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Recent Paintings, Roko Gallery, New York, NY, 1947

RECENT PAINTINGS
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. Chained 19. Noonday Chat

. Community Church 20. Pendle Hill
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. Downbeat 22. The Poet, Il

. Draftsman 23. Papa Do's House

. Falling Leaves 24. Pot o' Gold
Farmer 25. Primitive Dance
Good Samaritan 26. Princess

. Greasepaint 27. Slave Lynching

28. Soldering, |

29. Soldering, Il
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Claude Clark, Ruthermore Galleries, San Francisco, CA,

"RAIN" by Claude Clark

g? RUTHERMORE GALLERIES

3024 Fillmore Street e San Francisco 23, California
Hours: 10:00 a.m. to 6:00 p.m. e Open Friday Evenings e Closed: Monday and Tuesday
Visitors Welcome Telephone: JOrdan 7-4473
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"SPONGE FISHERMAN " by Claude Clark

ARTISTS

John Axton
Bacosi

James W, Boyers
Claude Clark
Russell Cowles
lee Domez
Edgar Ewing

BONNARD
CEZANNE
CHAGALL
DEGAS
DUFY

REPRESENTED IN OUR COLLECTION
PAINTERS

Lyonel Feininger Omer Lassonde Millard Sheets

Robert Frame Dan Lutz

Grigory Gluckmann Buckley Mac-Gurrin Mexican Painters:

Richard Hornaday John Marin Castro Pacheco

Ralph Hulett Joshua Meador Eugenio Servin

Jerry Jolley Moor Juan Soriano

Laurence Landa Reuben Rubin

MURAL ARTISTS:

Lee Domez Jerry Jolley
Edgar Ewing Buckley Mac-Gurrin
Richard Haines Sueo Serisawa

Millard Sheets

MODERN FRENCH ARTISTS:

EDZARD MATISSE PISSARRO
FORAIN MILLET REDON
GAUGUIN MONET RENOIR
LAURENCIN MORISOT ROUAULT
LAUTREC PICASSO UTRILLO
VLAMINCK

All Artists Listed Above — Shown by Appointment

Drawings by Rufino Tamayo
% Etchings by Pablo Picasso G@'

1577
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Amistad II, Frisk University, Nashville, TN

| : »
LAMISTAD II: Afro-American Art/David Driskell

[
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Claude Clark
788 Santa Ray Ave.
Qaklandy Cae 94?10

e

AMISTAD II: Afro-American Art

DAVID C. DRISKELL

The Department of Art

Fisk University, Nashville, Tennessee

in cooperation with the American Missionary Association and the
United Church Board for

Homeland Ministries, New York, New York
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ond Saunders, Mixed media and collage, Afro-
wcan Collection, Fisk University.

|
|

“The Arena,” Claude Clark, Oil on canvas 20”x24", i
Afro-American Collection, Fisk University. i
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Page 8



CATALOGUE

Benny Andrews
Born: 1930, Madison, Georgia
Studied—Fort Valley State College
University of Chicago—School of the Art Insti-
tute of Chicago
1. Like I Am Etching—14"x9%"
Collection Tougaloo College

William Artis
Born: 1919, Washington, North Carolina
Studied—Art Students League, Alfred University,
Syracuse University and Pennsylvania State
University
2. Head of a Boy Terra Cotta 10” h.
Collection Fisk University
3. Young Man Terra Cotta 11”7 h.
Collection Fisk University

Edward M. Bannister (1828-1901)

Born: St. Andrews, New Brunswick, Canada

Studied—Lowell Institute and organizer of Provi-
dence Art Club

Untitled (Cattle, River and Sailboat) Oil on
Canvas—14"x20”

Collection Museum of African Art

Untitled (Man on Horseback, Woman and Cattle)
Oil on Canvass 61"x22”

Collection Museum of African Art

Landscape 1879 Oil on Canvass 5%2”x10%”

Collection the Barnett Aden Gallery

*4,

*5.

*6.

Richmond Barthe
Born: 1901, Bay St. Louis, Mississippi
- Studied—Art Students League and the School of
the Art Institpte of Chicago
7. Shoe Shine Boy Polychromed Plaster 7” h.
Collection Fisk University
8. Head of a Man Terra Cotta 12” h.
Collection Fisk University

Romare Bearden
Born: 1914 Charlotte, North Carolina
Studied—Art Students League and New York
University
9. Last Supper Watercolor 16Y4"”x22"
Collection Fisk University

10. Sun and Candle Collage 10%”x123%"
Collection Tougaloo College
Betty Blayton

Born: 1937, Williamsburg, Virginia
Studied—Syracuse University, the Art Students
League and the Brooklyn Museum School
11. Emergent Forces Etching 1178”x157”
Collection Tougaloo College

Michael Borders
Born: 1946, Hartford Connecticut
Studied—Fisk University, Howard University and
Skowhegan School of Painting and Sculpture
*12. Now Go Have a Coke and a Hot Dog Oil on
Canvass 125V4”x70"
Collection Fisk University

Elizabeth Catlett
Born: 1915, Washington, D. C.
Studied—Howard University and the University
of Towa
13. The Black Woman Speaks Spanish Cedar 16” h.
Collection Mr. and Mrs. David C. Driskell

69
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Claude Clark
Born: 1915, Rockingham, Georgia
Studied—The Barnes Foundation, Sacramento
State College and University of California at
Berkeley
14. The Arena Oil on Canvass 20¥6”x237%"
Collection Fisk University
15. Black Man’s Burden Oil on Canvas, 23%2"x19%2"
Collection Fisk University

Claude Lockhart Clark
Born: 1945, Philadelphia, Pennsylvania
Studied—California College of Arts and Crafts
and University of California at Berkeley

16. Mantis Felt, Ink and Brush Drawing 35”x22%2"”
Collection the Artist

17. Untitled Myrtle Wood 33” h.
Collection the Artist

Ernest Crichlow
Born: 1914, New York, New York
Studied—New York University and the Art Stu-
dents League 4
i8. Day Dream Etching 11347x9”
Collection Tougaloo College

Eldizer Cortor
Born: 1915, Chicago, Illinois
Studied—School of the Art Institute of Chicago
19. Torso Etching 20”x14%"
Collection Tougaloo College

Allan R. Crite
Born: 1910, Plainfield, New Jersey
Studied—Boston Museum School of Fine Arts,
Massachusetts School of Art and Boston Uni-
versity
20. Adoration of the Magi Ink 13”x20%2"
Collection Fisk University

Willis (Bing) Davis
Born: 1937, Spartanburg, South Carolina
Studied—DePauw University, Dayton Art In-
stitute and Miami (Ohio) University
21. Fertility Altarpiece High Fired Clay, Wire, Rope,
Nails and Found Objects 46” h.
Collection the Artist

Phillip Dotson
Born: 1948, Carthage, Mississippi
Studied—TJackson State College and the University
of Mississippi
22. Anthropomorphic Psychosis Oil on canvas 30”x
45"
Collection the Artist

Aaron Douglas

Born: 1899, Topeka, Kansas

Studied—University of Nebraska and Columbia
University Teachers College

Portrait of Alta Oil on Canvas 27% "x2434"

Collection the Barnett Aden Gallery

Emperor Jones Series Linocut 8”x5%8"

(Bravo, Defiance, Flight, Surrender)

Collection Fisk University

*23.

24.




10. SUN AND CANDLE‘ Romare Beérden

15: BLACK MAN’'S BURDEN Claude Clark

26. SWING LOW SWEET CHARIOT David C. Driskell

76
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College Report, Merritt College, Oakland, CA, 1977

'MMerritt
C - College

Art/Nancy Enkoji

Imagination, a vital ingredient in Merritt's Oral History Project

“The biographer may be asimagina-
tive as he pleases — the more im-
aginative the better — in the way he
brings together his materials, but he
must not imagine the materials,” said
the biographer of Henry James, Leon
Edel in the New York Times book re-
view section, May 8, 1977. Curiously,
this statement, written to describe the
requirements of a discipline far re-
moved from that in which the Merritt
College Oral History Project is in-
volved, articulates the particular and
innovative approach of our project.
This approach differentiates the Merritt

Edith Jenkins

College Project from the many schol-
arly as well as innovative uses of oral
history in schools and colleges in the
last few years.

Operating under a planning grant of
$50,000 from the National Endowment
for the Humanities, the Merritt College
Oral History Project will complete, on
August 31 of this year, the period of
fourteen months for which it was
funded. During the grant period, the
college has offered fourteen classes
which have included oral history com-
ponents. Because instructors have
employed oral history in several sec-

tions of required courses, there have
been a total of nineteen classes incor-
porating oral history. Seven disciplines
have been involved, and six courses
have been offered at off-campus sites,
four for groups of senior citizens.

The goals of the project which have
inturn dictated its form, are based on a
philosophical stance, a stance that we
believe indigenous to California Com-
munity Colleges. Our stance assumes
the importance of the common man
and woman and his or her contribution
to history. We believe that the foot-

(Continued on Page 6)
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Claude Clark, artist extraordinaire

Edwin Johnson

Be it luck or fate or whatever else,
Merritt College is the better for having
among its faculty Claude Clark, artist
extraordinaire, teacher, humanitarian
and oral historian.

Few of us, to coin it archaicly, have
the gumption to literally lift ourselves
up by our bootstraps, as has Claude
Clark. Steming from his early life on a
tenant farm in Georgia, the second
eldest of 10 children born to John and
Estelle Clark, to an equally less than
prosperous tenure in Philadelphia, one
sees in Clarke's paintings the simplic-
ity, color and down-to-earthness which
is part and parcel of the Black urban
and rural experience of which he is
very much a part.

Clark attributes an artist's success
to not so much sheer talent, but rather
99 percent perspiration, hard work
and an eternal vigilance. “The pitfalls
are innumerable,” attested Clark, which
is why he never encouraged his own
son, Claude Lockhart Clark, an artist in
his own right, to make a career of art.

At an early age, Clark saw the need
to have heroes to look up to and found
them in the form of Harlem Renais-
sance writers and artists Countee Cul-
len, Claude McKay, Paul Lawrence
Dunbar, James Weldon Johnson and
others who protested the social ills of
their time. “The Black artist should be
concerned with his image,"” said Clark.
“Blacks need positive role images and
statements on Black life, and | have
chosen that path in my work."”

Claude Clark

As a part of his continuing education
and experience, Clark entered the in-
ternationally known Barnes Founda-
tion in Pennsylvania, in 1939, where he
became more influenced by the Afri-
can sculpture reflected in his later
works. During this period, he also
worked on the WPA Federal Art Pro-
ject. It was not until 1945 that he be-

came serious about a teaching career,
which has since spanned Philadel-
phia’s Public Schools, Talledega Col-
lege in Alabama, and schools and
colleges here in California.

During the construction of BART,
Clark took the issue of the absence of
Black formen and surveyors on the job
in his own hands you might say, by
inserting them in those roles in his
paintings. “This must be done,” Clark
stressed, "if we are interested in the
psychological well-being of our chil-
dren.”

Among his numerous art exhibitions
are included the Sorbonne, in Paris,
the 1939 World's Fairand the Library of
Congress, with several one-man
shows, two-man shows with his son,
and goodwill exhibitions throughout
the country.

His travels have taken him to
Mexico, the Carribean lIslands, and
Ghana and Nigeria in Africa. “There
were things Africans were doing that |
haven't seen since | was achild,” Clark
reminisced, referring to the tradition of
roasting corn on the ear and boiling
peanuts. “There, | saw a living
museum of things we have long since
forgotten about here.”

One of his purposes in going to Af-
rica, Clark said, was to help the Afri-
cans protect ‘our’ art treasures. “They
must be preserved,” he said.

Asked if there was any one particu-
lar thing that he had a burning desire to
do, Clark predictably replied “Yes, this
summer | hope to find the time for
creativity, to capture on canvass the
feelings and images that | saw in my
travels to Africa.”

Oral HlStOt’y (Continued from Page 1)

soldier is as important as the general.

Our primary goal, and the one for
which the project is funded, is to enrich
and revivify the humanistic content of
curricula by inclusion of oral history in
existing and new courses. We believe
that students learn and digest that
learning when the facts encountered in
the course are related closely to life
and when the gap between book
knowledge and knowledge derived
from life is somehow bridged. Oral his-
tory provides a remarkable means for
bridging that gap.

Secondly, we feel that an unquanti-
fiable fall-out of the use of oral history is
the bridging of another gap — that be-
tween generations. We see time and
again the pride of the young in discov-
ering the lives of their grandparents
and the pride of the old in recounting

their stories to a young and interested
student historian.

We see as well the possibilities of
bringing into the orbit of Merritt College
whole new audiences — pensioners,
housewives, national communities
such as the Finns and ltalians, new
and perhaps older segments of the
Chinese, Latino and Black com-
munities.

And lastly, we see the recorded oral
and visual histories made available in
the Merritt College Library both for
students and the community for edu-
cational and scholarly purposes.

Because the primary commitment
of the Oral History Project involves
curricular changes the Merritt College
Oral Histroy Project adapts and mod-
ifies conventional oral history ap-

proaches. The use of oral history as-
signments in a given class must at all
times be appropriate to the content
and intent of the class. Consequently
the focus of the assignment as well as
the manner of carrying it out differs
widely. For example, in a course on
sociology in which students are study-
ing the Great Depression, students are
asked to secure the reactions of
people who lived through it. They learn
not only about deprivation as recorded
in the history books but also about the
actual effects the depression had on a
parent or uncle.

At the present time, over fifty oral
histories are available in the library. By
the end of the grant period it is antici-
pated there will be double that
number. At such time as the amount of
histories collected warrants it, the Data
Processing Department will make a
class project of working out a retrieval
system.
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Black Printmakers and the WPA, New York, NY 1989

Lehman College Art Gallery, The City University of New York
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BLACK PRINTMAKERS AND THE V.P.A.
THE LEHMAN COLLEGE ART GALLERY
FEBRUARY 23—JUNE b, 1989

Leslie King-Hammond, Curator
Biographical entries by Elisabeth Lorin

Exhibition organized by the Lehman College Art Gallery,
The City University of New York, Bronx, New York

Circulated by Gallery Association of New York State




BLACK PRINTMAKERS AND THE V.P.A.

“For the first time since the plantation days artists began to touch
new material, to understand new tools and to accept eagerly the
challenge of Black poetry, Black song and Black scholarship.””!
By 1934 the economic destruction wreaked by the Great Depres-
sion had put between eleven and fifteen million people out of
work. Ten thousand of these jobless citizens were artists. A year
earlier, Franklin D. Roosevelt, the newly elected president, had
signed into legislation the Federal Emergency Relief Act. Based
on a system of work relief, this project’s primary objective was
simply to get people back to work, artists included. The govern-
ment had no particular commitment to the arts, but it realized
that artists “have to eat like other people.”’? New Deal employ-
ment projects, however, didn’t just put food on the artist’s table.
Through an innovative set of programs, the government set the
scene for a richly productive era in American art.

In 1935 Roosevelt created the Works Progress Administration
(later the Work Projects Administration) or WPA. Its purpose was
to create all kinds of jobs at every level of the skill ladder, preserv-
ing professional and technical skills while helping individuals
maintain their self-respect. Artists in the program were paid $15
to $90 a month for a wide variety of assignments. Work-relief
programs functioned under this basic design from 1935 to 1939,
when the WPA was renamed the Work Projects Administration
and placed under the supervision of the Federal Art Project
(FAP). The WPA/FAP lasted until 1943, when productivity and em-
ployment soared as the country marshalled its resources to fight
World War 1.

From 1935 to 1943 the WPA/FAP had four major areas of activity:
the creation of art, art education, art as applied to community
service, and technical and archaeological research. The most
prolific divisions were those responsible for easel painting, mu-
rals, sculpture, and fine prints.

"Black Printmakers and the WPA" specifically addresses the area
of fine prints and the community art centers where they were
made. There, art education and community service combined to
give significant numbers of Black artists the rare opportunity to be

supported in their chosen line of work, to gain new avenues for
expression, and to have contact with white artists, which under
other circumstances would not have occurred.

The Black printmaker has only a few recorded historical anteced-
ents. While there is documentation showing that Black printmak-
ers were active in this country as early as 1724, the anonymity of
the slave makes it almost impossible to trace individual achieve-
ments. We know that the only known portrait of the slave poet
Phyllis Wheatley was engraved by Scipio Moorehead, a Boston
slave, in 1773.° Half a century later, three slaves, a father and his
two sons, are known to have been active in the Boston printing
shop of one Thomas Fleet, who had come to Massachusetts from
England in 1821 to escape religious persecution.* Only the two
sons are identified by name—Caesar and Pompey—but all three
men were said to have been ““bred to press.” These artisan slaves
were trained in Fleet’s shop to set type and to do woodblock en-
graving. According to Fleet, the father was an exceptional artist,
“‘who cut on wooden blocks, all the pictures which decorated the
ballads and small books of his master.””*
Patrick Reason (1817-c.1850), known to have been an engraver,
draftsman, and lithographer, apprenticed as a youth to an en-
graver in New York. And Grafton Tyler Brown (1841-1918)
?wn_ed and operated his own lithography firm in Oakland, Cali-
ornia.
During the first three decades of the twentieth century, Blacks who
followed this profession found outlets for their work in magazines,
newspapers, journals, and other popular publications. Access for
Black artists was primarily limited to the pages of publications that
focused on issues of race relations and their sociopolitical ramifi-
cations. Magazines such as Crisis, Survey Graphic, and Opportu-
nity afforded these artists the greatest amount of exposure.
It was not until the years of the WPA that Black artists found via-
ble conditions to explore their own creativity, develop print-mak-
ing processes and gain access to new technologies. The graphic
arts division of the WPA/FAP directly assigned artists in the Phila-
delphia program to develop original prints in all media, but many
of the artists assigned to other projects also found time to experi-

ment with print making. The main catalysts for creativity were the
community art centers that sprang up in various urban centers
and at Black colleges. The Harlem Recreation Art Center is the
most famous, for its list of alumni reads like a Who's Who in Black
American culture: Selma Burke, Aaron Douglas, Palmer Hayden,
Jacob Lawrence, and Augusta Savage all worked there. But there
were also vibrant centers in Cleveland, Chicago, Atlanta, Rich-
mond, Oklahoma City, Memphis, Tennessee, and Jacksonville,
Florida. One of the most exciting aspects of research into this era
of American art is that a great many of the artists are still living,
and they are without exception still actively pursuing their art.

The community art centers provided young Black artists with new
experiences in the arts, experiences from which they had been
largely excluded by the segregated social conditions of the times.
As teachers in the centers, professional Black artists were able to
gain access to printing presses and tools. A very special relation-
ship between artists, teachers, and students evolved during this
time. Roles freely shifted or merged, as teachers and students ex-
plored new technologies together. Riva Helfond, one of the artist-
teachers at the Harlem center, recalled the lithographic process,
and learning “how to manipulate the technique involved in print-
ing from these mysterious, beautiful surfaces.””

In 1945, painter and art historian James Porter wrote, “The op-
portunities afforded...so far through the WPA Federal Arts Proj-
ects raise the hope that equal opportunities will soon appear
through private and commercial patronage and that the preju-
dice and mistrust that have restricted the Negro artist and
warped his milieu will be abolished.”” While such hopes have yet
to be fully realized, during the years 1935 to 1945, Black artists—
and in particular Black printmakers—attained remarkable artistic
and technical levels of achievement.

Artists in the WPA graphic arts division produced more than
200,000 fine prints from more than 11,000 designs. They used the
traditional media of woodblock, lithography, etching, and aqua-
tint extensively, but the division’s claim to fame was its artists” suc-
cessful experiments with new techniques. As WPA historian Fran-
cis V. O’Connor observed, ““This aspect of the WPA/FAP’s activ-
ities was most noted for its many technical innovations—espe-
cially its perfection of color lithography and the serigraph (silk

screen) for creative purposes and the invention of the Carborun-
dum etching.””®

Alarge share of the credit for such innovations goes to the Phila-
delphia graphics division—the only one of the WPA’s community
centers to be specifically designated a fine-print workshop. The
program had to its credit four young Black artists—Dox Thrash
(1893-1965), Claude Clark (b. 1915), Raymond Steth (b. 1918)
and Samuel Brown (b. 1907)—who were intensely committed to
developing and expanding the print medium. Thrash, Clark, and
Steth were assigned directly to the print department; Brown was
officially attached to the watercolor department, but he found
the need and the time fo test his skills at print making.

The kind of close working relationships and creative energy fos-
tered by the centers is exemplified by the Philadelphia group.
Thrash, the head of the graphics division, had only three other
artists, who were white, in his section. None had much experi-
ence with the various print-making processes. Roswell Weidner,
one of the shopmates, described the scene: ““We worked there
every day. Five days a week. Nobody kept time on us, but we all
were gung-ho....This was a great opportunity...we all helped
each other. The blind helping the blind.””

Weidner admits that it was a shock for him to find himself working
with Thrash, a Black man. Yet he said, “To me, he was a man.”
And besides, Weidner recalled, the shop’s energy was com-
pletely focused on the development of various print processes.
""He was a nice guy, but he didn’t talk. He came in and worked
and we got along, and there it was. Print making, that was the ex-
tent of the whole thing.”"®

The Carborundum print can be directly attributed to Thrash. Car-
borundum is the trade name for a coarse, granular industrial
product made of carbon and silicone that is used for grinding and
polishing. The Carborundum print grew out of Thrash’s use of
Carborundum crystals to resurface used lithographic stones.
Thrash experimented by manipulating various grades of Carbo-
rundum crystals until he achieved a wide range of tints and tonal
variations in the final print." In notes for a book he was planning
to write, Thrash acknowledged his colleagues for their assistance
in ““perfecting’” the method, but he clearly and definitively stated,
"I do claim credit for the discovery.”
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CLAUDE CLARK

Claude Clark, Sr., painter, drafts-
man, and educator, was born in
1915 in Rockingham, Georgia. He
studied at the Philadelphia Museum
School; the Barnes Foundation,
Philadelphia; Sacramento (Califor-
nia) State College, where he re-
ceived a Bachelor of Arts degree;
and at the University of California,
Berkeley, where he received his
Master’s degree. Clark resides in
Ocakland, California, where he has
retired as professor emeritus from
the Merritt Campus of the Peralta
College District, Oakland. He es-
tablished the art department at the
Talladega College in Alabama and
participated in the development of
the carbograph with Dox Thrash
and Raymond Steth. Clark’s work is
represented in the collections of the
Schomburg Center for Research in
Black Culture of the New York City
Public Library; the Oakland Mu-
seum; Atlanta University; Fisk Uni-
versity, Nashville, Tennessee; and at
the Smithsonian Institution, Wash-
ington, D.C. During the Depression
he was a member of the WPA/FAP
Graphics Division in Philadelphia
where he shared a studio with fel-
low artist Raymond Steth. Clark
continues to produce his own prints,
which will be represented in the ex-
hibition of contemporary Brazilian
and American artists of African de-
scent in Brazil in 1989.

Time Out, n.d.

Etching

N x131/2"

Free Library of Phildelphia,

Print and Picture Department
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Introspective, The California Afro-American Museum,
Los Angeles, CA, 1989

INTROSPECTIVE

CONTEMPORARY ART BY AMERICANS AND BRAZILIANS OF AFRICAN DESCH
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ON THE NATURE OF THEIR WORK:
TALKING WITH AMERICAN ARTISTS

For more than three centuries, American artists of
African ancestry have found ways to highlight and cele-
brate their achievements in the visual arts, despite the
tormidable obstacles of race. Indeed, they have risen to
the challenge, and shown themselves capable of
expressing the aesthetic qualities inherent in the original
African concept of art. At the same time, they transcend
their ancestral art heritage to work as individual con-
temporary artists inspired by the romantic concept of
daring to pursue the American Dream.

The guest for a personal style of expression in art is an
ongoing process for artists of all media, all races.
American artists seem to be particularly engaged in the
search to recycle, revive and reinvent, to create art that is
new and shockingly different from what preceded it. Yet
Black American artists also continue to draw upon that
critical mass of their historical and cultural legacy, upon
the everyday surroundings, and upon the rich reservoir
of memory, imagination and dreams. The creative works
that result often combine and transcend the common
attributes of several styles of expression.

YVONNE PICKERING CARTER

Yvonne Pickering Carter is an abstract painter who calls
up many contemporary sources in her work to inform
the viewer of free play with non-objective shapes and
color flows—that imitate movement in an attempt to be

Fig. 18

Yvonne Pickering Carter
Morning Mist, 1983

61
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inventive with abstract subjects that relate to musical
experiences. She joins a host of artists of African descent
in the United States and from Brazil who are able to
articulate this middle ground of individually and highly
charged mass in contemporary art, without sacrificing
creative vision for what may be described as racialhy
motivated content.

Her decision to display canvases without traditiona:
frames takes nothing away from the formal structure or
personal integrity of her work as can be seenin Morning
Mist (figure 18). Rather, she imbues the work with con-
temporary qualities that are evident in the traditional art
of our recent past. In many ways, her art resembles the
quiet spaces observed in African tie-dyed textiles, with
an infusion of the spiritual that seems akin to the atmo-
spheric veil so often found in nature. Carter says of this
form of visual expression in her work:

My work has always been in the vein and spirit of
abstract expressionism. Perhaps, it relates to the
essence of experimentalism or improvisation.
Perhaps, it is the sensitivity to openness that allows
the works to grow. In my most recent work, the
collage technique is more dominant. The changes in
my work have made divisions unclear. Are the paint-
ings sculpture or sculptural paintings? The process of
painting has grown into performance works. The
performance is wedded to the idea of collage. The
difference is that the fragments are various media.
The fragments are poetry or the written word. The
fragments are movement or motion (dance). My
work, the fragments, are forms of expression in-
tegrating the various disciplines into one image or
experience.

For the artist, artistic growth is process. The need to
evaluate thdt process is necessary only in retrospect. The
challenge to be receptive to the drives of the moment
have sustained her. The difficulty lies in sustaining the
openness to explore in depth the creative drives, on
both the intellectual and the instinctual levels.

Her works selected for this exhibition are from the
period that falls between the three-dimensional
paintings and the beginning of the serious performance
works. The palette is strong in comparison to the pale
and minimal watercolor paintings Carter exhibited some
years ago. Her composition reflects early spatial
problems that she thinks may never resolve themselves
on canvas.

CLAUDE CLARK

For more than forty years, Claude Clark’s name in art has
been synonymous with African-American Art. In the




1940s, when many Black artists were turning to genre
scenes, still lifes and traditional landscape painting as a
means of self-expression, Clark was already seriously
investigating the iconography of African art and finding
a place for it in his own life and work.

As a young man, he had been exposed to one of the
finest collections of African art in America, the Barnes
Collection in Merion, Pennsylvania, where one of the
outstanding collections of modern masters was also
housed. So Clark acquired an ongoing education in the
art of the West and of African at a time when most artists
of his generation had settled into work in mainstream
abstraction or the social-realist tradition.

Moreover, Clark bridged the gap between the artists of
the Harlem Renaissance and those of the cultural revolu-
tion of the 1960s. He understood and practiced, in a
painterly manner, the ongoing spirit of Alain Locke’s
decree to Black American artists: the legacy of Black
involvement in the arts of America would be better
understood if they chose to . .. “return to the ancestral
arts of Africa’’ for sources of content in their work. Thus,
Black American themes, African masks, and everyday
events, particularly those related to the folkways of
peoples of African descent in the southern states and the
Caribbean islands, were dominant subjects in Clark’s art
until the late 1950s.

Spurred by the questions of his teachers when he
returned to college to complete a graduate degree in

1960, Clark investigated pure form in the direction of a

rich color field. This led to the creation of numerous
canvases that were abstract in nature. Among the works
from that period that best exemplify Clark’s commit-
ment to pure abstraction, in what he has descriptively
referred to as “Non-objective Expressionism,” are The
Vision (plate 9) and Crucible, (figure 19), both created in
1961. But his main interest remains Africa and its cargo of
human wealth to the Diaspora. Clark wrote in 1988:

As a child in the churches, the schools and the com-
munity, | dreamed of a destiny. My search became a
single purpose for the dignity of Black people
instead of attempting to solve the concerns of all
humanity. Early on | was convinced that a creative
spirit must soar beyond compartments of religion
and politics. It was through the roots of African Art
that | learned of the creative source of most Western
art. As | stood near the Nile at Cairo and looked
toward the Mediterranean in awe, | envisioned how
the Greeks, Persians, Romans, etc., had sailed up the
Nile, taking away the fine arts, sciences, history and
other disciplines. There were records on paper, on
stone. on walls in the temples that rivaled anything
produced later in the Renaissance. . . .

Over the years, | have painted representative and
figurative subjects. About thirty years ago, | was

m
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introduced to Non-Objective Expressionism. | didn’t
attempt abstract art in the 1930s, nor did | try during
my years at the Barnes Foundation. Dr. Barnes not
only has the world’s finest collection of Modern Art,
but presents the theory in his book, “The Art of
Painting,” that the format of the Modern Masters
was the same as that of old Western Masters. For
instance, the contemporary artist presents a simple
design, while the old Master presented the same
format, but built in the detailed subject matter. |
believe that the African creative artists gave the
format to the Western world and they are masters of
design (especially Egyptians). | feel that | understand
contemporary directions; and | relax for a while, to
have fun such as with inventive avant-garde. | have
learned much that | have applied to my craft, and |
feel that | have become a more flexible creative
spirit.

ROBERT COLESCOTT

As mentioned earlier, for Robert Colescott abstract form
got transformed into works that related more specifically
to the general studio format of painting traditional
academic subjects. This transformation from an abstract
style to a more liberal way of presenting subject matter
began in 1949.

Colescott went to Paris that year to study with Fernand
Leger. He arrived at the modern master’s studio with a
portfolio of abstract works in hand. Much to Colescott’s
surprise, Leger refused to look at them. “Abstract art.”
Leger said, “does not communicate ideas to people.”
Colescott relates that he can now trace his . .. “contriving
concern for the human figure (and the human
condition)” to that first encounter with Leger in Paris
forty years ago.

Leger had often four or five models set up for us-
They held flowers and bicycle wheels with ropes
twining between their legs, you know the set up.
drew and painted the figure from observation =
Leger’s studio, and when the work looked weak ~e
would demote me to the still-life. Later | workec
from imagination and memory, as | do now.

Irony and humor reared their ugly head about 196%.
and by 1968 | was involved with painting as narratve.
Artistically, I was reared on the emotion that subec
matter doesn’t matter, but I’d come not to beieve
that any more.

Colescott started showing his present style o” wors =
New York in 1970. It represented a vital part o z v
artistic climate that was forming. He describes =as - _—

seeping under the doors and coming o of dee
woodwork. The narrative was a vehicle “or socal
satire, and for almost twenty years |'ve beer “ocusimg
on issues of race in America, the tragicomech of com-




-

Fig. 19 Claude Clark
Crucible, 1961
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A Book of Postcards, National Museum of American Art,
Smithsonian Institute, 1991

from the
collection
of the
National
Museum of

American
Art

Paintings by African-Americans

CLAUDE CLARK (born 1915) has taught art since 1948 in
Alabama and California and continues to research the roots
of African-American art in Africa, specifically Ghana and
Egypt.

CL6V6 VO 'PU.ll'l]E)ad ® 720808 X0og o a;euuﬁamo‘[

Resting, 1944

Oil on canvas, 30 x 25 in.

National Museum of American Art, Smithsonian Institution
Gift of the Harmon Foundation, 1967.57.32

© Smithsonian Institution
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The 30 paintings in this book of postcards
have been selected from the National
Museum of American Art, home of one of
the finest collections of works by African-
American artists in the world today.
Diverse images in a variety of media are
represented, from portraiture of the early
republic to the creative expressions of
contemporary men and women.

LBH DFAikEL-F4A-4 Paintings by African-Americans

Ill I 90000
9 1780876547489 ““(“” 7 M171941057

Page 24



Fifty Years of Painting, Hammonds House Galleries,
Atlanta, GA 1991

by Georgia artist

FIFTY YEARS OF PAINTINGS
|
} CLAUDE CLARK

November 18, 1990 - January 6, 1991

Hammonds House Galleries and Resource Center of African American Art
. 503 Peeples Street, SW
Atlanta, Georgia 30310
404 - 752 - 8215
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CLAUDE CLARK

Claude Clark was born in 1915
on a tenant farm near Rocking-
ham, Georgia, the second eldest
of ten children. His family
migrated to Philadelphia in
1922 and by the time he entered
junior high school he knew that
* he wanted to be "a poet or
artist". He graduated from high
school with honors as class poet
and artist of the Year Book and
was awarded a four-year tuition
scholarship to the Philadelphia
Museum of Art where he
studied pictorial expression and
painting. From 1939-1944 he
studied art history, philosophy
and art appreciation at the
internationally known Barnes
Foundation on the estate of Dr.
Albert Coombs Barnes in
Merion, Pennsylvania where
Philosophy professor Alain
Locke and artist Aaron Douglas
had previously been invited to
study. Here Claude Clark was
able to systematically investi-
gate the hundreds of original
Old Masters, Moderns, and
French paintings as well as to
develop a deep appreciation for
African aesthetics through
studying in one of this country's

first important (and inacces-
sible) collections of African art.

Clark was a Works Progress
Administration (WPA) artist for
three years. He was active in a
Philadelphia graphics arts
workshop run by the WPA's
Federal Arts Program as was
Dox Thrash (d.1965), another
Georgia native, who like Clark,

_ managed to attend art school

and had settled in Philadelphia.
(Thrash was one of the artists
who perfected the carbograph
process--known commercially
as Carborundum--which "pro-
duces a sculptural, tonal image
rather than a linear one.")

With his solid professional
training Clark went on to teach
and to achieve a Master's degree
at UC Berkeley. He has been a
professor of art at Talladega
College in Alabama and at
Oakland, California's Merritt
College. His travels have taken
him to Africa, the Caribbean,
Central America and Mexico
and he has made use of subjects
from all of these cultures
reflecting the common concerns
of humanity.

His subjects exemplify both
rural and urban folkways. In his
work we find expressionistic
figures and character studies,
landscapes, seascapes and still
life compositions executed
primarily with a palette knife
rather than a refined brush;
Clark's artwork mirrors his
psychic life--an affinity and
love for folk culture, workers,
nature, his people, truths. His

Cover: Boogie - Woogie

content is ever reminescent of
the Social Realism of his
maturing years when content
and style cohered into "clear
and precise" truths about man's
humanity and inhumanity. "My
approach has been largely
conditioned, I believe, by my
religious and social back-
ground. As a son of a tenant
farmer, I decided early to help
in some small way to alleviate
the sufferings of humanity. As
a painter I concerned myself
with the people close to the soil
because I am interested in how
they live and the things they
do." (The Christian Scholar.
Volume XXXVII, Autumn,
1954, p. 312.) Man at peace,
man at war, man against the
forces of nature are the con-
stant subthemes of Claude's
life work.

Claude has exhibited at the
World's Fair 1939-40, NYC;
Academy of Fine Arts, Down-
town Gallery, Bonstell and
Roko Galleries, NYC;
Sorbonne, Paris; E. B. Crocker
Galleries, Sacramento, CA;
Oakland Musem, Grand Oak
Gallery, Merritt College, Oak-
land, CA; Museum of African
American Art 1983-84, Los
Angeles, CA; Frames 'n Fine
Art 1983, Atlanta, GA; Ken-
keleba House 1986, NYC;
October Gallery 1987, Phila-
delphia, PA; Masters Art
Exhibition (NCA) 1988, Sal-
vador-Bahia, Brazil.
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Traveling shows:

Amistad ITAfro-American,
1975-76. Two Centuries of
Black American Art, 1976-77.
Hidden Heritage: Afro-Amer-
ican Art 1800-1950,1985-88
Chicago, PortsmouthVA,
Washington, D.C.-Howard
University. Choosing 1925-
1985, 1986 IL, VA, Washing-
ton, D.C. Introspective
Contemporary Art By
Americans and Brazilians of
African Descent 1989,

Collections:

Library of Congress, Fisk
University, Hampton Univer-
sity, National Gallery of Art,
Smithsonian Institution, Talle-
dega College, Atlanta Univer-
sity.

Publications:

Directory of American Schol-
ars 1951; American Negro Art
by Cedric Dover 1967; Interna-
tional Directory of the Arts,
Berlin SW61, Germany 1965,
1976; Who's Who In American
Art 1956, '62, '64, '76, '82;
Amistad II--Afro-American
1975-76, 1975; Two Centuries
of Black American Art 1976;
Hidden Heritage 1985; Choos-
ing 1986; Unbroken Circle
1986; Engagement Journal and
Art Book-Hampton University
1985-86.

Catalog of the Exhibition

1. Dreamer, 1938
Qil on Board
22 x 38

2. Nude (in Classrom) 1983
Qil on Board
16 x 20

3. Remorseful (Nude) 1938
Qil on Board
15x20

4. Boogie-Woogie 1939
Original Lithograph
16x20

5. In the Groove 1940
Original Lithograph
16 x 20

6. Play Off 1940
Oil on Wood
141/2x231/2

7. Lathe #2 1940
Oil on Board
12x 17

8. Drill Press 1941
Oil on Board
12x17

9. Hillside Landscape 1942

Oil on Board
163/4x21/4

10. Jam Session 1943
Qil on Board
18 x215/8

11. The Slaughter House 1944
Qil on Board
18 x24

12. Meditation 1944
Oil on Canvas
18 x 25

13. Downbeat 1944-46
Qil on Canvas
16 x 20

14. Pallbearers 1944
Qil on Canvas
30 x 40

15. Good Samaritan 1946
Oil on Board
13 1/4 x 23 1/4 (oval)

16. Decoration 1946
Oil on Board
20 x 26

17. Field Dressin 1946
Oil on Board
18 x 24

18. Freedom Morning 1944
Oil on Canvas
30x 40

19. Neighbors 1946
Oil on Board
153/8x 18 5/8

20. Barn (Pindle Hill) 1947
Oil on Canvas
16x 20

21. Pine Ridge Station 1947
Oil on Board
12x 16

22. Trumpet Vine 1948
Oil on Board
12x 16
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23. Coconuts 1950
Oil on Board
12x16

24. Coffee 1950
Qil on Board
12x 16

25. Caribbean Playground 1952
Qil on Board
16 x 20

26. Sponge Fisherman 1944
Oil on Board
18x 24

27. Upmeads 1947
Oil on Board
12x 16

28. Lemons 1950
Qil on Board
12x 16

29. Rain 1950
Oil on Board
16 x 20

30. Men And Machetes 1950
Qil on Board
16 x 20

31. Worker's House 1950
Qil on Board
12x 16

32. On the Bayou 1952
Oil on Board
12x 16

33. Building the Tug
Qil on Board
12x 16

34, Oasis 1952
Qil on Board
12x 16

35. Tortola Waterfront 1950-52

Qil on Board
20x24

36. Dahlia bouquet 1954
Oil on Board
20x24

37. Together 1961
Oil on Board
18x 24

38. Boats on the Bayou 1961
Oil on Board
24 x 30

39. Black Orchid 1961
Oil on Board
18x24

40. Phoenix 1961
Qil on Board
24 x 37

41. Homestretch 1961
Qil on Canvas
36 x 48

42. Crucible 1961
Qil on Canvas
32x38

43, The Vision 1961
Oil on Canvas
311/4x36

44, Tranquility 1961
Oil on Canvas
36x48

45. Navajo Happening 1967
Oil on Canvas
391/2x36

47. Tombstone 1962
Oil on Canvas
18x24

48. U.S. and Rider 1971
Qil on Canvas
24x30

49. Construction Huddle 1970
Qil on Board
24 x 48

50. Percussion Dialoguq 1979
Qil on Board
18x24

51. Men and Boat 1979
Qil on Board
18x24

52. Rise Up Africa! 1987
Oil on Board
331/2x36

53. Birth of the Sun 1987
Oil on Board
20x 24

54, Transfusion 1972
Qil on Board
18x24

This exhibition has been supported by
funds from the membership program of
Hammonds House and the Fulton County
Board of Commissioners through the
Fulton County Arts Council.

Hammonds House is the only fine arts
museum in Georgia dedicated to the
works of artist of African descent.
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Claude Clark, House of Vai, Oakland, CA, 1991

Vai Prints and Publications
Presents

In Vignettes of an African Odyssey
in the United States, the Caribbean,
and on the African Continent.

A great pioneer in African and African-American art, Clark’s
work is represented in many private and public national and
international collections. He celebrates life through por-
trayal of people in powerful-rhythmic lyrics of color. Clark’s
dramatic “lost and found” color tones rank him as one of
America’s greatest colorists.

For an unbelievably small price, grace your home, office or
classroom with a valuable Clark oil painting, reproduced in
limited edition on the finest paper.

Distributed by
Vai Prints and Publications
House of Vai
PO. Box 8172, Oakland, CA 94662-0172
Phone (415) 652-4920
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A Pioneer African American Visual Artist
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C. CARVING AN ASHANTI D. WORKING MADONNA

STOOL (18 x 24) —1977 (12 x 16) —1949
An African wood carver celebrates Many African mothers nurse babies
an ancient art of sculpting wood while carrying heavy loads.

E. MANANA (12 x 16) —1950
In Puerto Rico a peasant dreams of flight to the United States
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F. RAIN (20 x 24) —1950
In harmony with nature, this peasant demonstrates that environment provides
cover during a tropical downpour.

G. CARIBBEAN PLAYGROUND H. GROWING DAHLIAS

(20 x 24) —1952 (20 x 24) —1953

These Puerto Rican children regard Plants raise their blossoms toward
the sea as playmate and the the sun in praise.

shore as their playground.
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1. BLACK ORCHID

(18 x 24) —1961

An image that celebrates African
pride in Black Womanhood.

J. TOGETHER (18 x 24) —1961
A Haitian couple has known adversity, yet celebrate togetherness.
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Bloodlines

Lineage: Claude Clark, Sr., and
Claude Clark, Jr., at Pro Arts
BY MARY HULL WEBSTER

As African Americans our experiences bave
been different from those of the homeland.
We must assert ourselves to learn our African
beritage and African crafts, then apply these
200ls 10 our experiences bere in America.

—Claude Clark, Jr:

he specific living quali-
ty of lineage is that it
stretches into the past
while implying future.
Because it relies not on a history of
factual events but on the underlying

locates the individual present in a
larger continuum without which
realization of differentness—neces-
sary ﬁ)r lid :nu- of id Y
be a deeply fragmenting and lonely expe-
rience. Coursing through this exhibition,
4 .l‘l ‘hyWoody:“ ,a
stream of people and ancestry organizes
the paintings of Claude Clark, Sr., and
the carved wooden sculpture by Claude
Clark, Jr., two Bay Area artists and educa-
tors who are father and son.

It opens with the carved walking sticks
of Claude Clark, Jr., but the exhibition
focuses on Clark, Sr.’s
paintings, which unfolds as
the extraordinary odyssey
of an African American
man’s search for his place
in the world. Born in 1915,
Clark, Sr., was recognized
in high school as a promis-
ing artist. Early figurative
paintings like The Gang,
Guttersipe and the lively
On Sundasy Morning (1946)
speak eloquently of the
work, social and spiritual
life of his community, and
presage the socially-aware
canvases of the 1970s. By
the early sixties, he was
working in an abstract
expressionist manner, and his personal
imagery had taken on an overt shamanic
spiritual tone; in Descent, the painful and
angry Aboriginal Refuge, and A World
Below (1961), Clark has evidently set sail
for a more adequate home. A number of
works from 1966 to 1967 depict Navaho
and Hopi life, and one can imagine a
longing in these paintings to be at home
with the people he paints, both in their
daily lives (Shearing the Sheep) and in their
spiritual rituals (Kachina Dancer).

In the 1970s, Clark’s journeying
included paintings of black people who
inhabit black countries that might be

Africa, the Caribbean, or the artist’s grad-
ual creation of his own internal land. The
smiling woman with a baby on her back
in Come to My Village (1977) is a strong
picture of refuge, a primary boon for
those who can live imaginally in the
body of the ancestors. The child on
her back absorbs warmth and relat-

edness from this woman who will
remain with him alwa; er as
kin, as earth and sunlight—who
accompanies her child through the
long stretch of adulthood. Her pur-

suggest that she is a royal figure
whose juxtaposition with the
haughty Princess (1959) demonstrates
how far Clark’s soul-figure has come.
The prize group of paintings in this
show, however, image the artist’s return
to the ordinary reality of his Bay Area life.
Employing social satire that cuts to the
issues with the clarity of a diamond,
Clark’s seamless paint handling, wit and
intelligence mediate the bitterness of liv-
ing under racial oppression by white-
bearded Uncle Sam. These pieces, span-
ning the years 1969 to 1977, hit the

bull’s-eye consistently, as inner feeling
and physical painting meet political reali-
ty. The Addict depicts the Statue of Liber-
ty, crowned with the star of American spe-
cialness, managing to light a cigarette with
its torch while shooting up with a syringe.
A merciless sun and New York skyline
bear witness from the background, carry-
ing forward the ritual quality of the earlier
Kachina Dancer. But here, there is no
earth—only the blind light of fire, an
ungrounded burning in the veins that is as
good a metaphor for urban life as one
could hope to see. These pictures derive
their bite and clarity from their engage-

Clockwise from upper right: Claude Clark, Sr., Target Area,
1969, oil on board.

Cloude Clark, Sr., Gutiersnipe, 1942, ol on wood.

Claude Clark, Jr., Mask, walnut.

Claude Clark, Sr., On Sunday Moming, 1946, oil on board.
Claude Clark, Jr., Memphis Seoop.

In Lineage, at Pro Arts, Oakland.

4 Artweek
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ment with otherness. In this encounter,
which can happen only if an artist is will-
ing, and strong enough, to meet the world
outside his own group, Clark has risen to
his fullest power and taken his social com-
mentary, and his spiritual experiences,
into the country of his birth. In these pic-
tures where both black and white live, for
better or for worse, the relationship is still
characterized as a battle, but at least the
two colors acknowledge each other’s pres-

ence in the same world. Clark, Jr.’s articu-
late carvings, fully steeped in African art
history and sacred reality, have still to
make the return trip to find the artist’s
place, as his father has done, in American
art lineage. i

Lineage by Claude Clark, Sr., and Claude Clark,
{:;, :u'ough April 24 at Pro Arts, 461 Ninth St., Oak-

Mary Hull Webster is a Bay Area painter, writer
and teacher, and 2 contributing editor to Arrweek.

familial relationship and to the way in

A conversation with
Claude Clark, Sr., and
Claude Clark, Jr.

BY MEREDITH TROMBLE

ineage, the title of the joint
exhibition of work by Claude
Clark, Sr., and Claude Clark,
Jr., refers both to their own

African heritage as a creative source.
After early training as a painter at the
Pennsylvania Museumn School and
the Barnes Foundation, Claude
Clark, Sr., embarked on a long
career as an artist/educator; he
taught at a number of different
colleges and in the late 1960s,
while at Merritt College in Oak-
land, created what may have been
the first American college course
in African American art history.
His early paintings often depict
African subject matter in a realist
style. He moved through an
abstract expressionist period while
working on his master’s degree at
UC Berkeley, then returned to a
figurative mode to create alle-
gories with strong sociopolitical
content. His sculptor son, Claude
Clark, Jr., turned directly to the
African art form of wood carving.

Artweek What first made you
want to be an artist?

Claude Clark, Sr. Art was
compulsory in the junior high
school I went to in Philadelphia.
‘When I was in seventh grade, there
was a teacher, Katherine O’Don-
nell, who had an art club after
school. I joined, and also had her
for my classes. From the very begin-
ning she was encouraging. She
knew the family was poor—there
were ten of us—so she would give
me carfare to go to Saturday classes.
I tried to pay it back to her. She said
don’t bother—just pass it on. She
gave me paper to sketch over the
summer holidays, and when we
needed food in our house, she

Philadelphia.

AW  Does any of ber art teaching remain
with you?

€CS She had impaired sight. She said
that she had a glass eye. Whenever I took

she made a bold design suggestion of how

I should cover the format. I think I've
unconsciously carried that idea
through most of my work. I'm pret-
ty sure she did it because of the her
sight but I do it because it simplifies
the format.

AW  And what early influences led
‘you to sculpture, Claude Clark, Jr.?

Claude Clark, Jr. I always saw
my father’s work and it was some-
thing that made the family a lictle
different. I was looking for some-
thing that would identify myself.

AW  Your carving seems to stem
from the African work that your father
was introducing to bis students.

€CJ It started with father. When
he was teaching in Alabama, he
introduced that art in his courses and
1 saw what his students produced.
T've always been critical of things I
see. Even as early as age seven or
nine I had already decided that wood
things should look like wood things,
clay things should look like clay
things, and you don’t mix them.
These students were working in clay
but you could still see the metal mask
or wooden influence. I don’t think I
ever mentioned anything about this
to my father, but I looked at these
things and thought, that’s not the
way it’s supposed to be. I thought
one day I'd like to make it the way
it’s supposed to be made.

€CS That’s an interesting, cri-
tique that I'm hearing at this late
date. At that time, the early 1950s, I
was glad to see them do something
with the African sculpture in any

would send a basket, she would send Claude Clark, way. The students were just imitat-

coal to heat the house when we
needed it, I couldn’t have had a
finer friend. She lived long enough
to see my first one-man show in

:"f‘:" ':: ing what they saw with the clay and
and oak, at
Pro Arts,
Oaklond.  traditional woodworking tools, so I

I was glad they were interested. I
had never seen an adze or the other

couldn’t introduce them to that.

AW How did you first learn the
African woodcarving techniques?

C€CJ  Father had an exhibit at Fisk
University in 1972, and an African
artist named Lamidi Fakeye came
through Fisk and wanted to meet
him. Father then sponsored him so
he could come to California. The
Peralta Community College Dis-
trict and African American Histori-
cal Society paid for a carving
demonstration. I saw him do three
live demonstrations, and had a
videotape made of the fourth one,
so I had the chance to see where I
could go. It was very easy to start,
and within three years time I was
doing things like that stool over
there,

€CS I had never seen the adze
used before and it was quite magical
to me. Fakeye had eighteen pieces
of carved sculpture completed. I
took money out of my own pocket
and paid for their transportation.

ool bag on his shoulder, but when
he came to us in Oakland he came
without the tool bag. They took his
tools away from him because they
were afraid of having the plane
hijacked. I got on the phone and I
talked to those people so bad that
he was afraid for me.

When we asked him for some-
place to get the tools that he was
using, I think he was a little fearful
because he said it would take a life-
time to learn how to carve and he
never followed up on our request.
In the meantime, there was a
cousin of my wife’s who had
financed a Yoruba from the same group at
the University of Washington and she
said, why don’t you try my son—she
called this man her son. So we finally got
the tools through him.

AW
give 10 your sculpture?

CCJ Different technologies will devel-
op the thinking process a certain way.
The adzes and axes really speed up the
process of removing wood. Another
thing, in the particular method that I use,
there are no clamps or vices to hold the
item down. You have to constantly move
it, shape it, and see all sides of it. The
adze allows you have one hand free to
move and one hand free to carve.

AW [ would like to hear from both of you
about the direction of your new work.

€CS T've got sight difficulty now, but I
don’t think it’s so severe I can’t get at
something. I've been to Egypt three dif-
ferent times recently, learning about what
went on there and how it relates tous as a
people. I've done a few paintings on that
theme, starting out with the idea of the
workers, because somebody had to sup-
port the Pharaohs, I call them Nubians,
even though I know that they weren’t all
Nubians. Then, among the Egyptian

What different qualities do these tools

Claude Clark, Sr.

gods I was looking for the one responsi-
ble for creativity, and the closest I could
find was the god of the scribes, called
Thoth. I did several versions of him.
Maybe I'll get to one or two of the other
gods later.
€CJ Father and I have both done work
dealing with the African American experi-
ence in the spirit of protest. I am attempt-
ing in my own work now to come back to
more solutions. I decided that if T was
going to deal with African art, I was going
to deal with it directly. I tried using
motifs and things of that nature, but
wasn’t coming up with anything different.
It was still basically a Western approach
with an African cover, and I knew the dif-
ference. I decided to get immersed in
African art and use it as a springboard.
Probably I'll continue to do things that
are functional and occasionally an Emma
[a nonfunctional carving] may emerge.
You take one step backwards, then move
forward. The tradition in art isn’t there in
the African context, so you move as far
and as quick as you can with it, not wor-
rying about how much time it takes
because maybe the next person will come
along and pick it up from there. #
Meredith Tromble is a painter who also does art

commentary for KQED-FM. She is a contributing
editor to Artweek.
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ANDRES ART GALLERY ¢ THE NETHERLANDS

GALERIE ARIADNE ¢ AUSTRIA

AUSTRAL GALLERY ¢ USA

GALERIE CHARLES ET ANDRE BAILLY * FRANCE

DAVID BARNETT GALLERY « USA

WALTER BISCHOFF GALERIE « GERMANY

1. BREWSTER & COMPANY GALLERY, INC. ¢ USA

CENTRO DE ARTE EUROAMERICANO ¢ VENEZUELA

THE CHICAGO CONSERVATION CENTER « USA

DOMINION GALLERY » CANADA

ARTE DO BRASIL - SOUZA EDELSTEIN LT ¢ BRAZIL

GALERIA 86 » POLAND

FAIRCHILDS FINE ART, INC. » USA

479 GALLERY, INC. * USA

FOX GRAPHICS GALLERY - MERRIMAC EDITIONS ¢ USA

KATIE GINGRASS GALLERY ¢ USA

GALERIE GRAFF « CANADA

HARCOURTS MODERN AND CONTEMPORARY ART * USA
i N IVIRBI WAL

THE HART GALLERY » UNITED KINGDOM
HOGARTH GALLERIES * AUSTRALIA
IGSA ARTE » SPAIN

INTERNATIONAL ART EXHIBITIONS » USA
DEAN JENSEN GALLERY * USA
KIMBERLY GALLERY, INC. » USA

May 6-10,1993
Donnelley International Hall
McCormick Place West, 411 East 23rd Street

“*
KLARFELD PERRY GALLERY * USA
GALERIE CLAUDE LAFITTE » CANADA
GALERIE LAKAYE » USA
LAKE GALLERIES ¢ CANADA
LAKESIDE GALLERY / LAKESIDE STUDIO * USA
LEMIA ART » SPAIN
MAGNOLIA EDITIONS, INC. » USA
MOIRA / OLIVEIRA FINE ART » USA & PORTUGAL
LELIA MORDOCH * FRANCE
MOSCOW HISTORICAL & CULTURAL FOUNDATION  RUSSIA
NADER ART GALLERY « DOMINICAN REPUBLIC
PARK RYU - SOOK ART GALLERY ¢ SOUTH KOREA
GALERIE PIERRE * TAIWAN
GALERIE PINK » CANADA
PROSPECTUS ART GALLERY  USA
GALERIE SCHEFFEL » GERMANY
SEMECO NOTORO GALLERY ¢ POLAND
SEPHIRA ¢ SPAIN
TOM SPENDER AUSTRALIAN ART s AUSTRALIA
J.E. STALLION INTERNATIONAL GALLERY * USA
STEIN BARTLOW GALLERY, LTD. » USA
MICHEL TETREAULT ART INTERNATIONAL * CANADA
THIMMESH GALLERY ¢ USA
SUSAN WHITNEY GALLERY » CANADA
GEROLD WUNDERLICH & COMPANY * USA
SUSAN YOUNG GALLERY ¢ USA

nternational

ADMISSION

'Friday, May 7 through Sunday, May 9, 12:00-8:00pm

Monday May 10, 12:00-6:00pm

TICKETS

$10.00, General Admission
$7.00, Students, Senior Citizens
and groups of 20 or more

OPENING NIGHT GALA PREVIEW

to benefit the CHICAGO COMMUNITY PROGRAMS FOR
CLINICAL RESEARCH ON AIDS (CHICAGO CPCRA)

ED PASCHKE, HONORARY CHAIRPERSON

May 6, 1993, 5:30-10:00pm, Donnelley International Hal
General Admission $25.00 Students $10.00

(10% of the ticket price will go to the Chicago CPCRA)
For more information please call 312.787.6858

NAVY PIER/IN 1994

PN gl The Lakeside Group, Inc. 7

600 N. McClurg Court, Suite 3407A, Chicago, lllinois 6061% PHoNE 312.787.6858 Fax 312.787.2928
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JAMES LESESNE WELLS
1902-1993

We are saddened by the loss of our
dear friend, master artist, and
devoted teacher, James Lesesne
Wells. As a longtime member of the
Howard University art faculty,
Professor Wells was instrumental in
shaping the careers of numerous
distinguished practitionersin the field
of African American art. Although
Professor Wells will be missed by all
of us, his works live on as reminders
of his insightful nature and com-
manding aesthetic.
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In IRAAA, vol. 10, no. 2, two images were
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CLAUDE CLARK; SR.

A REMINISCENCE

Painter, printmaker and educator, Claude Clark Sr. has
fully lived the 20th century African American experience. One
of Clark’s most well-known prints, “Boogie-Woogie”, was in-
spired when he saw a dancing couple attempting to combine
Truckin’, Peckin’ and the Boogie in a single routine. He drew the
picture inreverse on limestone, from which the original print was
pulled in 1940. His paintings typically depict black folk activity
in rural and urban settings in the United States and the Carib-
bean.

Clark studied at the Philadelphia Museum School of
Art, the Barnes Foundation (PA), Sacramento State University
and the University of California at Berkeley. His workis innume-
rous collections including those of the National Gallery of Art,
Talladega College and Fisk, Atlanta and Hampton Universities.
He now lives in Oakland, California. The 1993 exhibit, Lineage,
consists of paintings by Claude Clark, Sr. and sculpture by
Claude Clark, Jr. The following remarks were transcribed from
a 1984 panel presentation given by Claude Clark, Sr.

first saw the light of day in a little town called

Rockingham in South Georgia. Rockingham is

no longer on the map. Last year, after more than

60 years, I went back to South Georgia where I
found cousins by the dozens in a little place called White
Oak, Georgia. I heard my mother speak of this little place
many times and it was almost like a legend to go back and
find human beings living in this little town. And they all
looked like me! I remember seeing one of these relatives in
Atlanta. He had a sister living there. I happened to be
coming up thestairsinmy daughter’shouseand helooked,
and then helooked away, and then hesaid, “Damn!” SolThad
found home — found the place where my mother married
and I found a woman who was there at the time my mother
married over 60 years ago.

My father was a sharecropper and he worked for
many people. Finally, withmy mothernagging him, telling
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him that he ought to be independent, I remember he built
alittle house in a place called Alma, Georgia. Abouta year
after he build this little frame house there was no work in
thislocality. Some of you have seen Jake Lawrence’s group
of pictures called, “The Migration” series — about 60
panels, T believe. My family was part of that group mi-
grating out of Georgia.

My grandfather was an herb doctor carrying on
some of the great healing [practices] of Africa. There was
one person who used to live in a hole. It was right after
slavery and he had escaped. He had to steal food and go
back to the hole in the ground. This man was connected to
another man who they knew who came from the continent
of Africa. There is an attachment there. My grandfather,
while helping the herbal practices along, got into the busi-
ness of moonshining when other things did not work. He
was after surviving and he wasn’t going tosweat in the heat
oftheday. When the moonshiners came, hedid notletthem
take hisstill, either. But his place was burned to the ground.
Some people came past our house one day heading north
to Philadelphia. My father followed and that is how I got
to Philadelphia.

In Philadelphia, I went to school and also became
very active in church. T learned something about black
history in Sunday school because some of the Sunday
school teachers taught this. And Ialso became interested in
creativity. I did some writing at first — some prose, some
poetry in high school. Idid not have the kind of interaction
that they had in Harlem. We had one book in high school
on black history: Booker T. Washington’s Up From Slavery,
and Idon’tbelievelevergotinto thatthoroughly. Butinthe
local community libraries, I found books of poetry by




CLAUDE CLARK, Sr.

Another Spring

1946, Oil on board, 18" x 24”
COLLECTION OF HAMPTON UNIVERSITY MUSEUM
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Countee Cullen, Claude McKay and people like that. I took
thosebackhomeand read those. Sothe writing and reading
came simultaneously with the drawing,.

In high school I had two teachers that I will never
forget. We have today in the British empire a war between
the Irishand the English. We had it there in that school. My
first art teacher was Irish; the second was English. They
never got along. However, I got a lot of encouragement
from the Irish teacher. I had worked hard for the art
scholarship [to the Philadelphia Museum School] and was
assured thatTwould getit. Noblack person had ever gotten
one from that community. There were about 3,000 students
and about 30 blacks. I was the only black person in my
graduating class. The English woman came tomeand said,
“No colored people ever do things like that. You would be
better off at Wilberforce or Lincoln, and I would highly

encourage you to go to one of those places.”

I insisted that I wanted to go to art school, that I
wanted to compete with the best. (I later went to Talledega
toteach.) Thepointis, I gotthescholarship onavery strange
fluke. The English art teacher said to me, “Now I will not
recommend you for that scholarship but if you want to go
over my head to the Principal, you could do that.” And I
dared to doit. The thing was open to me in the first place.

There was a group of white students in my class
who said to me one day, “We are going to withdraw
because we know that if we compete against you, we will
win.” They told me, “You worked for it. We did not work
forit.” Somy English art teacher was left holding the bag.
That was the way I was able to go ahead and the principal
made the award. Then she [English art teacher] said, “It
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isn’t free you know. You will have to be able to make it in
art school.” It was true, but over the same summer the
Philadelphia Museum School came up with another $50,
which wasn’t much, and the school district came up with
another $50, so I was able to go.

My mother died but had won a promise from my
father that he would let me go. My father never really
learned to read and write but when I would see him
sometimes riding across that Franklin Parkway on his
ashwagon working as a trash collector, in front of that art
museum, he would wave in a knowing fashion, and I would
wave back, and we fully understood each other’s status.

Claude Clarke with The Plow, 1946
PHOTO CREDIT: HARMON FOUNDATION




CLAUDE CLARK, Sr.
Women Waiting

1952

Qil on board

20" x 16"

COLLECTION OF HAMPTON
UNIVERSITY MUSEUM

CLAUDE CLARK, Sr.
Attack

1941

Oil on wood

2LV AT W2
COLLECTION OF THE ARTIST
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CLAUDE CLARK, Sr.
At Pendle Hill

1946

Oil on board

24"x 26"

COLLECTION OF HAMPTON
UNIVERSITY MUSEUM
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CLAUDE CLARK, Sr.
Sponge Fisherman

1946

Oil on board

18"x 24"

COLLECTION OF THE ARTIST
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Wehad no electricity in our house. Iwent through
high school doing whatever I had to do by kerosene lamp.
I'had to go to a relative’s house to do my art school work.
My father would see me coming in sometimes at five
o’clockin themorning. He did notask whereI'was because
he knew. At that time we did not play. We worked at
whatever we were doing. And artists who came throughat
that period worked at the craft.

Getting into the art school, I also found that I had
no money for materials. Ilearned to prepare all my paints
from dry pigments. I dared to paint in the drawing classes
instead of using charcoal. The students at that school were
quite amused. They were actually amazed that I did some
of the things I did because I wanted to see how far I could
go with the sort of thing I wanted to do. I wanted to get as
much painting as possible. The drawing teacher gave me
a passing grade but I had a teacher who was very much
interested in what I was doing and gave me the highest
grade possible, A+, which neutralized the other grade. So
I'wasable to keep up my average and keep my scholarship.

I heard 