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RD: RICHARD DOUD
HW: HELEN WOOL
CA: CHARLOTTE AIKEN
RD: Mrs. Aiken, what was your first experience with the Resettlement Administration and Roy Stryker? Had you
heard anything about what was going on -- this picture-taking thing -- before you came there or how did you
react to the idea? What was your background for this type of work?
CA: Well, I was working in the Payroll Section of the old Resettlement Administration and I wanted to get into a
more interesting job, and especially one that had more money attached, to be honest. So I had a friend, Adele
Ford, from South Carolina (my home state), and we had known each other for years and she worked for George
Mitchell, who was assistant to the director. She said he was head of the Historical Section of Information Division
of the Resettlement Administration and was a fascinating person and doing a very good job and an interesting
job. She thought I might like to meet him, and Mr. Mitchell had felt that I would like that spot to work with him in
the office. She took me over and introduced me to Mr. Stryker. His secretary, Mrs. Hanahan [phon. sp.] was
leaving, and I think at first they had in mind that I would fill her job, but I was not equipped for that because I
was not a stenographer. So I was just doing some of everything, just general office flunky I suppose at first.
(Laughter) Which was really it, I mean ...
RD: What was your first impression?
CA: That it was a very busy place and not too well organized. Everybody kind of going around like in a fog in a
way at first. There were pictures all over on top of the files.
RD: When was this?
CA: This was back in 1936. We had very small quarters. There wasn't much room there and a very small lab. I
don't remember what the lab looked like and it was in the old Barr [phon. sp] Building at 910 17th Street. I was
only with Mr. Stryker for about a year. I started right off, though, by doing the travel vouchers for our
photographers. He had Carl Mydans and Arthur Rothstein there then, and I believe Walker Evans and Dorothea
Lange. Then one day we were all gathered together and they told us we had nothing to worry about, that things
were going to be all right, and the next day I came in and I had a notice that because of lack of funds my
services were no longer needed. You know, I was terminated without prejudice on such and such a day because
of lack of funds. We thought everything was all right but it wasn't. So then I was not with Mr. Stryker for a while;
I worked in private industry. He had told me that if they did get more money that he would let me know and call
me back and then, a year later, in 1938 I went back to work for him -- December of '38 -- and he was at that
time on Elm Street, 1737 Elm Street, in an old warehouse. It was real cold in the wintertime. From there we went
to the Old Adams [Auditors] Building. I may have the dates a little bit mixed up. It's kind of hard to remember
exactly.
RD: I see. Well, Mrs. Wool, in the meantime had you joined the force?
HW: I didn't join the force until 1940 and I didn't know what I was getting into. I was just going back to work
because my husband had been called up for the draft. I had two youngsters, and I tried to convince him that that
was one way of keeping the house together. He was the old-fashioned kind who said, "My wife shouldn't work,"
and it took a little bit of convincing. My father was a politician in the state of Illinois and through Senator Scott
Lukas I was given an interview. I had taken the civil service test and passed it but I was given an interview and I
was sent to Mr. Stryker's office and he simply fascinated me. Although I was warned that there were personality
clashes and I might not get very far, at the time I don't think I was thinking of a career or success. I merely was
thinking for the time being.
RD: Just a job.
HW: Just a job. My husband was in business but he was going to sell it because he was eligible for the draft; and
then of course he wasn't called for the draft because they got an army contract sending poultry overseas and he

was away on Delmarra Peninsula for the week. He came home for the weekends but that was a little later. But, I
became so fascinated, and, as Charlotte said, his secretary decided she wanted to be a photographer and I took
advantage of the situation and moved up from what was then -- when I mention it now everyone seems to think
that that's in the olden days... where I started. I took dictation and I was a receptionist and I got more involved
with the whole interesting storybook thing. I think this was a bug that bit you. His personality was witty and he
was always bubbling over with it. I am an enthusiastic person and I think it was catching.
CA: Well, one thing about our office, none of us was very well paid. You asked any criticism and that's true. We
were not very well paid considering other places, but we were so interested in our jobs that we didn't want to
leave. I had a chance to leave and go to the office of Mr. Fisher, who was head of the Information Division in
Farm Security, Jack Fisher, you remember...
HW: I don't recall.
CA: Anyway, I said, "No, I'd rather stay where I am." I had a chance for a raise but I didn't take it.
HW: Well, I think one of the things...the problem where pay was concerned was that in that particular time there
were budgets and -- well -- I guess in any government you'd find the same thing. If the person who is in charge
believes in what you are doing and in the results and so forth, then you have much more of a chance to put your
program across. Then if you justify your staff -- I think this particular section had difficulty in convincing the
brass, so to speak. They were very nice people and they understood the program of Farm Security, but they
didn't understand this deep feeling that Mr. Stryker had for the program that he was doing. I don't think it could
be labeled just Farm Security -- I think it should be labeled, "America and People." When he said, "This is my
country. This is America," he had much more feeling than most people would have in saying "This is America."
To him it really meant something and I think it was catching. It was like a fever.
CA: Well, the charwoman, she just thought it was the most wonderful thing.
HW: And the electrician! And Mrs. Stryker would come in and bring us donuts and cider.
RD: She is a wonderful lady, isn't she?
HW: Oh!
CA: And Mr. Stryker would call Grace, the charwoman, and get her, and the electrician.
HW: He was much more on the level of thinking...
CA: He had that feeling, humanitarian.
HW: At that particular time, as I say, he was twenty years ahead of his time. Perhaps there would have been
more people who would agree with him. I think when he used to say, "I am not an administrator," (he was an
economics professor) and "I'm still a Westerner," but when he mentioned, for instance, Mr. Tugwell, there was
something more to it. There was an understanding between those two people, but then I think Tugwell
understood what Mr. Stryker was doing and if he were the administrative person, there probably would have
been more consent to go ahead. Now, Dr. Mitchell...
CA: He was the head of the Resettlement Administration.
HW: Yes, but, you see, he was gone when I came. I didn't work with him, but Dr. Mitchell.
CA: I'm glad you said that because I forgot. He was...
HW: Dr. Mitchell was real down to earth and he would come in and say, "Hello, Charlotte." I still remember he
had a real sharp tone to his voice. A very, very funny man. I think he really understood what was going on.
RD: He was Tugwell's successor? Is that it?
HW: No, he was assistant to Mr. Baldwin, who was the administrator. His name was C. B. Baldwin, but we all
called him "Beanie."
CA: Dr. Alexander was there before Baldwin you remember.
HW: I don't remember Dr. Alexander, but I remember Baldwin.
CA: I think Mitchell was Dr. Alexander's assistant too, you see?

HW: Well,...
CA: Because Dr. Mitchell is the way I happened to get in, and I know Dr. Alexander was there. Then you
remember in that letter Mr. Stryker said that they deserve a lot of credit -- Tugwell, Dr. Alexander, and "Beanie"
Baldwin for the fact that these pictures are still here today. So, he gave them all credit because they did
understand.
RD: Can you give me some idea of the place in the whole Resettlement Administration, or the Farm Security, of
the Historical Section?
CA: The Historical Section was a section of the Information Division of the Farm Security Administration.
RD: Just a very small part?
CA: It was a small part yes. And Mr. Stryker was chief of the Historical Section. It always seemed such a long
thing...
HW: Yes, but the point of the thing is that as it grew -- I wasn't with the Rural Resettlement at all, I came in
when it was Farm Security -- but I did stay when it switched to OWI, and then again there was a very drastic
difference. But in that drastic difference he still stuck to the same type of basic idea, that America is America
and that's all there was to it. We had psychological warfare films, and we had displays, and we had defense
bond things, and everything else. But, underneath it he was selling America as it should be sold.
CA: That's right.
HW: I think that that was the thing that people forgot. They just couldn't understand. You sold bonds and you
sold bonds but you didn't sell bonds; you sold America. And in order to sell America, you sold the bonds. The
people bought the bonds. The same way many things are psychological during that war period that were
undercover. I mean you just didn't say anything about it; but the way he sold America in his picture stories really
was one of the most wonderful things, and of course that's what's near and dear to me because I worked with it
at that time very closely. The scripts, the descriptions, and actually the administrative part but he wasn't
interested in...
CA: That's right. That's what I was going to say. He wasn't a good administrator as far as getting the raises for
his staff, but then he got an assistant who was interested in that. He knew he needed that. He wanted us to
have what we were supposed to have, but he needed to get someone in there who knew just how to go about it.
HW: He'd get so wound up with the story that he was trying to tell and getting it to the right people and
preserving it in the right fashion and telling the story the way it should be told that the other just didn't matter.
It's like an artistic sense.
RD: What problems did you run into as far as the budget for photographers was concerned? Putting through
your travel vouchers, your per diem, and all that sort of thing?
CA: I don't remember any. We had to justify it, you know. I had to get travel authorizations and then we had to
get advance of funds for them. We never had any trouble getting them.
HW: I don't think we had trouble with advancing.
CA: It was the overall budget. It was the overall budget. We seemed to get the money for the travel but there
never seemed to be any question because these photographers stayed in the travel status all the time. They
were very seldom home. They'd come in, check in, and they'd go right back out again. And so they weren't here
but just a few days and then out again.
RD: Who had the final okay on the travel expense and that sort of thing?
HW: I don't think there were any limitations on it as there is today.
CA: Well, I see what you mean -- what was your limit on your travel allotment?
HW: Our administrative officer will say, "For this quarter I have so much money." That's today, but I don't recall
there being a limitation on the travel part of it. He'd say you could have six days, ten days, whatever it was. That
wasn't where the limitation was. The limitation was the overall budget. In other words, if we had asked for a set
amount that would allow us to expand and have extra people, that may have been cut in total rather than in
part. I don't think they ever...
CA: I don't remember them ever being brought back. I worked in budget after I left the picture section. After Mr.

Stryker left, I left. I was going to another agency, and then I was given a job in the budget office. They said that
my experience in Mr. Stryker's office lead right into that. So, I worked in budget for several years and then I
went back into information work. I mean library work.
RD: Did this Historical Section picture-taking aspect continue after Roy left. And if so, who took over?
CA: Changed completely and OWI changed entirely when the New York group came down.
HW: It was another magazine group.
CA: Yes.
HW: The person in charge was someone who was a publisher of a magazine and his ideas -- well they may have
been good for news. They were the flashy type of thing, news type of thing -- and even though some of the
characters worked for this magazine they weren't the type of story that Mr. Stryker was ready to do.
CA: He saw the handwriting on the wall.
HW: He saw what was coming because it was the type of person entirely different that we were moved in under,
under the budget of OWI, and that man was for -- well, I can't even think of the word -- real FLASH, real newsy
type of thing, spreading it all over. Not the classy type of picture that we have now. You take a picture of a poor
person but there was more to it, a real meaty, classic thing. It wasn't just the fact that they had character in
their faces. This difference between the two pictures: one's a cheesecake type of thing for news and the other
one is historical. I think he saw that.
CA: I'm sure he felt that those pictures were going to be lost to posterity. I think he knew that he had to move
fast and not go through all the channels. I think...
HW: He had to work through channels anyway.
CA: He had channels to go through.
HW: Although he worked, as some people would say, a wheeler-dealer type of thing, he knew people in the right
places. People understood that he had this historical background and he was really interested in America and
history and so forth. He was a real down-to-earth person.
CA: Before a lot of people realized it, the FSA file was moved from where it was to Library of Congress.
HW: Of course I was on the inside...
CA: I wasn't so I just...
HW: Well, I was on the inside circle because it was through President Roosevelt that it was done.
CA: An executive order came out that it had been moved, and of course so many people wondered how in the
world did this come about.
HW: Well, that was after Mr. Vanderbilt was there. He was cataloguing them...
RD: Would you tell us something about...?
HW: Well, I don't know the exact details because its been a long time, but I do recall that Mr. Vanderbilt was
called in to catalogue these and there were several people working with him. I don't even remember their
names.
CA: Mr. Stryker called Mr. Vanderbilt in. That was his idea.
HW: Yes, and Mr. Vanderbilt was not the type of person that you would expect him to be. He was a very serious
minded person. He saw these pictures and he catalogued them. As he was working on cataloguing them I was
asked to take some dictation and that was after -- I'm sure that Mr. Daniels had something to do with it although
he may not have. He knew Mr. Stryker and Mr. Stryker knew his way into the White House. I think that Mr.
Roosevelt appreciated the fact that this was a historical era. The letter having one page -- in order to get it on
the president's desk. Believe me I rewrote and rewrote.
CA: Who dictated the last one?
HW: Well, I don't know but I know that Vanderbilt edited it and Rosskam was over my shoulder. Mr. Stryker said,
"Well now we have to get it on one page, otherwise the secretary might dilute the part that we feel is most

important." I don't think we stretched the truth of it. I really think that that letter contained all the real essence
of what was in there. He felt really and truly...
RD: You don't have a copy of that letter?
HW: No, that was government property. It's probably in the files. But, I do recall that Mr. Rosskam bought me a
purse. I hung on to it for an awful long time. He said, "You really whittled that letter."
CA: What secretary would have cut it?
HW: Well I don't think -- when, if you know the mail comes into the executive office...
CA: Oh yes.
HW: It's edited.
CA: Yes, you mean like the executive offices of the agency?
HW: No, the executive office of the president.
CA: Oh, I see.
HW: In other words, when the letters come into an executive office they have a secretary that sort of gets the
gist of the letter and puts it down, because the president couldn't take time -- impossible. They probably would
take an excerpt, and he was concerned that the excerpt that they would take would omit the importance of
those particular pictures. So, that was rewritten and condensed, and rewritten and, "Oh, we can't take this out."
Till finally we got it down to where they felt that they could not take out any more. I do believe it was a little bit
more than a page if I'm not mistaken. But it was important and I knew it was important.
RD: What stirred them at this particular time to do something immediately about getting the president to act on
this?
HW: Well, because a new person was taking over that section and the new person who was going to be put in
charge had no respect for that particular type of picture. I would have been, you know...
RD: I see, out.
HW: It would have been out. You know the editors for slick magazines, for instance, have a type of picture which
they prefer. Now, they may not believe in it but that's what sells and so that's -- but that was a different topic. I
was there. Mr. Stryker had wanted to take me to New York but I had two youngsters and my family here and he
said, "Well, we can find something for your husband up in New York." And I said, "I don't think that's a good
idea." But, in applying for another position there, the recommendation was that I was too good a secretary to
Stryker and I find that I get myself so involved in what I'm doing and so interested that I probably was too good
a secretary to him.
CA: But you couldn't help it. You wanted to do your best.
HW: The thing is, though, that in working for someone else who didn't have the same idea, the same respect for
the pictures, I may have become a very bad secretary. So the best thing for me to do was to move out into
something entirely different.
CA: Well, the best thing for me to do was move. I wasn't going to stay there.
HW: I moved to the Treasury Department and worked in surplus property, of all things. Which is entirely
different.
CA: So you get your loyalty group, you see.
RD: Seems even today it's all one big sort of family.
CA: He keeps in touch with everybody.
HW: He keeps in touch although he hasn't written to me recently. When he was in Pittsburgh I heard from him
quite frequently. And the oddest part of it was that in the agency where I'm now employed, which was at that
time the International Cooperation Administration, I happened to go to a luncheon with the district manager of
the Saturday Evening Post for circulation at that time. And I said, "I hear a voice that I've heard before; and I've
got to go over and talk to that man." And it was Dr. Arthur Raper, who had been working for that particular office

way back -- this is just recently, I've only been in this office for three and a half years -- so it's been about four or
five years ago at the most. And Arthur Raper was here in Washington with some participants from foreign
nations and I heard his voice and I went over and said to him, "Aren't you Arthur Raper from North Carolina?"
And he said, "Yes." Mr. Stryker had sent me this booklet that came out and I think Ed Rosskam's pictures were in
it -- some layout that they had used -- and I sent it to Dr. Raper, and he said, "A voice out of the dark." He just
treasured the idea that he had seen pictures then and didn't realize that Mr. Stryker was in New York or
Pittsburgh where he could have seen him. I always refer back to him.
CA: Well, it's the part that you like that you don't forget. I don't know, it's just something that we all...
HW: The people that worked with him, not just the photographers, I mean all the people, he culled them, but he
didn't know he was culling them at the time. There was something about them that he saw, like Tinsley for
instance.
CA: Milton Tinsley.
HW: Tinsley was in the art department, yet Milton had that understanding about film strips. He didn't have to
tell him about them, he understood them. And if you didn't understand his feeling for pictures, I don't think you'd
stay there very long, or you were unhappy while you stayed there.
CA: You certainly got an appreciation for pictures.
HW: Pictures, and there were illustrations.
CA: If you never see those FSA pictures anywhere you just know that's...
HW: Some people could not see them. They thought they were the hard side of things.
CA: Well, they were.
HW: But that was the truth. It was a true thing. You could actually see the...
CA: That was the Depression.
RD: Mr. Shahn was saying that...
CA: Oh, Ben Shahn, I remember him well.
RD: He was telling me that I think about 1938 or '39, Roy had called a group of editors together, people who
were of a responsible position and should know photographs and should know something about what he'd been
doing and this sort of thing, sort of to give a critique on what Farm Security photographers had done and what
they thought was lacking. Ben Shahn was invited because he had worked for Roy before and had been selected
for the first U.S. Camera Annual. He said that Roy asked him what his opinion was of what they'd been doing in
the past several years, and Ben Shahn said that he felt that they had failed in the sense that they had showed
only the hard side of America, and he thought that it would be a more honest statement perhaps to show, in his
own words, "the family who just got a new set of furniture from Sears and Roebuck, or something like that."
HW: At my time, see, from the time I came that was already being done, the complete story.
RD: Yes.
HW: There was a time, evidently, that he took maybe one side. I wouldn't be able to say, but by the time that I
came to work for him he took the complete story. Even though they were going out to do maybe railroads, by
way of taking the story on railroads they took the whole story so that if someone wanted to do a picture story for
a book or a magazine, the story was there if they looked in the various files. It wasn't just a story of one
particular type of thing. That was one of the things. It may not have been originally, but I do know that when I
was there the story was complete.
CA: Steinbeck's Grapes of Wrath, you know, was illustrated with the traveling exhibit. They went all over the
United States and every picture in that exhibit was from FSA files and it was perfect. You could practically see
those people come alive, I mean the characters in the book. That was the bad side of it but that was the book
and that was the way things were then.
RD Were you there at this time? When they did start taking the other side of it?
CA: Yes, I think so.

HW: Yes, she was there.
CA: I hadn't really thought about it but I was there, yes.
RD: I just wondered if it made much of a ripple in the whole business, the idea of doing the complete story
rather than just the unfortunate...
CA: I don't know.
RD: ...side of the thing. You don't know if anyone was really excited about changing over...
CA: Well, we had some very positive stories. You know the stories that John Vachon did on the mills. You know,
he did...
HW: Yes, he did some on the mills, he did some on steel, he did it on oil and...
CA: But...
HW: Really very -- I think that the recognition came from the stark things first and they were labeled. Now, of
course I wasn't there, although as soon as I came, I was shown Dorothea Lange's picture of the sand storm in
the MidWest; or I was shown some of the real stark things and Arthur Rothstein's really stark things; but in
dealing with the whole thing as I went along, and growing up with it, because I didn't stay at that grade very
long. The point is, being with it I could see that it grew and changed.
RD: Of course, the purpose of the Resettlement Administration and the Farm Security Administration was to take
these people that were in such a bad way, and they were so desperate, and resettle them somewhere else and
help their lot in life. That was really what they were there for. Isn't that right?
HW: But I think afterwards he sort of rounded out the story.
CA: Yeah, but I mean that very first problem...[both talking at once]...like some of these projects like Greenbelt
and some of these others were established, then you've got the good side.
RD: Yes. Do you think this was deliberate, though? I mean this...
CA: No, no, I see your point. I walked right into it.
HW: I would say that in war time, that may have been deliberate, but when he first started I don't think he
realized what he was doing. I recall my first book. He used to give us homework. We had to read. He told me to
read Beard's History of the United States and if I didn't understand it then I wasn't ready for pictures. That I think
back on, and I still have that book. I also have Wind, Sand, and Stars and a few other books. The people that
worked with him when The River was done, when Pare Lorentz did his movies and things like that -- we probably
couldn't understand the odd sort of people that were there. But they had that same understanding and I just
think -- it just became a vicious circle actually, a filling out. He may not realize that he was doing the history of
the United States. He felt so strongly that it actually came out that way.
CA: Historic...
HW: And then he saw that the right people saw the pictures. They were used in many a textbook, many a
storybook. I recall one time -- do you recall the time about the spy that came in and asked for all the pictures?
CA: Ha ha...no...
HW: There was a man from South America when Nelson Rockefeller was in charge of the inter-American
activities for the State Department. This man came in and I was always nosey anyhow and he didn't look like the
particular type of character except that he oohed and aahed so much over the bad pictures. He listed a whole
list of names and I thought they were supposed to be given to me and I said, "I don't like the idea." All he
wanted was that; and he was so delighted and said, "Just put them in an envelope and give them to me." It
wasn't the usual thing, to send them to him or anything like that, so, I trudged myself into Stryker's office and I
said, "I don't think I like that man." He asked for such and such pictures and so forth, and of course they found
that it was someone who was more or less -- I don't know if he actually was in espionage but he was going to tell
the story of the United States on the bad side. This was the way people lived.
CA: Did he get to take the pictures or did he...
HW: No. I think I felt very almost possessive about them, the place after a while, because I felt so strongly about
what he was doing. I was overboard.

RD: I'd like to ask you ladies, if you would, to just sort of give me some ideas about the photographers who
worked there. I'm sure that you've both been around pictures long enough to have a certain amount of ability to
judge various types of work and I'd be interested in knowing how you feel about people who were doing the job
and stories perhaps related to some of them?
HW: I know that there were some photographers at that time who would have given their eye teeth in order to
be on that staff. They were culled. Not personalities by any chance. Some of them would send in a set of
pictures and they would be flat, just flat. You couldn't describe what flat meant; but then they'd send in another
picture and it wouldn't be the texture of anything but there was something in that picture that would catch his
eye. You could almost tell that person had a sense of insight into what he was doing. Some of the people were
odd. I mean there were just no two alike. They were well versed in what they were doing. Some of them had very
eccentric ideas. None of them were the flashy type of photographer, I don't think, or any of them that were
there.
CA: No, I don't recall anyone that... I think Ed Locke [phon. sp.] was the only one that actually put up an
appearance of being a real fancy type photographer. The others were real down-to-earth people. We used to say
that the other people were from the east instead. But Russell Lee was from Texas. Russ, with his hat!
HW: And all that Texas background. I can just feel it. And I don't know...
CA: John Vachon, I thought, always did very good things.
HW: Yes. John always used to ride to Greenbelt, didn't he?
CA: He lived at Greenbelt, John Vachon did.
RD: Oh, I see.
CA: Yes, he was one of the first ones to live there.
HW: He lived out in Greenbelt and it was wonderful to have parties out there. I used to go.
RD: I doubt that there would be much difference in the technical skill of these people. They all knew what they
were doing and how to take pictures. The difference would be in the type of pictures they took.
HW: I think the technical skill had something to do with it because they were always trying out cameras. They
were always trying to do something. But another thing is that he had technicians in that lab who knew how to
bring out the accent. Roy Dixon, who was in charge of the lab, really knew what he was doing and Ed Allen...
CA: He had charge of everything.
HW: He knew how to crop them and he knew how to bring out the highlight. That was important, too, because
you can make a picture flat.
RD: This I wanted to ask about. If there was cropping of these things -- so many of these seem to be just so right
and I couldn't help but think...
HW I don't think so. They did crop.
RD: The original picture maybe didn't have quite the point.
CA: There was a lot of cropping.
HW: And there was retouching for the exhibits.
RD: Yes.
CA: Because I think there has to be for exhibits when the...
HW: I think so. You know when you are sending them out to a place where people see them, and a big print like
the one we did for Grand Central Station -- I mean that was during the war, of course. But that also told the story
of America with a combination of pictures there. Sort of a melting pot, even though the tanks were up above but
those were pictures that were cropped to tell a particular story and to fit in. They sort of melted into it. There
was a lot of editing.
RD: Now this...
HW: And those boys knew how to print. They knew what to print and how to bring out the points. He had

excellent people in there.
CA: Oh yeah. You remember the first story about -- that was about the time I came -- when Rothstein started to
take the picture of the skull and he moved it a little bit. Well, he admitted he did but then he got criticized an
awful lot about it. But then he moved it, and he wanted to take...
HW: You see, Rothstein had already gone to Look magazine when I ...
RD: That was one of the biggest fusses...
CA: Oh, my goodness, everybody thought it was just terrible! It just caused so much confusion. I don't
remember it too well. I just remember all the excitement.
RD: Was there much criticism -- excepting two or three of these better known cases -- was there much criticism
on the part of the press and the public? Did people know what Stryker was trying to do?
HW: I don't know, I don't think they did.
CA: I think it's taken years for people to really to understand what he was trying to do.
HW: This friend of his had gone to Standard Oil of New Jersey. Now, he went up there with the same type of
pictures that were put in our files. Not just Standard Oil, but story type things which they used. It was a house
organ paper, I would imagine, but the same type of story about the people who were doing this and that. He was
building up the same type of file there, so after we had moved out, I think people realized that that was the type
of work he was doing.
CA: But I don't think it was.
RD: Do you think that he realized really what he wanted to do or did he just feel this thing had to be done?
HW: I think he realized that he wanted to tell the story and he had a definite idea. But after all, he is an educator
originally, even though he says he's a rancher. I mean, he is an educator, a teacher, and I think in teaching he
had an understanding of people and he realizes the importance of being historical. I really think -- he may not
have been able to name it or to identify it, but basically he knew that that work had to be done.
CA: I think the section was very well named the Historical Section. It certainly turned out to be that.
RD: It certainly did.
CA: I mean, he surely was a historian as far as that goes.
HW: As he edged along he knew people. For instance, the New York library -- the person who was there. It was a
spot where he could get things done. Then, when he went back to New York, he went right back near Columbia
University again even though he was at Standard Oil. He went back to Claremont Avenue, which is near
Columbia.
RD: How did he go about organizing what was to be done? For example, how did he pick a certain person to go
to a certain section and do a particular type of job? Did he have a big plan here to do this and this?
HW: No, he knew those men well enough to almost just feel in discussing with them that they had a feel for a
particular type thing. I don't think he would have sent Russell off to do something up in the New England states
because Russell was a Westerner.
CA: Well I recall something in a magazine article, or maybe it was a book that had a chapter in it about Mr.
Stryker, just in recent years, and it said that one of the photographers was ready to go out somewhere and he
asked if he knew what the cotton was like and he said, "No." He said, "All right then you don't go tonight. You
cancel your reservation and go later." He stayed and they talked until -- you probably read the same thing.
RD: Yes.
CA: They talked -- wasn't it cotton that he was going to take?
RD: Yes.
CA: And he told him all about it. They talked and they talked and he wouldn't let him go out until he felt that he
had a background.
HW: Well, that was the same thing with Wind, Sand and Stars. That's the story of the elements, more or less,

and you'd go out and take a picture of a telephone pole -- you don't. You see what's on the wires and see what's
in between and I think they were ready.
RD: Well, the reason I asked is because he did send Arthur Rothstein out to Wyoming to do something on the
ranch.
HW: Arthur had an eye.
RD: But, Arthur had never been out West.
HW: No, but Arthur had an eye for understanding. Arthur had a terrific scope of understanding that came to him
naturally. An artistic type of thing. He was a short young fella but had a very definite idea and he was well
versed. There are some people that may or may not have been out West but are well versed on things and I
think -- he would go out after the knowledge but he would see. Now, there are some that couldn't have done
that.
CA: They are all different.
HW: There were not two alike, no.
CA: Some temperamental, some...
HW: Temperamental, yes.
CA: Some down-to-earth. Walker Evans was kind of in a fog, but did beautiful pictures, beautiful work.
RD: He wasn't there too long, was he?
CA: Oh no, he was, see he already made his name...
HW: Dorthea Lange was well known. Now, Marion Wolcott Post -- now she took a certain type of picture and
there was no use of you sending her anywhere else.
CA: Marion Post Wolcott.
HW: Marion Post Wolcott, that's right.
CA: She married Post when she came to work for Mr. Stryker and she married Wolcott... He was in agriculture
then, I think.
HW: I think he was in the State Department. But she did a certain type of picture and you could tell that that
was her picture. She did more "home" type of things.
CA: She did some beautiful pictures, though. She did that shot of Vermont with the snow.
HW: Yeah, well that's a homey type picture. It's a domestic type of picture.
CA: It's been used on Vermont Life, some of those magazines, you know those scenes?
RD: Yeah.
HW: She took very scenic things, and then youngsters.
CA: She took pictures of bums too, you know.
HW: That type of thing. That's what she did best and we could never tell when she was going to turn up or when
she wasn't going to turn up. Sometimes she'd be around, sometimes -- I mean she had a little agenda for herself
but she always came through.
RD: You've been talking now about the things that happened and more or less talking about Mr. Stryker, what
you liked about him and all. What are the things you can think of that might have been done better? Or things
that should have been done that weren't?
HW: I couldn't have very much criticism because I think it was a pretty wonderful time. I don't think that our
personnel papers were handled right. When I went back to work so many years afterwards, I had to start at the
bottom because certain personnel things weren't signed and I was told that they were. My recommendation was
always very high and my ratings were excellent and so forth. I knew that he was well satisfied, but I don't know
whether they took for granted that personnel was going to do something. There was always this sort of

procrastination as far as personnel actually giving a raise, because I know he was very well satisfied. He wanted
us to have that because he wrote the description. The description is in flowing adjectives, I mean it's really
something! I still have kept it. But actually the push that would go to get recognition for the office people just
never came about.
CA: That's the main criticism I have. But that...
HW: I loved the work I was doing. Many times I was at work at seven in the morning, many times we had
something special.
RD: Well, this is sort of getting into politics, but who were the people that Roy had to deal with who gave him the
most trouble, perhaps through misunderstanding or maybe departmental jealousy or...
HW: Well no, I think it was...
CA: Red tape -- not going through the proper channels.
HW: He just couldn't take the red tape. He knew the people at the top and he just -- the justification for this in
the agriculture department was a little bit difficult, I think. It really should have been with the Library of Congress
in the beginning. But at that particular time -- don't forget that was way back in 1940 -- the people weren't
aware of recording things in tape and pictures or even in the written word as they are today. I mean, now you
have all of this television tape. At that time we didn't have it. Now if you did it was just... Well, I don't believe we
had television at that time.
CA: I think there was a lot of hard feeling right at first -- the other people -- when these files were transferred to
Library of Congress. Don't you think so?
HW Well, I wasn't there afterwards so I really don't know.
CA: I felt that, I mean they thought that they should have known about it or something, you see, but then if
they'd known about it, it never would have gotten done.
HW: No, if he wanted something done and he didn't go...
CA: I don't think Mr. Stryker would have ever come back to work for the government because I think he finally
felt, you know -- don't you think so?
HW: As I say, he knew Roosevelt, he knew Curry, he knew Jonathan Daniels, he knew all the people in high
places. He knew Tugwell. He knew the people who were important to know and he had known them before. His
position in that particular spot as section chief didn't mean a hoot to him. If he wanted something done, let's do
it.
RD: If people didn't really understand what he was doing, particularly people in government -- excepting
perhaps Tugwell and some others -- how do you account for the fact that he managed to keep the section going
as long as he did and do as much as he did?
HW: That's a good question, but he did it. He just talked and talked and talked until -- as I say, George Mitchell,
Dr. Mitchell, well understood what he was doing.
CA: Well, you know the last part of the time before we went on OWI, we were doing a great deal of reimbursable
work for other government agencies and that's the reason we were transferred to OWI. By that time, the great
part of our work was for the war effort you see and for the defense department and for the different government
departments. I had to prepare those 10-80 vouchers where the funds were transferred from that agency to our
agency to pay us for the work, you see, which is a bookkeeping thing but still all this work had to be done. It
seemed like I always had figures to do. You see, we were doing so much for OWI at the end that...
HW: Yeah, we kept doing a lot of defense work. Of course the war was going on then...
CA: Then they said, "All right, most of your work is for OWI, then we'll just transfer you," and by executive order
we were taken out of Farm Security and put under OWI.
RD: This made you more respectable in the eyes of the government, I suppose?
HW: Well, more justifiable, I would imagine. They do things like that all the time in the government.
CA: Well, we were doing at that time -- like Helen showed you the exhibit at...

HW: We did all that psychological warfare and then the leaflets that were dropped. I don't think that's out of
order to say now.
CA: No.
HW: We prepared the leaflets that were dropped in the advance of D-Day in order to tell these people that they
should be our allies instead of enemies; but they did a lot things.
CA: We only did the picture work for that?
HW: Yes. The film strips that were done for the Far East -- one of the men that was in our office today, so many
years later, was in the Far East at that time -- remembers the film strips that were shown during the war. He
said, "I remember it." Well they were just little tiny strips because they were particularly for the defense effort,
but to show the good side. I mean to sell America actually to other people so they wouldn't be enemies. You had
to sell it to the people, not to the powers that be. Actually, the People to People program that they have now is
probably the same type of thing that he started a long time ago. He felt that he ought to sell America to
Americans but he also, in the war effort, sold it to the people who should be our allies.
RD: When you transferred to OWI, did the photographers who were there at the time also transfer?
HW: It was a blanket.
CA: Blanket transfer, yes.
HW: Everybody who was working in one place was just automatically transferred on paper, but we still stayed at
the same building.
RD: You were frozen on your job, or anything like that?
HW: No, no, at that time I don't think there was any freezing.
CA: I'd been hoping to get civil service status, and it wasn't long after we were transferred by blanket transfer
that Farm Security went under Civil Service.
HW: Well, I was a civil service in the first place, though, and you weren't, and that's where you had difficulty.
CA: I was a political appointment.
HW: My papers never went through and I sure had difficulty.
CA: That may have been other people too. Now, ...
HW: I went to the Treasury Department where one of the people who had originally been with that office had
been there at the time and...
CA: What papers?
HW: My personnel papers. They should have been seven and they never got any further than five. See, the job
description was there and I had been told that it was put in and that it was approved but the effective date
hadn't been stamped in.
CA: That was personnel's fault, it seems to me.
HW: Well, it was somebody else's fault now because they didn't push it to get it done, but when we were being
transferred out afterwards you see, they just let it drop. I had no idea what it was about. Until I had gone to the
Treasury Department, but still assuming that the grade was inserted or would be at some time. Because there
are a lot of times that they didn't catch up with their work. They were months behind and there were the war
appointments at that time. They were months behind, so you could, six months later, say, get something that is
effective as of that date and then you would get the adjustment. I didn't pay any attention to it and when this
young lady saw me she said, "Are you working again?" And I said, "Yes." I was office manager for Curtis
Circulation Company. She said, "Why don't you come back and work for the government?" And I said, "No, I had
a wonderful boss. Two wonderful bosses when I was there before and the third one will probably be a stinker."
So she said, "Well, come back anyhow in case you are interested." Well, it happened that there was a change of
personnel there and I decided I would be interested and I didn't get a stinker for a boss.
RD: That's good.

HW: I was fortunate on that too. It's a different field entirely. There you had so much more -- maybe I took it for
granted -- so much more breadth of operation. In other words, if I felt that certain things should be done I could
just go ahead and do them and he didn't feel that I was stepping over bounds, whereas in another office you
might have felt it. I don't think I pushed Charlotte if I was helping her. There were some people who felt that
they were penned in, but there was a limitation to their field of work. There never was on mine.
CA: Now, I had kind of a limitation but then if anybody was out sick, I was his secretary. I was whatever it
happened to be and I couldn't take dictation very well so he would dictate. He finally gave up on me. I used to
take the rough draft and say, "Fill this in."
HW: [Laughter]
CA: He was very patient, but I was not his secretary. Then he got an Ediphone and dictated that way.
HW: Yes, I used to do that.
CA: I think I was the reason for that, but anyway you did fill in whenever you are needed. You'd do most
anything. You'd work with pulling the prints. A lot of times I had to help in the negative vault, you know, keeping
the negatives, and that was one of my first things with Reg Hotchkiss. We used to go in that cold storage vault
and file the negatives and pull the negatives and things like that, and keep the record of all the numbers, the
lock numbers and so forth. We just really had to do just about everything. Type captions.
HW: Oh, I did that many times.
CA: Yes, and paste them on. Even though my main job was this other.
HW: It was a family-type operation though.
RD: I was interested in how these pictures actually got out to the public. There were some exhibitions and I
know that the newspapers used them to a good extent and a number of magazines, but how did your office
push these things?
CA: Well, people would come in and look or they would see them in the newspapers and they were going to buy
maybe ten copies of this. We could sell it for fifty cents a print and they would have to make out a check to the
Treasury of the United States. If we didn't have the prints in the duplicate file, then we'd have them made up
and mail them to them. We would sell them but we had to have the check made out to the Treasurer of the
United States. Fifty cents a print for an eight by ten print and thirty five cents for a five by seven. I've forgotten
all the prices now.
HW: Oh, but the illustrations in books for educational purposes...
CA: Yes, they were free, those were free, that's right.
RD: What about newspapers? How did these editors get a hold of the pictures?
HW: I again say that he knew the right people in the right places.
CA: He sent them.
RD: He sent the pictures?
HW: Well now, we couldn't say he sent them...
CA: I think so.
HW: But they got them. [Laughter]
RD: They wouldn't come after them? I mean...
HW: Well, they may have written about them. There was a lot of communication by way of... Well, there was a
lot of communication. I couldn't actually pinpoint as to where it was, but there was a lot of communication to
libraries and to colleges and to people who appreciated this type of thing. If he was going to make an exhibit for
the U.S. Camera which the boys always had their prints in, that was a good focal point too. I think they had a
line of communication, a lot of places where people could advise other people that this was the thing to do. Then
as the photographers were coming up from the services and from other places, they knew that he was a critic.
And, if he gave them an honest opinion and he didn't bar any punches, that he was really doing something for
their own good and they didn't mind the criticisms. I mean, one hand to the other, you know. He had a terrific

line of communication, that I would know. I used to have to keep those exhibits that went from one place to
another and you had to keep a card on them.
CA: You had to keep a record on those traveling exhibits?
HW: Traveling exhibits, get them packed and send them on to some place else.
RD: I get the impression that you were both very enthused about what you were working with. Do you think
either of you realized the magnitude of the thing or that it would develop into what it finally did?
CA: I'm sure I didn't.
HW: I think that at one time I realized that. It was something that came just naturally. I don't think you just
awoke to the fact that this was it. I have a sense of picture association with words and I was always interested in
political science. That was supposed to have been my major if I ever went on to it, history and so forth. I think I
have a sense of that thing naturally because I still have it. I still do it where I am now even though it is not
necessary to do it in my particular office. I have a sixth sense for that type of thing -- association of picture and
words. Actually, in my stride realizing how important it was, but since he was an educator I had more of an
awesome respect for him. He was aware of things that to me were very interesting. I just stressed it all along
wherever I've been and whenever I've come in contact with it. That same type of thing has always underlined
any interest that I have. Actually, it probably was an innate thing at the very beginning, but this certainly was
enhanced by his being there, there's no question that.
RD: Having worked with him as closely as you did as his secretary, would you be surprised to know that he feels,
even yet, that the written word is more important than the photograph?
HW: No, I don't think he would feel that way about it. If he does -- you know, I couldn't say that he did. He felt
that the written word would be a supplement to the photograph but I think he feels the photograph is important
and if he doesn't he'd done it without knowing it. Because he went to Pittsburgh and did the very same thing and
him telling my son-in-law about seeing what you are doing and understanding. If he feels that way I would think
that he doesn't realize what he actually was doing, that he wasn't aware of it; but that seems almost impossible
because his pictures told so much. Yet the word is important but, I think he always knew exactly how to line
them up, exactly how to accentuate what he wanted to say and if I would say, "Don't you think that that tells as
much as this?" he would listen -- maybe weigh it -- not always agree, but weigh it to the extent that he took it
into consideration. If he feels that way, I would say that he just isn't aware that that's what it is. I know he likes
the written word.
RD: Who wrote the captions that appeared with these things?
HW: Well, I guess a number of people wrote them.
RD: I was wondering whether the photographer would write his own captions or...
HW: Sometimes, but not necessarily. Milt Tinsley used to do a lot of that, didn't he?
CA: Photographers used to send in their captions themselves with their pictures.
HW: But they didn't necessarily fit.
CA: But then a lot of times they had to be rewritten.
RD: I see.
CA: They did send them in.
RD: That was part of their job?
CA: Yeah, yeah, they put where they took them and what they were.
HW: The actual captions on some of those exhibits were not done by the photographer. They were a
combination of a lot of people. I think the captions were sort of a combination of a lot of people. I don't think it
was just one.
CA: No, I was saying that when they sent them in...
HW: Oh, when they sent them in from the field they would say where they took them and how they were taken,
but actually the caption was when we would make up an exhibit and we put in it the art room. Tinsley did the art

work. Then they were, I would say, a combination of a lot of things.
RD: I had a question that may be difficult to answer. What do you think were the most difficult problems that
faced the Historical Section as far as doing the job that it set out to do? What were the real problems you people
encountered?
HW: Well, actually these things we had to get during the war, but...
RD: Money was always a problem?
HW: Money is always a problem for that type of thing. Money is a problem for the agency I'm working for now,
because you have to convince the people who are the powers that be, that give you the allotment, that this is a
job that you are trying to do. They may not be of that opinion at all. They may be strictly administrative people
who think of dollars and cents like a school board. Where I have been able to express myself a little better is that
a school board says that there will be thirty-five desks in a room. Well, I don't think children are desks and I
think that's the way he felt about it. This story had to be told, and if it took so many more dollars to tell it, you
couldn't cut it off here and here and here. You had to tell the whole story or couldn't tell anything. And if you
were hampered by having to tie a string to the purse strings then you couldn't use your imagination in order to
be able to get the facts down. I think that when you try and make an animate subject an inanimate subject you
loose all sense. You can't treat a child as a desk; a child is a human being. You can't treat a picture as just a
piece of paper. What's in that picture has got to tell the story and you have to feel it. For him to convince the
people who hold the purse strings -- they are two different types of people, entirely two different types of people.
There are people who feel that the administration is just cut and dry paperwork.
RD: Who was the person who held the purse strings on this? Do you know?
HW: Well, there was Mr. Fisher.
CA: Mr. Fisher was Mr. Stryker's boss, yeah, when you were there.
HW: What about Ruth somebody who was there?
CA: Well, Ruth Shill who was his administrative person but I don't -- I mean they did keep control in that office
because we had to keep control over how much we had.
HW: But I think it came -- well I know now, it comes in telling the story of what you are doing, not in dollars and
cents like the congressional people. You have to feel that if a person was in a field that was dry and didn't have
anything on it and they were helped to the point where there was a garden, for instance, or even a blade of
grass. If you could tell that story in pictures, it wasn't that you had a whole field growing that you were
successful, you came that short distance. And you have the same thing today; they haven't changed any. If you
are able to really and truly convince some people who are giving you the money...
CA: You asked who held the purse strings. I think that was probably the director's office, because so often he
would get it approved there. Don't you think?
HW: Yes, but the point is that that person had to sell what you were doing. It's an awfully hard job sometimes
and then the people who get the least amount of money are the ones doing the best job for posterity's sake.
RD: Do you know if at any time there was a real attempt to close the section before it actually transferred to
OWI?
HW: There were all kinds of rumors. I don't know if they were actually...
CA: I don't know. I really don't. I do know that after, maybe that's the reason we started doing all that
reimbursable work to carry our weight. Because when we did that then we were very valuable because we did...
HW: Defense work.
CA: Yeah. That's what I mean.
HW: I think it was translated into defense work at that particular time and we did that book that time for
Secretary Morganthau, you know, for the defense bonds. They gave us the book.
CA: Yeah.
HW: We did work for the British too.

CA: Yeah, I know, but I mean there was a lot of war work you see.
HW: We sold our services to...
CA: To justify our existence. In other words so we could keep going on.
HW: But we shouldn't have had to do that, if they really understood that it was necessary. It's very difficult in
any case. A lot of people at the time...
CA: We did more than just for defense. We did work for others. I suspect it was mainly defense though because
of the war, that was it.
HW: It must be defense because of the war. Everything was called defense at that particular time. It's very
difficult at any time to have an imaginative person sell in plain stark dollars and cents what that's worth because
you don't know until later. Any historical thing.
CA: You asked who wrote the captions, well, he had other people on the staff. Like he had picture editors and
people that wrote for these. They'd do just that sort of thing. Helen and I were just part of the administrative...
HW: We were part of the administrative thing.
[Break in taping]
RD: Mrs. Aiken, could you give us some idea of just how you operated your end of the business? You had more
dealing, perhaps, with the photographers than Mrs. Wool might have had. You were handling the finances.
CA: Well, I handled the travel for each one of the photographers who was in a constant travel status, and I got
their travel authorizations and the advance of funds which they always had to have. [Laughter] Then received
their reports once a month from the field because their vouchers had to be submitted on a monthly basis for
those photographers who were out all the time, you see. And I had to make travel vouchers and send them to
them, signed, get them back, and submit them. Then they would get exceptions and then we would reclaim the
exceptions, you see. We tried it but we didn't get many of those. We kind of almost had it down pat, justifying
everything so they could get it. It was very interesting because I kept in pretty close touch with them and some
of their letters were very interesting, and sometimes they would get their speedometer reading mixed up and I'd
unravel that.
RD: Well, did they get paid so much a mile for travel?
CA: Yes. They got so much a mile and so much a day when they were away from their official station, which was
Washington.
RD: They were paid...
CA: Five dollars per day.
HW: It's changed now. It's sixteen.
RD: They were paid salary on top of that?
CA: There were paid their salary, so much a mile gasoline and, you see, you had to support their mileage by
their speedometer readings and some of their letters were really something. Especially Paul Carter's. [Laughter]
RD: What did you have in mind?
CA: Well, I had in mind -- he just get -- he'd take a dim view of statistics and speedometer readings and he said,
"Oh, you figure that out."
HW: [Laughter]
CA: They would just sort of leave it up to you, you know.
RD: Did they have any unusual problems that you've come across?
CA: Yeah, every now and then they wouldn't get the necessary receipts and I'd have to write and tell them I'd
have to have receipts to support this claim. Because they would have all kinds of things. You know, if they were
out in the field -- maybe they'd go out -- most of them traveled by car though, their own car, but there were
others that went by train and then got a car out there. And then when they made short trips they would go by
train, like John Collier, and a lot of times they would take their car, and then they would leave their car and go by

train somewhere and then come back to pick up their car. Or they would go with somebody else.
HW: You had to justify it?
CA: Yeah. Dorothea Lange's voucher sometimes -- she travels so much in all these little tiny places right around
-- where did she live? Los Angeles? Berkeley?
RD: Berkeley, I think.
CA: And they were such little tiny places and some of them I couldn't find on the map. You see, I had to have
maps and be familiar with all these places. It was a lot of fun. I learned a lot.
RD: You mean geography?
CA: Yeah, really I thoroughly enjoyed it and it was fun. They always appreciated anything you'd do. Some of
them, if they needed the money, got their vouchers in right away. But, if they weren't so hard up you had to kind
of get it out of them.
RD: Did you ever get anyone stuck out in the field so they couldn't get home?
CA: No, because there was -- I had to be sure that their travel amount, that their letters of authorization were
renewed so they were always -- that was my responsibility.
RD: I see.
CA: And Mr. Stryker just counted on me to see that they were covered. The fiscal year changed and you had the
different appropriation and all that.
RD: When you were sending a man out in the field to...
CA: We made their reservations too.
RD: You made the advance reservations?
CA: The person in charge of the finance unit, you know, did the actual getting it through. You had to initiate it, in
other words, and then I'd go pick up the advance or send him to pick it up.
HW: During the defense period we had to have clearance for that. It was an additional task, you know, and we
had to wire and say what they were going to do and why they were going to do it and thank the people for
extending it to them and this sort of thing. That all had to be cleared before they set out. Because of the defense
department you couldn't get into a plant or take pictures of oil derrick or something. You might be a spy.
CA: They had to be bonded, you see, in order to get the advance. We had to get them bonded.
RD: Oh?
CA: Yes, otherwise the government couldn't give an advance. So, that's another thing. All these things I've
forgotten.
RD: Well, I was wondering even before defense whether or not you had to make arrangements with, perhaps,
some local contact who would take the men in.
HW: No, we didn't have men, not before defense. It was on their own.
RD: The photographers made their own contacts and that sort of thing.
HW: More or less their own person-to-person language talking -- they all knew how to do that. Defense is the
thing that gave us the problem because we had to clear them all.
CA: I had to handle Mr. Stryker's travels, you see, he traveled so much back and forth to New York. I had to
make his reservation on the plane and all that.
HW: It was a lot of fun, wasn't it now?
RD: Did he ever go out in the field with the photographers? Sort of ride along?
CA: Not to any great extent. I think occasionally. I just can't remember.

HW: Occasionally, but he never went to any great extent.
CA: He would talk to them on the phone.
HW: He could tell by the way they were sending things in whether it was right or wrong. By the time the film
came in and it was developed and into contact prints you could tell what the story was.
CA: He could tell them that it wasn't good.
HW: For the most part he always said, "There's something not..." But he'd find the fine points they had gotten in
addition. They knew when they were being disciplined and in a very fine way.
CA: You asked a while ago if it was decided whether a certain photographer would go a certain place. Well, now
I know there was this. These photographers were in almost constant travel status, and if a photographer was
going to be somewhere in the vicinity of where the story was that we wanted, then Mr. Stryker would call him
and say, "Something else has come up. Will you cover this?" Don't you remember that?
HW: Yes.
CA: He did try to work it so that...
HW: Oh, he tried to coordinate all the routine. They wouldn't let anybody go helter skelter. You didn't have a set
plan from the beginning though. It's a wonder that there were these additional things that came in because he
had some set pattern of a story. You'd probably pick out certain things but the rest were in the file there, so that
if later on a story came up you would have things available.
CA: Collins was another photographer.
HW: Yeah.
CA: She was just there a short while.
RD: Do you remember any of the people who worked there who were dissatisfied with doing this sort of thing,
the people who couldn't really see the importance of what they were doing?
CA: I never did think Paul Carter was too happy. He just kind of went around taking...
HW: The ones that I knew, it was a very exclusive group. You finally made it and Stryker accepted you. They just
were eager. He talked on a man-to-man basis with them. They may have gotten criticism of the quality or the
extent that they did something, but actually everybody in that inner circle who worked for him went all out.
RD: Now, they had this respect for Stryker. Did they have the same type of respect for each other?
HW: Oh, I think they did.
CA: They did. Yes.
HW: I think so.
CA: I think they learned from each other, too. I didn't notice any jealousy or anything like that.
HW: Oh no, no, there was none of this professional jealousy between any of them. They each knew their
limitations, but it was an inner circle if you got that far and they felt that he would always see the best. It may
not have been that way in some of the other departments but in photographers -- in the lab there may have
been some difficulty. In Tinsley's shop everybody liked him and what he did. He was an artist in his own right.
RD: What was he doing?
HW: He was in the...
CA: Visual materials.
HW: Visual materials making up film strips and air brushing.
CA: He has his own creative art studio here in town.
RD: Oh, I see. When did the idea first come of really putting someone to work organizing this? Was Paul
Vanderbilt the first one to really come in and...

HW: Well, he had someone in the library and I don't recall what her name was. You remember the Negro girl
that was in the ...
CA: I don't remember...
HW: ...in the back and she had several degrees and she was a librarian. I can't recall what her name was at the
time. I know she had several other girls who worked just as file clerks and so forth. Oh, the Irish one -- what was
her name?
CA: Mary Rita Daly.
HW: Mary Rita Daly. She was in the files.
CA: She was picture editor, wouldn't you say?
HW: Yes, she was picture editor and she was in New York as a picture editor.
RD: Well, was Vanderbilt actually working on the project in this capacity or was he just sort of...
HW: Well he was asked to come in and classify the files.
CA: We brought him in to do that.
HW: Now whether it was the first step toward it I don't know. But we knew that they were being classified and
they were actually being broken down into a library sequence.
CA: I think the whole thing must have been planned, don't you?
HW: I would say that there were...
CA: See, he was brought in to do that.
HW: He was brought in to classify the files.
CA: Because the files had gotten kind of unwieldy.
HW: Because they were large, and you know how a library is if it's not...
CA: Catalogued.
HW: Dewey decimal system -- cataloguing. But I don't think he used a system of cataloguing. I don't think they
were numbers. I think they were letters.
CA: I don't know.
HW: As I recall it was letters, but it was a cataloguing system and that's the way the files were broken down. He
would go through a whole group of pictures and catalogue them and then they were put in the files by the
catalogue number. But that was such a difference from the way that they were done before; before they were
broken down by subject matter.
RD: Well, what was his qualification, his background?
HW: Well, he was a specialist in that field.
CA: Then he went to Library of Congress.
RD: Yes.
CA: He was at the Library of Congress for a long time.
HW: He was a specialist in that field and he was -- when you say Vanderbilt, you don't say it the way like
Corneilus Vanderbilt -- this is the other Vanderbilt. I mean he was just like the rest of us.
RD: Yes.
HW: A real right guy. He knew what he was doing. He was very well qualified.
CA: He really worked those girls too.

HW: Yeah. He broke the pictures down to classification and that was the first inkling that anybody...
CA: He had a whole staff.
HW: ...anybody knew that something was going on besides...this was being classified so it would be useful but
that was all. I learned to keep mum too, but there was never any discussion about those kinds of things. They
were done. You were told to do them and you never asked questions because we realized that they were
important to us. They were important like children, you know.
CA: We really didn't see the whole thing at all. At least I didn't. I think you probably saw much more but...
HW: I saw much more but I was under the impression that it was being done by Standard Oil.
RD: I see.
HW: I had no idea that -- see, the man that worked with him, with U.S. Camera, with Standard Oil, and he was
going up there. He was going to do the same type of work and I assumed that -- but then he said, "Library of
Congress."
CA: That's it. That time he looked like the cat that swallowed the canary -- we never quite knew.
HW: He said to keep quiet; I just didn't talk.
RD: Mr. Shahn mentioned that at one time Stryker was punching holes in prints that he didn't like and negatives
that he didn't feel were up to a certain par. Do you know how long this continued or if he did that throughout the
project?
CA: I don't know.
HW: I never saw him.
RD: This is one of Ben Shahn's criticisms of what happened, that Roy perhaps a little bit too hurriedly would
condemn certain prints, you see.
HW: I never saw him put any holes in negatives.
RD: I know I had seen FSA photographs that had been punched and I wondered why.
HW: I didn't know that.
CA: I never knew that.
RD: He felt that it's pretty hard to say what might be useful to someone in the future, and perhaps this was a
bad thing.
HW: Yes, it may have been that he was judging them for the time being, but then that again would bring out the
point that he knew he was doing something but he wasn't aware of what he was doing.
RD: Yes.
HW: Sometimes you lead yourself to do something...
CA: And you knew negatives were killed? We had killed negatives. Even in our book, you know, where we
recorded the numbers, there were certain negatives that were killed. I suppose the negatives that were killed
were the ones that he punched. You knew that?
HW: Yes.
RD: Were any of these things actually destroyed or did they save everything that was sent in?
CA: I don't know.
HW: I don't know, but it seemed to me that they must have saved an awful lot unless they criticized them from
the point of being technically wrong.
CA: I don't remember a thing being destroyed.
HW: Because they had negatives upon negatives upon negatives. There were always so many pictures.

CA: Several were no good at all...
HW: Yes, but technically bad, technically bad...
CA: Well, that's what I mean, they were completely... So, they must have been thrown out, but I don't know.
RD: Do you know how many are in the file now?
HW: I haven't the slightest idea.
CA: No.
RD: There are somewhere around 270,000.
HW: I would imagine there were about that.
RD: Which is a lot of pictures.
HW: And very few were duplicates or near duplicates because I think they are pretty much culled down because
of their subject matter. I do know that when they were technically not right that they were...
RD: Well, this is understandable.
HW: But, I don't recall the subject matter being culled unless he felt that they were turning in duplicates or
something like that. I don't recall any being culled because Arthur -- and John -- used to send in these packages
and you know how I save paper. [Laughter]
RD: Well, what do you think about this whole business now? I mean, do you feel that this file would have a use
for people today?
HW: Oh, I think it's just a marvelous idea. I think it's wonderful and I think they ought to go really into it and see
what's there. Not just for scholars and things, but it ought to be part of a program so the people in this day and
age would realize what went on then. That there were...
CA: The thirties, those were real bad years.
HW: Not so much that they were bad years; but there were bad years, there were good years. Actually it's
democracy sold all over again.
CA: That's the way it was. When I got out of college, I got my degree and I was afraid I wasn't going to get a job.
I took a job in South Carolina working as a foreman in a day nursery at a dollar per day, and that was relief
really, until I could get an office job. That's how hard it was. I tell you, those poor little children that were in that
day nursery were typical of the children that were in the photo files. That's why I'm bringing that in. It's just so -there were the children of the underprivileged families, you see. You'd say underprivileged children then. The
working mothers would leave them there for us to take care of during the day and that was just what a lot of
these pictures were like, of those little children who had rickets and everything and you feel so sorry for them.
HW: I think that if the people today could understand that we have come all this way from that level, they would
understand what you are trying to do for people in other lands now as well. They are much too complacent. This
has always been peaches and cream. The inflationary period is just inflationary in all kinds of ways. I really and
truly think that there should be some comparative exhibit, historical setting so that the people would really
know what went on. Some people really came from that level. Our professors and so forth today, they didn't
have to have a handout, but they worked for it. It was the thing to do to work for something. It wasn't coming to
you.
RD: Do you think that the whole project was successful under the terms in which it was organized. Do you think
it did the job it was supposed to do at the time?
CA/HW: Yes.
RD: Do you think it really made people aware that there was a need, say the lower one third of the nation, there
was really this need?
CA: I believe they must have. I don't see how anyone could look at those pictures and not be aware.
HW: I think perhaps...
CA: You know, when the Grapes of Wrath exhibit went out over the country, my goodness, in fact...

HW: Yes, I think they could have been more used in order to get better results. Use was made of it to a certain
extent, to which you were limited by your funds and so forth. Really to get a real good use of it they could have
made more exhibits and used it to a greater extent.
CA: A lot of those exhibits went out to museums and art galleries and things.
HW: Yes, they did.
CA: Schools all over the country.
HW: Yes, yes, they did. But if the people who were in charge had understood that it was going to be a historical
background for the United States of America they would have used it to better advantage than they did.
Whatever is there still can be used to advantage. I think that they were made more aware of it at the time that it
became defense. Because then they gave the people a reason -- like those faces -- you know, this is America.
They used this farmer and his wife. I think they used that picture a thousand and one times. It's typical of that
particular -- now is it a typical American Eastern or Western or -- you don't have anything. I know I never come
across it now. To say that one is typically Eastern or Western. Some people don't even know it's America,
actually. It's this day and age, but that same appealing for America and the American people has changed. I
think it's about time somebody woke up and did something about it.
RD: Well, can you think of anything more we should say about Farm Security Administration before we close?
HW: It was wonderful place to work and I got educated while I was being paid. I appreciated all the education I
got and it served me in very good stead.
RD: Well, I think everyone who worked with the thing got an education from it. Partly because of the nature of
the project and partly because Mr. Stryker insisted that you get an education from it.
CA: Yes, he'd give you things to read. When he tried to explain economics to me I said, "I just don't understand."
[Laughter] What is it? Parity? and above parity and oh...
RD: Well, I certainly want to thank you for your time and your cooperation. It's been an enjoyable session.
HW: I enjoyed it very much.
CA: Certainly.
HW: I hope that someday we can see that this is really being used. There is a certain satisfaction to knowing
that it will be used and that somehow or someway his efforts will be appreciated by others than those who just
worked with him.
CA: I think they already are to a certain extent and I think that this will make it kind of...
RD: I think that there is a growing interest in the Farm Security photographs.
CA: I hope that you can talk to Mr. Stryker because he...
HW: Steichen appreciated Mr. Stryker.
CA: And what he did on those Farm Security files because I hear him talking and he... Also, Rowena Javitt of the
New York Public Library. I hope you can talk to her too.
HW: Didn't Steichen have his Museum of Modern Art exhibition on with the Faces of America?
CA: Well, the Family of Man...
HW: Family of Man but he also had the Faces of America.
CA: Was that what it was?
HW: Family of Man was another one, but the first one was the Faces of America, where he had taken the various
faces -- and there were some elegant ones there. I know that one time someone had taken a picture of a rabbi
and I had it made in the 16 by 20 and given it to the synagog; and the facial expression on that is just precious.
You can almost read between the lines. It's beautifully done and the technical part of it is beautifully done too.
But they had some faces of farmers and oilers and just people on the city street and the facial expression could
tell an awful lot.
RD: His most recent thing I think was the Bitter Years. That was in 1962.

CA: Yes.
HW: You went to that, didn't you?
RD: No, I didn't. I am sorry I missed it.
CA: I wished I'd gone. I got the brochure but...
HW: Well, he had gotten ever so many things.
RD: But certainly with someone like that interested in it and Paul Vanderbilt is intensely excited about the file,
even yet. So...
HW: Well, he certainly was...
CA: You'll see Miss Lange? Will you talk to her? I hope you will.
RD: I'm supposed to. She wrote that she would like to see me. She is coming to New York sometime this month,
I think.
CA: I hope you see her. She is one of the early ones.
RD: Well, if they are all as cooperative as you two have been I'm sure it will be successful.
HW: Well, I enjoyed it immensely.
CA: Oh, I did too.
HW: I'm sorry that it couldn't have continued because it really was a real nice working relationship. I enjoyed all
the people that worked there. I really felt like I was important! [Laughter]
CA: Oh, yes!
RD: Well, I'd better turn this off.
[END OF INTERVIEW]

