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Director's Statement 

by TERENCE PITTS 

THIS ISSUE OF THE ARCHIVE focusses on the inter
section between two of the important collections at 
the Center for Creative Photography - the Paul 
Strand Collection and the Ansel Adams Archive. 
These two men carried on what might be called a pro
fessional friendship from the time of their first meet
ing in Taos, New Mexico, in 1930 until Strand's death 
in 1976. 

Guest authors Mike Weaver and Anne Hammond 
suggest interpretations of a theme central to both 
photographers: the relationship between people and 
their environment. And in their essays, they make it 
clear that the lives and photography of these two art
ists were more interrelated than previously recog
nized. The collective title for this issue, Native Land 

and Natural Scene, points to a basic philosophical di
vergence between Strand and Adams. Strand was, in 
theory, a collectivist who believed that men and 
women are defined by their capacity for work. Adams, 
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in principal, was an individualist who believed that 
people are better defined by their relationship with 
nature. But in practice, Strand was often aloof in his 
relations with people, while the gregarious Adams 
was a born teacher. 

In the second half of this issue, the Center's archi
vist Amy Rule has compiled and prepared for publica
tion the correspondence between Strand and Adams, 
providing insights into the ebb and flow of their 
friendship over several decades. 

We are extremely grateful for the cooperation of 
Aperture Foundation, which oversees the Paul Strand 
Archive, and the Ansel Adams Publishing Rights 
Trust for authorizing the reproduction of the photo
graphs and letters that follow. This publication is 
being issued in conjunction with a traveling exhibi
tion that has been funded in part by the Horace W. 
Goldsmith Foundation. 





Paul Strand: Native Land 

by MIKE WEAVER 

HE WAS BORN PAUL STRANSKY on East 73rd Street, 
New York City, in 1890. His mother's side of the fam
ily, the Arnsteins, had been established in the United 
States since the 1840s. One of his aunts had married 
wealth, another was a kindergarten teacher, and his 
mother had married Jacob Stransky, a salesman. Liv
ing in a matriarchal household on West 83rd Street, 
the home of the wealthy sister who never allowed 
anyone to forget they were dependents, his youth was 
dominated by an irascible grandfather whom the boy 
disliked, an indomitable grandmother whom he ad
mired for her embroidery, and a neurotic mother, 
who never wanted him in the first place and whose 
eventual demands that he should be, above all, fman
cially successful made his life unbearable. His father, 
whom he loved and respected, started work at twelve 
and was exploited by his successful brother in an 
imported enamelware business, Stransky Products, 
on Canal Street. Young Paul learned early to be bitter 
about American business. When his father and uncle 
sold the firm, he was retained by the new owners only 
long enough for them to learn the trade. It has been 
widely thought that he never needed to work for a liv
ing, yet at the time that he married Rebecca Salsbury 
in 1922 he was earning thirty-five dollars a week 
filming medical operations. When that source of in
come ended he set up as an Akeley camera specialist 
making short films of graduation classes and football 
games at Princeton. Alfred Stieglitz encouraged him 
to film horse races at Saratoga Springs. By 1926 he 
was averaging five thousand dollars a year in the film 
business and was able to take summers off in the 
Northeast and the Southwest. 

The transformation of the family breadwinner 
from street-seller (grandfather Arnstein) to salesman 
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and to commercial artist was achieved in a period of 
ever-increasing business expansion and of Jewish as
similation. The decision to send the boy to the Ethical 
Culture School was as much motivated by the kinder
garten-teacher aunt's moral idealism as by a desire to 
remove him from the influence of local street life. 
Jacob Stransky, who probably Germanized his Slavic 
sounding name during a period of new immigration 
from Europe, was a model of acculturated patriotism. 
A whole generation older than colleagues in Frontier 
Films who were mainly of recent Russian Jewish immi
gration, Paul Strand never felt himself, or was per
ceived to be, other than pure American. In the fifties, 
his French collaborator, Claude Roy would describe 
him as the epitome of New England wisdom. 

The background of the Ethical Culture School, 
which Strand shared with his first wife Rebecca Sals
bury, and of Lewis Hine's influence upon him there, 
has been undervalued in his career. But Hine's work 
on the Pittsburgh Survey and for the National Child 
Labor Committee, work he began while Strand was 
in his photography class at the Ethical Culture School, 
inculcated ideas of profound social responsibility. In 
1945, Strand acknowledged Hine in a talk on the social 
origins of American photography at the Museum of 
Modern Art: 

Hine had a very deep respect for human beings. 
What he felt about people was rooted in the funda
mental tradition of American democracy, recog
nition of the dignity and worth of people regardless 
of race, creed or color, regardless of where they 
came from or how little of the world's goods they 
possessed . 1 



But around 1921, Hine had made a comment that 
Strand's work deserved psychoanalysis, and Strand 
affected to be "amused" by it. 2 Under the influence of 
Stieglitz's aestheticism perhaps he thought it neces
sary to repress temporarily Hine's liberal socialism. 
Yet Strand's work in 1915 and 1916 is a paradigm of 
the powerful influences of these two great men, rep
resentative as they are of two alternative traditions of 
American photography. Wall Street and The White 
Fence are primarily Stimmi111gsbilder, pictures expres
sive of Romantic sensibility, but viewed retrospec
tively from the vantage point of Strand's whole career 
they express a strong sense of social alienation. The 
portraits of street types of the same period reflect 
social concerns, modified perhaps by Adolf De 
Meyer's London genre portraits, which had appeared 
in Camera Work. 3 In the journal of the New York 
Camera Club, there appeared in 1914 a group of pho
tographs of peddlers, beggars, and Jewish ciders as 
picturesque urban subjects: 

The quarter of the city in which many of these 
quaint characters are found runs south from East 
Houston Street and east from the Bowery, for 
about six blocks in both directions. The people 
here, with the exception of one part tenanted by 
Italians, are mostly of Jewish faith, hail from 
Russia and Poland and speak Y iddish. 4 

But, despite the fact that Strand's negatives of similar 
subjects are cropped, copied, and aesthetically re
touched, the impact of Man, Five Points Square is so
cial rather than picturesque. A possible source of such 
emotional imagery for Strand was Eugene Higgins's 
paintings of New York's desolate and broken out
casts. 5 Not to deny the nature of Hine's influence, 6 it 
is equally impossible to overestimate the influence of 
Stieglitz upon him. When Strand described one Stieg
litz photograph as "the portrait of the Venetian boy, 
whose tattered clothes sharply emphasize the fineness 
of the head, the deep eyes of the hurt child, 7 he was 
not only acknowledging its formative influence on his 
work but projecting onto it his own sense of hurt as 
a child. 

Through the period of the First World War, Strand 
came under the influence of the Seven Arts group of 
writers, Randolph Bourne, Van Wyck Brooks, Lewis 
Mumford, and Waldo Frank. One writer described 
Brooks at the time as "drably eager for rude reality 
and gloomily earnest for joy, "8 just as Harold Clurman 
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would describe Strand's attitude later as one of"morose 
heroism. "9 Other outlets for these writers were The 
Dial, to which Strand subscribed, and The New Repub
lic, in which an editorial described the ethically con
scious, middle-class youth's response to the socialism 
of Eugene Debs in 1914: 

perhaps for reasons too intimate for analysis, the 
idea of what poverty means began to burn itself 
into them, they are tortured with the thought of it. 
The feeling goes deeper than their reason, draws 
upon desire within them that is stronger than 
theory, and makes the war on poverty the central 
passion of their lives. 10 

In Strand's case, the reasons too personal for analysis 
may have been matriarchal pressure compounded 
with money snobbery. His identification with the 
poor of New York became an equivalent of the per
sonal pain of his childhood, and the personal torture 
of his manhood became associated with bitter resent
ment of the advance of industrial culture. From 1890, 
America had been on the make, as he put it. In 1898 it 
had initiated against Spain its first imperialist war. 11 In 
1917, Strand sent Randolph Bourne an article against 
America's entry into another imperialist war. 12 When 
Stieglitz told Edward Weston that Strand theorized 
too much and did not work enough, 13 he failed to see 
the connection between Strand's search for certainty 
and his personal unhappiness. 

Since his time in the army, Strand had tried to es
tablish himself as a commercial photographer: "Motion 
Picture and Still Photography: Scientific, Scenic, 
Advertising, Sport Analysis, operating the Akeley 
Camera." In 1920, Strand and Charles Sheeler made a 
"scenic" film about New York, Manhatta. The film 
contained a number of images that introduced a sombre 
note: the Wall Street image was remade as a moving 
image; a man was shown struggling against a tidal 
mass of people pouring off a ferry; and the cemetery 
of Trinity Church was dwarfed by the skyscrapers 
surrounding it. The inter-titles, taken from poems by 
Whitman and supplied by the Rialto Theater where 
the film was shown, introduced an optimistic note 
hardly justified by the alienation of some of the images. 
A draft of a press release included the sentence: "They 
have tried to do in a scenic with natural objects what 
in 'The Cabinet of Dr. Caligari' was attempted with 
painted sets." 14 In other words, this was an expres
sionist rather than constructivist vision of New York, 



Paul Strand 

from Manha/fa, 1920 

which did not shrink from a critique of machine cul
ture. Yet, in 1922, Strand briefly adopted the machine 
aesthetic of Broom magazine. 

With Stieglitz's help, Strand selected four photo
graphs illustrating billboard advertising and modern 
engineering for Broom. But the magazine's editor Har
old Loeb wanted photographs that transcended the 
beauty of the things represented- to become aesthetic 
objects themselves. So Strand also provided close-ups 
of gears, belts, and ball bearings as Picabian experi
ments in functional, and even erotic, equilibrium. 15 

Stieglitz told Rebecca Strand a parable about the pa
tient, loving workmanship that went into making a 
watch in order to suggest the dynamic relations that 
should exist ideally between people. 16 However, 
Loeb's interest in the watch was more aesthetic: its 
working interior was where its beauty lay - as applied 
design. Strand stipulated that his essay, "Photography 
and the New God" [the machine] should appear along
side his photographs in Broom to make sure readers 
would realize that the machine had to be redeemed 
from pernicious, social misuse by rational, human in
tervention. Strand wrote, "For despite our seeming 
well-being we are, perhaps more than other people, 
being ground under the heel of the new God, destroyed 
by it. " 17 The new trinity (God the machine, technol
ogy the Son, and empirical science the Holy Ghost) 
was no less capable of being used for human exploita
tion than that of traditional "Churchianity," as Strand 
called it. 

Loeb's new mock deity was Mammon. According 
to him, America had given money-making a sacro
sanct character beyond all European comparison. 
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Whereas in Europe business was a means to an end, in 
America it was an end in itself: 

Business and state are now as closely knit as church 
and state in the middle ages. The main foreign pre
occupation of civil government is the safeguarding 
and fostering of the business of its nationals and its 
basic internal function is protection of prosperity. 
The great crimes of the day are not sacrilege or 
treasons, but complicated forms of robbery. Our 
heretics attack the capitalistic system and are pros
ecuted with deep religious indignation. 18 

Loeb described the Mysticism of Money as a cruel re
ligion based on slave workers. Gaston Lachaise evalu
ated Strand's machine studies as ranging from "sordid 
and obtuse brutality to cold, polished and cruel cul
ture." 19 They are symbols of an ambivalent mecha
nolatry on Strand's part. 

In describing the money culture, Strand affirmed 
his own belief in life: 

That kind of life which has its being in the exten
sion and projection of knowledge through the 
synthesis of spiritual activity, and its concomitant, 
the vita contemplativa, is seen to be and no doubt is, 
a menace to a society built upon what has become 
the religious concept of possessiveness. 20 

However, the kind of life to which he was referring 
was not just contemplative but vital. He wanted to 
co-opt for the artistic impulse, the compelling power 
of Lebensphilosophie, an attitude to life based on both 
Henri Bergson's philosophical intuitionism and on 
Hans Driesch's biological vitalism. 21 The "life" mo
tive in photography was more important to Stieglitz 
and to Strand than the "art" motive. Their immediate 
sources was D. H. Lawrence's writings, although 
Benedetto Croce and Havelock Ellis were also links. 22 

A friend who Strand introduced to Stieglitz, Herbert 
J. Seligmann, swiftly became the leading "life" pro
pagandist of their circle. In a book on the American 
bk:::k, he described sex as the motive force that had 
made the black's status dominate the politics of the 
South. 23 The sexlessness of American arts and letters 
in general was to be laid at the door of the Erewhonian 
business culture described by Samuel Butler. Selig
mann pursued this thesis further in a book on D. H. 
Lawrence, which he dedicated to Stieglitz. Lawrence 



had reminded them that "life itself, not idea or for
mula, not cleverness, technique, or 'science' can bring 
man to himself. "24 Strand also wrote about the need 
to develop in oneself the indefinable something that 
was life: 

The living element, the plus, you can also develop 
if it is potentially there. It cannot be taught or 
given you. Its development is conditioned by your 
own feeling which must be a free way of living. 
By a free way of living I mean the difficult process 
of finding out what your own feeling about the 
world is, disentangling it from other people's feel
ings and ideas. 25 

As an anti-mechanistic theory of biological life, vitalism 
conceded that science could explain certain things about 
its origin, but could not account for its innate dyna
mism - "the plus." Living things possessed an organic 
power, which vitalists conceived to be a spiritual or 
psychic force. What set it in motion was not the Holy 
Ghost of materialistic science but Lawrence's Holy 
Ghost of entelechy - the realization of organic poten
tial that is life itself. 

In August 1922, at the time he was making his 
machine studies, Strand was also interested in a project 
to record Native American life for the Heye Museum 
in New York. In 1925 he met Robert Flaherty, maker 
of the film Nanook of the North, who in 1928 wanted to 
make a film about the Acoma pueblo in New Mexico. 
Strand's visits to the Southwest from 1926 onwards 
were very much in Lawrence's footsteps. When he 
read Lawrence's Mornings in Mexico, he agreed that the 
people of Taos were pathetic except when dancing. 26 

Strand's images of Colorado and New Mexico 
ghost towns may be read as celebrations of American 
vernacular architecture in the manner of Walker 
Evans or as emblems of the failµre of frontier capital
ism. But broken windows and closed doors were also, 
perhaps, Stieglitzian equivalents, expressing failure -
social and personal. The dislocation and despair that 
Strand felt from 1926 through 1933 would be difficult 
to exaggerate. Sawn-off trees next to an abandoned 
hacienda may be interpreted socially as man's broken 
covenant with the land, 27 but closer up - drawing on 
Rembrandt's etching of three trees - they articulate a 
personal agony. His wife Rebecca was on the point of 
a complete breakdown. 

Soon after, in 1928, Strand met Harold Clurman, 
director of the Group Theatre. As the name of the 
theater implied, an organic community rather than a 
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bundle of individuals was Clurman's ideal, and his com
mitment to Konstantin Stanislavski's ideas of drama 
was by no means the end of his engagement with 
Russian thought. He believed that the only classic cul
ture in the world was that of the Soviet Union, 28 and 
he campaigned in favour of collectivism in his contri
bution to America and Alfred Stieglitz, where he stated 
that the Stieglitz circle had never been more than a 
protective association led by a romantic individualist. 29 

Strand was ready to take Clurman's criticism to 
heart. He was now tired of the New Mexican "colo
nies," as he called Taos and Santa Fe, 30 even if he had 
made two important contacts there. One was Ernest 
O'Malley, an Irish Republican Anny veteran who in
structed him in the ways of British imperialism; the 
other was a Marxist writer, Philip Stevenson. As a 
writer of stories, plays, films, and articles, in the 
fifties Stevenson was blacklisted and forced to publish 
his epic novel The Seed under the name of Lars Law
rence. Choosing Stevenson as his guide rather than 
Mary Austin, as Ansel Adams did, Strand now under
stood that the Native American's way forward lay not 
in his past culture but in political and economic 
theory. As Stevenson wrote, "A return to the past is, 
for the folk, a return to slavery. "31 

In the same period Strand's relationship with 
Stieglitz had failed. Through the twenties Stieglitz 
had criticized him behind his back: Strand was a fine 
technician but incapable of emotional development. 32 

He assured Strand that he was simply testing his work 
by the severest standards to help him resist the glib 
praise of others, 33 but he was actually motivated by 
jealousy, personal and professional. Strand now felt 
isolated and depressed. By 1933, the year of his divorce, 
at the height of the depression, and in a state of deep 
frustration, he was more than ready to make a fresh 
commitment to life. When Fred Zinnemann joined 
him in Mexico to direct the film The Wave in January 
1934, he found him the most doctrinaire Marxist he 
had ever met. 34 In a prospectus for The Wave, Strand 
discussed a new Trinity - this time defined by the 
Soviet cinema: Communist ideals, peasant ignorance, 
and bourgeois sabotage: 

I do not know well enough the social picture of 
Mexico yet, to be able to know the social forces at 
work here, nor have I lived with or come into con
tact with any but a very special group of people -
the intellectuals - who in all countries more or 
less speak a common language. As I said before, it 
would be very easy to make motion picture scenics 



or to show the picturesque Indian living in a pic
turesque way in a picturesque environment. But in 
this I have no interest and for the things in which I 
have interest I will have to have the help of those 
who know the social picture and are in touch with 
the social forces at work here and who, to some 
extent, have really contacted the workers of this 
land. For motion pictures of such a character re
quire more than intuition. They require a certain 
knowledge from which to make a start, no matter 
how simple. 35 

Whatever theoretical knowledge Strand gained from 
Mexican and American intellectuals in these years, he 
certainly adopted Marxist attitudes, even if they were 
somewhat unorthodox. His commitment henceforth 
to the peasantry and to fisherfolk rather than to the 
urban proletariat was not doctrinally sound. As an 
American with an underdeveloped understanding of 
class, he did not bother to discriminate between the 
worker and the people. Moreover, his Ethical Culture 
background led him to believe in improvement of 
conditions rather than revolution. However, he ac
cepted wholeheartedly Marx's view of man as a col
lective being, whose individual labor should benefit 
the community as a whole. Resources, human or other
wise, were for cooperative use, whereas under capi
talism they were commodities for competitive profit. 
With the help of Carlos Chavez, Strand became in 
October 1933 chief of the department of photography 
and cinematography in the Mexican government's 
Secretariat of Public Education, a post he held, at 424 
pesos a month, until December 1934. 

When Strand went to Moscow in 1935 he appears 
to have taken a selection of work made in Gaspe and 
the Southwest with him. But Boris Alpers, the theater 
director, asked him bluntly why there were no people 
in them, criticizing the "tragic" landscapes, as he called 
them, for their introspective quality as equivalents, in 
rather the same way Strand later criticized Stieglitz's 
cloud pictures. Visiting Eisenstein, for whom he 
hoped to work on Bezhin Meadow, Strand may have 
shown material later published in his Mexican port
folio, because the film director engaged him in a dis
cussion of the place in art of pathos. 36 

Diego Rivera's 1925 essay on Mexican retablos 
painting suggested radical art should synthesize itself 
with pre-Marxian pictorial forms,37 and Jean Charlot 
believed the Mexican muralists should incorporate re
ligious motifs in their work if they were to be effective 
mouthpieces for the people. 38 When Strand came to 
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organize the Mexican portfolio in 1940, he silently 
arranged the sequence of images in diptychs and trip
tychs, with a minimum of single images. For example, 
images 2 through 4 form a triptych on the theme of 
the lamentation of Christ, with the Virgin of Solitude 
as the basic type. Images 7 through 9 also form a trip
tych, with Christ crucified in the centre and Boy, 
Uruapan (Plate 1) on the left: 

Does it not give you sadness 
to see me sitting like this 
With my hand upon my chin 
As if saying not a thing 
And yet speaking?39 

He is the pictorial relative of the "Sad Indian" who 
pined away from grief after the Spanish conquest 
painted by Francisco Goitia, whose image was in
tended to associate the Christian Man of Sorrows 
with subjugation of indigenous people. Reflecting the 
peasant movement led by the Cristeros who opposed 
the secular Agraristas, the pathetic effect of such typo
logical elements was more Christian than Marxist in 
effect, and therefore counterrevolutionary. 

Strand's active political commitment in the United 
States began on his return from Moscow in 1935, 
when he joined a film group with Ralph Steiner and 
Leo Hurwitz - Nykino ("new cinema").40 The group 
quickly found government employment on The Plow 
That Broke the Plains, but immediately took the direc
tor Pare Lorentz to task, believing he had lost sight of 
the ideological implications of the Dust Bowl in his 
rather literary and musical scenario: 

Briefly, we consider the basic theme to be: the rav
aging of the natural resources of the Great Plains, 
which inevitably led to the dust storms; as a result 
of the rutbless, planless exploitation of the land by 
ruggedly individualistic practices regardless of con
sequences either to the land or future generations. 41 

It was obvious to Marxists that it was capitalist meth
ods of production that had simultaneously exhausted 
the two real sources of all wealth, the land and the 
people who worked it. In 1937, Strand began more 
than a decade of affiliation with third party political 
movements in the United States and joined the Amer
ican Labor Party. According to the New York Board 
of Elections, he continued to register with the ALP 
through 1947, despite the fact that Communist influ
ence, estimated at twenty to twenty-five percent of 



the membership, had caused a split in it resulting in 
the formation of the Liberal party in 1944. In 1938, 
Strand signed a statement in the Daily Worker in sup
port of the Moscow Trials and supported the Nazi
Soviet Pact by joining a popular front organization, the 
American Peace Mobilization against war with Ger
many. 42 Strand had now set aside his still cameras and 
committed himself to Clurman's group idea in Frontier 
Films. His partner was Leo Hurwitz, almost twenty 
years his junior, who brought to the film collective a 
Harvard education and considerable experience of so
cialism. 43 Hine, Stieglitz, Seligmann, Clurman, and 
Stevenson had successively offered Strand intellectual 
and emotional companionship. Now between 1935 and 
1942, Hurwitz played this important role in Strand's 
life and work, sharing with him a strong condemna
tion of American society and bringing him into 
further contact with a left-wing film culture dedicated 
to changing it. 

Frontier Films's most important project was Native 
Land, which began under the title "Labor Spy" as a film 
about corporation funding of union busting in the early 
thirties. It was a popular front film carefully monitored 
by the American Communist party, drawing its docu
mentary evidence from the La Follette Committee's 
report to the United States Senate on civil rights. In 
accordance with Comintern policy the film set out to 
enact Earl Browder's famous claim "Communism is 
Twentieth Century Americanism." The opening se
quence of the film begins with imagery of landscapes, 
trees, and New England churches, but also includes he
roic heads of statues of American Revolutionary heroes 
and patriots like Washington, Jefferson, and Lincoln, 
as well as of immigrants and frontiersmen. The last 
sequence of the film reintroduces these statues to jux
tapose them with the living heads of contemporary 
Americans in the manner of Millions of Us, made earlier 
by American Labor Films. The American flag and the 
Statue of Liberty are expropriated for the labor move
ment in just the way that the French popular front 
seized the tricolor, the Marseillaise, and the figure of 
Marianne in the same period. Having thus created a 
frame for their documentary film, Strand and Leo 
Hurwitz filled it with a series of dramatized episodes 
set in specific parts of the United States. 

The spine running through the various episodes 
was man's abuse of useful implements for socially evil 
purposes. 44 In the episode about the Milwaukee farmer 
who attended union meetings, the plow is depicted as 
a tool for cutting the earth as functional as the knife his 
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Paul Strand 
Deputy, from Native Land 

wife uses to peel potatoes. When she realizes her hus
band has been attacked by union busters she rushes 
out across the farm to find _him. In a swift montage of 
shots, her eye lights upon another cutting implement, 
a heavy iron frame with discs for clod-breaking, and 
we realize that the farmer has been symbolically har
rowed to death. In the Alabama sharecropper sequence, 
the frontiersman's hunting rifle becomes the hired 
weapon of a sheriffs deputy, turned upon his own 
race as well as on blacks. As hunters and hunted con
ceal themselves beneath nature's indifferent foliage, 
we witness murder by sniper fire in the context of 
barbed wire - this is class war. In the episode set in a 
grocer's shop in Memphis, a crowbar retains no vestige 
of its useful origin: in a context implying potential 
child molestation it is used for smashing eggs. All these 
tools are the instruments of a social agony, analogous to 
the "instruments of the passion" Strand photographed 
later in France. 

The text of Time in New England includes multiple 
references to the tools of labor. Hoes and hammers are 
what Elihu Burritt, the learned blacksmith, makes 
when he is not translating Arabic or preparing lectures 
on peace, and what blister Melville's hands when he is 
not writing Moby Dick. The British soldiers who try 
to suppress the American Revolution use not just their 
guns but even blacksmith's tongs and shovels. The 
combative use of tools transforms useful implements 
into destructive weapons, expressly against the Old 
Testament injunctions of Isaiah and Micah to do 
the opposite - to beat swords into plowshares and 
turn spears into scythes and pruning hooks. A social-



ist typology of such man-made objects (reflecting 
their dialectical significance) includes the following 
elements: 

The Implement: hoe, plow, harrow 
(Labor/ Sacrifice) 

The Harness: collar, yoke, rope 
(Unity/ Bondage) 

The Tool: scythe, fork, hammer 
(Peace/ War) 

The Staff: shaft, stick, crutch 
(Dignity/ Dependence) 

The artisans of revolution had but one recourse - to 
become partisans by using agricultural implements as 
the weapons of liberty. 45 

If the ideology of Native Land is American Com
munist, it conforms to its popular front policy of 
embracing Christians of social conscience. In one 
episode, a young
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cleaning woman breaking into a 
murdered union printer's room pushes away from the 
door a dressing table. In the context of a split-second 
shot of a crucifix on the wall, it is a little shrine - des
ecrated as a flower vase crashes from it to the floor. 
Later in the film a minister gives a sermon associating 
Christian values with civil rights. But Christian refer
ences in Time in New England are much less overt than 
in either the Mexican portfolio or Native Land, be
cause they are deeply embedded in landscape and still
life elements. Rock, Cape Split Maine and Apple Tree, 
Full Bloom are, respectively, types of Entombment 
(the place where Christ was laid), and of Resurrection 
("Jesus Christ, The Apple Tree" of the New England 
hymn). Strand and Nancy Newhall clearly determined 
the meaning of these pictures by framing them with 
accounts of the sentencing and death of John Brown: 
"Some eighteen hundred years ago Christ was cruci
fied; this morning, perchance, Captain Brown was 
hung. These are the two ends of a chain which is not 
without its links." Another use of traditional typology 
to express social thought is found in the two iris pic
tures in the section that ends the book. Iris, George
town, Maine shows the plant's leaves curved and 
declining, languishing under sentence of death like 
Sacco and Vanzetti, with whose letters the picture 
is combined. But Wild Iris, Maine shows the leaves 
as blades glistening with baptismal dew, swords of 
God's spirit affirming the agony of the good shoe
maker and the poor fish peddler as their martyrdom 
and triumph. 

Outwardly Strand's most conservative work, Time 
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Paul Strand 
Ox Yoke and Ropes, Luzzara, Italy, 1953 
© 1986 Aperture Foundation, Inc. 

Paul Strand Archive 
Courtesy the]. Paul Getty Museum 

in New England was radically but inwardly subversive. 
The clue is in the title, which had originally suggested 
a static portrait of a people ("The New Englanders"), 
a historical legacy ("New England Testament"), or a 
voice from the past ("Of New England"). 46 The final 
title, offered by the left-wing poet Genevieve Taggard, 
implied the necessary continuation of the original 
American Revolution. By the time the book was pub
lished in 1950, Strand had fled the United States. His 
old friend John Howard Lawson, one of the Holly
wood Ten, was already in jail. As former president of 
Frontier Films, Strand faced being subpoenaed by the 
House Un-American Activities Committee in a chain 
of political events not without links with Salem. Per
secution for cause of conscience and a plague of evil 
angels bearing witness were bewitching and ruining 
the country. For the moment Strand knew that all the 
glory he would get by going home was the modern 
equivalent of a hempen rope. This is why The Bell 



Paul Strand 
Farmer, from Native Land 

Rope is such an ambiguous picture, offering no re
assurance that the Liberty Bell has not been melted 
down for cannon, and that the rope is not now used for 
hanging. Ox Yoke and Ropes like animal harness and 
other equipment of labor, 47 equally bear positive over
tones of Christian sacrifice, of cooperative strength, 
and animal vitality, and negative ones of flogging, 
slavery, and repression. 

In September 1951 the Subversive Activities Con
trol Board in Washington, D.C., an agency charged 
under the McCarran Act with enforcing the registra
tion of "subversive" organizations and with tracking 
down Communists who might be associating with 
Communists in other countries, approached the FBI 

for a report on Strand. The New York Bureau of Vital 
Statistics at first failed to find evidence of his birth 
(probably because it was recorded as Stransky), and it 
was not until August 1953 that the New York branch 
of the Board received its FBI report. As a result, 
Strand's name was placed on its security index, and the 
CIA issued a series of documents about him through 
the American Embassy in Paris. The FBI and Subver
sive Activities Control Board considered Strand to 
have been a member of the Communist party of the 
United States of America during the forties. Accord
ing to J. Edgar Hoover, he was still a member in 1951, 
after he had left the United States. However, he was 
on the security index for less than two years, and his 
case was given the status "pending inactive" until 
January 1, 1956, when the French authorities were to 
be queried again about his activities. 48 
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If the board had seen an image of a young girl in 
front of a set of French Communist party posters 
(Plate 11), it would have interpreted it as an outright 
declaration of support for Communism and a down
right condemnation of America's part in the cold war. 
The different posters emphasize one major theme: the 
Soviet Union wants peace, the United States does 
not. But one headed PEASANTS! must have also 
caught Strand's eye: by protecting peasant rights from 
capitalism, the Communist party guarantees peace 
and bars the way to fascism. Strand pointed out that 
the title of his Italian book, Un Paese, plays upon the 
double meaning of the word paese, meaning both vil
lage and country. 49 The peasant is the inhabitant of un 
paese, which he owns by dint of working on it, dying 
on it, and being buried beneath its sod. The farmer in 
Native Land carries the rock which has stopped his 
plow like one of Courbet's stonebreakers. He will use 
it later to build a stone wall - a fence and a memorial 
to himself- like one Strand photographed in New 
England. To build one's labor into the land in the form 
of walls, dwellings, and meeting houses is what makes 
the earth truly native to those who do the work. The 
sweat of the laborer's brow humanizes the earth even 
as the earth naturalizes him. The dignity of labor is 
based on the premises that nature is hard, work a 
struggle, but the human world the result. However, 
the nature of work under capitalism more often results 
in the working class becoming the slave class of in
vasive expropriators of their land. Often illiterate, the 
working class is unable to represent itself, and so falls 
victim to whatever leadership assumes its mastery. 
This is the meaning of the picture of two priests in 
Gaeta who stand adjacent to a poster with the words 
"Intrepido defensore del Pontificate Romano," beside 
a shop called COLONIALI. Associating the priests 
with clerical and colonial despotism, Strand quietly 
entertains the notion that the great flowerpot over 
their heads will soon come crashing down on them. 

Despite the odds against them, Strand neverthe
less believed, with all the buried rebelliousness his per
sonal bitterness and social resentment could muster, 
that peasant resistance to such despotism was ulti
mately possible. Its everyday forms are recorded in 
the facial expressions of many of his subjects - absence 
of compliance, stubbornness, and anger are as much 
in evidence as forbearance, perplexity, and pain. The 
Mexican peasant with his hoe is painfully bewildered, 
but the Italian blacksmith with his hammer (Plate 14) 
is resolutely ready for action. Often the work tool 
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is unidentifiable - abstracted to its wooden shaft. It 
merges with the stick, sign of the worker's civil status. 
As a badge of vital and moral strength the motif de
scends traditionally from Aaron's rod to the pilgrim's 
staff to the Hebridean boy's rough pole. It has its neg
ative aspect as a sign of the blind and of the lame. But 
grasped in a young man's fist like a stalk, the head of 
the cane is an emblem of his sensual being: a miniatur
ized tree of life and badge of liberty, it seems about to 
sprout leaves, like St. Christopher's staff. 

As a motif in Strand's work the tree is pervasive. It 
reflects his expressed thought that Lincoln was a great 
president because he grew from the center like a tree. so 

Knowing Lincoln's fate, he might have added that he 
did not survive as the tree of liberty but died on the 
cross of the Civil War. Strand pursued the motif of the 
three trees he found in New Mexico as a visual struc
ture throughout his later career. He made photographs 
of Calvarios in Mexico and of a stone carving of the 
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same subject in France. In Christian iconography a 
Crucifixion is visually defined by a central cross with 
two other crosses with the Virgin and St. John often 
symmetrically arranged on either side. In kabbalistic 
iconography three trunks from a single tree have a 
parallel significance: trunks of good and evil on either 
side of a central trunk of redemption fulfill the visual 
type of the cosmic tree. With a change of materials 
from wood to stone, the corners of two buildings rep
resent the flanking trees; a pollarded but sprouting 
elm, above a pile of straw (the skull at the foot of the 
cross), signifies man's ultimate redemption (Plate 12). 
Strand often repeated this schema: in Mexico, two 
men on either side of a door jamb; in New England, 
two light-colored leaves on either side of a Jack-in
the-Pulpit; in France, an open window with gera
niums framed by shutters; and in the Hebrides, a 
peat pile below a chimney stack framed on either side 
by thatche·d houses. The symbolic syntax that under
pins such pictures allows an infinitely variable seman
tic transformation of the objects represented, so that 
the visual type is revised almost out of all immediate 
recognition of its Judea-Christian origin. Through 
the door of a house in which a door and staircase act as 
the frame, a music stool and piano, in the context of a 
tree seen through the window beyond, form a picture 
that both humanizes and sacralizes the material cul
ture of New England. 

Returning to Mexico in 1966, Strand photographed 
a wrought-iron gate through which, this time, we see 
a fountain as well as a tree. The emphasis is now on 
the gateway itself. Masculine imagery of trees, pillars, 
and ladders is complemented by feminine imagery of 
windows and doorways. In Native Land, the girl who 
cleans the window in the murdered printer episode 
does so partly as a prelude to her conscious discovery 
of transparent social injustice, but partly in instinctive 
relation to the boy who engages her in play as he rhyth
mically bats a ball. The window in Strand's work rep
resents consciousness - spiritual, social, and sexual. 
Broken windows, like closed doors, once suggested 
loss of innocence, communal failure, and physical 
decay. Intact, they form a bower, create a world of 
girlhood, and provide a framework for family life. A 
Ghanaian woman at her window is so exuberant that 
the surrounding wall collaborates by enveloping her 
in a suitably stately garment (Plate 15). 

That a socialist realist should create such culturally 
inclusive and creatively coherent work should not be 
unexpected given the formative influences upon Strand 
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Cleaner, from Native Land 

of Charles Caffin, Stieglitz, and D. H. Lawrence, and 
his early interest in Jung. 51 Strand's handling of inani
mate cultural objects and animate natural things in 
relation to living human beings blended spiritual reso
nances, social functions, and natural persistence so 
forcefully and finely that the truth of his pictures has 
been felt without requiring explanation of his philo
sophical beliefs. Untainted by overt statement of 
principles he held deep into his old age, his work re
flects complete commitment to the human world over 
sixty changing years. 
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Ansel Adams: Natural Scene 

by ANNE HAMMOND 

LOOKING BACK ON HIS EARLY CAREER, Ansel 
Adams recalled that when he met Paul Strand in the 
summer of 1930, the experience of seeing Strand's 
negatives converted him from his musical ambitions 
to a career in photography, but by 1923 he was already 
making carefully considered photographs. In Septem
ber of that year he wrote to Virginia Best, whom he 
married in 1928, that he had made up his mind to "only 
do special work" in the future, in order to establish a 
reputation as an artistic photographer. 1 Nevertheless, 
the experience of meeting a person of Strand's intense 
commitment, who believed photography capable of 
the highest expression, provided the moral as well as 
aesthetic shock sufficient to reinforce Adams's own 
commitment to the medium. 

During the summer of 1923, on a Sierra Club out
ing, he renewed a childhood friendship with Cedric 
Wright, another musician and photographer, who re
mained his closest friend for many years. Wright 
introduced Adams to the poetry and philosophy of 
an English writer, Edward Carpenter, and in 1925 
Adams wrote to Virginia about his response to To
wards Democracy: "The Carpenter book has estab
lished a real religion within me. "2 It was also Wright 
who introduced Adams in 1926 to the San Francisco 
philanthropist and art patron Albert Bender. Having 
seen forty of Adams's photographs of Yosemite and 
the High Sierra, Bender proposed that a portfolio 
should be published by Jean Chambers Moore with 
typography by the Grabhorn Press. Parmelian Prints of 
the High Sierras appeared in an edition of one hundred 
in 1927. It contained eighteen original prints and sold 
at fifty dollars. The first ten portfolios were bought in 
advance by Bender. With five hundred dollars in his 
pocket, Adams could afford to think seriously of mar-
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riage with Virginia. He could now see a way open to 
him for a future of some possible financial solvency: 
photographic publishing. He sold portfolios of pho
tographs taken as official photographer to the club's 
1928 Canadian Rockies outing to the participants, and 
produced similar portfolios for High Sierra trips 
through 1932. In 1928 his first one-man exhibition 
was held in the San Francisco rooms of the Sierra 
Club. 

In 1927, Adams and Bender made the twelve
hundred-mile journey from San Francisco to Santa 
Fe, New Mexico, where Adams met the author Mary 
Austin. The following year, they began to discuss 
collaboration on a book about the Native American 
pueblo at Acoma. But Mary Austin wrote to Adams 
in June 1928 with the disappointing news that the 
documentary filmmaker Robert Flaherty was trying 
to get camera rights for one year to produce a film on 
Acoma pueblo. Austin wrote in July to suggest they 
work on the Zuni pueblo instead, and by June 1929 
they had decided upon the pueblo of Taos. The book 
Taos Pueblo was published in 1930. 

Mary Austin's text is an account of the native cus
toms of Taos Pueblo that were in danger of being ab
sorbed into the dominant culture of the Southwest. 
Tony Lujan, a Native American from Taos, inter
ceded on behalf of Austin and Adams, persuading the 
Governor of Taos to consent to their depiction of the 
pueblo. Adams photographed Lujan as A Man of Taos 
wrapped in his ritual blanket. Adams wrote enthu
siastically about the pueblo to Albert Bender in 1929, 
"It is a stunning thing - the great pile of adobe five 
stories high with the Taos peaks rising a tremendous 
way behind. And the Indians are really majestic, 
wearing as they do their blankets like Arabs. "3 The 



North Americans in Taos had succeeded in resisting 
many of the encroachments of white civilization, pre
serving through religious ritual their connection to 
the universe, and continuing to wear the blanket that 
Mary Austin knew to be a potent cultural symbol. In 
the communal and traditional society of Taos pueblo, 
she wrote "the blanket means as much as ever the 
sword meant to aristocracy. "4 It established owner
ship of their history and beliefs. It enveloped their 
world. 

The adobe dwellings of Taos pueblo were con
structed on levels linked by ladders. Carl Jung, on a 
visit to Taos pueblo in 1923, observed that from these 
rooftops rites were performed by which the inhabi
tants helped their father the sun to traverse the sky. 
In his Winnowing Grain, Taos Pubelo (Plate 1) Adams 
shows the "great pile of adobe" as mountainous. The 
mountain, and the river flowing from it, held a posi
tion of sacred importance for the people of Taos 
pueblo. They asked Jung, "Do you not think that all 
life comes from the mountain?"5 This .sense of univer
sal hierarchy and interdependence between one level 
and another, is shown in Adams's photograph. It is a 
world encompassing everything from shadowed un
derporches to bright roof plateaus, with the link be
tween them being the human helpmate of the sun. 

Photographing the Ranchos de Taos Church of 
San Francisco in 1929 for inclusion in Taos Pueblo, 
Adams described its appearance as not so much a 
building as an "outcropping of earth," a mountain of 
adobe. 6 Austin believed this church expressed the cul
tural integrity of the tribe of Taos. "Deep-rooted" 
and "grown-from-the-soil," it was not only organi
cally related to its earthen materials, but representa
tive of elemental life. In Adams's photograph Ranchos 
de Taos the church, at once sculpted mountain and 
modelled funeral mound, crouches like some sphinx 
in an Arabian desert. 

Austin was also deeply committed to the unique 
regional culture of the Hispanic Southwest. While lec
turing at Yale University in 1929, Austin received 
word that "El Santuario", the chapel at Chima yo near 
Santa Fe, was about to be sold. Built as a private 
chapel by an old Spanish family, the shrine was re
nowned for its healing powers and its painted images 
of the saints. Austin raised the money necessary to 
purchase the chapel for its preservation. That same 
year Ansel Adams was photographing the santos and 
bultos, painted and carved religious icons, in New 
Mexican churches for a proposed book on Spanish 
Colonial arts with Austin and another Santa Fe writer 
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Frank Applegate, but the project was abandoned after 
Applegate's death in 1931. In 1930 Adams wrote to 
Austin about further portfolios on the Acoma, Zuni, 
or Hopi pueblos, should Taos Pueblo prove a success, 
but nothing came of it. 

Mary Austin was a writer of national stature. She 
was ranked as a nature writer alongside Thoreau and 
John Muir, and her works, together with those of 
Muir and the poet Robinson Jeffers, played a major 
part in the creation of an image of rural paradise in the 
West. 7 The critic Carl Van Doren had written that a 
degree, M.A.E. (Master of the American Environ
ment), should be conferred upon her. Her book of 
stories, The Land of Little Rain, published in 1903, 
shows her as a naturalist keenly attuned to the pro
cesses of nature and the adaptability of wild things to 
it. The knowledge, or intuition, of the earth and its 
creatures seems far to exceed that of humankind. God 
is clearly immanent in nature. When Ansel Adams re
printed The Land of Little Rain in 1950, he illustrated it 
with his photographs of the region. Mountain Storm 
over Mount Williamson, Manzanar gives visual signifi
cance to Austin's text, "The first effect of cloud study 
is a sense of presence and intention in storm processes. 
Weather does not happen. It is the visible manifesta
tion of the spirit moving itself in the void. "8 

In 1938, Adams wrote to David McAlpin: "Now 
that Stieglitz is probably finished with his major ac
tivities, Strand has gone over to the Movies, most of 
the Bright Young Lads up to their necks in 'social sig
nificance,' there are damn few straight photographers 
left. "9 In that year Adams, Edward Weston, and Wil
lard Van Dyke received a proposal for inclusion in a 
book on five American photographers, with which 
Adams and Weston refused to participate after reading 
a foreword referring to Adams as "bright[,] frank 
maker of socially insignificant photographs" and to 
Weston as "dark and sensual. " 10 But in 1940 in a talk 
at the Photo League in New York, Adams remarked 
that the Farm Security Administration contribution 
was the most popular part of his Pageant of Photog
raphy exhibition_ in San Francisco, and also expressed 
admiration of the League's Harlem Document. 11 Adams 
was inwardly anxious that his work was being per
ceived as devoid of human interest, and not even David 
McAlpin could wholly reassure him otherwise. In a 
letter to Photo Notes, Adams professed a deepening 
interest in documentary photography, despite not 
having found himself "in the stream, as it were, of 
such work." 12 

Writing to McAlpin in June 1943, he placed "in-



terpretation of war conditions and contemporary so
cial conditions" above "interpreting the natural scene 
as a part of what we are fighting for" in a list of what 
he considered his contributions might be. 13 When 
Dorothea Lange asked him in June to accompany her 
on assignment for the Office of War Information, 
photographing the Italian community in San Fran
cisco, Adams responded without hesitation. This was 
the first of a number of collaborations, including a 
story for Fortune in 1944 on the shipyard workers at 
Richmond, California, and "Three Mormon Towns" 
for Life in 1953. The photographs produced by Lange 
and Adams were published in Victory magazine distri
buted by the OWi overseas, in order to show loyal Ita
lian -Americans enjoying their democratic freedoms, 
invulnerable to fascist propaganda. Adams was espe
cially proud of a photograph (now lost) of an old man 
praying before the Roll of Honor in Saints Peter and 
Paul Church. 

In January, Adams had written to McAlpin that he 
was sure his next phase of work would feature "people 
in relation to Nature," that he could feel it coming. 14 

Later that year, the opportunity presented itself in 
an invitation from Ralph Merritt, recently appointed 
director of the Manzanar Relocation Camp, where 
some ten thousand Japanese-Americans had been in
terned. Merritt knew Adams through the Sierra Club 
and offered him a project portraying life in the camp, 
with the permission of the camp administration but 
without pay. Unlike Lange, who photographed the 
relocation centers as a government employee, Adams 
worked independently, believing that by avoiding di
rect political affiliation he could prevent his work 
being used as propaganda. The outcome was an 
exhibition and a book, Born Free and Equal, published 
in 1944. 

The town of Manzanar lies in what Mary Austin 
called the "seven mile shadow" of Mount William
son, on the eastern slope of the Sierra Nevada range. 
The name "Manzanar" ("apple orchard" in Spanish) 
indicates a once-fruitful land whose water resources 
were diverted to serve the ever-expanding needs of 
Los Angeles in the twenties, leaving Owens Valley an 
inland desert, but the place was still geographically 
unique among internment camps, standing before the 
eleven-thousand-foot peaks of the Sierra. Adams 
wanted to show that this natural scene could inspire as 
much hope in the Japanese-Americans detained there 
as in a Sierra Club member like himself. Picturing a 
youth looking towards the mountains, or workers 
harvesting crops from the "fruited plain" beneath the 
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"purple mountains' majesty," Adams ascribed to the 
Japanese his own appreciation of the redemptive 
power of nature. Photographing the traditional land
scape garden built by the internees, Adams placed the 
pavilion, and pool, and bridge against mountainside 
and rising moon - a landscape of human contempla
tion against one of natural revelation. 

In Born free and Equal, Adams wrote that he did 
not wish to consider Japanese-Americans as a group 
but as individuals, "This impersonal grouping, while 
essential to the factual study of racial and sociological 
problems, frequently submerges the individual, who is 
of greatest importance." Of the pictures Adams took 
at Manzanar of people, most were of individuals or 
family groups. Although Adams admired the photo
graphs made by Dorothea Lange of the evacuation 
and processing of the internees, he did not model Born 
Free and Equal on Lange's style of reportage. Adams 
agreed with Strand's conception of portrayal in the 
Mexican portfolio: "in many of these the subjects are 
looking at you - you are there with them, you may 
almost speak to them. Because of this intimacy, real
ity is magically intensified, another dimension of re
sponse is added to the the dimensions of statement. " 15 

The final photograph in Adams's book, Head of a 
Loyal American-Japanese Young Man, shows the face 
of Yuichi Hirata cropped to emphasize his intense ex
pression, accompanied by Walt Whitman's words 
"To thee old cause!" the text of which continues: 

Thou peerless, passionate, good cause, 
Thou stern, remorseless, sweet idea, 
Deathless throughout the ages, races, lands, 
After a strange sad war, great war for thee 

The cause is, of course, democracy, and in Adams's 
image a Japanese face entreats the viewer, in the midst 
of this sad war, to join him in revering it. 

Adams hoped his efforts in Manzanar would help 
to ease racial hostility and was determined to keep an 
element of documentary style in his work. In 1944 he 
proposed to produce a documentary series of books 
about minority groups. In 1947 he was planning a 
ho,..,k on blacks with Nancy Newhall, along the 
image-text lines of her collaboration with Strand on 
Time in New England. This long-cherished, unrealized 
idea may have been inspired by the Photo League's 
Harlem Document. 

The Photo League had been for years a center for 
photographers interested in social documentary, and 
in the mid-forties an investigation of the League by 



the FBI revealed that some of its members, including 
founder Sid Grossman, belonged to the Communist 
party. 16 In 1947, Executive Order 9835 was issued by 
President Truman (on the insistence of J. Edgar 
Hoover) for the investigation of the loyalty of federal 
employees. Under the "loyalty program," the attor
ney general Tom C. Clark was called upon to name 
totalitarian, fascist, communist, or subversive organi
zations. 17 The "Attorney General's List," based on 
Hoover's suggestions and released to the press on De
cember 4, named the Photo League as a subversive or
ganization. On December 16, a special meeting of 
Photo League members was called at the Hotel Dip
lomat for a keynote address by Paul Strand. Messages 
of protest and support from absent members were 
read, including one from Adams: 

Protest is not enough. This accusation demands 
more than protest. It demands action. It demands 
that we re-affirm the principles of American De
mocracy.... Get out your texts of Whitman, 
Paine, Jefferson, Lincoln, Franklin Roosevelt .... 
Dust off your lenses and get going! Photograph 
the truth of America - the majesty of the Natural 
Scene, and the majesty of our people and their ac
complishment. 18 

In April 1949, an FBI informant testified that some 
members of the Photo League were also members of 
the Communist party, and the press took that as evi
dence that the League was a popular front organiza
tion. 19 In May, Adams wrote to the president of the 
Photo League, Walter Rosenblum, insisting that the 
officers issue a public statement denying any political 
affiliation. Rosenblum answered, "We are not a politi
cal organization in any sense of the word .... I am one 
of those who believe that every American has the 
right to any political opinion short of being Fascist. "20 

Adams replied immediately: 

Now I ask you - what, in terms of human expressive 
freedom, is the difference between communism and 
Fascism? Marxian socialist doctrine expressed in 
terms of the generous human spirit never seemed 
very far from what I call Jefferson Democracy .... 
Why ... "short of Fascism"? Why not say "short of 
ANY ideological dominations that restrict the free 
constructive thought and production of the indi
vidual" .... Call the opposite Americanism, Democ
racy, the Rights of Man, individualism, etc., - these 
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are but symbols of some deeper ethical structure of 
the perso11 and the State. 21 

It seemed to Adams that anti-fascism implicitly placed 
its apparent opposite, communism, in a privileged 
position. From Adams's liberal viewpoint, fascism 
and communism were both repressive of individual 
thought. In December 1949, Adams resigned from the 
Photo League and sent a copy of his letter to the FBI. 

Writing to Edwin Land in the mid-fifties, Adams 
listed suggestions for changes in government that 
show a generally liberal attitude about the relationship 
between the individual and the state. 22 On the level of 
social politics, he recommended reducing the taxes of 
both low- and high-income groups with tax incen
tives for charitable contributions from the latter. He 
wanted the welfare program restricted but jobs cre
ated for those who needed them. He put a high prior
ity on the enforcement of civil rights but advocated 
control of both unions and employers. In the same 
letter, he proposed the creation of a Department of 
Conservation that would incorporate all bureaus con
cerned with natural resources. Calling for the estab
lishment of a Planning Commission on Public Lands, 
which would re-appraise the use of all federal parks, 
forests, and military lands, he emphasized that areas 
designated as wilderness required special attention. 
The predominant commitment of Adams's public life 
was to the politics of conservation. As a liberal, he ar
gued for the rights of the "sincere radical" in social 
politics, and in the politics of the natural scene he 
grew to be relatively radical himself. 

In 1934, Adams was elected a director of the Sierra 
Club, and in January 1936 the club sent him to Wash
ington to lobby for the establishment of a wilderness 
area at Kings Canyon, south of Yosemite Valley. The 
first of its kind, Kings Canyon was to counter what 
Adams saw as the trend of commercial resortism in 
the national parks by having no roads, hotels, or vis
itor services. He produced "creative propaganda" for 
its preservation with a portfolio of his photographs. 
Two years later his book, Sierra Nevada, the john Muir 
Trail (1938), was received by Alfred Stieglitz as "per
fect photography," and by the National Park Service 
as "a silent but most effective voice in the campaign" 
for Kings Canyon. 

In 1864, George Perkins Marsh in his book Man 
and Nature voiced the need for protection of the coun
try's natural resources from industrial overuse. But 
federal responsibility for the situation was only taken 



in the first decade of the twentieth century by the ad
ministration of Theodore Roosevelt, whose purpose 
was to prevent exploitation of forests, water, and min
erals by vested interests. In 1905, Roosevelt appointed 
Gifford Pinchot as the chief forester of the new United 
States Forest Service. Pinchot's definition of conser
vation in 1910 as "the greatest good to the greatest 
number for the longest time" was essentially utilitarian. 
He supported legislation for projects that turned the 
earth's resources to the uses of men. Consequently, 
Hetch Hetchy Valley in the Sierra was dammed as a 
reservoir for San Francisco, and the watershed of 
Owens Valley drained to serve the city of Los Angeles. 

In the thirties those who took an environmental 
approach to conservation asserted that nature should 
be preserved for its own sake and protected from 
human interference. Aldo Leopold, Robert Marshall, 
and Robert Sterling Yard founded the Wilderness 
Society in 1935 to counteract the prevailing attitude of 
"biotic arrogance" and to place man in a position of 
"intelligent humility" in regard to nature. 23 By re
placing the utilitarian, anthropocentric view with an 
ecological approach in which nature was an interde
pendent, inextricably connected web of life, these en
vironmentalists were radical preservationists. But 
their belief in non-interference with nature ran deep in 
American thought. In 1755, the Puritan clergyman 
Jonathan Edwards wrote that true virtue could be de
fmed as having enough respect for things to let them 
be. In Adams's photograph Moss & Lichen minute 
plant forms are symbiotically seamed with granite in 
an infinite fabric of being. 

During his 1936 trip to Washington, Adams met 
Secretary of the Interior Harold Ickes. Five years later, 
in 1941, Adams was commissioned by Ickes to create 
a series of photographic murals for the Department of 
the Interior. In a long tradition of murals in govern
ment buildings, Adams was preceded in 1936 by the 
photographer William H. Jackson (but as painter, on 
this occasion), and in 1864 by Emmanuel Leutze, who 
painted Across the Continent, Westward the Course of 
Empire Takes its Way (National Museum of American 
Art, Washington, D.C.) as a mural for the United 
States Capitol. The pines, plateaus and canyons, and 
snow-capped peaks of the West, devoid of hunters, 
trappers, and immigrant wagon train, were also 
Adams's mural subjects. Ickes strongly supported the 
position of President Franklin D. Roosevelt, for 
whom the national parks stood for a perpetuation of 
the frontier values and messianic idealism fundamen-
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ta! to American culture. 24 This cultural approach to 
nature promoted by Ickes in the late thirties and early 
forties helped to edge conservation toward environ
mental preservation. But the most important factor in 
the change was Leopold's famous essay "The Land 
Ethic," which viewed nature as an ecological com
munity rather than a recreational commodity. 25 In 
1951, the Sierra Club formally changed its aim from 
rendering the Sierra wilderness accessible to preserv
ing it. 26 The trailblazing mission of the twenties was 
transformed in the fifties into one of protection by 
limited access. 

In 1956, Adams referred to himself as a "super
purist" regarding national park development, ad
vocating that it should be minimal, invisible, and 
nondestructive. 27 After World War II, when the na
tional parks had suffered from neglect, some conser
vationists proposed that the parks be closed to protect 
them from further deterioration. But Conrad Wirth, 
the new director of the National Park Service, wanted 
to make them more attractive to the automotive 
tourist. With the close cooperation of the American 
Automobile Association, Wirth conceived "Mission 
66," a ten-year program designed to expand park fa
cilities by 1966, the fiftieth anniversary of the Park 
Service. The realignment in 1958 of the Tioga Road, 
winding into Yosemite from the east, was intended to 
facilitate automobile access to the valley by cutting 
into the granite domes surrounding Tenaya Lake. 
These glacially polished rock masses that seemed to 
flow into the lake were especially valued by Adams, 
who often photographed them. Where there was soil, 
Adams argued, disturbance would be less harmful be
cause plants would soon grow back, but blasting 
through the granite, which he saw as the skeleton of 
the earth, was permanent defacement. 28 In July, he 
was so disturbed by what he considered criminal neg
ligence on the part of the federal agencies that he sent a 
telegram of condemnation to the Secretary of the In
terior, the Secretary of Commerce, and the director of 
the National Park Service. 29 

Adams believed that all resource questions, in
cluding the spiritual resource of wilderness, were of 
national concern and that the public interest ought to 
be protected from local, private interests. "Indivi
dualism is commendable", he wrote in 1985, "but I 
believe the public good takes precedence over any pri
vate advantage. "30 As long as the United States was 
relatively undeveloped, conservation was not an 
issue, and Americans could believe in both technolog-



ical progress and the romantic wilderness ideal simul
taneously. But by the twenties and thirties when con
quest of the continent by industry was complete, 
Leopold believed that if any harvest at all was to be 
reaped by man from wild nature it should be one of 
enhanced cultural values. 

In the mid-nineteenth century, the writings of 
Henry David Thoreau, Ralph Waldo Emerson, and 
John Muir invested the natural world with moral 
value and the power of spiritual redemption. For 
Muir, wild nature was not a commodity but a spir
itual resource. He believed people should go to nature 
for "recreation," and that individual experience of it 
should be as compulsory as basic education - "Go to 
Nature's school, the one true University." 

In 1945, Adams wrote an article, "Problems of In
terpretation of the Natural Scene", which suggested 
John C. Merriam, professor at the University of 
California from the 1890s to 1919 and president of the 
Carnegie Institution of Washington, had best under
stood the relation of man to nature in his book The 
Garment of God: Influence of Nature in Human Experi
ence (1943). 31 Merriam held evolution as proof of an 
essentially progressive and interwoven universe. He 
proposed that the great lessons of the history of the 
earth could only be learned by the individual coming 
face to face with the reality of the national parks: 
"They are regions where one looks through the veil to 
meet the realities of nature and of the unfathomable 
power behind it. "32 In 1919, Adams was hired by Wil
liam E. Colby, president of the Sierra Club, to serve 
as the custodian of the LeConte Memorial, the Sierra 
Club's Yosemite headquarters. He spent the summers 
of 1925 and 1926 photographing the region of Kings 
River in the company of Joseph LeConte junior and 
his family. Joseph N. LeConte senior proposed in 
Evolution and Its Relation to Religious Thought (1888) 
that God's creation continually aspired to spirituality. 
He believed that the two divine books - the Book of 
God (the Bible) and the Book of Nature (the natural 
scene) - were both revelations: one written in words, 
the other in "symbolic characters having eternal signi
ficance, ... in the native handwriting of Deity himself. "33 

In writing about the beauty of nature Muir, like 
LeConte, used biblical metaphors - the valley walls 
became "the mighty walls of the temple," the sounds 
of waterfalls were described as "psalms," the rock of 
Half Dome stood "steadfast in serene strength like a 
god. "34 In 1932, Adams used similar language: "the 
disciples are drawn to the high altars with magnetic 
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certainty, knowing that a great Presence hovers over 
the ranges. You felt all this the very first day, for you 
were within the portals of the temple. "35 When Muir 
declared that the cliffs were "types of endurance" he 
was thinking of them as symbols of immortality. Ty
pology, in its scriptural origin, associated biblical 
events with the landscapes in which those events took 
place. In the dualism of Christianity, a landscape 
motif or "type" could have either a positive or nega
tive interpretation, as everything in creation exists be
tween poles of good and evil: 

The Rock: boulder, stone, mountain 
(Vengeance/Foundation) 

The Tree: stump, mature tree, seedling 
(Sacrifice/Redemption) 

The Waterfall: cataract, river, fountain 
(Deluge/Salvation) 

The Cloud: thunderhead, cumulus, mist 
(Divine Wrath/Ministry)36 

In 1950, driving through Yosemite Valley, as he had 
countless times before, Adams was suddenly com
pelled to stop and make a photograph, Early Morning, 
Merced River, Autumn (Plate 17). According to the 
Christian method of interpretation of landscape art, 
Adams would have subliminally recognized that a 
tree, a stream, and a rock could be brought together as 
types into an emotionally charged relationship. Of the 
two trees in the image, one is old and gnarled with a 
wounded bole at the cleft of its branches (the Tree of 
Sacrifice), while the other, a young pine (the Tree of 
Redemption), shoots out of the bare rock in the fore
ground just as life miraculously sprang from Mary the 
mother of Christ. The baptismal River enhances the 
effect of the hope of salvation, as does Adams's title 
Early Morning. It is not suggested that Adams, or any 
other artist in the American landscape tradition, con
sciously applied a Christian schema while making his 
picture, but that the combination of elements that he 
chose have their origins in a Biblical frame of refer
ence and typological way of thinking. 

In This Is the American Earth (1960), Adams and 
Nancy Newhall quoted Jonathan Edwards: "Divine 
glory seemed to appear in everything; in the sun, the 
grass, in the water and all nature ... I felt God, ifl may 
so speak, at the first appearance of a thunderstorm." 
This eighteenth-century divine was a primary source 
of typology in American culture. Edwards saw in 
thunderclouds "a shadow of the majesty of God"; hills 



and mountains were "types of heaven" because of 
their difficulty of ascent; and mist represented fleeting 
human life, "a vapour that appeareth a little while and 
then vanisheth away. "37 In Adams's Snow Plow in Ac
tion (Plate 18), a mist of snow crystals and pine needles 
luminesce together in a nimbus of divine blessing. 

In 1961, Adams wrote that the ideal of wilderness 
"competes with no religion; rather, it suggests a new 
religion, the revelation of which is comprehension of 
the vast cosmos and the ultimate purpose and validity 
of life. "38 Since the Enlightenment, the trend toward 
humanism placed nature at man's disposal and trans
ferred to him the powers originally held by God. The 
poet Robinson Jeffers opposed this chauvinist attitude 
and refused in his work to grant the human species 
superiority over all nature. Through his idea of "in
humanism" he hoped to make man realize the folly of 
a man-centered universe.39 In 1933, Adams published 
in the Sierra Club Bulletin his photograph of a cypress 
tree, Point Lobos, to accompany "Lines on Point 
Lobos" by Jeffers. In 1928, in Santa Fe, Adams be
came acquainted with the poet Witter Bynner, and 
they exchanged poems in correspondence. 40 Adams's 
Self Portrait ca. 1936 includes himself in profile; his 
camera; a bookcase filled with the works of Witter 
Bynner, Mary Austin, and Robinson Jeffers; and a 
photograph of Dead Tree near Little Five Lakes, Sequoia 
National Park. The solitary tree trunk, though dead, 
represents the monumentalized individual. 

In Adams's discussions of Moonrise, Hernandez, 
New Mexico, he reveals that it was not moonlight but 
the effect of the sun shining on the crosses of the cem
etery that moved him to make the picture. He had 
to work quickly in the fading sunset in order for the 
white crosses to be clearly distinguishable. In this twi
light picture, the sun surrenders its energy to the 
moon in a metamorphosis of light. Whitman recog
nized the assumption of the sun's light by the moon, 
"whose ghastly glimmer is noonday sun-/beams re
flected," in Leaves of Crass. 41 Jonathan Edwards saw 
the moon as a type of the Resurrection: "for the moon 
at her change, that lost all her light, and was extinct, 
and seemed to die, revives again after her conjunction 
with the sun. "42 

Marsden Hartley's Cemetery, New Mexico, 1920 
presents the subject as a square enclosure of white 
crosses set on organic shapes of hills against a dark line 
of mountains, a dark sky, and white clouds. 43 The 
same typological elements appear in the lower half 
of Adams's image, and Adams later chemically in-
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tensified the negative to achieve, in the top half, the 
contrast of stark white moon against utter blackness. 
Adams's own words, "O moon you stare as a white 
cave from the cold stone / of the sky / And the long 
mesas flow far under your silence," transform the sky 
into a black cliff and the moon into a blank cavity 
within it. 44 

In his epic poem Towards Democracy (1905) Edward 
Carpenter wrote, "Nothing in essence dies, and noth
ing in mortal form remains. All is in movement ... with 
regard to another kind of form." Nineteenth-century 
geology had developed a metamorphic theory of the 
earth's crust, but Carpenter believed in the metamor
phosis of material toward a spiritual goal. Occurring 
in the same poem is a line Adams quoted throughout 
his life (here in italics): 

The rocks flow and the mountain shapes flow, 
And the forests swim over the lands like cloud-shadows 
The lines of the seeming) y-everlasting sea are 

changed, 
And its waves beat on unmapped phantom 

shores. 45 

Everything material moved in a tide of energy, re
turning to its goal, the "thousand-formed, one." Car
penter used a tree metaphor in order to reveal the un
derlying unity of life, each leaf representing a separate 
self, which emanates from the deeper individuality of 
the twig, and on to "the All-self of the tree. "46 In 
Adams's Aspens (horizontal version) the separate self 
of each leaf glows with the indivisible energy of light, 
and of life. 

In 1955, Adams assembled an exhibition on the 
idea of conservation, This Is the American Earth, with 
photographs by himself and others and text by Nancy 
Newhall, and installed it in the Sierra Club's LeConte 
Memorial Lodge in Yosemite. It was published in 
book form in 1960. In a consideration of evolution 
and principles of ecology, water is given as the model 
for the cycles of life, and Adams's photographs show 
its forms to be interchangeable as they merge into one 
another. Vapor, clouds, mist, dew and frost, rain, 
sleet, and snow are the breath and the embodiment of 
lakes, springs, streams, rivers, and the sea. Adams's 
Refugio Beach is set above Newhall's text: 

Life is creation continuing 
- life from the lighted surfaces of seas evolving, 

form after form appearing, vanishing 
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Ansel Adams: Snow Sequence, I, II, and Ill, n.d. 

Creation continues not only in the evolution of spe
cies but with the potential metamorphosis of one sub
stance into another. Rock is geologically thrust from 
the sea bed, and through erosion returns as sand to the 
sea. In the photograph the horizontal bands of sand, 
water, rock, sea are geologically and visually recip
rocal: a sand bank representing a land mass with 
mountain ranges of rock, all surrounded, shaped and 
patterned by water. 

"Metamorphosis is the law of the universe," 
wrote Emerson in 1845. 47 In a dynamic environment, 
the continuity of life depends on the exchange of one 
form for another. Each part of nature is connected in a 
cyclic chain of events, which ensures future growth 
and renewal. Adams wrote: "The qualities of any ob
ject of the natural scene ... may be thought of in terms 
of action, or in terms of the result of action. "48 The gen
eral sense of cosmic indifference produced by Dar
winism and by the Theory of Relativity appears to 
have given Adams a desire for spiritual integration 
with a reality that was ecological rather than either de
termined or relativistic. In Rain Forest, Glacier Na
tional Park, Alaska (Plate 19) Adams shows us a tree 
stump and boulder transformed in a process of 
dynamic renewal by a new garment of mosses and 
ferns. In Giant Sequoias, Yosemite National Park (Plate 
16) the viewer's sense of scale is confused. Two 
sequoias stand in the left half of the image and the 
other half is filled by an ambiguous surface which, at 
first glance, may be seen either as redwood bark or as 
granite. There are two ways of interpreting this pic
ture: one derived from the conjunction of types of the 
Tree and the Rock, the other from the metamorphic 
idea that opposites of wood and stone can be momen-
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tarily transmuted. 
In 1936, Adams exhibited his photographs at Stieg

litz's An American Place, where he familiarized him
self with the work of some of the painters associated 
with the gallery, including Marsden Hartley, John 
Marin, Georgia O'Keeffe, and Arthur Dove, all of 
whom painted abstractions of natural forms. In many 
of Adams's metamorphic pictures, naturalistic scale is 
eliminated by the extreme close-up, approaching 
abstraction. Within any given image of Surf Sequence 
(1940) a perceptual shift is produced by which one sees 
alternately a hilltop, sky and clouds, or a riverbed and 
eroded cliff. But in Snow Sequence (Plate 20, central 
image), although the two outer images present the 
edges of a melting snow bank as wave forms, the trip
tych structure of the sequence places the emphasis on 
the central image - a stone from which melting snow 
is retreating. A humanist might see the rock as man 
shaping his environment as much as he is shaped by it, 
but a morphologist would recognize an analogy be
tween the instantaneity of cresting waves and the age
long movement of glaciers - a sense of dynamic 
change in the apparently immutable. 

In 1952, Adams told Minor White he believed he 
had accomplished three things in his photographic 
career: personal images like The White Tombstone and 
Moonrise, the zone system, and the focusing of atten
tion on conservation. 49 Setting aside his considerable 
technical contributions to the medium and his pro
duction of a limited number of personal images as 
"equivalents," it is his metamorphic approach to the 
natural scene that has made him the greatest interpre
tive photographer of the landscape tradition of the 
American West. 
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Emile Delavenay, D. H. La111rence @d Edll'ard Carpenter: 

26 

A St11dy in Edll'ardia11 Transition, London: Heinemann, 
1971, pp. 4, 9, 46. 

47R. W. Emerson to Lidian Emerson, Eight America11 Wl'it
ers, eds. N. Foerster and R. Falk (New York: W.W. Nor
ton & Company, Inc., 1963), p. 368. 

48 Adams, "Problems of Interpretation of the Natural 
Scene," p. 47. 

49Letter, Adams to White, 2 June 1952, Minor White Ar
chive, Princeton University. 
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PLATE 1 

Ansel Adams 

South House, Women Winnowing Grain, ca. 1929 

[Taos Pueblo, Plate X] 

31. 7 x 22. 7cm 

78:187:007 



PLATE2 

Paul Strand 
Boy, Uruapan [The Mexican Portfolio, no. 7) 
© 1940 Aperture Foundation, Inc. 

Paul Strand Archive 
Photogravure, 25. 7 x 20. 7cm 
76:018:007 



PLATE3 

Ansel Adams 

Silverton, Colorado, 1951 

19.4x24.0cm 

84:090:151 



PLATE4 

Paul Strand 
The White Shed, Gaspe [Canada], 1929 
© 1971 Aperture Foundation, Inc. 

Paul Strand Foundation 
15. 9 x 20. 6cm 
76:011:042 
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Paul Strand 
Grenier, Criqueboeuf, Calvados [France), 1952 
© 1952 Aperture Foundation, Inc. 

Paul Strand Archive 

25.7 x20.6cm 
81:085:002 
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Ansel Adams 

White Post and Spandrel, Co/11111bia, California, 1953 

[ Porifolio VJ] 
48. 7 x 36.1cm 

76:001:007 



PLATE7 

Paul Strand 

Workers' Bicycles, The Po, L11zzara, Italy, 1953 

© 1955 Aperture Foundation, Inc. 

Paul Strand Archive 

18.1 x23.0cm 

84:058:08 
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Ansel Adams 

untitled, ca. 1960 

19.0 x24. lcm 

84:092:175 



PLATE9 

Ansel Adams 

Vine and Rock, Island of Hawaii, 1948 

[Porifolio One] 
16.6x12.7cm 

77:011:005 



PLATE10 

Paul Strand 

Tree Stump and Vine, Colorado, 1926 
© 1971 Aperture Foundation, Inc. 

Paul Strand Archive 
24.1 x 19.2cm 
84:058:035 
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Paul Strand 
untitled [France], 1950 
© 1990 Aperture Foundation, Inc. 

Paul Strand Archive 
13.4x10.8cm 
81:085:007 
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Paul Strand 

Arbre et Maiso11s
1 
Botmeur, Finis/ere (France), 1950 

© 1952 Aperture Foundation, Inc. 

Paul Strand Archive 

23.6 x 18.5cm 

81:085:020 



PLATE 13 

Paul Strand 
Latteria Cristo, Luzzara, Italy, 1953 
© 1984 Aperture Foundation, Inc. 

Paul Strand Archive 
18.3 x23.3cm 
84:058:078 



PLATE14 

Paul Strand 
Mr.John Maclness, South Uistides [Hebrides], 1954 
© 1984 Aperture Foundation, Inc. 

PauJ Strand Archive 
24.5 x 19.4cm 
81:081:029 
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Paul Strand 

untitled [Ghana), ca. 1963 

© 1990 Aperture Foundation, Inc. 
Paul Strand Archive 

24.5 x 18.9cm 

81:077:020 



PLATE 16 

Ansel Adams 

Giant Sequoias, Yosemite National Park, ca. 1950 

46.1 x36.1cm 

84:091:522 



PLATE17 

Ansel Adams 

Early Morning, Merced River, Yosemite Valley, ca. 1950 

39.4x50.0cm 

76:083:103 



PLATE 18 

Ansel Adams 

Snow Plow in Action, Yosemite National Park, after 1950 

18.3 x 17.4cm 

84:091:157 



PLATE19 

Ansel Adams 

Rai11 Forest, Glacier Bay, Alaska, ca. 1947 

34.0x26.5cm 

84:092:224 



PLATE20 

Ansel Adams 

Snow Sequence II, n.d. 

20.4 x 25.8cm 

86:104:004 



FRIENDS OF PHOTOGRAPHY 

SUNSET CENTER POST OFFICE BOX 239 CARMEL, CALIFORNIA 93921 

IOAJ.0 OF nUSTU$ 

A1u11I Adt.-u. 1,n1',•t 
lnu •u,oe, VIM ho6',.t 

,r7ll111 l•llock, Vitt h,,IJ,., 
Ro.nio Mau..», SuulM'1 
kobfft I[ lyeu. r,,.,.,,, 

Atth11r Con-.11 
Lilia,-O.COCI: 
I.ADM t. C. F'onyth, USN (llt1 ) 
Yillia111Carnnt 
k,du.rd M Gurod 
H.o,, E.. GilpJn 
St.>-Ja-. 

N,IK,. Nt•h•II 

DN,ald lloH 

G.o,p A. Short 
Onid Vnul 
•mi1m Ytblt 
Albut Ytborr 
c1 .... A. Ynteh 
Ml&Ot Yh,111 

EXECUTIVE DJUCTOl 

•ill1amTw1t•t• 

ADVISOI.Y COMMITTEt 

Ed••r luuntr 
Wrft:1 l1,1rd"' 
Va,- Otn• eek• 

1.oito C11-..inalu-m 
F-rNuidtS. Farr 
R.. Ji,c .. 1ni,utu f•lttr 

�H,y-.a• 
On-id H McAlp,t1 
a.-,•-•n Nc•h..11 
Eliot Poru, 
Parryl.,Jit,o,.. 
c;.,.Jdl.obin-
Mn l>tiilipSc.li--barp, 
CulSt .. hb 
Pt11l Stn1ul 
Joi.a Surkow,k, 

February 12 1972 

Mr. Pa11l Strand 
244 East 5th Street 
NEW YORK Cl'l'Y 
New York, 10003 

Dear Paul, 

I received your let:i!r of the 9th today. I 

am sending it on to l1r. Mazzeo, together wit�1 this 

reply to you, for his 3ignature. 

I am naturally sorry 1972 cannot bu the year 

for you out here but I thonoughly understand your 

situation. And I know all of us would agree, sad 

as we are over your necessary Jociaion. 

Your thoughts about next year are extremely 

interesting and promising! Wo sh�ll »ubmit them 

to the BGaed pf 11.rustees and we can do some •fer

ahead• planaing. 

It would be an ideal situat�on to nave you 

here on the West Coast at the time of your exhibit 

in Los Abgeles I 

Warmest greetings to you and 90ur�l Let us 

keep in touch. 

with affectionate greetings, always 

Ansel Manis 
President 

PS Mr. Mazzeo wants you to know 
that I typed this lettdi He • 
isatypographical perfectionistll 

Rosario Mazzeo 
Secaetary. 

PPSS Dave McAlpin is back in Princeton; bustug with ideas. he speaks 
so warmly of your great exhibit and booklll 

Letter from Ansel Adams to Paul Strand, 
February 12, 1972. 
Paul Strand Collection 



THE LETTERS 

BETWEEN 

PAUL STRAND 

AND 

ANSEL ADAMS 



photographer unknown 
Ansel Adams, ca. 1950 
Ansel Adams Archive, AG 31 

Marian Michelle 
Paul Strand during the Filming of Native Land, ca. 1941 
Paul Strand Collection, AG 17 



Introduction 

by AMY RULE 

GOOD LETTERS ARE LIKE LIGHTNING BOLTS. At 
their moment of inception, they burn with energy. 
They are charged with the voice of the writer, the re
lationship between the writer and recipient, and the 
cultural context of an instant in time. Inexorably, 
however, even the most powerfully written letters 
lose some of their sensible but invisible charge of 
shared understanding; we, the researchers of later 
years, are left with merely the physical evidence and 
whatever force resides in the words themselves. We 
must interpret the evidence with all the creative in
sight we can muster in approximating the original 
meaning of the letter. 

The letters between Ansel Adams and Paul Strand 
illustrate the challenge to interpretation letters can 
present. Everything we know about the letters and 
their authors - including the importance of Adams 
and Strand in twentieth-century photography, the 
length of time covered by the letters, the reputation of 
the correspondents as writers - argues for their criti
cal historical value. These letters, however, add up to 
somewhat less than a life-in-letters or a friendship-in
letters. They are too incomplete and sporadic for that. 
Long periods go by without any correspondence be
tween Strand and Adams. Letters are often written 
to take care of business rather than share innermost 
thoughts. Many subjects are never discussed. And 
yet, the letters are important for the clues they give us 
about how Adams wanted Strand to see him and, sim
ilarly, what kind of face Strand presented to Adams. 

The fifty-eight letters reprinted in this publication 
exist because Adams and Strand saved them. Neither 
man saved every letter; several missing letters are re
ferred to and the existence of more is implied. For 
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Adams, "letters were a tradition and a need," as his 
friend, Wallace Stegner, has written. 1 Adams was a 
prolific correspondent at a time when people com
mitted their thoughts to a medium more permanent 
than the telephone. Seventy-eight boxes are needed in 
the Ansel Adams Archive at the Center for Creative 
Photography to contain the bulk of the letters Adams 
received and the carbon copies of the letters he wrote. 

Strand held a lifelong belief in the power of lan
guage, as evidenced in his essays as well as his books, 
where text and image are joined in co-equivalence. 
His archive surprisingly contains only fifteen boxes of 
letters. We might account for this by the peripatetic 
life he led in the teens, twenties, and thirties. How
ever, dangerous as it is to use the absence of evidence 
to prove a theory, it is tempting to speculate further 
about the lack of letters and say this may indicate 
more about Strand. Mike Weaver concludes his text 
by commenting that "untainted by overt statement of 
principles [Strand] held deep into his old age, his 
work reflects complete commitment to the human 
world over sixty changing years. "2 The reticence of 
Strand's epistolary style also brings to mind Hollis 
Frampton's comment that "Strand does not withhold 
information, but he makes it inaccessible. "3 

When he wrote his first letter to Paul Strand in 
1933, Ansel Adams was thirty-one years old, living in 
San Francisco with his wife and month-old baby boy. 
Strand, very much the older, famous photographer, 
was living in Mexico City, a forty-three-year-old ex
patriate separated from his wife, Rebecca Salsbury. 
Adams's first letter is humble, charming, flattering, 
and open. It, like many letters that followed, was in
itiated for business reasons but was suffused with 



genuine respect and admiration for Strand. 
Since the letters are staccato expressions from in

dividuals who met only rarely, we made the editorial 
decision to arrange the letters in sections dictated by 
the dates of the letters. For example, the seven-year 
gap between Letters 3 and 4 marks the beginning of 
Section II. Four years go by without communication 
in the late forties, when Strand makes the decision to 
leave the United States. This is reflected in the break 
between Sections IV and V. In the silences between 
the letters, we have provided short chronologies of 
the events in each man's life and the world effecting 
them. Aside from this, the editorial apparatus has been 
kept to a minimum so that the letters can stand alone 
and unfettered. To cut down the number of distracting 
footnotes, personal names appearing in the letters are 
identified in a list following the letters. An inventory 
of the letters is provided in an appendix for researchers 
wishing to go beyond textual analysis to an overview 
of the correspondence itself. 

Encountering the Adams-Strand letters in type, 
organized in groupings, studded with footnotes, is no 
approximation of the sensory experience of reading 
and handling the original letters. But the originals are 
fragile and as short-lived as most other pieces of paper. 
They can be physically preserved for a finite time 
through careful handling and archival storage. Much 
of the intellectual content can be preserved indefinitely 
by reprinting in publications such as this. 

The letters do not tell the truth about Adams and 
Strand. It isn't there to find, even in the original manu
scripts. The reader gets something more precious, 
which is raw information and the opportunity to in
terpret it. As Pirandello wrote, "A fact is like a sock 
which won't stand up when it's empty. In order that it 
may stand up, one has to put into it the reason and 
feeling which have caused it to exist. "4 

One technique for finding the reason and feeling 
behind the raw information in the letters is to look for 
themes. In the Adams-Strand letters, many subjects 
we hope to find are simply not present. We will never 
know how Adams and Strand spoke to each other 
about the death of Alfred Stieglitz, Steichen's Family 
of Man exhibition, or the atomic bomb. Other sub
jects and themes are discussed at length, however. 

Adams's first look at Strand's negatives is an his
torical event that becomes a theme winding through 
the letters. The theme can be described as Adams's 
realization that his full commitment to photography 
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was only possible after an unexpected moment of en
lightenment. Although Adams often spoke of Mono
lith, The Face of Half Dome, Yosemite National Park 
(1927) as his first fully visualized image, he did not 
sense the full potential of photography until he saw 
Strand's negatives in Taos in August 1930. 

In the letters we read how the realization of the im
portance of this meeting came slowly to Adams. 
Shortly after meeting Strand, Adams wrote his wife a 
letter bristling with the energy he picked up among 
the artists and writers at Mabel Dodge Luhan's ranch, 
Los Gallos (the roosters). He wrote, "In the last two 
weeks something has clicked inside me and I have an 
entirely new perspective on many things concerning 
my work. "5 In this early letter, Adams has not realized 
what gave him the new perspective. He devotes an 
entire paragraph to his admiration of the painter John 
Marin, who he met in Taos. But of Strand, all he says 
is "Paul Strand is a peach." 

A growing knowledge that this meeting was of 
tremendous significance came to Adams only later. 
His autobiography devotes most of a page to his 
memory of the meeting in the adobe guest house with 
the south window where Strand placed him squarely 
in front of the incredible negatives. Adams refers to 
the meeting in his first letter to Strand, but says 
nothing about the impact of seeing Strand's work. 
Eleven years later, Adams has grown to understand 
the evolution of his work better and has strengthened 
his friendship with Strand. In his letter of 8 January 
1944, Adams tells Strand, "whether you know it or 
not, that day was a turning point for me. For the first 
time I saw a really beautiful negative and realized the 
power and beauty of straight, clean 'seeing.'" In 1975, 
when Strand was very ill, Adams again generously 
acknowledged his debt by writing that Strand's work 
gave him "the first inspiration I had in terms of 
straight photography .... You showed me many nega
tives and they were, indeed, a revelation." The next 
year, Adams's book Photographs of the Southwest was 
published with an introduction by Adams including 
an account of the meeting at Taos. "It was a profound 
experience and a turning point in my career. For the 
first time I saw images revealing a powerful perception 
and conviction. I was turned from a quasi-pictorial 
approach to a far more precise and austere vision." 

Publication of the letters of photographers has a 
long history, beginning in the nineteenth century 
with Nicephore Niepce's letters (1867) and the letters 



of Lady Elizabeth Eastlake (1895). We are glad to add 
the letters of Paul Strand and Ansel Adams to this 
tradition. Their letters, as the authentic words of the 
photographers, can give us clues to understanding 
their photographs and like lightning, can illuminate 
the scene. 

NOTES 

1 Ansel Adams: Letters and Images, 1916-1984 (Boston: New 
York Graphic Society, 1988), p. vii. 

2Mike Weaver, "Paul Strand: Native Land," p. 14. 
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3Frampton's complete sentence reads, "The barest attempt 
to reconstruct a diachrony meets with the photographer's 
implicit reproof: he does not withhold information, but 
he makes it inaccessible." He included this in a February 
1972 Artfomm review of Strand's retrospective at the 
Philadelphia Museum of Art. It was reprinted in Framp
ton's Circles of Confusion: Film, Photography, Video: Texts 
1968-1980 (Rochester: Visual Studies Workshop, 1983), 
p. 43. Frampton was, of course, referring to Strand's 
photographs. 

41ra Bruce Nadel, Biography: Fiction, Fact, and Form (New 
York: St. Martin's Press, 1984), 10. 

5 Ansel Adams: Letters and Images, 1916-1984, p. 46. 
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SECTION I: Letters 1-3 

12 September-31 October 1933 

CHRONOLOGY 

1929 Stock market crash. Strand photographs on 
Gaspe Peninsula, Quebec. Adams photographs at 
Taos pueblo, New Mexico. Stieglitz opens An Amer
ican Place Gallery. 

1930 Strand and Adams meet in Taos. Adams's Taos 
Pueblo published by Grabhorn Press. 

1931 Strand begins using 5x7-inch Graflex. Adams 
writes photography column for The Fortnightly (San 
Francisco). The world's tallest building, the Empire 
State Building, is completed. 

1932 Strand moves to Mexico to make films. His 
work is exhibited with paintings by Rebecca Strand at 
An American Place. Adams exhibits with other found
ing members of Groupj764at de Young Museum. 

1933 Strand's application for Guggenheim fellow
ship to continue his still photography in Mexico is re
jected. Adams meets Stieglitz; he exhibits at Delphic 
Studios Gallery in New York City; his son Michael is 
born. Stieglitz gives his collection of photographs to 
the Metropolitan Museum. 

LETTER 1 12 September 1933 

[carbon copy, no return address visible] 

Dear Paul Strand, 

You may remember me and you may not. I had a 
few days with you and your wife and O'Keeffe at 
Mabel's at Taos. 1 We motored down to Santa Fe to-
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gether and shot at tin cans with a revolver on the way. 
If the last mentioned event has slipped your mind 
perhaps you will recall that we had a wonderful 
morning with Uohn] Marin at Taos; seeing his things 
remains for me my most immense experience in art. 2 

I have been working hard with the camera since that 
time; I have suffered the inevitable change that several 
years can bring at a critical time. My work might in
terest you at this time - Stieglitz, with whom I had 
many fine hours in New York this spring, was very 
helpful and encouraging. 3 I am perplexed, amazed, 
and touched at the impact of his force on my own spirit. 
I would not believe before I met him that a man could 
be so psychically and emotionally powerful. Among 
the treasures at "An American Place" I saw some very 
beautiful things of yours. In Santa Fe, a month 1ater, 
I saw quite a few more. I do not forget them. 

Since my return I have attempted a new venture; I 
desired something that would touch more deeply the 
general current of art than my own local attempts 
with the camera. I have opened a small gallery. 4 My 
own work continues in a much freer mood, and I feel, 
for the first time, a bit more functional as a human or
ganism. My place is most decidedly not an imitation 
of Stieglitz'; I wrote him at great length5 and outlined 
my plans -I told him I was going to alternate my 
exhibits between photography and painting or 
graphic arts, that I was not a missionary or a promo
ter, and that I did not care ifI made anything out of the 
gallery or not -I only hoped it would pay its own 
rent. I am trying to bring things to San Francisco that 
should have come many years ago. Despite a certain 
sneering attitude in the East about California I can 
truthfully say to you that I would rather live here and 
work here than in any other American city I have 



seen -and I have seen most of them. There is a vital
ity and a purpose, and a magnificent landscape (Hol
lywood, etc. has ruined the reputation of all Califor
nia). There are some of the good qualities of New 
York here, and few of the bad ones. It was refreshing 
to me to come back to it, even after weeks in New 
Mexico. To get back to the gallery: -I have been for
tunate in getting a very good schedule for the season. 
The present show is of photographs by Group f/64. 
Then comes Charlot, Bruehl, Zorach, Weston, Stack
pole, Berlandina, etc. 

I would like to have a show of your photographs -
25 to 40 things. I do not know your attitude towards 
exhibits, but I can assure you there is enough interest 
in photography in San Francisco to provide a large and 
grateful attendance to a Strand show. Within eight 
days about 500 people have come to the f/64 show, 6 

and I am gratified that most of them evidenced a real 
interest and understanding in what the group is trying 
to do. A show of your things in the spring would be 
an event of major importance here. 

I am certain you would like the gallery -it is sim
ple, well lighted, and in no way smells of that baleful 
quality of pseudo-bohemianism or over-plucked mod
ernism that so many show places of art possess. 

I would appreciate hearing from you at your con
venience. Much good news has come to me about 
your success in Mexico. Write me about that, too. I 
have always regretted the shortness of our contact. 

Yours, 

Ansel Adams 

LETTER2 14 October 1933 
Abraham Gonzales 66, Mexico, D. F. 

Dear Adams, 

Please excuse my delay in answering your very 
nice note. The past few weeks full of things that de
manded a great deal of me -7 

Of course I remember the summer you came to 
Taos - remember your staying with us -the pleasure 
of having you play at the hotel, in spite of those sur
roundings and your hesitancy after so long a time 
away from a piano -. In short, my memories of 
meeting you are all pleasant ones -

I am glad you saw Stieglitz last winter and that he 
encouraged you -1 have no doubt your new work is 
a development over the things I have seen8 

- proba-
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bly more direct a simpler approach to the object -
truer to the real qualities of photography-Yes these 
are critical years for anyone who is alive - aware -
has not insulated himself in some "esthetic" rut -
away from the world -The world itself in profound 
process of change - social change, as it appears to 
me-

Your new venture of a gallery in San Francisco -
does interest me - for I feel whatever you try to do 
will be in an honest and un-arty way-Nevertheless I 
cannot say yes to an exhibition of my things at the 
present time - Actually I have little interest in exhibi
tions -because at the basis they seem to be un
American - just a mean and meaningless affair; mean 
in that they exploit the artist to entertain the public 
free of charge - meaningless in that they seldom es
tablish any standards. 9 

I turned down three ·museums last year in just the 
above terms -Their impudence and complete ignor
ance of what they are doing is just disgusting -They 
think that flattery is a substitute -but they can all go 
to hell as far as I am concerned -for I refuse to be part 
of that racket -That is my general feeling about ex
hibitions -1 can never get used to the idea that pic
tures are free entertainment in the U.S., elsewhere 
too, that the people who claim to enjoy a thing never 
support the individual who makes what gives them 
pleasure -However this isn't a specific answer to 
your question. First the difficulty of sending anything 
out of Mexico - which is considerable - and I have 
most of my work here - The balance is in storage in 
New York-But in addition 1 don't like to let these 
prints go out of my hands. (They exist for the most 
part in only one example) 10 to be handled by express 
or mail carriers -customs inspectors etc. - They are 
not the usual tough gaslight print and a scratch means 
ruination. So for the present it doesn't seem feasible. 
Perhaps some day I will get to Frisco again 11 and that 
would be different -All this I hope you will under
stand and not feel me to be merely uncooperative -

Last February I did have a show here under the aus
pices of the Government. 12 The best part of it was the 
democratic character of the people who came. Some 
3000 in 10 days -The Gallery opens to a main street, 
so that all sorts came in - middle class -workmen in 
blue jeans, soldiers, Indians -many children - How 
much or how little the things meant to these simpler 
people, I cannot know -But to see them entertained 
me -and it is seldom one gets any pleasure out of 
one's own exhibitions -



I have worked hard here - started new prob
lems - and have taken up lines of work started way 
back in 1915. 13 Now I have been made director of 
motion picture work in connection with the Depart
ment of Fine Arts - Secretaria of Education and that 
offers the greatest problems to solve - we hope to 
begin work soon -

Thanks for what you say about the prints you saw 
in New York and Santa Fe. I wonder what things you 
saw at Stieglitz['s] for I didn't know he had anything 
around. 14 Also where and what you saw in Santa Fe. 

I would always be glad to hear from you - and 
about you - both your own work and the gallery -
In both, my best wishes -

Greetings -

Paul Strand 

LETTER3 31 October 1933 
[ carbon copy, no return address visible] 

Dear Paul Strand, 

Many thanks for your very cordial letter. I read 
between the lines that you have found an environment 
and work that is fluently favorable to you. Not many 
of us can say that. Open war or shallow compromise 
seems the lot of most of us. I certainly wish I could see 
what you are doing in Mexico. I have always had 
things happen to me - psychologically, even physi
cally, - when I have seen your things. I believe you 
have made the one perfect and complete definition of 
photography. Stieglitz is to me the great catalyst; he 
has taken rare mental and emotional material and 
turned it into creative channels. He has turned himself 
also into these channels; I cannot think of Stieglitz 
apart from his group, but I can think of Marin and you 
apart from the group. Perhaps I make myself too 
thick in trying to put this in words, but I hope you get 
what I mean. I have often wondered what Stieglitz 
would have been had he concentrated entirely on his 
own work. 

I saw a rock and a wood detail photograph of 
yours at Stieglitz', and quite a number of your things 
at Santa Fe (the woman who had them was named 
Thompson, I believe). She knew you very well. I 
wish I was certain of the name. The prints were ofN ew 
Mexican buildings, Colorado mining towns, and a 
few child portraits. 15 They were very fine indeed. 
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I understand perfect! y your refusal to send an ex
hibit to me. You have many good and sufficient rea
sons. I must admit that I do not fully understand your 
attitude (and Stieglitz' attitude) about exhibitions in 
general. I think there are always a few people in any 
part of the land that would react completely to truly 
fine things - that would make those things functional 
in a social sense. After all, should we not be resigned 
to the naked fact that there is (as there ever has been) 
only a very very small real audience for anything 
worthwhile? 16 And should we not trust that in almost 
any group there will be a few- perhaps only one -
who will perceive the significence of a great expres
sion? And if there is only one, wouldn't that justify an 
exhibit? I don't think there is anyone who detests the 
average American attitude towards Art more than I -
but if there wasn't anyone who understands I think I 
would go jump in the Ocean. 

The country is raw, uncouth. It seemed to me that 
New York was the rawest place of all. I cannot tell 
you what a dismal reaction the place gave me; every
thing decent seemed to be having such a hell of a time 
to breathe. I think I felt the lack of earth - the few piti
ful rocks in Central Park were orphaned by all the 
square miles of structure. As [The last page or pages 
of this letter are missing from both the Strand and 
Adams Collections, Center for Creative Photography. 
They are also recorded as missing in AA: Letters.] 

NOTES TO LETTERS 1-3 

1 Adams and Strand met in late August 1930 at Mabel 
Dodge Luhan's ranch in Taos, New Mexico. 

2For Adams's reactions to meeting Marin, see also his letter 
to his wife, written in late August 1930, reprinted in Ansel 
Adams: Letters and Images, 1916-1984 (Boston: New York 
Graphic Society, 1988) p. 46; hereafter AA: Letters. 

3Ansel and Virginia Adams arrived in New York City in 
March 1933 after a cross-country train trip. Ansel visited 
Stieglitz in his An American Place gallery at 509 Madison 
Avenue, met with Alma Reed at the Delphic Studios gal
lery, stopped in at the Julien Levy Gallery, and at the Met
ropolitan Museum of Art. While at An American Place, 
he showed Stieglitz his lavish limited edition book Taos 

Pueblo and saw the Arthur Dove exhibition. Although im
pressed by Adams's work, Stieglitz did not promise him 
an exhibition. Adams's first New York exhibition was a 
fifty-print show at the Delphic Studios the following 
November. 

"The Ansel Adams Gallery opened on Friday, September 
1, 1933, at 166 Geary Street, San Francisco's downtown 



business and retail district. The first exhibition was photo
graphs by Group F/64. Later, the gallery began showing 
paintings and prints. In 1934, Joseph Danysh became 
Adams's partner and the gallery became the Adams
Danysh Gallery. When Adams eventually left the busi
ness, it became the Danysh Gallery. 

5This letter dated June 22, 1933 is preserved in the Alfred 
Stieglitz-Georgia O'Keeffe Archive, Collection of Amer
ican Literature, Beinecke Rare Book and Manuscript Li
brary, Yale University. In it Adams explains to Stieglitz 
that "My venture is not an attempt to imitate what you 
have done at An American Place - that would be more 
than ridiculous to try .... It is an attempt to experiment 
with public response to fine photography." The letter is 
quoted in full in AA: Letters, pages 50-52. 

6This figure reflects a relatively small audience for photog
raphy in San Francisco at the time. A few months later, 
Alma Reed wrote Adams that 432 people attended open
ing night of his Delphic Studios exhibit in New York. 

7Strand had been appointed the Chief of Photography and 
Cinematography in the Secretariat of Education's Depart
ment of Fine Arts in Mexico City. He had begun working 
on a film called Redes (released as The Wave in English
speaking countries) with Henwar Rodakiewicz. He con
tinued to work on a series of candid portraits of Indians 
which were later used in his Mexican portfolio. 

8Since Strand had last seen him, Adams had made a number 
of photographs such as Boards and Thistles, South San Fran
ciso (1932), Americana, Cigar Store Indian, Powell Street, San 
Francisco (1933) that show a simplified, close scrutiny of 
form and content. These photographs were both exhib
ited in the Delphic Studios Gallery in 1933. 

9Note the similarity in how Strand and Stieglitz expressed 
themselves on the subject of exhibitions. In a letter of Oc
tober 20, 1933 to Adams, Stieglitz said, "You know I hate 
the very idea of all exhibitions for exhibitions as such are 
rarely true. - Have no fundamental significance. - Are 
'entertainers' & not enlighteners." 

To Adams's request that he also loan photographs for 
the new San Francisco gallery, Stieglitz built insurmount
able roadblocks. At first he said that he was such a "stickler" 
for the details of "presentation" (exhibition) that only the 
particular frames he had could be used. Then he forestalled 
any practical solutions Adams might suggest by inform-

58 

ing him that it was impossible to send work to the west 
coast because most of the photographs he would "want the 
world to see" existed as unique images that he seldom let 
out of his sight. Adams never exhibited Strand or Stieglitz's 
photographs at his gallery. He was successful, however, 
in getting Strand to show work in the Golden Gate Inter
national Exposition's photography exhibit. 

10rn Strand's 1940 application for a Guggenheim fellowship, 
he said that 95% of his work existed as unique platinum 
prints. A rough draft of this document is part of the Paul 
Strand Collection, Center for Creative Photography. 

11 Strand had visited the Pan Pacific International Exposition 
in San Francisco in May 1915, when he was twenty-five 
years old. 

12Strand exhibited his work in the Sala de Arte at the Mexico 
City Ministry of Education. Marsden Hartley, another 
member of the Stieglitz circle, then traveling in Mexico, 
helped him hang the exhibit of fifty-five prints. 

13We may speculate that Strand's comment to Adams refers 
to his feeling that the tight composition in his Mexican 
photographs was an outgrowth of the precision in his 
abstractions of 1915. In 1932, Strand was photographing 
architectural details with angular shadows and religious 
statues in contextual isolation. He began photographing 
people and street scenes more frequently the next year. 

14Strand's last exhibition at An American Place had been in 
April 1932, when he showed about 100 photographs. His 
perception that Stieglitz was aloof and disinterested in the 
design and installation of this exhibit deepened the estrange
ment between the two men. No catalog was produced and 
little information was supplied for gallery visitors. This 
was noted by Elizabeth McCausland, Strand's friend and 
perceptive reviewer for the Springfield, Massachusetts 
Rep11blican, who wrote, "It is by (the lack of lengthy tex
tual documentation] that Strand establishes the galvanic 
immediacy of his visual material." 

15This series is discussed in The Work of Photographers Paul 
Strand and Edward Weston with an Emphasis on Their Work in 

New Mexico by Harold Henry Jones (Masters thesis, Uni
versity of New Mexico, 1970), pp. 100-106. 

16 Adams expressed this in his characteristically witty style 
in a letter to Stieglitz, October 23, 1933. "No matter how 
hard you toil and fight - you cannot make a Moron under
stand a Marin." 



SECTION II: Letters 4-6 

3 July 1940-30 March 1941 

CHRONOLOGY 

1934-35 Hitler becomes Reichsfilhrer. Strand moves 
back to New York City;joins board of Group Theatre. 
Adams elected to board of Sierra Club; writes for 
Camera Craft; Making a Photograph is published. Strand 
visits Moscow; later films The Plow that Broke the 
Plains. Beaumont Newhall appointed librarian at 
Museum of Modern Art. 

1936 Photo League founded. Strand marries Vir
ginia Stevens; photographs Gaspe Peninsula, Quebec. 
Adams exhibits at An American Place; takes over 
studio in Yosemite; lobbies for establishment ofKings 
Canyon National Park. 

1937 Les Demoiselles d'Avignon shown at Seligmann 
Gallery, New York City. Strand becomes president 
of Frontier Films. Adams loses 20% of his negatives 
in Yosemite darkroom fire. Edward Weston receives 
first Guggenheim fellowship awarded to a photog
rapher. Photography 1839-1937 exhibit at Museum of 
Modern Art. 

1938 Walker Evans American Photographs shown at 
Museum of Modern Art. Strand co-edits film Hearts 
of Spain. Adams book Sierra Nevada: The John Muir 
Trail is published. 

1939 World War II begins. 

1940 Strand's portfolio 20 Photographs of Mexico pub
lished. Adams curates photography exhibit at Golden 
Gate International Exposition; co-curates 60 Photo
graphs: A Survey of Camera Esthetics at Museum of 
Modern Art; teaches first Yosemite Workshop. 

1941 Japanese forces attack Pearl Harbor. Let Us 
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Now Praise Famous Men is published. Strand works on 
Native Land. Adams develops the Zone System while 
teaching at the Art Center School in Los Angeles. 

LETTER4 3July1940 
A Pageant of Photography in the Palace of Fine Arts/ 
Golden Gate International Exposition/ May 25 to 
September 29, 1940/ San Francisco, California/ Ansel 
Adams, Director 

Dear Paul Strand, 

The portfolio arrived, and I am writing a hasty 
note to tell you I think it is a completely successful 
job. Superlatives are out of order when confronted 
with something as fine as your portfolio. 1 The photo
graphs are magnificent, and the reproductions do 
them justice. And the whole get-up of the folio is ex
actly right. Congratulations! It's tops!! 

May I show these at the Exposition2 as they are -
or will you wish to give me additional material and 
data? I would like to get another copy of the text; so 
that I could put both sides of the text on the wall along 
with the pictures. Is there is any chance of getting at 
least one of the originals in order to suggest the quality 
of the reproductions? Of course, I would like all of the 
originals and one reproduction, and then show the 
portfolio in a small case, with indications that it is for 
general sale! 

All good wishes - to you and to the success of the 
portfolio. 

Ansel Adams 
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Paul Strand Collection 



LETTERS 17 March 1941 
48 Grove Street, New York City 

Dear Ansel, 

Well, it seems I did not get a Fellowship3 
- and I 

confess it was somewhat of a shock. What does one 
have to do or to have done - I wonder - to be awarded 
this opportunity to continue working? But I presume 
this is one of the mysteries not worth conjuring over; 
- rather better to say- better fortune next time -

McAlpin tells me you will be back East in April. 
Before you come can you do anything or can we, 
about the portfolio sent to Florence L. Williams at 
your request. Since the day it was sent we have heard 
not a word from her, and no response to monthly bills 
etc? All a bit strange -

We would like to get the edition cleaned up as 
soon as possible - and would appreciate your good 
offices in the above. 

And we will see you soon -
As always, 

LETTER6 

Paul 

30 March 1941 
Box 455, Yosemite National Park, California 

Dear Paul, 

Please forgive me for not answering your letter 
before this. I have been terrifically busy, and away on 
ajob. 

I sincerely regret your not getting the Guggenheim, 
but such is life. 

I am trying to trace that Florence Williams port
folio. As I remember, Albert Bender asked me to ask 
you to send the portfolio to her together with bill for 
same. Most unfortunately, Mr. Bender recently died, 
and obviously that side of the deal cannot be checked. 
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There is a possibility that Albert requested the book 
be sent to her and wanted the bill sent to him, but 
made a mistake in his letter. Now I cannot find a 
Florence T. Williams, but if you will be so kind as to 
send me the address of the Williams gal, I will pursue 
the matter further. 

I expect to be in New York about the 15th of April 
for a month or six weeks visit and work, and I look 
forward to more hours with you than I had last trip. 4 

Cordial greetings to you and Virginia [Stevens]. 
Sincerely, 

[ Ansel Adams] 

NOTES TO LETTERS 4-6 

1Strand's first portfolio had just been published. It con
tained twenty varnished photogravures made from his 
Mexican photographs. Leo Hurwitz of Frontier Films 
wrote the introduction. In 1967, Aperture, Inc., reprinted 
it as The Mexican Portfolio with a preface by David Alfaro 
Siqueiros. 

2 Adams curated the Pageant of Photography held in the 
Palace of Fine Arts during the 1940 Golden Gate Interna
tional Exposition in San Francisco. The catalog included 
essays by Adams, Beaumont Newhall, Edward Weston, 
Moholy Nagy, Dorothea Lange, N.V. Mayall, Grace 
McCann Morley, and Paul Outerbridge. Adams encom
passing view of photography was reflected in the wide 
variety of work shown. Stereoscopic Kodachromes by 
Dr. Clarence Kennedy, special installations of California 
women and California men photographers, Carleton Wat
kins, Eugene Atget, Charles Sheeler, Marion Post Wolcott, 
Alfred Stieglitz, Berenice Abbott, and Paul Strand were 
among those given space in this huge exhibit. 

3Strand applied for but did not receive Guggenheim Foun
dation fellowships in 1933, 1940, and 1943. Edward Wes
ton was honored with the first Guggenheim given a pho
tographer (1937, renewed in 1938). Adams was awarded 
three fellowships during his life (1946, 1948, and 1958). 

40n his earlier visit to New York City, Adams worked with 
Beaumont Newhall and David McAlpin on the organiza
tion of the Department of Photography at the Museum of 
Modern Art. The Department opened its first exhibit. 
Sixty Photographs, on December 31, 1940. 



SECTION III: Letters 7-16 

5 January 1944-29 August 1947 

CHRONOLOGY 

1942 Strand's film, Native Land, released; Frontier 
Films disbanded. Adams and Dorothea Lange work 
for United States Office of War Information. 

1943 Strand photographs in Vermont; edits montage 
of photographs in Artists' Tribute to President Roosevelt. 
Adams photographs Manzanar Relocation Center. 

1944 D-Day in Europe. Strand visits Adams in 
Yosemite. Strand lectures on "Photography and Other 
Arts" at the Museum of Modern Art. Adams's book 
Born Free and Equal is published; Manzanar shown at 
Museum of Modern Art. Adams's "A Personal 
Credo" published in American Annual of Photography. 

1945 World War II ends. Strand retrospective at Mu
seum of Modern Art. 

1946 Beaumont Newhall resigns as Head of Pho
tography Department, Museum of Modern Art. 
Replaced by Edward Steichen. 

1947 Beaumont Newhall receives Guggenheim Fel
lowship to revise his History of Photography. Strand 
and Adams give evening lectures at Photo League, 28 
November. 

62 

LETTER7 5 January 1944 

134 W. 4th Street, New York City 

Dear Ansel, 

Thanks from us to you and your Virginia for the 
very fine greeting. How is it to live in such a miracu
lous place - constantly changing - I am sure - in all 
the years you know - never the same - Some day, as 
we hope, perhaps we can share a look with you -
How does your work go - in these years of great 
change - of great agony - and, as I believe, of new 
life being fought for and won - ? 

After two films which I photographed, one for the 
Navy and one Dept. of Agriculture - there has been a 
lull for me, filmcally [sic] speaking, so I have once 
more picked up my Sx7 Graphlex and an 8x10. Ver
mont in the fall and a few weeks in the winter. It has 
been very swell once more to develop a negative and 
make a print - get my hand in, after seven years of 
film work only. The fight with papers goes on apace. 
Once in a while I think I win. 

What of toning? I remember you spoke of using 
gold, when you were here. And at the Museum there 
was a very handsome Brady print which Nancy told 
me you made and (she thought) toned with gold. 1 

A very fine approximation to the color of the old gold 
chloride papers - I would greatly appreciate it if you 
would let me have the benefit of your experience in 
this. I tried one forum la of Pot-Thiocyanate-Gold but 
nothing much happened - no very decisive color 
change. On bromide, it just made it a bit colder. What 
I want is that purple tone. If you could air mail me the 
dope, I would appreciate that as there is a bare possi-



bility that I may go to Hollywood. At any rate I am 
trying to get prints ready before I go, for Guggenheim. 

My Virginia joins me in every good wish for the 
New Year to you all. And thanks for any formulas 
you send. 

As always, 

Paul 

LETTER 8 8 January 1944 
[carbon copy, no return address visible] 

Dear Paul, 

It was certainly swell to hear from you, and espe
cially exciting to know you have picked up the still 
cameras again. I feel that you will reach new heights, 
after your period of work with the cinema. I often 
think of that day in Taos when you showed me some 
of your negatives - whether you know it or not, that 
day was a turning point for me. For the first time I 
saw a really beautiful negative and realized the power 
and beauty of straight, clean "seeing." 

Now, about toning. I am no chemist, and can only 
give you empirical suggestions. But here is what I 
have found in practical work: 

1. Gold Chloride gives a bluish cast to prints, 
especially Bromide papers. Without other agents the 
tone is of little consequence. 

2. Proprietary toners - such as Agfa Flemish (old 
type) and Barstone toners - contain the word "gold" 
on their labels. But that relates more to effect than 
content. The toning agent may be gold, selenium, or 
other metals. The new Agfa Flemish toner - Selenium 
type - gives a warmer tone than the old type. 

3. I know of no tones - with the possible excep
tion of Tellurium -that will tone Bromide papers 
directly. Bromides are toned by the bleach-redevel
opment process. 

4. I work on this basis with the new Flemish 
Toner - (with Chloride or Chlor-bromide papers) 

A. I develop in the coldest-bluest developer 
I know -Agfa 103, with just a trace of Bromide 
Uust enough to prevent fog in 45-60 second devel
opment). 

If I add a small amount - say 1 gram per 8 
ounces of Stock solution of Potassium Solpho
cyanite [Sulphocyanide] I seem to lose what green 
remams. 
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B. I fix in a hypo-Metabisulphite bath, fol
lowed by five minutes in a plain hypo bath. 

C. I wash for hours. Apparently, if the fixing 
bath is old, and if washing is not very complete, 
there remains enough residual silver in the emulsion 
to take the toning and produce yellowish whites. 

D. The results are pretty good, but often there 
will be a disappointing split-tone effect-where 
the toner has taken hold only on the deepest values 
of the print, leaving the light middle tones a puny 
blue-green! 

E. The Brady prints you saw were on Azo 0, 
or Kodabromide 1, and toned in Agfa Flemish 
toner Old type. 
Have you tried printing on Koda bromide with an 

amber or weak white globe? Try a blue-cold devel
oper, and the new Selenium toner, diluted at least 1 
to 5. Fix and wash as above. Perhaps a paper with a 
"natural" base color will give a richer effect. 

I have a hunch Anton Bruehl would know a lot 
about this problem; if he has any ideas that can be 
passed along I would appreciate getting them. The 
trouble with the ordinary conception of toning is that 
the tone must be almost egg-yolk brown or else the 
print is considered to be black and white! I am enclosing 
a print on Convira toned in Flemish ton�r new type. 
Seen in daylight it is not bad, but in tungsten light it 
has a strange and not pleasant cast. The ones I sent the 
Museum recently were more satisfactory. 

Why don't you come out here for a while and stay 
with me and we can work some of these problems out 
together. 2 I have a good darkroom with everything 
you could possibly want. 

Well, good luck. Let me know how things progress 
with you. 

Best to you both. 
As ever, 

[ Ansel Adams] 

P. S. Another suggestion: if you want a neutral tone to 
begin with, I advise you to use the Agfa 120 formula 
-just Metol - with a minimum amount of Bromide. 

This will mean that, for standard contrast from 
any given negative, you should use a paper of one con

trast higher than you would use with other developers. 
Print for the blacks, give full development, then if the 
whites are still too blank, immerse print in an Agfa 
103 or 125 developer; this will pull them down with 
only slight effect on the blacks. It's a swell control. 



LETTER 9 21January 1944 

[Santa Fe Chief stationery, en route to Los Angeles; 
return address: c/o League of American Writers, 1717 
North Vine Street, Hollywood, California] 

Dear Ansel, 

Thanks for your fine letter and all the careful in
formation. It reached me just a few days before a sud
den leaving for Hollywood. 3 And here I am, on the 
train (as you can see from the jerky scrawl) just a few 
hours out from L.A. Unfortunately, I was unable to 
try any of the toners you suggested. That will have to 
wait, how long I don't know- I am here to shoot a 
documentary sequence for Selznick and then possibly 
sign a contract which would mean staying out here 
awhile -The next month will tell that story -

I certainly would love to see you and where you 
live and work, but what opportunity there will be, I 
don't know -My car is in the East and gas is scarce 
anyway- I will keep in touch with you anyway. As I 
say this is all an undefined adventure at this point. 

Best greetings to you both and the above address 
will reach me. 

As always
Sincerely, 

LETTER10 

134 West 4th Street, New York City 

Dear Ansel & Virginia, 

Paul 

28 March 1944 

You can deduce from the fact that I am back in 
N.Y. that my life was spared in the Havenstreet's4 

Chrysler -The only mishap of that ride was, that I 
lost my nice muffier out of the sleeve of my coat. An 
otherwise amazing journey in which the others jab
bered through Merced, Fresno to Bakersfield and Be
verly Hills, while yours truly listened, only to utter an 
invitation to lunch at Fresno. So, unfatigued at least, 
by any unnecessary effort to make conversation, I was 
happily transported to my then domicile. 

How are you both and those two smaller Adams?5 

Well I hope and enjoying the spring which is on its 
way to us but hasn't arrived yet. It must be a very 
beautiful time at Yosemite - and I should have writ
ten you long since to tell you again, what a swell week 
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that was. Your lovely hospitality -the music at night 
-the darkroom experiments -and of course the val
ley with its incredible mountainsides. All very 
memorable - and I hope someday when the war is 
won - I can drive my Virginia out to see all and more 
than I saw-

On the way back, I went to Taos, as I planned, and 
had three fine days with Beck and Bill James6

- Saw 
two good friends at the Pueblo - a few other people 
-and that swell country. Taos itself has lost much of 
its character, but not much else has changed - out
wardly. There is a very remarkable medical coopera
tive with a hospital in Taos and clinics in Cuesta, 
Costilla, Penasco & Ranchos, giving medical care for 
the first time to 6000 people who as you know never 
had any, to speak of. This is a really swell develop
ment. 

Your note sent cl o Selznick just reached me a few 
minutes ago. I should have let you know long since, 
to have at least relieved you of worried glances at obit
uaries, in between cleaning out the "Augean Stables"7 

- Of course I envy your having such a stable to clean 
and those wonderful darkrooms, 8 rocking hypo cra
dles et al -What did you hear from our friend 
Selznick about the blow ups? Did he like them and 
want more -and did you get a check for the work 
you did - mighty good work it was. 9 You know, at 
the time of leaving Hollywood he had not looked at 
our stuff, said he was waiting until he got to that point 
in the film. Screwy! So whatever the boy does is not 
to be taken as surprising -

I shall be eager to hear further about toning results 
you get. Soon as I find a darkroom, I will go after it 
too. I think the changing of a bromide image for re
developing has possibilities. The other day at Murphs 
(photo supplies) they told me one cannot tone Koda
bromide any more because of changes in the emul
sion. Unpleasant, if true -Perhaps I will have some
thing to show you, Ansel, when you come on in May, 
in the way of toned prints. 10 In any event, you will see 
the presently existing Vermont group - which look 
pretty good on seeing them again. 11 

Nancy is well, had lunch with her today, and work 
goes on at the Museum again -They are preparing an 
anniversary show for the summer -On the 19th I 
speak with others on the 'small' subject of "Photog
raphy and The Other Arts" 12

- lordy, lordy! This is 
quite an order, but I shall have a go at it. As this will be 
a paper, you will have a chance to see that too. You 
still plan to be here for your lectures, I hope. 



THI PHSIDINT AND HUSTUS 

Of THI MUHUM Of MODHN AH 

INYITI YOU TO A P•IVA11 VIIW Of 

BY 

Exhibition announcement, 
Museum of Modern Art, April 1945. 
Paul Strand Collection 

Here's thanks again for that week with you and 
the invite to come again some time. Do let me hear 
from you whenever you have time. 

Virginia joins in best greetings to you all - The 
Bradys are just wonderful to have 13

- Nancy said O.K. 
As always, 

Paul 

LETTER 11 3May1945 
Museum of Modern Art letterhead 

Dear Ansel, 

Welcome home or is that the wrong thing to say? 
Not from Virginia's point of you, I am sure. I am sure 
you were happy for the end of much good and useful 
tempo but nevertheless the return to all those Adamses 
large and small - plus Yosemite. 
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Well, I do wish it had been possible for you to have 
seen the show14 

- for I am sure you would have been 
happy about it. Everyone seems to be, incuding the 
Museum. We have had personal visitations from [Al
fred] Barr and the warmest enthusiasm from Jim Sobey 
and [Monroe] Wheeler. The latter even thanked me 
for my help. Fancy that. So I conclude that photog
raphy has been strengthened both in and out of the 
Museum. For the press has been very good - a nice 
piece by [Henry] McBride in the Sun and two pieces 
by [Edward Alden ]Jewell in the Times. 

15 In the second, 
he used three photographs. And gave the show main 
billing. Also others. 

The enclosed letter speaks for itself. 16 I think we 
can all stop this sort of thing very simply by having a 
written agreement with a penalty clause for cropping. 
That they will pay $100 or whatever, per photograph 
which they crop. That will make these folks very, 
very careful. 
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Well, I have just said adios to Nancy and Beau
mont as they depart for a visit to you - husky people. 
But both need a rest badly, and I think it swell that 
they can go to the West. Yosemite and Carmel. 

Enclosed is a check for the records, which we are 
happy to have pending the day we have A.C. current 
and can hear them many times. 17 Write when you 
have the chance on that wonderful new machine. 

Our best to your Virginia, to Annie & Michael -
not of course omitting yourself. 

As always, 

LETTER12 
Yosemite, California 

My dear Paul, 

Paul 

17 May 1945 

It was certainly marvelous hearing from you, and I 
am overjoyed at the success of your exhibition. You 
deserve unlimited praise for your constancy and de
votion. 

Nancy and Beaumont arrived in Merced yester
day noon. 18 I brought them up in the wagon and we 
had a glorious trip in to Yosemite in magnificent 
weather and cloud effects. You have a good visit due 
you in Yosemite to make up for the God-awful week 
in the rain last year. 

I think the book came out exceedingly well, in 
spite of paper trouble, and you are to be congratulated 
on that, too. I think Nancy did a really swell job on 
the text. 19 

Thank you very much for the $15.00 for the rec
ords. I feel badly about taking money for them because 
I don't think they are too good as recordings, although 
there are some good expressive moments. I would like 
you to have had them as a gift, as I would all of my 
friends, but I really got in way over my head and I 
guess you understand why I must have some amorti
zation of expense. However, I am going to send you a 
little print with my compliments in a short time to 
supplement the small print you have and which I am 
not too thoroughly pleased with. 

Your letter to Minicam was exactly right. I am mad 
with you and for you. All I can say is I never expected 
anything from those guys nor from any of those other 
horrible magazines that would indicate the least sen
sitivity or understanding. The sad thing there is that 
they probably don't know what you are talking 
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about. A quarter of an inch off of a print to them is no 
more than flicking a piece of dust off of your coat col
lar. They probably think we are crazy. Your protest 
was quite in order, of course. But the main problem 
lies in education. In other words, we have to set such 
standards that they will realize the stupidity of their 
practice. I agree with you that we should band to
gether and work out a contract form which would in
clude terms of use, penalties, etc. I just had an experi
ence with the Associated Press in London where they 
got a picture for what I thought was to be an overseas 
goodwill magazine publication, but which they sold 
to a publishing house to illustrate a book on landscape 
photography. I am sure that there is no malice on the 
part of these people, but just lack of understanding. 
Please send me your ideas for the contract form and I 
will work up some ideas and we will see what Edward 
Weston thinks of it. There are certain legal aspects 
which we should investigate very carefully; you prob
ably have a good man in New York who could advise 
you. 

Will write soon. Again, congratulations and affec
tionate greetings to you and Virginia from us all. 

Cordially yours, 

Ansel Adams 

LETTER13 17 December 1945 
134 West 4th Street, New York City 

Dear Ansel, 

This won't be as good a letter as you deserve, con
sidering the long time elapsed since you wrote me. 
Lord! how water runs under bridges these days & 
time speeded up to tremendous proportions. The 
show at the Museum seems like several years ago. My 
trip to New England end of August and lasting until 
the middle of October already seems long past. Is this 
New York or the days in which we live? I fancy it is 
the latter. How does it seem to you and Virginia? And 
how are you all - all the Adamses? Well, I hope, and 
all prepared for a mountainous Xmas celebration. 

Here with us, considerable has been happening. 
"My" Virginia has given up her editorship at Cue and 
is about to leave for the Pacific in a U.S.O. Show, 
"Blythe Spirit." They go to Pearl Harbor first via San 
Francisco. Then to the various islands, ending up, 
they hope, in Tokyo. A six months tour - that should 
be quite an experience for her, which she can use as a 



writer - while using her experience as an actress, to 
make the trip. So I am all for it. 

She would certainly like to see you on the coast if it 
is possible. They expect to have 4 or 5 days in Frisco. 
Perhaps you will be there or if in Yosemite, she might 
be able to get over for a day. Date of departure is still 
unknown, but the likelihood is about 2 weeks from 
next Tuesday, 17th. Guess the best thing would be for 
her to phone you. Of course if you are heavily in
volved in work at the time, she will understand. But if 
it works out that she can see you and meet your Vir
ginia and the children, that would be swell. 

On the strictly photographic front, things go 
apace. Nancy has no doubt told you about the book 
we are doing, for Duell, Sloane & Pierce - on New 
England. It is an increasingly interesting project. In 
the latter part of August, I went to Vermont, spent 
several weeks there; and then drove over to the Maine 
coast where I spent about 5 weeks with Marin, on the 
sea at Cape Split. This is the real Maine, untouched by 
tourists and summer people to any extent. Here we 
worked, cooked, chopped wood and hauled water. It 
was wonderful, all around. His work is just beautiful 
(now up at the "Place"20) and to see it come about, 
was very fine in itself and to see the concentration, the 
integrity of vision, the constant self-criticism in action. 

For myself; I worked constantly, and, I think, 
well. The average of achievement, good. In short, I 
am happy about results. Part of the negatives were 
developed in that old favorite of mine Rodenal, and 
part in the "new" Metol formula with sulphite only. 
That is very good too, and I presume you are using it 
exclusively. Are you coming East this year again for 
lectures? My winter plans are generally another trip to 
New England, probably Vermont, to get further 
material. 

Here are our best Xmas greetings and New Year's 
wishes - to you all, including Miss [Lee] Benedict 
and your other Yosemite Assistants. Hope to hear 
from you. 

As always, 
Paul 

LETTER14 20 December 1945 
131 24th A venue, San Francisco 21 

Dear Paul, 

What a swell letter from you this morning! All the 
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news good and please be assured that I will look for
ward with great pleasure to seeing Virginia. Unless 
some unforseen thing happens to disrupt my schedule 
I will be at the above address for quite a while. Please 
tell Virginia not to hesitate to call me at any time and 
anything I can do will give me great pleasure. The 
telephone number is SKyline 2515. 

Nancy has been telling me some things about the 
New England book and of course I'm very much ex
cited about it. I am very envious of your session in 
Maine. 

Have not been doing as much creative work as I 
would like to but when these books21 are all off my 
chest I sure hope to get into the happier grind. 

Best wishes and a promise of a better letter soon. 
As ever, 

Ansel 

LETTER 15 20June 1946 
134 West 4th Street, New York City 

Dear Ansel, 

This is a rather belated answer to your last letter, 
which suggested that the I. C. C. [Interstate Com
merce Commission] intervene in the museum fight. 22 

I felt you were at that moment feeling as we all did, 
that there must be something yet to be done, but 
would realize that this was quite out of the purview of 
the I. C. C. Their field for action has to be in the open 
public political arena. 

Recently I heard that it was Nelson Rockefeller 
who forced the Argentine issue at San Francisco, 
brought them into the U.N.O. [United Nations 
Organization]. Whether true or not, he and his ilk are 
fascist-minded people, at this moment driving to
wards war with the U.S. S. R. and wrecking our inter
nal economy just as fast as they can. 

Beaumont (as all of us) were up against this sort of 
mentality, operating in his own private preserve, the 
Museum. I think Beau put up a splendid fight and his 
friends and supporters did the best they could at that 
time. The American fascists must be beaten and will 
be beaten in the long run, but we will have many a 
battle on the way. What a victory the maritime work
ers won, in the face of absolute provocation by the 
government, virtual invitation to the owners not to 
settle. There was a splendid example of what un-



shakeable unity and correct policy could do in the face 
of every threat of reaction. 

There is no doubt, that Beaumont's leaving the 
Museum is a great and unhappy set-back to photog
raphy. Something was being built which Steichen 
will never carry on. But he is on something of a spot, 
his plan to coast along on the work B[ eaumont] 
would continue to do (so he thought) isn't working 
out that way. So far at least, the charges have brought 
forth nothing for Rockefeller & Co. 

Congratulations to you on getting a Guggen
heim23, which you well merit, but which is always 
something of a miracle with friend Steichen in the pic
ture. I shall probably try again this year, just for the 
hell of it. 

The circulating show which hits San Francisco a 
bit later, appears to be doing well, creating interest. 24 

I have had nice letters from Cleveland and Portland 
(Ore). Only hope no prints get ruined. 

This is the last lap on the book. Nancy is busy with 
material on hand, while I have been in Maine again 
working hard. A grand .country this coast. Tomor
row, I start back to New York with much developing 
to do, to meet Virginia who sailed from Hawaii yes
terday. I imagine and hope they will step from the 
ship onto a train. It has been a long time of separation, 
but she has had a wonderful experience, having been 
to all the islands as far as lwo Jima. 

A few photographic questions: Are you still using 
the Eastman developing formula of straight Metol 
and sulphite without carbonate? I tried it last fall and 
found it good, but about 20 minutes at 70 [degrees]. 
Phyliss Dearborn still likes your old Agfa 12 better, 
(better detail in the highlights, she says), and I wonder 
how you feel about the two formulae? I have so much 
developing to do, that I would like to have your ex
perience and judgement on the merits of each. I would 
think the formula without carbonate would be very 
useful in the hot weather am likely to find in New 
York. For I remember a tropical formula of Amidol 
and Sulphite. Isn't that correct? 

Here are best greetings to you and your Virginia 
and those nice young uns. Hope to hear from you 
with good word of yourselves. 

As always, 

Paul 
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LETTER16 29 August 1947 
134 West 4th Street, New York City 

Dear Ansel, 

Thanks so much for your letter and the informa
tion on color films, so rich in detail and very helpful. 25 

At the same time a bit frightening. For I don't think I 
am a color photographer either. However, it will be 
an interesting experiment which I hope will produce 
something not to be ashamed of. 26 I am not an admirer 
of the chromoesque style either. As you say [George] 
Waters is a very nice guy. We spent three very pleasant 
hours together. He has sensitivity and integrity. Also 
the proposition he makes is extremely fair. So am going 
to New England about Sept 15. 

A few more questions: What do the filters do actu
ally to control the color or change it? Viz. 

cc13 cc14 cc15 
He sent me cc15 so far. Do you use them always or 

can one shoot something without? I chose Ektachrome 
because of its greater latitude but note on rereading 
your letter that you think Kodachrome somewhat 
better for outdoors. I felt it would be wiser to stick 
to one material rather than play with both. I am going 
to shoot some tests of course before leaving. Do you 
think I made the wrong choice? You say the polar filter 
similar effect on Ectachrome as cc14 filter. What is the 
effect? 

One other thing: they pay travelling expenses and 
I would like to know how you worked out the ques
tion of use of your own car; whether you charge so 
much per mile or just gas and oil? Will appreciate your 
answers to the above. 

From what Nancy a-nd Beau told me you are going 
your usual pace and going well. Waters is very en
thusiastic about the work you are doing for him. And 
Edward's too. Good! When do you plan to be in 
N. Y.? Hope we won't miss each other. 

No special news on our book which awaits better 
coated stock in "December." We are forced to use let
terpress as all other costs are astronomical or should 
one say atomical. So one has to resign onesself to "the 
facts of life" in this country of the great "knowhow" 
and you can't get anything done no how. 

Best greetings to you and Virginia 
As always, 

Paul 



[ ote on outside of envelope] Had Dagor [lens) cold 
coated. How about doing same with the Tessar? 
Worth while? 

NOTES TO LETTERS 7-16 

1 Adams had made prints from original Mathew Brady and 
Arnold Genthe negatives for the Museum of Modern 
Art's 1940 exhibit Sixty Photographs. 

2During the 1940s, one of Adams's interests was in for
malizing, refining, and standardizing photographic tech
nique. He gradually developed the zone theory and pub
lished a series of six books co lay the practical foundation. 
These books included Exposure Record (1946), Basic Photo 
Series : The Negative (1948) Basic Photo Series : The Print 
(1952), Basic Photo Series: Natural Light Photography (1952), 
Basic Photo Series: Artificial Light Photography (1956). 

3Strand and Leo Hurwitz were hired by David 0. Selznick 
to film a documentary for which Adams was later hired to 
make publicity stills. 

4The Havenscreets, perhaps friends of Adams, apparently 
drove Strand from Yosemite to Los Angeles to get his 
train back co New York City. 

5The Adams children are Michael, at that rime eleven years 
old, and Anne, then nine years old. 

6Rebecca Salsbury married William James after her divorce 
from Strand in 1933. She lived in New Mexico for the rest 
of her life. 

7 Adams's letters, always rich in metaphors, chis time 
equated his workload with char of Hercules who had the 
unending cask of cleaning out the stables of the gods. 

8For the first thirty years or more as a photographer, Strand 
did not have his own darkroom. When he settled in Orge
val, France in the early 1950s, he had one built to his 
specifications. 

9 According to his autobiography, Adams's work for Selz
nick was never used. 

10Scrand even at chis time was noted for his sensitivity to 
tonal variations in prints. Berenice Abbott said in her 
book A G11ide to Be/fer Photography (New York: Crown 
Publishers, 1944), "You will find the excellent photog
rapher Paul Strand consciously working co achieve 
'warm' and 'cold' cones in his prints, according to the 
character of the subject. This may be done by gold toning, 
manipulation of developers, platinum paper, etc." 

11 While curating his retrospective at the Museum of Modern 
Art in 1945, Nancy Newhall came co feel Strand had an 
"uncanny sense for place, for the forces chat shape a region." 
Newhall and Strand began working on a book project for 
which Newhall selected primary source materials from 
the written history and literature of New England, where 
she had grown up, while Strand photographed the land-
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scape, people, and architecture of the region. Every few 
months, he gave Newhall a batch of photographs and 
Newhall gave him some text, so chat the project evolved 
along parallel lines. Eventually, eighteen themes emerged 
in the book. Selections from their project correspondence 
are reproduced in Photography: Essays a11d Images (New 
York: Museum of Modern Arc, 1980), pp. 296-303. 

12The text of this lecture delivered in April 1944 at the 
Museum of Modern Arc was published in Pa11I Strand 
Archive (Guide Series Number 2) (Tucson: Center for 
Creative Photography, 1980), pp. 5-11. 

13 Adams gave the Museum of Modern Art duplicate copies 
of prints he made from Mathew Brady negatives for the 
exhibition Sixty Photographs. 

14Photographs 1915-1945 by Paul Stra11d, organized by Nancy 
Newhall, was shown at the Museum of Modern Arc from 
24 April co 10 June 1945. le contained nearly 200 photo
graphs. Adams was in New York while the show was being 
matted. He recounts in his autobiography the experience 
of watching Strand meticulously adjusting photographs 
on the mount boards, trying to achieve a perfection in the 
proportions all but invisible co Adams. "This extreme 
precision both interested and irritated me, but all was for
given because the images were so beautiful." 

15New York S11n critic Henry McBride, writing 28 April 
1945, commented that Strand "is remarkably apt in locat
ing [beauty) and he fastens it upon the printed paper with a 
religious intensity chat marches that of the medieval ma
donna painters." Edward Alden Jewell, in the April 29th 
issue of the ew York Times, wrote a longer article in 
which he quoted Stieglitz's early remarks on Strand and 
then summed up his own reaction to the retrospective by 
saying, "In evaluating this photographer's arc, emphasis 
must be, throughout, on vision and on the simple, candid 
directness with which the creative ace is performed." 

16Strand included a copy of his May 2, 1945 letter to Minicam 
magazine. ln it he objects to the cropping of a photograph 
published with his article "Photography to Me" which ap
peared in the May 1945 issue (volume 8, number 8). This 
letter co the editor was never published by the magazine. 

17In 1945 Adams had a recording made of himself playing 
Beethoven and Chopin piano pieces. 

18Merced, California, where the Newhall's train trip would 
have ended, is about 60 miles from the mouth of Yosemite 
Valley. 

19 A thirty-two-page catalog was issued for Strand's retro
spective at the Museum of Modern Art. Paul Strand: Pho
tographs 1915-1945 contains a five-page essay by Nancy 
Newhall, a chronology, bibliography, and twenty-four 
plates. 

10John Marin exhibited nine oils and fifteen watercolors of 
Maine and lower Manhattan at Stieglitz's An American 
Place gallery November 27, 1945 through January 17, 
1946. 



21 Adams was working on a number of book projects in
cluding the Ansel Adams Exposure Record and Jl/11srrared 
C11ide to Yosemite Valley at this time. 

22Adams's letter is now lost. Edward Steichen was ap
pointed Head of the Photography Department at the 
Museum of Modern Art in July 1946. Adams's antipathy 
coward Steichen is well known. He and Strand were writ
ing about the controversy over Beaumont Newhall's res
ignation from the museum. Nelson A. Rockefeller was 
the President of the MoMA Board of Trustees in 1947. 

23Adams received his first Guggenheim fellowship to pho-
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tograph the national parks. He wrote to Edward Weston 
that his project was the "interpretation of the Natural 
Scene." (Letter from Adams co Weston, ? April 1946, Ed
ward Weston Archive, Center for Creative Photography.) 

24Strand's Museum of Modern Art retrospective traveled to 
seven museums during 1946 to 1947. 

25 Adams's July 1947 letter about color film is apparently lost. 
26George Waters at Eastman Kodak had asked Adams, Strand, 

and other photographers to try out the new Ektachrome 
color sheet film. In exchange for free film, the photo
graphs would be used in Kodak's advertising campaign. 



ANSEL ADAMS qy��L, fJJ-/4 �h��:n1 
March 8th, 194f-· ····· 

Dear Paul. 
Long time so see, no hear. Hmv are you? I haw tried 

to write lett ers , but thin�s have beEll much jammed up here. All 
goes well, however, ho w is it with you and yours? 

!�y Book III (The Print) is goint; to press soo n, and I 
would like to incliade (if you have no objection) your formula fo 
waxing or varnishin� the surface of yo� prints. Can you send 
it to me air mai l? I will give you credit, of course • . 11 � �is 
on the · ::sumptirn 'thflt you have no o."Jje..,'-i n.I saw the IN AND 

-Y"T of Fokua show - what part oame to San Franoisoo, and I had to 
go o ut for a walk in the hi lle to get the stink out of my head.I 
really was depressed about photography. Your and my prints weN the only things that sho wed respect for the medium. They were under glass, thank Gawd1 more soon · ,,,, ,� 4 

"" 

Postcard from Ansel Adams to Paul Strand, 

March 8, 1949. (recto) 
Paul Strand Collection 

• a ffeoti onate greet inga 



SECTION IV: Letters 17-19 

8 March-29 March 1949 

CHRONOLOGY 

1948 Beaumont Newhall publishes a revised edition 
of The History of Photography from 1839 to the Present 
Day, named curator of the George Eastman House. 
Strand photographs in New England. Adams visits 
Marin, travels in Alaska, meets Edwin Land. Adams's 
Yosemite and the Sierra Nevada and Portfolio I are pub
lished. 

1949 Adams named as consultant to Polaroid Cor
poration; travels in Alaska, publishes My Camera in 
Yosemite Valley. Strand travels to Czechoslovakia to 
accept award for Native Land; he and Virginia Stevens 
are divorced; his father dies. 

1950 Korean War begins. Weston's book My Cam
era on Point Lobos is published. Time in New England is 
published; Strand moves to Paris with Hazel Kings
bury. Adams's mother dies; his books My Camera in 
the National Parks and Basic Photo Series 3: The Print are 
published, and Portfolio II is released. 

1951 Bill Brandt's Literary Britain is published. Ad
ams's father dies. Strand marries Hazel Kingsbury 
and settles in Orgeval, Seine-et-Oise, France. 

LETTER 17 (postcard) 8 March 1949 

Box 455, Yosemite National Park, California 

Dear Paul, 

Long time no see, no hear. How are you? I have 
tried to write letters, but things have been much 
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jammed up here. All goes well, however, how is it 
with you and yours? 

My Book III (The Print) 1 is going to press soon, 
and I would like to include (if you have no objection) 
your formula for waxing or varnishing the surface of 
your prints. Can you send it to me air mail? I will give 
you credit, of course. All this on the assumption that 
you have no objection. I saw the IN AND OUT OF 

FOKUS [sic] show2
- what part came to San Fran

cisco, and I had to go out for a walk in the hills to get 
the stink out of my head. I really was depressed about 
photography. Your and my prints were the only 
things that showed respect for the medium. They 
were under glass, thank Gawd! 

More soon, affectionate greetings, 

Ansel 

LETTER 18 21 March 1949 
134 West 4th Street, New York City 

Dear Ansel, 

By all means, welcome to the formula for print 
varnish. This varnish was suggested to me years ago 
by Henry Krendek, M.D. of the N.Y. Camera Club. 
I don't believe he used it, but I did and still do. It is 
made thus: First one buys a small can of lithographic 
varnish #1 from a lithographic supply house. This 
can should last for years. Next one buys a bottle of 
Carbona (or carbon tetrachloride) the solvent for the 
varnish. The latter is thick and viscous (like molasses). 
A good way to get the varnish into the Carbona is 



with a swab-stick, letting it run off the stick drop by 
drop until the Carbona is lemon yellow color after 
shaking. The varnish is then ready to apply with piece 
of cotton, covering print thoroughly. No care need be 
taken to get the varnish on evenly as one immediately 
smoothes the whole surface out by taking about all 
varnish off by rubbing briskly with a piece of dry ab
sorbent cotton. The whole point of this varnish is that 
it is slow drying, (3 or 4 days) so that getting it on even, 
is no problem at all. And there you have it. The film 
left on after rubbing down with dry cotton is so thin, I 
have never noticed any discoloration of the whites to 
speak of. I would not say it was of any value on glossy 
paper, but does good things for all semi-matte papers. 3 

Nancy and Beaumont [Newhall] were down here 
recently after a long absence. It was good to see them, 
and good for them I think, to get away from the some
what close atmosphere of Rochester. Nancy came up 
with a suggestion for rearranging our book to reduce 
the production costs by grouping the photographs as 
folios. While she was here we worked out the first 
book in a quite satisfactory way. Not a bad com
promise. This has renewed the interest of D. S. & P. 
[Duell, Sloan and Pearce] considerably. By middle 
April we should know what they will do about a com
mitment to publish in 1950, no later. We both feel that 
we have gone a long way in getting past the production 
cost problem. 

Rather than your getting it second hand, I want 
you to know that I was very disturbed by your 
portfolio. 4 I do not refer to the content (about which I 
would rather speak than write you), but the effect the 
price of it will have upon the whole problem of estab
lishing a proper value for a photograph. This arose, as 
you may remember when the original suggestion of a 
similar folio of work of 10 photographers was raised. 
Either a photograph as an art work is worth some
thing or it is worth nothing. I well remember the time 
when people said no watercolor was worth more than 
$100 and Stieglitz made them pay as high as $6000 for 
a Marin. They did not like it then, but the concept that 
a watercolor is inferior and of less value than an oil 
was broken down to a great extent. I also remember 
when advertising agencies paid $5 for a photograph 
and $1000 for a painting. The commercial photog
raphers have changed that situation, and given pho
tography its rightful place within the hierarchy of 
commercial art values. Stieglitz tried and to some ex
tent succeeded in giving a photograph its rightful 
value as an art commodity. I have adhered to that 
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principle and will continue to do so. It seems to me 
that your portfolio undermines the basic concept of 
the value of a fine photographic print. First it says: a 
little over $8 apiece is a reasonable price and secondly 
it says that the photograph as an art work can be made 
in any quantity or at least in quantity. 5 I don't think 
either is true and in the long run, my feeling is that 
you will not increase either respect for, nor under
standing of, photography as a medium of expression. 
I think it only fair to tell you what I think. 

Our greetings to you, Virginia and the very much 
growing up young Adamses - and to Edward if you 
see him. 

My class at the Photo League is an interesting 
experiment. I hope for all concerned. 

As Always, 

Paul 

LETTER19 29 March 1949 

Box 455, San Francisco and Yosemite National Park, 
California 

Dear Paul, 

You are an honest man! I appreciate your letter 
very much indeed for various reasons. I know that 
what you say comes from the heart and from basic 
convictions. I don't agree with you about price, but 
that is a minor matter. 

I have, as you know, the greatest respect and affec
tion for you and your work. It is the only truly poetic 
photography in the world today. And I admire your 
devotion to the cause of adequate value of photo
graphs. 

I cannot agree with your logic in this respect: 1 
print only from a negative may very well be worth 
$500.00 - the photograph in itself is worth that. But, 
where we have one oil painting, one watercolor, one 
piece of sculpture - we also have many prints of etch
ings, many prints of lithographs, many prints of pho
tographic negatives. To me the essence of the photo
graphic process is its reproduceability. With adequate 
technique we can print a million duplicate prints of 
the same negative - and each print can be as beautiful 
and perfect as the "master" print which, we suppose, 
is the expressed concept of the picture. To me, the 
photograph stands as an expression independent of 
the number of prints made from it. 
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In my Portfolio One every print is as good as if it 
were the final fine print I would make from the nega
tive. The "fine" print was made; sometimes it took 
many hours to determine the desired perfection and 
feeling. Once that was done, it was a simple matter to 
simply repeat the exposure and development proce
dures. I kept accurate detailed notes and used a metro
nome in timing. Every 12 or 15 prints were developed 
at one time in 3 liters of fresh Metol-Gl ycin developer 
(6 minute developing time). What differences there 
are can be traced to paper differences, and to occa
sional failures of control. These differences are very 
slight. One picture - the Saguero [sic] cactus - was 
intentionally printed in two ways - one slightly darker 
than the other. I am equally pleased with both expres
sions. And so on! 

The price of the Portfolio is fixed as a unit. The 
separate prints will always be priced at least $25.00. 

No separate prints will be available until long after the 
Portfolio is completely sold - if then. If the Portfolio 
were done in an edition of 500 copies, I would have 
priced it at $50.00 

Ifl could make a fine print for $1.00- and distribute 
them to a great audience, I would be greatly pleased. 

I am touched by the fact that several students have 
bought the Portfolio and are paying a few dollars a 
month. It is all they could possibly afford. $100.00 is 
far too much for the average person - for anything. It 
is much more important that the people who appre
ciate and truly desire to have the Portfolio be given a 
chance to own it, than to have it placed only in the 
hands of the rich - who are often very unappreciative 
of anything but hard cash. 

I can't reconcile your definitely social attitudes 
with your equally definite exalted financial value ap
plied to art. Explain sometime, please! 

But I DO appreciate the letter. Very much indeed! 
And thanks for the varnish details. 
Must see you soon. To you and V. and the cat 

affectionate greetings from us all. 

Ansel 

[Note along left margin] The IN AND OUT OF FOCUS 

baloney was shown in SF and I think it the most 
nauseating collection of tripe I have ever seen. Simply 
horrible feeling and quality. If THAT'S photography, I 
am going into the ready-made clothing business! 



NOTES TO LETTERS 17-19 

1 Adams published a series of six books on photographic 
technique between 1948 and 1956 for Morgan and Morgan, 
Willard and Barbara Morgan's publishing company. The 
Basic Photo Series contains Adams's own text and illustra
tions from photographs he made especially for the series. 

2In and Out of Focus was an exhibition at the Museum of 
Modern Art (April-July 1948) curated by Edward Steichen. 
It included the work of fifty-five photographers and 
traveled to nine museums. 

3 Adams printed Strand 's varnish recipe almost word for 
word on page 118 of Basic Photo Series 3: The Print (1950). 

4Adams's Portfolio One: bi Memory of Alfred Stieglitz was 
published in 1948. Adams wrote to Nancy Newhall (17 
December 1948) that "every one of the images was selected 

78 

because of some appropriate relationship in mood to some 
aspect of Stieglitz in relation to Adams." AA: Letters p. 
200. It contained twelve selenium-toned photographs on 
bromo-chloride paper. The edition consisted of seventy
five copies plus ten copies made especially for E. Weyhe. 
When first issued, the portfolio sold for $100. A copy of it 
sold nearly forty years later (1984) for $12,100. 

5The Museum of Modern Art presented an exhibition in 
1941 called A111erica11 Photographs at $10. Photographs dis
played were actually for sale to the public. Wall labels in 
this exhibit (presumably by Newhall) expressed a view 
antithetical to Strand's. "Once a photographer has worked 
our a suitable relationship between grade of paper, expo
sure and development to make one fine print, he can at the 
same time make more of identical quality. Thus the unit 
cost can be lowered." 



SECTION V: Letters 20-23 

17 May 1953-25 January 1954 

CHRONOLOGY 

1952 Aperture magazine is founded by Adams and 
others. Strand's book La France de Pro.fil is published; 
he begins photographing in Italy. Adams publishes 
Basic Photo Series 4: Natural Light Photography. 

1953 Strand photographs in Italy. Adams works in 
Utah with Dorothea Lange on Life essay about Mor
mon towns. 

1954 Limelight Gallery founded in New York City; 
Christmas exhibition includes two Strand photo
graphs. Strand's book Un Paese is published; he pho
tographs in the Outer Hebrides. Adams's books Death 
Valley, Mission San Xavier de/ Bae and Pageant of History 
in Northern California with texts by Nancy Newhall 
are published. 

1955 Family of Man exhibition at Museum of Mod
ern Art. Helmut Gernsheim's History of Photography 
is published. Strand photographs prominent French 
intellectuals and his Orgeval garden. Adams begins 
conducting workshops in Yosemite. 

LETTER 20 17 May 1953 
Virginia and Ansel Adams/ Operating Best's Studio 
Incorporated/Yosemite National Park, California 

Dear Paul, 

I have just received a copy of your new book 
FRANCE DE PROFIL, 

1 and I am very anxious to write 
you a note about it without delay. 
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I am tremendously impressed with it - for a vari
ety of reasons. I cannot read French, and I am not par
ticularly interested in things French; but the superb 
pictures come through "on their own" in an astonish
ing and gratifying way. 

You are one of the few photographers who still 
consider beauty as a prime component. I am con
stantly distressed over the deviations, the self-conscious 
aversions and the shallow intentions of the greater 
part of contemporary photography. The term "beauty" 
is erroneously associated with "precious", and it is 
always a shock to me to hear some otherwise good 
photographer saying "now, I don't want this to be 
beautiful." What in Hell, may I ask, do they really 
mean? 

I think any underlying philosophy is acceptable if 
the statement contains the elements of beauty and 
magic. I am not afraid of these terms. I am not afraid 
of "nature" - even in its most specific forms. 

When I see your work I am not obliged to think -
to match what I see to the accepted conventions of art, 
sociology, etc. A beautiful clear statement always 
comes through; there is always a love and reverence 
for the image - and for the obligation to present the 
image in the best possible way. You are one of the 
very few who makes me really proud of my profession! 

Affectionate greetings from us all. 
Again, congratulations, and admiration, 

Ansel 



.. • 
PLACEMENT OF SUBJECT INTENSITIES 

ON EXPOSURE SCALE EXPOSURE RECORD 
Designed ond Copyright 19.45 by 

8 5.6 4 2.8 
t 

2 4 8 16 
ANSEL ADAMS 

131 24th Avenue, San Francisco 21, California 

0A n: LDA.DtO 'I J �-.J Rn .. [1i, fOII I 1/z I 2 C 8 l6 32 64 118 256 

DA TC EXPOSED WUf0'45CAlC - U - - A 't' C - 0 - rtLMfYPC 

ZONES O 111111 IV V VI 1111'v111 IX •• �:o 

LENS FILTER 
Order from your dealer or 

from the above oddreu 

No. SUBJECT r.L, Ut ' ' STOP £l(P. DEVELOPMENT 

,� ::--t� •&!f:.,t'_"T>I IJ.. -�1- -'t 10, - " 

;--
KE1, ,-1-, 

2 

3 

6 

B 

9 

10 

11 

12 t t 
PHOTOGRAPHER: PLACE: 

Ansel Adams. Exposure record for 
San Xavier Mission, Tucson (1953). 
Ansel Adams Archive 

LETTER21 13June 1953 

98 Boulevard Auguste Blanqui, Paris 13 

Dear Ansel, 

Having just come up for air after 3 weeks steady in 
the darkroom, I take first chance to thank you for 
your letter and what you say about La France de Pi-ofil. 
I am glad you find in this the things you speak about 
for they are a great part of the test which all works of 
art in any medium must meet and which I think tran
scend both time and place. For what more clear and 
beautiful statement could one find, for instance, than 
that of an unknown artist who made drawings in a 
cave, how many thousands of years ago. 2 

As for the "otherwise good photographer" you 
quote, I feel that you and ifl may say so, Nancy too, 
are inclined to take these babblings much too seriously. 
Perhaps the O.G.P. gets $12,000,000 for a story for a 
magazine with a circulation of 500,000,000 and per
haps he or she still wants a bit of publicity? Why give 
it to them. No, I don't think it is really necessary to 
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JOO: REMARKS OVERLEAF" 

take cognizance of 99% of the nonsense artists of all 
varieties give forth from time to time when they 
shoot off their mouths. 

Personally I shall be 63 this year and I haven't time 
to do more than stick to my own last, be ever more 
critical of what I do and face up to the photographic 
esthetic problems which life itself presents. The deeper 
one goes into the latter, the tougher the problems to 
solve, is it not so? 

As Nancy may have told you, I have acquired a 
Rectaflex which appears to be a fine instrument in its 
own field. However, no opportunity to use it in Italy 
in recent work, 3 because they kept it in the shop for 
changes until too late. It seems there was the matter of 
a gold plated model, a gift to [President Dwight D.] 
Eisenhower, which took precedence. However the 
larger cameras are still doing yeoman service. I am 
still concerned about 35mm graininess and loss of 
qu.ality in enlargement. But what attracted me to the 
Rectaflex camera is the eye level direct ground glass focus
sing. This is really a contribution to the reflex concept. 
For belly level focussing and viewing is all wrong for 
close up work, especially of people. That is why the 



press boys rightly use a Graphic rather than a Graph
lex. The new Contax has followed with this type of 
finder. Now, if only we could have a camera say 2¼ x 
27/8 with that kind of finder, that would be something; 
a precision instrument like Leica or Rollei - that 
doesn't get out of order. Maybe in your contacts with 
the camera makers, you could sow the seed. 

Best greetings to you, Virginia and the Children 
(how old now?) 

As always, 

Paul 

LETTER22 19January1954 

98 Boulevard Auguste Blanqui, Paris 13 

Dear Ansel, 

Nancy told me sometime back that you have been 
using a Hasselblad, about which there still seems to be 
the opinion that it is not over reliable mechanically, 
too complicated and delicate say the repairmen. What 
do you think of it having used it? 

Aside from structure viz mechanical reliability, 
the thing that is wrong with all these cameras is the 
looking down into a hood, belly level view. Both 
Rectaflex and Contax have devised a very good eye 
level finders, in which one focusses on a magnified 
ground glass through the lens. This makes sense. Do 
you see any way in which such a finder could be built 
on to the Hasselblad? 

Another question: For years I have used Eastman 
Portrait Pan for both 5x7 and 8x10 cameras. Would I 
be wise to change to the faster Pan Type B. In having 
the additional speed would I lose something in scale 
and range to tonal values? I am still using D23 Metol 
sulphite as developer. Would appreciate your careful 
and knowledgeable experience in these matters. 

I have had some fairly good results with the Recta
flex. It is a fine instrument, but these nasty little nega
tives, so hard to keep and to handle still give me the 
willys. 

Recently in London I went to see Newman and 
Guardia who made such beautiful cameras years ago; 
top level craftsmanship. Saw some of the cameras, 
now greatly outdated, not useful, but what fine craft 
went into the making. When a part moves it is like 
velvet. When you trip a shutter, you hardly know it 
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has gone off, so smooth it is. And just one man in the 
office, an old chap who has been with them for 50 
years who just loves the apparatus. 

Hope this finds you, Virginia, the children all 
well - Good work and good year are our best wishes. 

As always, 

Paul 

LETTER 23 25 January 1954 
131 24th Avenue, San Francisco, California 21 

Dear Paul, 

Awfully good to hear from you. I do keep in touch 
with your doings through the Newhalls - and am 
always pleased with the reports of your extraordinary 
work. Keep it up!!! 

Yes, I have a Hasselblad - the whole outfit - and I 
am MUCH pleased with it. 4 I suppose there might be 
a way to work out an eye-level finder, instead of the 
Naval View-point! But, with the new focussing mag
nifyer the camera is held high - close to the eye; the 
lens is about 6 inches lower than the eye. When the eye 
is looking straight ahead. 

The shutter has given some difficulty, but the new 
model is supposed to have those bugs eliminated (the 
new model goes only to 1/1600 sec.). I have had no 
other trouble at all with it. The three lenses - the 
80mm, the 135mm and the 250mm are really very 
fine. There is a new wide-angle to be out very soon. 
There are extention tubes, and a good "sports finder." 
It is a handsome outfit throughout. The interchange
able backs are very helpful indeed. My only sugges
tion would be to make square masks to fit in front of 
the lens, which will closely cut-off the image at the 
picture area. This will reduce picture-flare from the 
edge. As with all mirror-reflex cameras it is not possi
ble to make proper interior baffles, and there is some
times flare from the inside sides. 

Portrait Pan film is very fine - perhaps the best 
quality for the kind of work we do. But the Super 
P.:inchro Press film is also fine and, of course, is more 
than twice as fast. With d-23 it gives excellent qual
ities. The only thing to do is to try it. I understand the 
new lsopan is a grand film, too. There is not much 
difference in scale between these films; it is chiefly a 
matter of speed and image-grain. 

It is sad but true that high-quality cameras can be 



i 
'0� 
0 
<.J 
"' 

s.. 

0 -
t 
CII 
e 
0 
CD 

b0 

i 
8 
< 

ANSEL.ADAMS PHOTOGRAPHY 

131- 24TH AVENUE SAN FRANCISCO 21 CALIFORNIA 

De a r  P a u l ,  

lfim prints 
iil11Jtrations 
ltrtflrtS 
instruction 

l(l£PHOH[ SKYLINE I 1212 
ja n u a r y  2 5 t h  1954 

Awfully good to hear from you. I do keep Ln touch 
with your doings through the Nelrmalls - and am always pleased with 
the reports of your extraordinary work. Keep II up!!! 

Yes, I have a Hasselblad - the whole outfil -'if and I 
am MUCH pleased with it. I suppose there mlghl be a way to work out 
an eye-Level finder, instead of the Naval View-polnll, But, with the 
new focussing pagnlfyer the camera ls held high- close to the eye; the 
lens ls about 6 inches lower than the eye.When the eye ls looking straight ahead. 

The shutter has given some dlfflcutty, but the new 
model is supposed to have those bugs eliminated (the new model goes 
only to 1/1000 sec, instead or 1/1600 sec). I have had no other trouble 
at all with it. The three lenses- the 80mm, the 135mm and the 250 mm 
are really very fine. There ls a new wlde-ai>gle to be out very soon. 
There are extentlon tubes, and a good "sports finder" It ls a handsome 
outfit throughout. The interchangeable backs are very helpful indeed. My 
only suggestion would be to make square masks to flt in front of the lens, 
which will closely cutl:'-off the image at the picture area. This will reduce 
picture-flare from the edge. As with all mirror-reflex cameras H Ls nol 
possible to make proper interior baffles, and there ls sometimes flare from 
the inside sides. 

Portrait Pan fllm ls very fine - perhaps the best quallty 
for the kind of work we do. But the Buper Panehro Press fllm is also fine 
attd, of course, is more than twllre as fast . With d-23 it glvElf excellent 
qualities. The only thing to do is to try it. I understand the new lsopan is 
a grand film, too. There is not much dlfference is scale between these films; 
it is chiefly a matter of speed and image-grain. 

It is sad but true that high-quality cameras Can be made, 
but they would cost so much nQ6ne can af�ord them ! I think you will find the 
Hasselblad gratlfyingly well-made. 

We all send affectionate greetings 

more soon, 

Letter from Ansel Adams to Paul Strand, 
January 25, 1954. 
Paul Strand Collection 



made, but they would cost so much no one can afford 
chem! I think you will find the 1-lasselblad gratifyingly 
well-made. 

We all send affectionate greetings. 
More soon, cherriow!!!!!! 

Ansel 

[Note in 111argin of letter] Am taking some dope for a 
cold, and it makes me miss every-other key!! Sorry 
for the looks of this letter! 

NOTES TO LETTERS 20-23 

1Strand's La Fra11ce de Pro.fil was published by La Guilde du 
Livre, 1952. The poet Claude Roy said in his text, "He 
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[Strand] let himself descend into the silent profundities of 
the French nation with the submissiveness of a pebble that 
falls to the bottom of a well, and he made all kinds of sim
ple discoveries along the way." 

2Strand may have been referring co the Lascaux Caves in 
France. Prehistoric drawings were discovered there in 
1940,just thirteen years before this letter. 

3Strand had begun photographing and traveling in Italy. 
This work was published as the book U11 Paese with text by 
Cesare Zavattini (1902-1989), journalise, screenwriter of 
the Neorealist movement, later collaborator with Vittorio 
De Sica, whom Strand met in 1949. 

4Adams met Dr. Victor Hasselblad in 1950. They became 
friends and Adams soon began testing new equipment for 
the company. Many of his images were used in Hasselblad 
brochures and books such as The Hasselblad Way. Adams 
was awarded the Hasselblad Medal in 1981. 



SECTION VI: Letters 24-36 

15 October 1956-14 February 1962 

CHRONOLOGY 

1956 Diogenes With a Camera exhibition at Museum 
of Modern Art. Adams publishes Basic Photo Series 5: 
Artificial Light, with Nancy Newhall organizes exhibit 
This is the American Earth. 

1957 Adams photographing in Hawaii. 

1958 Robert Frank's book Les America ins is published 
in France. Adams receives his third Guggenheim fel
lowship; his book The Islands of Hawaii is published. 
Edward Weston dies. 

1959 Strand photographs in Egypt for several months. 
Adams moderates five-part series "Photography: The 
Incisive Art" for public television. 

1960 Irving Penn's book Moments Preserved is pub
lished. Strand makes a brief trip to Ru mania to photo
graph. Adams's book This is the American Earth and 
Porifolio Ill: Yosemite Valley are published. 

1961 Photo League is dissolved. 

LETTER24 15 October 1956 
131 24th Avenue, San Francisco 21, California 

Dear Paul, 

As Consultant to the Polaroid Corporation I have 
been asked to select a collection of representative pho
tographs from leading photographers, and I am writing 
you to inquire if we can purchase a print for this col
lection. 1 

The collection will be housed in the Library of the 
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Polaroid Corporation in Cambridge, and will be ac
corded full "Museum" status and care. 2 

Display of the photographs will be only under the 
best circumstances - always protected by glass, etc. 
The collection will not be circulated to any extent; 
when circulated it would be severely limited to estab
lished galleries and museums. Actually, no plans for 
circulation exist now, but I know that the collection 
will be carefully guarded and respected as a group of 
works of art must be. 

Naturally, I am working on a budget and must 
know what your charges for a representative print 
would be. The picture would be one of your choice as 
truly representative of your work in photography. 

Let me hear from you at your earliest convenience. 
Cordially, 

Ansel Adams 

LETTER25 12January 1957 

131 24th A venue, San Francisco 21, California 

Dear Paul, 

I have been very remiss, very careless, and very 
ungracious in not writing you! Your third letter just 
reached me in Cambridge. 3 

I came to NY this morn
ing and am progressing on to v A. tonight. So I shall 
send you this note with the hope that you will forgive 
me for its delay. 

I have been moving around a lot - several trips 
east and a six weeks job in Hawaii. 4 I will be back in SF 

and Yosemite in about two weeks - and off to Hawaii 



again about January 20th. so! You can see how it is! 
Am really busy but not doing the creative work I want 
to do. That will come, but probably will be classified 
as "Operation Wheel-chair!" 

The Polaroid collection is a beginning of a very 
good idea. Dr. Land is an enlightened man, with some 
remarkable visions and intentions about photography! 
The idea of this exhibit - (collection, rather) was to 
build up a good group of fine images so that all the 
people at Polaroid would have something to think 
about in terms of quality and concepts. I was given a 
budget and we set a limit of $100 for each pho�og
rapher, asking them to select what they felt was their 
best print or prints (which would represent their best 
work) which could fit in this sum. Some people sent 
two prints - others four or five, depending upon 
their usual prices. Perhaps next year I can expand the 
budget a bit, but it was requested that we provide a 
good cross-section of contemporary work during the 
first period of the project. 

Your idea of gift is, of course, a very important 
one. With your permission I will take this up with Dr. 
Land to get his opinion. I do not think a gift to the 
Polaroid Corporation would be logical, but I have a 
hunch that Land wants to make the collection a public 
or semi-public thing, and it well might be ultimately 
set up in Cambridge thus. I will let you know. I know 
you would approve ifit really helped photography. 

Virginia is fine - Anne is married and I may be a 
Grandpappy one of these coming months! Mike is 
flying jets, but gets out of the service around the mid
dle of January of 1958. I divide my time between SF 
and Yosemite and points east and west!! Would like to 
visit you one of these days in your present establish
ment, but I see no logical excuse for coming to Europe 
in the reasonable future. 

I hope the world difficulties get balanced out soon 
- it is very depressing to think of the hair-trigger dis
aster confronting us. 

I trust all goes well with you and yours! 
My most affectionate greetings, always - and 

more soon! 

Ansel 

P.S. I am sending this on to the Newhalls for proper 
addressing and forwarding. Your letter does not carry 
your complete address. I think I do have the address in 
San Francisco, but maybe you had better give it to me 
just to be sure I am up to date. 
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LETTER 26 25 February 1957 
La Briardiere, Montamets, Orgeval - S/O, France 

Dear Ansel, 

Could I hear from you as regards the Polaroid 
Museum, as I would like to do any printing which 
may be necessary before Spring. I hope to be busy 
with the camera then. 

Beaumont writes you and Nancy are working on 
several books. 5 Best wishes on this new work, and 
my greetings to you and Virginia. To Nancy too of 
course, if she is still in the West. 

Yours, 

Paul Strand 

LETTER27 3March 1957 

131 24th A venue, San Francisco 21, California 

Dear Paul, 

I am remiss in not writing you before this about 
the print - but things have been hectic. 

I regret to tell you that at present I am limited to 
$100.00 for each photographer! Your price is such that 
I will have to wait a while. IfI can get their approval, I 
would like a really super-Strand for the collection! 

It is good news that you are active as usual! You 
amaze me - an enormous production of incredible 
photography! 

Nancy is back in Rochester - busy with the exhib
its, etc. All goes well. We all join in sending you and 
yours our warmest greetings! 

As ever - and more soon, I hope! 

Ansel 

[ Letter 28 is a brief note from Strand acknowledging Ad
ams's letter about the Polaroid Collection. It is omitted here.] 



LETTER29 22 August 1957 
La Briardiere, Orgeval - S/O, France 

Dear Ansel, 

If Polaroid still want a print for their museum, I 
think it only fair to tell you that as ofl 9581 must raise 
my prices and for two reasons: First, the 1929 dollar is 
worth less than 50 cents today and second I think an 
artist's work should enhance in value as he gets older. 

The print I would like them to have (though per
haps you have other thoughts) is that of the Italian 
family which is on the cover of "Un Paese." It en
larges beautifully to 8x10. This they can have for 
$200. This of course is only a suggestion. 

No doubt you too are full of work. All best wishes 
and greetings to you and Virginia. Hope to hear from 
you. As always, 

LETTER30 

Orgeval- S/O, France 

Dear Ansel, 

Paul (Strand) 

20 November 1957 

Some time ago, I wrote you in regard to the ques
tion of the Polaroid's museum and my work. I hope 
that not hearing from you is only because you have 
been busy. But it also occurs to me that the problem 
of price has become em harassing to you. It should not. 

If Polaroid is unwilling or unable to pay, what the 
Museum of Modern Art and others have paid, that is 
quite alright. No hard feelings towards anyone. How
ever, if this museum is a serious project, I think Pola
roid should, perhaps, consider the fact that someday 
my sizeable collection will be distributed, either by 
gift or by sale. If the latter, the prices are apt to be 
higher, not lower. But I imagine that some gifts will 
be made and these will be made, (as concerns the in
stitutions who pretend to an interest in the art of 
photography) only to those who showed some active 
and material interest in my work when I was alive -
That seems to me fair enough. 

How are things with you? Well I hope - good 
health and much photography. Best to you, Virginia 
and the younger generation of Adams. 

As always, Paul 
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LETTER31 

Orgeval- S/O, France 

Dear Ansel, 

1 March 1958 

Your good letter should have been answered long 
since and would have been if all sorts of things, vis
itors from Italy, England, etc. plus the daily demands 
of living always seemed to prevent setting a pen in 
hand. 6 Please forgive. 

No doubt by now you and Virginia have entered 
the ranks of grandparenthood. Fine! and our con
gratulations all around. It just seems incredible that it 
is but 14 years since I was in Yosemite with you and 
the mother and her brother, were children - very at
tractive ones - I am sure they are equally so as grown 
ups, having babies and flyingjet planes. 

Your Hawaii trip is no doubt also made and we 
hope it was good. The islands have always seemed 
fascinating from what one knows of them, though 
never having been there. But then the world in gen
eral is interesting wherever you stop and really dig 
into it. The real problem for the artist is to be given 
the time to dig. 

As you probably know Beaumont and Nancy will 
soon be in Europe again and we look forward to see
ing them towards the end of March. If you ever get 
this way, you know we have roots, that is, a house 
and plenty of room for friends. 

As for Polaroid - I leave that to whatever may de
velop there as you suggest. I shouldn't think it was an 
insoluble problem if they take their museum seriously. 

Have you, I wonder, had difficulty in getting paid 
and getting your prints back from the Japanese, as I 
have? On advice, I have put this in the hands of an 
American attorney in Tokio [sic), as I understand a let
ter from him will be efficacious. I don't know his 
name yet, as a friend is doing this for me, but if he is 
successful and you need him too, let me know. Japa
nese publishers have a very bad reputation, for this 
sort of thing. 

Best greetings to all thee, 

Paul 



LETTER 32 15 May 1959 
131 24th Avenue, San Francisco 21, California 

Dear Paul, 

I have been intending to write for you - at least 
ONE decent letter in reply to your several fine ones to 
me!7 But I have never gotten around to doing an ade
quate job! 

This is just a note to add my ideas to the form let
ter attached, regarding the special educational televi
sion films on photography which I am assisting with. 8 

These are non-profit performances, and will reach 
an intelligent audience. Beaumont is collaborating on 
at least one of the programs. 

We all know the image quality of Television is not 
as good as we would like to have it, but these pro
grams will have great dignity and accuracy. 

I hope you will feel favorably inclined to permit 
the use of a few of your images (from copies - not 
from original prints) in one or more of these pro
grams. 

My best wishes, cordially, 

LETTER 33 
Orgeval - S/O, France 

Dear Ansel, 

Ansel 

25June 1959 

Your letter, Mr. Katz letter and accompanying 
material just received from K.Q.E.D. Recently I had 
word from Beaumont that Mr. Katz was on his way 
to Paris. [f he is then no doubt we can clarify some 
questions here. However since his plans may have 
changed, I guess I had better write you too. 

To begin with, I naturally want to cooperate with 
the project since you are attached to it. Knowing it 
will be conscientious and serious. 

However, I am greatly puzzled by the selection of 
my work, the lack of scope and its limitation practi
cally to La France de Profil. Question: why only 5 
photographs and why 4 from this book? Second ques
tion which is really disturbing: is the curious selection 
from the book. There should be at least one portrait, 
such as Boy page 108 or Old Fisherman page 35. I also 
suggest that you consider one of the cafes, page 55 
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or page 93 which were France 10 years ago and are 
rapidly disappearing. The above suggestions to replace 
the "Pentecote landscape" p. 40 and the Coquelicot 
p. 68. Certainly no presentation of my work is accurate 
which does not include the portraits. 

But basically, the question I raise is the problem of 
presenting a given man's work. [f as I presume the 
space is limited, then the answer must be I would 
think, to show key photographs, some past, some 
present, machines, Mexico, New England, Italy, etc., 
as sources. 

This brings me to the question which my publisher 
has raised in Lausanne. I don't think it was necessary 
to get a release for the photographs unless you want to 
use text as well. However, I am sure he will follow 
my advice. He writes me that he finds it a little curious 
that you speak of the non-commercial aspect of the 
films if they are destined to be distributed by a National 
Education Center. In short he wonders that no pay
ment is offered, however small for the right to use the 
material. 

I have been away from America during the whole 
television development. So I don't know the answer 
either. It is not clear in the KQED material why the re
lease covers so many outlets without any fees at all. 
And must the release read for good and valid consid
erations when in fact there are none of a material 
nature? 

I am sending a copy of this letter to Mr. Katz on a 
chance he is still in San Francisco. I am sorry to have 
to ask questions but well here they are. 

Cordial greetings to you and to Virginia. As always, 

Paul (Strand) 

LETTER 34 15 July 1959 
131 24th A venue, San Francisco 21, California 

Dear Paul, 

I have [been) very remiss in not writing you, but 
every time I sit down to catch up with my letters 
something happens! I have been out of town a lot and 
for about three weeks have been troubled with a dislo
cated sacro-illiac and have not felt like doing much of 
anything!9 

I have heard from Beaumont [Newhall] about you 
and your wonderful work and place and certainly 
hope that one of these days I can see you in situe. The 



photography I have seen of late is simply magnificent! 
(of yours)!!!! 

I have also had the pleasure of meeting [Paolo] 
Gasparini and seeing his very fine work. In fact, I have 
a copy of his portrait of you which [ prize highly!!!! 

Nothing to report on the Polaroid matter; we have 
a limiting budget on this, but I shall keep at the idea! 

The Robert Katz project is a good one - one that I 
feel you would be quite sympathetic to. I agree with 
you on the basic principles of payment for the artist, 
but I feel the artist has to cooperate when the projects 
are actually for the benefit of art and artists in broaden
ing understanding - and when no one involved is 
getting any fee for their work. It is a tough problem, 
but l don't know how to solve it except by a continued 
urging. Nancy did wonders in getting the USIA to ac
tually PAY for work in the large exhibits we have 
done. to She established a precedent - for which we 
should be praiseful! 

Hope all goes well with you and yours. I shall try 
to write again - and soon - and with more interest
ing content! 

Cordially, 

LETTER35 

Orgeval, France 

Dear Ansel, 

Ansel 

29 July 1959 

Thanks for your good letter recently received and 
for the kind things you say about my work of these 
years. We would be happy to see you here, and Vir
ginia too of course - if you come this way. 

I agree with you that the only way to extend the 
idea that art and artists have value which should also 
be aknowledged by fair payment, is to push for it al
ways. Nancy did indeed establish a healthy precedent 
in getting the U.S. I. A. to make some payments. 

I have had some nice correspondence with Robert 
Katz since writing you, and I hope to be here when he 
passes by later in August, so that we can meet. He has 
explained also the financial limitations of these pro
grams and films. I am sure what you and he do will be 
valuable and I want to cooperate for that very good 
reason. However, I don't think we should accept as 
inevitable and permanent that program's reaching 40 
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million people. Should not compensate those who make 
such programs. After some thinking, I made a few 
changes in the selection of my work which broadens 
its scope and meaning for the films, and have signed 
the releases. I think Mr. Katz is satisfied and I hope of 
course you will be, for you will be the "host" of the 
series. The selection is as follows: 

1. White Fence (Camera Work) 
2. Fern, Early Morning (Masters of Photography) 
3. Mr. Bennett (Time in New England) 
4. Pentecost ( or) 
5. Near Dompiere (La France de Profil) 
6. The Family (cover of Un Paese) 
It is almost impossible to pick 5 photographs from 

a life work, but I am sure you will understand my 
thinking. People, as portraits or one way and another, 
are playing an ever larger role in my work. And, ifl 
am not mistaken, you have a print of" Mr. Bennett." 

It was very fine that our good and very talented 
friend [Paolo] Gasparini and his wife, were able to 
meet you and others when they were in America. Very 
fine young people, they are both. And, of course, 
they wrote us too of their meeting you and about your 
wanting his portrait of me. Regardless of subject, it is 
a good photograph. 

Cordial greetings to you and Virginia. 

Paul 

[ Letter 36 is a brief note of thanks dated February 14, 1962 
from Adams to Strand for the gift ofTir a'Mhurain, which 
he praises by saying "there is no room beyond you!" It is 
omitted here.] 

NOTES TO LETTERS 24-36 

1 Adams's involvement with Polaroid went back many years. 
He met Edwin Land in 1948 and the next year became a con
sultant co the Polaroid Corporation, testing materials and 
providing detailed evaluations in his letters to company 
technicians. In 1956, U.S. Camera magazine asked him to 
write a regular column on Polaroid photography. In 1978, 
Adams published his book Polaroid Plzotograplzy. 

2Adams could use "museum" as an adjective charged with 
a special meaning based on his deep conviction that photo-



graphic art should be cared for, conserved, and validated 
in a no less professional and institutional arena than that 
traditionally reserved for painting and sculpture. Twenty 
years before, he used "museum" in the same way in a let
ter of appreciation to Beaumont Newhall for his catalog 
on the history of photography just published by the 
Museum of Modern Art. He remarks, "You did not either 
favor the spectacular or the aesthetic; I feel that the plates 
give a very clear impression of the facts of the develop
ment of photography. The entire catalogue presents a true 
'museum' attitude towards the subject." 

3The three letters referred to from Strand to Adams ca. 
November-December 1956 apparently no longer exist. 

4Adams's photographs from Hawaii were published by the 
National Bank of Hawaii in 1958 as The Islands of Hawaii 
with text by Edwardjoesting. 

5Nancy Newhall and Adams worked on several projects 
during this time. The largest of these was the traveling ex
hibition and book This is the America,, Earth. 
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6 Adams's letter of early 1958 has apparently been lost. 
7Several letters appear to be missing. The previous letter 
from Strand was dated March 1, 1958. 

8Adams and Newhall were collaborating on a five-part 
series "Photography: The Incisive Art" for KQED, San 
Francisco. The series was directed by Robert Katz. 

9 A few weeks earlier, in a more expansive mood, Adams 
described his back injury in a letter to Nancy Newhall, "I 
limped, I creeped, I bent to Port; I creeked, I peeped, I 
could abort; I crawled and shuffled, clawed and gasped; 
My voice was harsh, my larynx rasped; Gas l did have, 
and bladder pressure; Pain unceasing and without measure! 
And then Doc Sturm did pretzel me, and once again my 
spine is free!!! Wheeeeeeeeee." (Adams to N. Newhall, 28 
June 1959, Beaumont and Nancy Newhall Collection, 
CCP) 

10This is the American Earth, organized and designed by 
Nancy Newhall and Ansel Adams, became an USIA trav
eling exhibition. 
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ROUTE I BOX I 8 I • CARMEL, CALIFORNIA • (408) 624-2 5 5 8 

Uear Paul Strand, 

La Jolla California 
April 27th, 1964---

I •as very happy to bear from you and I rec;ret tbe fact that 

I am in error on this lens buain.?ss. Thia information I 11:ot from Sti&ll:li tz 

in the late 1930al I shall •rite a nete to the ASMP to "explain". Stieitlitz 

anlll I Y.!re discussin11: lenses one afternoon nd the mu.et.er of "flare" cwue 

up. 'rbere are several i.inds of flare1 "spot.-flare" (usuall due to some 

defect 011 the surface of t11e lens w,11cu catcues direct sun ..nd shows up 

a.a o. defnite I lare spot 011 th-, ne11:o.tivu ''I.ens-side flo.re" {my ow-n term) 

which ia apparently due to r •flections tn>m the ed11:ea (sides) of the lenses 

and wnic. accumulates as a diffuae o.rea of hi11:her density in the ceuter 

area. of the negatives General flare w,.ich is an all-over depusi tion of 

H11:ht representing the o.ccumulated reflections f.t'om (uncoated) lena aurfacea. 

Thia is NOT observed a.a a flare spot or area1 it results in an increo.ae of 

density tn the low densities of the nego.tive (the she.do� u.reu.a).In effect, it 

is the so.rae a.a a li -·ht pre-exposure. It ha.a certa n real advanta11:e• in that 

it r ally serves to extend the exposure ran11:e of the film (by reducin11: the 

lena-ima&e contraat ran11:e. In fact, I am no• of the belief t.hat a little flare 

ia . ...c:LPF\JL in B&W p.,oto&raphy • In COLOR photography this no.re can disturb 

jJhe color be.lo.nee of the imu.&e by &i ving o.n u.11-over "ho.ze" of th� dominant 

color in the field of vie•-

.A. ceated lens •ill produce flare is suuli;:ht fall• directly upon the 

surface oi' the lens, or if the lens i/t dirty or t• condei�ion of moisture occurs 
. 

on any o.ir-g;l«ss silrf'o.ce. 

� - � b � Interior co.more. flo.re ;s practically unavoidable! The Medalist camera has 
CJ+J � Sl = 41 

;: .<: � .S .'.'.; ., ·;:_an internlll structure which serves as an interior lens IIMlt sbo.del Thi,- di erts 
"',r1 c.... a e c. ·l""I 
;: - ':;'. .� � � :;:u,,ht •hich wool,! otherwi e strike t.be intC'rior (or the bellows efa conventional 

� .., � - . 
: :; �-;.!;-;:�camera.) and scatter thro.i, .,out the camera int rior, producinr a complex ref'l<>cted 
:d c'.. I>(.) 

-;:, 0 = .r: g"' "'h l!ht Yhich would at feet LIP uego.1,ivc • .AND, t.he nQ11:u.-uvc itself r:cflects a. very 
I .., _ c.;. �!� ;:-; ::gaefinite amount of li ht -wu1c1 scJ.tt. rs t.hrou ,.out t.h.l camera int�nor and returns 
:S ..J ,..-."C .... 

..,, � • ;1; .., dto the film wi 1.h sulfi cient 1ntem i ty to produce o. sli ht foll:• Only nth the most 

;l _g _g � '; � -�carefully baff','led int,rior will o.ny co.meru. have incons,..nuentiu.l flo.re. l:lence,what 
� � 4 t; � � (11 ",. c. ::, ,:: "; :I refer to is thu.t kind of 1lo.re w,nch is onlv a consistant eflectpvcr the entire 
I ..,,> 1l u :, c. 

� � c � -- .:; '"'1ng;ative ,u11! r,..s,,lts 1n l<>ss contra.st t.ho.n would obtll1n with tuU, coo.ted l<>nses 
- � co -c 

� � c: � � ;itLnd minimul'\ 1nt<-rn.t) camPra. rPfl,•c-t.ions. 
� s.. g ·; � ·;; � 

;,., " 

Letter from Ansel Adams to Paul Strand, 
April 27, 1964. 
Paul Strand Collection 

Love to vou ..nd yo__,1.rs __ _ 

-��
--

C---



SECTION VII: Letters 37-41 

19 April 1964-8 July 1966 

CHRONOLOGY 

1962 John Szarkowski becomes head of photography 
department at the Museum of Modern Art. Strand's 
book Tfr a'Mhurai11 is published; he travels in Morocco. 
Adams moves to the Carmel Highlands of Northern 
California, publishes Death Valley and the Creek Called 
Furnace and These We Inherit: The Park/ands of America. 

1963 Strand photographs in Ghana, named to ASMP 
Honor Roll. Adams receives John Muir Award for 
service to conservation, Tlte Eloquent Light exhibit 
shown at de Young Museum and book by Nancy 
Newhall published. 

1964 Adams's book Introduction to Hawaii published. 

1965 Strand voices his opposition to the Vietnam 
War by refusing to attend luncheon at the White House. 
Adams's exhibition The Redwood Empire shown at the 
San Francisco Museum of Art. 

1966 International Center of Photography established 
in New York City. Strand photographs in Mexico. 
Adams elected a fellow of the American Academy of 
Arts and Sciences. 

LETTER 37 
Orgeval S/O 

Dear Ansel, 

19 April 1964 

Reading your essay on Edward Weston in "In
finity," February issue, recently, I was somewhat 
amazed to find myself introduced thus: "Paul Strand 

91 

could not understand why Stieglitz' four air celled 
Dagor gave a "crisper" image than his own eight air
glass-surface Cooke." 1 

A doubtful distinction, I must say, Ansel, but one 
that, l fear, belongs to someone else in any event. You 
have made a mistake. "Twenty or thirty years ago" I 
did not own a Cooke lens; and more important, I have 
never had serious problems of lens flare and negative 
"crispness," though of course I have had other prob
lems. 

It is amusing to note, since you mention Stieglitz, 
that it was he who had a lens, which as a fprmula, was 
notorious for its flare (a 14" Ce/or) and which, I be
lieve, Goerz discontinued making long since. But 
Stieglitz made almost all of his finest portraits, and the 
nudes with his particular Celor and an 8x10 View 
Camera. Over the years, I saw, of course, many Stieg
litz prints, but not his negatives. I have no idea whether 
they were "crisp" or not. 

You will remember in 1930 when we met in Taos. 
You saw some negatives of mine which you have 
often spoken of as a revelation of negative quality to 
you at that time. They were made, I am quite sure, 
with an Aldis 9½" lens which I picked up at Willough
by's years ago for $15. 2 Willoughby's is no more, but 
I still have this excellent lens. Recently I had occasion 
to get these 4x5 negatives out of storage and made 
some enlargements from them. They are indeed fine 
negatives, not a sign of a flare. 

When I replaced this Graphlex with a Sx7 Graphlex 
in 1931, I bought a 12" Dagor which has been in use 
ever since. Not until I went to Ghana this past winter, 
did I run into a few instances of lens flare (with the 
Dagor coated) or at least a flare that resembles lens 



flare. Such is life! Of course there is a solid reason 
that must be tracked down. Meantime, I think a cor
rection on your part in "Infinity" would be in order, 
don't you? 

Best greetings to you and Virginia, 

LETTER38 

Route 1, Box 181, Carmel, California 
[La Jolla typed at top of page] 

Dear Paul Strand, 

Paul 

27 April 1964 

I was very happy to hear from you and I regret the 
fact that I am in error on this lens business. This infor
mation I got from Stieglitz in the late 1930s! I shall 
write a note to the ASMP to "explain. "3 Stieglitz and I 
were discussing lenses one afternoon and the matter of 
"flare" came up. There are several kinds of flare; "spot
.flare" (usually due to some defect on the surface of the 
lens which catches direct sun and shows up as a definite 
flare spot on the negative[)]; "Lens-side flare" (my own 
term) which is apparently due to reflections from the 
edges (sides) of the lenses and which accumulates as a 
diffuse area of higher density in the center area of the 
negative; General flare which is an all-over deposition 
of light representing the accumulated reflections from 
(uncoated)lens surfaces. This is NOT observed as a 
flare spot or area; it results in an increase of density in 
the low densities of the negative (the shadow areas). 
In effect, it is the same as a light pre-exposure. It has 
certain real advantages in that it really serves to extend 
the exposure range of the film (by reducing the lens
image contrast range). In fact, I am now of the belief 
that a little flare is HELPFUL in B&W photography. In 
COLOR photography this flare can disturb the color 
balance of the image by giving an all-over "haze" of 
the dominant color in the field of view. 

A coated lens will produce flare if sunlight falls di
rectly upon the surface of the lens, or if the lens is dirty 
or if condensation or moisture occurs on any air-glass 
surface. 

Interior camera flare is practically unavoidable! The 
Medalist camera has an internal structure which serves 
as an interior lens shade! This diverts light which 
would otherwise strike the interior (or the bellows of 
a conventional camera) and scatter throughout the 
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camera interior, producing a complex reflected light 
which would affect the negative. AND, the negative 
itself reflects a very definite amount of light - which 
scatters throughout the camera interior and returns to 
the film with sufficient intensity to produce a slight 
fog. Only with the most carefully baffled interior will 
any camera have inconsequential flare. Hence, what I 
refer to is that kind of flare which is ony a consistant 
effect over the entire negative and results in less con
trast than would obtain with fully coated lenses and 
minimum internal camera reflections. 

Love to you and yours, 

Ansel 

[Notes typed on side margins of letter] Each un-coated air
glass surface reflects about 4% of the light; you can see 
how the flare effect will accumulate with multi-element 
lenses (uncoated). Also transmission is affected; an 
8-element uncoated lens is about 55% efficient. 

Nancy Newhall and I have been given a very im
portant assignment by the University of California, 4 

and we are on the first "tour" of the nine campuses and 
80-odd "stations!" Will be back in Carmel Wednesday. 

LETTER39 
Orgeval S/O 

Dear Ansel, 

9May1964 

Thanks for your good letter in response to mine. 
Stieglitz then, made a mistake, and don't we all! 

It was very thoughtful of you to give me so much 
precise information by which I might trace the trou
bles of a flare-nature which arose in Ghana. Since they 
occured with two long used cameras and two lenses, 
both coated, I myself was speculating in terms of in
ternal camera reflections and or dust. Your added 
suggestion of moisture condensation is also quite pos
sible in a country as humid as parts of Ghana. Also the 
film and cameras were kept in an air-conditioned 
room when we were in Accra. 

Happily the negatives affected were few and no 
great loss. On the whole, what with special poly
ethelene packing for me by Ilford of all the cut film, 
and our repacking the exposed with silica gel in 
polyethylene sacs - all went reasonably well. This in 
spite of travellings of some 8000 miles over a period of 



three months, during which we covered a good part 
of the country. 5 Nevertheless I must track down the 
occasional overall (sometimes only partial at the base 
of the negative) flare and thanks for your always very 
knowledgeable suggestions. 

Glad to hear you and Nancy have an important 
new project. All best wishes on that and affectionate 
greetings if she is still there. Also to you and Virginia. 

Paul 

[ Letters 40 and 41 are brief and limited to a discussion of 
arrangements for a tour group to visit Strand in Orgeval.] 
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NOTES TO LETTERS37-41 

1 "Edward Weston" by Ansel Adams appeared in the Feb
ruary 1964 issue of the American Society of Magazine Pho
tographers' journal /11.finity, pp. 16-17, 25-27. 

2Willoughby's was a New York City photographic supply 
house at 110 West 32nd Street. 

3 Adams wrote Charles Reynolds, editor of l1,fi11ity, on 
April 29, 1964, to convey Strand's correction of the story. 
He said, "Stieglitz is dead and Strand very much alive, and 
I must now bow to facts as stated by the only one who is in 
a position to confirm them." 

4Adams and Newhall had been commissioned by the Uni
versity of California to do a book on the vast university 
system. It was eventually published in 1967. 

5Strand's photographs of Africa were published as Ghana: 
An African Portrait by Aperture Books in 1976. It included 
text by Basil Davidson. 



SECTION VIII: Letters 42-58 

1 February 1968-3 October 1976 

CHRONOLOGY 

1967 Friends of Photography founded in Carmel. 
New Documents exhibition at Museum of Modern Art. 
Strand photographs in Ru mania; new edition of Mex
ican portfolio published. Fiat Lux: The University of 
California by Adams and Nancy Newhall is published. 

1968 Adams receives the Conservation Service A ward 
from the United States Department of the Interior. 
Strand begins selecting work for major monograph 
and exhibition; photographs garden at Orgeval. 

1969 Minor White's book Mirrors, Messages, Man
ifestations is published. Strand's book Li11i11g Egypt is 
published. Adams's photograph of Yosemite Valley, 
Winter is used on the Hills Brothers Coffee Can. 

1970 First Rencontres Internationales de la Photo
graphie held in Arles. Strand is a guest of the Swedish 
Film Archives showing of his films. Adams's Porifolio 
Vis published; receives the Chubb Fellowship from 
Yale University. 

1971 The Witkin Gallery, New York City, and the 
Photographers' Gallery, London, are established. Strand 
retrospective at the Philadelphia Museum of Art. 
Adams resigns as director of the Sierra Club. 

1974 Adams makes his first trip to Europe; his Port
folio VI, Singular Images, and Images 1923-1974 are pub
lished; Little Known Images is exhibited at University 
Art Museum, University of Arizona. 

1975 Center for Creative Photography is established. 
Adams ceases taking individual orders for his photo
graphs. 
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1976 Strand dies on March 31; his portfolios On My 
Doorstep and The Garden are released; his book Ghana: 
An African Portrait is published. Adams's Photography 
of the Southwest and Portfolio VII arc published; meets 
President Ford in the White House. 

LETTER 42 1 February 1968 
Route 1, Box 181, Carmel, California 93921 

Dear Paul, 

I have been very remiss in not writing you long 
before this. 

We have been busy- in all directions at once. The 
University book is finished and I have been trying to 
catch up with a lot of postponed work. 1 In addition, 
have had flu (common here!! ) and a touch of distract
ing arthritis. Virginia and I are, in the main, OK and 
we hope the same for you and yours. 

The FRIENDS OF PHOTOGRAPHY are (is) doing 
as well as can be expected for a young organization.2 

We are sending out our brochure soon, and that should 
stir up interest and funds! 

We should have informed you long before this 
about your exhibit. It was a beautiful little show - far 
better hung and lighted than the one in San Fran
cisco. 3 We had the prints from S.F. and, in addition, l 
loaned the Mexican Portfolio (the first edition) and 
my print of Mr. Bwnett.4 

While we do not have large numbers of visitors, 
we have a sensitive and dedicated group. We have no 
critics here at all, so there was nothing but the usual 



, . .  { 

To be presented to the 

U. A. R. Authorities whenever 

required· 

Paul Strand's Egyptian identity card, 

ca. 1970. 

Paul Strand Collection 

press notices, repeating our releases. The little an
nouncement which goes to a limited mailing list (so 
far) was adequate. I can assure you that all concerned 
- members and visitors - are most appreciative of 
the opportunity to see your great work. Everytime I 
see a Strand I feel infinitely better about photography! 
Wish we could have had new work, too! 

All best, as ever, 

Ansel [signature] 
Ansel Adams [ typed) 

P.S. Am enclosing a few of the remaining announce
ments; the local printshop did not do a very good job, 
but - as it is not an ambitious announcement (more a 
reminder) we could not expect too much!! 

AA [ signature initials] 
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Enclose a slightly out-dated announcement of a grand
chile; Mike and Jeanne have another one since then!! 

LETTER43 13 February 1968 
Orgeval 78, Yvelines, France 

Dear Ansel, 

Thanks for your letter and the enclosed announce
ments, which look very well, nicely designed; the 
local print shop did not do badly with the reproduc
tion. I appreciate your augmenting and of course 
strengthening the show by lending the Mexican gra
vures and the portrait of Mr. Bennett. I am glad Carmel 
saw and liked what they saw. Thanks too for your own 



warm comments. May I suggest as one of the advisory 
members of Friends of Photography, that the Gallery 
make it a natural task to send to anyone who has an 
exhibition there, the announcement and press releases 
etc. appearing in connection with it? I think the artist 
deserves this; he wants and needs to know what hap
pens to his work when it goes out into the world, how 
it is presented, how people (for whom it is made) re
spond. Museums should do the same, I think. 

It is good to hear that you and Virginia are now 
both quite well. We hope the arthritic thing is not seri
ous and will pass. We were glad to hear about the 
grandchildren. Sarah Jeanne had a lovely announce
ment, a fine photograph. Good news to hear that the 
University book is finished. All success to it and we 
hope to see it in due course. 

As for ourselves, we keep reasonably well and very 
busy. "Living Egypt" is planned for publication this 
year, and I am printing the material made last summer 
in Rumania, voyaging there some 8000 klms. 5 

Warm greetings to Virginia and co you from us, 
and all good wishes, 

Paul 

[ There is a gap of four years in the letters.] 

LETTER 44 12 February 1972 
Friends of Photography/ Sunset Center/ Post Office 
Box 239/ Carmel, California 93921. 

Dear Paul, 

I received your letter of the 9th today. 6 I am send
ing it on to Mr. [Rosario] Mazzeo, together with this 
reply to you, for his signature. 

I am naturally sorry 1972 cannot be the year for 
you out here but I thoroughly understand your situa
tion. And I know all of us would agree, sad as we are 
over your necessary decision. 

Your thoughts about next year are extremely in
teresting and promising! We shall submit them to the 
Board of Trustees and we can do some "far-ahead" 
planning. 

It would be an ideal situation to have you here on 
the West Coast at the time of your exhibit in Los 
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Angeles! Warmest greetings to you and yours! Let us 
keep in touch. 

With affectionate greetings, always, 

Ansel Adams, President 
Rosario Mazzeo, Secretary 

p.s. Mr. Mazzeo wants you to know that I typed this 
letter. He is a typographical perfectionist!! 
p. p.s.s. Dave McAlpin is back in Princeton; busting 
with ideas. He speaks so warmly of your great exhibit 
and book!!!7 

[The six letters from Strand and Adams in 1972-74 are con
cerned chiefly wit/, health matters and have been omitted 
here. It was a difficult time for Strand who had cataract 
surgery on both eyes.] 

LETTERSl 12 December 1975 
Route 1, Box 181, Carmel, California 93921 

Dear Paul, 

I was distressed to hear you have not been well and 
Virginia and I send you every good wish for a rapid 
and full recovery. I have felt remorse in not keeping in 
touch with you for such a long time but I have been 
thinking about you a lot - and always with admira
tion and gratitude for the magnificent work you have 
accomplished these many years. 

I am sure you know that the first inspiration I had 
in terms of straight photography came from you dur
ing our visit to Taos. You showed me many negatives 
and they were, indeed, a revelation. 

I am 72 now and still reasonably full of beans! My 
work is mostly in printing - many orders, Portfolio 
VII, etc. and the production of a book on the South
west - personal images since 1928. 8 Someday I will 
sally forth with a camera again - perhaps with some 
new concepts and excitements. My life in photography 
has been on a rather straight line; I definitely am not 
one to embrace the contemporary mode just because 
it seems to be the thing to do! Most photography of 
the day is weak, disturbed and of very poor craft. It is 
distressing to observe so many young people literally 
sneering at craft. 



You are one who has shown an amazing and em
bracing awareness of the world and your life work is 
an affirmation of quality in every respect. Perhaps the 
fact is that so few people of our time have roots in re
ality and dignity they turn to the random and the cha
otic; they seem to be courting with a reality they do 
not comprehend. 

More soon. Warmest greetings and regards to you 
and yours as ever, 

Ansel 

LETTER52 29 December 1975 
Orgeval, 78630 France 

Dear Ansel, 

Paul sends thanks for your letter. He thinks of you 
often as an old friend and a fellow photographer he 
can and does respect. We are so glad to hear of your 
continual and substantial printing - and are especially 
happy to know of your good health. They have given 
Paul a new treatment with cortisone and it seems to be 
giving him a little pick up and better appetite. 9 He has 
lost so much weight and is not very strong. Also the 
pain in his arm is practically continuous - no writing 
and no photographic work except directing. The two 
young people working here were great and it was a 
new and fine experience for us both. 10 The results are 
quite amazing. Benson can really put himself into the 
skin and personality of another person. The really sad 
thing is the continued disappearance of so many old 
and fine papers and it is a real job to find substitutes. 

Paul sends affectionate greetings to you and to 
Virginia. With all our best wishes for the coming year. 

Paul and Hazel Strand 

LETTER 53 5 February 1976 
Ansel Adams/ Route 1, Box 181/ Carmel, California 
93921 

My dear Paul, 

I am in the throes of putting together a book on the 
Southwest which represents pictures I have made 
there from 1928 to 1975. It is a personal expression 
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and reflects many of the experiences that have been of 
great emotional importance to me. I am confident you 
recognize that it is not a travelogue. Lawrence Clark 
Powell has done a quite beautiful text entitled "An 
Essay on the Land," and it is a separate entity from the 
pictures. I have written a short statement in which I 
recount my meeting with you at Taos and your show
ing me your negatives which had such a profound ef
fect on my future work. 

I very much want to dedicate this book "To Paul 
Strand." The dedication will require no further words 
because of what I have said about you in my short 
statement in the book. In asking your permission to 
do this, I do so with humility and appreciation for the 
tremendous role you have played in creative photog
raphy. I hope you will agree to this dedication so that I 
can properly incorporate it in the book. Let me know 
at your earliest convenience, as the book is now being 
organized in detail. 

I am very much interested in the portfolios and 
look forward to seeing them in the very near future. 

Affectionate greetings to you and Hazel in which 
Virginia warmly joins me, 

Ansel Adams [signature] 

LETTER54 16 February 1976 
[ return address not visible] 

Dear Ansel and Virginia, 

I am sending a copy of your letter to Michael Hoff
man as he now takes care of all my photographic affairs 
but I see no reason why he should not be as pleased as I 
am to accept your dedication. [ always remember the 
days you spent with Beck and me in Taos and your 
looking at negatives. I appreciate that you always 
mention seeing those negatives and what it meant to 
you in your work and in the choice you so _courageously 
made. I look forward to seeing a copy of the book you 
are about to publish and which will be an important 
one. 

Affectionately, 

[ signed] Hazel for Paul 

[handwritten note by Hazel Strand] He went to sleep and 
since the last few days have been bad ones, I don't 
want to wake him! H. 



LETTERSS 27 February 1976 
[ return address not visible] 

Dear Hazel and Paul, 

I was deeply touched by Hazel's letter of the 16th in 
which permission to dedicate the forthcoming book 
on the Southwest "To Paul Strand" is approved. Bill 
Turnage spoke to Michael Hoffman and he thought it 
was a fine idea. The book has to be in the hands of the 
printer by May 1st and will be released in the fall. I 
will see that you receive an advance autographed 
copy. 

As I go through the photographs selected for this 
book, I am constantly aware of how important it was 
for me to see your negatives in Taos. This experience 
was the basis of a very important decision in my life. I 
hope Paul's health will improve and that when I am in 
Europe in July I will have a chance to at least telephone 
or, if Paul feels up to it, have a short visit. Please know 
that you are very much in my thoughts and that I send 
you expressions of deepest gratitude and appreciation. 

As ever, 

[Ansel] 

[Paul Strand died on March 31, 1976.] 

LETTER 56 [undated] 

[Thermofax copy of letter; no return address visible] 

Dear Ansel and Virginia, 

I am just beginning to function again and trying 
to answer the letters and telegrams. I brought Paul's 
ashes to be beside his father whom he loved so dearly 
and who always stood behind him in his work. 

However not many people are allowed to work 
until their end, and Richard and Ann were working in 
his darkroom all those last days. He had supervised 
the master prints for Folios III & IV and seen the runs 
on the first five negatives and rearranged the order. 
Then he said, "Richard [Benson] is an extraordinary 
young man - I tell him what I want and he under
stands immediately." He has always said that "some
time, somewhere, there will be someone who can 

98 

continue one's work" and thanks to Mike [Michael 
Hoffman], he had that someone, and I think he then 
decided he had suffered enough and he left us very 
peacefully. 

He was so pleased when Mike told him you had 
taken the portfolios and happy about Arizona - 11 

Thank you, 

Hazel 

LETTER57 6May 1976 
Ansel Adams/ Route 1, Box 181/ Carmel, California 
93921 

My dear Hazel, 

I am deeply touched by your letter and all that it 
implies. It is my great regret that I did not see you 
both for such a long time. I think our last meeting was 
in New York and the family cat was named Mont
morency. That may reveal the date. While our meet
ings and correspondence were seldom, I always had a 
very close feeling for Paul, and I think he knew I was 
around, too. We both had somewhat similar concepts 
of photography and ideals of quality, although our 
work took divergent directions. 

I am happy indeed about the archives being installed 
at the University of Arizona where they will comprise 
the keystone quality of the entire collection. I am also 
delighted to have had some slight participation in the 
production of the portfolios. 12 

I think the little memorial announcement from the 
Center for Creative Photography was in very fine 
taste and totally appropriate. 

I do hope you can come this way soon and, need
less to say, we would welcome you with open arms. 
We have "a room with a view" and would be happy to 
have you spend some time with us. 

Affectionately, 

Ansel 



LETTER 58 3 October 1976 
Route 1, Box 181, Carmel, California 93921 

Dear Hazel, 

We were moved beyond words to receive the an
nouncement of the Memorial Service for Paul in New 
York on October 16. 

Indeed, we are far away in physical actuality but 
very much with you and Paul in spirit. [n fact, I think 
of Paul very often. [ have a growing awareness that my 
life-work in photography was illuminated by meeting 
him and seeing his negatives in Taos (1929-1930). I 
am spiritually and personally obligated to give him 
full credit for my "transformation." 

His continued friendship was of greatest impor
tance to me. It was intangible; we did not see much of 
each other and we corresponded only occasionally. 
But Paul was always there. 

My schedule will not allow me to attend the ser
vices. My new book PHOTOGRAPHS OF THE SOUTH

WEST, which I dedicated to Paul, is published on the 
8th of October and I must visit various areas in the 
west, and (after the 28th) in the east. Will you be in 
New York around the 1st of November? I have a copy 
of the book for you, which you shall receive soon. 

Affectionately, as always, 

Ansel 

NOTES TO LETTERS 42-55 

1 Adams is referring to Fiat Lux: The U11iversity of California, 
containing his photographs and text by Nancy Newhall, 
which was published the year before (1967). 

2The Friends of Photography was founded in Carmel in 
early 1967 with Ansel Adams as its first president. Other 
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trustees the first year included Rosario Mazzeo, Brett 
Weston, Arthur Connell, Edgar Bissancz, Wynn Bullock, 
William Current, Liliane DeCock, Nancy Newhall, Ger
aldine Sharpe, and William G. Webb. The Friends con
tinues today as a not-for-profit membership organization 
to support photography through workshops, exhibitions, 
and publications. It opened new facilities in San Francisco 
in September 1989. 

3Strand's exhibition at The Friends of Photography (Novem
ber 24-December 3, 1967) contained forty photographs 
from the collections of George Eastman House and Ansel 
Adams. A month before, the San Francisco Museum of Art 
opened Photographs by Pa11! Strand, 1927-1954, which con
sisted of twenty photographs and twenty photogravures. 

4Adams's copy of Strand's Mexican portfolio is now in the 
collection of the Center for Creative Photography. 

5Srrand's work in Egypt was published in 1969 as Lirli11g 
Egypt in British, American, and German editions. His 
Rumania project was never published as a book. 

6Strand's letter to Adams dated early 1972 was evidently 
never returned by Mazzeo. 

7Strand's huge retrospective exhibition was up at the 
Philadelphia Museum of Art. A two-volume monograph 
was published at the same time. 

8Photographs of the S011th111est was published by the New 
York Graphic Society in 1976. 

9Strand's illness had been diagnosed as inoperable bone 
cancer. 

1°Conscious of his age and deteriorating health, Strand had 
agreed to supervise Richard Benson's printing of selected 
negatives for publication as four portfolios. Two of them, 
On My Doorstep and The Carden, were signed by Strand 
before his death. 

11 Shortly before Strand's death, arrangements were finalized 
between Michael Hoffman and the Center for Creative 
Photography for the acquisition of Strand's papers. His 
negatives, library, and photographs went to the Paul 
Strqnd Archive in Millerton, New York. The prints made 
for his 1971 retrospective went to the Alfred Stieglitz Pho
tography Research Center, Philadelphia Museum of Art. 

12 Ansel Adams purchased thirteen copies of Porifolio I: 011 
My Doorstep and three copies of Porifolio II: The Carden. 
My thanks to Pam Feld for this information. 



Ansel Adams's passbook to the 

Panama Pacific International Exposition 
Ansel Adams Archive 



Appendix I 

List of Names in the Letters 

Alfred H. Barr, Jr. (1902-1981): At age twenty-eight 
became director of the Museum of Modern Art (1929). 
Was once referred to as "the pituitary gland of the in
stitution without which or whom the body cannot 
prosper." 

Albert Bender ( ? - 1941): Businessman, San Fran
cisco arts patron and collector. Friend of Ansel Adams 
and Edward Weston. 

Lee Benedict: Ansel Adams's secretary in the mid-
1940s. 

Richard Benson: American photographer, master 
photographic printer, teacher. Has received two Gug
genheim fellowships and a MacArthur Foundation 
grant. Adjunct Associate Professor of Photography at 
Yale University. 

Anton Bruehl (1900-1981): Photographer born in 
Australia, trained at the Clarence White School, noted 
for pioneering work in color. Work appeared in Vogue 
and Vanity Fair. 

Jean Charlot (1898-1979): French painter and teacher, 
became life-long friend of Edward Weston after meet
ing him in Mexico in 1923. 

Phyliss Dearborn: Photographer and curator. Born 
in Seattle. Friend of Imogen Cunningham. Attended 
Clarence White School and Ansel Adams Yosemite 
Workshop. 

Michael Hoffman: American publisher and editor, 
introduced to Strand by Nancy Newhall in 1965. 
Helped select works for Strand's Philadelphia retro
spective. Currently director of Aperture Foundation. 
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Edward Alden Jewell: American arts critic, writer for 
the New York Times. 

Robert Katz: San Francisco-based producer, director 
of public television series. 

Mabel Dodge Luhan (1879-1962): American writer 
and patron of the arts. Moved from New York City 
to Taos in the 1920s where she established a salon for. 
artists at her ranch, Los Gallos. 

David Hunter McAlpin III (1897-1989): American 
philanthropist, investment banker, and collector. 
Helped found the photography department of the 
Museum of Modern Art and served as trustee for 
many years. Endowed the first chair of photography 
in an American institution at Princeton University. 
Friend of O'Keeffe, Weston, and Adams. 

Henry McBride: American arts critic. Wrote for Dial 
magazine in the 1920s. 

Elizabeth McCausland (1899-1965): American arts 
reviewer, critic, social activist, printer of limted edi
tion books, organizer of exhibitions. Joined staff of 
Springfield (Massachusetts) Republican in 1923. Taught 
at Sarah Lawrence College and New School for Social 
Research. Received Guggenheim Fellowship 1944. 

John Marin (1870-1953): American painter whose 
work was exhibited by Alfred Stieglitz. 

Rosario Mazzeo: American photographer, flutist 
with the Boston Symphony, arts patron, founding 
member of the Friends of Photography and friend of 
Edward Weston and Ansel Adams. 



Beaumont Newhall (1908- ): American writer, 
photohistorian, curator, educator. Served as librarian 
and later curator of photography at the Museum of 
Modern Art. Appointed Director of George Eastman 
House in 1948. Received Guggenheim fellowship and 
MacArthur Foundation Grant. Married Nancy Parker 
Newhall 1936. 

Nancy Parker Newhall (1908-1975): American wri
ter and photohistorian. Served as acting curator of 
photography at the Museum of Modern Art during 
World War II. 

Georgia O'Keeffe (1887-1986): American painter. 
Lived in New Mexico from 1931 to her death. 

Lawrence Clark Powell (1906- ): American librarian, 
bibliophile, writer of the southwest. 

David 0. Selznick (1902-1965): American producer 
associated with Metro-Goldwyn Mayer and later with 
Selznick International Pictures. 

James Thrall Soby (1906-1979): American collector, 
critic, independent curator, and trustee and benefac
tor of the Museum of Modern Art. Became assistant 
director of the Museum and co- chairman of the pho
tography commitee. 

Edward Steichen (1879-1973): American photog
rapher, painter, horticulturalist, curator. Co-founder 
of Photo-Secession in 1902. Later curator of photog
raphy at the Museum of Modern Art. 

Alfred Stieglitz (1864-1946): American photographer, 
curator, writer, and collector. Founder of Camera Work 
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magazine, and the galleries 291, Intimate Gallery, and 
An American Place. Married Georgia O'Keeffe in 1924. 

Hazel l{jngsbury Strand: American photographer 
and third wife of Paul Strand. In the 1940s she was an 
assistant to New York fashion photographer Louise 
Dahl-Wolfe. 

Rebecca Salsbury Strand (? - 1968): American painter 
and first wife of Paul Strand. Remarried and continued 
to live in New Mexico after 1933. 

Virginia Stevens Strand : American actress and sec
ond wife of Paul Strand. She and Strand met at the 
Group Theatre. 

Cornelia Thompson: Close friend of Strand in Taos. 
He photographed her and her daughter Nancy many 
times in 1933. 

William A. Turnage: Ansel Adams's business man
ager 1971-1977. First executive director of the Friends 
of Photography. Later executive director of The Wil
derness Society. 

George Waters,Jr.: Printer and engraver. At Eastman 
Kodak in the 1940s, he invited several photographers 
to produce color photographs to be used in advertis
ing. Later opened printing business in San Francisco. 
Printed Adams's I111ages 1 

1923-1974 and Taos Pueblo 
(1976). 

Monroe Wheeler (1900 - ?): Active at Museum of 
Modern Art from 1939-late 1960s. Member of Junior 
Advisory Committee. Appointed director of publi
cation.s in 1939, director of exhibitions 1940-1967. 
Trustee from 1945-1965. 



Appendix II 

The Letters of 
Paul Strand and Ansel Adams 

Collections: 
Adams = Ansel Adams Archive, Center for Creative Pho.tography 
Strand = Paul Strand Collection, Center for Creative Photography 
AAPRT = Ansel Adams Publishing Rights Trust, Carmel, California 

Letter Date Author Number Collection 
Number Pages 

1 12 Sept 1933 Adams 2 Adams 
2 14 Oct 1933 Strand 5 Adams 
3 31 Oct 1933 Adams 1* Adams 
4 3July 1940 Adams 1 Strand 
5 17 Mar 1941 Strand 2 Adams 
6 30Mar 1941 Adams 1 Adams 
7 5Jan 1944 Strand 3 Adams 
8 8Jan 1944 Adams 2 Adams 
9 21Jan 1944 Strand 2 Adams 

10 28 Mar 1944 Strand 6 Adams 
11 3 May 1945 Strand 2 Adams 
12 17 May 1945 Adams 2 Adams 
13 14Dec 1945 Strand 4 Adams 
14 20 Dec 1945 Adams 1 Adams 
15 20June 1946 Strand 4 Adams 
16 29 Aug 1947 Strand 3 Adams 
17 8Mar 1949 Adams 1# Strand 
18 21 Mar 1949 Strand 5 Adams 
19 29Mar 1949 Adams 1 Adams/Strand 
20 17 May 1953 Adams 1 Adams/Strand 
21 13June 1953 Strand 3 Adams 
22 19Jan 1954 Strand 2 Adams 
23 25Jan 1954 Adams 1 Adams/Strand 
24 15 Oct 1956 Adams 1 Adams/Strand 
25 12Jan 1957 Adams 2 Adams/Strand 

# postcard 
* final pages missing 
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Letter Date Author Number Collection 
Number Pages 

26 25 Feb 1957 Strand 1 Adams 
27 3Mar 1957 Adams 1 Adams/Strand 
28 19 Mar 1957 Strand 1 Adams 
29 22Aug 1957 Strand 1 Adams 
30 20Nov1957 Strand 1 Adams 
31 1 Mar 1958 Strand 2 Adams 
32 15 May 1959 Adams 1 Strand 
33 25 June 1959 Strand 3 Adams/Strand 
34 15July 1959 Adams 1 Adams/Strand 
35 29July1959 Strand 3 Adams 
36 14Feb1962 Adams 1 Strand 
37 19Apr1964 Strand 2 Adams/Strand 
38 27 Apr 1964 Adams 1 Adams/Strand 
39 9 May 1964 Strand 2 Adams/Strand 
40 1July 1966 Adams 1 Strand 
41 8July 1966 Strand 1 Adams 
42 1 Feb 1968 Adams 2 Strand 
43 13 Feb 1968 Strand 2 Adams/Strand 
44 12 Feb 1972 Adams 1 Adams 
45 28Mar 1973 Adams 1 Strand 
46 2 May 1973 Strand 1 Adams/Strand 
47 10 May 1973 Adams 1 Strand 
48 29 June 1973 Adams 1 Strand 
49 2Jan 1974 Adams 1** Strand 
50 14Mar 1975 Adams 1 Strand 
51 12Dec 1975 Adams 1 Adams 
52 29Dec 1975 H. Strand 2 Adams 
53 5 Feb 1976 Adams 1 Adams 
54 16Feb1976 Strand 1 AAPRT 
55 27 Feb 1976 Adams 1 AAPRT 
56 [n.d.) H. Strand 2 Adams 
57 6 May 1976 Adams 1 Adams 
58 3 Oct 1976 Adams 1 AAPRT 

** Christmas card 
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