these  p l aces  s e t t l e d  down t o  

r o u t i n e  l i f e  and t h e  beginnings of organiza t ion ,  which they 

d i d  themselves, i n  the  assembly cen te r s ,  And then they were 

moved again, i n t o  t h e  i n t e r i o r ,  and I photographed only one of 

t h e  i n t e r i o r  cen te r s ,  Manzanar, i n  Owens Valley. I went t h e r e  

t h r e e  times, I think.  

Riess: When they were s e t t l e d  and organized i n  t h e  i n t e r i o r  cen te r s ,  

were they able  t o  make money somehow? Could they have small  

f a c t o r i e s ,  o r  businesses wi th in  t h e  camp confines? 

Lange: I f  they d id  anything l i k e  that--and I never  saw i t - - they  d id  

i t  way a t  t he  end. And they were not  allowed t o  compete i n  

any way, no t  even i n  t h e  making of souvenirs ,  with t h e  American 

business.  

Riess:  I remember see ing  p i c t u r e s  of a h o s p i t a l  arrangement and even 
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Riess: training nurses. It looked like amazing organization. 

Lange: It was, but it was an organization for people who had no activity 

but the activity that they made for themselves. Static. They 

made a lot of it, though none of it extended outside the 

watchtowers. In a few camps they went out to work in 

agriculture, but there was a lot of hostility, and many 

uncomfortable questions were raised. They had been told that 

it would be possible, that they would be able to earn money, 

but it didn't go very well. 

What really brought all round was the "Go for Broke 

Overseas" Niseis that made the war record, Hawaiians. That 

really was something. I photographed them when they came back, 

too. Some of them came to our house--they were great fellows-- 

brought there by people, Japanese-Americans, whom I had met 

during this transaction. I have friends among them, quite 

close friends, who stem from those days. 

Riess: Where are the Japanese evacuation pictures? 

Lange: They were impounded during the war. Army permission was necessary 

for their release. They had wanted a record, but not a public 

record, and they were not mine. I was under bond. I had to sign' 

* 
when I was finished, under oath, before a notary. 

* 
WRA negatives are in the National Archives, Washington, 

D.C. I am told the "impounded" negatives also are there and are 
so classified. P.S.T. 



Riess:  They were so  incr imina t ing?  

Lange: Some of them were. Not a l l  of them. 

* 
Riess: Ansel Adams has done a  book, Born Free  and Equal, of p i c t u r e s  

of Manzanar, which says i t  was au thor ized  by t h e  War Relocat ion 

Authority.  

Lange: They d i d n ' t  au tho r i ze  i t ,  they okayed it. 

Riess:  His book says  t h a t  t he  whole th ing  was j u s t i f i a b l e .  

Lange: It was shameful.  hat's Ansel. He doesn ' t  have much sense  about 

t hese  th ings .  He was one of those a t  t h e  beginning of t h e  war 

who sa id- - they 'd  had Japanese i n  t h e i r  home always a s  house 

help and t h a t  was c h a r a c t e r i s t i c  of h i s  household--he s a i d  

he saw t h e  po in t .  "You never g e t  t o  know them," and a l l  t h i s .  

He gave t h e  r e g u l a r  l i n e ,  you know, but  he wasn't  v i c ious  about 

it. ~ e ' s  ignorant  on these  mat te rs .  He i s n ' t  a cu te ly  aware 

of s o c i a l  change. 

Riess:  A s  a  r e s u l t  I th ink  i t  made h i s  book u n i n t e r e s t i n g .  

Lange: It was f a r  f o r  - him t o  go, f a r .  He f e l t  p r e t t y  proud of himself 

f o r  being such a  l i b e r a l  [Laughter] on t h a t  book. It wasn ' t  

a  success.  The man who underwrote i t ,  Tom Maloney, and p u t  i t  

ou t ,  p u t  it out  no t  as  Ansel wanted it, no t  good enough 

reproduct ions and not  good enough s t y l e .  Maloney had promised 

t o  r e a l l y  produce i t  and take  c a r e  of i t s  marketing, which he 

* 
Born Free  and Equal by Ansel Adams - photographs of t h e  

l o y a l  Japanese-Americans a t  Manzanar Reloca t ion  Center ,  Inyo County, 
Ca l i fo rn i a .  New York, U. 9. Camera: 1944. Authorized by t h e  
War Relocat ion Authori ty .  



Lange: d i d n ' t  do, s o  t h i s  has  been a  s o r e  po in t  wi th  Ansel. But i t  

was t h e  only t h i n g  of i t s  kind t h a t  h e ' s  ever  t r i e d  t o  do and 

h e ' s  p r e t t y  proud of himself on t h a t  one. He doesn ' t  know 

how f a r  s h o r t  it i s ,  no t  ye t .  

Riess :  He had a  theory  of t h e  p a r t  t h e  environment played--the presence 

of g r e a t  mountains wi th  a l l  t h e i r  permanence and s e r e n i t y - - i n  

he lp ing  t o  make t h e  r e l o c a t i o n  as easy as  poss ib le .  

Lange: Well, they had t h e  meanest dus t  storms t h e r e  and no t  a  blade 

of grass .  And t h e  sp r ings  a r e  so  c r u e l ;  when those  people 

a r r i v e d  t h e r e  they cou ldn ' t  keep t h e  t a rpape r  on t h e  shacks. 

Oh, my. There were some p r e t t y  t e r r i b l e  chapters  of t h a t  

h i s t o r y .  

I was employed a  year  and a  h a l f  t o  do t h a t ,  and it 

was very,  very  d i f f i c u l t .  I had a  l o t  of t roub le ,  too,  wi th  

t h e  army. I had a  man fol lowing me a l l  t h e  time. 

Riess:  Even though you were a  government employee. 

Lange: Well,  t h e  War Relocat ion Authori ty  themselves were out  of 

sympathy wi th  t h e  army i n  some r e spec t s  a t  t h a t  time. 

The whole th ing ,  t h e  f e e l i n g s  and tempers and people ' s  

a t t i t u d e s ,  were very complex and very  heated a t  t h a t  time. 

People c e r t a i n l y  l o s t  t h e i r  heads, inc luding  our  a t  t h a t  

t ime a t torney-genera l ,  E a r l  Warren, and it was a  b lack  t h i n g  

on h i s  record when he l o s t  h i s  head and made some very  r a sh  

s ta tements ,  which have never r e a l l y  caught up wi th  him bu t  



* 
Lange: of which 1 ' m  su re  he ' s  aware. 

Now t h a t  t h a t ' s  so long ago and pas t  now i t  i s  

heartening--and I don ' t  know j u s t  what i t  proves, but i t  proves 

something t o  me, such as :  - " t r u t h  .- w i l l  out." [ ~ a u g h t e r ]  

American people genera l ly ,  I th ink ,  a r e  w i l l i n g  t o  concede 

we made a h e l l  of a mistake. And I see  i t  i n  p r i n t ,  over 

and over again, from unexpected sources. I n  the  Congressional 

. Record i t  comes up every once i n  a while,  as an example of 

what happens t o  us i f  we lose  our heads. ~ t ' s  t h a t  example 

t h e y  poin t  to.  I th ink  i t ' s  r a t h e r  encouraging, as  a s ign  

of our mental hea l th ,  t h a t  we admit a mistake. What was, of 

course, horr i fy ing ,  was t o  do t h i s  th ing  completely on 

t h e  bas i s  of what blood may be coursing through a person ' s  

ve ins ,  nothing e l se .  Nothing t o  do wi th  your a f f i l i a t i o n s  

o r  f r iendships  o r  associa t ions .  J u s t  blood. 

There was undoubtedly much t h a t  was wrong and un jus t  

about t h e  imprisonment a t  Tule Lake, but those camps represented 

d i f f e r e n t  groups. The day a f t e r  Pea r l  Harbor they s w i f t l y  

moved i n t o  a l l  Japanese communities and scooped up those who 

could poss ib ly  be under suspic ion ,  heads of organizat ions,  and 

t h a t  was j u s t i f i a b l e  under t h e  circumstances. But where t h e r e ' s  

* 
Testimony by Ear l  Warren, Attorney General of Ca l i fo rn ia ,  

a t  hearing before  House Selec t  Committee inves t iga t ion  na t iona l  
defense migration, 77 Congress, 2 sess ion ,  pursuant t o  H.Res. 113 ... 
Par t  29, pages 10973-11023. 



Lange: no susp ic i an ,  t h a t ' s  d i f f e r e n t .  

I knew a young Japanese-American i n  San Francisco,  

a very prbminent and popular young man, s t i l l  i s .  He was a 

graduate  of UC, one of t hese  e n t h u s i a s t i c  and loya l  alumni. 

My, h e ' l l  never g e t  over t h e  experience t h a t  he had, saves 

a l l  h i s  notebooks, keeps i n  touch wi th  h i s  professors .  It 

j u s t  meant a l o t  t o  him. During t h i s  per iod  I was on t h e  

s t r e e t  wi th  him. He was tak ing  me somewhere, and we met an 

o ld  high-school t eache r  of h i s .  He greeted he r  and they 

stopped and spoke, and I remember see ing  a look go over 

he r  f a c e  and she  s a i d ,  "Oh, but no t  you, Dave, they d o n ' t  

mean you, ~ a v e ! "  She d i d n ' t  r e a l i z e  t h a t  he was going too. 

To t h a t  degree people l o s t  t h e i r  heads e n t i r e l y .  I th ink  of 

t h a t  "Not you, ~ a v e "  'many times. I had a pos tcard  from him 

today from Geneva where he and h i s  wife  a r e  a t  a conference 

f o r  youth i n  democracy. ~ e ' s  a delegate .  His l i f e - - h e  l o s t  

a c h i l d  i n  t h e  camp a t  Topaz, from exposure--his l i f e  i s  

dedica ted  t o  t h e  memory of t h a t  ch i ld .  But abso lu t e ly  no 

resentment,  none. Dave w i l l  no t  permit  it. Where i s  t h a t  

resentment? Is it non-exis ten t?  I don ' t  know. I d o n ' t  

understand i t ,  which i s  another  way of saying t h a t  I don ' t  

understand those  people.  

I d i d n ' t  g e t  t o  Tule Lake, where the  obstreperous ones 

were. I wanted t o  go there .  They were a l l  kinds and they 



Lange: had them i n  a  r e a l  regime but  I was never  s e n t  t h e r e  o r  

permi t ted  t o  go. They had r i o t s ,  you see .  

It seems long ago and now...I was i n  t he  Buddhist 

church t h e  o the r  day and I found myself f o r  t h e  f i r s t  t ime 

s i n c e  those yea r s ,  except ing when I was i n  Tokyo, i n  my own 

country surrounded by these  l i t t l e  b lack  heads i n  rows and 

rows. (The woman who had died,  whose fune ra l  I was a t t end ing ,  

I had met i n  Japan. She was k i l l e d  here.)  But it brought 

it a l l  back t o  me. And I had t o  do t h e  th ings  t h a t  were i n  

t h e  s e r v i c e  too,  I had t o  go through t h e  r i t u a l s .  It brought 

how long ago t h a t  seems and how they have by some u s e  of 

some kind of a  p r i n c i p l e  smoothed t h i s  and p r a c t i c a l l y  

o b l i t e r a t e d  i t ,  p r a c t i c a l l y .  

I photographed aging women i n  Manzanar who were 

c a s t i n g  t h e i r  f i r s t  vote.  They had a  campaign f o r  camp 

managers and camp o f f i c e r s ,  and he re  were t h e s e  women 

c a s t i n g  t h e i r  f i r s t  vo t e  w i th  t h e  g r e a t e s t  se r iousness .  

They had c l a s s e s  f o r  vo t ing ,  c l a s s e s  f o r  those who cou ldn ' t  

speak English. They had many, many c l a s ses .  There was much 

t a l e n t  i n  those  camps, too ,  people who were competent t o  

teach  and t o  do. 



Taking and P r i n t i n g  a P i c t u r e  

Riess:  Do you t h i n k  t h e r e  i s  a po in t  t o  ques t ioning  you about cameras :- 

and f i l t e r s  and l i g h t s  and papers and t echn ica l  sub jec t s?  

Lange: There must be some reason f o r  t h e  ques t ion  because you ge t  

it a l l  t he  time. I myself,  when I meet a photographer,  have 

some c u r i o s i t y  about what equipment he would use  by preference.  

That i s n ' t  t o  say  t h a t  he uses t h a t  camera always, because 

t h e r e  a r e  o t h e r  reasons f o r  us ing  small  cameras o r  us ing  

only b i g  cameras. I f ind  t h a t  my mind runs t o  about t h r e e  

d i f f e r e n t  types of instrument  and Tf I can go equipped t o  

work--if i t ' s  p r a c t i c a l - - I  would t ake  t h r e e  bas i c  cameras. 

1 ' m  n o t  a one-camera person. And those  t h r e e  would be a 

view camera, a 4x5; i f  I could manage i t ,  I would make i t  

an 8x10. [End of Interview Session]  

Riess:  You s a i d  l a s t  week t h a t  i d e a l l y  you would t ake  t h r e e  cameras 

wi th  you i f  you went on an assignment. 

Lange: 1 ' m  a p t  t o  answer you one th ing  today and answer you d i f f e r e n t l y  

tomorrow, because I g e t  very  c r i t i c a l  of a camera. This  

morning I destroyed t e n  days'  work, t e n  days of r e a l l y  

working--not what some people would c a l l  work, and 1 ' m  always 



Lange: amazed a t  what some people can do p h y s i c a l l y - - ~ ' v e  been a t  i t  

f o r  t e n  days and I ' v e  had a p r i n t e r  i n  f o r  t h r e e  of t hose  

days when we worked a l l  day and I used much m a t e r i a l ,  and t h i s  

morning I destroyed i t  because I f a i l e d .  1 t ' s  washed up 

and what I wanted t o  do I know 1 ' m  no t  going t o  be a b l e  

t o  do.  hat's a disappointment t o  me. 1 t ' s  t h e  f o u r t h  

episode of t h e  Asian th ing ,  which I f e l t  I r e a l l y  needed, 

and as  I s a i d  I ' v e  worked a t  it day and n i g h t  and I haven ' t  

been a b l e  t o  ge t  i t  out  of my mind t o  p u t  t h i s  toge ther .  

I f  I had been ab le  t o  pu t  it toge the r  ou t  of m a t e r i a l s  I had, 

I would have done something q u i t e  u n l i k e  anything I ' v e  done 

before ,  which I very  much would l i k e  t o  have done. 

S ince ,  however, I don ' t  have t o  meet an assignment-- 

I would d e l i v e r  i t  on assignment, and no one would know 

t h a t  I had f a i l e d - - I  destroyed i t .  I am a t  t h e  moment very  

c r i t i c a l  of one of t h e  cameras t h a t  i s  i n  a way respons ib le .  

It could be me, bu t  i t  could be t h a t  t h a t  camera w i l l  no t  do 

t h e  t h i n g  t h a t  I was looking f o r  i n  those  negat ives .  There ' s  

a sharpness  of edge t h a t  i s n ' t  i n  them. They're  too mushy. 

Riess:j -Which- s e c t i o n  was t h i s ?  

Lange: Oh, I don ' t  even want t o  t a l k  about it. I have t o  f o r g e t  t h a t  

one. I t  was hard t o  do t h a t  t h i s  morning. But when you asked 

me about cameras--we vary ,  we s h i f t .  I would t a k e  wi th  me 

a 4x5 long bellows extension Graflex on any t r i p ,  provided 



Lange: I had t h e  s t r e n g t h  and h e f t  t o  manage i t  because i t ' s  about 

as awkward a camera as can be, heavy and bulky and awkward. 

It c u r t a i l s  your freedom. The o t h e r  extreme i s  t he  35 

mi l l imeter  which, i f  you a r e  going t o  use  i t ,  I be l i eve  t h a t  

you should never use  anything e l se .  I th ink  you have t o  

say t o  your se l f ,  "I am a 35 mi l l imeter  person and t h e r e  I 

stay, ' '  because it doesn ' t  seem t o  work t o  use  it otherwise. 

It i s  then never  your base camera and i t  becomes your f i l l -  

i n .  You begin t o  f i l l - i n  and t h e  s t r u c t u r a l  l i n e  of t he  job 

i s  weakened. Now t h a t  probably doesn ' t  make much sense t o  

you, but  what t h e  35 mi l l ime te r  can d e l i v e r  i s  almost always 

wi th in  a c e r t a i n  s t y l i s t i c  frame. You accept t h a t  and t h e r e ' s  

p l en ty  you can do wi th in  i t .  

Riess.: This means adding wide-angle and te lephoto  lenses  and so  on. 

Lange: Yes. A l l  t h e  th ings  t h a t  go wi th  i t ,  t h e  f u l l  range of 

accessor ies .  But you say t o  your se l f ,  "For f i v e  years  I w i l l  

use  i t  and I won't use  anything else. ' '  But t o  have i t  i n  

the  c a r  wi th  you " j u s t  i n  case'! o r  t o  have i t  around your 

neck while  you ' re  us ing  another  camera, and go from one t o  

another,  becomes a ma t t e r  of adapting your s t y l e  t o  too many 

d i f f e r e n t  kinds of th ings .  It jumbles you. I t  rocks you-- 

which means t h a t  you ' re  always looking f o r  t h e  p e r f e c t  

camera. 

Today 1 ' v e  Been going through t h a t .  What am I going 



Lange: t o  do when I want t o  go t o  Egypt? What am I going t o  take?  

I could t ake  j u s t  t h a t  Graflex,  which would be p l en ty ,  and 

nothing e l s e .  I would be c u t t i n g  myself o f f  from a l o t  of 

th ings .  But t he  prospect  of tak ing  t h e  Graf lex  and t h e  35 

does not  s i t  r i g h t  wi th  me. 1 ' v e  t r i e d  t h a t  and I know i t ' s  

no good, j u s t  a s  I know i t ' s  no good t o  work i n  c o l o r  and b lack  

and whi te  toge ther .  But how many do it! I don ' t  s e e  how 

they do t h a t ;  t h a t ' s  beyond me; 1 ' v e  done i t ,  but  I ' v e  done 

i t  on a job. You don ' t  work we l l  t h a t  way. You're j u s t  

f i l l i n g  requirements.  

Riess:  I understand you don ' t  o f t e n  develop your own p r i n t s .  

Lange: No, b u t  a s  1 ' v e  s a i d ,  I have p r i n t  sense. [See p. 561 1'11 

g ive  you an example. This i s  a cover of an i s s u e  of Aperture 

t h a t ' s  j u s t  come out ;  t h i s  i s  t h e  advance copy of something 

I j u s t  f i n i shed ;  t h e  e x h i b i t  i s  i n  San Franc isco  now. Now 

he re  was a b e a u t i f u l  p r i n t  [ looking a t  cover of "Death of a 

Val ley,  Aperture 8:3, 19601. 1 ' m  no t  k ick ing  a t  t h e  engraver.  

But i t  h u r t s  me when I s e e  t h i s  cover p i c t u r e ,  knowing what 

was i n  t h a t  p r i n t ,  because my p r i n t  from which he made t h i s  

engraving was t h r e e  s t e p s  down i n  va lue  from t h i s ,  much darker .  

A l l  t h e s e  g ra s ses  [ t h e  grassy  p a t h  upon which t h e  couple walk] 

a r e  p r i n t e d  through i n  mine, s o  t h a t  they a r e  not  whi te  a r eas  

here ,  bu t  they lead  on through. Well, you s e e ,  t h a t  f e l l ow 

got  i n t o  t roub le  when he made t h a t  engraving. And i f  you look 



Lange: c l o s e l y  [ a t  mountain horizon l i n e ]  what he had t o  do i s  t h e  

unspeakable t h ing  of drawing a  l i n e  he re  because he had not  

p r i n t e d  tt t o  g e t  t h i s .  A l l  t h i s  i n  my p r in t .  has  va lues ;  

t h e r e f o r e  he hadn ' t  made t h e  separa t ion .  And look a t  t h i s  

[ t h e  f i e l d  beyond]--it  was a l l  p r i n t e d  through wi th  l i t t l e  

th ings  t h a t  shimmer, a l l  through he re  t h i s  g r a s s  j u s t  

shimmers... Oh, it c a r r i e s  a l l  r i g h t ,  most people wouldn't  

mind. 

Riess:  1 ' v e  no t i ced  i n  t h e  very  f a m i l i a r  FSA p i c t u r e  you took of t h e  

migrant mother w i th  h e r  c h i l d r e n  t h a t  sometimes a  white  s p o t  

g l a r e s  from her  forehead and arm, o t h e r  t imes no t ,  bu t  i t  

d i f f e r s  t o  some degree i n  each reproduct ion  of it. 

Lange: T h a t ' s  t h e  Library  of Congress. They own t h e  negat ive  and 

they  d o n ' t  l e t  t h e  nega t ive  out  and when people ask f o r  i t  

they make t h e  p r i n t s .  Oh, what dreadfu l  p r i n t s  they  make. 

1 ' v e  made them guide p r i n t s  of i t ,  asking--because I don ' t  

have any con t ro l  of i t - - t h a t  they  fol low t h e  guide p r i n t .  

Well, t h e y ' l l  t r y ,  and then  they  l o s e  t h e  guide p r i n t .    hat's 

j u s t  an example. The r e s t  of t h e s e  [thumbing through t h e  

book]--this should have been darker ,  t h i s  was o r i g i n a l l y  

almost b lack ,  t h a t ' s  as  good as  t h e  o r i g i n a l .  

Riess: Do you ever  l i k e  t h e  engraver 's  product ion b e t t e r ?  

Lange: Yes...some newspaper p r i n t s .  1 ' m  s u r p r i s e d  a t  how much a  

d i f f e r e n t \ ,  kind of a  p r i n t  w i l l  change a  t h ing ,  sometimes 



Lange: beyond what your o r i g i n a l  i n t e n t i o n  was. ~ t ' s  i n t e r e s t i n g  

t o  see .  

Riess:  How permanent i s  a  negat ive? 

Lange: Well, t he re  i s  a d i f f e rence  of opinion. Color f i lms a r e  not  

permanent. Time fades them. Many people don ' t  r e a l i z e  t h a t ,  

and th ink  they have a permanent record.  There was a  per iod  

where t h e  f i h w a s  coated on a d i f f e r e n t  base. They found 

t h a t  t h a t  was impermanent because i t  dr ied  out and the  

a c e t a t e  base cracked, besides being h ighly  inflammable. 

So t h a t ' s  been abandoned. 

I f  everything i s  p e r f e c t l y  made before you g e t  i t ,  

and then p e r f e c t l y  processed when you ge t  i t ,  and then 

stoked r i g h t  when you're  through with i t ,  i n  the  r i g h t  kind 

of conta iners ,  which i s  important too,  and then put  i n t o  the  

r i g h t  kind of v a u l t ,  which i s  air-condit ioned and s o  on, which 

of course no one's [negat ives a re ]  worth. ..Ansel Adams, I 

th ink ,  keeps h i s  work i n  a  safe-depos i t  v a u l t  i n  a  bank. 

Now he ' s  going t o  move t o  Carmel. 1 t ' s  t h e  most f a sc ina t ing  

th ing .  Here Ansel i s  going t o  move t o  Carmel and some 

corpora t ion  i s  bui ld ing  f o r  him an establishment which w i l l  

be h i s  permanent home, the  home of h i s  work, g a l l e r i e s ,  work- 

rooms, v a u l t s  f o r  s torage ,  i n s t i t u t i o n a l i z i n g  h i s  work and 

h i s  output .  And t h i s  i s  a l l  t o  cos t  a  hundred thousand 

d o l l a r s .  



Lange : And then--I  was th inking  of i t  yes te rday-- there ' s  

another  man, my f r i e n d  John C o l l i e r ,  who has a s  much t o  g ive  

photographical ly  as  Ansel, i n  an u t t e r l y  d i f f e r e n t  way, 

only he looks e n t i r e l y  i n  t h e  o t h e r  d i r e c t i o n .  He i s  a  

pover ty-s t r icken  man. I don ' t  mean s p i r i t u a l l y  poor, by 

any means. But such a  t h ing  could never happen t o  John. 

He has been t h i s  way a l l  h i s  l i f e .  I f  a  t i r e  g ives  out  on 

h i s  c a r ,  i t ' s  a  calamity.  And maybe i t  takes  a  month u n t i l  

th ings  g e t  s e t t l e d  again. But Ansel is  exac t ly  t h e  opposi te ,  

has always been ab le  t o  a t t r a c t ,  t o  magnetize, money and 

people wi th  money. And he i s  s o  o r i en t ed .  Now i t ' s  a  curious 

th ing .  

Riess: Yes, and my image of Ansel i s  of a  bearded man i n  an o l d  

s t a t i o n  wagon, going i n t o  t h e  mountains. 

Lange:  hat's not  t h e  r i g h t  p i c t u r e .  But i s n ' t  i t  an i n t e r e s t i n g  

th ing  t o  watch people ' s  ca ree r s  and s e e  how they  a re ,  what 

they a re ,  and how they  always a t t r a c t ,  somehow o r  o t h e r ,  t h e  

same combinations of c ircumstances,  only sometimes more 

i n t e n s i v e l y  i n  some per iods  than  i n  o thers .  But s o  much 

c l u s t e r s  around a  c a r e e r  which emanates from t h e  depths of 

t h e  person,  of which they may be e n t i r e l y  unaware. Now 1 ' m  

su re ,  I swear, t h a t  Ansel doesn ' t  know t h a t  he goes where 
-- 

t h e  money is. J u s t  l i k e  a  homing\ pigeon. How does he 

do i t ?  



Riess: Was t h a t  photograph cropped?  ex ex as," can be seen on p. 83 

of American Socie ty  of Magazine Photographers Annual 1957.1 

Lange: No, t h a t ' s  f u l l .  Some people don' t  permit themselves t o  

crop,  you know. They consider  i t  an admission of f a i l u r e .  

Riess: Yes, I would th ink  t h a t  would be one of t h e  d i s c i p l i n e s  t h a t  

you would impose on yourse l f .  Yet, why? 

Lange: Oh, t h e r e ' s  no accepted code of excellence.   hat's something 

t h a t  people l i k e  t o  t a l k  about. There i s  a p u r i s t  group t h a t  

i n s i s t s  t h a t  one conceive of t h e  th ing  i n  i t s  e n t i r e t y  a t  

t h e  moment and nothing l e s s  than t h a t  i s  permissable.  And 

then t h e r e  i s  a group l i k e  Eisens taedt ,  f o r  whom t h e  g r e a t  

discovery of photography came on the  day when he found out  

t h a t  you could take  an i n f i n i t e s i m a l l y  l i t t l e  p i ece  of a negat ive  

and magnify an eyelash o r  an eye o r  t h e  h a i r s  on t h e  back 

of t he  hand, which t o  him was an immense discovery and, I 

th ink ,  a v a l i d  one. Some people never discover  t h e  p o s s i b i l i t i e s  

of exposing t o  more than normal view something t h a t  you would 

otherwise not  see.  

I n  my Asian group 1 ' m  repea t ing  some of t h e  same 

photographs o r  p a r t s  of t he  same one, : in  t h i s  whole opus t h a t  

~ ' m  doing, but ~ ' m  using them i n  d i f f e r e n t  ways. Admittedly 

i t ' s  t h e  same negat ive,  showing what you c a n  do wi th  t h e  same 

ma te r i a l .  D i f f e r e n t  appl ica t ions .  

Riess: 1 t ' s  l i k e  t h e  motion p i c t u r e  idea. 



Lange: Why not do t h a t ,  when the medium permits i t ?  I t h i n k  i t  

should be explored t o  the  l i m i t ,  though I d o d ' t  know what 

the  l i m i t  of t h a t  method i s .  

So, you can crop, o f t en  knowing when you do a  th ing  

t h a t  you're  going t o  have t o  crop because t h e r e ' d  be 

confusions i n  i t ,  awkward por t ions ,  o r  a  lamppose would be 

s t i c k i n g  out though you c a n ' t  a t  t he  moment of photographing 

change poin t  of view. You know you're  going t o  have t o  crop. 

Most cropping i s  f o r  the  purpose of s impl i f i ca t ion ,  i s o l a t i o n  

from environmental f ac to r s  t h a t  con t r ibu te  nothing t o  i t .  

Sometimes i t  very much changes t h e  p i c t u r e .  I n  f a c t ,  t h a t  

lower head, t h a t  Arkansas fel low t h e r e  [ p i c t u r e  on wa l l ] ,  

i n  one s e r i e s  t h a t  I made, I l e f t  t h e  whole s t r e e t  i n  behind 

him because it was ca l l ed  f o r  i n  t h e  context  of t h a t  group 

vf  p i c tu res .  

Riess : a ' m  always stopped i n  a  book of FSA photographs by p i c t u r e s  of 

men o r  women agains t  a  background of t h e  sky, th inking t h a t  

they a r e  by you. And usua l ly  they are .  

Lange: Sometimes I come across photographs t h a t  I don' t  know i f  I 

made. I look and I s e e  t h a t  I made them, but  I can ' t  r e c a l l  

it, o r  any of t h e  circumstances. 

Riess: Yes, and I don ' t  r e a l l y  remember very many p i c t u r e s  t h a t  you 

have taken t h a t  include both head and f e e t .  

Lange: 1 ' m  doing them now. You f ind  yourse l f  changing. 1 ' v e  j u s t  



Lange: f in i shed  one s e c t i o n  of my Asian th ing ,  and everything i n  i t  is  

abso lu te ly  d i r e c t .  There i s n ' t  an obl ique th ing  i n  it. And then 

I found myself doing another s e c t i o n  i n  which t h e r e  i s n ' t  a  s i n g l e  

d i r e c t  th ing .  It a l l  goes t h i s  way and t h a t  way. I d i d n ' t  

know I was doing t h a t ,  bu t  then  I saw t h a t  I had done it. 

R i e s s :  And when you were taking t h e  p i c t u r e s ?  

Lange: I must have f e l t  t h a t  way about i t  a t  t h e  time because I have t h e  

p i c t u r e s .  

Captioning and Exh ib i t ina  

Riess:  Do you f e e l  t h e  need f o r  capt ion  comment t o  your p i c t u r e s ?  

Have you ever  r e a l l y  f e l t  t h a t  i t  was more than an e x t r a ?  

Lange: It depends on t h e  na tu re  of t h e  job. For myself t h e r e ' s  ha rd ly  

anything t h a t  I ' v e  done t h a t  couldn ' t  be  enhanced and f o r t i f i e d  by 

t h e  r i g h t  kind of comment. I n  f a c t ,  with some of my p i c t u r e s  t h a t  

a r e  usedthe most, I cons tan t ly  am pu t t ing  i n t o  t h e  envelope wi th  

t h a t  negat ive ,  o r  i f  I don ' t  have t h e  negat ive ,  with t h e  p r i n t s ,  

t h ings  t h a t  p e r t a i n  t o  i t ,  d i r e c t l y  o r  i n d i r e c t l y ,  th ings  t h a t  

happen h i s t o r i c a l l y  t h a t  I know w i l l  i nc rease  t h e  va lue  of t h e  

p i c t u r e  t o  o t h e r s  t h a t  I may have made twenty yea r s  ago. 

R i e s s :  And these  a d d i t i o n s  might change wi th  t h e  years .  

Lange: Yes. Time magazine t h i s  week had a  p iece  commemorating t h e  

twent ie th  anniversary  of t h e  evacuat ion of t h e  Japanese- 

Americans i n  which they spoke of i t  being on our n a t i o n a l  



Lange: conscience, and quoting some of t h e  people whose s tatements  

I s o  wel l  remember a t  t h e  time, showing them i n  t h e  l i g h t  

of h i s t o r y  as  having been grave ly  mistaken. Such ma te r i a l  

i s  very  i n t e r e s t i n g  t o  p u t  along wi th  what you d id  a t  t h e  

time. I c o l l e c t  every sna tch  t h a t  I can on migratory labor ,  

which i s  very  much i n  t h e  news now, everywhere, and pu t  it 

wi th  t h e  th ings  t h a t  I made twenty o r  twenty-five years  

ago, which I might have made yes te rday .  This  i s  a mighty 

i n t e r e s t i n g  th ing .  Not many th ings  don ' t  change i n  twenty 

yea r s ,  no t  many things.  This co l lapsed  e f f o r t  of un ioniza t ion ,  

you see ,  too. 

A l l  photographs--not only those  t h a t  a r e  so-ca l led  

I I  documentary," and every photograph r e a l l y  i s  documentary and 

belongs i n  some p l ace ,  has a p l ace  i n  his tory--can be  f o r t i f i e d  

by words. I don ' t  mean t h a t  they  should have p o e t i c  capt ions.  

Any photographer looking out  a t  t h e  world he l i v e s  i n  does 

many th ings  t h a t  w i l l  be  va luable ,  even t h e  commercial boys 

down on Shat tuck Avenue, t h e  fe l lows  who do t h e  wedding and 

school  p i c t u r e s .   hat's a l l  documentary ma te r i a l  of g r e a t e s t  

i n t e r e s t ,  i n  s o  many ways:, 

Riess :  Sometimes a photographer w i l l  say,  i n  l i e u  of capt ion ,  

"These photographs speak f o r  themselves." The imp l i ca t ion  

seems t o  be t h a t  he i s  asking more of t h e  person viewing 

t h e  photograph, asking t h a t  he g ive  more of himself.  



Lange: Well, I don ' t  l i k e  the  kind of w r i t t e n  ma te r i a l  t h a t  t e l l s  

a person what t o  look f o r ,  o r  t h a t  explains t h e  photograph. 

I l i k e  t h e  kind of ma te r i a l  t h a t  gives more background, 

t h a t  f o r t i f i e s  it without  d i r e c t i n g  t h e  pe r son ' s  mind. I t  

j u s t  g ives  him more wi th  which t o  look a t  t h e  p i c tu re .  A 

capt ion  such as  "Winter i n  New England1' only t e l l s  you t h a t  

i t ' s  New England. The p i c t u r e  should i n d i c a t e  t h a t  i t ' s  

win ter .  That capt ion  shouldn ' t  be necessary. But you could 

say: "This p a r t  of t h e  country i s ,  cont rary  t o  the  r e s t  

of t h e  country,  los ing  i t s  populat ion."  You could say: 

"People a r e  leaving t h i s  p a r t  of t h e  United S t a t e s  which was 

r e a l l y  t h e  c rad le  of democratic p r i n c i p l e s  bred t h e r e  i n  t h e  

very e a r l y  days of our  country." Such th ings  could g ive  you 

a d i f f e r e n t  look i n t o  winter  i n  New England. They need not  

be your own ideas .  They could be th ings  which as  you go 

along you c o l l e c t  and pu t  i n  your f i l e .  This i s  speaking 

i d e a l l y .  And when you leave  t h a t  f i l e ,  you leave  a body 

of work t h e r e  which i s  not  a l l  o r i g i n a l  but i t  would have 

foundations t o  i t .  I would l i k e  t o  do t h a t ,  bu t  of course I 

c a n ' t  because I don ' t  have time t o  do anything but  a kind 

of a haphazard thing.  But I can conceive of a photographic 

f i l e - -by  an a r t i s t ,  no t  by a photo-historian--where words 

were used i n  t h a t  way. 

Now my Asian th ings ,  w i t h i t h e  t i t l e  "Remembrance of Asia," 



Lange: a r e  a l l  of what I got  i n  Asia,  nothing t h a t  i s  done country 

by country l i k e  a  t ravelogue.  It i s  th ings  t h a t  have come t o  

my mind about Asia, based on what 3: saw t h e r e ,  which r e c a l l  i t  

t o  me. I t  i s  t he  th ing  by i t s e l f ,  when I remember i t .  And I 

have t h a t  genera l  t i t l e  which I want t o  use f o r  i t .  It w i l l  be 

i n  f i v e  o r  s i x  episodes, o r  s ec t ions .  One of them i s  a  l e t t e r  

t h a t  I wrote t o  my o lde r  son and h i s  wi fe  from t h e  t r a i n .  It 

was an a l l -day  t r a i n  t r i p  and I -wTote t h i s  l e t t e r  o f f  and on, 

a l l  day. The t h i r d  s e c t i o n  i n  "Remembrance of Asia" i s  t h i s  

l e t t e r  which br ings i t  back t o  me very  v i v i d l y ,  and I d i d n ' t  

t h ink  anything very much of i t  except ing they took t t  up and 

used i t  s o  much, and Dan i n s i s t e d  t h a t  I t r y  t o  do t h i s .  I 

hadn ' t  d e l i b e r a t e l y  i l l u s t r a t e d  t h a t  l e t t e r ,  bu t  I have e i g h t  

t h ings  t h a t  1 ' m  using i n  connect ion wi th  i t .  I cou ldn ' t  i l l u s t r a t e  

t h e  l e t t e r  because I couldn ' t  photograph f rop  . t h a t  t r a i n .  The 

windows were d i r t y  and i t  was an imposs ib i l i t y .  But t h e r e  

a r e  th ings  [photographs] t h a t  go wi th  i t ,  though t h e r e  w i l l  

be no o t h e r  words but  the  l e t t e r .  

And t h e r e ' s  another s e c t i o n  which is  eyes of Asian 

ch i ld ren ,  j u s t  eyes, nothing e l s e .  They won't need any words. 

But my f i r s t  s e c t i o n  w i l l  need a  few. I don ' t  know j u s t  where 

, t h e y ' r e  going t o  come from, but  I have time. 

Then 1 ' m  going t o  do a  s e c t i o n  on v i l l a g e r s ,  a l l  kinds 

of v i l l a g e r s .  You hear  a  l o t  about v i l l a g e r s ,  no t  p a r t i c u l a r l y  



Lange: loca l ized ,  and they don ' t  have t o  be, they should be so  heavi ly  

Asian t h a t  i t  doesn ' t  make any d i f f e rence ;  the sec t ion  would be 

on the  v i l l a g e  as  a  c h a r a c t e r i s t i c  of Asian l i f e .  1 ' d  want it 

understood by Americans, and the re  t h e r e  would have t o  be some 

words. 

Riess: You have s a i d  t h a t  you f e l t  now you could, i f  ab le ,  do your 

bes t  work. How, then, would you now do an a r t i c l e  l i k e  t h e  

L i fe  p ic tu re - s to ry  on the  I r i s h ?  [March 21, 19551 - 
Lange: Well, what happened wi th  t h a t  was t h a t  I j u s t  came back wi th  

a  b ig  ha rves t ,  and I had an idea  how I would l i k e  t o  have done 

i t ,  but  what you do genera l ly  i s  j u s t  come back with a  b i g  

ha rves t  of p i c t u r e s  and they a r e  dumped on a  desk i n  t h e  o f f i c e  

and then the  make-up man and the  a r t  layout man and the  e d i t o r  

and the  p i c t u r e - e d i t o r  w i l l  hashout whatr-they l i k e  t h i s  and they 

l i k e  t h a t  and they l i k e  t h i s  and they l i k e  that--and then the  

layout  man goes o f f  i n  a  huddle and t r i e s  t o  make some kind of 

a  layout  which has sense. 

Riess: Then i t ' s  q u i t e  out  of one 's  cont ro l?  

Lange: Well, i t  i s n ' t  e n t i r e l y  out  of your cont ro l  because i f  they d id  

something t h a t  was f a l s e  you'd say, "No, you c a n ' t  do tha t . "  

Sometimes they do i t  anyway, but I mean t o  say t h a t  i t ' s  

j u s t  a  d i f f e r e n t  use of the  same mater ia l .  

Something l i k e  t h a t  takes--they] s e n t  a-man over t o  

I r e l a n d  t o  g e t  a l l  those names, which I d i d n ' t  ge t .  Yes, they 



Lange: s e n t  both a  man and a  g i r l ,  t h e  two of them, over t o  I r e l and ,  

and they t r a i p s e d  a l l  over those  two count ies  with t h e  p i c t u r e s  

t o  i d e n t i f y  t h e  people. L i f e  magazine does very f a n t a s t i c  things.  

But I wanted t o  make t h e  a r t i c l e  e n t i r e l y  a  p i c t u r e  of I r e l and  

i n  t h e  r a i n ,  every one of them i n  t h e  ra in .  I thought i t  was 

well-done, though, from t h e i r  po in t  of view. They d i d n ' t  come 

out  wi th  anything t h a t  was bad. 

Riess: How d id  you ge t  i n t o  t h e  work with Steichen on t h e  "Family of 

Man" exhib i t ion?  Did you move t o  New York f o r  i t ?  

Lange: Let  me see  when I f i r s t  heard of it. 1 ' d  have t o  dredge t h a t  

out.  It was maybe 1951 t h a t  i t  s t a r t e d .  And when d id  i t  f i n a l l y  

go up? 1955? I remember t h a t  I went e a s t  i n  September of 1952 

t o  work wi th  S te ichen  on a  show X was going t o  have a t  t h e  Museum 

of Modern A r t  and when I got t h e r e  he was s o  engrossed with 

t h e  "Family of Man" t h a t  he forgot  a l l  about what I came f o r  and 

[ l augh te r ]  a  couple of years ago he s a t  down and gave me h e l l  

f o r  no t  having consul ted him on t h a t  show. He s a i d  t o  me, 

I t  You know, 1 've  been wanting t o  t e l l  you t h i s  f o r  years .  I never 

could q u i t e  understand what you d id  when you came eas t .  You never 

consul ted me on t h a t  show." And you know he r e a l l y  bel ieved 

t h a t ,  when what he  did was t o  absolu te ly  tu rn  me down. I 

cou ldn ' t  g e t  h i s  a t t en t ion .  He went t o  Europe i n  t h e  middle of 

t he  time t h a t  I was t h e r e  i n  order  t o  make speeches a l l  over 

Europe t o  c o r r a l  ma te r i a l  f o r  t h e  "Family of Man." He made t h a t  



Lange: t r i p  twice t o  Europe and, a s  an example of how oddly th ings  go, 

t h e r e ' s  a persuasive man who can go anywhere and command 

a t t e n t i o n ,  and he got  no response a t  a l l .  Every one was very 

g lad  t o  ga ther  together  and l i s t e n  t o  what he wanted and 

h i s  descript ion--and he can c e r t a i n l y  engender i n t e r e s t  and 

exci tement- -ba the  n e t  r e s u l t  was zero. Not zero, nothing i s  

zero, but  c e r t a i n l y  not  enough t o  j u s t i f y  what he pu t  i n t o  

it. 

Riess: So how did  he ge t  t he  q u a n t i t i e s  of ma te r i a l  toge ther?  

Lange: Well, i t  was a dredging process.  I t  was digging i n  t o  g e t  

them, not  making a b i g  pub l i c  c a l l  f o r  them. They had t o  

be found. Many of t h e  p i c t u r e s  i n  t h a t  show I had a hand i n  

co l l ec t ing .  

Riess: By going t o  Europe? 

Lange: No, no, no. I j u s t  found them, and got  them. Wrote t o  where 

they were o r  t h i s  o r  t h a t ,  j u s t  t h e  way you do, not  any concerted 

e f f o r t .  But every idea  I had I used. I s e n t  him i n  a l o t  of 

t h ings  from newspapers and my own c l ipp ings ,  th ings  t h a t  I remember 

I had seen. And a good dea l  came out  of t h a t .  One th ing  would 

lead  t o  another ,  you see. Then he h i r e d  Wayne Mi l l e r  t o  go - 

through magazine f i l e s .  And it was a very confusing and compli- 

ca t ed  process,  no t  much rhyme o r  reason t o  it. He [ ~ t e i c h e n ]  

came out  here  twice and twice I c o l l e c t e d  under one roof a l l  t h e  

photographers t h a t  I knew o r  had heard o f ,  no t  j u s t  t h e  few. 



Lange: There was a time when i t  looked a s  t h o u a t h e r e  wasn't  going t o  

be any show. It looked a s  though he was going t o  have t o  h i r e  

people t o  go out  and make p i c tu re s .  There were times when i t  

looked l i k e  one g r e a t  b i g  f a i l u r e .  

One\day, i n  f a c t ,  he s a i d  t o  me i n  New York, "I know 

now t h a t  I can now proceed. I know t h a t  I am going t o  have a 

show. I have enough up on t h e  wa l l  u p s t a i r s , "  i n  a l i t t l e  

r o m  which was under lock and key, "I have enough up t h e r e  so 

t h a t  1 ' m  now confident ."  And he gave me t h e  key and I went 

up t o  look--there was a l i t t l e  room tucked up on t h e  top  f l o o r  

of t h e  museum and i t  was a kind of l i t t l e  storeroom--and I went 

i n  t h e r e  and I looked and my h e a r t  f e l l ,  because I d i d n ' t  s e e  

it.  And I was su re  t h a t  he  was wh i s t l i ng  i n  t h e  dark. 

Riess:  This  was before  th ings  were enlarged and arranged? 

Lange: Oh, yes. Oh, t h a t  only came a t  t h e  very  end, t h e  l a s t  two weeks. 

Some of t h e  p r i n t s  on t h e  wa l l  a t  t h e  opening of t h e  Family of 

Man were--you pu t  your hand on them and t h e  p a s t e  would 

squeeze out. [ ~ a u g h t e r ]  They had j u s t  been done t h a t  afternoon. 

 hat's h i s  method. He worked up t o  a t e r r i f i c  climax where every- 

body doesn ' t  s l eep  f o r  t h r e e  o r  fou r  days and they work day 

and n ight  and they l i v e  on black co f fee  and he  g e t s  i t  done. 

But on t h e  af ternoon of t h e  day when t h e  show was opening t h a t  

n i g h t  they were s t i l l  making p r i n t s ,  and many of t h e  p r i n t s  were 

wretched. Very poor a s  p r i n t s .  But S te ichen  took i h  i n  h i s  



Lange: s t r i d e  and t h a t ' s  t h e  way i t  came out.  

Riess:  He d i d n ' t  t r y  t o  r e v i s e  and improve i t  a f t e r  t h e  opening? 

Lange: No, ho, h e ' s  no f e l low t o  d i t h e r  around wi th  things.  - I might 

have. I might have kept  on working. - He has the g r e a t  q u a l i t y  

of accept ing imperfect ion as  being p a r t  of a thing.  Nothing 

need be pe r f ec t .  It i s n ' t  c a l l e d  f o r ,  and maybe not  even des i r ab l e .  

1 ' m  worried by imperfect ion;  I c a n ' t  l e t  go u n t i l  i t ' s  as  good 

as  I know i t  can be under t h e  circumstances.  He l e t s  go s h o r t  

of t h a t  p o i n t  because h i s  s p i r i t u a l  d r i v e  encompasses i t ,  confidence 

t h a t  sometimes a good th ing  i s  good almost because i t ' s  s o  bad 

and y e t  good i n  s p i t e  of i t ,  he knows t h a t .  

Now I don ' t  t h ink  t h a t  t h e  new show, t h e  b i g  show t h a t  

t h e  Urban League was going t o  do, i s  ever  going t o  come o f f .  

1 t ' s  of t h e  same scope and i t ' s  on r a c e  r e l a t i o n s .  I don ' t  

t h ink  i t ' s  ever  going t o  happen. 

Riess: I s  S te ichen  i n  charge of t h a t  show too? 

Lange: Well, they had a l o t  of money and they  persuaded him. And they 've 

S n e  p a r t  way, s e l e c t e d  most of t h e  p i c t u r e s  and pa id  f o r  them. 

But I don ' t  t h i n k  i t ' s  going t o  happen, and the  reason i s  t h a t  

I th ink  th ings  a r e  happening too  f a s t  i n  r ace  r e l a t i o n s .  1 t ' s  

no time t o  do t h a t  one, as  a comprehensive, o v e r a l l  thing. 

Riess:  1 t ' s  t h e  time t o  be t ak ing  t h e  p i c t u r e s .  

Lange: Yes, bu t  no t  making t h e  show. 



Observations and Hopes f o r  t h e  Future 

Lange: I may be i n  Egypt next year ,  f o r  e i g h t  months. Paul i s  going t o  

Egypt and so  I ' l l  be  photographing i n  Afr ica  i f  I photograph. 

I ' m  no t ,  myself,  e n t i r e l y  w i l l i n g  t o  go, not  now. I don ' t  

r e a l l y  f e e l  l i k e  going i n t o  a continent  l i k e  t h a t  cont inent  

and t ry ing  t o  work the re .  I t 's  s tagger ing  t o  me. Oh, I 

might do a couple of assignments the re ,  but  I ' d  much r a t h e r  work 

i n  my own country. 

Riess: There a r e  many p r o j e c t s  you want t o  f i n i s h ,  a r e n ' t  t he re?  

Lange: Oh, yes ,  and I ' v e  got  t o  t r y  t o  g e t  them mostly done before 

I go. That ' s  t h i s  year ,  t h i s  winter .  But i t  looks a s  though i t ' s  

going t o  be Alexandria i n  t h e  spring.  

I n  t h e  l a s t  couple of years  I ' v e  been working on a r a t h e r  

d i f f e r e n t  l e v e l .  My i l l n e s s  had something t o  do with i t ,  and I 

now f e e l  t h a t  



Lange: I have a r i g h t ,  t h a t  i t ' s  more important t h a t  I now say how I 

f e e l  about something than  i t  ever  was before.  I have always been 

s o r t  of a channel f o r  o the r  people. But I am aware of when t h e  

change happened, and i t  was sharp. It i s  t h e  d i f f e r e n c e  between 

be ing  a conscious and an unconscious a r t i s t .  1 ' v e  denied t h e  

r o l e  of a r t i s t .  It embarrassed me, and I d i d n ' t  know what they 

were t a l k i n g  about. And a s  f a r  as  t h e  argument about whether 

photography is  o r  i s  not  an a r t ,  1 ' v e  thought t h a t  it was a 

u s e l e s s  and a s t u p i d  argument. Anyone who spent  t h e i r  t ime and 

energy g e t t i n g  involved i n  t h i s ,  wel l ,  they  gave themselves 

away. I always thought t h a t  what people c a l l e d  "ar t"  was a by- 

product ,  something t h a t  happens, a "plus -something1' t h a t  happens 

when your work i s  done, i f  i t ' s  done w e l l  enough, and i n t e n s e l y  

enough, you know. I s t i l l  t h ink  t h a t ' s  t rue .  But t h e r e  comes 

a t ime when you have a r i g h t  t o  ask  someone t o  s top  and look a t  

something because t h i s  i s  what you t h i n k  is  important ,  you t h i n k  

is  important. Do you see? I f  someone says,  "I suppose you ' re  

an a r t i s t ? "  I w i l l  say, "I may be." 1'11 say  t h a t ,  where 

f i v e  years  ago I would have s a i d ,  "No. I'  

Riess:  How about p u t t i n g  it i n  terms of more o r  l e s s  c r e a t i v e ?  

Lange: Crea t ive?  I don ' t  know what it means. I th ink  we a r e  c r e a t i v e  

i n  every b lessed  th ing  we do, a l l  of us. We may c r e a t e  havoc! 

[ ~ a u g h t e r ]  Oh, I may use  t h e  word loose ly  sometimes. Like 

C h a r l i e  Eames i s  a c r e a t i v e  fe l low because he  can t w i s t  a p i e c e  

of paper  i n t o  something t h a t  no one e l s e  can t w i s t  i t  i n t o ,  



Lange: you know. Creat ive i s  a kind of a fancy word; it doesn ' t  r e a l l y  

plumb t h e  depths of t h e  r e a l  performance, t h e  :-performance of 

a genuine a r t i s t .  ~ e ' s  come t o  t h e  p lace  where he 2. I go 

over some of t h e  th ings  t h a t  I have done i n  t h i s  S u t t e r  S t r e e t  

pe r iod  and I see  p l a i n l y  t h a t  I ' m  exac t ly  t h e  same person,' doing 

the  same th ings  i n  d i f f e r e n t  forms, saying t h e s a m e  things. 

' I t ' s  amusing sometimes t o  me t o  look a t  my own ea r ly  endeavors 

and, "There she i s ,  t h e r e  she i s  again!" 1 t ' s  bu i l t - in .  Some 

th ings  a r e  b u i l t  in.  

Riess: Then what a r e  you adding i n  your recent  work? 

Lange: Perspec t ive ,  f o r  one thing.  And t h e  whole mat te r  i s  now uni f ied .  

I know now what I can speak about b e s t  because I have been t h e r e  

I ' ve been through t h e  wind- tunnel; [Laughter] 

Although I suppose t h e r e  a r e  a l o t  of people who say 

t h i s .  I remember one shocking th ing  t h a t  happened t o  me with a 

p a i n t e r  who showed us a l l  t h e  pot -boi le rs ,  and apologized f o r  them, 

and then  he s a i d ,  "Now 1 ' m  going t o  show you my r e a l  work." And 

i t  was j u s t  t h e  same. We deceive ourselves.  But I ' m  qu,kte 

s u r e  a s  f a r  a s  I ' m  concerned t h a t  i n  t h i s  respec t  I ' m  not  

deceiving myself. And i t ' s  no t  t h a t  I ' m  following along wi th  

what people t e l l  me. I know where I am a l l  r i g h t  and where I 

am s t i l l  f a i l i n g .  Same o ld  f a i l u r e s ,  too, same ones. But i t ' s  

a kind of an equation, out  of which the re  i s  a product,  and t h a t ' s  

unmistakable,  and you c a n ' t  evade it. And t h e  o u t l i n e s  of t h a t  

product became c l e a r e r  a f t e r  i n  my case never l e t t i n g l g o  of i t .  



Lange: Maybe I might have a t  times. Never r e a l l y  l e t t i n g  go of it. 

Now I know why. Now I know why. It wasn ' t  j u s t  stubbornness.  

Of course, as  you go along t h e r e  a r e  d i f f e r e n t  t h ings  

t h a t  a r e  important t o  you. A t  t h e  moment I have no th ing  t o  

answer t o ,  no one t o  answer t o ,  no one e l s e ' s  eyes and mind t o  

th ink  o f ,  as  1 ' m  doing t h i s  job t h a t  1 ' m  doing, but  my own. 

I don ' t  know whether I s a i d  t h i s  before  t o  you, but  t h a t  makes 

a very much more d i f f i c u l t  job, a much more engrossing t h i n g  t o  

do, because i t  r evea l s  not  only what you saw but  your own purpose, 

your purpose and not  t h e  purpose of t h e  e d i t o r  o r  t h e  d i r e c t o r  

of  t h e  i n s t i t u t e  f o r  whom you ' re  working, o r  t o  f i t  i n  wi th  o ther  

th ings .  I n  f a c t  i t s  usefu lness  becomes obscure but  i t s  purpose 

doesn ' t .  And t h a t ' s  d i f f e r e n t .  And I th ink  I could now do my 

b e s t  work. Diirer, you know, way back i n  four teen  hundred and 

something, s a id ,  "I draw from t h e  s e c r e t s  of my hear t . "  And t h a t ' s  

what I have, i n  t h e  end.  hat's what it comes t o  and t h a t ' s  

t h e  bes t .  Provided, of course, you've go t  an educated h e a r t  and 

a sense of some kind of general  r e s p o n s i b i l i t y .  The s e c r e t  p laces  

of t h e  h e a r t  a r e  t h e  r e a l  mainsprings of one's ac t ion .  

k i e s s :  ~t sounds almost a s  i f  it i s  out  of your cont ro l .  

Lange: l t t s  hard t o  reach i t ,  hard t o  reach i t . . .Before then you do 

th ings  which you know w i l l  be recognizable and understandable. 

And you have i n  your mind t h e  common denominator as  a kind of 

a l eve l ing  p lace ,  beyond'which you c a n ' t  s t r a y  too  f a r  o r  e l s e  



Lange: you w i l l  b e  defying o r  denying t h e s e  laws of communication t h a t  

we hear  so  much about--this e f f o r t  t o  make communication a 

s c i ence  and t o  put  down p r e s c r i p t i o n s  f o r  i t  which amount t o  

t h ings  t h a t  must have an  element i n  them which is understandable t o  

a l l .  Well, t h a t ' s  very  important.  You have t o  go t o  t h a t  school .  

You d o n ' t  d a r e  deny i t ,  bu t  then ,  a f t e r  tha t - - th i s  is my present  

theory--you come t o  t h e  p l a c e  where you say,  "It doesn ' t  make any 

d i f f e rence"  whether many people s e e  what you meant when you chose 

t h i s  l i t t l e  t h ing ,  t h i s  obscure photograph which has  i n  i t  some 

t u r n  t h a t  t h e  b ig ,  b r i l l i a n t ,  much more obvious and.much more 

a t t r a c t i v e  th ing ,  much more vigorous,  wi th  wider appea l ,  doesn ' t .  

You focus  on t h a t  o the r .  And i t  l e a d s  you t o  odd p l aces  bu t  

i t ' s  fun. I ' m  enjoying very  much what I ' m  doing now. 

Riess:  It doesn ' t  mat te r  t o  you wh,ether you l eave  something t h a t  people 

w i l l  r e a d i l y  understand. 

Lange: It doesn ' t  r e a l l y  ma t t e r  because you know enough t o  know t h a t  t h a t  

is t r u e .  And a c t u a l l y  i t ' s  your con t r ibu t ion .  And you know 

i t ' s  t r u e ,  and you know t h a t  i t  w i l l  t a k e  i ts  place.  I n  s h o r t ,  

you ' re  no t  a f r a i d  any more. Tha t ' s  what i t  amoungs to .  You're 

not  begging anyone t o  accept  i t .  T h a t ' s  gone. And you've done 

your duty on t h e  o t h e r  s i d e  of t h ings .  I don ' t  know whether 

t h i s  makes any sense.  

R i e s s :  Photographers o f t e n  t a l k  about t h e i r  r o l e  a s  one of i n t e r p r e t i n g  

t h e  everyday, f o r c i n g  people t o  a second, more r evea l ing  glance 

a t  l i f e ,  bu t  what you ' re  speaking of is even a s t e p  beyond t h a t .  



Lange: 1 t ' s  t h e  add i t ion  of t h a t  c e r t a i n  l i t t l e  t h ing  t h a t  only you 

can do. Now t h a t  i s n ' t  t o  say t h a t  t h a t  makes you a g r e a t  

a r t i s t .  But i t  puts  you i n  t h e  company of those who say t h a t  

i f  they d i d n ' t  do i t ,  no one would be saying i t  r i g h t  now. L a t e r  

oq, someone e l s e  may come. These th ings  have a  way of r epea t ing  

themselves. I t ' s  t he  e s s e n t i a l  uniqueness t h a t  comes out  of 

t h e  i n s i d e  of your own nature.  Now you can ' t  j u s t  go out  and 

11 I say,  I m going t o  express myself." 1 t ' s  not  l i k e  t h a t .  1 t ' s  

not  f ind ing  a  tu rn  t h a t  nobody e l s e  has done s o  f a r ,  f o r  t h e  sake 

of i t s e l f .  1 t ' s  no t  t h a t .  1 t ' s  something t h a t  you have t o  have 

earned. I n  your own s i g h t  you have t o  have earned the  r i g h t .  

I th ink  t h a t ' s  t rue .  A t  l e a s t ,  f o r  myself I have t o  f e e l  I have 

earned i t .  I don ' t  ask i t  of o the r s .  There is  no one channel. 

But ~ ' m  j u s t  speaking of myself a t  t h e  moment. 

Riess: Perhaps you couldn ' t  recognize i t  i f  you hadn ' t  earned i t .  

Lange: Perhaps t h a t ' s  t rue .  That may be t h e  explanation. But I repea t ,  

I could now, I be l i eve ,  a t  a  t ime when I have such f eeb le  

energ ies ,  I could now do my bes t  work, I know. 

I cannot do t h i s  o r  t h a t ,  I say,  and how much I would 

r e a l l y  l i k e  t o  devote myself t o  r e a l l y  l i v i n g  t h e  kind of l i f e  

t h a t  I know i t  takes. I only know enough about i t  t o  know what 

i t  takes.  This  i s  e i t h e r  impossible f o r  me, o r  I am not  

s u f f i c i e n t l y  r u t h l e s s  t o  do it.  I have t o  do t h i s ,  t h a t  and t h e  



Lange: o ther .  I would d isappoin t  my family very  much i f  I devoted 

myself t o  photography. I ' d  have t o  s t e p  out.  And as  f a r  as  my 

husband i s  concerned, he  would understand i t ,  but  he  wouldn't  

know how t o  a d j u s t  t o  i t ,  r e a l l y ,  You might say,  and I say  t o  

myself, t h a t  i t  i s n ' t  t h e  amount of t ime i t  takes.  But you know 

t h a t  tomorrow morning you have t o  s e e  somebody who's coming 

from Asia,  j u s t  f o r  an hour,  and tomorrow af te rnoon a t  f i v e -  

t h i r t y  you have t o  go t o  aqock ta i l  p a r t y  and a d inner  i n  honor 

of someone--those th ings  you have t o  do. 

But what it takes  t o  pursue my purposes i s  unin ter ruped  

time, o r  t ime t h a t  you i n t e r r u p t  when you want t o  i n t e r r u p t  it. 

I t  means l i v i n g  an u t t e r l y  d i f f e r e n t  way of l i f e ,  i nexp l i cab le  

t o  some people. My c l o s e s t  f r i ends  w i l l  c a l l  me i n  t h e  middle 

of t h e  morning and say ,  "Oh, a r e  you busy? I ' l l  j u s t  t ake  a 

minute, but...would you do me a g r e a t  savor  ... and, s o  on and 

so  on." I had thought maybe I would be a l i t t l e  s t i f f e r  about 

i t ,  wi th  myself and wi th  o thers .  But I don ' t  th ink  i t ' s  going 

t o  be poss ib l e .  I th ink  t h a t ' s  p r e t t y  we l l  decided. I 

would l i k e  t o  do it.  But i t  would be t h i s  kind of th ing .  And 

1 ' m  no t  focusing t h i s  e n t i r e l y  on myself, I ' m  speaking of t h e  

d i f f e r e n c e  between t h e  r o l e  of t h e  woman a s  a r t i s t  and t h e  man. 

There i s  a sharp d i f f e r ence ,  a gu l f .  The woman's p o s i t i o n  i s  

immeasurably more complicated. There a r e  not  very many f i r s t -  

c l a s s  woman producers ,  no t  many. That is  producers of o u t s i d e  



Lange: th ings .  They produce i n  o t h e r  ways. Where they can do both,  

i t ' s  a  c o n f l i c t .  I would l i k e  t o  t r y .  I would l i k e  t o  have one 

year.  1 ' d  l i k e  t o  take  one year ,  almost ask it of myself,  "Could 

I have one year?" J u s t  one, when I would no t  have t o  t ake  i n t o  

account anything bu t  my own inner  demands. Maybe everybody would 

l i k e  tha t . .  .bu t  I can'  t. 

Riess:  It seems l i k e  t h e  th ing  one owes onese l f ,  bu t  v e r y \  hard  t o  do 

anything about. 

Lange: I t ' s  almost impossible. Almost. 

. . . . . . . . . .  
You know what today i s ?  Today i s  t he  f i r s t  day of Autumn. Have 

you f e l t  i t ?  Today i t  s t a r t e d .  The summer ended t h i s  a f te rnoon 
v 

a t  two o 'c lock.  A l l  of a  sudden. The a i r  got  s t i l l ,  a  

d i f f e r e n t  smell ,  a  kind of a  funny, brooding-quie t .  Today it  

happened. I was out  and I was j u s t  so  aware of it. Can you 

f e e l  i t ?  And t h e  cracks i n  my garden a r e  wide. ~ o d a y ' s  t h e  

day. 
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% 

Organ 

A MEMORIAL SERVICE FOR 
DOROTHEA M G E  1895-1965 

Selections from IIandel ' (concerto grosso) 
Jeou, Joy of Man's Desiring (Bach) 

Sentences 

The e t e rna l  God i s  thy  refuge,  and underneath 
a r e  t h e  ever las t ing  arms. ( ~ e u t  .33,27) 

The souls  of t he  righteous a rc  i n  t h e  hand of 
. God and no torment s h a l l  touch them, In  t h e  

s i gh t  of t he  unwise they seemed t 9 d i e ;  and 
t h e i r  departing i s  taken f o r  misery, m d  t h e i r  
going from us ,  u t t e r  destruction:  but they ' a re  

.:. . i n  peace.' .. (Wisdom of  Solomon 3,l-3) ' 

None of us liveth t o  himself,  and no m a n  d ie th  
t o  himself. For whether we l i v e ,  e,iie; l i v e  unto 
t h e  Lord; and whether we d ie ,  .we die unto t he  
Lord:' whether we l i v e ,  the re fore ,  o r  d i e ,  w e  
a r e  t he  Lord's. (Romans 13.7-8) 

To God all things , o r e  a l i ve ,  0 come l e t  us 
adore him.'  atin ins of t he  ~ e a d )  

Prayer 

Eternal  God whose cosmic power s tmds  at l a s t  revealed 
i n  Jesus Christ  as personal love,  and within whose grace and 
s t rength  our l i v e s  a r e  spent ,  we worship thee. 

As from manifold paths of l i f e  - from t h e  worlds of 
science,  the  arts and public s e w i c e ,  of  home and univers i ty  - 
thou br ingest  us together i n  t h i s  hour, by t h e  memory o f  a de- 
parted f r iend,  so  a l s o  make us aware t h a t  within the  intermin- 
able conf l i c t s  of t h i s  world thou nrt forever gathering t he  
separated peoples of the  ea r th  i n t o  one family of man. 

Within thy world-wide embrace, we, too,  are  ell enfolded, 
'safe,  though all sa fe ty ' s  l o s t ' :  therefore  teach us how t o  be 
enlarged within the const ra ints  and poignancy of our circurn- 
stances. Mw t h i s  day's solemn memory serve thy creat ive  pur- 
poses as the  vis ion and compassion and fo r t i t ude  of Dorothy Lmge 
renew t h e i r  s t rength  and vigour within our persons. Let h e r  
memory, 0 Lord, nourish and confort us ' upon ur mortal journey . 

. . . .. AMEN 
... . . 

. . . .  .. 



Scr ip tu res  

Let us hear  t h e  Scr ip tures  a t  Psalm 90 i n  King James's 

Version; then Archbishop Cranmer's word i n  Shalrespegre's 

Ilenry V I I I  which i s  spoken of  Queen Elizabeth I of  England, 

but rooted i n  t h e  prophetic  hope o f  ancient  I s r a e l  - t h e  

hope of  mankind nourished and a t  peace; a passage from which 

Dorothea Lange drew s t r eng th ,  and wi th in  which she recopgized 

some of h e r  dea res t  a sp i ra t ions .  And l a s t l y  t h e  opening words 

o f  t h e  t-rfenty-first chapter  o f  t h e  Book o f  Revelation. 

Psalm 90 

Lord, thou h a t  been our dwelling place i n  a l l  generat ions.  
Before t h e  mountains were brought f o r t h ,  o r  ever  thou hads t  
formed t h e  e a r t h  and t h e  world, even from e v e r l a s t i n g  t o  
e v e r l a s t i n g  t o  eve r l a s t ing ,  thou art God. 
Thou t u r n e s t  men t o  des t ruct ion;  and s a y e s t ,  Return, ye 
chi ldren  of  men. 
For a thousand years  i n  thy  s i g h t  a r e  bu t  a s  yesterday when 
it is p a s t ,  and a s  a watch i n  t h e  n ight .  
Thou c a r r i e s t  them away as with a f lood;  they a r e  as a s l eep ;  
i n  t h e  morning they a r e  l i k e  grass  which groweth up. 
I n  t h e  morning it f lour i she th ,  and groweth up; i n  t h e  evening 
it is cu t  down, and withered. 
The dzys o f  our  yea r s  a r e  threescore  years  and t e n ;  
and i f  by reason o f  s t r eng th  they be fourscore yea r s ,  y e t  i s  
t h e i r  s t r eng th  labour  and sorrow; f o r  it i s  Boon cut  o f f ,  and 
we fly away. 
So teach us t o  number our  days, t h a t  we may apply our  h e a r t s  
unto wisdom. 
0 s a t i s f y  us e a r l y  with thy  mercy; t h a t  we m a y  r e j o i c e  and be  
g lad  a l l  our  days. 
Make us g I r d  according t o  t h e  days wherein thou: h a s t  a f f l i c t e d  
us ,  and t h e  yea r s  wherein we have seen e v i l .  
kt t h y  work appear unto t h y  se rvan t s ,  and thy  g lo ry  unto t h e i r  
chi ldren .  
And l e t  t h e  beauty o f  t h e  Lord our Cod be upon us;  and e s t a b l i s h  
thou t h e  work o f  our  hands upon us; yea, t h e  work of our hands 
establish thou it. 



Good grows with her. 
In he r  d ~ y s  every man shall e a t  i n  s a f e t y  
Under h i s  own vine \f iat he p lan t s ,  md s ing  
The merry songs of peace t o  all h i s  neighbours. 
God s h a l l  bc t r u l y  known; and those about her. 
From her  s h d l  read t h e  pe r fec t  ways o f  honour. 
And by those  claim t h e i r  greatness ,  not  by blood. 

And I saw a new heaven md a.new ea r th ;  f o r  t h e  
f i r s t  hecven a i d  t h e  f i r s t  e a r t h  were passed away; 
mil thei-e w a s  no more sea.  
And I, John, say t h e  holy c i t y ,  new Jerusalem, 

. . corning do\m from God out  of heaven, prepared a s  a 
. br ide  adorned f o r  h e r  husband. 

And I heard a great  voice out of  heaven saying, 
Behold, t h e  tabernacle  o f  God is  with Zen and he 
w i l l  dwell with them, and thsy  s h a l l  be h i s  people.- 
and God himself s h a l l  be wi th  them, and be t h e i r  God. 
And God s h a l l  wipe away a l l  t e a r s ,  from t h e i r  eyes; 
and t h e r e  s h a l l  be no more Zeath, ne i the r ,  sorrow 
nor crying,  n e i t h e r  s h a l l  t h e r e  be any more pain: 
f o r  t h e  former th ings  a r e  passed away. 



Prologue t o  Three Tributes 

When Ecc les ias tes ,  t h e  Preacher, informs us t h a t  

t o  everything t h e r e  i s  a season, and a time to- 
every purpose under t h e  heaven: a time t o  be 
born and a time t o  d ie  . . . ( 3 4 - 3 )  

he is measuring t i m e ,  not by i t o  duration, but by i t a  c o n t e n t .  

We a r e  measuring t h e s e  moments by t h e  l i f e  and death of  

Dorothea Lange. For us ,  & is  the  content o f t h i s  time. 

Three o f  h e r  f r i ends  w i l l  hold open t h e  door of memory, 

and we s h a l l  glimpse her through t h e i r  eyes , .and wonder again 

at  t h e  remarkable w&an who by t h i s  means i s  

res to red  t o  us, and through t h i s  a c t  o f  remembering, w i l l  

t a k e  h e r  place i n  our  personal  awarenesses o f  l i f e  and f i n d  

a niche i n  our  ind iv idua l  h i s t o r i e s .  

This remarkable p o s s i b i l i t y  r es ides  i n  our nature:  

human beings a r e  not  simply objects  i n  space, but  cons i s t  

a l s o  of  inward dimensions capable of overflowing, of  extending 

themselves, i n t o .  t h e  l i v e s  of otliers. This means t h a t  all 

o f  us have a kind o f  exis tence  i n  o t h e r  people; t o  some degree 

we a r e  a p a r t  of them. and they a r e  a p a r t  of us. So when they 
leave  u s ,  and .we are l e f t ,  they a r e  never q u i t e ,  never 

absolute ly  gone. And those  who have been c losely  r e l a t e d  t o  

is by love o r  work, continue t o  enr ich  us with th; q u a l i t y  
1 

o f  t h e i r  charac te r s ,  through our remembering. 



Fortunately t h i s  mutual shar ing of our persons does 

not  always, depend upon i c m e z a t e  contacts  with each other.  People 

m a y  be reported t o  us; we may encounter t h e i r  work; and t h e ~ e  

evidences s u f f i c e  t o  exer t  a personal  power upon us.  

~h;s I ,  t o o ,  a s t r anger ,  lboked and l i s t e n e d ,  a d  was con- 

~Yonted by an authent ic  hman being whose profound a d  penet ra t ing  

v i s i o n ' o f  l i f e  could unloclc i n  nen 's  eyes t h e  frozen seas of compassion, and 

throu,gh t h e  very f a c e  of  squalor ,  neglect  and forsakenness , could make us 
i 

all f e e l  t h e  beat ing hear t  of  humanity. 

But hhe mark of h e r  maturi ty was t'nis: t h a t  thoug~;?tf'ully, in2us t r i -  

ously, within diminishing s t reng th ,  having h e u d  t h e  sentence of  death,  

she was no t  consumed by he r  own g r i e f ,  but  could d i r e c t  h e r  l i f e  towards 

o thers .  I n  Chr is t ian  terms t h i s  was triumph of  a very high order. 

O f  death i t s e l f  we cannot speak, but  do not  l e t  us th ink  t h a t  

the re fo re  it i s  without honour, o r  g rav i ty ,  o r  c rea t ive  power. It i s  a 

d e f i n i t i v e  force  i n  our  l i v e s .  The night  cometh, s a i d  Jesus ,  when no man 

can work (John 9.4). Darkness and immobility must descend, ye t  they give 

urgency t o  t h e  working day. We are  n o t  mere l j  c rea tures  whose l i v e s ,  s o  

far as we know, a re  bounded by death;, hu t  people whose lives may be en- 

hanced and v i t a l i z e d ,  here and now, by t h e  power end r e a l i t y  o f  death. Tne 

New Testament wishes t o  a s s e r t  t h a t  unless we come t o  t e r n s  with death ' s  

i n e v i t a b i l i t y  we cannot a s p i r e  t o  be f i l l y  human; o r  as t h e  poet Rillte 

has it: 

For .we a r e  but  t h e  leaf and t h e  skin .  
The g rea t  death which each one has wi th in  
is  t h e  Mit ,around which a l l  revolves. 

. . 



Dorothea Lange came t o  t e r n  with her  own death; she l i ved  
1 

beyond it; and w i l l  continue t o  do so while men have eyes f o r  her  

work and a place i n  t h e i r  hearts .  To-day's remembrance grants her  

a conditioned immortality, f o r  she w i l l  be amongst us as a humbling and 

purifying presence, sharpenin8 our awareness of t he  kind of people we 

a re ,  and perhaps, even shaping thoughts of  t he  kind of people we ought 

t o  be. 

Therefore, it would be f a l s e  t o  l i f e ,  merely t o  mourn her  passing.' 

We must a l so  rejoice. i n  the l i f e  t h a t  was given us, and be thanlrful 

f o r  -;herdeath which may yet  become fo r  u3 a milestone upon our pilgrimage 

t o  authentic hman existence and genuine freedom i n  t h i s  world. 

Tributes from 

Allan Temko 

Daniel Rhodea Dixon 

Chris t ina  B. Gerdner 

Dorothea Lange as Artist 

Dorothea Lange within her  family 

Dorothea Lange as a woman and photographer. 



DOROTHEA LANGE: THE MASTER ARTIST AS HUMANIST 

Truly g r e a t  a r t ,  such a s  Dorothea Langets, belongs s o  com- 

p l e t e l y  t o  i ts  o m  time that: it  transcenrls time, and belongs t o  a l l  

c i v i l i z a t i o n  t o  come. The underlying p r inc ip le  of c l a s s i c  a r t  of 

course is  not simply permanence, f o r  many worthless things a r e  re la -  

t i v e l y  1on~lasLing.  Its main p r i n c i p l e  is  i n t r i n s i c  excellence,  Acd 

such excellence r e s t s  not  on technique, although every g rea t  a r t i s t  is  

necegsari ly a g rca t  technicsan -- and Dorothea was one of the  f i n e s t .  

Such excellence i s  the  r e s u l t a n t  of s p i r i t u a l  and i n t e l l e c t u a l  i n s i g h t  

which leads the  a r t i s t s  t o  discover -- where o thers  do not seek even t o  

f i n d  -- new t r u t h s  i n  t h e  cause of man. 

This c l a s s i c  search f o r  t r u t h ,  and not  s u p e r f i c i a l  s t y l e ,  is 

the  supreme unifying force  of f i n e  a r t ,  drawing wisely upon time pas t ,  

passionately and i n t e l l i g e n t l y  involving i t s e l f  i n  the  f u l l  complexity 

of the  present ,  f e a r l e s s l y  confronting t h e  fu tu re .  It u n i t e s  Phidias 

and the I h s t e r  Builders of Chartres,  Z4ichelangelo and Frank Lloyd Wright, 

and Dorothea Lange. 

When I was young, Alfred S t ~ a g l i t z  s a i d  t o  me: "I would 

r a t h e r  have the  smal les t  blade of grass ,  s o  long as i t  i s  t rue ,  than 

the  biggest  papier-m&ch6 t r e e  i n  the world." i t i e l i t z ,  too, was a 

g r e a t  photographer whose mind was generously open t o  a l l  the  o ther  

a r t s ,  a s  Dorotheats was. The a r t  of such photographers i s  e s s e n t i a l l y  

the  art of perception; and i t s  beauty, i t s  h ighes t  mystery, r e s ides  i n  



t h e i r  capaci ty  t o  malce us see through t h e i r  prismatic in te l l igence .  

They confer  upon us the  g i f t  of s igh t .  

And s c ,  when Dorothea sa17 an apple p i e  o r  an auto  junkyard, 

a bur ly  San Francisco cop o r  an exquis i te  Nepalese, she saw t ru ly .  

She saw the  degraded Victor ian  famlly hone behind the used c a r  s ign;  

she saw humble cooking u t e n s i l s  assembled nobly a t  a pr imi t ive  family 

hear th .  She saw hope i n  a baby, and despair  i n  an empty cup. 
i 

This was not  merely s o c i a i  observation, but a supreme form 

of s o c i a l  ana lys i s ,  f r e e  of dogma and cant ,  u t t e r l y  l ibe ra ted  from 

t r i v i a l i t y ,  although no subject  was too small, or  too modest, f o r  her  

compassionate examination. Thus i t  was not only the accuracy and com- 

prehensiveness of her  perception, but the love which accompanied i t  -- 
a purely d i s t i l l e d  compassion vhich was never t a in ted  by sent imenta l i ty  

-- t h a t  made Dorothea one of the  most powerful c r i t i c s  of our time. 

That i s  why her  g r e a t  photographs of the  Depression s t i l l  ca r ry  res idua l  

t r u t h  t h a t  moves us a s  no rudimentary " soc ia l  realism" can, t r u t h  some- 

times as t e r r i b l e  a s  the  parched and blowing ea r th ,  but a s  magnificent 

as the  mother who, i n  the n i d s t ,  of tragedy a s  oven~helming as any Greek 

scene of t e r r o r  and p i t y ,  c l asps  her  chi ldren t o  her ,  and with superb 

humanity confronts  t h e  f a t e s .  

The heroic  s c a l e  of such photographs i s  the  s c a l e  of man 

fac ing  forces  beyond h i s  individual  control .  tJhat deepens the  t r a g i c  



i rony i s  Dorothea's awareness, impl ic i t  i n  a l l  of her work, t h a t  

together we need not be a t  the mercy of negatlve forces which human 

reason can not only bring u n d e r c o n t r o l ,  but  tu rn  i n t o  a p o s i t i v e  

d i r e c t i o n  t h a t  could lead us t o  a new soc ie ty  a l together .  

I n  t h i s  aspect  of h e r  work she was a remarkable 

environmental t h e o r i s t  and, i n  the  h ighes t  sense, an environmental 

designer. Perhaps i t  i s  not  s u f f i c e n t l y  rea l i zed ,  i n  these days 
'5 

of r i g i d l y  d r a m  profess ional  l i n e s  among a r c h i t e c t s ,  planners, and 

other  environmental designers,  t h a t  we a r e  a l l  makers of our environ- 

ment. Dorothea knew t h i s ,  and she d i d  not  h e s i t a t e  t o  commit the 

f u l l  s t r eng th  of her  a r t  and he r  s o c i a l  convict ion i n t o  the s t rugg le  -- ' 

and she above a l l  lcnet~ how complex and d i f f i c u l t  s t rugg le  i s  -- t o  

conserve and improve the  environment, t o  c r e a t e  a t r u l y  bio-technic 

environment which will serve  man r a t h e r  than machines, i n  an  epoch 

of incessant  technological innovation. 

Thus we can a l l  thank her  f o r  the  marvelous burnt orange 

co lo r  of the  Golden Gate Bridge ( fo r  it ~7as  he r  idea  t o  p a i n t  it 

t h a t  way), j u s t  a s  we can be thankful f o r  he r  demonstration of what 

the  death of a va l l ey  can be. How pa in fu l  t h e  bi te  of the  bulldozer 

can be, she -- ~ h o  loved the  e a r t h  and i t s  peoplb, -- knew b e t t e r  

than any profess ional  planner. 

For she recognized t h a t  uncontrolled technology, which i n  



i t s  present  insensate  appl ica t ions  t o  the  na tu ra l  world has  becone 

ferocious technocracy, i s  the  chief  th rea t  t o  c i v i l i z e d  exis tence  

today: the  technocracy of smog and water poLlufion as much a s  t h e  

technocracy of in t rans igen t ,  unfeeling bureaucracies. For he r ,  

human beings and t h e  o ther  c rea tu res  of t h i s  e a r t h  came f i r s t .  

Not t h a t  she hated technology. Anyone who ever saw her  

hold a camera -- and how magically she held the b e a u t i f u l  Leica 
'5 

which seemed inev i t ab ly  crea ted  f o r  her  incomparable hands -- could 

see  h e r  admiration f o r  the  s o l i d  refinement and ca re fu l  t echn ica l  

thought which were so  c l e a r l y  expressed i n  t h i s  jewel-like instrument 

o f  he r  art. She defended, with a gay, tender f ierceness ,  the  techni-  

c a l  b a s i s  of he r  a r t ,  which of course was i n  some ways a c r a f t  a s  

we l l  a s  f i n e  a r t ,  She d i s l i k e d  t h e  word "picture" when i t  was sub- 

s t i t u t e d  f o r  llphotographll because i t  seemed a t  odds wi th  the  p rec i se  

nature  of he r  concept of photography. H e r  conceptual scope was very 

broad, but  it could a l s o  be brought t o  an extremely f i n e  focus. 

Her apprecia t ion of the  f u l l  p o t e n t i a l i t i e s  of technology, 

which could transform t h i s  e a r t h  i n t o  an  Eden, therefore  led her  t o  

oppose a l l  s o r t s  of f o l l i e s - ,  Although she  w a s  a Yea-sayer, she  under- 

stood t h a t  the  b e s t  way t o  'say Yes nowadays, t h e n  s o  much i s  done 

badly, i s  o f ten  t o  say No. But she vas  not a Jeremiah, s t r i d i n g  

about the  ravaged Promised Land, s t r i d e n t l y  denouncing abominations: 

she q u i e t l y  offered pos i t ive  examples of excellence. Mies van d e r  Rohe 



once remarked: "I don' t  want t o  be ' i n t e r e s t i ng ' ;  I t ~ a n t  t o  be 

goodV1' Although Dorothea tiould never have s a id  i t  t h a t  tray,  he too 

was never given t o  the  supe r f i c i a l l y  i n t e r e s t h g :  he r  goodness, i n  

her  work and personal l i f e ,  which were r e a l l y  inseparable,  was 

profound . 
I n  considering Dorothea a s  a complete person, r a t he r  than 

as an a r t i s t  -- i f  t h a t  d i s t i nc t i on  can be made, I t r i e d  t o  think of 

o ther  America~s tiho combined her pa r t i cu l a r  v i r t ue s  and who shared 

her  spec i f i c  vision.  For she tras s o  American, even though her hea r t  

and mind were open t o  the  world a t  large ,  t h a t  it is d i f f i c u l t  t o  

th ink of her  a r t  -- even though it is  as denationalized a s  music o r  

science -- as anything but h e r i c a n  i n  the  f i n e s t  t r a d i t i o n  of the 

Republic. For i ts  fundamental premise is  human l i b e r t y  and digni ty .  

And i n  thinking of o ther  American artists, Thoreau came 

na tu ra l ly  t o  mind. For Dorothea sure ly  endorsed h i s  conviction t h a t  

" t o  be a philosopher is not merely t o  have sub t l e  thoughts, o r  t o  

found a school, but s o  t o  love ttisdom a s  t o  l i v e  a l i f e  of s impl ic i ty ,  

independence, magnanimity, and trust ."  That is a p r e t t y  good des- 

c r i p t i o n  of Dorothea's own philosophy, I think,  and i n  pondering 
- '  

Thoreau's words I reca l l ed  Emerson's f i n a l  t r i b u t e  t o  him a t  a 

comemorntive gathering something l i k e  t h i s  one. 

'"There is  a flower known t o  botanists ,"  sa id  Emerson, "one 

cf  the same genus with our summer plan 'ca l led  ' ~ i f e - ~ v e r l a s t i n g '  . . . 
which grows on the  most inaccess ible  c l i f f s  of the Tyrolese motmtains, 



rillere the  chmois  dare  hardly  venture, and which the hunter  tenpted 

by i t s  beauty, and by h i s  love ( for  it i s  immanseiy valued by Sviss  

maidens), climbs the c l i f f s  t o  gather ,  and i s  sometimes found dead 

a t  the  foot ,  with the  flower i n  h i s  hand. It i s  ca l l ed  by bo tan i s t s  

the Gnaphaliun leontopodium, but  by the Swiss Edelweisse, which 

s i g n i f i e s  PJoble Pur i ty  ." 
A t  the h ighes t  reaches of modern c i v i l i z a t i o n ,  those 

forbidding crggs which few can d i sce rn  le t  alone climb, Dorothea 

plucked t h a t  f lmier  f o r  us  a l l .  For h e r  own l i f e ,  l ived with the  

noblest  pur i ty ,  the  c l e a r e s t  v is ion,  and the  most unassuming bravery, 

was i n  i t s e l f  the  g r e a t e s t  of he r  works of a r t .  I n  presenting a l l  , - 

t o  us with an  open hear t ,he r  l i f e  and her  a r t ,  with the  precious 

flower clutched i n  h e r  ha~ld t o  the  end, she  conferred upon us, and 

on generat ions t o  come as long as c i v i l i z e d  exis tence  remains, the  

g i f t  of l i f e  a s  it should be l ived ,  t ru ly .  

Allan Temko 



Words Spoken by D a n i e l  D i x o n  on O c t o b e r  30, 1965 
A t  Memor ia l  S e r v i c e s  f o r  D o r o t h e a  Lange 

I f d  l i k e  t o  speak f o r  a  moment o f  what my mother  meant t o  h e r  
fami  l y  - and o f  what h e r  fami  l y  meant t o  my mother .  

She was an  i n t e n s e l y  domes t i c  woman-- one whose f e e l i n g  o f  f a m i  l y  , 
f o r  f a m i l y ,  was a l m o s t  m y s t i c a l .  Sometimes, when she wanted  t h i s  -.,- 
f e e l i n g ,  she wou ld  r e c i t e  a  nonsense rhyme p r e s e r v e d  f r o m  h e r  b 

g i r l h o o d .  I t  was a k i n d  o f  ceremony. "Ve be l o n g  t o  a  c l u b  v o t l s  
f i n e ,  she used  t o  say. tt The P r e s i ' d e n t l s  name i s  F i n k l e ~ t e i n , . , ~  

She was, r i g h t ,  We d i d  -- we do-- b e l o n g  t o  a  c l u b ,  Bu t  t h e  
P r e s i d e n t ' s  name was n o t  , F i n k l e s t e i n ;  whi l e  she l i v e d ,  t h e  
P r e s i d e n t ' s  name was Dorothea,  Around  h e r  c i r c l e d  a comp lex  
k i n s h i p  o f  l i v e s  -- l i v e s  t h a t  s h a r e d  n o t h i n g  s o  much i n  common 
as  t h a t  each was i n  some viay shaped and e n l i g h t e n e d  b y  t h i s  
e x t r o r d i n a r y  woman, Her  i n f  l-uence was f e l t  i n  every thin^ f r o m  
impos i  ng m a t t e r s  o f  f i nance t o  t h e  c a r e  o f  t h e  . househo ld  p l a n t s .  
The h i g h l y  c o l o r e d  d e t a i l s  o f  f a m i l y  l i f e  -- n o t h i n g  was more 
i m p o r t a n t  t o  h e r  t h a n  t h a t .  A t  n o t h i n g  d i d  she work  h a r d e r .  I n  
n o t h i n g  d i d  she work  ha rde r ,  I n  n o t h i n g ,  I b e l i e v e ,  .was she more 
s u c c e s s f u l .  I n  t h i s  vray., too, she had gen ius .  

I t h i n k  I can  b e s t  d e - s c r i  be what D o r o t h e a l s  p r e s e n c e  meant t o  h e r  
fami l y  and b e s t  d e s c r i b e  t h e  l o s s  we f e e  l i f  I r e e d  you a  l e t t e r .  
I t  was one o f  many r e c e i v e d  b y  us h e r e  a t  home whi l e  D o r o t h e a  
and P a u l  were Pn t h e  F a r  E a s t  a  few y e a r s  ago. 

( L e t t e r  f o l l o w s )  

Dear He len :  

The n e x t  t i m e  you go shopp ing  i n  t h e  Co-op, t h i n k  o f  me, as  I 
t h o u g h t  o f  you t h i s  morning,  i n  t h e  C e n t r a l  Ma rke t  o f  Mani la. 
T h i s  i s  a  m a r k e t  l i k e  o u r  10 t h  S t r e e t  M a r k e t  i n  Oakland, o r  t h e  
C r y s t a l  P a l a c e  i n  San F r a n c i s c o .  How I wis i :eo f o r  yoc t o  be t h e r e  
w i t h  me. We w o u l d  have come o f f  w i t h  bags and bags o f  a l l  k i n d s  
o f  l o o t f  John, P a u l  o r  t h e  c h i l d r e n  w o u l d  have e n j o y e d  i t  n o t  a t  a l l .  
Even I f o u n d  t h e  h e a t  and  t h e  f l i e s  and t h e  c rowds  h a r d  t o  t a k e  at- 
moments and I k e p t  my eye on t he  n e a r e s t  way out ;  f o r  t h e  p e o p l e  
a r e  packed  s o l i d  i n  t h e  nar row a i s l e s  b e f o r e  -the s t a l  I s  and  you 
a r e  pushed  a l o n g  w i t h  vendors  ye1 l i n g  i n  your  e a r s  and p u d d l e s  
o f  d i r t y  s t a n d i n g  w a t e r  unde r  your  f e e t  where  yo^ wade th rough ,  B u t  
t h e  r e a s o n  f o r  d o i n g  i t  i s  t h e  f e a s t  - f o r  --.-- t h e - e y e s t  -- 9 

A l l  t h e  b e a u t i f u l  f i s h  and s t r a n g e  s e a - l i f e  o f  t h e  t r o p i c s  i s  A 

s p r e a d  o u t  b e f o r e  you i n  one s e c t i o n  o f  t h i s  c a r n i v a l .  Grea t  i, 
b a s k e t s  o f  a l  l manner o f  l o b s t e r s ,  c rabs ,  sh r imps ,  clams-, i n  a l  l ?; - .+ s i z e s  and c o l o r s  and a l l  manner o f  t h i n g s  I n e v e r  saw o r  dreamed t' 
o f ,  And g l e a m i n g  f i s h -  a l l  k i n d s ,  a l l  s i z e s  - l a i d  on banana 4 
l e a v e s  and a l l  t h e  s t a n g e  l e a v e s  and  h e r b s  w i t h  w h i c h  t h e y  cook 
them, Some o f  t h e  s e a - l i  f e  t h e y  cook r i g h t  t h e r e  unde r  your  eyes, 
i n  l e a v e s  and herbs ,  and  wrap i n  bamboo and  you e a t .  I f  you 
buy  f o r  y o u r  h o u s e h o l d  you  e i t h e r  c a r r y  away i n  you r  hands, unwrapped  
o r  you b r i n g  your  own pape r  t o  wrap. Then t h e  c rowd  s u d d e n l y  backs  + 



away f r o m  a  m i d d l e  p a t h  and you g e t  jammed a g a i n s t  t h e  f i s h  i n  
t h e  s t a l l  t o  make way f o r  2 men b e a r i n g  a  b i g  who le  f r e s h -  
r o a s t e d  p i g .  S t r u n g  on a bamboo p o l e ,  And t h e n  you f i n d  a  co rne r ,  
o n l y  t o  be s u r r o u n d e d  b y  f r e s h  cocoanuts ,  w h i c h  3 f e l l o w s , c r a c k  w i t h  
g r e a t  k n i v e s  and g r i n d  t h e  meat. F i v e  c e n t a v o s  (24,d) f o r  a  
b a g f u l  I .  Scooped up by your  own hands. The who le  marke t  i s  f e s t o o n : . d ,  
by  bananas, g r e e n  ones and o range  ones and r e d  ones, massed w i t h  
t h e  y e l  low ones. And when I g o t  i n t o  t h e  f r u i t s  and v e g e t a b l e s  
t h e r e  my eyes c o u l d n ' t  t a k e  i n  t h e  b e w i l d e r i n g  v a r i e t y  and  
b e a u t y  o f  g r o w t h s  and produce,  most o f  w h i c h  1 had n e v e r  b e f o r e  
e v e n  dreamed o f .  And a l  l m ixed  up w i t h  f l o w e r s ,  w h i c h  I had  
n e v e r  b e f o r e  seen  o r  h e a r d  o f .  T h i s  I s  t h e  t r o p i c s  and these  
d a r k  brown p e o p l e  a g a i n s t  a l l  t h i s  f a n t a s y  o f  c o l o r  ( and  b e a u t i f u l  
a r r a n g e m e n t s )  and  t h e  t h i n  brown hands mov ing  i n  and around, i n  t h e  
b u y i n g  and s e l  l ing,  and i n s p e c t i  ng and r e - a r r a n g i  ng on s t r a w  
mats  and  g r e e n  l e a v e s  and b a s k e t f u l s  o f  mangos and l o q u a t s  and 
s m a l l  g o l d e n  unknowns and b r i l l i a n t  r e d  e g g p l a n t s  and more 
t h i n g s  w h i c h  t h e y  use  a l  l mounted on bamboo po les ,  t h e  mos t  
d e l i c a t e  t i n y  peppers ,  and seeds  l i k e  sea she1 Is,  and  mounta i  ns  
o f  greens,  m o u n t a i n s  o f  them, k i n d  unknown. F e s t o o n s  o f  g a r 1  i c - -  
n o t  a  c a r r o t  d i d  I See, n o r  a  p o t a t o ,  n o r  an  apple ,  n o r  a  head  
o f  l e t t u c e .  Nor one packaged  t h i n g .  J u s t  g r e a t  baske ts .  B r i g h t ,  
p i n k  sweet  p o t a t o e s  and h o t  s y r u p y  cakes, w h i c h  t h e y  make on 
b r a z i e r s  r i g h t  t he re .  And b a s k e t s  o f  eggs, dyed  a l l  c o l o r s ,  
l i k e  E a s t e r  eggs. These a r e  f r o m  Ch ina-  why c o l o r e d  I do n o t - k n o w -  
m o s t l y  p u r p l e .  

I ' m  back i n  t h e  h o t e l  room now, and q u i c k l y  w r i t i n ?  t h i s  t o  you  
because you wou ld  have e n j o y e d  i t  so. I t  was l i k e  g o i n g  t o  a 
symphony f o r  t h e  eyes, t h i s  t i m e  i n s t e a d  o f  t h e  ears .  F l o w e r i n g  
banana s t a l k s ,  I saw - i m a c i n e  t h a t ,  and o r c h i d s  f o r  s a l e  by t h e  
baske t .  ( 10 c e n t a v o s  ) 

T h i s  i s  what, s o  f a r ,  - I  have e n j o y e d  i n  Aani la. YJi  I I  w r i  t e . a b o u t  
o t h e r  t h i n g s  - Hongkong, and  m a t t e r s  i n  gene ra l ,  maybe t o n i g h t .  

Much l o v e  t o  my d a r l i n g s  - t o  a l l  my d a r l i n g s .  
D . 

l t l  l be remember ing  t h i s  ma rke t  when I push  t h e  c a r t  w i t h  L i s a -  
baby i n  i t ,  a r o u n d  t h e  Co-op. 

To l i v e  w i t h  o r  a round  s u c h  a  woman as Doro thea .  vras a.Jways, i n  
some way, s u p r i s i  ng. We were n e v e r  q u i  t e  p rep 'a red  f o r  h e r  p o e t r y ,  
h e r  f l a s h i  ng i ns i gh t s ,  h e r  courage, h e r  humor, h e r  g e n e r o s i  t i  es--  
o r  somet imes, h e r  f a i  l u r e s  o f  p a t i e n c e ,  h e r  r e s t  l e s s  comp lex i  ty ,  

. . t h e  i n t r u s i o n s  o f  h e r  w i l l .  We were none o f  u s  p r e p a r e d  f o r  h e r  
death.  

Y e t  t h e r e  were some t h i n g s ,  t h a t  we c o u l d  a l w a y s  e x p e c t  t h a t  
were e n t i r e l y  p r e d i c t a b l e  -- t h e  j o k e s  and g e s t u r e s  and even ts ,  
t h a t ,  r e p e a t e d  t i m e  a f t e r  t ime ,  year  a f t e r  year, became a  p a r t  
o f  o u r  l i v e s .  T h i s  was l a r g e l y  due t o  Dorothea,  and t o  h e r  f e e l i n g  
a b o u t  t h e  f a m i l y .  W i t h i n  t h e  f a m i l y ,  as  w i t h i n  a  r ? l i g i o n ,  s h e  
b e l i e v e d  i n  ceremony as  a  r e n e w a l  o f  f a 1  t h  and i n  r i t ua l  as a n  
a c t  o f  d e v o t i o n .  Some t i m e s  t h e s e  ce remon ies  were b e a u t i  f u l .  



Every  year a t  Christmas, f o r  a  luminous few m inu tes  our  t r e e  
glovts w j  t h  cand le1  i ght. And sometimes these ceremonies were 
homely, bu t  none the  l e s s  mean ing fu l .  And d u r i n g  those l a s t  

I 

I few hours, w h i l e  my b r o t h e r  h e l d  one hand and I t h e  o t h e r ,  and 
when her  b r e a t h  was so l abo red  t h a t  she c o u l d  s c a r c e l y  speak, 
we a l l  r e c i t e d  i t  t o g e t h e r  f o r  t h e  f i n a l  t i m e :  

tt Vs be long t o  a c l u b  v o t r s  f i n e  
The P r e s i d e n t ' s  name i s  F i n k l e s t e i n ,  
Und e v e r y  morn ing  about  a q u a r t e r  t o  n i n e  
Ve g o  t o  de t e a t r e  und. ve  have a f i n e  t i m e ,  " 



A TRIBUTE FOR DOROTHEA LANGE, OCTOBER 30,  1965 

I 
In the beginning, elementary life i s  supposed to  have crawled from the  

primeval oozes  of the  s e a s  into sunshine.  Into sunnahine means crawling 
into light. Light means something special  t o  men, something in particular 
t o  photographers. Light means illumination, and Dorothea's l ife above a l l  
has been an illumination to  those who have known her ,  either a s  a woman 
or through her work. 

The art  of Dorothea's life consisted of r ichness of thought and simplification 
of means. She enriched our experience rather than impoverishing it. Through the 
fulfillment of her own special  t a len ts ,  s h e  has  given a great gift t o  u s  a l l .  And 
with this  gift goes the responsibility of a friendship. She expected u s  t o  be  con- 
cerned with the  things that  concerned her. And in t h i s  regard, she left us  with 
some unfinished bus iness .  

In the papers this very month, there have been announcements of three 
matters which go deeply back into Dorothea's life.   he first was the announce- 

.merit that Sonoma County i s  to  receive $ 200., 000, mostly of Federal monies, 
t o  build portable and sanitary dwelling units for migratory farm workers. Child 
care centers will be included. 

The second matter reported the settlement of the  l a s t  c a s e  in the  United States  
Court of Claims for part of the  damages inflicted upon Japanese Americans during 
World War 11. The Koda family was interned in 1942. At  that  time they owned 4000 
acres  of rich farm land in Merced and Fresno Counties. They received damages 
for a small fracti on of their  l o s se s .  

The third account began: "Two Ku -Klux Klansmen who were acquitted in the  
nightrider killing of a Negro educator l a s t  year ,  at tacked a Negro photographer 
yesterday and were promptly jailed. The photographer was a l so  arrested.  " 

And then'there is the unfinished business  of the  future. Dorothea left u s  with 
a proposal for an important photographic center. She left us  with the injunction, 
particularly to  photographers, to preserve our land in (her phrase) "The New 
California" . At leas t  one of us  h a s  been working ardently on this  vast  project which 
Dorothea considered so  important. And I think she would say t o  us  now that we 
shoul'd take to  heart the words that I s a w  one morning after an  election outs ide 
Sather Gate.  The placard waving in t he  sunshine said: DON'T MOURN: ORGANIZE. 

Erich Fromm has written some beautiful words which express best  of a l l  
what Dorie's friendship meant. He said: 

The most important sphere of giving, however, is hot that  of material th ings,  
but l i es  in the specifically human realm. What does  one person give to  another? 
He gives of himself, of the  most precious he h a s ,  h e  gives  of h i s  life. This 
does  not necessari ly mean that he  sacrifices his  life for the  other- but that  he  
gives  him of that  which i s  a l ive  in him; he gives him of h i s  joy, of h i s  interest ,  
of h i s  understanding, of his  knowledge, of his humor, of his  sadness-  of a l l  , 

expressions and manifestations of that  which is a l ive  in him. In thus  giving of 
h i s  l i fe ,  h e  enriches the other person, h e  enhances the  other's s ense  of alive- 
n e s s  by enhancing h i s  own sense  of a l iveness . .  . .In the  ac t  of giving something 

\ is born, and both persons inmlved  are grateful for t he  l i fe  that  is born for 
both of them. 

-Christina Gardner 



The California Wind Quintet Mozcrt ! s Adagio 578 Allegro 
arranged by Ross Taylor 

Prayer 

0 God, who art from everlasting t o  everlasting, 
fountain of mercy, l ight  of l i f e ,  we thank thee for  
the l i f e  thou gavest and hast' nov taken away. We 
thank thee fo r  tha t  in f in i t e  discretion within which 
our friends are never wholly removed Tram us, but 
continue t o  dwell w i t h  us, a d  engage with us i n  the 
inner discourse of our  l ives.  . . 

We thank thee <or every renembrance o l  Dorothea 
Lmge, whoknme we cherish, and Wiio i s  now a part 
of ourselves. We praise thee for  ta lents  consacrz2ed 
t o  the  art of seeing, and c life dedicated t o  the art 
of .becoming hunm. We thank thee for her vivid sense 

: of man's predicament and  he^ detendnation t o  8ul~nent 
our hman wellbeing. 

, We  cay fo r  her fanily,  for  those who were 
immediately devoted -to her, >rho were privileged t o  

' ..share i n  her  endeavows and i n  the force a d  goodness 
of her  art. Giant them, we beseech thee, a sense of 
her nearness znd a share i n  her t r i m p h m t  spi'it. May 
.her goirrg -never lead -%h& t o  questions which misrepresent 
the nature of l i f e  i n  t h i s  world, but rather  t o  affirm- 
a t i o n . ~  of the  depth and graciousne~s tha t  I s  within a l l  
things. , 

W e  comend each ot'ner t o  thy grace m d  compassion. 
A s  we disperse and follow our aypointed ways, go with 
us now and grant t h a t  in to  wlictever c i r c m s t ~ c e s  or  
distances the w 8 y  nay lead, tre m a y  never s t ray beyond , 

, the knowledge of tha t  love which enfolds. and carries us 
all. &iEN 

The Lord bless you and keep you. The Lord make 
h i s  fact %o shine upon you and be gracious unto you. 
The Lord l ift up h i s  countenmce upon you, and give 
you peace. M N  

Organ 

Luther's Hymn: Ein' Feste Burg 
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DOROTHEA LANGE 

October, 1965 

Photography l o s t  a leader when Dorothea Lange Taylor died of cancer, October 
11, 1965. She was seventy. 

As close friends, we w i l l  miss her love, compassion, bri l l iance,  and enthu- 
siasm. We w i l l  m i s s  her greeting of Ifmat s new i n  your l i f e ?  Tell me all 
about it." Dorothea w i l l  always be with us. 

Although physfcally s m a l l  and a t  times fragile,  she was a giant made of spring 
steel.  Her greatness lay i n  her respect for  mankind and in the importance of 
the individual.   ow ever, she did have strong reservations about some of h i s  
actions. She was not a photographer i n  the ordinary sense of the word. There 
was nothing ordinary abm* Dorothea. Thirty-one years ago she sent t o  the 
customers of her portrai t  studio t h i s  quotatim from F'rancis Bacon: 

The contemplation of things as they are, 
without substitution o r  imposture; without 
error  or confusion, is in i t s e l f  a nobler 
thing than a whole harvest of invention. 

This was her credo: A clear, unfettered, uncompromising, y e t  compassionate 
use of the camera, It is no wonder that  she has become the guiding conscience 
of th i s  direct world of photography, 

She t h i s  power of photography as a social force and its ab i l i ty  t o  
help shape history. Her many memorable incisive depression years photographs 
did effect  government legislation and d i d  help t o  shape history. For this she 
became known as a documenta~y photographer who used her camera as a sharp so- 
c ia l  instrument. She s a t  in judgment. W i t h  her camera, she collected the 
evidence. With her editing, she passed sentence. 

Since 1958, she has travelled widely w i t h  her husband, Professor Paul Taylor, 
i n  the Far East, Middle East and in South America. During these years, her 
ab i l i t i e s  reached the i r  peals and she produced same of her f inest  photographs. 
A t  t h i s  t h e  of fulfillment she suffered her greateet physical pain. "Just 
when I have gotten on the track, I find that  I'm going t o  die. There are so 
atmy things I have yet t o  do tha t  it would take several lifetimes i n  which t o  
do them a l l .  It's he l l  t o  get sick." Knowing that  the end was near, she 



spent her l a s t  14 months assembling and completing a retrospective show of 
her  l i f e ' s  work tha t  w i l l  open January 24, 1966 a t  the  Museum of Modern Art 
i n  New York City. 

There are two projects she d i d  not f inish.  F i r s t ,  the  establishment of an 
organization t o  photograph the culture of today's America, i t s  prosperity and 
i ts  urbanization. For several years she has promoted i ts  f eas ib i l i t y  t o  
individuals and t o  ins t i tu t ions .  Vhen it does come t o  pass it w i l l  be be- 
cause of Dorothea Lange. The second unfinished project  is " to  expand the  
bondar ies  of knowledge by the  inclusion of photography in to  the ins t i tu t ion-  
a l  stru.cture of higher education. There it can par t ic ipa te  i n  the  processes 
by which knol~ledge is aclvanced, taught and applied." 

There was a possible t h l rd  project .  A year ago, I to ld  her of my dream t o  
walk every foot of the  way across t h i s  America of ours taking photographs a s  
I t ravel led.  Her face l ighted up, "Can I go with you?" I said "yes" then 
and I say "yes" now. Photography could not t rave l  i n  b e t t e r  compa~ny. 

Wayne Miller 



Dorothea Lange , 247 
Berkeley,. Cdlifornia 
July 17, 1965 

A P H O T O G R A P H Y  C E N T E R  

A Photography Center can serve integrated efforts to 
explore the place of  photography in visual communication. It catl 
offer a training ground for students of the visual. It can afford opportunity 
for people to learn to see. The camera is  a unique instrument for - 
teaching people to see - with o r  without the camera. 

Among the activities at the Center a r e  these: , 

I. "PROJECTI" - ANATIONALFILEOF PHOTOGRAPHS OF THE USA 
. (see attached sheet for description of '!Project I") . 

- 
Project I is housed within the Center. However, the core 

of Project activities is  independent of the Center. Its Director, together 
with the team of photographers working with him, is wholly responsible 
for the creation of the Project File, a n  undertaking which, because it 
involves special responsibility and response to changing needs, cannot 
be subordinated to other purposes. The very existence of a photographic 
project of magnitude in close proximity, encourages at the Center a climate 
of creative excitement and enrichment?: 

I - 
2. RESEARCH AND EXPEFUMENTATION I N  VISUAL 'LANGUAGE , 

Selected groups of students, qualified by previous work 
experience, should be enabled to participate in experimental work, 
For  instance: 

I 

1 

%" 
roup, committed for a limited period of time, under faculty 

guidanc 2 ,  to r e ~ o r d ~ v i s u a l l y  the substance of their lives with camera 
only - $Pei,r observations, alliances, connections and responses to the 
world that ,immediately surrounds them. This temporary commitment 
to a visual '- non-verbal - life i s  to be a total - experience, requiring 
'conscious curtailment of life-long verbal habits for its duration. I feel  
that from such experiments we may discover that the v i s u d  image i s  
truly a language. 

In past eras  of mankind, images have served as foundations for 
written characters and language. The Center should now house explorations 
and experiments with the visud' image as a language in its own right. 

3.. TEACHING 

__,r. . The Center i s  not a trade school. It not only teaches techniques 
, . 

a 

but oj?ens outlooks and attitudes which lead to a profession, I ts  concern 
, is not only with teaching - how to' make a fine photograph, but also with 

teaching underetanding of what it takes to make a great  photograph o r  
, . great eequence of photographs. %: 

.. . 
?< , ' 

. . . . ,  . . .  
. . . .  : .  

, :  , , . . .  
l:,. ' . .  . .. 

. .,..;. . ' 

, , , , 

. . . . ,. 
. . . . .  . .  . . , . .  . .  . 



Here at the Center i s  to be gathered a staff that - in order 
'to accompiLsh these purposes should include at least three elements: 

. , 

(I.) Professional photographers who carry  the continuing r e  sponsi'bility 
for thg Center's teaching. 

(2) Non-photographers - an ever-changing group of teachers-in- 
resid&ce selected from diverse fields because their presence can enrich 
aad expand the conceptions and li£e of the Center., 

(3) Technicians who instruct i n  the Laboratory. 
:.-'\*,. . . 

44 LABORATORY 
. - 

A s eparate Laboratory staff to provide thorough instruction 
in the photographic techdiques for students and future laboratory 
technici=s, alike. 

5. GALLERY AND PUBLIC ROOM 
- - 

This place is-important in the Life of the Center. Here work 
is  exhibited and results studied. "Art is  a tool for understanding and a 
promoter of consequences. Here individual work in progress is shown. 
Here group projects in all stages a re  studied. Here students foregather 
to learn to listen to one another, to learn to criticise, to learn to eval- 
uate work - including their own. Here also the seminars and clinics a r e  
held. 

6. SPECIAL SEMINAR IN CULTURAL HISTORY 

A s p e c i d  seminar progr-atn in  c-ultural history could strengthen 
the interrelationships 'between photography ,and other disciplines. Here, 
for example, some social scientists might come to learn how photography 
could widen their outlook and serve their ends,. while some photographers 
were learning how to apply some of the social scientists field-work tech- 
niques and attitudes. to their own problems. ' . 

. . 

CLIMC 7. . .  . . . .  . . . . . . .  . . 

The Center should conduct a Clinic, open to the public a t  
stated times, to which photographers - amateurs and professionals 
alike - can bring their own photographs for critical judgment and 
t e c m c a l  counsel. In this way the benefits of a growing understanding of ' 

photography a t  the Center can be extended in widening circles to the 
community. 

I 

8. LIBRARY AND VIEWING ROOM 
. . - .  " I 

A collection,of the finest boolcs and slides. on all aspects- of 
fine,and applied photography, with emphasis on the highest quality. 
Period$cals. and books should be collected from dl parts  of the w6tld. 
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9. INTERNESHIP PROGRAM 

' A To enable students training to be professional photogra2hers 
to gain pract ical  experience by sharing the daily work of practising id 

' ' , photographers in various f ie lds  w advertising, news, e d i b r i a l ,  scientific, 
portrait ,  e t c ,  etc. 

B. To provide residence opportunities for  museum di rec tors ,  
cura tors  and l ibrar ians, ,  leading to better understanding of the medium?, 
Photography, is just beginning to find its way into American i n u s e u n s  and 
archives,  This training course  could stimulate collections, improving 
their  range and quality. . . 

C. To provide courses for  c r i t i c s  of photography. Photography 
has a shor t  history, and has had few cr i t ics  to r e m a r k  its accomplishments 
and challenge i t s  mistakes.. Cri t ical  judgment, based on knowledge and 
appreciation of the unique qualities of this fascinating medium, is essent ia l  
to i t s  future. The :Center for  Photography can at t ract ,  and sharpen the  
perceptions of m e n  and women to f i l l  the need.. 

-. . 



Dorothea Lange 
U63 Euclid Avenue 

250 

BerkeleyIGalifornia 
.April 1964 

PROJECT I rwn ,- 
C C  

- 

A p r o p o s d  to c r e a t e  a national cultural resource,  in the form of a 
file of photographs. It cal ls  fo r  a Director,  and a team of six to perhaps 
ten professional photographers, f r e e  to t ravel  and work a l l  over  the United 
States. 

The subject of this f i le  w& be the life of the .American people i n  the 
1960ts, with part icular  emphasis on urban and suburban life, over  the country.' 
This photography w i l l  be concerned with the vas t  a r e a  of everyday Life aid 
living, in all its multiplicity and colnplexity. X t  will be concentrated on what 
exists and,prevails,  ra ther  than on the extraordinary incident, the dramat ic  
happening, o r  the b iza r re  and unusual situation. When completed, it will offer 
something not now being attempted - a photographic record of our  t ime f o r .  
future generations, . . 

I The c a m e r a  can reveal  the values and purposes and dangers of our  
intr icate  society, along with its outward appearance. I believe that this 
scrutiny should not be an outlet for  passionate personal  protest. Instead, 
it s h o d d  be a rese rvo i r  of original documents. These documents wiU s e r v e  . as tools. Their  strength r e s t s  on their  manyuses,  as with all good r e s e a r c h  
materials.  

Photographers should begin work by the Spring of 1967, and conclude 
at the end of five years ,  The file sh0uJ.d not be opened to use  during its 
initial years.  Conceived as an important national resource,  its reposi tory 
should probably be the Library  of Congress, which should be charged with 
its housing, management and protection?,, Here  i t  can  be drawn upon f o r  use 
and publication,, -- 

It 'will establish a benchmark, to measure  change, p rogress  and 
decay. 

It can  become an invaluable a s se t  to historians, social  scientists,  
students of environmental design and the humanities, teachers ,  
wr i te rs ,  a r t i s t s ,  legislators,  judges, ?dministrators, planners. 

It 'will become a national resource  f o r  all who, i n  the future, have 
use  f o r  visual  images  and the contemporary record. 





Dorothea Lange Taylor 
Some no ta t ions  of t h e  l a s t  days and hours 

About 3 p.m. , Friday,  October 8, 1965. DLT: C a l l  D r .  Gardner. Do 
not  give him an "optimist ic"report  when you t e l l  him the  symptoms. 
But t e l l  him I am - no t  going t o  t h e  h o s p i t a l .  

La ter ,  5:45 p.m. DLT: we're  l icked!  C a l l  D r .  Gardner. I w i l l  go t o  
the  hosp i t a l .  

Sunday, 1:15 p.m. D r .  Rogers: She has f in i shed  h e r  work. 

Sunday evening. DLT: "I may be  he re  f o r  t h r e e  weeks." A f i n e  
c l e a r  hour with h e r  two sons and t h e i r  wives. Ser ious ,  and wi th  jokes. 

DLT: This  i s  t h e  r i g h t  time. 1dt it a mirac le  t h a t  i t  comes a t  t h e  
r i g h t  time! 

It comes s o  f a s t !  

(When hemorrage began) This  i s  it! 

DLT drew h e r  l a s t  b rea th  about 4:37 a.m., Monday, October 11. 

.. 
[These notes  were given by Paul Taylor f o r  Cnclusion i n  the  manuscript.]  



L e t t e r  from Paul Taylor t o  D r .  W.L. Rogers 

14 October 1965 

D r .  W.L. Rogers 
San Francisco,  C a l i f o r n i a  

Dear "Lefty" Rogers: 

For more years  than I can remember, you have c e r t a i n l y  
known t h e  confidence wi th  which Dorothea and I have given h e r  ca re  
i n t o  your hands. The outcome always j u s t i f i e d  t h e  confidence. 

Now, a f t e r  four teen  rough months, she  has reached t h e  end. 
These months enabled he r  t o  complete prepara t ions  assur ing  t h a t  he r  
exh ib i t ion  w i l l  open i n  New York on January 24, 1966. Thei r  very 
ruggedness has only increased  our  admiration f o r  your s k i l l ,  judgment 
and s p i r i t .  

Although nobody could f i l l  your p lace  during your recent  
absence, D r .  Gardner d id  very wel l  by us ,  and gave us f u l l  confidence. 

I would not  overlook on t h i s  occasion t h a t  r ecen t ly  Dorothea 
spoke s e v e r a l  times he r  apprec ia t ion  of D r .  Daniels .  And she  did not  
overlook D r .  Leo Eloesser ,  wi th  whom she began. 

You w i l l  f i n d  convincing acknowledgments, I am sure ,  among 
t h e  no ta t ions  I a t t a c h ,  t r a c i n g  from Friday t o  about 4:37 Monday morning. 

Three nurses  gave f i n e  c a r e  on t h e  l a s t  n igh t .  Miss Brenda 
Lyon, i n  p a r t i c u l a r ,  gave c a r e  i n  t r u l y  beau t i fu l  manner and s p i r i t  t h a t  
mdved t h e  members of t h e  family as  she  assuaged t h e  s u f f e r i n g s  of 
Dorothea. I have s e n t  acknowledgments t o  each of t he  t h r e e  - M r s .  
San te r r e ,  M r s .  McManus and Miss Lyon. 

I would l i k e  t o  know t h e  r eve la t ions  of t h e  autopsy, and 
s h a l l  c a l l  sometime t o  ask, i f  I may. 

S incere ly ,  

[Signed Paul Taylor] 



L e t t e r  from Paul Taylor  t o  Miss Brenda Lyon, R.N. 

1 3  October 1965 

Miss Brenda Lyon, R.N. 
Evening Duty S h i f t ,  I n t e n s i v e  Care Unit 
French Hosp i t a l  
F i f t h  and Geary Boulevard 
San Francisco,  C a l i f o r n i a  

Dear Miss Lyon: 

I am more than g r a t e f u l  t o  you f o r  t h e  b e a u t i f u l  

a t t e n t i o n s  and c a r e  t h a t  you gave t o  my wi fe  dur ing  he r  

f i n a l  hours - hard ly  more than  hours ago. She recognized 

and valued t h e  q u a l i t y  of your s e r v i c e s  even as  she  l a y  

dying, and f u l l y  aware t h a t  t h e  end was near .  What you d id ,  

and e s p e c i a l l y  how you d i d  i t ,  w i l l  no t  be forgot ten .  

Under s e p a r a t e  cover am sending copy of FAMILY OF MAN, 

t h e  e x h i b i t i o n  known a l l  over  t h e  world, i n  t h e  p repa ra t ion  

of which she  had l a r g e  p a r t ,  and which inc ludes  a number of 

he r  own photographs. 
S ince re ly ,  

[Signed Paul  Taylor]  



An interview i n  The Berkeley Review, January 28, 1960 
-I,-' Lu 

(Cont inued from p a g e  5 )  

A born photographer d e e p l y  abou t ;  i t  w i l l  en-  
compass a l o t  o f  t h i n g s  I' ve 

talks of her craft l e a r n e d  and t h a t  I b e l i e v e  
i n .  " 

During the  t imes  when s h e  
! is  prepar ing such an exhib-  

It  w i l l  come a s  news t o  
some o f  t h e  a c q u a i n t a n c e s  
o f  Mrs. Paul Taylor o f  1163 
E u c l i d  avenue t h a t ,  i n  one  
o f  h e r  seven l i v e s ,  s h e  i s  
o n e  o f  t h e  w o r l d ' s  m o s t  
d i s t ingu i shed  photographers. 

Known p r o f e s s i o n a l l y  as 
Dorothea Lange, she is a l s o  
housewife, mother, teacher ,  
world t r a v e l e r ,  writer and 
e d i t o r .  

"I am a n a t u r a l  born pho- 
tographer ,  " Miss Lange sa id .  
"1 made up my mind when I 
was a h a l f  -grown g i r l ,  when 
I had neve r  used  a camera, 

t h a t  photography would be 
my l i f e ' s  work.'' 

Since t h a t  abrupt  dec i s ion  
made 47 y e a r s  a g o ,  Miss 
Lange h a s  t a k e n  thousands  
o f  p i c t u r e s  throughout  t h e  
world. Many o f  them a r e  now 
p r e s e r v e d  i n  t h e  f i l e s  o f  
t h e  L ib ra ry  o f  Congress and 
o f  o t h e r  Government agencies.  
P a r t  o f  h e r  work--the re- 
loca t ion  o f  t h e  Japanese a t  
t h e  beginning o f  World War 
11--is impounded so  t h a t  
even she  can't s e e  h e r  work. 
Another part-four y e a r s  o f  
work wi th  t h e  Of f i ce  o f  War 
Informat ion--was  l o s t  i n  
t h e  confusion at war' s end. 

For Miss Lange, t h e  camera 
i s  f a r  more than a t o o l  f o r  
photo jou rna l i sm.  

WORTH SLAVING OVER : 

i t ,  Mids Lange becomes a l -  
most a r e c l u s e ,  s e e i n g  few 
o f  h e r  f r i e n d s ,  t a k i n g  no 
p i c t u r e s ,  s imply  s e l e c t i n g  
a n d  r e - s e l e c t i n g  t h e  p i c -  
t u r e s  s h e  wan t s  t o  u s e  t o  
s a y  what she  wants t o  s a y .  

PROFESSOR' S WIFE 
She i s  t h e  wi fe  o f  P a u l  

Taylor,  a p ro fesso r  o f  eco- 
nomics and chairman o f  t h e  
I n s t i t u t e  f o r  I n t e r n a t i o n a l  
S t u d i e s  a t  t h e  U n i v e r s i t y  
o f  C a l i f o r n i a .  T h e i r  p r o -  
f e s s ions  ove r l ap  admirably. 

They r e c e n t l y  r e t u r n e d  
from an eight-month t o u r  o f  
A s i a  i n  which h e  s t u d i e d  
' v i l l a g e  a i d  and community 
r e l a t i o n s  a n d  s h e  p h o t o -  
g raphed  t h e  f a c e  o f  Asia. 

Because she  f e e l s  she  h a s  
t o ,  s h e  i s  now prepa r ing  an 
e x h i b i t  o f  photographs t aken  

u ~ h ~ ~ ~  a r e  t h i n g s  t h a t  i n  Korea  under  t h e  t e n t a -  
photography can do t h a t  a r e  t i ve  ''Let Me Tell 
worth  slaving she YOU Something About Korea." 
sa id .  "The camera i s  a t r e -  "This is n o t  coverage  i n  
mendously powerful  i n s t r u -  t h e  p h o t o  j o u r n a l i s t i c  
merit.. . i n  s o m e  hands .  ' 9  sense ,"  she sa id .  "It i s  an 

A s  an example, she t o l d  get  t o  
o f  an e x h i b i t  she  is p r e -  behold what I behold, to  be 
p a r i n g  fo r  t h e  M~~~~~ o f '  i n t e r e s t e d ,  t o  be i n v o l v e d  
Modern A r t  i n  New York. i n  it. Th i s  is a hard t h i n g  

'1 am g o i n g  t o  t r y  t o ,  do." 
show what I th ink  about t h e \  Often Miss L m g e  P r e p a r e s  
camera a s  a means of  d i r e c t !  e x h i b i t s  f o r  d i s p l a y  i n  a 
and powerful  communicationi s p e c i f i c  p l a c e  f o r  a s p e -  
. . . no ,  n o t  communication. ; c i f i c  purpose .  I n  a d d i t i o n  
It's more than tha t :  a means' t o  t h e  Museum o f  Modern A r t  
o f  communion. ' d i s p l a y .  she  i s  p r e p a r i n g  

"This i s  n o t  going t o  be 60 p h o t o g r a p h s  f o r  t h e  
an e x h i b i t  o f  b u l l s e y e  I t a l i a n  government, a s e r i e s  I 
s u p e r -  exce  l l e n t  t e c h n i c a l  
th ings .  I n  f a c t ,  i t  may be 

I t h a t  some o f  t h e  photographs 
included w i l l  be poor tech-  
n i c a l l y .  I have o f t e n  been 

I f o rced  by c i rcumstances  t o  
, p i c k  u p  a camera  w i t h o u t  

knowing  what f i l m  I was 
us ing ,  wi thou t  having t ime 
t o  c h e c k  t h e  a p e r t u r e  o r  

; t h e  f o c u s  and t o  shoot j u s t  
/ t o  g e t  something I wanted 

t o  p r e s e r v e  o n  f i l m .  Bu t  

on "The Great  Depression-- 
7 Lean Years'' f o r  t h e  New 
York Publ ic  Libra17 and h a l f  
a dozen o t h e r  exh ib i t s .  But 
s h e  does  n o t  knowwhere o r  
when theKorean d i sp lay  w i l l  
b e  shown. 

WHAT I WANT SAY 

'*This is something I f e e l  -o 
I have t o  do," shedec la red .  
"With t h i s  o p e ,  I want to  

t h e s e  p i c t u r e s  w i l l  t e l l  Prepare  it t o  say j u s t  what 
some o f  t h e  t h t n g s  I f e e l  I want t o  say and then e d i t  

I 



t h a t  s tatement  t o  f i t  t h e  
fo rma t ,  w,hether i t  be a 
magazine o r  a museum d i s -  
play o r  a book." 

About a year ago, a news-' 
Paper wrote a s t o r y  about1 
Miss Lange, giving her  age!  
as  79. This was cause f o r  

I acute embarrassment for  t he  
newspaper, amusement f o r  
Miss Lange and consternation 
f o r  he r  f r i ends ,  who were1 
already accustomed t o  mar- 
veling a t  her  v i t a l i t y  and; 
enthusiasm f o r  h e r  work. 
She is rea l ly  64-and the re !  
is still  cause to  marvel a t  
her v i t a l i t y  and enthusiasm. 

AN AGELESS BEAUTY 

Actually, Miss Lange has 
that  s o r t  of ageless beauty 
some few women develop a f t e r  
the  common a t t r a c t i v e n e s s  
of youth  fades. I t  i s  no t  
d i f f i c u l t  t o  imagine t h a t  
she w i l l  look much the  same 
as  s h e  does  now when s h e  
bo'ards a space rocke t  t o  
photograph Mars i n  the  Year 
2000. 

Her p ro fe s s iona l  photo- 
graphi s career already spans 
mgre than 40 years .  During 
the decade of  t h e  20's, she 
was a p o r t r a i t  photographer 
in  San Francisco. 

Fo ra the  next 20 years she 
worked for  many departments 
of t he  Government i n  a var- 
ie ty of assignments. During 
the  e a r l y  days o f  t he  New 
Deal she was a member o f  a 
photographic  team--which 
has s i n c e  become famous-- 
whose a s s ignmen t  was t o  
photograph the  "Face of t he  
U. S. A. "--with emphasis on 
ru ra l  l i f b .  

RECORD OF NATION'S LIFE 

"We made a photographic 
record of  10 yea r s  i n  t h e  
l i f e  o f  o u r  n a t i o n , "  s h e  
s a i d .  UThere  i s  n o t h i n g  

1 l ike  it anywhere e l s e  t o  my 

I 
knowledge. This co l l ec t i on  
i s  now housed in the  Library 
of Congress and i s  widely 
used f o r  many purposes. No 
such f i l e  has been attempted 

I since." 
, Since she stopped working 

f o r  t h e  Government a f t e r  
the war, MissLange has kept 

busy with assignments  f o r  
magazines and, p r imar i l y ,  
her  own personal record of  
t h e  world a s  she  s ees  it. 

In June, she and her hus- 
band hope t o  leave Berkeley 
t o  r e t u r n  t o  Asia v i a  Af- 
ghanis tan  and, of course,  
she  w i l l  t ake  h e r  cameras 
aJong. 

"I l i v e  many l i v e s ,  " she 
s a i d ,  "but ~ ~ h o t o g r a p h ~  is  
my own personal l i f e . "  

. . 
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