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Overview of the Collection

This collection of letters, envelopes, photos, brochures, invitations, announcements were sent to
Claude Clark from various artists, art historians and art institutes during the years from 1942 to
1996. The items were collected by Claude Clark, his wife Dr. Diama (Effie) Clark and his son
Claude Lockhart Clark.

Biographical Information

Personal History
Born: November 11, 1915 in Rockingham, GA

Education

Philadelphia Museum School of Art, Certificate, 1935-39
Studies at Barnes Foundation, Merion, PA, Fellowship, 1939-44
Sacramento State University, B.A.1958

University of California, Berkeley, CA, M.A., 1962

Career

Works Progress Administration (WPA), Printer, 1939-42

Philadelphia Public Schools, Philadelphia, PA, Instructor, 1945-48
Talladega College, Talladega, AL, Assistant Professor of Art, 1948-55
Alameda County Juvenile Facility, Oakland, CA, Art Instructor, 1958-67
Merritt College, Oakland, CA, Art Instructor, 1968-81

Author
“Black Art Perspective: A Black Teacher's Guide of a Black Visual Art
Curriculum”, Merritt College Press, Oakland, CA 1970

Awards

Silver Medal, St. Nicholas League, 1933
Barnes Foundation Fellowship, 1942
Carnegie Fellowship, 1950

Commission

“Freedom Morning” Oil on Canvass, 1944, commissioned by the
Philadelphia Symphony Orchestra
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Artists

Romare Bearden

1968-June-12 Letter (2 Pages & Envelope)

Y2fes

B 212 WA 5-5375
Romare H. Bearden

357 Canal Street, New York 10013

June l12th

Dear Claude Glarke: It was nice to have heard from you. As I
remagber, you were from Philadelphia. Are you now making your
home on the coast? or is youfbeing out there a.teaching assign-
ment? I do hope that you are.continuing with your painting,
which I am sure you are, because your imagery was very strong.
A8 you know,in the exhibit,"The Evolution of Afro-American Art-
1sts", 18-60 - 1950" we used two.of your works and they were
very favorably receivede
I have studied your syllabus and it seems O.K. to.me. While it
is 1in outline form I imagine the points will be-expanded as you
e develope the courses — S e
I would think i1t adviseable, altho I've never taught, that des-
pite the information given on the basis of history and black heri-
tage,. thwt the courses should be related to the problsu‘lm; the
possible use of the material given) to the here and now.
If I can make this clearer, let me-try, I was 1ook1n‘,a few min-
utes ago, at & catalogue of & show of Congo:art, and 1t struck me
why not let the students really create smt‘h’ derived from one
of these nasksp bntb{sm materiels around them. BSo-they would
put together a face from their mother's spoolm of thread(for eyes)

‘old saws for teeth, eleetric lite bulbs, anything. In thie way ghe
practise of doing such a thing can make the reasons the Africang

did them more vital, that is, to the young studentss

Don't you think it is rather difficu}t for an artist to give his
philosophy of art? I would say that I deal with the Negro experience

Romare H. Bearden

357 Canal Street, New York 10013

Ur Claude ¢larke
788 Santa Ray Ave.

Oakland,. (pz,94610)
Galif

and try to find visual equilivante for the totality of this ex~
perlence.. I take memories from childhood, people I have seen,,

things imagined,and work them into my paintingse I use the col-
lage, as I want an lmmediate, often shocking,confrontation with

aterial.. I try to.take care in putting my works together, so
that after an initial surprise wears off, the works gay be ap-
preciated, I gope,.on many different levels of. uerxprchensnn. For
instance, African sculpture was definitely utilitarian, but we
toduy‘ even most Arx-ienzm) no longer know,or believe,in thoss
religious motives that inspired these great works; however, we
here can appreciate them as designs, as unigque and forceful im-
ages. apart from Western tmadition, and on many other levelse
I hope this is somewhat helpful> I'm sure that you too  find 1t
hard to verbalize something that depends so mueh on visual per=
ceptione
4As to photo-slides of my work if you send me a check for $10.00
made out to Jack Ward Ince I can have some sent out te you.
Best of luck on your coursess

By the way, a young lady from your area visited my studie, with

Misy
lrs Ruth Waddy, & few moths ago, her name is yEvengeline liontgomery-

SAN Femciso
66 Cleary Court 4‘90§,Aand she has great knowledge of Black artists

both past and present. You might invite her to some of your lect-
ures, as I'm sure she will be interested in what you are undertak=-

ing. -

Romare Bearden.

Claude Clark Papers

Page 9




1968-November-14 Letter (1 Page & Envelope)
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1968-December-13 Letter (8 Pages)

|

/21368
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When | first started #"rylng to make plictures | was particularly Interested Tn )
D it

using art as an Instrument of social change. As far as | was concerned at the df(‘ﬂh _

time, which was In the mid 505, aesthetic technique was simply the means that W“ ﬁ

enabled the artist to communicate his message - which as | saw It then was al- |, o i o 5

ways essentially soclal, If not political. As a matter of fact, my original id e

objective as an artist was to become a political cartoonist. | was an undergraduate A o

majoring in mathematics at New York University when | started turning out a

regular stream of caricatures and satirical sketches for " The Magpie", the campus W
Pl |

magazine of humor; but by the time | received my degree | had already become

something of a semi-professional cartoonist with a weekly feature In the Baltimore
[ri
Afro-American, a Negro newspaper of nationwide reputation and circulation. U’!‘ ¥
L) Lo
Actually, it was my search for ways of getting a richer social message into my \~‘
cartoons which led me to the works of Daumier, Forain and Kainhe Kollwitz, and -’

to the Art Students League and George Grosz. Of course the art world was ‘very
deeply involved with soclal consciousness in thoes days and | was aware of Rivera,
Orozco, Sequerios, as well as Benton, Curry and Wood, all of whom were at the
height of their popularity, But somehow what Iimpressed, engaged, and d’.allangod'

me most were the corrosive line drawings and the watercolors of Grosz.

It was during my period with Grosz, under whom | began studying several months
after graduating from New York University, that | began to regard myself as a
painter, rather than a cartoonist. What Gros.z had done with post World War |
Germany, made me realize that -artistic possibilities of American Negro subject
matter. It was also Grosz who led me to study composition, through the analy-

$is of Brueghel and the, great Dutch masters and who in the process of refining my

-3e
2 gessoed panel and with thinned color completed the oil as If It were indeed a

watercolor.

Later on | read Delacroix's "Journal" and felt that | too could profit by systema-
tically copying the m?fers. Not wanting to work in museums, | again used
thotostats, enlarging works by Giotto, Duccio, Veronese, Grunewald, Rembrandt,

De Hooch, Manet and Matisse. | did reasonable free copes of each work sub-
stituting my own color for that of the older artists, except, of course, for the
Manet and Matisse when | was guided by color reproductions. The Rembrandt |
chose, "Pilate Washing His Hands" gave me the most difficulty. While studing

this masterpeice | found so many subtle rhythmns and careful relationships

ttet | finally surrended the work having learned there are hidden, mysterious

relationships which defy analysis.

After about a year of ‘this, | went to Paris on the G.1.Bill, for 18 months,
Durning that time, however, | was much too busy visiting museums, galleries,

and studios to get any actual painting done. But | was undergoing a change
nevertheless, and when | returned to New York | began experimenting in a radi-
cdly different way. | started to play with pigments, as such, in marks and
patches, distorting natural colors and representational objects. | spent several
years doing this, until | gradually realized the tracks of color tended to fragment my
capositions. That was when | wnet back to the Dutch masters, to Vermeer and
DeHooch, in particular, and it was then | came to some understanding of the way
these painters controlled their big shapes even when elements of different size
ad scale were Included within those large shapes. At the same time, | was also
studying the technique which enabled Chinese classical painters to organize their

large areas.

-2-
draftsmanship Initiated me Into the magic world of Ingres, Durer, Holbein and
Poussin.
| had decided that | wanted to make painting, not mathematics, my lifes work,
but it was not until several years after leaving the League that | managed to do a
group of paintings with any stylistic continuity. The subject matter of almost all
of these paintings was drawn from Negro life. This Is’also true of my painting
now, but at that time my _oxphasls was more on ?ho rural south, than the urban
north. Everything that | have done since has been In effect an extension of the
experiments with flat painting, shallow space. Byzantine stylization and African

design, which | began at that time.

All of my first paintings were done in tempera. | completed about 20 before
going into the service In 1942, When | returned to civilian Iife in 1945, | began
a series of watercolors based on such themes as the Passion of Christ, the
Bullring and the Illlad. My temperas had been composed In closed forms and

the coloring was subdued, mostly earthy browns, blues and green. When |

started working with watercolor, however, | found myself using bright color
patterns and bold, black lines to delineate semi-abstract shapes. | never

worked long on a painting In this method, or made many corrections. | had

not yet learned that modern painting progresses through cumulative destructions

and new beginnings.

When | started to paint In oll, | simply wanted to extend what | had done in water-

color. To do so, | had Initial sketch enlarged as a photostat, traced It onto

=

| began to paint more thinly, often on natural linen where | left sections of the
canvas unpainted, so that the tan linen had the function of a color. Then in a
transition toward what turned out to be my present style | painted broad move-
ments of color on various thicknesses of paper and glued these papers on canvas,
usually, in several layers. | tore sections of the paper away, always attempting
to tear upward and across on thetpicture plane until some motif engaged me.

When this happened, | added more papers and painted additional movements to

complete the painting.

In beginning a work now, | first put down several rectangles of color, some of
which, as In a Rembrandt drawing, are In the same ratio as the canvas. | next
might paste a photograph, maybe of a head, in the general area where | expect

2 head to be. The type of photograph doesn't matter as it will be greatly altered,
as this stage | try only to establish the general layout of the composition. When
that Is accomplished, | attempt ever more definite statements, superimposing
other materials over those | started with, | try to move up and across the sur-
face in much the same manner as | had done with the torn papers, avoiding deep
diagonal thrusts and the kind of arabesque movements favored by the great

baroque painters. Slanting movements | actually regard as a tilted rectangle, and
I try to find some compensating answer to place these movements back on the

horizontal and vertical axis.

I do not burden myself with the need for complete reductionism, or absolute
formal purity but | do want my language strict and classical, in the manner of

the great Benin heads, for-example. In that sense, | feel my work Is in the

Claude Clark Papers
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tradition most all the great exponents of flat painting. | have

drawn on these means which | feel are timeless and historically dur-
able fo control my images in pictorial space. | have incorporated
techniques of the camera eye and the documentary film, to in some
measure, personally involve the onlooker. Withoust going too far beyond
reality, | try to transform Yhings, often as They are perceived convent-

ionally, into an intense aesthetic statement.

Some observers have noted that the apparent visual basis of current
work, the use of overlapping planes and a flat planery space is similar
to cubism, In the actual process of compisition, however, | find myse|f
as deeply involved with methods derived from De Hooch and Vermeer, as
well as other masters of flat painting, including the classic Japanese
portrait artists, and the pre-Renaissance Siennese masters, such as
Ouctio and Lorenzetti. What | like most about the cubism of Picasso,
Braque and Leger is its primary emphasis on the essentials of structure.
Nevertheless, | also find that, for me at any rate, the cubism of fhese
modern masters leads to an overcrowding of the space. These accounts
for the high surface of the frontal planes, so prevalent in some of the
most successful early works of the movement. In fact, such exceptions
as the collage drawings of PfEassc in which emptier areas are em-
phasized, only point up what is orhernise ‘rypl;:al. Much of the agitation
in Juan Gris' "Guitar and Fl owers", for instance, is the result of the
violent diagonal twist of his planes away from the stabalizing rectan-
gle of the surface. Evén the early cubism of Mondrian, who was in

many ways a descendent of De Hooch and Vermeer, contains a number of
small brick-like, rectangular shapes which strike me as being more a
concession of the manner of the time, fhaA essential to his austere

conception of space and structure.

g

Although | find | am Increasingly fascinated by the possibilities of
empty space, in "The Dove" and "The Street" | was working for maxi-
mum multiplicity, without the surface fragmentation which | object to
in the early cubists paintings. Both of these paintings are drawn

from crowded urban street scene§, but in "The Dove" the variety of the
scale in the human figures is such that some of the faces réally
function as areas of pacivity. The robes in "The Baptism" fulfill a
similar function in the counterpoint of.pesl?lve and negative areas.

In some of his great figural compisitions, Zurburan employed his flatly

modeled drapery for the same purpose.

Another technical problem with which | am now involved, is the inter-
play between the photograph and the actual painting, so that | find
myself adjusting color to the grays of the black and white photograph.
This adj ustment to an over-all gray is, of course, not new to the

art of painting. Even in what remalns'of some Pompeian frescos It
appears apparent, that is spite of the orange-red backgrounds, the fig-
ures and drapery were painted in tones of black, white and gray, with
the flesh tints glazed over this gray range of colors. The deep browns
and reds, which we associate with the great frescos of the Casa Mysteria,
actually enamate from meging of the background with the grayed figures
and objects. In the early decades of this century, before full color
methods of printing were established, the old two color process had a
more extensive range of color than one would have thought possible,

because of a similar interaction of colors.

In many of my paintings | use either a blue or green color to hold

with the gray, since both of these colors are related to gray by

7=

analogy. Sometimes, in order to heighten the character of a painting,

| introduce what appears to be a dissonant color, as in "The Approaching
Storm" where the reds, browns and yellows disrupt the placidity of the
blue and gréen. | found, when | was working on this painting that these
dissonant colors gave an entjrely new significance and character to

the other colors and forms so, in order to unify the composition, |

was obliged to both emphasize certaln colors and shapes and to mollify
others. Similarly, the heavy red in fh; ground and upper right hand
areas in "The Folk Musicians" was called for by the brightly colored
orange guitars of the musicians.

In this painting, the realtions of the other colors and shapes to the
bright orange, which is certainly the most dominant color, produced some
unusual effects. For one thing, the figure on the far right is quite
ghost like, probally because of the constrast with the red brick wall,
and, also, because of the opposition of the more solid appearing central
figure, which is both light and dark in value. In variance, the simple
whites of the blouses on the two figures in the gray, white and blue
painting, "The Old Couple" hold their place in a decidedly more reticent

manner. Ay

I think it Is worth observing that most of the background in "The Old
Couple" is painted in oil and that throughout the painting there is an
interchange between the photographic material and what Is painted.
This is also true in "Conjur Woman as Angel" where the nude figure

of the young woman was freely painted and the photographic components

were Iimposed afterwards.

=g~

Much of the material used in the abstract elements (particularly in
the construction of faces) are often taken from photographs. Two
fundamental assumptions underlie this process. First, | feel that
the photographic image when taken out of its original context and

integrated into a different 8pace and form context, acquires a

" plastic quality it does not have In its original setting., Often

something specific and particular can have its meaning extended toward
what is more general and universal. Secondly, | think a quality of
artificality must be retained in a work of art, since, after all, the
reality of art is not to be confused with that of the outer world.
Art, it must be remembered, is artifice, or a creative undertaking,
the primary func*lsn of which is to add dimension to our existing

conception of reality.

An .initial reaction to my work has generally been one of shock. |

am afraid that, in some instances, this has led commentators to over-
emphasized what they believe to be the social element in the work.

But while my response to certain human elements in Negro life is
obvious, as it is inevitable, | am also pleased to note that upon
reflection many persons have }bund that they were as much concerned
with the aesthetic implications of my paintings, as with, what possibly

may be my human cqmpassion.
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1968 Letter (2 Pages)
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1969-May-21 Letter (2 Pages & Envelope)
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1968—-September-13 Letter (1 Page + Envelope)
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1970-April-16 Letter (1 Page & Envelope)
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1971-November-13 Letter (2 Pages & Envelope)
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1973-September-21 Letter (1 Page & Envelope)
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John Biggers

1977-November Ex

hibit Invite (2 Pages)

MUSEUM
HAMPTON UNIVERSITY

HAMPTON, VA 23668
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Mr. Claude Clark, Sr.
788 Santa Ray Avenue
Oaidand, CA 94610
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SUNDAY, OCTOBER 12, 1997

The Black Woman as Metaphor:
Gender, Spirituality and the Sacred
in the Vision of Jobn Biggers

Dr. Beverry M. Jony
This lecture will consider Biggers® ongoing
elevation of the Black woman as both
symbol and source: Particular attention will
be focused on the visual and intellcctual
lenses that Biggers' work invokes in linking
ancicnt spiritual and contemporary
representations. o

v

SUNDAY, OCTOBER 19, 1997

The LowenfeldYears (1939-1946):
Lives Rescued, 1ives Enviched

Ms. Berry GUBERT

This lecture will focus on Viktor Lowenfeld and
his philosophy of teaching art, Gubert will pay
special attention to Lowenfeld’s inflaence on
Hampton's art department, which he created
and led for 4 number of years. Gubert will also
dis L Staden
John Biggers, as well as other African American
artists who studicd under him.

v

SUNDAY, OCTOBER 26, 1997
Right Here Is Over There: The
Overlooked African Motifs in the

Art of Jobn Biggers

Mg. C. Danter Dawson

‘There are obvious African references in the art
of John Biggers including the use of African

themes, geometric patterns and traditional
sculpture. But, because of these readily appar-
ent motifs, much that is also African is over-
looked, This presentation concerns itself with
the ignored African elements in the works of a
master artist, John Thomas Biggers, as well as in
the daily lives of African Americans

v

SUNDAY, NOVEMBER 2, 1997

The African American Male

in the Work of Jobn Biggers

Dr. DAVID DRISKELL

DR. DRISKELL WILE. ALSO PRESENT A SLIDE LECTURE
AT 7:000 MONDAY, NOVEMBER 3, 1997 IN THE

" 3 CHAPEL.

Special Scats reserved for Friends of the Museum.

~ Highly regarded as both an artist and an
cducator, David €. Driskell will present a slide
lecture examining images of men in the work
of DrJohn Biggers.

v

SUNDAY, NOVEMBER 16, 1997
Jobn Biggers: Father Figure,

Mentoy; Confidant

MR. James BIGGERS

The nephew of John Biggers, James will share
his thoughts on the special relationship he
enjoys with his uncle, both personally and
professionally.
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1977-Fall Museum Brochure (12 Pages)

TALKS AND THOUG
FOR FRIENDS OF THE

TS
MUSEUM

will present a lecture entitled, John Biggers:
Father Figure, Mentor, Confidant on November 16.
Other special events planned during the
Biggers” exhibition are Alumni Day, Novem-
ber 14, a Family Day /Storytelling Fest on
November 23, and a Friends’ trip to the Penn
Center Heritage Days on St. Helena Island,
South Carolina, November 5 through 8. For
more information on any of these activities

HAMPTON UNIVERSITY

JOHN BIGGERS RETURNS

VOL. VI, ISSUE 1

10 HAI\/IPTON

by Jeanne Zeidler

n Sunday, September 21, Hampton
University Museum will make history
again with the public
vast and comprehensive retro
exhibition of the
Philip Morris Companies, I c
) sponsor. The Artof Tohn Blgxib
ew From the Upper Room contains over 120
paintings, sculptures, and works on paper
cated by Hampton's enowned alumns
+thas spanned more than half
3 century Organized by The Fine Arts
m, Houston and the Hampton Univer-

ums in Houston, Texas; Raleigh,
ina; - Los Angeles, California;
ford, Connecticut; Cincinnati, Ohio; and
s. This is the largest and
itious exhibition that Hampton has

The exhibition willfill the entire
r of the Museum.
se of President Harvey's vision for

ks by Dr. Biggers in any collection, with
e Nﬁm ng each of the six decades in

ding numerous
reated while he was

The grouping of the art conveys eloguently
John Biggers' creative inspiration as it is
drawn from the American south and African
American culture, his search for roots in
Afica, and his philosophy of respect and
reverence for the environment
‘The Museum is planning a
wonderful events to celeb lifeand
work of this great artist, On Saturday,
September 20, a day-long
explore the ideas, careers, and ac
ments of Dr. Biggers and his renowned
teacher, Viktor Lowenfeld, as a model for
effective education. Speakers for this event,

which will take place in Ogden Hall, include

such nationally known scholars as Alvia
Wardlaw, Curator at The Fine Arts Museum,
Houston and Assistant Professor of Art
History at Texas Southern University, who

FALL 1997

curated the exhibition; Dr. Barry Gaither,
Director and Curator of the Museun of the
National Center of Afro-American Artists in
Boston; Dr. Robert Farris Thompson, Profes-
sor, Yale University; Dr. Jeff Donaldson, Dean
of the School of Fine Arts, Howard Univer-
sity; and Dr. Harlan Hoffa, Professor Emeritus,
Pennsylvania State University. Moderators
will include Dr. Carole Hubbard, Curriculum
Coordinator of the Arts, Newport News
Public Schools, and James Biggers, nephew of

FROM THE
DIRECTOR

review the Events Calendar in your newsletter,
watch your mail for notices or call Vanessa
‘Thaxton at (757) 727-5508.

John Biggers has often spoken of Hampton
as his place of initiation, as the place where he
got his education, his lif’s work, and his life’s
partner— his wife. He has said that he carried
the music of Hampton with him throughout
his travels, and that the architecture of the

and individual and small group conversations,
we enjoyed celebrating John Biggers’ 65th
birthday with a party at Katherine House. In
December of that year, I attended the opening
of the exhibition Black Art — Ancestral

at the Dallas Museum of Art. Here I saw first-
e 5 .

campus is a continuing inspiration. It is wit
pride and with horor that we bring this
astonishing group of his work to be present;
at Hampton. You should ot miss this
opportunity to see the work of one of
America's great artists. Visit early while it is
at Hampton, for you will want to return mor
than one time.

reflections. As a very special note, the
Umvuity ‘honored Dr. Biggers and his
classmate, Dr. Samella Sandesy
lm ‘when President Harvey presented
them with rarely awarded honorary degrees |
the Doctor of Humane Letters.

enjoys from the art community as well as the

0 1990, John and Hazel
returned to Hampton for a fifteen

Dr. Biggers, who is an artist and
rated on the Hampton murals. The sympo-
fum will end with an invitation-only recep-
tion of the exhibition sponsored by Philip
Morris Companies, Incorporated, a major
national sponsor of the exhibition.

On Sunday, September 21, the Museum
will host the public opening of the exhibition
with opportunities to meet the artist and his
wie, Hazel Hales Biggers, Hampton Class of
1947. Also on Sunday, members of the
Hampton Chapter of the LINKS will be
available to provide tours of the exhibition.
The exhibition will remain at Hampton
through November 23. During this period,
the Museum will offer a Sunday Aftemoon
Lecture Series in the Education Center at
2 p.m. elaborating on ideas contained in Dr.
Biggers’ wark. On October 12, Dr. Beverly M
John, Chairperson of the Hampton University
Department of Sociology will begin with a
lecture entitled, The Black Woman as Metaphor
Gender, Spirituality, and the Sacred in the Vision
of Johm T. Biggers. Betty Kaplan Gubert,
former Reference Librarian at the Schomberg
Center for Black History and Culture, will

on October 19 on the topic, The

Lowenfeld Years (1939-1946): Lives Rescued,
Enricled. Lecturer and consultant on Afri
American art, C. Daniel Dawson, will spe
on October 19, discussing Right Here Is Oer
There: The Overlooked African Motifs in the Art
of John Biggers. The eminent artist and scholar,
Dr. David C. Driskell, Chairperson of the
Department of Art, University of Ma
will address the issue of 4

HISTORIC VIGNETTE

by Vanessa Thaxton

ohn Thomas Biggers, a young man from
Gastonia, North Carolina, came to Hamp-
ton in 1941 to study plumbing. A gradu-
ate of Lincoln Academy, Biggers applied
to Hampton with the intention of learning a
trade. Already interested in art, i is notewor-
thy that John Biggers submitted drawings
with his application. Ironically, the drawings
that he submitted were completed when he
worked in the boiler room at Lincoln Acad-
emy. After arriving at Hampton, John was
enrolled as a plumbing major his first year
and he also worked in the plumbmg depart-
‘ment to pay for his education. In the
evenings, John Biggers began to take art
classes with Viktor Lowenfeld. The next
year he became an art major.

Many of the art students became good
friends and had wonderful experiences on
the campus. John met his lfe-time compan-
ion Hazel Hales at Hampton. Hazel, an
accounting major from Fayetteville, North
Carolina was amazed by the friendships that
existed between the art majors. She and
Johw's “..friendship evolved into courtship,
and eventually into marriage.” The Biggers
married December 27, 1944 in Philadelphia,
after John ha d Pennsylvania State
University wi went with Viktor
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Lowenfeld. John and Hazel Biggers moved
to Houston, Texas where Biggers established

the art department at Texas Southern
University.

Through their marriage and respective
careers, the Biggers have contributed much to
society. During the late 19505, John and
Hazel traveled to Africa where they spent
time in Ghana, Togo, Dahomey and Nigeria
Generations earlier, Henry Ossawa Tanner,

n African American artist who created The
o Lesson made an extensive trip to North

Architecturs

v Biggers,
; \Inthy. H. Lincoln

Architecture

John (Art 1)

Africa and the Holy Land, which was
unusual for any African American artist
Only a few had an opportunity to visit
Africa, s0 when John Biggers applied for an
received a UNESCO fellowship, it was a rare
and life experience.

John and Hazel Biggers have spent n
o their married life living and wor
Houston. They currently live in H
have a home in
contributing to
“letting their lives d

Claude Clark Papers

Jec008 T viewing public. At the conclusion of the. month stay as he created the extraordinary
As we prepare to host the exhibition, The  opening events, [ drove with the Biggersto  murals, House of the Turtle and Tree House, for|
At of o Bigers Wmhammumnml theix Houston home and had several very the Willam R and Norma B. Harvey Librany
d packing the
mwmnlmummm more than 100 works of art rom the artist’s  and of challenges. ‘Commissioned by Dr.
17y toHampton  Harvey to create works of art which would
hmmmr.nwmm Theseare lhlw@upﬁ purchase agreement made  serve as a continuing inspiration to genera-
individuals with great vision and uncommon  with Dr. Harvey during the April residency.  tions of Hampton students, John Biggers spef
determination. Itwu-meoypmmmyvospmdhmrsmm time ducam environment
wnmlm-eoﬂzmywnmmumd a renowned artist ‘examining
five decades and hs!enlng fohimalk sbout . historte ‘photographs, walking along the
meaning of the individual  waterfront, and with current
dtpnmnnhﬂ:nﬂyl%mdoﬁu pieces, and the path of his career. students, faculty, staff and alumni. His
important and vibrant traditions that had important were the hours spent in conversa-  reflections and insights are masterfully
spread from here through the work of several  tion with Mrs. Biggers, which helped me captured i the huge canvases which hang is|
icated alumni. _understand her t-emendous. the st SOV T ey ool |
John Biggers’ name was mentioned ly  the world of art and the very dynamic the fact that at the outset of this process, we
in many stories about his student days, in the were able to contract with Cinebar Video

University. In 1961, when the Museum
2 ceremony to rededicate the
Charles White mural in Clarke Hal, we asked.
Dr. Biggers to give the keynote address. This
was my first opportunity to meet the person
that I had come to think of as a living legend.
His remarks that day were powerful and
eloguent. He described how the mural was
created and the impact it had on the campus.
He talked of the importance of art in commu-

relationship which they share as a couple.

In spring of 1990, the
Museum organized an exhibi-

nhﬁlghdﬁ\glndidez‘hndhewdof
P

t the
gained at Hampton. establishment of the art
Since that time I have been privileged o department lyﬁftyyeazs
see and interact with Dr. and Mrs. Biggers  earlier. Five Decades:
here in Hampton during their visits and Blgxmmdlh(ﬂamplo
extended residencies, at their home in Tredition in the Ars included
Houston, and at works by
cvuntry s his work braveled tothisaion's.  tralned atiss and teachery,
‘major metropolitan areas. In 1989 President  providing the basis for the
Harvey invited the Biggers to Hamptonas ~ Museun's new Hampton
artistin-residence for a week in April. The  Traditions gallery. It was
president’s concept was that this would ing to
plvvldelvlufyofoppmmﬂﬁhmhu- return of many individuals
and staff, and the  who were students during.
wﬂexmu'mumy In addition to public those first exciting years in the
lectures, classroom lectures, studio criti 19405 and 1o hear their

Productions who came several times each
week to video tape the progress. The result i
a very valuable record documenting the
creation of the murals at every stage. The 29
‘minute video program, which was produced
from over 50 hours of raw footage, reveals th|
power ofthis astist and his abilty to comm

HIGHLIGHTS

Ressctors vt Mo iloded D
Simon Ottenberg, National Museum of
African Art, Smithsonian Institution, Washing-
ton, D. C. and Dr. Ruth Philips, Carleton
University, Ottawa, Canada. Nationally
known artist Carrie Mae Weems visited the
Museum to do research for a photographic
project co-sponsared by the Hampton Univer-
sity Museum and the Williams College
Museum of Art. Among the distinguished
individuals to visit our new facility during the
summer were Claudine Brown, Program

Officer for the Arts, Nathan Cummings
Foundation, and Lynda Hartigan and Virginia
Mecklenberg, Senior Curators at the National
Museum of American Art; Michael Moore
and Schroeder Cherry, Program Officers with
the Lila Wallace-Reader's Digest Fund.
William Hennessey, the director of The
Chrysler Museum, Norfolk, Virginia and
Bonnie Kelm, the director of The Muscarelle
Museum, The College of William and Mary
also visited.

JUNE1

‘August, Mary Lou Hultgren has been
organizing the on-going move of
collections from the Academy
Building to the Huntington Building.
Campus trucking and DunMar

Adult group tours during the summer
included participants from the Hampton
University Minister’s Conference; Hampton
University Elderhostel Group; Ebenezer
Baptist Church, Portsmouth; Hunterville
Senior Citizen Group; Happy Group Tours;
First Baptist Church, Williamsburg; Zion
Baptist Church, Pcnsmonlh, several family
reunions; the Culture Department of SGI,
USAand the rm Friends Church, Hampton.

JUNE1
Patricia Favor was elected pmsldenl of the
Museum Shops of the Peninsul

JUNE2
Jeanne Zeidler was interviewed by FOX Nes|
for a segment on the slave narratives collect
in the 1930s by the Virginia Writers’ Project
under the direction of Hampton faculty

‘member Roscoe Lewis.
Paulette E. Moli indi land rights
i a activists; h
‘study | for l.heNuilve American/ Mankiller (G\mhe), and )lnmn Pease-
il P-qeu,vddm Pretty on Top (Crow), President, Little.
ginamﬁymd -:dmnqih Bread.

Moving Services have assisted the
Museur staff in moving furniture,
storage equipment and collections.




JUNE13-15
Vanessa Thaxton was one of several consult-
ants to work with the African American
Museum of At and Culture in Dallas, Texas.
The group is assisting the museum staff in the
development of a Folk Arts Festival and a
long-range planning grant.

JUNE16
Friends of the Museum enjoyed a rare
opportunity to hear the Zambian Acapella
Boys’ Choir. This group of 24 young men
between the ages of nine and eighteen years
old charmed the crowd with their beautiful
voices. The young men are travelling
throughout the United States to raise money
to enhance the educational opportunities for
their sisters and brothers back home.
Photograpis showm below

Lori Mirazita has been working on increased
general exposure and publicity for the

going ad contracts in the following publica-
tions: Diversions, By the Bay, PortFolio
Weekly and Peninsula Magazine. Look for
the special ad in The Daily Press parents’
guide “Back to School.” Additionally, the
museum has 2 contract with the Virginia
Tourism Corporation allowing us to place our
brochures in the state’s ten welcome centers,
as well as in the state tourism office in
Washington, D. C.

JUNE19
Randy Janes, a Senior Biology major from
Hampden-Sydney College, visited Vanessa
Thaxton to begin an intemnship focusing on
Museun's Oral History Project. Mr. Jones
returned July 7 - 11 to ascertain an under-
standing of the Museun’s methodology for
our Oral History project. He also conducted
research in the University Archives on Robert
Moton and developed a proposal to establish
an oral history project for Hampden-Sydney.

JUNE24
Mary Lou Hultgren and Vanessa Thaxton
‘went to the opening reception for Treasures
from Terouren: Selections from the Belgian Rayd
‘Museum for Central Africa at the National
Museum of African Att, Washington, D.C.

JUNE25
Jeanne Zeidler discussed the Frederick Dougl
and Harriet Tubman Series of Narrative Paintin|
as curriculum resources at the Christ Church
Institute for Teachers sponsored by the Schol
of Education, The College of William and Mary

JUNE 30
TheCommunity Advisory Committee mel
the Museum's conference room to discuss th
programs for the upcoming exhibition The A
of Joh Biggers: View From the Upper Room.

JULY 24
Jeanne Zeidler hosted a meeting of the

UPCOMING EVENTS

EXHIBITION

The Art of Jobn Biggers: View Fromthe Upper Room
v

SATURDAY, SEPTEMBER 20, 1997  9:00 am — 9:00 e

OGDEN HALL & UNIVERSITY MUSEUM, HAMPTON UNIVERSITY CAMPUS

9:00 - 10:00 an  REGISTRATION

Lobby of Ogden Hall (NOTE OGDEN HALL 15 NOY AIR CONDITIONED)

10:00 an  WELCOME AND OVERVIEW

M. JEANNE ZEIDLER, Director, Hampton Unigersity Musciim

Ms. JANET PAYNE, Coordinator; Fie Arts,
Staford County Publtc Schools
M. James BiGGERs, Artist & Art Educator,
Gaston County Public Scbools

Museum. The museum currently has on-

Williamsburg Rotary Club at the Museum

ON
MONDAY
PTEMBER 15

at9em
WHRO-TV
will air
John Biggers
Journeys
(a romance)

v
Be sure to

tune in!

(e and fottom)
Zambian Acapells Boys’ Chose

10:15 — 10:85 an

Keeper of the Flame: Hampton University

as a Preserver of Culture

AITHER, Director and Curator, Museum of the

Nathonal Center of AfrAmerican Arists
10:45 am  COFFEE BREAK
11:00 — 11:45 am

Unix Curator, The Museum of Fine Arts, Houstors

11:45 am — 12:30 4
Dr. HAAN HOF, Projissor Emerttus,

Penmsytvunia State Untuvrsty
12:30 =1:00 rm  Conversations with former Lowenfeid Students
MODERATOR: Dg. Carore Husearo,
Curriculum Goondimator fo the Arts, Newport News Pubic Schoois
seeaxems: D Jony Bicoens, DR x
1:00 - 2:00 P4 LUNCH AT THE HOLLY TREE INN 0
2:00 — 285 *N  African Themes in the Art of Jobn Biggers GENERAL PUBLIC
DR. RobeT FARss THOMFSON, Professor Department of Art History, OPENING
Yale Universtty
2:845 — 3:30 e Jobn Biggers: Painter & Muralist 3 3
Dr. Jer¥ DONALDSON, Dear, Scbool of e Arts, Howward University The Art oth:hn Biggers:
3:30 - :00 tm  Jobn Biggers and the Web of Life: An ArtsEdNet View from the Upper Room
Online Exhibition & Discussion presented by the SUNDAY
Getty Education Institute for the Arts
Nawcy Whtxur, st Goondinator SEPTEMBER 21, 1997
8:00 P SYMPOSIUM CONCLUSION C*sm"zz“’ :
Closing remarks by Museum Director Jeanne Zeidler Hamplon Chapler of e
8:00 — 6:00 rm  FREE TIME - TOURS PROVIDED BY
Please feel free to take a walking tour of the historic g Chphetof e Links Fic.
Hampton campus or visit the William R. and Norma B.
Harvey Library to see the Biggers' murals Tree House and 12 NooN = 5:00 ra¢
House of the Turtle. Receive a personal tour of the Tours
ArtsEdNet Online Exhibition.
6:00 pn  EVENING LECTURE 12 NOON = 3:00 st
The Art of Jobn Biggers: Viewing of Stories of Iilumination and
View From the Upper Room Grouwth: John Biggers' Hampton Murals an
Dr. Atvin J. WARDLAW, Curator John Biggers" Journeys * (a romance)
Ogden Hall Education Center, 2nd Floor
7:00 Pn  SPECIAL EXHIBITION OPENING s
REMARKS AND RECEPTION AO0TM=500tM
Hampton University Museum, Huntington Building Comments and Meet the Artist
Eaucation Center, 2nd Floor

Jobn Biggers and the Hampton Experience
Da. Auia J. WARDLAW, Ass't Professor of Art History, Texas Soutbern

Viktor Lowenfeld: Teaching Philosophy and Styles

SUNDAY AFTERNOON
LECTURE SERIES

HAMPTON UNIVERSITY MUSEUM
Education Center

2:00 M

SUNDAY, OCTOBER 12, 1997
The Black Woman as Metaphor: Gender, Spirituality,

and the Sacred in the Vision of John T. Biggers

Dr. Beverx M. Joty

CHAIRPERSON, DEFT. OF SOCIOLOGY, HAMPTON UNIVERSTTY

This ider Biggers’ woman
as both symbol and source. Particular attention will be focused on the
visual and intellectual lenses which Biggers’ work invokes in linking
ancient spiritual and contemporary representation.

SUNDAY, OCTOBER 19, 1997
The Lowenfeld Years (1939-1946):
Lives Rescued, Lives Enriched

Ms. BErry Kaptan Gus
FORMER REFERENCE LIRARL

This lecture will focus
ing art. Guber
Hampton's art departme
years. Gubert will also discuss one of Lowenfeld's bes
John Biggers, as well as other African American arti
under him.

he created an
st known students,
sts who studied

SUNDAY, OCTOBER 26,1997
Right Here Is Over There: The Overlooked African
Motifs in the Art of John Biggers

Mz C. DanizL Dawsox
ART AND MEDIA CONSULTANT,
There are obvious African references
the use of African themes, geom rns and tradition:
But, because of these readily apparent motifs, much

YORK
g

can e]emen(s in Ohe works of a master artist, Ioh" war\as iggers,
well as in the daily lives of African Americans.

SUNDAY, NOVEMBER 2, 1997
The African American Male in the Work of John Biggers

Dr. Davio DrisketL
CHATRPERSON, DEFT. OF ART, UNIVERSITY OF MARYLAND.

Highly regarded as both an artist and scholar, David C. Driskell will
present a slide lecture examining images of men in the work of Dr. John
T. Biggers.

SUNDAY, NOVEMBER 16, 1997
John Biggers: Father Figure, Mentor, Confidant

Mg, James Bicers
ARTIST AND EDUCATOR GASTON COUNTY FUBLLC SCHOOLS,

GASTONIA, NORTH CAROLINA

The nephew of John Biggers, James will share his thoughts on the
special relationship he enjoys with his uncle, both personally and
professionally.

OTHER SPECIAL EVENTS
IN CONJUNCTION WITH

The Art of John Biggers:
View From the Upper Room

ALUMNI DAY OPEN HOUSE
FRIDAY, NOVEMBER 14, 1997

8:00 AM - 5:00 P
Special Tours Provided by members of the Tidewater Links, Inc.

FAMILY DAY/STORYTELLING FEST
Co-sponsored by the Links, Inc.
SUNDAY, NOVEMBER 23, 1997

2 500N~ 4:00 P
Special tours, guests and activities for families.
Tours provided by members of the
Hampton and Portsmouth Chapters of the Links, Inc.

FRIENDS' FALL TRIP
TO PENN CENTER HERITAGE DAY

Theme: Celebrating and
Cultivating Excellence through Youth

WEDNESDAY, NOVEMBER 5 - SUNDAY, NOVEMBER 8, 1997
This year, group participants will depart a day early so that we my
include the “Gullah Heritage Trail Tour” of Hilton Head Island, S
Carolina on Thursday morning. This tour is presented by native Afric
American Sea Islanders who will give the history of ten neighborhoos
established during the Civil War (1862), long “before the bridge”
to the mainland. Beginning Thursday evening, participate in a fest
for the rest of your visit that celebrates African American Sea Is|
Culture and history. Connect the images, sights and sounds wit
work of Dr. Biggers.

trip is opened to Friends and the general public. Look for inform
on in the ees. Contact Vanessa D. Thaxton, (757) 727-
put your name on the list

Mrs. anie Cohen, one o
he last of the bl
B ke rcruers on
Hed Iland,

MUSEUM MARKETPLACE

SATURDAY, DECEMBER 13, 1997
First Foor, HUNTINGTON BuiLbinG
12 NOON = 5:00 rm
and Holiday gifts.
Ampofo-Anti, Michelle Perkins, Greg Henry, Tim Savage and Sharg
Beachum will demonstrate their talents. The Museum Shop wi
special items available as well. Enjoy holiday punch and music

you shop.

THE LEARNING PLACE

by Wendell Brown

tilizing the collection of African Ameri-
can Fine Art since we opened in April, the
Museum has opened its doors to young
artists in the Hampton Roads area this
summer. Students were invited to participate
in a summer session of the Tree House
Program which was designed for students
ages 6-13 years old. Studio Art classes were
also developed for students 14 years and
older. These special art activities allowed
students to study the works on exhibit in the
galleries and to work one-on-one with
professional artists Ampofo-Anti, Greg Henry
and Michelle Perkins. The participants
produced wonderful ceramic and sculptural

pieces.
“This fall, in conjunction with the opening
exhibit The Art of Jokn Biggers: View From the
Upper Room, the Museum is sponsoring an art
contest based on the theme, “Imagine what it
would feel like to carry everything you own
on your back.” This was John Biggers' irst
assignment as an art student at Hampton,
Works submitted by students in grades K - 12
will be on display at the Hampton Coliseum
Mall from September 8 - 11. Also planned in
conjunction with this exhibit are new and
exciting Tree House programs and Studio Art
Classes. For more information on the upcom-
ing programs and events listed below, call the
Education Department at (757) 727-5024.

CALENDAR

EXPRESS YOURSELF

Attend the Fall Series of Studio Art Classes
for students 14 years to adult —

Images of African Women & Children

September 2,9, 16,23, & 30-2-5 mt

Explore the sculpture of John Biggers and other artists and learn to
create your own sculpture in clay. Instructor: Dwight E. Herben;
Registration Fee: $25.

Expanding the Circle
October 8, 15, 22, 29 & November 5-2-5 pm

Gain inspiration from the Museum’s Native American collection
in this introductory painting class. Instructor: Kevin Brown;
Registration Fee: $25,

Mural Drawing
November 12, 19, 26 & December 3, 10~ 2- 5
Discover the works of muralist Diego Rivera, Charles White, and John

Biggers and then lear how 1o design a mural of your own. Instructor:

TBA: Registration Fee: $25.

TREE HOUSE AFTER SCHOOL ACTIVITIES

200-500rm * Ages 6~ 14 years

Fee - $5.00 Membership * Education Center
(NOTE: TIMES SUBJECT TO CHANGE; PLEASE CALL 7275024 TO CONFIRM

Photograms
October 16,17, 1997

Using photographic materials, participants will arrange and develop
pictures using shapes and animals found in John Biggers’ work.
Instructors: Sharon Beachum,/Wendell Brown

Drawing and Painting
November 13, 14, 1997

Children participating in this fun activity will explore drawing,
mixing different colors and also painting styles. Students will look
at and talk about early and current works by John Biggers.

Instructor: Wendell Brown

Holiday Celebration
December 11, 12, 1997

This activity is designed to celebrate the history of African Ameri-
canart. pants will be involved in activities focused on w
by John Biggers Juseun’s collection.

Claude Clark Papers




NEWS FROM THE AMERICAN INDIAN
EDUCATIONAL OPPORTUNITIES PROGRAM

by Dr. Paulefte Molin

he American Indian Educational Opportu-
nities Program, in collaboration with the
Multicultural Leadership Team at NASA
Langley Research Center, coordinated a
visit by Yankton Dakota elder Phil Lane, Sr, a
‘member of the American Indian Science &
Engineering Society’s Council of Elders. Mr.
Lane, a descendant of historic Hampton
students, is the recipient of numerous honors,
including a Presidential Citation from former
President Lyndon B. Johnson and the Ely S.
Parker Award for Indian leadership. In
addition, he is active in numerous service
endeavors devoted to American Indians. Mr.
Lane, who was accompanied by his wife Bow,
spoke at NASA Langley Research Center on
July 8, 1997 and at a Brown Bag lunch in the
Education Center of the Hampton University
Museum on July 9, 1997. Hampton's portion
of the program, which was videotaped by Cox
Cable, is being televised locally
The American Indian Educational Oppor-
tunities Program was host to students from
Onondaga Commun 5
New York, on Frid
in the g
program on Hamplun University's internet
website and selected the campus as the site for
anend of the year school trip. The group's
Hampton visit included a campus tour, a visit
to the University Archives, a tour of the
Museum's Afr
conducted by curator Jefirey Bru

, a lun-
cheon prepared by Yankton Dakota elder
Martha Spencer, a panel discussion by Native
American students at Hampton University,

and a presentation by Rafaela Schwan,
Coordinator of the Langley Aerospace

Summer Scholars (LARSS) Program, concern-
ing opportunities at NASA Langley Research

Center. Among the eight Onondaga Commu-
nity College participants was a descendant of
Duncan Powless, one of Hampton's twenty-
eight historic Onondaga students.

Joining the Onondaga Community College
students were other invited guests, including
Kevin Brown, an artist from Virginia's

(Onondaga) of the America
Dr. George Clever (Lenni Lenape), an Ameri-
can Society for Engineering Education (ASEE)

Fellow at NASA Langley Research Center th
summer; and Mrs. Doris Ware, Rappahannod
elder

A new Native American student, Kelly
Davis, has been accepted for admission at
Hampton University effective fall semester
1997. Ms. Davis, a computer science major, i
a transfer student from Radford University if
Virginia. She s presently participating in a
NASA Langley Research Center Program.

Mr.and Mrs. Pl Lanz, Sr.visit Hapton Unioersity

WHAT'S NEW IN THE GALLERIES

by Jeffrey Bruce

he exhibition The Art of Jokn Biggers: View
Frons the Upper Room features over 120
works and traces the development of
Biggers’ art over six decades. As one can
imagine it is quite a logistical challenge to
receive, uncrate, and install an exhibition of
this magnitude. To date this is the largest
special exhibition hosted by the Museum.
Even though we have additional storage space
in the Huntington Building, we secured off-
campus storage space for the 72 crates in
which the exhibit travels. One of our major
challenges will be the uncrating of Web of Life
and Quilting Party, two murals that are the
exhibit. Both of the murals
t in length. They arrive in
tofilla

tractor trailer. A forklift will be required to get
them off of the truck and into the Museum. In
addition to the Museum staff, an exhibit
consultant, Bert Samples, a former student of
Dr. Biggers who is now on the conservation
staff of The Fine Arts Museum, Houston will
travel with the two murals to oversee their
installation.

As was true with the opening of our
permanent galleries in the Huntington
Building, select museum professionals from
the peninsula will assist the Museum staff in
the installation of this exhibition. It should
take about four weeks to uncrate, complete
condition reports, install the exhibits, com-
plete the necessary lighting, and review the

labels before we are ready to open to the
public. Preparation for the installation of thi|
exhibition included Museum staff membe:
visiting some of the venues where the exhii|
tion was held. Mary Lou Hultgren and I als(
visited the staff at the Wadsworth Athene:
Hartford, Connecticut when the exhibition
was there to get a better understanding of th
number and size of crates. A professional
designer was hired to create the floor plan t
included selecting wall colors to complemen|
the works of Dr. Biggers.

Alland all e feel that once the exhi
installed in the entire first floor, this exhibitid
will provide a rare and enriching experience|
for our community.

WINDOW SHOPPING

by Patricia Favor

s the exhibit View from the Upper Room:

The Art of John Biggers approaches, it is

worthwhile to mention that the Mu-

seum Shop will have two new exciting
items that feature the artist's illustrious
career. One of the new products is a poster of
the painting entitled Baptism. Many of you
probably realize that Baptism is in the
postcard format; however, due to requests,
we are pleased to offer the print which will
be21” x27” in size. Posters will be presigned
and available during the grand opening of
the exhibition.

Also, we are pleased to offer a new
cassette featuring the music from the video
John Biggers’ Journeys (a romance). Well-
known jazz musician Jae Sinnett composed
the music. Sinnett has performed with
notable artists such as Branford Marsalis,
Charlie Byrd, Chuck Mangione and other
distinguished musicians. The cassette is
entitled Jae Sinnett: Music Composed for
John Biggers’ Journeys. Tapes are available
for $9.95 each.

o B e M

Sy o e o G

Stores of lumination and Grow
Jokn Biggers”Homplon Marss video

o Biggers Journeys (a romance) video

IRAAA UPDATE

by Juliette Harris Bowles

n the lead story for the October issue of

the International Review of African

American Art, art historians Lowery Sims

and Michael Harris discuss racial carica-
tures and stereotypes in Affican American art
and American visual culture. Some of
today’s most successful African American
artists use imagery that some observers view
as unconscionably reminiscent of the deroga-
tory “coon” and “mammy” stereotypes of the
past. Others view this art as a way of
“exploding” or subverting the stereotypes of
the past. Al on th

NEW ACQUISITIONS/COLLECTIONS

by Mary Lou Hultgren

fanning for exhibitions always involves
evaluating the condition of the selected
works of art. In the case of The Art of
John Biggers: View From the Upper Room,
sixteen of the twenty-five paintings, prints
and drawings that Hampton loaned to the
exhibition needed some type of conservation
prior to the art works travelling to Texas,
North Carolina, Connecticut, Massachusetts,
Ohio and back to Virginia.
Over the years, Hampton University
Museum has been fortunate to have several

controversy are cultural critic Henry Louis
Gates, artist Bettye Saar, gallery owner
Corrine Jennings and others.

Also in this issue: Phillis Jackson dis-
cusses issues and themes addressed by
contemporary African American women
artists. Robert O'Meally discloses the art of
the jazz LP record album cover. Linda
Netlino presents the paintings of the late
trumpeter Miles Davis. Edmund Barry
Gaither on John Biggers and the black
Southern imagination. Halima Taha's
collectors’ column. And news and reviews
include a report on black erotica in the fine
arts.

For subscription and other information,
contact the IRAAA office at (757) 727-5142.

outstanding ar treat works in
the collection. Pamela Young, a paper
conservator at Colonial Williamsburg, and
Roland Cunningham, a painting conservator
at the Smithsonian Institution’s Conservation
Analytical Laboratory treated Hampton's
pieces in preparation for the Biggers’
exhibition.

As you view the exhibition, take special
note of the four mural sketches for Dying
Soldier, completed in 1942. The pencil
drawings on illustration board had signifi-
cant tears along the edges and major losses to
the board at the comers. In addition to
reinforcing the tears and weaknesses, the
losses were filled in and the work was
attached toa lining support thus strengthen-
ing the piece for travel.

“The paintings were cleaned of superficial
grime and areas of pigment that were lfting
the surface of the board or canvas were
reattached. In particular First Shotgun,

painted between 1949 and 1950, had
paint losses in large areas in the sky near thi
tap of the painting which were replaced by
the conservator. The colors of all of the
pigments are now as bright and crisp as
when the works were originally completed
The careful attention given to Jol

Biggers’ art will insure that these pieces wil

ARCHIVALT!

by Donzella Maupin

Parkhurst Bridgman, Index of Correspon-
dence, Volumes I - IV, An Index of the
African Collection in the Hampton Univer-
sity Archives and An Index of the Out-
growths of Hampton

Visitors may have access to these new
finding aids as well as the Archives records
as we return to our home in the Huntington
Building by the end of August. The Archives

have been outfitted with Space Saver units —
compact storage units that will allow maxi-
‘mum accessibilty to the many records-and a
beautiful reading room furnished with
restored oak library tables. The University

Archives will be housed on the first floor of
the Huntington Building near the rear of the
future home of the African Gallery. Our hour
of operation will remain Monday - Friday
800 am, until 5:00 p.m.
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FACES

by Lori Mirazita

i
storyteller. A recent conversation

with Biggers’ nephew James Biggers reveals

Thiase gif Iy faus.of th S

~Hhar

our interactions affect his
hat do

noted ¢
art, making it more universal
you think he means by that?

JB: Well, quite often, even though I work

JB:  Oh, that's tough — that's so broad. In
many respects our relationship turns
the kinship we share. His influence ha|
to do with a relationship that goes wel
beyond (nat ofa mcher, although tha

artist possesses.

LM:  You've worl % on
two mural pm;e.m the Winstor
‘murals, Origins and Ascensio
the Hampton murals, Tree House and
House of the Turtle. What would you
characterize as the most challenging
aspect of these collaborations?

JB:  Really, I'd have to say it’s the work
itself. At one point, John and I were
working on both projects at the same
time. We work very well together,
though. There’s no strife involved. The
biggest challenge is simply getting the
job dore.

LM: Ina similar vein, what would you
consider the most inspiring aspect of
these collaborations?

JB: 1 think the most inspiring aspect of the
collaborations is John's insights, his
character. He is really an extraordinary
combination of influences for me—
father image, mentor, confident.

Y
is not objective. I work with sacred

geometry — what I try to do is focus on
mos, Aa,wme the universal

between objects, And naturally,

that sensitivity to bear on my collabora-
tions with John.

LM:

You clearly respect and admire your
uncle a great deal. What would you
say is his greatest contribution to the arts?

JB:  Again, I would have to say it's his
tremendous insight. He has such skill,
a gift really, for penetrating meaning in
symbolism, especially when he's
dealing with African art. In John's
hands, the art form itself becomes the
hieroglyphic. Oftentimes he is dealing
with many concepts at the same time,
and yet he penetrates the meaning. It's
truly a unique quality of his, this ability
to find meaning and discern depth.
And he has a talent for verbalization,
‘which is another rare gift.

IM: You've indicated that John has influ-
enced you in many respects, certainly
ina personal sense. What would you
characterize as his greatest contribution
to your professional development?

- essential aspect of our

mlerac!mn.

For me, John defines an essential
balance. His sensitivity toward “the
Mother,” both physical and psychol
cal, and her role as nurturer are very
significant. One of John's guiding
principals is, “You must recognize wh
the Mather is to achieve balance, to be|
aman. She’s mother, wife, sister —
without her you don't exist.” This
concept is very meaningful to me. In
incredible, very powerful way, John's
utilization of the female image helps
me to identify my maleness and my
artistic sensitivities.

An exhibition of James Biggers’ art,
Inthe Circle: The Art of James Bigger|
will be held at Norfolk State Univer-
sity from September 19 through
December 12, 1997.
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NEW FRIENDS OF THE MUSEUM o

We wish to thank all of the continuing Friends

for renewing their memberships and to
wwelcome our new Friends. All names posted
from June - August 1997.
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CONTRIBUTOR
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Julius Bloch

1949-April-21 Letter (2 Pages)
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Elizabeth Catlett

1974-April-3 Letter (2 Pages & Envelope)
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1973-June-01 Letter (1 Page & Envelope)
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1976-June-07 Letter (1 Page & Envelope)

CHTEET

BLACK ART ; intemational qua’zte’z[y

137-55 SOUTHGATE STREET e JAMAICA, NEW YORK 11413 e (212) 276-7681

If you believe as we do

that there is a need for all peoples to use the arts for communication across national
and cultural lines - that our children will be strengthened by a visual record of their
heritage -- that there must be a medium through which all people can share personal
experience for mutual growth and survival, then BLACK ART an international quarterly
will interest you.

BLACK ART an international quarterly is a magazine devoted to you -- your needs --
your interests - your pleasure. The magazine brings together unique and exceptional
works of art along with practical information. If you wish to begin or augment your
art collection -- to learn about cultures and various media of visual communication - to
exchange experiences with other artists, then BLACK ART an international quarterly
can help.

Here you will find an extensive presentation of art. BLACK ART an international
quarterly includes illustrated feature articles and interviews from established artists --
works of new artists - an art collector’s column and a section for the beginning col-
lector - historical art sections, dealing with both the recent and the distant past - a
photo essay -- and a young people’s section. Also, there are two additional categories -
placement, grants and information on exhibits -- reviews of books and shows.

If you wish to share in this colorful, dynamic communication of ideas, simply fill out
the subscription blank on the enclosed, business reply envelope and enclose your check.
BLACK ART an international quarterly will be yours.

/U;JM/L (lawde, A ) -
f!cuﬁ,ﬂ/u %, tahe suf4 o

A =k l\_nw.g, ot Ll
Samella S. Lewis WM uju//[) LLZ MML[/? L\-()é(/[c ¢ s *(/@J
Art Editor { Hhears &vb‘a’ prete WW

%l Wcéo;u}, gvff;/o J//‘E Jm'ﬂ %’, W
Editorin-Chis )

Sincerely,

BLA ART an intemational quadte’z/y

137-65 SQUTHGATE STREET
JAMAICA, NEW YORK 11413
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1976-September-26 Letter (1 Page & Envelope)
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1976-November-9 Letter (1 Page & Envelope)
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Irene Clark

Envelope & Post it
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Allan Crite

1968-July-22 Letter (1 Page & Envelope)

ALLAN ROHAN CRITE
‘Rflzgiom Art - Original Designs

2 Dilworth Street
BOSTON, MASSACHUSETTS

COMMONWEALTH 6-3086 21 July 1968

PS/ I would like to accept i
ks ept your invitation to kesp
E:os?eg'fu:s. Incidentelly an English J:uthor B:siiwlgabl‘qg
o8 Wrltten some very interesting books Tasen
The Lost Cities of africa

lr Claude Clark The African Past
788 Sante Ray Avenue Africa Hist P %
Oakland California 94610 ory of a Continent(many phovos of latest

The Africen Slave Trede archeological finds in E Afri

Grestings:=

Thank you for your letter of 26 June 1968 end the enclosure of material
for sthdy for en Afro-Americen Art.

The prospectus as mepped out is to me wely impressive, but I do feel in a Vay
thet I em not in a position o give an informed professional eveluation from the point
of view of @ course for College Credits. I do feel that such a department of Afro-Amer-
ican Art would be useful and is needed. |

Yie have, or rather there are certain concepts which we ave relative to the
nature of the country. One comept, & popular one is that the country is VWhite,Anglo-
Saxon Protestant into which certain minority groups such as Indiens, Hegroes, and others
heve made some contribution more or less, such conbributions from these minority
groups being slowly recognized., Today the "ghing" is the recognition of the contribution
of the Black Men to this Anglo-Saxon nation.

I have come to another concept and I am and have been writing about it,
and this is that the Americas as & vhole and the United States fits into this as a part
of the total Americas, end this concept is thet the Americas is the result of the
confrbntstion of three cultures, the Indien,the Buropean snd the Africen, and in the
tobal continent of the Americes we see wariations of the combinations of these three
culture, end in reference to the Untted States the people of the United States is the
result of the mixture s of these three cultures, and in the European aspect it is
Spenish end English and non-European Africen snd the indigenous Indien, and this is
a mixbure which is continuosly changing es this is a living condition. Viith this
concept we find ourselwe s dealing with various aspects of a single people, 2 single
pecple which has within itself the tremendous varieties brought sbout by the confrontatior
of the,{ cultures referred to. This means that african, Indian and Buropean traditions
are the traditions of the total 200 million peoples of the United States without exception
end it means also that once this is realized, the tremendous wealth of that tradition
can moke possible a cultural rennsisance of amazing proportions. You in California I
suspect are quite aware of the Spanish cultural foundation of the Unted Stabss from the
string of Missions of the Franciscans., _Lf and when my paper is printed I will plen
to send vou & copy which will set out this position in detail

liow relative to your course something will depend upon the frame of reference

as to the concepts outlined sbove. I do think it is needed to bring to mind the Airican
Sources of American culture. There is en awareness of it in other parts of the Americas
as for example Brazil, Ve could do well to recognize it here, but in accordance to the
second concept, the African tradition be ‘recognized as the tradition and heritage of
all the peoples of the United Stetes not &s a contribation from e minority group bub rethe
rather &3 an understending of a pert of our totel culture which has been formed by
Africa, the American Indien vho has 25,000 years of history in this coqtinent, and
Buropeen. As far as my book "WERE YOU THERE" I cen't get copies of % nyself. Your
best bet is the library. Three Spirituals can be obteined from me if you wish, I'll try

to remember to send out slides of my work, there has been illness in the family ahd
things are out of schedule, hence my delays in writing socner. ‘[m E,C
r 1

Allan K Crite
2 Dilworth gt
Boston Yass 02118

#‘é‘ Csh;l\;do Clark
96 Santa Ray Avenue
CAKLAND CALIFORNIA 92510
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1968-August-1 Letter (4 Pages)

Allan Rohan Crite
2 Dilworth Street

Boston Massachusetts 02118
1 August 1968

—_—

Lr Claude Clark
788 Santa Ray Avenue
Oakland California 94610

Dear lir Ckark: Greetings

ﬂu\nk_you for your letter of 28 July 1968 and congratulations on your being
secured by Merritt College to teach the cuurse of Afro-American irt. You were correot I
was not aware that it was an established course, but rather something of a Summer Progrem.

I am very much interosted because in a Way the proposal  have here in the Bast
is an establishment of a program stressing the cultural foundations of the Netion, to be
in the primary school level, so I am starting at the other endd # of the spectrum. vhat I
have in mind is not the same as your program but could be more or less complementary to it,
for it stresses as far as the United States is concerned the four principal cultural foundations
nomely Indien, African, Spanish and English, the Spanish and English being the principal factor
of the European phase of Bnited States history along with the African and Indian cultures.

If end when I have nore materisl firmed up, I will most likely let you know.

Relative to your interest in Africa vhat I will include with this letter is a list
of books in my ovm library which I heve on Africa. Some of the titles will be repeats of my
last lebter, and it is possible you mey already have some of the other titles included in
your reading list for the SUMMER QUARTER "BLACK VISUAL ARTS" I spotbed only one such title
in my quick going over the course.

West Africen Art ( Handbook 5) Ililwaukee Public Museum -paper back

AFRICA (A Studio Book) Emil Schulthess-wonderful photographs in this book
hard cover

MUNTU The Yew African Culture-Janheinz Jahn-I think this is in your list

THE LOST CITIES OF AFRICA Basil Davidson (Atlantic-Little Brown pub.

THE AFRICAN PAST ¥ " B &t

SLAVE TRADS " " n "
AFRICA History of a Continent-" " MecMillian Co pub- & huge book with

superb photos and recent material about
East African cities which had such a
flourishing trade with India and East
and amazed the 15th century Portugese
with their opulence/

AFRICAN SCULPTURE-Vim Facg end Margaret Plass{ a Dutton Viste Pap )
AFRICAN SCULPTURE Ladislas Segy-paperback-Dover pub.
AFRICAN TRIBAL SCULPTURES 1 The Wiger Basin Tribes (Tudor pub.co.)
paper back-very smadd, very good.
The following three books are put out by Zenith Books Doubleday & CO pub.
A GLORIOUS AGE IN AFRICA Deniel Chu and Elliott Skinmer
4 GUIDE TO AFRICAN HISTORY Basil DPavidson
WORTH FIGHTING FOR Agnos McCarthy end Lawrence Reddick
Story of American “egro in Civil Viar and later

AFRICAN KYTHOLOGY-Geoffrey Parrinder-Hamlyn Publishing Group Ltd.
A facinating book-large- beautifully illustreted end
well arranged material,

NIGERIAN IMAGES #illiom Fegg/Herbert List-Frederick A Praeger, publisher
An impressive survey of Nigerian Sculpture in all its
splendor

GHANA Past snd Present Bmerico Samassa llayer Arco Pub, Co 219 Perk 4v S.
NYC 10003

WY

LIFE VORLD LIBRARY
THE ARAB_ViORLD thk s in lorth Africa)
TROPICAL AFRIC.

SOUTH AFRICA

THE WEST INDIES (gives & good picture of the African
impac

act in the garibbeem Aree

ALLAN ROHAN CEITE
2 DILWORTH STREET
IDSTON, MASS, 02118

(2)
Claude Clarke/1 Ang 68/

AFAICAN MYTHS AND TALZS-Susan Feldmen peperbecklaurel Pub Co- sm2ll book no
illustrations but interesting reading
THE ART OF AFRICA (The Art of the World) Greystone Press New York-Interesting
commentery and informing.

THE KING'S DAY-Chicago Natural Eistory Museum 1956-Hope you oan still get it.
The twb following books have chapters in them about Africen Art etc
THS MAKY FAC3S OF PRINITIVE ART-Douglas Fraser-Prentiss-Hall Inc Englevood Cliffs NJ

PREMITIVE ART, Its Iradisions and Styles Paul S iingert a Meriden Book pub, by,
World Publishing Co, Cleveland and ew York

For a generzl survey I find the following title very useful
PERSPECTIVE

AFRICA I XEREREREPEXEXXXE John Singleton/ John Shingler
Hayden Book Co 1867
A% the end of most of the chapters it presents s list for
suggesbed reading which your and the College might find of use
+ is @ college text book and I suspect has been used at Northeastern
Univeristy, at least I got it st one of tho stores which serves Nobtheast-
ern University. I found snd find this book extremely useful.

To I haven': read all of thes books through, but they are good for references and have
helped me in an understanding a little about Afrcien Arts. I think there may be one
or more titles which I heve bu’ not being very systematic these will probably tum up
later

Now relative to my peper I thought you might like a pert of it in its vpre-printed
form, thet is formally printed, I have run off copies of the paper on my press
informally, but now as I suggestedin my last letbter a possibility exists that it
might be printed by one of the Institutions which I purposely am not identifying
until if and when such publication takes plsce. I have learned from experience not
o make Announcements of events to come, but rather wait for the event to come.
However this section of the paper African impact might be of interest to you.

The second item included in this note are some Bulletin Covers which I have been
Going for some Episcopal Parishes both in the States end in Mexico. I own my offset
press aud so I make up tne drawing plates and do theprinting, and so therefore these

bulletin covers are a velid and true aspect of one of my activities as an artist, I

thougnt you swould neve tuem as pars of the meterial concerning myself, in lieu of slides
for the moment, You could take slides of these if you wish. At any rate you are to keep

them,

I don't lmow whether I mentioned it t0 you before or not, but I have received my
B.A. Degree from Herverd University this June past, and it is an experience to receive
a degree from the oldest university in the United States, andthe third oldest in the
Americas, The University at Lima Peru, end the University of Yexico City being the other
two universities, both of the 16th century vhile Earvard is 17th century.

Sincerely -
Al k G
Allan R Crite

PS/ Let me know how your course is making out

Claude Clark Papers
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ALLAN RONAN CRITE
2 DILWORTH STREET
QSTON, MASS.BOZI‘I‘!

K]
11 TOWARDS THE REDISCOVERY OF THE UNITED STATES: ITS CULTURAL HERITAGI

AFRICAN IMPACT

The African impact on the Americas was massive
and on a continental scale, from the African
continent to the continents of North and South
Armerica, The impact was massive both culturall:
and economically, that is through labour, thoug}
it is the labour that receives the bulk of at-
tention, The story of the Americas of the past
five centuries is thut of contacts and collis-
sions of three cultures, contacts sometimes
violent, the Indian, the African and the Europ-
ean, and throughout the Americas can be seen
the results of such contacts in the myriads of
variation amongst the people and mations of the
continent. These contacts between the Burop-
ean and the non-Western cultures were disruptive
to the indigenous cultures of both the Americas
and Africa, in the Americas by military con-
quests and occupation of the Indian nations and
peoples by the European, and in Africe by the
corrogive slave trade of three centuries which
corroded the relationships of African nations
to each other in the series of wars to seocure
prisoners of war the source supply of slaves to
the ever hungry overseas plantations in the
American colonies, and the products of these
colonies sugar, rum, cotton etc were fed into
the markets of Europe, The economic impact was
evident in the form of labour, black labour
which cleared vast areas under and with Europ~
ean direction in the establishment of the plant
ation system which was the economic backbone of
much of the Buropean enterprise in the Americas
an enterprise which would have been impossible
without such labour, The Carribean area the cen:
ter of the plantation enterprises was as it wer
a vital vigorous cauldron of the infusion of thq
African into the scene, Amongst the planters
there was an awareness of the different Africam
cultures with their distinotive cheracteristics
and thus there was the element of selectivity
as to the choice of labour and in this a found=
ation of some of the identifiable African cul-
tural elements in the creation of the peoples
of the Americas. The Spanish preferred the
Yorubas of Western Nigeria, the English , the
Ashanti and Fanti from the Gold Coast (Ghana)
and the French the Dahomeans (Whydahs) and als:
the Ibos and Congelese., and also the Manding-
oes a more gentle people than same of the oth=
ers., The Portugese in Brazil imported both the
Bantus and the Hausas to work both plantation
and to do metal work as the Hausas were skille
ed iron workers for centuries or even millenia
in Africa, the skills of iron making possibly
brought over to the Nigerian area in the mig-
rations from the Nubian kingdoms along the
Southern Nile +two thousand or more years agoe
Thus there was a pattern of discrimintation in
the securing of labour according to the skills
characteristic of the tribes and nations of the
African, and from this can be seen something of
the disruptive nature of the slave trade in the
|_process of exhaustion of and the pauperization
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the African nations victims of the sombination
‘the tremehdous demands of the development of
sentinental dim nsions of the European enter-
prise in the Americas.

Jessive importations of whole nations of people
is not unique in history wherein time after time
we read of cities and nations captured and

the inhabitants deported into the conquerorts
land as slaves.

In the situation of the Americas is the situ-
ation of a European demand for labour in the
development of a continent along European
lines, and the problem of conquest of the inde
igeneous peoples, and the development in the
relatively sparcely populated areas such as
the east coasts of both North end South Amer-
ica, In the entire Americas therefore the
impact of the African varied, In the western
areas of South America and in the area of
NMoxico and Central America and along the
coastal areas of South America bordering

the Carribean Sea where there was and still

is large Indian population, the African was
more or less a minority in comparison with

the Indian and the Buropean, In the islands

of the Carribean he represented and still

does the dominant element of the population,
and the situation in the Southern states is
similer to that of the northern rim of

South America in the ratio of blacks to the
other olements of the population,

The captured slaves were warriors, agricult-
uralists, craftsmen and the like, and in the
brutal conditions of the transAtlantic pas-
sage only the strongest survived, and hence
the African who survived under these cond-
itions became the basis of the African pop-
ulation in the Americas, and those of Afri-
can descent, an extremely tough and vital
element in this new phase of the story of
man in the Ameriocas,

The Carribean area was in many respects

the principal area of radiation of the Afr-
ican into the States as well as the northern
rim of South America, and in the Carribean
African traditions in identifisble form

were and are exten

h
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TOWARDS THE REDISCOVERY OF THE UNITED STATES  ITS CULTURAL HERIZAGE ‘
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In e sense the African presense in the Caribbean
the number of blacks exceeded the whites and
this condition cbtains today., In the contin-
ental areas of the Caribbean basin and the
adjacent Gulf of Yexico and receding there-
from the ratic of blacks to whites changed

to minority in both North and South America
with predominance in certain parts such as

in the area of the Guiana and in parts of
Brezil, as well as parts of the United States
Thus in the Qaribbean and elsewhere African
traditions were end are meintained sufficiently
as 4o be identifisble as to origin, The "Bush"
Negroes in the Guisne area(Surinam an intregal
arc of the kingdom of the Netherlands) wherein
the ancient form of the African village life
with o1l its customs are meintained. These
are descendents of African slaves who fled
the coasts and were able to establish and
maintain their freedom, thus in this area
African villeges and tribal customs still

are in effect, In Brazil are the descendents
of the Heusas a people from the area today
cclled Nigeria. The Hausas fled into ‘the
interior and the Portugese were never eble

%o subdue them, The Housas were highly ed-
ucated and in the Brazilian plantation sys-
<om were overseers of the Bentus another Af-
rican people imported from Africa. The Port-
ugese being limited in their lmowledge of
vining depended upon the Hausas vho had the
tradition of centuries of iron and other
metal workings, as for en exsmple the world
femous Benin bronzes, The Hausas at times
unhappy with servitude went into the int=-
arior jungle areas froming commmnities called
Guilombos, The Portugese made no real attempt
£o destroy them, Their remction to this ap-
parently much like that they employed in

<4— | Africe itself namely the maintenance of coast
& a1 holdings such as forts and other such

milita structures, mostly maintained at
the eiyal sutferance of the looal African
N ruler, and meking no attempt to penetrate
Zne interior. Actually none of the

| B
N\ N\ \\m Etropesn powers vere able o

subdue the African kingdoms
N\ of the interior all through
NN\ the 15th to 19th centuries.
N The Africans were in con-
\) trol of their territories
v to the 19th century. The
BraziL Pionization" of the African
\ ocontinent came about only
\ with the overwhelming military
hdvantages of technical equip-
Wont of the Burcpeen. Returning
%o the Brazil of the 1650's the
Hevgas who were mostly Muslims and
ristienity co-existed in Brazil
mch as it was in Portugal during
the Middle Ages wherein the Muslim and

the Christian co-exis.ted in th?e:ian
peninsule, Allan 2 Crd

N\
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1970-April-18 Letter (2 Pages & Envelope)

ALLAN ROHAN CRITE

‘IQ’/zgwm vfrt |Lergmal Designs
Bosmn MASSACHUSETTS

OLUF

COMoNwEALTH 63036

18 AprL (970

Mr Claude Clark

788 Sants Fay Avenue

Oskland Cslifernis
94510

Dear Clsude Clark:-

Attached to this letter is the tape recerding, speed is 33.
Vie made ne lgrocmnnt: as te cests -r ording, er the use of the tape, and se I
that mtter pp te your judement as te Whatever yeu de in such cases,
me and I will accept this, I dem(t lmew whethet this weuld fall under
o(‘ s visiting lecturer aspect er net., The cest ef the tape ef ceurse is
cnc.ll.d as you did furnish the tape, and the fact I used anether is cevered by the
tape furnished by yeu. This is & mtter ef technicality enly, The recerding
was by & SONY Tape Hecerger,

I have alse attached the besklet en thr Cultural Heritage ef the U.S.
as well as s preliminary printing ef papers dealing with the Indian, Spenish, Afric.n
and English aspects ef the cultural heritage ef the imericas, I am plamning twe mere mapers
Pertugese snd French, When I will cemplete these I de net knew, theugh the preseat
sohedule is fer gemestime in the Fall, A pessibility ef further develepments exists.

The added paper ef nen~Viestern Seints is the beginnings of anether aspect
of theoultural heritage this tims in reference te the Church, This I bsgan seme tims age
and meybe may de mere with it later if that sheuld be pessible,

Under = separete cever will be sent te yu the 10 cepies of the velume

entitled Three ritul!u.. at $3,95 each, I am enc.

Theunderstanding
from eur telephene cenversatien is that yeu will entact tne steres thet may be interested in
this beek and I will be advised XEXKROBUCEGCENKE
University
Om the beek WEYE YOU THERE this has been reprinted frem the Havravard/Press
by the McGrath Publicatien Compuny
5932 West Chester Park
Cellege Park

Maryland
20740  telephehe is 1301l---345-2139
g !ul Code

Will write again later as I nave Ye rush this eff te the Pest Office new,

Greetings te everyene

Al 2 Crer—

al1an R Crite

ALLAN ROHAN CRITE
2 DILWORTH STREET

BOSTON, MA* = ™% /Q//% /4 GZ?

ol C{aucﬁ/ C(ﬁ/\[(.
sbes Bag

k

/%_[7)7» 17,

GUR NUWBER

0610

OATE

CUSTOMER'S ORDER

04/1—(4«1
w swmito__ Califpnian  9Y¢5[0 -
6‘Addr=u B —
> | [u Copros }
= ot Spiels @

ai”

R Grite
2 Dilwerth Street
Be sten Mass 02118

Poak

TOTCTAL PRLIVTSy

| SPECIAL DELIVERY)

Mr Clsude Clark
788 Ssanta Ray Avenue
Oskdband Califernia 94510
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1970 Christmas Cards (6 Pages & Envelope)

HUNCIATION

AN

THS

THE NATIVITY

f{\\' :

aniR

THE VISITATION
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THZ PRESENTATION “OF "CHRIST IN THE TIMPLE
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1971-February-7 Letter (1 Page & Envelope)

illan R Crite
2 Dilworsh St

7 Febrary 1971

Ly Clauce Clark

a record of books Three Spirit
24 copies in
cial LC‘ll‘V?I‘V o P

usla mailed to you \

e:‘xch.‘ ) om you a check for 32(30 +00 for

che copies of E‘xrm

0 ‘e 11 Colégge
more

place

moment of ﬂle““'lng"

to live, eit her rent or buv-

Thenks £

m everything

| [._
Allcn R Crite

Allen R Crite
2 Dilworth St
Boston lass
02118 ‘

i A
DOUGLAS MacARTHUR

Yr Claude Clark
788 Santa Rey Ave
Oaklung Califbrnia 94610

KR Ml[

U SRR
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1971-March-13 Letter (1 Page & Envelope)

Allan R Crite

2 Dilworth Street

Soston Massachusetts 02118
13 %arch 1971

kr Claude Clark
788 Samta “‘ay Avenue
Oskland Califermia 94610

Greetings:=

Thank you for your letter of 6 March 1971 and the emelosed check for $42,00

Things have been in such a state of conmfusion that there heve been delays in
my sendimg out to you the rest of the books promiged. I em finding metters @iffioult in
both areas in housing either to remt or to buy, the resis are astromemical and of course
even when one rents it meams even with 2 lease, the remt goes up and you heve mo choice
but to pay or get out. Houses in my area have sudderly jumped in value so that a house
of $7,000,00 six years age mow go=s for 35,000.00 to $45,000,00, and people with low
incomes are pushed out umless they land in a projeet amd those of middle income are reslly
pushed out of the area which is my pesition. So I am in & rather unhappy position at the
moment, with mo real solution in evidence as far as I can gee. I have to meve as the house
is to be demolished, so I have no ehoice there. Vihere ;is my problem and the Housing

Authorities more or lees suggest I find the solutiom rahter quickly. Their help so far has
been rather modest.

How the burden of this letter should not be a recital of lamemtations, but
rether just to let you lkmow that I have shipped out te you special delivery three boxes
of the volume # Spirituals., Each box comtains 12 eopies all cutogrephed, Let me know when
you recsive them, I will be at this adress uatil the end of April Allen LG T

Allan R Crite
2 Diiwerth Street
Besten Mass 02118

Yr Claude Clark
788 Saate Rey Avemue
Oakland Califernia 94610

Allan B Crite
2 Dilworth Street
Boston Mass 02118

<
RORREQ AERED
AR Wit Tovaenes %

\venus
and Califormin 94610
CORRED AZRE
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Aaron Douglas

1951-November-11 Letter (1 Page)

|

- Jisk Mniersity
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1951-December-10 Letter (1 Page)

FISK UNIVERSITY’

NASHVILLE 8, TENNESSEE

orrIcE OF Y‘Hl PRESIDENT December 10’ 1951

Mr. Claude Clark
Talladega College
Talladega, Alabama

Dear Mr, Clark: 5

Mr. Douglas has told us about your plans to visit Fisk on
Friday, December 1k, with a group of about seven or eight students,
and Dean Brett has said that she has had correspondence with Miss
Davis. g C

. We shall be'glad to welcome you to the campus, particularly
to visit the art gallery and the Art Department. The information
which you requested iﬁ,as follows:

Overnight rate per person $1.00 e

Breakfast .35
Iunch s
Dinner .65

The young women will stay in Livingstone Hall and the
young men in Boyd House. Mr. Goodman will be happy to* have you share
his apartment in Burrus Hall for the night. As you perhaps know, Mr.
Goodman and Miss Brett .are the Deans of Students here at Fisk, Could
you let us know how many women students will be in the group?

L : Very truly yours,
‘ 2 0
¢ vitlen P Aiteodd
< Helen P, Desort
| s Administrative Secretary

Air :
~ Sp. Del.
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1951 Envelopes

Fisk Hniersity g

NASHVILLES, TENNESSER

OFFICE OF THE PRESIDENT

FISK UNIVERSITY

* NASHVILLE 8, TENNESSEE

-
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ol Li,.’d,:h
pags e o ot
2 L3 Fiee s

Mr. Claude Clark
Tallaééga 0 ollege
Talladega, Alabama
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David Driskell

1982-February-04 Letter (1 Page)

AFRICAN PEOPLE'S ODYSSEY

For more than forty years, Claude Clark's name in art has been synonymous with the phrase
"African-American Art". In the 1940's when many Black artists were turning to genre scenes, life
and traditional landscape painting as a means of self-expression, Claude 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 works
by modern masters was also housed. So, from this point of view, an ongoing education in the art
of the west, and of Africa was possessed by Claude Clark at a time when most artists of his
generation had settled in to work in the mainstream or social realist tradition but importantly for
us, he bridged the gap between the artists of the Harlem Renaissance and those of the cultural
revolution of the 60's. He understood and practiced in a painterly manner the ongoing spirit of
Alain Locke's "decree" to Black American artists which proclaimed that the legacy of black
involvement in the arts in America would be better understood if Black artists chose to "return to
the ancestral arts of Africa" for sources of content in their work. Black American themes, African
masks and everyday events, particularly those related to the folkways of southern and island
people, became the principal subjects in Claude Clark's work.

I became more closely acquainted with Claude Clark's work when I succeeded him as professor
of art at Talladega College. He had established a viable curriculum in the visual arts at this small
liberal arts college that was to have a profound impact on my own teaching and future development
as an artist. Upon his moving to Oakland in 1958, Claude Clark continued to be an important
practicing artist, teaching art in the Bay Area and single-handedly founded one of the first art
curriculum with total emphasis on the Black Experience.

With Claude Clark, scholarship and educational interests have always complemented his painting.
And, after much travel to the Caribbean Islands, to Central America and Africa, Claude Clark's
artistry is still strong and dynamic in the African-American idiom and will, no doubt, continue to
be an important force in the lives of countless young artists here as well as those who come to this
country from the African Diaspora. I am therefore delighted to share with his beautiful family and
friends this moment of joy, an affirmation of faith in the power of art as it continues to play an
important role in Claude Clark's life and in ours.

David C. Driskell,
Professor and Chairman
Department of Art
University of Maryland
College Park, Md.

Feb. 4, 1982
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Fisk Art Department (4 Pages)

Cover Photo by Robert A. Sengstacke

Design: David C. Driskell

PROGRAM

Courses of study in art serve several purposes: A
major program is offered which may lead to graduate
study in studio or art history, museum tr: g, teaching
on the secondary or elementary levels or a professional
career in the Visual Arts. Non-majors are encouraged to
enroll in both history and studio courses.

The Department of Art offers two courses of study, one
leading to the Bachelor of Arts degree, the other leading
to the Bachelor of Science degree.

The Bachelor of Arts degree in art requires a sequence
of forty-one (41) credit hours, twenty-six (26) of which are
to be taken in art history and theory. The rema g

* fifteen (15) credit hours are to be taken in the practical

arts.

The Bachelor of Science degree in art requires a se-
quence of forty-five (45) credit hours, fifteen (15) of which
are to be taken in art history and theory. The remaining
thirty (30) hours are to be selected from studio courses in
the practical arts.

FISK UNIVERSITY

Nashville, Tennessee 37203

Phone (615) 244-3580 Ext.

Department of Art

255

FISK UNIVERSITY

Nashville, Tennessee 37203
Phone (615) 244-3580 Ext. 255
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FISK UNIVERSITY

Fisk University is an independent institution
dedicated to education in the liberal arts. It has
a well-planned program involving both general
and specialized education. The University aims
to develop among its students a broad under-
standing of the basic principles and values in the
social sciences, the natural sciences and the
humanities. The ultimate goal is to equip each
student for intellectual and social leadership in
the modern world. Emphasis is placed upon the
fullest possible development of the whole person.
This involves the ability to work with others in
cooperative enterprises. It also involves the

i

. 2 :
Photo by Earl J. Hooks

. : i The Carl Van Vechten Building houses the Art Library and
achievement of emotional stability, and balance, Sculpture Studio. The Alfred Stieglitz Collection formerly
as well as the acquisition of a sense of order and housed in the Carl Van Vechten Building is now located
responsibility. The varied experiences provided in in the New Library Building

the classroom, in the laboratory, in group living

and in the many co-curricular activities contribute The Fisk University campus is located in Nash-
to this end.

ville, the capital city of Tennessee. Numerous
museums, libraries, churches, concert halls and
cultural opportunities supplement those available
on the campus.
Since its founding in 1866, Fisk University has
attracted students from all sections of the nation
l}f i and from countries around the world. The original
o 85 Fisk school has grown to become the nation's
leading black university.

& ~axd 2 % e Mt TR X X
Photo by Robert A. Sengstacke Photo by Robert A. Sengstacke
Ballentine Hall. Offices and Studios of the Department of Photography-Cinematography Laboratory Building
Art.
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Exhibition of African Art installed in the Art Gallery,
Ballentine Hall, by students in the Museum Science

Photo by Earl J. Hooks

Ceramic Studio

y Carl Alexander

Fisk Art Students in Museum Science Class at the
Smithsonian Institution under the direction of Mr.
Carl Alexander of the Smithsonian staff.

Courtesy of The Smithsonian Institution

Photography-Cinematography Laboratory Exhibition organ_ized and assembled by Fi_sk Art Stu-

dents at the Smithsonian Institution, Washington, D.C.
and later exhibited in Nashville, Tennessee and in
Minneapolis, Minnesota.
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THE FISK ART FACULTY

A well chosen faculty of artists and scholars provides a
variety of specializations of interest to students who wish
to major in art. The 1970-71 art faculty and staff in-
cluded the following persons:

DAVID C. DRISKELL, Professor and Chairman—Painting
and Art History—B.A. Howard University; M.F.A., The
Catholic University of America; Certificaat voor Studeer,
Rijksbureau voor~ Kunsthistorisches Documentatie, Den
Hague; additional study, Skowhegan School of Painting
and Sculpture.

EARL J. HOOKS, Associate Professor—Ceramics and
Sculpture—B.A. Howard University; Graduate Certificate,
The School of American Craftsmen, Rochester Institute
of Technology; additional study, The Catholic University
of America.

STEPHANIE E. POGUE, Assistant Professor—Printmaking
and Drawing—B.F.A. Howard University, M.F.A. Cranbrook
Academy of Art.

MICHAEL G. BORDERS, Instructor—Painting and Art His-
tory—A.B. Fisk University, M.F.A. Howard University.

ROBERT A. SENGSTACKE, Artist-In-Residence—Photog-
raphy and Cinematography—Bethune Cookman College,
University of Southern California.

CARLTON MOSS, Lecturer in Cinematography (Part-time)
—B.S. Morgan State College, M.A. Columbia University.

GREGORY D. RIDLEY, JR., Instructor in Sculpture (Part-
time)—B.S. Tennessee State University, M.A. University
of Louisville.

ALAN MUNRO, Visiting Lecturer in Museum Science (Part-
time). University of Vermont, University of Tennessee.

DONALD L. GRAHAM, Assistant Instructor, Theory of Art
(Part-time) A.B. Fisk University, additional study, Uni-
versity of California, Irvine.

PEARL CRESWELL, Assistant to the Curator—A.B. Fisk
University.

AARON DOUGLAS, Professor Emeritus—B.A. University of
Nebraska, M.A. Columbia University.

” S
Photo by Robert A. Sengstacke

Left to right (standing) David C. Driskell, Stephanie E.
Pogue, Gregory D. Ridley, Jr., Alan Munro, Pearl Creswell,
Earl J. Hooks. (Seated) Robert A. Sengstacke, Carlton
Moss. (Not present) Michael G. Borders, Donald L. Graham,
Aaron Douglas.

S S
Photo by Robert A. Sengstacke

Aaron Douglas, Professor Emeritus of Art and founder of
the Fisk University Department of Art is also well known
as one of the leading artist of the Harlem Renaissance.

EQUIPMENT

The Department of Art is housed in two separate build-
ings: The Carl Van Vechten Gallery and Ballentine Hall.
The Carl Van Vechten Gallery houses the Alfred Stieglitz
Collection of Art consisting of representative works by
Paul Cezanne, Charles Demuth, Arthur Dove, George
Grosz, Marsden Hartley, John Marin, Alfred Maurer, Eli
Nadelman, Georgia O'Keeffe, Jules Pascin, Pablo Picasso,
Auguste Renoir, Diego Rivera, Gino Severini, Charles
Sheeler, Paul Signac, Henri de Toulouse-Lautrec, Abraham
Walkowitz and others. A fine sampling of African Negro
sculpture, selections from the first such exhibition to be
held in this country, is included in the collection which
was the generous gift of Georgia O'Keeffe, the widow of
Alfred Stieglitz. The Van Vechten Gallery also houses a
prize collection of the photography of Alfred Stieglitz and
Carl Van Vecheten. A library of 3,000 volumes on art and
artists is maintained in the University Acquisition Gallery
which also” houses important works by Milton Avery,
Richmond Barthe, Romare Bearden, Louis Eilshemius,
Jacob Lawrence, Henry O. Tanner, and Charles White, to
mention only a few.

The Department of Art maintains an academic relation-
ship with the Smithsonian Institution in Washington, D.C.
During the summer session, a limited number of students
may pursue a credit course of study in Museum Science
utnc#er the supervision of a member of the professional
staff.

Ballentine Hall provides facilities for The Art Gallery
where rotating exhibitions are held monthly, the offices
of the Department of Art, studios for the art faculty, and
for workshops in Art Education, Ceramics, Graphic Arts,
Painting and Drawing, Photography, Cinematography and
Sculpture. A reading room and Art Seminar is maintained
where students study color slides, filmstrips and repro-
ductions of works of art. This room also houses technique
manuals and art periodicals. A study-storage and exhibi-
tion workshop is maintained in Ballentine Hall where
students may participate in the preparation of exhibitions
and study at first hand original paintings, prints and
craf.ts. The Ceramic studio, which apart from its regular
equipment of potters’ wheels, electric kilns and a glaze
laboratory, houses the Alpine gas kiln which is capable
?.f'reaching porcelain temperatures as well as reduction
iring.
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Sarah Fabio

Article (3 Pages)

Birth Of Black Studies - A Northern California Achievement
By Sarah Fabio

Black Studies - Black Students' Union - Black Panther Party for Self-Defense Black Power
Movement - Black Arts Movement were indistinguishable component parts of a movement of the
1960's guided by enlightened self interests on the part of Black youth and young adults. The
pattern of differentiation was a kaleido-scoping and for the uninitiated this was a cause of
confusion. Black Studies was a rallying cry and torch carried high by members of the Black
Student Unions and their student constituents as they made demands on the established order of
higher education. Not always did teaching competency and militant leadership go hand-in-
hand; indeed traditionally, college professors are looked upon as "bookworm ivory towerists"
and "milquetoast". You didn't find many activists among these ranks. Obviously there were
many who cringed in fear when called upon to be counted. These remained in established
disciplines and stayed on safer grounds. But, as is always the case there were the handful of
scholars who could and did rise to the occasion and they became the cornerstones of this new
educational thrust. Nor should we assume all the activists who said they were educators were
prepared for the long haul. You will find on close scrutiny, after the initial thrust, they faded back
into their old worlds.

In the San Francisco Bay Area the W.E.B. DuBois Study Clubs became a part of the base of the
newly forming Black Students' Unions: members of SNNC (Student Non-violent Coordinating
Committee) who later merged with the Black Panther Party, were another part of the base. SNNC
workers, along with students of SCLC and CORE, were an early national body. They transformed
themselves from SCLC to SNCC and finally to Black Panthers rapidly far too rapidly to endure it
seems. They remained a student constituency demanding equal rights in education and life, and
demanding an education geared to the needs of Black people in their given unique situations.
The Black Panther Party For Self Defense, a political and paramilitary arm with what has often
been termed a "radical, violent" bend, spread its influences from the campuses across America
into the Black communities. The Black Power Movement was the mood which overtook
Blacks in the U.S.A. who were tired of the non-violent protests under SCLC (Southern
Christian Leadership Conference} under the direction of Dr. Martin Luther King, Jr.) and
following Adam Clayton Powell's charge to the 1967 graduates of Howard University, a class
including Stokeley Carmichael, to "seek Audacious Power," the order of the day became "Black
Power". The Black Arts Movement was a new literary, theatrical, and visual arts development
which translated the mood of the times into an aesthetic.

These five components converged into an exciting, even volatile complex at the heavily
overpopulated, soon-to-be deserted _ Black community college located in the hart of North
Oakland, Merritt Jr. College which would become legend for being the spawning ground of the
Black Panther Party For Self Defense. Two week-end long activities were coordinated by me and
termed "The Black Experience." This event was co-sponsored by a San Francisco Bay Area
intellectual community group, the Alain Locke Society of which I was a member. Norvell Smith_
who would become the first Black president of a predominately white institution of higher
education in California and later a vice-chancellor at U.C. Berkeley helped coordinate the
occasion. Dr. Hill Grier, who would co-author Black Rage, Dr. Andrew Billingsley, author of
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A%, Black Families in White America, who would become Vice Chancellor in Charge of Minority
Affairs at U.C. Berkeley and be responsible for coordinating the U.C. Afro-American Studies
Program; Ruth Beckford, choreographer; Emmett Scales and a significant number of other
intellectuals who would be in the forefront of guiding the Black Studies movement locally, also
participated.

At this conference, B.S.U. leaders such as Jimmy Garrett of San Francisco State College and
Bobby Seale, would co-chair with Huey Newton the Black Panther Party, asserted a leadership
role. State legislators from Georgia and California including Mervyn Dynally attended as did
would-be legislators such as Ron Dellums. John Killens keynoted the conference; he was very
active with CORE (Congress Of Racial Equality). And highlighted among the artistic talent
were those at the forefront of the Black Arts Movement such as: LeRoi Jones, Ed Bullins (a BSU
student at San Francisco State University) and Sonia Sanchez a member of the first Black
Studies faculty at San Francisco State U.

In looking back, there was the typical near-zero budget for the occasion. But there was an outburst
of Black talent who volunteered their services. At this event there was some of the best genera-
tional dialogue going; people attended and participated because of the urgency of the day. There
was an uneasy respect which had to be earned on all sides. The occasion made an irreversible
impact on the Merritt College campus; since then all of the succeeding presidents have been Black
although there was a white one at the time who admitted that he was not capable to the task.

o~ Immediately afterwards students made demands for curricula revisions and I was named
chairman of a curriculum committee which included among others a large part of the Black
intellectuals on campus at this time. Among these were: Claude Clark, professor of art; his wife
Dr. Effie Clark,* philosophy and theology, a community representative; Sid Walton counselor; Dr.
John Summersette, chairman of the English Department. The committee answered the charge to
consider a Black Studies curriculum with an A.A. degree granting program to be approved and
put into effect with deliberate speed. Therefore, in 1967, when the issue was out of often vague
protest throughout the country, Merritt Jr.College was able to initiate a Black Studies program as
one composed of disciplined areas of study which would strengthen academic potential and
motivate career choices based on the needs of a community. So by the spring of 1968 when these
students from junior college dispersed, often with a first degree major in this new discipline into
the state universities and into the University of California system, they made wider demands
in keeping with those of the rest of the nation. Northern California was at the forefront of the
development of Black Studies for a number of reasons; but the extensive junior college network
found in this area was an important one also the much wider network of four year colleges,
public and private, and the world renowned U.C. system caused an impact to be made which
reverberated throughout the nation and the world. By the Fall, 1968, we would enter the year of
student strikes, the one at San Francisco State U. The longest on record. This was the year of the
Hayakawa-Hare boxing bouts over Black Studies. S.I. Hayakawa, a semanticist, turned college
president won and became a U.S. Senator for his efforts in blocking the growth of Ethnic Third
World Studies at the San Francisco State U. campus. Nathan Hare, a sociologist-psychologist,
gave a significant Black Today Conference, similar to the earlier Black Experience at Merritt; but

= although the forum may have added more to the national intelligence on the subject it was not
able to stabilize affairs on campus. Nathan Hare later threw in his gloves on the Black
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Studies issue perhaps never really understanding fully what his charge was in the long haul.
T g

San Jose State U., under the leadership of Leonard Jefferies and with Harry Edwards as a member
of the faculty and Tommie Smith and John Carlos, Olympic track stars as students, were able at
the state college level to institutionalize this development and attract a faculty geared to the long
struggle ahead. Jefferies is now chairman of the Black Studies Department at City College of
New York. Robert Chrisman and Robert Allen who were in the Black Studies ranks at San
Francisco State U. founded and currently edit the Black Scholar Journal in Sausalito. This
publication has been an important forum on issues. It has had the longest life span of the
journals that were an outgrowth of the movement and it has now gained a national reputation.

# # #
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Elton Fax

1968-October-01 Letter (1 Page)

EILL/TOIN C. FAX
ARTIST-AUTHOR-LECTURER

51-28 30TH AVENUE
WOODSIDE., N.Y. 11377

October 1, 1968

Dear Claude Clark:

You did indeed write me last June end I am embarrassed
that you've had to write again to get this response. I've been
on the read with my lectures and doing a variety of time~consuming
things that offer, at best, a flimsy excuse for seeming indifference.

The truth, Claude, is that I have no slides. The nature of
my work in illustration requires none. I do have black and white
prints of my things that meassre approximately & by 10 inches.
If these will do I shall send them pronto. The prints are of black and
white drawings. For your convenience I am enclosing a self-addressed
envelope and you may feel gquite free to answer with a simple ''yes"
or '"no" to expidite matters for yourseif.

How thoughtful it is of you to remember me and to persist
in making the contact. It is good to know that one's contemporaries
care so much for it doesn't happen too often that way. My warmest
regards te you and yours and good luck with your project.
Sincgre;ylumm‘

¥r. Claude Clakk, Instructor B éééf
Art “ept. MERRITT COLLEGE

5714 Grove Street
Oakland, Calif. 94609

TELEPHONE 212-274-4909 OR 677-6868
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1968-October-5 Letter (1 Page)

EILLTOIN C. FAX
ARTIST-AUTHOR-LECTURER

51-28 30TH AVENUE
WOODSIDE, N.Y. 11377

October 5
19638

I am sending you a copy of West ifrica Vignettes
from which you meke take. whatever you feel you may want for
the making of slides. The book, itself, is for your fupture
use if you should care to keep it. It is only fair to tell
you, however, that the prints on pages 35, 43, =nd 63 are
especially poor reproductions of the originals which, by the
way, are being shown at Fisk University during the month of
November. They're having me down for the opening and I'1l
be in the Hashville area lecturing for about a week before
returning to liew York.

You ask for a biography and the enclosures should
help. As to a statement of my philosophy you'll probably
find the most fitting expression in the brief foreword to
the book I am sending you. You will also find a recent glossy
photograph of me inside the book.

Your project sounds ever so exciting and you're
so right in saying that this is what we must do more and

more of. GCGCD LUCK! %_

kr., Claude Clark
788 Santa Ray Ayenue
Oakland, California 94610

TELEPHONE 212-274-4909 OR 677-6868

Claude Clark Papers Page 50



1970-May-25 Letter (1 Page & Envelope)

ELTON FAX
Box 2188 Astoria Station
L. L City, N. Y. 11102

May 25, 1970

Mr. Claude Clark
Art and Afro Studies
Merritt College
5714 Grove Street
Oakland, Cali. 94609

Dear Mr. Clark:

Mr. Fax has given me your letter to answer concerning the portfolio
Black And Beautiful.. We received Purchase Urder #24-926 dated 11/7/69
from the Accounting Department of the Peralta Junior College District,
300 Grand Avenue, Oakland, Cali.. 94610 accompanied with a check for

$ 1I5.. The order arrived here on Nov. 26, 1969 and was mailed Parcel
Post - Insured on the same daye..

In checking my records at a later date I realized that I had addressed
the Portfolio to The Peralta Junior College uistrict, 300 Grand Avenue,
Oakland, Cali. On Dec. 2, 1969 I sent a letter to the Acquisitions
Department, Merritt College Library, 5714 Grove Street, Oakland, Cali.,
94609 informing them of the error in addressing the portfolio and re-
guested that they check with the office at 300 Grana Avenue. 1lhe
letter was signed by me and since I did not near from them I assumed
the error had been corrected and that tne Merritt College Library had
received the portfolio. I sent the portfolio to the Library as tnat
was the address we were asked to ship the portfolio to.

If after checking out this information would you be kind enough to

let Mr. Fax know whether or not you located the portfolio. Orders re-
ceived from bona fide institutions such as colieges, universities,
libraries etc. are mailed out if accompanied by a purchase order and an
invoice is mailed with the portfolio. Orders from individuals wmust

be accompanied with a check or money order.

Concerning the books you mentioned The Na of Wa, Otwe, and The Sky God
Stories published by Coward McCann, we have been told they are out of
print. I am sorry that I can.not be of help to you in this matter.

Please let me know whether or not you succeed in finding the aforementioned

portfolio.
Sincerely yours,
e, )
2yl V) Yl
ElQZ:beth V. Murrell
Sec'y to Mr. Fax.
-y
EITON FAX s
Box 2188

Astoria  Station
L.I. City, N.Y. 11102

Mr, Claude Clark

ART & AFRO STUDIES
Merritt College

571} Grove Street
Oakland, California 94609
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1970-June-01 Letter (1 Page)

ELTON FAX
Box 2188 Astoria Sta’ =
1. L.City; N.Y, 1%

June 1, 1970

Mr, €laude Clatk
Merritt College

571 Grove Street
Oakland, Calif. 9L609

Dear Claude:

Your letter to Betty Murrell just came and since she's gone off on vacation
I'm sending you another portfolio in order to clear the mystery &nd to
keep our good im,ge bright and shining.

It's been rather busy for me here, what with illustrating a book writing

another, and doing my lectures. Youdll be interested to know that the book

I've just written, CONTEMPORARY BLACK LEADERS, a voflume of fourteen biographies
of contemporary Black leaders beginning with Malcolm and ending with Ruby Dee,

is scheduled for publication in the fall by Dodd Mead, I wanted so much to do
this book because too many of the white writers who handle (or mishandle) the
subject stress the things that separate us rather than those thing that bind us so
closelye.

The book I'm completing illustrations for is another Dodd Mead publication for
young readers, PAUL CUFFEE, America's First Black Sea Captain, That, too, should
be out in the autum.

How are thibgs with you? I saw a remarkably well presented show in Boston a

couple of weeks agh when I went to the Boston Museum to look over the Affo American
show that!sreceivihg so much critical attention from Hilton Kramer of T

NEW YORK TIMES, It's an exciting show nonetheless and I must say that the Boston
Museun knows how to pub on a good one, My regards to you and your family, and
please excuse the poor typinge I can write much better than it would appear.

Sine e/r%)r\
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1970—Christmas Card

and lhe ./ %wz %aﬂ

With Dest Wishes Sfor Cristims

§yoatl Etvon 2. Fmx
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1971-May-07 Letter (1 Page)

EILLTOIN C. FFAX

ARTIST-AUTHOR-LECTURER

51-28 30TH AVENUE
WOODSIDE, N.Y. 11377
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1971-July-03 Letter (1 Page)

51=-28 30th Avenue
Woodside N. Y. 11377
July 3, 1971

Dear Claude:

Thanks so much for that rare and beautifvl copy of Allgn Crite's book. I'd

seen it but never dreamed we'd ever geb to own one, Thanks for a real treasure.
You know, Claude, as often as I've been in Boston I've yet to meet Crite, and I
should get to know him before either or both of us has to cash in his chips.

Betbty enjoyed her visit out there and likes it as much as I do, Now, we've a
friend who'll be coming out within a couple of weeks. He'll be driving his
own car and he plans to sbtay out that way--a move of which T highly approve.
His name is Cleighton Mosley and he used to work with us at the Harlem Art
center during the years of the Depressione

Cleighton has relatives there in the Bay Area and because he is imaginative

and creative he has not hesitated to pick up and make a big move at a time
when so many of us are thinking of everything but making chamgess And that's
wh,t makes Mosley interesting and exciting and the reason why I feel you should
get to know each other, While he hasn't made a career of painting as you have,
Claude, he is very much with us in spirit and you'll have a great deal in
common, I'm sure. So don't be surprised when you hear from him and be sure that
you may look forward to knowing a good and sincere man. They seem to be getting
kinda hard to find.

As soon as I know the exact date of Betty Catlett's show here in New York ab
The Studio Museum In Harlem T'11 let you know, Meanwhile, our best to you,
Effie, and your young people.

43 ever,

Elton

¥Mr. Claude Clark
788 Santa Ray Avenue
Oskland, California 9L610
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1971-July-19 Letter (3 Pages & Envelope)

Tqiy 1T 1PV V. g7y )

ELTON C. FAX ® 175 FIFTH AVENUE, NEW YORK 10, NEWYORK
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MEXICO HIGHLIGHT TOUR 1971

e o et 3

e

4100 P, M,

Rl M AR o Lo 1
Check in at AERONAVIIS de MEXICO AIRLIJ“% ticket counter
in Satellite Building ## 2 ( International Carriers )
Los Angeles International Airport,

e e

FIRST DAY

5:00 . M. DEPART: LOS ANGELES via AERONAVES de MEXICO AIRLINES
= FLIGHT # 781
_ARRI\’E.. MEXICO CITY

FLIGHT SCHEDULE:

SHTORDAY 9:30 A. M. DEPART: ACAPULCO via AEROFfVES de MEXICO AIRLINES
FLIGHT # 302
10:15 A, M, ARRIVE: VEXICO CITY
12:50 Pi- M. DEPART: MEXICO CITY via AERONAVES de ¥EXICO AfFLIdL
i e st M s i TS CRLIENT o g o e S
ey 5300 P, M, ARRIVE: JOS ANGELES International Airport, Setellite
. Building # 2 (.International Carriers
e e e e e e e e e S R e e e e e e S Ak R e

MAILING INSTRUCTTONS:

ters should be sent AIR MATIL.ONLY; allow 4 days for DELIVERY.
MEXICO., (SAME AS WITHIN THE U.S.A.)

AIR MAIL RATES are eleven
Post Cards sent AIR FAIL nine cents.

Lie

cents per ounce to

LETTERS AND TELEGRAMS should be addressed to:

NAME OF PERSON ON TOUR

CLUB UNIVERSE MEXICO HIGHLIGHT TOUR

Akl

SRR BT P R P Y

c
ACAPULCO

MEXICO GROUMND OPERATOR:

PESA TOURS

ADDRESS: SINALOA 115, MEXICO CITY 7, D. T, MEXICO - -
CABLE:  “PESATOURS" MEXICO CITY, TELEPEONE: MEXICC CITY 33-37-82

H ()TE L

HOTEL,
CITY ¢ TOUNTRY " HOLD FOR ARRIVAL: ..o (- DATE Y- — =
HOTEL MAILING LIST:
FIRST CLASS MEXTN CITY HOTEL CRISTOBAL COLON, MEXTCO CITY 7,D. F. MEXICO
HOTELS ACAPULCO HOTEL, RITZ, ACAPULCO, GRO, VEXICO
DCLUXE HOTELS MEXTCO CITY HOTEL VEXICO CITY 7, D.F. MEXICO

ALA

L“O, GRO, MEXICO

e de iR deinl il Rl R e ek
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1971-July-20 Letter (1 Page & Envelope)

ELTON FAX .
Box 2188 Astoria Station
L. 1. City, N. Y. 11102

July 20, 1971

Dear Claude:

I feel extremely guilty delaying so long before writing to you but the twa
weeks I spent in the Bay area pushed everyhting back and I was overwhelmed
with work when I returned.s

Before I go any further both Elton and I are so grateful to you for the copy
ofAllan Crite's Three Spirituals. Flease do not think of apalegizing for net
sending two copies as we both knew that they are out of print and rare. The
transparencies brought back memories to Elton of your wonderful hospitality
and your helpfulness. A&s for me I cannot really tell you hew muchit meant
to me to spend the afternoon with you and young Claude and then later to
meet Effie. Effie is quite a person and I am sorry L did not havemore time
to spend with her and talking with her.. Perhaps on my next visite. Further
Claude you made my visit a bery successful one - I am now beginning te
follow up on the contact I made at your suggestion and hope that in the very
near future Elton will be out your way. Incidentally I heagd from Jame and
he is planning to have Elton come out for a two day artist. in residence
program sometime in October.

You know I am the acting Executive Director of a summer camp that is spon-
sored by a Presbyterian @hurch in the Bronx and getting staff together,
locking after the many details concerned with getting the camp functioning
for the season has occupied most of time since my return. I thought about
some af the young people I met while I was out on the coast particularly
those who are talented, creative and love children. Wue get plenty of ap-
plications from white kids but rarely from black young peaple. Perhaps
next year when I am recruiting I will contact you for staff possibilitiese
We pay competitive salaries and the only drawback wight be the transpor-
tation costs - I'1l be thinking about that during the fall and also solve
that problem, DMore about this!

When you said your black acting president resigned did you mean Norvel
Smith? (You can tell my writing is atrocious - I mean my typing l.

You know I thought that encounter at the Houghteling's was good - between
you and Paulyne Depp - I think people like the Houghteling's should realize
that we are not all cut from the same die yet ab the same time we will pull
together against the common enemy - rggcism. Paulyne is a nice young person
but she has a Iot to learn.

I saw Gwen Lawrence last Wednesday and she tells wme that they are in the
midst of packing and planning to leave late in August. Guwen is loaoking for-
ward to the move and I know Jake is pleased. He said the work at Pratt was
so time consuming - much more than he anticipated when he acceptied the as-
signment.

Claude give my regards to Lffie, Claude Jr,, and Alice whom I did not meet.
Of course I send both mine and Blton's to yous. If you and Effie get away
have a good tripe.

As always,

iz,

/

ST By i il s
e hy e Trrera k. zf(/fi 2

ELIZABETH V. MURRELL
51-28 30th Ave., Apt. 4B
Woodside, New York 11377

Mr. Claude Clark -
788 Santa Bay Avenue
Qakland, Calif. 94610
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1971-October-21 Letter (1 Page)

EI.TOIN C. FAX

ARTIST—ATTTHOR~-TLBECTTURER

BOX 2188 ASTORIA STATION
LONG ISLLAND CITY, N.Y. 11102

,%wﬂff;&/, 1677
M/&W %V' ety

TELEPHONE 212-274-4909 OR 677-6868
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Reggie Gammon

1972-February-14 Letter (2 Pages & Photo)
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2000-April-30 Gallery Letter (4 Pages)

20 th
Century
African
American

Icons
Seriesll

Claude Clark Sr.

March 1
to
April 30, 2000
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Claude Clark

A wise man who knows his proverbs can recognize difficulties.

Nigerian Proverb

Oftentimes, the things that we do are never realized or
recognized until very late in life. Icons are sometimes hidden
away and must be brought out into the open to be venerated again.
But the power of these icons comes through in the spirit evoked
in their work. Claude Clark's work, which characterizes the
African American experience, summons the spirit. His paintings
speak to us while the vibrant colors sing to us in harmonic spiritual
tones. The people within his canvasses evoke past memories...of
childhood, the sound of music, the smell of flowers and fruits,
the feel of sunlight on bare skin and the rippling reflection of
deep blue water. Art "canons" would tell us very little about
Claude Clark, the painter, printmaker and educator. Yet, his work
denies obscurity.

Born November 11, 1915 in rural Rockingham, Georgia,
he was the second son in a family of ten. His father was an
itinerant laborer and his mother was a housewife, who frequently
took in laundry to make ends meet. Clark spent his early childhood
in an array of small Georgia and Florida communities between
Valdosta and Orlando as his father desperately sought work to
keep the family from going hungry. However, his mother was
an ambitious woman, whose greatest wish for her son was
independence from the life of a sharecropper.

In early August 1923, Clark's parents became part of
that great exodus of blacks leaving the south for a better life.
They traveled to Philadelphia where Clark attended a
predominantly white school. Johns Staples, a friend and fellow
student whom Clark met in first grade, encouraged him to try art
and later influenced his radical political thinking. While attending
Roxborough High School, Staples also urged him to try Catherine
O'Donnell's art club. She was a white teacher who was supportive
of Clark and impressed by his bold artistic work. However, as
it was with other black artists, Clark experienced overt racism
while attending high school. His teacher refused to submit his
name for an art scholarship. Clark went to the school principal
to present his grievances and his efforts won him a recommendation
and the scholarship. His graduation in June 1935 was cause for
celebration. His poem and illustrations were published in the
school's yearbook. However, this celebration was countered by
his grief at the death of his mother during childbirth of her
fourteenth pregnancy. Though, his father was contemptuous of
education, he promised his mother that he would provide the
fifteen cents needed for Clark's carfare to school.

Clark refused to let adversity rule his life as other
misfortunes followed. In his home, there was no electricity and
the kerosene lamp used for illumination damaged his eyes. As
aresult, in the first month of entering art school, he had to obtain
eyeglasses. Subsequently, all of his paintings were done under
natural lighting. But Clark's favorite high school teacher, Catherine
O'Donnell, had a glass eye. He thought, if this handicap did not
stop her, he vowed that it would not deter him from his goals.

From 1935-1939, Clark attended the Pennsylvania
Museum School of Industrial Art, now the University of the Arts.
While there, Clark was introduced to the technique of Van Gogh
in the handling of still life. It formed the basis of his approach
to drawing.

Instructors Frank Copeland and Earl Horter were very
supportive of his art. Henry Pitz, influenced his figurative
work and Franklin Watkins was inspirational in showing him
the freedom inherent in painting. By the third year, Clark
won the painting prize and Watkins purchased four or five of
his woks. Clark was inspired to apply to the Barnes Foundation
in 1938 but missed his appointment. He reapplied and was
accepted in 1939. The Barnes Foundation's collection consisted
of an array of artwork from European Impressionism to
American art works. However, Albert Barnes, who later
became friendly with Clark, was well known for his African
Art collection. Clark saw in this African art, with its emphasis
on the pyramid, sphere, and cylinder forms, the similarity that
coincided with the art of Van Gogh. His bold stokes in Cutting
the Sheet, 1941 is a reflection of this style.

In 1939, Clark found work through the Artist's Project
of the Works Progress Administration (WPA). He worked
with the WPA from 1939-1942. Because of his belief that
art should benefit the common man, he wanted to work in a
medium that would reach the masses. He joined the graphic
arts shop where he worked with and shared a studio with
Raymond Steth and also became acquainted with Dox Thrash.
Thrash discovered a new carborundum printing technique
while employed there. Clark, along with others at the shop,
experimented with new techniques including a color etching
process.

In 1943, Clark married Effie Mae Lockhart and
obtained jobs in Philadelphia after his tenure with the WPA.
He taught art in junior high school in Philadelphia from 1945-
1948. His art appeared in numerous shows including the
Albany (NY) Institute of History and Art's for thel1945
presentation, "The Negro Comes of Age." His first solo show
was at the Artist's Gallery of Philip Ragan Associate in
Philadelphia in 1944. He was also the first Black artist featured
by Dorothy Grafly. In 1951, he had a solo exhibition at the
Wharton Settlement. His first New York show was at the
Bonestell Gallery in 1945, followed by one at the Roko Gallery
1946 and 47. With the purchase of "Cutting Pattern" from
his 1944 Artist's Gallery show, by Albert Barnes, Clark became
only the second living African American artist, after Horace
Pippin, to have his work displayed by the Barnes Foundation.

In the 1940s, Clark became interested in working at
a black college. After writing may letters for employment,
he received offers from two, Jackson State University in
Mississippi and Talladega College in Alabama. Jackson State
offered the higher salary, but he chose Talladega because it
provided housing, which he desperately needed, for his family.
He originally went to Talladega in 1948 to do a workshop.
However, many of his students, who were war veterans,
requested art training. Due to an increased student demand,
he established a full time art department. He exposed them
to African and African American art. He won a Carnegie
Fellowship in 1950, allowing him to spend the summer in the
Caribbean, mainly Puerto Rico, painting flowers and landscapes
that he saw as universal subjects.

At the end of spring term 1955, Clark left Talladega.
Without another employment engagement, he moved to
California. In the fall, he registered at Sacramento State
College and received his Bachelor of Arts degree in 1958.
Majoring in painting with a minor in social studies, he obtained
his Master of Arts degree from University of California in
1962. His works during this period showed a lighter color
palette, a freer technique and experimentation with abstraction
as in Homestretch, 1961 and Ascending, 1961. Clark found
employment at Merritt College in 1968, and stayed until his
retirement in 1981. In 1976, Clark fulfilled a lifelong dream
to go to Africa. It profoundly affected him. He began to
believe that in order to change things for his people, "one
has to think Black and dream Black..."
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Reginald Gammon

One thing you left with us, Jack Johnson
One thing before they got you.

You used to stand there like a man
Taking punishment

With a golden, spacious grin;
Confident.

Sterling Brown
"Strange Legacies"

Reginald Gammon is an enigma. Painter and printmaker,
his subject matter often deals with dramatic moments in history
and unlikely heroes. As an icon, Gammon is an unlikely hero,
himself. Individualistic, introspective, inner-directed, contemplative
and thoughtfulness are characteristics of his works and his
personality. As in Mysterious Lady, 1970, his work is often
dominated by a single figure. Gammon is committed to figurative
painting: "I have always been a figure painter and will die a figure
painter." Born March 31, 1921 in Philadelphia, Pennsylvania, he
was a child of the Great Depression. He learned to draw at an
early age. He completed four years at the Philadelphia Museum
School of Industrial Art. He attended The Stella Elkins Tyler
School of Fine Art at Temple University in Philadelphia from
1950-51. Gammon admits that Tyler is where he really learned
to paint. He is now a retired Professor Emeritus of Fine Arts and
Humanities at Western Michigan University in Kalamazoo,
Michigan .Acknowledging his debt to the social realists of the
1930s, Gammon began to formulate his style as a figurative and
social artist in the early 1940's. "I was very impressed by those
guys in the '30s. I was very aware of the painting that was going
on then. It was mostly figurative, and that was my kind of thing."
While at Tyler, he began to do social commentary. It was around
this time that the Scottsboro case was the cause celebre. It made
a great impression on the artist's later work.

While in art school, Gammon tried to get a job at the
Works Progress Administration (WPA), but was constantly refused
because he had a scholarship and his young age. Nevertheless,
while in Philadelphia, Gammon knew most of the artists associated
with the WPA. He recalls: "There was Ray Steth and Dox Thrash,
a man to reckon with. He invented a process in graphics called
the carborundum process. Printmakers who are really into
printmaking know about Dox Thrash." He also became acquainted
with Claude Clark. However, Gammon concedes, as did Clark,
that in Philadelphia there was not a community of artists living
and collaborating with each other as there was in New York. In
1951, Gammon decided to move to New York.

After the Second World War, New York superseded
Paris as being a haven for artists to congregate, both black and
white. In New York, Gammon tried to get a scholarship at the
Arts Students League, but was turned down. He tried to get into
Hans Hofmann's class, but Hofmann, the famous German art
teacher, was "out of town." Gammon gave up and decided to
paint on his own. Meanwhile, in Harlem, he began to "hang out"
with other artists such as Romare Bearden, Larry Potter, Bob
Blackburn and Harvey Cropper. It was at Larry Potter's house
that he met Paul Robeson, Ernest Crichlow, James Conroy and

Hartwell Yeargans, and Roy DeCarava. These artists had
gathered to show support for Robeson who was being
harassed because of his political views. Most of these artists
were convinced that art was their true calling. But still not
convinced that he was a painter, Gammon found a job as
a commercial artist, but was later able to formulate his own
recognizable style. Gammon's painting, The Young Jack
Johnson, 1967, was in the controversial exhibit "Harlem
on My Mind" in 1970. He was also a participant in the
much-talked about exhibition, "Afro American Artists 1800-
1969." in Boston. In 1965 he joined the group called Spiral
which grew out of the political and social upheaval of the
1960s, the beginning of the Civil Rights movement. This
New York group of artists discussed ways in which they
could become politically active. Their agenda evolved
around social and aesthetic issues. The group would meet
at Romare Bearden's studio in Greenwich Village and
included Charles Alston, Norman Lewis, Hale A. Woodruff,
Richard Mayhew and Ernest Crichlow, Felraith Hines,
Alvin Hollingworth and Emma Amos. Amos was the only
woman in the group. It was Richard Mayhew who took
Gammon to Spiral. They later became very good friends.
After the 1963 March on Washington, the group mounted
an exhibition entitled "Black and White. This exhibition
consisted of black and white paintings and prints done in
each artist's style. Gammon's Freedom Now, 1965, a painting
which was copied from a photograph of the March on
Washington, by the African American photographer Moneta
Sleet, Jr., was included in the show. This monochromatic
work crystallizes into a powerful massive force of
disembodied heads with protests emanating from open
mouths. The powerful words "FREEDOM NOW," at the
top, show the urgency of the participants. His relationship
with Spiral was severed when he moved to Michigan.
There he joined the Black Emergency Cultural Coalition
and met Benny Andrews.

In his composition created from a photograph, The
Young Jack Johnson, 1967, he represents an iconic, heroic
image of the fighter. Jack Johnson stares unflinching at
the spectator, powerful and confident, resolute, unfaltering,
and unwavering, appearing almost like a saint in a medieval
panel painting. Gammon's illustrative prowess is showcased
in this work. Perhaps here, Gammon comes closer to the
tradition of Pop Art. The Pop Art movement in the 1960s
captured the attention of mass audiences, who knew little
or nothing about contemporary art, but were familiar with
mass media images such as Coca-Cola, Campbell soup cans
and Marilyn Monroe. Gammon's art was also part of that
tradition, for the common man to understand and appreciate.
Thus, the idea of cultural elitism, espoused by some critics,
is violated for the sake of the masses. Jack Johnson mirrors
the African American dream of a "free" black man. In
some respect, Gammon has an affinity with the Photo Realist
movement, too. It sought to raise questions on the issue of
surface appearance and the relationship of photography to
realistic representation. Yet, Gammon's image denies the
"psychic distance" of Pop Art or Photo-Realism. Gammon
photographic images are full of intense emotions. While
some of Andy Warhol's painting would represent images
of a shallow and spiritual bankrupt culture. Gammon aims
at the depth and spirituality of African American culture.

Gammon continues to exhibit both nationally and
internationally. He has now joined New Mexico's African
American Artist's Guild. And he is still the unlikely hero
that continues to paint. He is an artist that keeps re-defining
and re-inventing himself for the times, and he refuses to
stop. Thus, his paintings keep reminding us of whom we
are. He remains forever confident.

~Eloise E. Johnson, PhD.

Assistant Professor, School of Architecture
Southern University,

Baton Rouge, LA
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20t Century
African Americans Icons

Series 11

""Conversations with the Artists"’
CLAUDE CLARK, SR. and REGINALD GAMMON
Moderator/Interviewer: Dr. Eloise Johnson

SATURDAY, MARCH 11, 2000 ~ 11 am to 1pm

Sponsored in part by Amistad Research Center

ARTIST RECEPTION
SATURDAY, MARCH 11, 2000 ~ 6pm to 9pm

Selected Public and Private Collections

CLAUDE CLARK, SR REGINALD GAMMON
Hammonds House Western Michigan University
Smithsonian Institution Battle Creek Fine Arts Permanent Collection
National Gallery of Art Kalamazoo College
DuSable Museum of African American History National Afro-American Museum and Cultural Center
Oakland Museum Endicott Johnson Public School, New York
Library of Congress Schomberg Center for Research in Black Culture
Atlanta University Fisk University
Afro-American Museum, Wilberforce New York Library
Hampton University Museum Hampton University Museum
Talladega College

STELLA JONES GALLERY

Place St. Charles ~ 201 St. Charles Avenue ~ New Orleans, Louisiana 70170
PH: (504) 568-9050 FAX: (504) 568-0840
HOURS: Mon -Fri 11am - 6pm, Sat Noon - 5pm, & By Appointment
Email: jones6941@aol.coom
Website: www.stellajones.com
FRONT COVER

TOP: CLAUDE CLARK, SR., "Nigerian Grandmother, 1977, 18"x24," Qil on Board
BOTTOM: REGINALD GAMMON, " Mysterious Lady," 1976, 52"x38," Acrylic on Canvas
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Palmer Hayden

1968-January-17 Letter (3 Pages & Envelope)
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1968-July-30 Letter (3 Pages & Envelope)
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1968-October-20 Letter (3 Pages & Envelope)
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1968-November-20 Letter (2 Pages & Envelope)
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1969-February-05 Letter (2 Pages & Envelope)
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1971-November-23 Letter (2 Pages & Envelope)
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Howard Humbert

(1 Page)

ion

1965 October Exh

In the unique book, "American Negro Art" by Cedric Dover,

the author wrote .

"I wish to direct special attention to an
artist whose firm regional reputation is
spreading over the continent: Humbert
Howard of Philadelphia. Howard thinks
of his work 'as an evolution of personal
discovery and experience', and we profit
from his deep understanding through
beautiful pattern interpretations of ex-

ceptional clarity, force and elegance."
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THE GRABAR GALLERY
PRESENTS

RECENT PAINTINGS BY

HUMBERT HOWARD §

- showing for the first time his non-objective paintings and his
paintings on wood, iron, steel and stone.
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1969-February-05 Letter (2 Pages & Envelope)
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1973-September-29 Gallery Brochure (8 Pages)

Humbert Howard New Paintings
01l - Watercolor - Gouache ABOUT THE ARTIST

What Is He Doing Now?

Humbert Howard is one whose name comes up whenever there is a
discussion of comtemporary Negro artists. His works are esteemed for their
intensity of color, elegance and their nervous sensitive line. In his art, the ab-
stract fuses with the figurative. The result is a feeling. a mood, a sensual
diversion.

Mr. Howard uses every medium as a creative tool; watercolor, gouache,
oil, wood, stone, canvas, board. We are proud to present here the latest
works of Humbert Howard.

— EsTELLE GROSS

“Humbert Howard was born in Philadelphia which has been almost ex-
clusively the scene of his activity as a mature artist. He is still pursuing new
ideas and searching for solutions to new problems of technique. Many of his
paintings reflect the complexity and dynamism of life in the great city of his
birth; others bespeak a lyricism of mood and suggest a thoughtful and sen-
sitive nature capable of withdrawn contemplation.

Not only is he an industrious painter of acknowledged creative talent, he
is also one of the acknowledged forces in the cultural life of Philadelphia. He
has functioned with much success as promotional chairman of the Exhibition
Committee of Philadelphia’s Pyramid Club, and at present is the Co-
Chairman of the Southeastern Region of the Second World Black and
African Festival of Art and Culture.

Humbert Howard definitely professes a philosophy of painting. It should
be interesting to note how the artist appraises his own procedures and
assesses the environment from which he draws his subject matter;

‘| think of my work as an evolution of personal discovery and ex-
perience. After exposing a chosen subject to what | have seen or
thought concerning it, | relate it to what else has been done through
the ages of art. Then | proceed to paint in terms of color, design, ex-
perience and individuality. My paintings go on for months, sometimes
years, and are finished at the moment another brush stroke would mar
their personality . . .

“ ... As for subject matter, | paint the people | know, the places | see,

the things | touch . . . It's the people and the environment of large
cities | love — tall buildings, streets, parks: the dancer, the teen-ager,
WILD ROSES oil the sales-girls, the stenographer, but | paint them in terms of my
culture, times and personal feelings . .. "
McCleaf Ga"ery Dr. James A. Porter, head
. " o . Department of Art
1713 Walnut Street, Opening Reception Invitation Howard University
Saturday, September 29th, 1973 — 4 to 7 P.M. waslimpion, FuCF

“JANIFORM No. 25" Watercolor
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BATHERS Gouache

MUMMERS DANCING Watercolor
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FIGURES WITH WHITE HORSE Gouache

TWO MUMMERS Qil
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THE NEW GENERATION Qil

Exhibition Continues to October 20th
Photographs by Humbert Howard, Jr.
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Christmas Letter (1 Page)
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and
Warmest Wishes

CALL BETWEEN 3 AND 6 P. M.
LOCUST 7-1642

HUMBERT L. HOWARD

L = - ey
A e FA~K -5 ¢ 3
MEDICAL ARTS BUILDING
PHILADELPHIA, PENNSYLVANIA 19102

SUITE 805
1601 WALNUT STREET

HUMBERT HOWARD GALLERY
Medical Arts Bldg., Suite 805
1601 Walnut St., Phila.,, Pa. 19103
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Oliver Jackson

1996 Exhibition Brochure (2 Pages)
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THE INCISED LINE:
WORKS BY OLIVER JACKSON

By Bruce Nixon

The power of the incised line conveys itself in a straight-
forward way, without ambiguity. An incision is not—it
cannot be—applied, not in the manner of paint, say, or
ink, or any kind of drawing. It must be made, literally
cut from the surface of its material, gouged out, excavat-
ed. It signifies an assertive act, embodying the elemental
presence of the artist's hand, and in a material like stone

or metal, the physicality of such direct address quite li
erally defies the aestheticizing gesture. As a conse-
quence of this process,-incision requires, and repre-
sents, an absolute commitment on the part of the artist.
It cannot be erased or painted over, or ignored. The risk
is great, and any loss of nerve leaves its indelible mark
upon the work.

Oliver Jackson is probably best known as a painter
of large, colorful canvases characterized by a mesmeriz-
ing harmony of variety, but throughout his career, he
has been a prolific draftsman, printmaker, collagist and
sculptor as well. Incision appears frequently in this
work—it is the central feature of his sculptural silhou-
ettes—and may be taken as a measure of Jackson'’s brav-
ery that he risks it time and time again.

In painting, incision is a common technique: the
artist uses an edge—the unbristled end of a brush, for
instance, or a palette knife—to etch the wet paint sur-
face, a kind of “negative” line permitting a linear appli-
cation that disrupts the paint without altering its essen-
tial presence as a material. A variety of colors from lay-
ers of underpainting may be revealed beneath the
incised line, or may not, but either way a shift occurs in
our sense of the dimensionality of the surface. A history
of the making process is implied, a kind of archaeologi-
cal recordkeeping. In a painting such as Untitled
(8.10.91), incision, like the diagrammatic shorthand of a
dance of energy across the demarcation of figure and
ground, animates and unifies the work, pointing

towards a pictorial necessity that may or may not be oth-
erwise evident in the imagery. The markings act as a
focusing device, drawing our attention to the small green
keystone that lies like a wedge between darkness and
ght. It is a virtuosic deployment of the technique pre-

cisely because it is active rather than descriptive, exploit-

ing a powerful vortex-like rhythm that pulls the viewer
deep into the work.

Still, Jackson’s most daring incisions appear in his
marble sculptures. Here, figurative silhouettes cut from
stone slabs are decisively marked with surface incisions
that cause the flat forms to bulge, breathe and expand
beyond their material bounds. And yet, the incised line,
even as it suggests figurative description—arms, chest,
genitals, a peculiar crouch—is not literally descriptive,
and certainly not solely descriptive. It is altogether too
coarse, the product of strenuous physical effort, almost
brutal in effect. Its presence can be neither diminished
nor overlooked. It makes no aesthetic appeal to the view-
er. It is an uncompromising and uncompromised object.

In"the marble Untitled No. 3, a variety of physical
features—the steel peg leg, the “head” seemingly twisted
in a grimace, the “heart” of marble-buffing material hang-
ing from the back like a rag bag, the exposed hardware—
all suggest a strain, a vulnerability in the hard stone form.
The diagonal placement of the ovoid head offers an echo
of Goya, or a profile from Picasso’s Guernica; the side of
the figure reveals a narrow strip of the rough brown sur-
face of the block from which the slab was cut, like the
edge of a knife, tarnished and dull. The figure wears its
atmosphere as surely as a cloak of pain, but the incision
energizes the striding form and unifies every aspect of the
work, for this is where the artist makes his greatest invest-
ment and leaves his clearest trail.

Sheer exertion permeates Untitled (8.85), as well;
whether seen as wounds or the deeply etched lines of

maturity, the incisions define the expressivity of the
figure—a lumbering giant, a Herculean hero, an earth
god, an image of compressed masculinity. Gleaming
dully through the waxy pigment on the marble sur-
face, they speak of something removed that cannot be
replaced. As a forthright physical presence, they final-
ly exhaust explanation. Their power, active and
implacable, is contained within the frame of the fig-
ure itself but remains self-sufficient. This sort of com-
pression is stated rather more explicitly in Untitled
(1995), the figure of a man half-submerged in raw
marble. Full of internal power, the musculature in full
form, the figure is uncomfortably bound in a posture
of the most extraordinary duress, displayed on a plat-
form in imposed passivity among restraining hard-
ware. References to Michelangelo and Rodin, both of

whom tested the expressive possibilities of the “unfin-

ished” q,:m&_m‘ are impossible to ignore, and Jackson’s
anonymous figure—heroic in its art-historical refer-
ences, and anti-heroic in its hidden posture of forced
submission—presents a rather more solemn ambigui-
ty than the incised silhouettes.

In the several etchings included here, the
incised line is inherent to the medium: in a way, it
returns the incision to the realm of tradition
process—in this exhibition, a return made as if from
an arduous journey. The iconography is familiar to
those who have encountered Jackson’s work before,
as is the imagery itself, based in transformation,
transmogrification, a process both corporeal and
spiritual. From this, we may be led to understand
that the traditional physicality of art-making is
received, too, in the body of the viewer: the impact
of the works remains unblunted. It is an exchange
that exposes artist and viewer alike.
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Lois Mailou Jones

1955 Article (7 Pages)

0 WP-269

U. S, VOMAN WINS HONORS ANJ FRIENDS THROUGH ART

NOTE TO PAOs This article is part of our
program to tell the story of
American arts and artistse
This talented Negro woman,
known in France and Haiti
as well as in the United
States, has through her per-
sonality as well as her art
contributed to international
understanding and mutual
appreciatione

PLEASE DETACH THIS SHEET BEFORE
SUBMITTING ARTICLE TO EDITORS

UNITED STATES INFORMATION AGENCY

Washington

Mareh 7, 1955

Dear Miss Joness

Enclesed is a copy of my story (Kathleen
hyres is a pen-name I sometimes use) about yous I am
also enclosing a copy of the picture that accompanied
the article as well as some of the prints of the photos
taken in your studio. Unfortunately, none of those
taken at the Pan American reception came oute

I hope that you received your book and
other material safely last week.

Again many thanks for your cooperation
in preparin, this article, I enjoyed our contacts
very much and hope that you will Le satisfied with
the resultse e all believe that the story of your
life and career makes an excellent subject for our
information programe

Sincerely,

s/ Frances Huggard
Frances Huggard
Editor

/0]
Viomen's Packet
X Miss Lois lailou Jenes

Department of Art

Howard University
Washington, D Ce

Encse (6) P
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VIA AIR MAIL USIS FEATURE

USTA-IFS
0 WP-269
Us So WOMAN WINS HONORS AND FRIENDS THROUGH ART

By Kathleen iyres

It is no surprise to anyone who knows Lois Mailou Jones that her
peinting has been called "happy arts" For joie de vivre, a warm friendliness
and instinctive belief in the goodness of people and the world are salient
characteristics of this talented American Negro artiste

Miss Jones, well knovm to art lovers for the work she has done
in France and Haiti as well as in her homeland, is a professor in the
Department of irt at Howard University in Washington.

Her love of art and of people have been inseparable as long as
Miss Jones can remembers "My mother was most intercsted in my artistic
bent, and my teachers in the public schools of Boston, where I grew up,
were most encouraging," she recallss "But for some time I thought I wanted
to be a social worker so I could do something for people, When I was 12
I used to visit a Boston community center to tell stories to the younger
children,"

It was the offer of a scholarship for the wcational drawing class

at the Boston Museum of Fine Arts that decided the young voman on the career
she would follows The one-year scholarship grew to siw, Vhen she was -
graduated from the Museum's Fine Arts School in 1927, she also received U o S, WOMAN VINS HONORS AND FRIENDS THROUGH ART -2 -
her teacher!s certificate, She has since supplemsnte:_i her professional A versatile and tireless artist, Miss Jones combined —
trataingzaliBaxyardy Colmbterand Bmerd Tolverelnises with textile designing, book illustrating and painting, winning gradual
recognition in all these fields,

In 1937, another scholarship again changed the course of Lois

Jones! life. The General Education Board, a private U, S. crganization,

awarded her a fellowship for study in France, To the maturing artist, the
year spent studying with leading artists at the Academie Julien, working
in her Montparnasse studio and sharing the lives of the people, was a
dream come true, Since then Miss Jones has returned each year to France,
where she has done some of her most outstanding work and has been repre~
sented in leading Parisian evhibitions, In 1952 a book of more than 100
reproductions of her French paintings was published in France,

In a foreword to that volume, Lric Feher, Laurtat de 1'Institut de
France, wrote that "her gamut of colors is composed of subtle tones of the
greatest flnesse.r Her colors have a brilliance of incomparable purity,
she works with extreme naturalness and an almst infallible tastes” Sum~

ming up her 1 Parisian ci: pes and portraits, M, Feher said,

"Her painting remains ardent and sentimental and attains in its motif a
rare harmony so profound, so touching that it is a virtually sublime promise,"

Hand-in~hand with her work as a creative artist has gone the other
side of Miss Jones' career -- that of teachers "I love to teach," she says
in the soft, melodious voice that is one of her great charms, "It is ine
spiring to work with young people and I feel responsible to help others,"

She has helped them by awarding free scholarships to talented
children to attend classes in her studios Art teachers, too, have benew
fited from Lois Jones! warm-hearted interest, Outside of her regular uni-
versity duties, she has conducted weekly studio classes -- again inviting

some evceptionaily talented teachers to attend free,
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"Many of these teachers are now exhibiting their paintings, and
I like to think that our working together in the studio atmosphere helped
them and advanced their careers," Miss Jones saySe

Her own paintings, which have won numerous honors, have been
displayed in some 3 evhibitions in the United States, some of them one-
man shows. She is represented in 10 permanent public U, S, collections and
in many private ones,

James W, Lane, Curator of Painting in the National Gallery of Art
in Vashington says, "God's gift to Lois Jones is a beautiful sense of colore
Like a singer who always sings true,this well-trained artist shows true
coler harmonys But that is not God's only gift: He has given her a
serse of structure and design that carries the color to victory,"

In 195L the Lovernment of Haiti invited this talented artist to
visit that country and paint its landscapes and peoples "I found Haiti to
be exotic, enchanting," says Miss Jones who spent 2% months there, Typi-
cally, she was not safisfied with just folloving her own p\xrsuits; She
wanted to be more useful to others; so she conducted painting classes at
the Centre d'Art and the Foyer des Arts Plastiquess In recognition of her
contribution to Heiti, the government named her a chevalier of the National
Order of Honor and Merite

Commenting on an exhibition of Miss Jones' peintings, F. 4, Guéry
wrote in the Haiti Journals

"Her use of color is both rich snd discreet, controlled by a Us Se WOMAN WINS HONORS AND FRIENDS THROUGH ART -l

trushing which is both delicate and deliberates Our incomperable skies
i i ’ 4mong her Haitian pictures were portraits of President and
the wnique aspects of our streets, our hting, our trees and flowers
e, AP & g 6 Mpse Paul ¥, Magloires On the Magloires! recent visit to the United
furnisked particularly he subjects, They were treated with love by this
P ¥ REPRY 3 4 r States, Miss Jones presented them with these portraits and gave eight of
American sister who wanted to leave us an erishable souvenir of her
e her other paintings to the Haitian Government, These and many other of her
visit—to whom we cannot help but say 'come back!."
Haitian pictures were displayed at a special evhibit at the Pan American

Union in Washingtons

To Lois Jones, Haiti is more than gn crtist's paradise—it is her
second homeland, For in private life she is Mme. Vergniaud Pierre-Noel,
wife of a Haitian artiste Ihe two met in 1932 as students at Columbia
as students at Columbia University in New York, Her interest and flu-
ency in French--he did not then speak much English--gave them their first
coumon bonds They corresponded during the years that their paths led dife
ferent ways and, finally, drawn together again, were married last year in
southern France. The Pierre-Noels maintain their permanent home sr'\d studios
in Washington but plan to be frequent visitors to France and Haiti,

"We have many interests in common,” she says with the enthusiasm
of a brides "We like to do practically all the same things and are interw
ested in each other's worke" .

Miss Jomes! career has left little time for purely sc_x:ial life,
She finds relaxation in swimming, tennis and playing the piano.' " I love
homemaking," she says, "and my husbend says I am 'the best cooks!" Her
specialty has always been French cooking,

"I alweys make it a practice to live with the people of a
country I visit and to learn from them," she eyplains, "Now I am

beginning to offer Haitian dishes,"
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Based en her international esperience, Miss Jones believes that
art is a common bend between all peopless "Art crosses ell barriers and
helps us know ezeh others I have found meny new and fine friends through
art, and through art I have helped foreigners to understand Negroes and
all Americans. A4s I travel, there is always something I can get and give,"

(Photo 55-2180 accompanies this f:ature.)

LR R R R

Ue S, WOMAN WINS HONORS AND FRIEWDS THROUGH ART WP-269
CAPTION

Lois Mailou Jones, in her studio in Vashington, works on a pore
trait of Mme, Paul E, Magloire, wife of the President of Haiti, This and
a companion portrait of the President were presented to the Presidential

couple when they visited the United States recently. (55-2180)
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1961 Haiti Exhibit (6 Pages)

—

MARCHANDES A KENSCOFF

LOIS MAILOU JONES

A PAINTER WHO LOVES

The pleasure I have had from looking at transparencies of the paintings in this exhibition
helps me to share the greater good fortune of those who will know the joy of standing receptively
before the originals. They are the work of a confident artist, widely experienced and securely
trained at Boston, Washington, New York and Paris, but they are also the work of a truly lovely
Person with an urging love of life which goes beyond people and places to all living things.

It is this embracing love, charged with tenderly revealing power, that makes Lois Mailou
Jones a painter of such exceptional and richly evocative quality. It gives her the humanistic depths
so evident in her freedom from individualistic pretensions, her responsive mastery of colour, her
controlled feeling for warmth and symbolism in design, her lively expression of light—and no one
can paint the magic of light unless, in Sir Kenneth Clark’s perceptive phrase, it is an “expres-
sion of love.”

This love begins with her proud and sensitive concern for her own people. Among her many
pictures of the American Negro scene, we see it, for example in the early genre portrait of Jennie,
which I had the privilege of reproducing in American Negro Art. More than a “message,” it is a
complete visual statement with a quiet yet highly emotionalizing and persisting force.

Overflowing outwards, her love has moved in far directions and communicated what it has
contained in a surprisingly native way. Indeed, her landscapes and genre pictures in France (and
the French scene has defeated innumerable foreign artists) are those of a Frenchwoman happily,
sometimes sadly, in love with what she seces. They are, as the reproductions «in her exquisite
Peintures 1937-1951 show, utterly and astonishingly French. :

It follows that in Haiti, where French survivals and Negritude are dominant influence, Lois

_ Joneshas advantages of vision; personal associations, emotional attachments and artistic back-
ground which raise the pictures hung here above the awareness of the visiting artist. They bring
the Haitian scene, with something indefinably more than its charm and colour, its green and blue
tropicality, its boats and markets, its gaiety and underlying sorrows, to the walls of this gallery.

They will leave a bareness on my own walls which I hope someday to fill with colour repro-
ductions. I will need many. For, not wanting to be too selfish, I have listed sixteen, beginning
with the wonderful panoramas, I would wishfully have bought at the exhibition an ocean has

prevented me from seeing. w/

CEDRIC DOVER
London: February, 1961
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CATALOGUE

O I L S 9. Street Scene Port-au-Prince
1. Marchandes a Kenscoff 10. Vévé Vodou (Collage)
2. Les Barques—Port-au-Prince 11. Vieilles Maisons,
Le Soir—Port-au-Prince
3. Frolic s 12. Feuilles
4. Marché de Kenscoff 13. Coastline Vendors
5. Vodou (Collage) 14. Marchande de Poulets
6. Cock Fight (Collage) 15. Panorama of Port-au-Prince
7. Martissant 16. Watermellon Vendors—

Port-au-Prince

8. Fisherman’s Cove 17. Tempéte

WATERCOLORS B

18. Eventide at Port-au-Prince 27. Grosse Roche—St. Marc
19. Grand Bois D’Illet (Casein) 28. Bateaux a Voiles—Port-au-Prince
20. Port-au-Prince Vendors 29. House Boat—Port-au-Prince

21. Barques de Pécheurs—

Port-au-Prince 30. Marchande Pétionville
Awarded 1st Luban Watercolor Prize, 1958

22. Three Peasants—La Saline 31. Petits Bateaux Marchands—
Port-au-Prince

23. Peasants—Martissant - 32. Marché—Bizoton

24. Fire Dancers 33. Port-au-Prince, La Nuit

25. Voodoo Ritual 34. Quai de Cabotage

26. Sultry Day—Port-au-Prince 35. Quai des Pécheurs
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YOU AND YOUR FRIENDS ARE CORDIALLY INVITED TO A

PREVIEW EXHIBITION OF PAINTINGS

“THE MAGIC OF HArtr”
by

Lois MA1LoU JONES
(MADAME V. PIERRE-NOEL)

UNDER THE SPONSORSHIP OF HIS EXCELLENCY
THE AMBASSADOR OF HAITI

MR. ERNEST BONHOMME
ON SATURDAY, MARCH 18TH, 1961 ¢ 5-8 P.M.
THE ARTIST WILL BE PRESENT TO RECEIVE GUESTS
The Exhibit will continue through March 29th

GALERIE INTERNATIONALE

1095 MADISON AVENUE (AT 82-83 STS.) NEW YORK CITY

LOIS MAILOU JONES

Born in Boston, Massachusetts. On scholarship for-four years at the Boston Museum
School of Fine Arts. Received diploma from Boston Normal Art School and Designers Art
School. Studied at Harvard University, Columbia University and at Howard University
(A.B. degree). General Education Board Fellowship for study in France and Italy, 1937-’38.
Certificate received from Academie Julian, Paris. At present Associate Professor of Design
at Howard University.

As a creative artist Lois Mailou Jones has had a notable career both in this country
and abroad. Her work has been shown in major exhibitions in Washington including the
Biennial and Annual Area Exhibitions at the Corcoran Gallery.

She has had one-man shows at the Vose Galleries in Boston, Whyte Gallery, The
United Nations Club, Inc., DuPont Theatre Gallery, Georgetown Public Library, Howard
University, the Pan American Union, Washington, D. C., and at the Centre d’Art, Haiti.

She has exhibited with leading French artists at the Salon des Artistes Francais,

Galerie Charpentier and the Galerie de Paris.
Collections: The Phillips Memorial Gallery; International Business Machines Corp.; Palais
National Haiti; Howard University Gallery of Art; Barnett Aden Gallery; Atlanta Univer-
sity; Brooklyn Museum; 135th St. Public Library, N. Y. C.; Rosenwald Foundation, Chicago;
Salisbury Museum,' Southern Rhodesia; Retreat for Foreign Missionaries, Wash., D. C;
Corcoran Art Gallery, University of Panjab, Pakistan, and the International Fair Gallery,
Ismir, Turkey. In 1952 Georges Frere at Tourcoing, France, published a portfolio of repro-
ductions of her work entitled: “Lois Mailou Jones Peintures, 1937-1951.”

In 1954 she was awarded the Diplome and Decoration de I’Ordre National “Honneur
et Merite” au grade de “Chevalier” by the government of Haiti for her achievement in art.

GALLERY HOURS: 10 AM. TO 5:30 p.M. MONDAY 10 SATURDAY
UNiversity 1-7877

Claude Clark Papers Page 95



1966 Brochure (8 Pages)

THN el

GALERIE SOULANGES

20, RUE DE L’ODEON, PARIS VI® - DAN. 25-38

PEINTURES
. Marchandes a Kenscoff
. Vévé Vodou (Collage)
. Vieilles Maisons le Soir, Port-au-Prince
. Dieux de la Mer (Collage)
. Tempéle
. Vendeuses de Tissus
. Port de La Saline, Port-au-Prince
. Black-oul en Haiti
. Parade des Paysans
(Prix de Peinture a I'Huile de la “ Société des Artistes de Wahington, D. C.")
10. Fertililé
11. Formes Marines (Collage)
12. Veévé Vodou 11
13. Vévé Vodou 111
14. Marché de Kenscoff
15. Letitia et Palrick

" AQUARELLES
Lo e | £ 16. Bazar du Quai
e 17. Grand Bois d’Illet (Collage)
LOIS MAILOU JON 18. Vendeuses de Savon
ES 19. Bazar, Port-au-Prince
PEINTURES 20. Grande Rue la Nuit
91. Trois Vendeuses, Carrefour
22. Pluie & Carrefour I
93. Vendeuse de Poules, Petionville (Acrylic)
24. Vendeuses a Martissant
_ 25. Marché, Porl-au-Prince
26. Marché, Carrefour
27. Jour du Cyclone
28. Avenue John Brown
29. Marchand de « Fresco»
30. Autoportrait (Casein)
31. La Jetée des Filets
32. Marchandes de Poules, Marché Valliére

DW= WN =

du 1er au 28 Février 1966

VERNISSAGE MARDI 1 FEVRIER
de 16 2 22 h.
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Lois Mailou
JONES

par Gilbert GRATIANT

LOIS MAILOU JONES est une Américaine, peintre
et professeur de Beaux-Arts 4 I'Université HOWARD,
Washington, D.C. Ses tableaux ont déja enrichi maintes
collections, qu’il sagisse de Musées publics ou de
Collections particuliéres dans son propre pays.

Pas moins de trente Expositions publiques ont
recu ses ceuvres, les rendant familiéres aux Amateurs
ameéricains.

Par ailleurs, son nom n’est pas inconnu du public
fl‘angals, un ouvrage comportant plus de cent repro-
ductions de ses peintures ayant été publié par Georges
FRERES a Tourcoing et étant donné que le Salon des
Artistes Francais, la Galerie Charpentier et la Galerie
de Paris ont déja ouverl leurs porles & ses peintures
fort appréciées.

Mais aujourd’hui, LOIS MAILOU JONES se sou-
vient qu’elle est également, de par son mariage avec
le célébre artiste V. PIERRE-NOEL, Haitienne et c’est
la grande et magnifique «Ile Antillaise », patrie de son
mari, qu’elle offre a notre admiration.

Les symboles, les allégories et les mystéres du
culte Vaudou forment 'une des sources de son inspi-
ration, mais 'autre et & mon sens la plus importante,
est le peuple travailleur lui-méme d’Haiti, représenté
fidélement dans son milieu antillais magnifique autant
que dans le pathétique de son existence quotidienne.

La sensibilité de I'artiste, en tant qu’'elle est elle-
méme femme de couleur, s’est retrouvée en harmonie
avec ses personnages et s’est mise au service de toute
sympathie manifeste que font naitre les scénes de la
rue. D’une grande fidélité dans le dessin et d’une vive
réussite coloriste, les tableaux de LOIS MAILOU JONES
créent une profonde émotion.

Toutefois, sans aucun effort visible, la plupart de
ses loiles atleignent 4 une grande valeur ornementale
en tant « qu'Objets d’Art» ou « Choses de beauté»
ainsi que le dit le poéte anglais, en dépit d’une évidente
fidélité au réel tel qu'il apparait au spectateur ou &
qui se soucie de la vie populaire.

Les gouaches du peintre — de grand réalisme —
tendent toutes & réjouir le cceur et la vue, soit qu’elles
montrent le peuple au travail, les femmes au repos,
ou bien le fouaillement par une averse cinglante de la
luxuriance tropicale des Antilles vertes.

Exprimons nos remerciements 4 LOIS MAILOU
JONES pour avoir apporté a de nombreux Parisiens

une lelle opulence d’harmonie colorée, don d'une
grande Arliste.

G. G.

Paris, Janvier 1966.
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Port de la Saline - Port-au-Prince

Letitia et Patrick
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LOIS MAILOU JONES is an American lady painter and
a professor of Design at HOWARD University, Washington,
D.C. Her paintings have already enriched many a collection,
both public and private in her native country.

As many as thirty public exhibilions have harboured her
works and made it familiar to American “amateurs”. On the
other hand, her name is not unknown to the French public as
a portfolio of over one hundred of her paintings has been edited.
by Georges FRERES at Tourcoing, and considering that the
Salon des Artistes Frangais, Galerie Charpentier and the Galerie
de Paris have already opened their doors to her much praised
exhibits.

But to-day LOIS MAILOU JONES remembers that she is
also Haitian through her marriage to the celebrated artist,
V. PIERRE-NOEL, whose birth-place is the vast and beautiful
Caribbean Island that she offers to our admiration.

The symbols, allegories and mysteries of the Vodoo religion
are one of the sources of her inspiration but the other one, and
a far more important one in my eyes, is the very working
people of Haiti, faithfully pictured out within the magnificent
environments of the Caribbean Islands as well as throughout
the pathos of their every day life.

The artist's sensibility in her quality of a coloured woman
herself, fell in harmony with her personages and was made a
servant to whatever patent sympathy the streel scenes evoked.
Accurate as it is in design and so vividly colourful LOIS
MAILOU JONES’S painling creates deep emotion.

Yet without any visible effort most paintings reach a great
value as pure ornaments or “things of beauly”—as the English
poet styles it, in spile of a conspicuous faithfulness to reality as
it appears to the looker—on or the student of popular life.

The painter's “gouaches”— quite true to life are all of
them meant to rejoice both heart and sight, whether they show
the people at work or women at rest, or again a slashing
downpour whipping the gorgeous Caribbean hues of tropical
green.

Let us express our thanks to LOIS MAILOU JONES for
bringing to many Parisians such wealth of many-colored
harmony, the gift of a great artist.

Paris, January, 1966. ’ iy

Gilbert GRATIANT. Veve Vodou (collage)

*

EXPOSITIONS

20 RUE DE L'ODEON . PARIS VI

peintures - aquarelles - dessins

La Galerie est ouverte de 10 h a 12 h et de 15 h @ 19 h
(dimanche excepté)
DAN. 25-38
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1967 Artist Statement (2 Pages & Envelope)

JURES

THE ARTIAT

I have slways feld a sirong luve Yo aaturse,surhaps
because I had the good Tortune to have sgsnt svaxy
suamer of my shildhood on the Islarnd of darthate
Vinugard,ubsre,aaacind» d by the celsr and the light
af iis lands CapEs and seowscepes 1 stertsd o express
my f?*lbnrﬁ ir watereolor. I3 wog thers that I had
the great oppertunily to mest the wall known artisi
and Directar of The Haticnal Acadeny of Hesign in
Raw YTark City, Jonss Lisz, who %cok an iatersat in
my work, guiding ma and ovfering me his valuable
cr;tvr“am.

Sincs this =3 lj parlud, I have travsied exiensively -
_ fin;ing new materiasls Tor now axprma;*cna;

When in Paris,fraencs, ! was affordsd the adveaturs of
painting with ferling the diffsrent azpeocts of notura...
rainy days =vunny days, the grey Paris skiss,rafleeting
their JiivurJ light on tha old siraets and bousss in
contiuaet to shz romanilc blue skiss of ecuthern France.
and Italy wheora ine light is so b;;l‘;ant aﬁd evarythxnv
so colorful,. :

My recent pd-ntingd of F it;an thaﬂea hove intx oducsd @
decorastive trend in a hzgh yekayid palette,resultant

from nmy supvcial interxest in ths happy spizit.of the

people as well as their underlying sarrow,the exatic trope
ieslty evident in the narkat. placds and on the ses coost
as well as Lhe Vcdou symbala uf wa;ch 1 have made o ‘
special study,. e

Strunture and Lesign ars bL,ic in hy ‘campositions and
expg:imrnts. My style is influsnced hy”fe“ ing"” as

nspirad by “thems'...sonetimes in the dizection of reslisam,
as portrayed in some of my landscepes,still-life,or
compasitians bassd on fegre«lifs, eor ngain in dscorative
ot abstract oxpressian in canpauhtzon. '

Wit ;7"1_..

Lois Mzilou Jones

V27467

SEFTEMBER 1966 . CENTENNIAL YEAR & AUGUST 1967

N ! . ¢
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Lois Mailou Jones ’ , 4.

RIBLI{CRAPHICAL REFERENCES 10 THE ARTISTS VIORK

"The Negro in Art", by Alain Locke, Pu*nlshed by The Association
in Negro Folk Education, 1940.

Modern Negro Art, by James A. Porter, Dryden Press, New York,
1943

The Negro in Amerlcan Culture by Margaret Butcher, Alfred
A. Knopf, New York, 1956.

fmerican Negro Art, by Cedric Dover, New York Graphic Society,
Greenwich, Conn., 1960.

The Phillips Collection, Washington, D. C.

A Comprehensive Cataloque of the Pictures in the Phillips Gauild
\lashington, D. C., 1952

Mho's iho in American Art, R.R. Bowker Company, New York.

Who's t/ho of american Yomen, Marqgis Cqmbany, Chicago, Ill.

1965 Negro History Study Kit, The Associated Publishers, In:.
ilashington, D. C.

21 Paint‘in Polvmer,-brumbacher Inc., New York City, 1965

La Revue Moderne: Contemporary Art in fmerica, Publication
Mensuella, Paris, Erance, June, 15061

01d iatercoler 8061oty s Club 27th Annual VoJume, “jJatercolor
Painting in the United States,"” by Eliot O'Harra and Shirley
Putnam, London, #.I., 1952.

American Negro Reference Book, by John P. Davis, Prentice Hall
New Jersey, 1966.

Lois Mailou Jones Peinturcs 1937-1951, Georges Frere, Tourcoing,
France, 1952.

67@&

946/ O
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1968 Exhibit (7 Pages & Envelope)

PAINTINGS - HAITI-PARIS |
by LOIS MAILOU JONES

LOIS MAILOU JONES

(Mrs. V. Pierre-Noél)

BORN:
Boston, Massachusetts

STUDIED:
On Scholarship for four years at the Boston Museum School of Fine Arts, Boston Normal
Art School, Designers Art School, Harvard University, Columbia University and Howard
University (A.B. Degree). Academie Julian, Paris with Berges, Montezin, Maury and Adler.

“ONE-MAN” SHOWS:
1937 — Howard University Gallery of Art, Wash., D.C.
1939 — Vose Galleries, Boston, Mass.
1940 — Morgan State College, Baltimore, Md.
1946 — Barnett Aden Gallery, Wash., D.C.
1947 — Lincoln University, Pa.
1948 — Whyte Gallery, Wash., D.C.
1948 — Howard University Gallery of Art, Wash., D.C.
1249 — Hampton Institute, Hampton, Va.
1950 — United Nations Club, Wash., D.C.
1951 — Dupont Theatre Gallery of Art, Wash., D.C.
1954 — Centre D'Art, Port-au-Prince, Haiti
1955 — Pan American Union, Wash., D.C.
1957 — Artists’ Mart, Wash., D.C.
1961 — Galerie Internationale, N.Y.C.
1963 — Delaware State College, Md.
1965 — Howard University Gallery of Art, Wash., D.C.
1966 — Galerie Soulanges, Paris, France
1967 — Cornell University, Ithaca, N.Y.

GROUP EXHIBITIONS:
Corcoran Gallery of Art (Biennial)
National Museum of Art
Pennsylvania Academy of Fine Arts
Harmon Foundation Exhibitions
Texas Centennial
American Negro Exhibition, Chicago, IlI. ,
Salon des Artistes Francais, Grand Palais des Champs-Elysées, Paris.
Galerie Jean Charpentier, Paris
Galerie de Paris
Salon des Independants, Paris
Baltimore Museum
Seattle Museum, Washington State
National Academy of Design, N.Y.C.
The Institute of Modern Art, Boston, Mass.
Phillips Collection, Wash., D.C.
Albany Institute of History of Art
Trenton Museum, N.J.
San Francisco Museum of Art, Calif.
Newark Museum, N.J.
Grand Central Art Galleries, N.Y.C.
A.C.A. Gallery, N.Y.C.
Tuskegee Institute, Ala.
Virginia Union University, Richmond, Va.
The Watkins Gallery, American University, Wash., D.C.
The Margaret Dickey Gallery, Wash., D.C.
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The Rhodes National Gallery, S. Rhodesia

King George VI Art Gallery, Port Elizabeth, Rep. of S. Africa
The Arts Club, Wash., D.C.

Boston Museum School of Fine Arts, Mass.

Smith College Gallery of Art

Goucher College, Md.

Fisk University, Tenn.

Oakland Art Museum, Calif.

TRAVELING GROUPS:

College Art A iation Ti ling ibiti

American Federation of Arts Traveling Exhibition

Grumb T ibition, “21 Paint in Polymer.”
AWARDS:

General Education Board Foreign Fellowship for study in France and ltaly, 1937-38.

Robert Woods Bliss Landscape Prize for Oil Painting, Corcoran Gallery of Art, 1941,

Second Purchase Award for Watercolor Painting, Atlanta University Annual Exhibition,
1942,

First Award for Oil Painting, National Museum of Art, 1940, ’47, ’60, '63.

The John Hope Award for Best Landscape, Atlanta University Annual Exhibition, 1949.

First Award for Watercolor Painting, Atlanta University Annual Exhibition, 1952, '60.

Oil Painting Award, 8th Annual Area Exhibition, Corcoran Gallery of Art, Wash., D.C.,

Washington Watercolor Society Award, National Museum, 1955,

Popular Prize Award, Atlanta University 14th Annual Exhibition, 1955.

Pyramid Club Meritorious Award for Achil in Art, Philadelphia, Pa., 1957.

First Luban Watercolor Award, 1958.

Franz Bader Award for Oil Painting, 69th Annual Exhibition of the Washington Society
of Artists, 1962.

First Honorable Mention for Oil Painting, Société Des Artistes Frangais, Paris, France,
1966.

Awarded the Diplome and Decoration de I'Ordre National “Honneur et Mérite” au Grade
de “Chevalier” by the government of Haiti for Achievement in Art.

Elected a Fellow of the Royal Society of Arts, London, England, 1962.

COLLECTIONS:
The Phillips Collection, Wash., D.C.
International Business Machines Corp., N.Y.C.
Palais National, Haiti
Howard University Gallery of Art, Wash., D.C.
Barnett Aden Gallery, Wash., D.C.
Atlanta University, Atlanta, Ga.
Brooklyn Museum, N.Y.
135th St., Public Library, N.Y.C.
Rosenwald Foundation, Chicago, Il.
Retreat for Foreign Missionaries (mural), Wash., D.C.
Corcoran Art Gallery, Wash., D.C.
University of Panjab, Pakistan
International Fair Gallery, Ismir, Turkey
Walker Art Museum, Bowdoin College, Maine
American Embassy, Luxembourg
Galerie Internationale, N.Y.C.

TEACHING:
Professor of Design and Watercolor Painting, Howard University, Wash., D.C.

PARIS ROOFTOPS (Oil)
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press briefs

ART NEWS

“Lois Mailou Jones is a mature, experienced painter who
prefers a literal inspection of nature and events, tempered
by a personal lyric vision . .."

US IS FEATURE

“It is no surprise to anyone who knows Lois Mailou Jones
that her painting has been called, ‘happy art.’ For joie de
vivre, a warm friendliness and instinctive belief in the
goodness of people and the world are salient character-
istics of this talented American Negro artist . . . James W.
Lane, Curator of Painting in the National Gallery of Art in
Washington says, ‘God’s gift to Lois Jones is a beautiful
sense of color. Like a singer who always sings true, this
well-trained artist shows true color harmony. But that is not
God’s only gift. He has given her a sense of structure and
design that carries the color to victory.’ . . . She is well
known to art lovers for the work she has done in France and
Haiti as well as her homeland.” (Kathleen Ayres).

THE WASHINGTON POST catalogue
“Lois Mailou Jones is moving from an impressionist technique to one with strongly accented

patterns which is particularly attractive” . . . “Véveé Vodou is an oil collage in a sophisticated

cubist manner, but with voodoo as its subject.” (Leslie Judd Portner).

PARIS EXHIBITION — GALERIE SOULANGES — February 1-28, 1966 < |
(Mrs. V. Pierre-Noél)|

“L'AMATEUR D'ART” Feb. 10, 1966

Y HOE hold the

by their ive force. The mystery and the soul |
of Haiti appears through them. Some gouaches handled with vigor revive daily scenery of GALERIE INTERNATIONALE
the Haitian life where as some oils evoke the religious mystery confering an enigmatical 1095 MADISON AVENUE, NYC

and disturbing aspect.”
“LE MONDE” Feb. 11, 1966 APRIL 16-27’ 1968
“Born in Boston, Lois Mailou Jones exhibits her Haitian sceneries with verve and with an
abundance of colors, naturally harmonized to the subject. She observes the people who run
in the markets, the streets and the ports with a tender eye and her painting is like a sympa-
thetic song. Also we will notice a few abstract p ing Voudou sy from
which a collage recalls the cubist style.” (Jacques Michel).

“ARTS" Feb. 16, 1966

“Lois Mailou Jones with an angular and brisk writing handles scenery of exotic character.
She tends to substitute to the form which she knows how to stylize. The immediate and
vivacious effect expressive and decorative of the color.” (J. J. Lévéque).

Letitia and Patrick

Dieux de la Mer (Collage)

Port de la Saline, Haiti

Fertilité

Veéve Vodou Il (Collage)

Fire Dancers, Haiti

Veve Vodou Il (Collage)
Vendeuses de Tissus
Peasants On Parade

(Franz Bader Award for Oil Painting, Washington Society of Artists).
Bazar Du Quai

Paris Rooftops

Boats at Theoule, A.M., France
Quai Montebello, Paris

Nude

i1
2.
3.
4.
5.
6.
ifis
8.
9.

WATERCOLORS

Vieille Rue, Montmartre

The Blue Masque

“Symbol”

Haiti Magic

“Milk-maids,” Kenscoff, Haiti
Grand Rue La Nuit, Port-au-Prince, Haiti
Chicken Vendor, Haiti
Yellow Bird

Haiti Vodou IV

“Imamou”

“Hallelujah”

“Challenge”

“Cascade”
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RECENT WORKS
HAITI—PARIS
APRIL 16-27, 1968

(] OPENING: TUESDAY, APRIL 16—5 to 8 p.m.
GALLERY HOURS: 10:30 a.m. to 5:30 p.m.— Tues. to Sat.

GALERIE INTERNATIONALE
1095 MADISON AVENUE —83rd ST.

JON Es EXHIBITION

Lots Joras ‘:Dxu re. —WO-QE

COLLEGE OF FINE ARTS
DEPARTMENT OF ART

STRIKE BACK:
Rt |

AMERICAN CANFS

HOWARD UNIVERSITY
WASHINGTON, D. C. 20001

%ox TEG3
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1968-July-10 Letter (1 Page)

~

\\53

DEPARTMENT OF ART

Howarp UNIVERSITY
COLLEGE OF FINE ARTS
WASHINGTON, D,O. 20001

July 10,1968

Dear Claude:

I think your course is most timelyl We here at
Howard are alsc working on courses an
Colleges of Fine Arts. My assignment for
on(Art In Haiti,' I shall work on it this

Just yesterday I was reading in the Sunday New York
Times anaarticte by Barbara Ann Teer which relates to drama -
but it also apnlies %o art...."We Can Be What We Were Born
To Be"...."Up to now,the Negro artist has been totelly
concerned with integration,with finding a place for his
creative talents in the existing theater.He has spent thousands
of dollars on classes and training, and countless years of pain
and frustration,to compete in an already established,highly
competit#five industry., .....How long will it take the Negro
artist to understand fully what his status in show business
really is? How long will it taks hime to wake up,see.realize,
gresn,comprehznd howghg is being used-or how he hos allowed
himself to be used-bypfwhite establishment?Until hz can answer
thére guestions honestly,he will 1ly sze no nead for g
black culturzl a2rt ferm....And thz Negro ar-tist must sxamine
the nged for = hlack cultural art form befers he can taks zany
"-ext step forward." You should re:d it in the July Tth
issue under Arts and lLeisure.

The following notes refere to your list of artists:-
Meta Warwick Fullasr died in March of 1993, Re speliing:- "Oosawa®
William "Simpson". Add Elton Fax and John W. Rheden(sculptor
born 1918),Humbert Howard was”born in 1915, Leis Jones not Jemes...
(2 tyrographicel error I'm sure....

As for news,Porter is in Vienna, Lesssne Wells retired
this year.

Keep me posted as to the progress and res
course., Is it being offcrad by the K u
cepartment e established and credit given?

The inclosed material I trust will meet with your request.
The U.S.I.A. article will perhaps interest you.

Try to have "dupes" made of the slides.
My best wishes tc you Tur a successful summer of teaching.

As always,
Sincerely ,

M
P.S5. The July issue of EBONY may rum

a story on me.
ks
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1968 Article (8 Pages)

B Y ~LINTETR

AMERICAN NEGRO ART IN PROGRESS

By Lois Jones Pierre-Noel,
Professor of Design, Howard University

From The Negro History Eulletin

NOTE TO PAO: This review of the achievements of Negro artists in the
United States was selected as part of our continuing effort
to provide by-liners of program value which are likely to be
of special interest to Africans, The article has been
abridged, and it may be abridged further, It first appeared
in the October 1967 issue of The Negro History Bulletin, published
by the Assoc.ation for the Study of Negro Life and History,
Incorporated, in Washington. The author is herself a noted
painter whose works are hung in several collections in the
United States and overseas. The Association was founded in
1915 "to promote an appreciation of the Negro's past, to
encourage an understanding of his present status and to
enrich the promise of the future."

The article may be reprinted by USIS and the local press
in Africa provided credit is given to the author and The
Negro History Bulletin and the following copyright notice
is carried:

© 1967 by the Association for the Study of Negro Life and
History, Inc, ”

PHOTOS:  Two

Africa Branch
1/68

lins ,

US INFORMATION SFRVICE

UNITED STATES INFORMATION AGENCY
WASHINGTON 20547

April 12, 1968

Dear Prof. Pierre-Noel:

Thank you very much for leaning us the enclosed photographs
for use in our program.

I have also enclosed a copy of the article, plus two
pictures, which went to all our posts in Africa.

Your assistance in this matter is greatly appreciated,
and I regret the delay in returning this material.

Sincerely yours,
}

5 5 25, 2
A / /',é)/d,;—,‘:.
Judy B. Munske

Pictures Branch

Enclosures (6)

Prof. Lois Jones Pierre-Noel
College of Fine Arts
Department of Art

Box 893

Howard University
Washington, D.C. 20001

AMERICAN NEGRO ART IN PROGRESS

By Lois Jones Pierre-Noel,
Professor of Design, Howard University

From The Negro History Bulletin

A review of contempo;‘ary art in fmerica reveals that the Negro artist has
gained significant recognition through the realization of a greater democracy in
American art, Just as Negroes are demanding their rightful place in the main-
streams of American life, Negro artists have Joined the drive to receive un-
restricted acceptance into the nation's art circles with an unprecedented
contribution of meritorious creative works, The Negro artist has "come of age"

and is making a vital contribution to

'y art through works
which express originality as well as a wide diversity of style from realism to
bold abstractionism, No longer are their works judged by special or racial
standards as was the pattern a generation sgo, but as works submitted by artists
who only incidentally happen to be Negro. This progress is evidenced by the
inclusion of works by Negro artists in recognized public exhibitions, both mixed
and in one-man shows, Many of them have gained national and international
Tecognition, and had works purchased by museums and galleries in fmerica and
abroad, '

It is appropriate in discussing the art of the Negro to consider his artistic
background, which had an early start in the arts of Africa, Primitive African
sculpture, ritualistic masks, carvings, pottery and craft weaving are examples of
the unusual skill and creative ability of the African, A complete survey of
world art today is incomplete without the inclusion of masterpieces from Africa,

which are an integral part of the artistic heritage of mankind,

© 1967 by the Association for the Study of Negro Life and History, Inc,

NEGRO ART—2

In the historic development of Negro art we discover that early in the 20th
century thevfamed Picasso, being dissatisfied with the trends in Post-Impressionism,
led the Cubist movement based on the principles of African art, which expressed new
emphasis on forn and abstract design, Modigliani, Matisse, Cezanne, Epstein,
Brancusi, and others of the French school followed in his path. This revolutionary
art movement brought to the world Modern Art and a new cultural evaluation of
Africa and the Negro, ]

One mey wonder why the use of African forms was utilized by the European
artists and not by the Negro artists in America, But at that time, many Negro
artists considered "Negro art" an unwarrented restriction and consequently avoided
using African or racial themes. The evolution of the Negro artist in America
therefore carried on in the tradition of h;s uhi;,e contemporaries towards a na-
tional expression of native American art, )

There have been two ma‘jor periods in the development of Negro artists in the
United States, The first may be termed "The Negro Renaissance," which occuztred
in the mid-thirties, At this time white patronage greatly stimulated the develop~
ment of Negro artists, Exhibitions were limited, however, to an area in and
around New York., Here the Harmon Foundation played an important role in encour-
aging the Negro artists to utilize the racial and African idioms through sponsoring
exhibits of their works. The second period marked the "New Negro Movement," which
occurred during the depression between World Wars I and II when the goverrment served
&s & patron of the arts through the Federal Arts Projects, This surge gave the
Negro artist for the first time an opportunity to work on equal terms with white
artists. The themes involving the use of "Black But Beautiful" or "Qut of Africa®

subjects, popular in the Renaissar}ce Era, changed to a recording of the history of
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NEGRO ART--3

the Negro people with emphasis on the social and economic problems of the thirties.

Before reviewing the achievements of Negro artists today let us go back to
1769 when Joshua Johnston of Baltimore, a freed slave, appeared on the scene as a
skillful portraitist and the first pioneer of the new era in Negro art, Among
this first group of recognized imerican artists were Edward Bannister of Providence,
Rhode Island, winner of a medal in the Centennial Exposition of 1876; Robert
Duncanson, William A, Harper, Richard L. Brown, Edwin A. Harleston, and Thoma.s
Watson Hunster.

Henry Ossawa Tanner followed them and brought theart of the Negro to the
attention of the world., He lived in Paris for many years and was acclaimed by
French critics in Paris in 1900, Tanner's paintings are in the Metropolitan
Museum of Art in New York, The Carnegie lnstitute;, The Los Argeles irt Gallery, The
Pennsylvania Academy, Hampton Institute, The Howard University Gallery of Art, and
many other private COIIECti(;ns, Among the pioneers in sculpture are Edmonia Lewis,
Meta Veaux Warrick, and Mae Howard Jackson. Meta Warrick had, I believe, t.he. most
inspiring career, having worked in Paris, where she was greatly encouraged by Rodin,

These earlier artists represent for the most pért the technical ability and
competence of Negro artists when exposed to academic art training and methods.

The late William Edouard Scott of Indianapolis was one of the most outstanding
of the group of artists which followed the first world war and marked the beginning
of "The Negro Movement," During this period the following artists éained recognition:
Laura Wheeler Waring; Palmer Hayden; Hale Woodruff, now a professor of painting at
New York University; Archibald Motley, Jr,; the late Melvin Gray Johnson; Aaron
Douglas; Rex Goreleigh; the late Horace Pippin, considered one of America's leading

"Primitive Painters"; Allan I-‘reélan; Henry B. Jones; William H. Johnson; the late

NEGRO ART~—5

of Oakland, California; Calvin Burnett of Cambridge, Massachusetts; John T. Biggers,
Mildred Texeira and Eugenia Dunn, teacher of art at Louisville, Kentucky,

In sculpture, Elizabeth Prophet, Sargent Johnson, the late Augusta Savage,
William Artis, Selma Burke and Elizabeth Catlett (a Howard graduate now teaching
at the University of Mexico),Jack Jordon, Hayward Oubre, along with Henry Bannarn
and Robert Crump, have all made meritorious contributions to the field of fmerican
sculpture and Earl Hooks, Howard University graduate,to the field of ceramics.

But most outstanding are the internationally-recognized Richmond Barthe, who now
resides and works in Jamaica; John Rhoden of New York City, and Richard Hunt of
Chicago.

A 1958 survey of "Leading Young Artists" places in the lead Hughie Lee-Smith,
Jr_:seph E. Grey and Gilbert S, Harris, three out of ten winners in the 9th Annual
Emily Lowe Competition, wk’ch is national in scope.

In the Craphic Arts, Jemes Wells of Howard University's art faculty may well
be called the "Dean of Printmakers" and Dox Thrash of Philadelphia the originator
of the Carborundum Print, Both Charles White and Norma Morgan have achieved
national and international acclaim for their works in black and white, Works by
Charles Stallings and James E, Lewis, both of Morgan State College, and by Margaret

" Burroughs, Founder of the Museum of Negro History at Chicago, are seen in major
exhibitions, E, Simms Campbell, now retired and living in Zurich, Switzerlend,
deserves special mention for his achievement an an internationally .recognized
cartoonist, as does George Olden for his achievement as Graphic Arts Director for
CBS (Columbia 3roadcasting System) television network. He is now director of his

own studios in New York City., Elton Fax has gained recognition as an illustrator,
' R

NEGRO ART--4

Albert Suith who lived and painted in Paris; Norman Lewis; Beauford DeLaney,
currently exhibiting in Paris; Jemes L. Wells, who with Aaron Douglass first
utilized tte African idiom of symbolism in painting; John A, Porter, esuthor and
head of the department of art at Howard University; Humbert Howard of Philadelphia;
Merton Simpson; Edward Loper; John Wilson and Allan Crite, both of Boston; and Lois
Mailou Jones, whose works have been exhibited widely in the United States and
abroad, :

Ellis Wilson, Romare Bearden, and Charles Alston stand out among the group of
New York painters -- which also boasts of Joseph E, Grey, Gilbert S, Harris, Harvey
Cropper, and Georgette Seabrook,

Two artists of distinction, Jacsb Lawrence and Eldzier Cortos deserve special

mention, Jacob Lawrence is today the "Dean of Negro Painters," and considered one

of imerica's top artists.

Among artists represe~ting Negro art of the United States at the 1966 World
Festival of the Arts at Dakar were Sam Gilliem, a public school art teacher in
Washington, D. C., and Emilio Cruz of New York City. Detroit, one of our strong
centers of art has produced Charles McGee, Virginia Cox, Leroy Foster, Artis Lane
and Paul Keene, an Assistant Professor of Painting at the Philadelphia Museum
College of Art, Washington claims its contribution to the "New Negro Movement"
through the works of Richard Dempsey, David Driskell, Charles Sébree, Delilah
Pierce, John Robinson, Peter Robinson, Bill Taylor, and recently Alma Thomas,
Lucille Roberts, Lloyd McNeill, and Leo Robinson, To this list must be added
AMlan Junier, painter and Assistant Chief Medical Illustrator at Tuskegee Institute,
Alabama; Jemes Parks, Art Department Head at Lincoln University, Missouri; Harper
Phillips, Professor of Art at Grambling College, Louisiana; Jimmy Mosely, Art

Teacher at Maryland State College; Jewel Simor of Tuskegee, Alabama; Claude Clark

NEGRO ART--6

and special honors have been granted to Vergniaud Pierre—‘Noel,
Haiti,

originally from
for meritorious work in black and white and for prize-winning stamp designs

for the United Nations, Joseph Lawe, who conducts his own studio of design in

Wew York City, is a specialist in industrial and product design and was one of the
artists selectsd to represent Negro artists from the U.S.A. at the World Festival
of Negro Arts presented at Dakar in 1966,

Oof all t:he artists listed, only & few earn their subsidy directly from art,
The majority work as teachers and commercial artists, and some are members of
university faculties or musuem staffs,

In conclusion, it is certain that the Negro ertist will continue to produce

vigorous creative works in his effort to meet the challenge to achieve his

rightful place as an "American artist" in the "eultural mainstreans of the nation,m
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1972 Africa Tour (5 Pages)

‘»;l-alt//‘rtl;

i
g
i
.

7eaeda, v 4 : § i ]!
: el JGANDA
7 | |

A - SENEGAL

T

/ JOIN THIS EXCITING

TRANS AFRICA ART TOUR
VISITING

SUDAN - ETHIOPIA - KENYA - TANZANIA - UGANDA
REPUBLIC OF ZAIRE - NIGERIA - DAHOMEY - GHANA - SENEGAL

38 Days -- Only $1995,00
$100,00 Deposit Will Hold Your Reservation
Go-Now-Pay-Later Available Upon Request
Leave New York City July 2 - Return August 9, 1972

A memorable and rewarding experience awaits you on this oncesin-a-life-
time program,
You will see Africa and its outstanding art and history through the

eyes of Lois Pierre-Noel, Professor of Art at Howard University, who has
visited Africa numerous times and has intimate first-hand knowledge of the

areas you will visit and the places and things you will see,
You will thrill to the art and its treasures in such ancient and exotic
places as KHARTOUM, ADDIS ABABA, NATROBI, DAR-ES-SALAAM, KAMPALA, KINSHASA,
LAGOS, COTONOU, ACCRA AND DAKAR.
But art is not all you will experience on this great holiday, You will
see the people--proud black people--running their own governments and shap-
ing their own destinies.
This is an opportunity end an experience you cannot afford to miss,

PRICE INCLUDES:
Roundtrip economy air from New York City; First Class hotel accommo=
dation - Twin Basis - Supplement for single room; Transfers upon
arrival and departure in each city; Sightseeing tours/excursions as
indi d in it 3 Demi-Pensi b and
table d' hote dinner daily; all taxes and gratuities,

NOT INCLUDED:
Passport fees; visa fees; items not specified above; items of a

personal nature,
For reservation complete coupon and return at once with deposit of $100.00 to:
Prof, Lois Pierre-Noel
1220 Quinzy Street, N. E.
Vashingtor, D, C, 20017
Second payment of $200.00 due March 15
Third payment of $500,00 due April 15
Balance due May 25, 1972
Travel Arrangements By: HENDERSON TRAVEL SERVICE, INC.
931 Hunter Street, N, W. - Atlanta, Georgia 30314

Please register me for the Trans Africa Art Tour. My deposit of $100,00 is
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ART TOUR OF AFRICA 1972
With
PROF. LOIS JONES PIERRE-NOEL

Visiting
SUDAN - ETHIOPIA - KENYA - TANZANIA - UGANDA
REPUBLIC OF ZAIRE - NIGERIA - DAHOMEY - GHANA - SENEGAL

Sun, July 2 Leave New York City (JFK Airport) - Evening departure via Jet for Rome
Mon, July 3 Rome/Khartoum (connecting flight)
Tue, July & Arrive KHARTOUM, SUDAN

SUDAN--where three-fourths of the Nile flows through its soil and terri-
tory., Along the precious banks of the Nile have flourished successive
civilizations, culminating in the modern Republic of the Sudan, Through
its people one can see a blend of different cultures and races forming

one harmonious whole, The Sudan is where Asia meets Africa,

Transfer service provided upon arrival to your hotel by our representative,
Balance of day at leisure.

Wed, July 5 IN KHARTOUM ~ City Sightseeing takes you eastwards along El Neel Avenue
to the Republican Palace, along the Nile embankment to the Roman Catholic
Cathedral, University of Khartoum, Blue Nile Bridge, Ministry of Education,
the New London district, the Graphic Museum, the Sudanese Army Monument,
Kitcherner School of Medicine, the Local Market (Suk), Church of England
Cathedral, Government buildings--Post and Telegraphs, Ministry of Finance
and Natural History Museum,

Thu, July IN KHARTOUM - Tour to desert border and School of Fine and Applied Art,
Fri, July 7 IN KHARTOUM - Complete Gay free for personal exploration,
Sat, July 8 KHARTOUM/ADDIS ABABA, ETHIOPIA via air

ETHIOPIA, a land of legendary beauty, rich in the relics of an ancient
Christian civilization, is the ancient kingdom that was known as

Abyssinia until 1923 and has a culture and independence that dates back
over 3,000 years to the Queen of Sheba,

Transfer service provided upon arrival to your hotel by our representative.

o

Sun, July 9 IN ADDIS ABABA - Morning at leisure.
Afternoon Historic Tour of the city includes City Hall, the Market Place,
St. George Cathedral, Menelik II Square, the Archaeological Museum and
Menelik Mausoleum. Then drive up Mt. Entoto for a panoramic view of the
city and surrounding plains and peaks.

Mom, July 10 IN ADDIS ABABA - Morning Modern Tour of the city includes Africa Hall
Trinity Cathedral, Parliament, the Liberty Monument, Empress Menen
Handicraft School, Martyrs' Square, Lions' Cage, the Ethnological Museum
and Haile Selasse I University.
Balance of day at leisure,

Tue. July 11  IN ADDIS ABABA - Day free for independent activities,
Wed. July 12  ADDIS ABABA/NAIROBI, KENYA via air

KENYA--independent since 1963, is a proud, progressive country that has all
major attractions that visitors lomg to experience, History, culture,
color and beautiful beaches, and some of the most extensive game reserves
with great variety of animals to be found anywhere.

Transfer service provided upon arrival to your hotel by our representative,

Afternoon Tour of Nairobi National Park--Bordering the city boundary this
unique park covers an area of 44 square miles on which many species of
game live and roam free, but lions are the chief attraction. A visit to
the Animal Orphanage at the Park Gates is also included.

Thu, July 13  IN NAIROBI - Morning City Sightseeing - Nairobi, a beautiful well laid out
modern city, set amid flowering shrubs--takes in the shopping centre,
Bazaar, Parliament Building, the National Museum, Snake Pit and the

residential area.
Afternoon at leisure.
Fri, Juiy ig IN NAIROBI - Days free for personal exploration.
S OR TAKE OPTIONAL KENYA EXCURSIONS - July l4th and 15th
I. TREETOPS/ARK/MT. LODGE - Morning drive via the Chania Falls to
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Nyeri for lunch at the Outspan Hotel. From here hotel transport takes
visitors into the forest for a night at Treetops, the world famous
tree hotel overlooking an animal water hole.

Return to the Outspan Hotel for breakfast and then drive back to
Nairobi, arriving before lunch,

II, AMBOSELI GAME RESERVES ~-- Morning drive through Masai country to
Amboseli Game Reserve. Afternoon game viewing beneath the snow-capped
dome of Mt, Kilimanjaro and overnight at Amboseli Lodge or the luxury
Safari Camp.

After a further morning of game-viewing and photography, return to
Nairobi in the evening.

Sun, July 16 NAIROBI/DAR-ES-SALAAM, TANZANIA via air

TANZANIA, formed on April 26, 1964, is comprised of Tangayika, including
the island of Mafia and Zanzibar including Pemba and the uninhabited
island of Latham. Tanganyika now referred to as mainland Tanzania,
distills the magic, the excitement and progessive spirit of Africa.
Dar-es~-Salaam is a beautiful modern city that retains the exotic Arab-
Asian influences.

Transfer service provided to your hotel upon arrival by our representative.

Mon, July 17 IN DAR-ES-SALAAM - Morning City Sightseeing includes colorful Karakoo
Market, the National Museum which contains the skull of Nutcracker Man
(Zinjanthropus, an estimated 1,750,000 years old), the harbour front
and shopping areas and past State House to the outdoor Village Museum,
with typical tribal life and lore.
Balance of day at leisure.

Tue, July 18 IN DAR-ES-SALAAM - Complete day free for personal exploration.

Wed, July 19 DAR-ES-SALAAM/ENTEBBE/KAMPALA, UGANDA - Late evening departure
Thu, July 20 Upon arrival in Entebbe you will be met and transferred to your hotel
in Kampala, Balance of day at leisure.

UGANDA is called the "Cradle of the Nile" lying on a high plateau strad-
dling the Equator. It is a relatively small country, Within her bor-
ders is an astonishing variety of color and contrast with snow capped
mountain peaks towering volcanoes, lush valleys, dense forest and wide
rolling plains. Uganda gained its independence in 1962,

Fri, July 21 IN KAMPALA - Morning City Sightseeing includes Makerere University
College; the Uganda Museum; the Rubaga Catholic Church dedicated to
the Uganda Martyrs recently canonized by His Holiness the Pope; the
Kabakos' Tombs and other places of interest,

Balance of day at leisure.

Sat, July 22 KAMPALA/ENTEBBE/KINSHASA, REPUBLIC OF ZAIRE via air

REPUBLIC OF ZAIRE, formerly the Republic of Congo is located in the South
Central part of Africa on the Equator. The population consist of major
groupings of pygmies, Banta, Sudanese, Nilotics and Hamites, French

is the offical language.

Transfer service provided upon arrival to your hotel by our representative,

Sun, July 23 IN KINSHASA - Morning at leisure.
Afternoon City Sightseeing includes the Museum of Native Life, the
pioneer's cemetery where the air is heavy with the perfume of tropical
flowers, St, Anne's Cathedral and the King Albert Monument and the open-
air native market, crowded with a wide assortment of the products and
the people of the Republic of Zaire,

Mon, July 24 KINSHASA/LAGOS, NIGERIA via air

NIGERIA is a fascinating country where the complementary diversities‘of

the people, their customs and vitality are enough to attrect ?nd saFlsfy
the tourist in search of color, gaiety and excitement, nggrla is indeed
a land of variety and tropical sunshine in the heart of Africa that

offers you a variety of culture entertainment. .
Transfer service provided to your hotel upon arrival by our representative,

IN LAGOS - Morning City Sightseeing--Visit Prime Minister's Residence,

T Sy & Parliament House,gPostyand Telegraph Building and Central Bank, Palace
of the Oba, here too is the crowded colorful market where so many of'the
Nigerian national costumes can be seen. See also the LagosIMuseum.w1th
its collection of native art and wood carving, and the town's leading
department stores.
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e July 25 (continued)
Afternoon Tour Lagos Suburban--tour includes the Biney Zoo, Ikeja
industrial estate, Agege village and fruitmarket. This tour shows a
complete contrast between the modern emerging country of Nigeria with
its rapid industrial development, and the old Nigeria of market places
and local trading. Also in this tour a brief visit will be made to the
Lagos Teaching Hospital and Lagos University Campus.

Wed, July 26 IN LAGOS - Complete day free for independent activities.,
Thu, July 27 LAGOS/IBADAN via Bus -- Overnight in Ibadan
Fri, July 28 IBADAN/IFE/OSHOGBO/IBADAN - Overnight in Ibadan

Sat, July 29 IBADAN/LAGOS/COTONOU (via Abomey) with a visit to the Abomey Museum.

DAHOMEY is situated on the West Coast of Africa between Togo and Nigeria,
The Republic of Dahomey is composed of dozens of ethnical groups which
give variety to the local folklore and to the dwellings.

Transfer service provided upon arrival to your hotel by our representative.

Sun, July 30 IN COTONOU - Morning free
Afternoon City Tour includes a visit to the typical African market,
Presidential Palace, the main bridge, the typical African pirogues
through the lagoon to Ganvie, the famous lake-dwellers' village.

Mon, July 31 IN COTONOU - Morning Sightseeing Ouidah--Proceed to Ouidah from your
hotel and visit the Dutch fort, the English fort, the cathedral and the
famous temple of fetish pythons. Return to Cotonou via the magnificent
cornice road along Lake Aheme.
Enroute, a stop may be made at the Porto-Novo Museum, Balance of day free

Tue, Aug, 1 COTONOU/LOME/ACCRA, GHANA via bus =-- Lunch in Lome, Togo

GHANA is the first new African nation in 100 years, 13 years ago., It is

a progressive republic that spends more on education per capita than
almost any other country in the world. In Accra, modern tropical
buildings, native markets, and castles of European Gold Coast traders

show travelers the diversity of this capital city.

Transfer service provided upon arrival to your hotel by our representative.

Wed, Aug, 2 IN ACCRA - Morning City Sightseeing includes visit to State House,
Christianborg Castle, Black Star Square, American Embassy, Parliament
House, Law Courts, National Library, Ghana Handicrafts, Ussher Fort and
James Town, old Dutch and British sections, Light House, Korle Bu
Hospital, National Museum, Trades Union Congress Hall.

Afternoon Tour Legon/Aburi: Visit Achimota School, Legon University,
the Aburi Escarpment, native village, Botanical Gardens in Aburi,

Thu, Aug, 3 IN ACCRA -~ Complete day free for independent activities,

Fri, Aug. 4 ACCRA/DAKAR, SENEGAL via air
SENEGAL's capital city, Dakar, is the economic and shipping hub for a
vast area of the continentl. This modern city with its broad, open
avenues and congenial people offers an enormous variety of attractions
for the traveler,

Transfer service provided to your hotel by our representative to your
hotel,

Sat. Aug. 5 IN DAKAR - Morning City Sightseeing includes tour of Portugese Chapel
of Notre Dame of Fatima - Medina, Fann Plateau, Law Court, University
of Dakar, the Palace of the Republic, Kermel market, go to the Rue
Blanco mosque - view an excellent collection of West Africa art at the
Historical and Ethnographical Museum.

Talance of day at lelsure,

Sun, Aug. 6 IN DAKAR - Morning at leisure.

Afternoon Tour of Goree Island -- Tour includes Government Garden -
Historical Museum, slave prison, homes of the first white settlers in
West Africa, St. Charles Church, the castle, mosque, old forts, Sea
Museum, beaches.

Mon, Aug. 7 DAKAR/THIES/DAKAR - Tour to Thies to visit the manufacteur National
de Tapisserie under the direction of the celebrated artist Papa Ibra Tal.

Tue., Aug. 8 IN DAKAR - Complete day free for independent activities.
Wed., Aug. 9 DAKAR/NEW YORK CITY via air
F-15-2
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1972 Africa Report (4 Pages)

LOIS JONES
PIERRE-NOEL
camiiingas REPORTS ON HER
" ARTIST, PAINTER, DESIGNER RECENT STUDY
OF
CONTEMPORARY ART IN AFRICA

The Association for the Study of

Negro Life and History, Inc.

1407 14th Street, N. W.
Washington, D. C. 20005
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Professor Lois Jones
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at Thies, Senegal—
Mme Samb, Professor
of Technique
d’Aubusson

poses with the group

Photo by
Lois Jones Pierre-Noel

===

io]l———3lojc 1EE

0| c———|0]

Artisan at
Kumasi, Ghana
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in clay
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Lois Jones Pierre-Noel
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LOIS JONES PIERRE-NOEL REPORTS ON HER RECENT STUDY
OF CONTEMPORARY ART IN AFRICA

Mrs. Lois Jones Pierre-Noel, professor of design and watercolor painting at Howard
University has just finished a four-month tour of Africa where she interviewed major
contemporary artists and took color slides of important works of painting, sculpture,
graphics and ceramics. Her slides and accumulation of data will become part of the Art
Seminar collection in the College of Fine Arts.

Professor Pierre-Noel toured eleven countries: Ethiopia, Sudan, Kenya, Congo-
Kinshasa, Nigeria, Dahomey, Ghana, Ivory Coast, Liberia, Sierra Leone and Senegal.
Along with her extensive interviews, she gave lectures on contemporary Afro-American
art, illustrating them with slides of recently exhibited works in the United States. Mrs.
Pierre-Noel was awarded a grant last year by Howard University to cover the third phase
of her research project: “THE BLACK VISUAL ARTS”, which is a study of the works by
contemporary Haitian and Afro-American artists.

During her tour the art professor found that a great contemporary art movement is
now flourishing throughout the African nations, with many art schools, especially those
of Nigeria, Uganda, Tanzania and Ivory Coast, gaining international reputation.

Of special significance are the Art Workshop movements at Ife, Oshogbo, and
Lagos, Nigeria, at the Art Center at Kumasi, Ghana and the Manufacteur National de
Tapisserie at Thies, Senegal, where the celebrated artist, Papa Tal, trains young artists in
the art of designing and weaving tapistries after the technique of the school at Aubusson,
France. These workshops reflected in their creations both the traditional and contem-
porary African culture.

Also outstanding are the schools of Fine Art at Kinshasa-Congo, where they have an
excellent art gallery displaying students’ achievements in painting, sculpture, ceramics and
furniture design, under the direction of Frére André La Farge.

It was an inspiration to visit the Winneba Training School at Ghana, where sculptor
Vincent Kofi heads the department of Art. His reputation is national in scope and his
book, “Sculpture In"Ghana" has gained world-wide recognition.

Another school deserving mention is the School of Fine and Applied Art at
Khartoum, Sudan where the art of advertising design and ceramics appeared to be of the
highest quality.

A visit to the studio of the internationally acclaimed Afewerk Tekle of Ethiopia
was indeed significant. Afewerk, considered to be one of Ethiopias’ leading artists is
responsible for the major works of art commissioned by His Excellency, Emperor Haile
Selassie. The colorful stained glass panels in Africa Hall, which represent “The Past, The
Present and the Future” are of his creation.

The findings of the contemporary art movement in Africa recorded by Professor
Pierre-Noel will be available in the Art Seminar in the College of Fine Arts at Howard
University for those desiring further information.

Lois Jones Pierre-Noel
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LOIS MAILOU JONES

Born in Boston, Massachusetts. On scholarship for four years at the
Boston Museum School of Fine Arts. Received diploma from Boston
Normal Art School and Designers Art School. Studied at Harvard
University, Columbia University and at Howard University (A.B. degree).
General Education Board Fellowship for study in France and ltaly,
1937-'38. Certificate received from Academie Julian, Paris. At present
Professor of Design at Howard University.

As a creative artist Lois Mailou Jones has had a notable career both
in this country and abroad. Her work has been shown in major exhibitions
in Washington including the Biennial and Annual Area Exhibitions at the
Corcoran Gallery.

She has had one-man shows at the Vose Galleries in Boston, Whyte
Gallery, Galerie Internationale, N.Y.C., Galerie Soulanges, Paris, France,
Cornell University, W.Va. State College, Howard University, the Pan
American Union, Washington, D. C., and at the Centre d’Art, Haiti.

She has exhibited with leading French artists at the Salon des

Artistes Francais, Galerie Charpentier and the Galerie de Paris.
Collections: The Phillips Memorial Gallery; International Business Machines
Corp.; Palais National Haiti; Howard University Gallery of Art; Barnett
Aden Gallery; Atlanta University; Brooklyn Museum; 135th St. Public
Library, N.Y.C.; Rosenwald Foundation, Chicago; Salisbury Museum,
Southern Rhodesia; Retreat for Foreign Missionaries, Washington, D.C.;
Corcoran Art Gallery, University of Panjab, Pakistan, and the International
Fair Gallery, Ismir, Turkey. In 1952 Georges Frere at Tourcoing, France,
published a portfolio of reproductions of her work entitled: “Lois Mailou
Jones Peintures, 1937-1951.” %,

In 1954 she was awarded the Diplome and Decoration de I'Ordre
National “Honneur et Merite” au grade de “Chevalier’” by the government
of Haiti for her achievement in art.
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1987 Brochure (Cover, 4 Pages, Back & Envelope)
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BATE 575 1987

Messages from Abroad

Members of our local Association of Africans and
African Americans are busy making fina] plans for
an international conference in Aswan, Bgypt((Ke-
met). We expeet black people from all over the world,
meeting on the site of ancient Nubia, the most
ancient of our ancestral homelands.

You might have been aware that there is a na-
tional black organization in the United States com-
mitted to the study of Classical African Civilize-
tions, and we are interested in our heritage and
roots among these cultures.

Today, the Nubians are an oppressed people, but
very much alive in the Sudan, Ethiopia and Aswan
of Kemet(Egypt). These descendants tell us that
their ancestors came to the Nile Valley more than
8,000 yrs. ago and that they were the rulers in
the first kingdoms in the region, before the reign
of the Egyptian Pharoahs.

We are just beginning, but some members who
read hieroglyphs are busy rewriting the history of
Kemet. You are aware that the European mind set
does not reason or understand the non-European
psyche. The more we get into ancient African Clas-
sical thought, the more we see and feel the ancient
presence in the rest of the African Continent, in the
Americas and wherever Africans have been dispersed.

We salute the Japan Association of Black Studies,
and the %57th issue of Kokujin Kenkyii. As to the
attitude of the Prime Minister, we understand—
as there is one of those with the same attitude in
the United States of America who, as a racist,
endangers international economy. Here is an echo of
the closing sentence of your letter, as we also believe
that our research will help in the struggle against
the counter-revolutionary forces of our world.

Yours truly,

Claude Clark
Artist & Prof. Emeritus

The future of black people in America will require
our suecess in understanding and being understood
by the world outside of America and Europe. Our
contribution to the history of mankind is wasted
when we do not communieate for ourselves, distinet
from all others in America. Therefore, I profound-
ly respect the scholarship and the goodwill of the
Black Studies Association of Japan, which ap-
proaches the achievements and problems of our
culture direetly rather than through the reports of
others. Your association is an extremely important
contribution to careful scholarship, to inter-eultural
communication, and to building a single community
of mankind. I long for the day when our young
people can study Japanese culture directly through
the Japanese language, and understand more clearly
Japan’s unique eontributions to human progress.

David Dorsey
Associate Dean
Professor of English

Atlanta University

Best wishees to you and to Kokujin Kenkyi.
The work of the Black Studies Association there is
wonder ful —lively, political, transforming. I find
especially gratifying the attention which is aceord-
ed Black American women writers. It is not surpris-
ing that this attention focuses on the contemporary
scene, but it is well to remember that theref is a
long and valorous tradition which gives birth to the
Alice Walker’s, June Jordan’s, Toni Cade Bambara’s
ete.

Sincerely,

— 31 —
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Gloria T. Hull
Professor of English

University of Delaware

I am profoundly impressed and encouraged by
Kokugjin Kenkyi, your excellent publication in Black
Studies, and the energetic activities of your Black
Studies Association. For more than three decades,
the members of your organization have continued
the valiant struggle against racism and oppression,
not only in Japan, but all over the world by your
shining example. The Black Studies Association con-
ferences and colloquia contribute importantly to
knowledge about African, Caribbean, and Afro-
American peoples and cultures, especially among
the peoples of Asia. Building understanding in this
way is a difficult but immensely critical task, since
it is erucial to the overall progress of the human

race.

As a member of an American racial minority group

and a faculty member at the Ethnic Studies faculty

at Berkeley, I want to express my personal grati-

tude and appreciation for the work you have been

doing and offer my wishes for your continued sue-
cess.

Sincerely,

Elaine H. Kim

Coordinator and Associate Professor

Asian American Studies

University of California, Berkeley

The progress of black studies in Japan is most
encouraging and promising, and I welcome the
publication, Kokujin Kenky#, as a visible sign of
that progress. The study of the American experi-
ence is inseparable from the study of the Afro-
American experience. For centuries, after all, Afro-

Americans, by their sheer presence, have furnished

the severest test of the quality and depth of Ameri-
ca’s loyalty to its professed ideals and values; they
have been, as Ralph Ellison suggests, “the keeper
of the nation’s sense of democratic achievement.”
Your contributions, then, to the study of Afro-
American culture and history advance at the same
time an understanding of the critical role of race
in America and the diversity and complexity of

American culture and the American past.

I look forward to hearing more from you about
black studies in Japan, and I should like very
much to meet with you and your colleagues in
Japan. The subject of my presidential address at
the recent meeting of the Organization of American
Historians was “Trouble in Mind : The Bicenten-
nial of the Constitution and the Afro-American
Experience.” Tt will be published in the Journal of
American History in September, and I will send you
a reprint.
With best wishes,
Leon F. Litwack
Morrison Professor of History

University of California, Berkeley

I bring you greetings from Vassar College and
from your colleagues in the United States who are
also scholars and students of Black history, eulture,
literature and soecial institutions.

It was with great pleasure and surprise that
I found out from my friend Miss Kayoko Terayama,
whom T first met at Fisk University, that there
is a Black Studies Association of Japan and that
it was possible to address you today. When I
mentioned to my black colleagues at Vassar that
Japan had a Black Studies Association of 120 mem-
bers, they were also pleased and surprised. One of
them remarked that the Japanese are “very inter-

national and quite progressive” since many American

— 32 —

Claude Clark Papers

Page 120



colleges don’t have any Black Studies program nor
do any European countries that we know of.
8o I salute you for your efforts and your perse-
verance.
Lawrence H. Mamiya, Ph.D.

Vassar College

At a moment in world history when “crisis”
affects human endeavors, it is proper for scholars
of languages and literatures to examine the causes
as they manifest themselves in discourse. We may
study the problems of language within a nation, or
we may elect, as the Japan Association of Black
Studies has done, to study the interrelated problems
of Afriean-American literature and culture against
the backdrop of international affairs. As scholars
who are genuinely concerned about the future of
mankind, we have an arduous task. We must seek
to expose and clarify the profound ideological con-
flicts embedded in all kinds of human discourse.
The task is difficult but essential. Until we
understand how language and literature both reflect
and produce the dynamic of cultures, we will not
be effeetive in our combat with those who exploit
the unempowered and deny the principles of freedom
and human dignity.

I salute Kokujin Kenkyi for drawing attention
to African-American texts and literary history.
In the context of a multiethnie eulture, black writ-
ing articulates the humanistic spirit and commit-
ment of a uniquely oppressed people. Study of
that writing enables one to ehart the evolution of
struggle, especially its aesthetic and politieal fea-
tures. It would be an error, of course, to isolate
the writing from other kinds of verbal and symbolie
discourse. It must be seen as part of a cultural
totality, a system, and understood as a resistant
strain. The work of the Japan Association of Black

Studies is a right step toward holistie, trans-cul-

HABE 575 1987

tural understanding. It provides a vital link be-

tween Japanese and African-American scholars

engaged in a common enterprise. For that link
we are grateful.

Jerry W. Ward, Jr.

Professor of English

Tougaloo College

It was very good to learn more about your fine work
in Japan on Black Studies. I am very impressed
with the subjects for your monthly colloquium.

You are reading some of our most important writers
and bringing to their work an important inter-
national perspective. It is my sincere hope that you
will also include some Black-American women play-
wrights in one of your eolloquia. My recent anthol-
ogy, 9 Plays by Black Women, is being received
very well in this country and is stimulating thea-
tre productions of these and other plays by Black
writers throughout the nation. These writers ex-
press the many insidious ways that racism and

sexism interlock to affeet human beings.

This semester, I directed a production of 7o Be
Young, Gifted and Black with student performers
on the Berkeley campus. It is a portrait of Lor-
raine Hansberry through her own words. The show
was very well received; it was the first Black pro-
duction done by eampus students in seven or eight

years.

I am much encouraged to know that I have eol-
leagues in Japan who are thinking about and teach-
ing many of the issues that concern us here. The
economic situation for Black-Americans and other
minorities is very bad; one of the negative side
effects is the racial hostility that is beginning to
oceur between Asian-Americans and Black-Ameri-

cans. So it helps a great deal to know that you

— 33 —
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and your colleagues are helping to spread the truth
through scholarly work there in Japan. I look
forward to the time when we can sit down and
converse face to face on these matters. Until then,
I will be satisfied with sending our thoughts across

the Pacific.

Please express my warmest regards and greetings
to my colleagues in Black Studies.

Sincerely yours,

Margaret B. Wilkerson

Associate Professor

University of California, Berkeley
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1989-August-24 Newspaper Article
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Paul Keene

1968-July-06 Letter (2 Pages)
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1969-February-09 Letter (1 Page & Envelope)
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1969-July-09 Letter (2 Pages & Envelope)
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Jacob Lawrence

1968-August-01 Letter (1 Page & Envelope)

JACOB LAWRENCE
211 WEsT 106TH STREET
NEw YORK, NEW YORk 10025

‘ugust lst 105¢

768¢ Santa Ray Avenue
Oakland, Calfornia 94610

Dear tr, Clark:

This letter is in answer to yours of June 26th 1958, request-
ing material which may be used in your Rlack Visual 'rts
Frogram. First let me appologizé for this very late revly to
your letter. This lateness is due to the v 2t I have
just returned from five weeks of teaching in Maine, %lthough
my mail was forwared to me there---it was inconvinient for

me to take fare of much of my corespondence during this neri-
od, I do hope that the lateness of this reply has not caused
you undue problems,

Your program looks very exciting, I am honored that you should
include me as one of the artists that you would like rerre-
sented, Thanks for giving me the option of either returning

or keeping the material which you forwarded, I am accenting
your generous offer am keening this material,

\s requested please find enclosed a photograph, biographycal
data, and a statement on phil@sophy. I regret that I do not
have any slides, However your best sourge in regards to slides
may be Fisk University, which I understand has a number, You
may write to Professor David Driskell, Chairman of the \rt
Department.,

I wish your program the best of success, IfiI do have any

suggestions in regards to this program, I shall be hapoy to
forward them as you suggest.

Sincerely yours,

teel. o —

S e S -
e o
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1960-June-04 Letter (1 Page)

Jacob Lawrence
211 West 106th Street
New Vork, New Vork 10025

June Lth 1949

Professor Claude Clark
Art Department

Merritt College

571l fGrove Street
Oakland, California 94,609

Dear Claude Clark:

Thank you for vour letter and, please pardon the delav in this answer, Now
that the schools and galleries are closed for the summer...I can catch up
on some of my back mail,

I am happy to learn that you have had such a successful vear with the

BILACY¥ VISUAL ART project and, that the AFRO-AMERICAN ART RISTORY course in
general got off to such a fine start. The entire vproject sounds verv excit-
ing and, I am sure that the community reallv appreciates what vou are doing,

My visit to Talladega College was, as alwavs is, on such visits, a verv
stimilatine and rewardine experience for me. My onlv hope is that anv con-
tribution that I mav make is just as rewarding to the students, I enjoved
meeting your dauchter and, éven though our conversation was of verv short
duration, it was evident that she is a very fine and intelliecent voune
lady. You must be verv proud of her and, rightfully so. Please give her my
regards. »

Roth my wife and I are lookine forward to our visit to the Coast this com=
ing school vear. Seeing that part of the Countrv will be the first time for
both of us. We will spend the Fall and winter semesters at the california
State College at Hayward, California and, the Spring semester at the niver-
sitv of Washineton at Seattle, Washington. We are due to arrive at Havward
sometime in September.

It is verv kind of you to think of inviting me to Merritt College while we
are in the vicinitv. For me to make commitments now however would, I feel,
be premature on my part. At the present time I do not know what my exact
teaching schedule will be nor, the policies of these schools toward outside
assignments, Since I would enjov a visit to Merritt Colleece as well as
meeting you,.let us, in view of the above mentioned situation, leave the
possibilities of such a visit open until we arrive at Hayward.

T hope that all continues to go well and, that your projects continue to be
a success.

Arain, thanking you for vour very kind letter, looking forward to meeting
vou and, regards to your family,

. Regards,

a\fcu@fgfw,.,

Claude Clark Papers Page 133



1969-September-07 Letter (1 Page & Envelope)

rJacob Lawrence
211 West ' 106th Street
New York, New York 10025

September 7th 1969

Professor Claude Clark
Merritt College

571, Grove Street
Oakland, California 94609

Dear Claude Clark:

Just a short note to thank you for your letter and the corespondence
in regards to the Oakland Museum and The Black Art Advisory Committee,
I can fully appreciate all that The Black Art Advisory Committee is
trying to accomplish,

My wife and I are looking forward to meeting you. We shall call you as
soon as we get settled.

Regards to your family.

Sincerely yours,

Oheh ‘f&uwu

Jacob Lawrence

Jacob Lawrence
211 West 106th Street oo
New York, New York 10025 ..

® Professor Claude Clark
Merritt College
571, Grove Street
Oakland, California 94609
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1969- November-12 Letter (1 Page)
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1969-December-24 Letter (2 Pages & Envelope)
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1970-May-25 Letter (2 Pages & Envelope)
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1970-September-27 Letter (1 Page & Envelope)

Apt, 8B
211 West 106th Street
New York, New York 10026

September 27th 1970

Dear Claude and Effie:

Heres hoping that this finds you and the family in the best of health
and in the highest of spirits.

This letter is especially to let you know that we recieved the tane for
which we wish to thank you. It is a wonderful addition to our material
on and about Rlack Artists and their philosophies, Elton Fax visited
last week and we had the opportunity of hearing the tape on his machine,
It contributed to us having a most rewarding evening.

Please pardon the delay of this letter, Delay due the fact that, after
being in Maine all summer, we are still in the process of organizing our-
selves for the coming year getting things out of storage...teachine ...
painting etc. Soon it will be getting cold and we are not looking forward
to it...especially after having a taste of that henign weather on the
west coast.

We hope that your work is progressing well for you both, and the same for
Claude,Jr. and ilice, Hello to both of them for us.

Again, thank you for the tape., It shall always be a reminder of our get-
ting to know and appreciate your friendship.

Gwen sends regards and we both wish you continued success,

Fondest regards,

N

AFTER 5 DAYS RETURN TO

Jacob lawrence X
211 West 106th Street

New Y rk, New York 10025

ZIP CODE

Professor and Mrs, flaude Clark
788 Santa Ray Avenue
Oakland, California 94610
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1971-June-01 Letter (1 Page)

ipt, &%
211 West:106th Street-
New York, Mew Vork 10025

June 6th 1971
Dear Nlaude and 7ffie:

Thank you for vour letter, is always it was good hearing from vou and to
learn that all is going well, 'lso to learn that you are still involved
in the bistory of the Rlack irtists by way of the filmstrin and record-
ings. It is good to know that there is a record beine kent for future
generations, ' ‘

e saw Tlton as recently as several weeks 2go, He told us what a wonder-
ful experience it was for him to see the West Coast for the first time,

—— We-were surprised-to learn that this was his first trip “est, since he
has traveled so extensively, imong other things that he-‘told us was, how
he enjoyed seeing vou., He is quite a person...as artist, writer and man,
e know that by now vou have seen Petty. Ye hope to get her reaction to
the trip when we see her,

It is true that we are going est to Seattle in September, Ye are looking
forward to the experiehce and of course accomplishing much work, e also
hope to cover much of the est Coast this time, and in the process will
be looking forward to seeing vou both,

This has been an especially‘trying and busy vear here at Pratt. Like so
many Schools in these times, there-are so many issues to contend with,...
reorganization, student currtculum, the vhilosoohy of education generally,
student politics, and above all....economic and budjet adjustment., For
most of us here at Pratt, it has been a most challenging, and when suc-
-céssful,..rewarding experience, is Coordinator of the Airts...it has been
a most busy and time consumming period for me, is a result I have not ac-
complished as much of my own work this year as I would have-liked, Anotheg
reason that we are looking forward to Seattle., is vou state, moving is a
chore for all of us. So Gwen and I have our summers work cut out for us.
e are planning a four day visit to Skowhegan this summer, and while
there, we hope to get in some swimming, and of course we will enjoy that
good fresh air,

As usual there is much activity soing on in Rlack art circles...and all
for the good. Rearden and Hunt are just ending a two month two-man exhi-
bition at the Museum of Modern Art,., The opening, which we attended, was a
huge success, it was packed. The exhibition as & whole has been very well
recieved. So we are getting somewhere. It was the first time that two
Rlack artists have been so honored,

We hope that your work is progressing well...to your satisfaction. Ve are
looking forward to seeing more,

Hello to Alice and to Claude, Jr., and again, thank you for your wvery
thoughful letter,

v

Fond regards,

akzaaalfwm
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1971-October-18 Letter (3 Pages & Envelope)
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1974 Postcard (Front & Back)
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Jow i Thobes? of loadZh, b)sun,
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%,.Mufma oy ) ‘g reat o
i 15 et Hrres A{f‘%/ Mra Clusce Cinyyy

4 . A
0lt0rcSron ., e B Hay .
.dp%' {Z/d” e Sy

W, y “ forwer b Ok toy) 7,7,
2 y:f/ a; o your hace hod g (’M/w”’”‘
el 20 “m e, felr, Fs Clessts 7 746 10
P e, A P?Ma/y{ ?w - ;)M
Lower Niger Bronzes PRS0 4-5,‘ /? /

Bronze altarpiece: a hunter returned from the chase
with a dead antelope. Provenance unknown, Lower
Niger, Nigeria. 143in (37cm)

The British Museum

copyright c/E/46
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1986-September-26 Exhibition (Front & Back)

OAKLAND MUSEUM ASSOCIATION
1000 Oak Street
Oakland, CA 94607

You are cordially invited to a preview of the exhibition Jacob
Lawrence, American Painter, and a reception for the artist.
This major retrospective celebrates the creative genius of one of
America’s most important painters.

Friday, September 26, 1986
6:00-8:30 pm

The Oakland Museum—Great Hall :

Mr, Claude Clark, Sr,

* no-host cocktails 788 Santa Ray Avenue

* hors d’oeuvres '
« Bill Bell Quintet Oakland, CA 9ag1n )

@ 6=,
» o the astii and Francine Seders Crys .

",

BOR o o
AMERICAN :

PAINTER
September 27-November 30

This exhibition, organized by the Seattle Art Museum. is made possible by a grant from the IBM
Corporation, with additional support from The Institute of Museum Services and the Oakland
Museumn Association.

This preview is sponsored by the IBM Corporation and the Patrons of the Arts and Humanities.

Please present this invitation to admit yourself and a guest. Free Parking.
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1987-October-01 Exhibit (3 Pages & Envelope)

The Board of Trustees and
the Director of
The Brooklyn Museum

cordially invite you

to the Members Preview of the exhibition

This exhibition, which will be on view through J ACOB LA RENCE
N ber 30, 1987, ized by the Seattle Art
useur and s made Pl oy & grt o ch AMERICAN PAINTER

IBM Corporation, with additional support from the
National Endowment for the Arts.

The Museum Café and The Museum Shop will be open ' Thursday evening, October 1, 1987
from 6 until 8:45 p.m. i from six until nine o’clock
Direct motorcoach service to The Brooklyn Museum

will depart from the Plaza Hotel at 5:30 p.m. and from

the southeast corner of West Broadway and Houston at

6 p.m. Return service will depart from The Brooklyn

Museum at 9 p.m. Fare is $3.00 one way and $5.00

round trip, to be paid on the bus. To reserve seating on

the bus, please call (718) 638-5000, ext. 327, by i

September 28. 3 cash bar
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Jacob Lawrence (American, b. 1917)
Cabinetmaker, 1957

Casein on paper, 30%2 x 22% inches
Hirshhorn Museum and Sculpture Garden,
Smithsonian Institution, Washington, D.C.

The Brooklyn Museum .
200 Eastern Parkway g
Brooklyn, New York 11238 :

Mr. and Mrs. Claud Clark
788 Santa Ray Avenue
Oakland, CA 94610
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1988 Postcard (Front & Back)
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1994-February-10 Letter (3 Pages & Envelope)
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1995 Museum Brochure (2 Pages)

TALKS A

FOR FRIEN

ND

HAMPTON UNIVERSITY

VOL.III, ISSUE 3

JACOB LAWRENCE:
THE FREDERICK DOUGLASS

AND HARRIET TUBMAN SERIES
OF NARRATIVE PAINTINGS
RETURNS TO HAMPTON

by Mary Lou Hultgren

g on January 17, 1995, Friends
Museum will have the opportu-
itv to see Jacob Lawrence: The

Fr»— iA rick Douglass and Harriet
Tubman Series of Narrative Paintings,
1938-1940 an exhibition featuring the
of one of this century’s most re-
ed American artists. The sixty-three
in this exhibition, last seen at
e vears ago, chronicle the
two of the most famous
nists as they achieved
the challenges of the
t followed. These
‘e paintings, given to
Museum in 1967
on, also commu-
n A mes in Jacob
L al value of

Atlantic
moved to
930. The

ral environment of
luring the Depression greatly
rence. In addition, the

ral legacy of the Harlem Renaissance
important impact on Lawrence,
tended WPA art workshops taught
1 African American artists
movement. It was

Lawrence was still an emerging
artist, The Frederick Douglass and
Harriet Tubman Series of Narrative
Paintings, were inspired by stories
the artist heard of legendary
figures in African American
history. According to Lawrence,
the lives of Harriet Tubman and
Frederick Douglass “weren’t
remote history to me. I'd heard of
their feats from the elders in such
an emotional and dramatic way. I wanted
to paint them, because they were left out
of the American story.”

Jacob Lawrence's use of brilliant color,
simplified form and conceptual unity give
the works a widespread appeal to audi-
ences of all ages. Perhaps Lawrence’s
remarkable ability to express the theme of
the universality of the human struggle
remains the series’ most important
achievement. The extraordinary stories of
Douglass and Tubman'’s struggle to
survive, overcome and achieve can inspire
all people throughout the world.

This special exhibition marks the
conclusion of a three-and-one-half year
national tour, which took the works to
eleven museums around the country. The
exhibition opened in February, 1991, at the
Memorial Art Gallery of the University of
Rochester in Rochester, New York, an
ortant city on the Underground
traveled to the

The Sudic

my

B R
()
v

Jacob Lawrence, Frederick Douglass Series No. 30, 12" x 17 3%

Museum in Harlem; The Baltimore
Museum of Art; the Delaware Art Mu-
seum, Wilmington; The Art Institute of
Chicago; The Museum of Fine Arts,
Houston; the Joslyn Art Museum, Omaha:
the Los Angeles County Art Museum; The
Fine Arts Museums of San Francisco and
the Tacoma Art Museum. At each venue,
the exhibition captivated audiences and
received rave reviews. For example,
during the summer of 1992, more than
92,000 attended the exhibition at The Art
Institute of Chicago, with some visitors
returning as many as nine and ten times to
see the paintings.

The exhibition will continue at Hamp-
ton through July 31, 1995, allowing time
for our Friends to return to the museum
for many viewings. A variety of programs
are being planned throughout the winter,
spring and summer in conjunction with
rhe e\hlbmon \\atuh your mail for

announce
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TON UNIVERSITY MUSEUM
e Zeidler

Lou Hultgren

of Collections
Bruce
of Exhibitions

=ssa D. Thaxton
cuate Curator (and) Director

swbership and Community Programs _
"n Spencer

“Sor of Education and Public Programs
Harris Bowles
g Editor - International Review
American Art

Holden Jennings
it to the Director et
‘Webber

strative Assistant

MUSEUM

HAMPTON UNIVERSITY

HAMPTON, VIRGINIA 23668

Bl
PS METER i
715449 9Lk 8 PRNTRERE |3

Mr. Claude Clark, Sr.
788 Santa Ray Avenue
Oakland, CA 94610

8:00 a.m. - 5:00 p.m.

12:00 noon - 4:00 p.m.

Phone - (804) 727-5308

D THOUGHTS is published three times a year,
= ond spring. by Hampton University Museum.

‘ on University Museum is supported in

% cramts from the Ford Foundation; the Institute
cwm Services, a federal agency; the Kellogg

“om. the Lila Wallace Reader's Digest Fund;

ity of Hampton Arts Commission.

have just joined.
CONTRIBUTORS

Max Roach

Dr and Mrs. Robert E. Steele
ORCANIZATION

Knowledge

FAMILY

M and Mrs. William Hines, Jr.

nne Braxton
McClinney-Brooker

Kevin E. Consey
D Mary Schmidt Campbell

NEW FRIENDS OF THE MUSEUM
We wish to thank all of the continuing

Friends for renewing their membership
'3 to welcome our new Friends who

"lllll‘lIII”llnl”"ul”nlI

Clarence Farmer
Janice Farver

Dr. Henry Louis Gates, Jr.
Jerry Givinish
Thelma Golden
Ethan Hall

Ellen Schwartz Harris
Dr. Leslie King-Hammond
Julia Hatton
Charlayne Haynes
Carol Hazelwood
Karen Higha

Richard Hill

Bay Hollowell

Evelyn Du-hart
Corine Jennings
Steven L. Jones

June Kelly

Joseph D. Ketner

Dr. Duane King

April Kingsly

Susan H. Krane
Thomas Krens
Theresa Leininger
Veronique Lemelle

Diana L. Linden
Robert MacDonald
Richard Mayhew
Marisol Nieves
Anna C. Noll

Lloyd Oxendine
Caroline Parra

Dr. Lisandro Perez
Dr. Phifer

Lisa Phillips

Diane Pilgrim
Adrian Piper

Dr. Richard Powell
Yolanda Pumenta
Valerie Riles

Dr. James Rubin
Charles Searles
Lowery Stokes Sims
Rochelle Slovin
Carlos Gutierrez-Solana
Ed Spriggs

Dr. Robert Farris Thompson
SENIOR

Julia M. Jones

STUDENT

Peter ]. Boykin

Joan L. Rhodes-Copeland
JoAnne E. Cramatie

Lisa Crawley

Mr. James F. Stewart

RENEWALS

INDIVIDUAL

Dr. Elnora Daniel

Mr. Dan Daily
Kathleen Housty Duff
Darryl L. C. Otero

*In Memorian - Friend of
the Museum, Mr. Jay Barr
died July 1994. The staff
and Friends of the Mu-
seum extend their most
sincere thoughts and
prayers to the friends and
family of Mr. Barr.
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Letter (1 Page)

Jacob Lawrence Art, &R

211 West 106th Street

New Vork, New York
10025

Dear Claude and ©ffie;:

Thank vou for your letter of May 31lst. This, too, shall
just be a short answer to vour letter. As ever, it was
good hearing from you and to learn that all goes well;
and that vour projects are in full swing or about to
become so...painting, vrintmakine, etc.

fwen and I are now making prevarations to go to Skow-
hegan, Maine for the summer where, T will be teaching
at the Skowhegan School of Tainting and Sculpture, Al-
though it will be a busy summer for us..,.we are look-
ing forward to it. Comins in contact with art students
from throughout the Country.is, for me, I have found,

a very stimulating and rewarding exrerience., So our
address beginning July lst through August 27th will be:

The Skowhegan School of Painting and Sculpture
P,0. Box 449
Skowhegan, Maine 04976

After which, we will be back at our New Vork Address
permanently.

I am sorry that I forgot to mention in my letter to
vou that the check from Verritt was recieved quite
some time ago...it was in the amount of %200,00, a
very. neat sum., So thanks again,

Any information that I come by pertaining to creative
works being vassed on in the family...will be forward-
ed on to vou,

In the meantime keep well,..and wishing vour painting

and other projects continued progress. Fello to Claude
Jdr. and Alice,

With fond regards,

ik
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Samella Lewis

1990-December-30 Letter (1 Page)

THE INTERNATIONAL REVIEW OF

African American Art

213 934-7388 + 1237 Masselin Avenue +  Los Angeles, California 90019
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Alain Locke .April 1, 1942
Io:nqL C:?o&:c /x\omrm:o*ozu U AU

Deer Clerk:
I wes delighted to get your letter, and
thenk you for your eppreciation of my interest
in you and the other younger artists. I can assure
you it is genuine, and that I Um4m long since dis-
counted the superficiel 1ily-whitism of that com-

i B

mercialized poseur, Elmer Simms Cempbell. However,
it is herd to convince Negroes, even the so-called

intellligent ones, not to fall for tinsel and gold

bricke . ~ w
I tried to get to Philly lest week-end; but will m
surely be there within the next two weeks. Shall i | nmmm - ]
look you up without feil, as H,dmw% much want to ; WWWM\
see your recent work. mmmm
With ell best wishes, M"mW
Ab.m

Sincerely yours, o &

(e M e

T

1942-April-01 Letter (1 Page& Envelope)

Alain Locke

Page 156
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1942-April-13 Letter (1 Page & Envelope)

| 9GP0 | |

April 13
Howard C:?ma:c Washington, D. C.

>_nm: FOn_Am

DEFENSE;

W

‘BONDSANL‘i

Dear Clark:

Thanks for your last letter. I am reasonebly
sure now that I can be in Philedelphia Wednesdey
the 15th. I shall drop by the studio around 4

in the mwwwwwoob. inless you have word from me

im to the contrary from New York, where I shall
be on Tuesday.

Looking forward with pleasure to Seeing you
and your work. Did you send anything in to the
Atlanta University exhibit? They open April

26th, T T

Sincerely yours,

o e
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1942-July-05 Letter (1 Page & Envelope)
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1943 and 1945 Postcards

Lk b, £
@ ey

B Gl Bk ik Jo ]
Wmﬂ\:&\ &.‘W\}{ e

W&\? %:r:sQ,Emm_mo_ .:»m:m Euéww&po_ :
D o, I

z Pl
o

Dear Cletde: e } A
Greetings to %n__c and Mmﬁow msn .

best wishes for Claude Jr. 5

Must try to see you soon. Certainly, you

amy use my endorsement again, and good luck

this time!

SR TS mubcmu.mu.w.\J :

L
¥
I
8

\qw?f_ .Nx lb\».;& %\3\»\

438 Mo

srx ¢,
gl
@
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1944-November-22 Letter (1 Page & Envelope)
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1946-December-15 Letter (1 Page & Envelope)

-
|
|
|

-

AYTER FIVM DAYS RETURN TO . -
DerAnTMENT OF Pnrirosorny 5 \T’% MAIL, 3
IOWARD IVERSITY D &
g AL S oECIs @ EARL R

WABHINGTON 1, D. ©.
<130AM c; Lok abed

v’F;AW ‘uuRpw-’r. X

D s, o

628 Ny 3230 54

bf:'XIEIh Locke
Haward yniversity

washington, p.cC.

‘Dear pr. Locke:

I would like your permission to use your name again
this year, as I am competing once more for a Rosenwald
Fellowshipe I have been informed that the Rosenwald
Fand is n"closing out" and I would like to get in under
the fence before the "cupboard is bare.n

I hope that this note finds you in the best of
health. Thanks for everything.

‘Sincerely,

oo odf Gz

@—g—f/ @
Gond "WA/L/Z‘Z’K

e Bt

' J/uu‘/’["' %&M&/’VL
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1948-July-05 Letter (1 Page & Envelope)

them. Sincerely
: A &:ﬂ oche-

{ BT E I I N &

27-
g

Alain Locke 1326 R St, N.W. Washington 9, D.C.

Dear (Claude: )

Appreciste your recent letter. Some time
back I hed e ».oﬁ.: from Talledega concerning
your epplicetion there and snswered it promptly
I hope you will be hearing favorebly from them.
Don't close too quickly with that Mississippi

propositione I hed me referred primarily to
selary secutity, but also to the living condi-
tions of such & prejudiced community.

Sorry I sent no note; I have been very
busy with term end metters, some of which are
not yet liquidated. Best wishes for the family
end kind remembrences to Effie. When I get &
spare hour or so, I will look in on you.

A heppy month et Wmuhwm Hill; the Brin-

tons ere reasl people. Please remember me to

|

* —

-~
-

-
>a

o

veal
81

‘6 uoBurysesm AN IS ¥ 9z€1

Mr. Claude Clark
628 North 32nd Street

Phidadelphis 4, pa.
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David Mora

1976 Letter (1 Page & Envelope)

Dear and respected frinds :

I should lilke to thank you very deeply for your
collaboration, which made possible my trip to the
Democratic German Republic, I was able to attend the Congress
of Graphic Arts ( INTERGRAFIK 76 ) held in Berlin during
November of 1076,

The Congress consisted of diseussions concerning the
sconomic and sosio-eultursl situation of the artists in
their verious countries; ihers was also discussion of the
theme "Grephic Arts and J'odern Techniques®, Furthermore, an
exhibition was held whers a tobal of 1100 works were exhibited,

repressnting 150 artists from 56 countries; a "Bazar for

Solidarity with Third World Countries" wus organlzed and a
total of 9500 marks was collected,

In the discussion on "Graphic Art an Hodern Techniques",
I participated with a paper on "Photogravure and its Technical-
Communicative Problems", and I also participated with a brief
summary of "The History of Graphic Arts in Mméxico", which in-
cluded the projection of slides. Afterwards, we presented a
lecture to some of the youth of Germany on the theme "Basic
Tdeas of Mexican Graphics", inclvding the themes of Latin Ame-
rica and its relation to the Intergrafik,

At the conclusion of the Congress I went to visit art scho-
ols, rmseums, and resident artists in the cities of: Dresden,
leipzieg, Perlin, ¥agdeburz, Amsterdam, Paris and London.

Once again, my sincere thanks for your generous help,

s O
Yours, David Mora Catlett. WWW\ L 5

V & 4 4 4 4 4z 4
DAVY MORA

GARAMPBULLO ~12

Mexide 17 OF

M. Clowde Clarfe
783 /&Mm«% (L2
Qaalarcd, (alf.
U  q4bib POR AVION
AIR MAIL

‘ (
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Norma Morgan
1971-November-04Letter (1 Page)

Nov. 4t%h, 1yY71

Merritt College now Urove S5t
5714 Grove St.

Oakland, “slifornia 94609
c/o Mr. Claude Clark

Read U c\a

Dear Mr. Clark:

Enclosed is & biographical cketch, pnoto, end ten slides. Sorry

I couldn't make it an even I hope to have more e in near futu

when finances permit, I hope all arrives safcly and that

fit from che

211. Iam indeed pleased to be included in

#ax'c book on 17 Black artists, anda to be

Thank j;ou for sending the infor
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William Pajaud

1968 Biography (1 Page)

PAJAUD

BORN: August 3, 1925, New Orleans, Louisizna
RESIDENCE: Los Angeles, California

EDUCATICN:  Xavier University, New Orleans, B.A.,
' Fine Arts Chouinard Art Institute,
Los Angeles

EXHIBITIONS: Los Angeles County Art Institute, Los Angeles
Los Angeles County Museum, Los Angeles
Los Angeles County Fair, Pomona, California
- Los Angeles Art issociation, Los Angeles
Atlanta University, Atlanta
Orange County Art Show, San Bernardino, California
California Watercolor Society
Pasadena Art Museum, Pasadena, California
Crocker Gallery, Sacramento, California
De Young lMuseum, San Francisco
Westside Jewish Community Center, Los Ingeles

ONE MAN SHOWS:  Esther Robles Gallery, Los Angeles

: Joseph Massa Gallery, Los Angeles
Esquire Theatre, Paszdena, California
Emerson Gallery, Encino, California

COLLECTIONS: T. M. Doheny, Beverly Hills, California
Sammy Cahn, Beverly Hills, California
Harry Karl, Beverly Hlills, California
Norman O.- Houstoh, Los Angeles
Mrs. Arthur Bernstein, Van Nuys
Charles T. Coiner, Philadelphia
George A. Beavers, Jr., Los Angeles
William Goldberg, Arcadia, California
Norton Simon, Los fAngeles
American Artists Group,

Westside Jewish Community Center, Los ingeles
Atlanta University, Atlanta

AYARDS: Atlanta University Annual
: Westside Jewish Community Center Annual

AFFILIATIONS: Society of Graphic Designers
California VWatercolor Society
. Los Angeles Art Association
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1968-September-20 Letter (1 Page)

GOLDEN STATE MUTUAL LIFE INSURANCE COMPANY

HOME OFFICE POST OFFICE BOX 2332, TERMINAL ANNEX * LOS ANGELES, CALIFORNIA 90054

.September 20, 1968

Mr. Claude Clark
788 Santa Ray Avenue
Oakland, California 94610

Dear Mr. Clark:

Thank you very much for the Black Visual Arts course material, and
while I haven't had a chance to study it, I look forward to doing
so this weekend.

As for my philosophy of art, it is extremely personal and probably
has little validity for anyone else; however, here 'tis.

Art is a meainis of telling the many and varied stories of
my people - their problems, tragedies, hopes, dreams,
aspirations and yes, even their weaknesses - the aesthetics
of which are almost incidental.

My photo and the two mural brochures which you requested are enclosed.
Five slides of my work will be sent under separate cover. Sorry I
don't have more. Slides of the Golden State Afro-American Art
Collection will take more time, but we'll get them to you as soon as
possible.

It was good of you to visit with us at Golden State on your recent
trip /here. Thanks very much for your interest.

ww y

William E. Pajaud
Director of Public Relatioms

aw
Enclosures

P.S. 1I've decided to enclose my slides rather than mail them separately.
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1969-February-24 Letter (1 Page)

GOLDEN STATE MUTUAL LIFE INSURANCE COMPANY

HOME OFFICE 1999 WEST ADAMS BOULEVARD -+ LOS ANGELES, CALIFORNIA 90054

February 24, 1969

Mr, Claude Clark

Art Department

Merritt College

5714 Grove Street
Oakland, California 94609
Dear Claude:

Please accept my apologies, but I just haven't been able to find
the time to tape that 5 minute statement,

I promise you that I'll do so sometime this week,

Between the job, a one man show and a 30 minute film on the Black
Artist which is just now completed, well time seems to run out.

Please bear with me., Thanks,
Sincerely,

lgtﬂ

William E, Pajaud

Director of Public Relations

bs
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Regina Perry

1972-May-26 Letter (2 Pages)
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Horace Pippin

Exhibit (6 Pages)

[ Tell My Heart

The Art of Horace Pippin

I TELL MY HEART: THE ART OF HORACE PIPPIN
has been organized and circulated by
the Pennsylvania Academy of the Fine Arts, Philadelphia.

The exhibition and its national tour are sponsored by
PHILIP MORRIS COMPANIES INC.
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ABOUT THE ARTIST
Horace Pippin was born on Washington’s birthday, Febru-
ary 22, 1888, in West Chester, Pennsylvania. His family,
who worked as laborers and domestic servants, were the
descendants of slaves. In 1891, they relocated to take up
work in the resort town of Goshen, New York. As a boy,
Horace showed a strong interest in drawing. He won his
first set of crayons and a box of watercolors in a contest
sponsored by an art-supply company. Goshen was the site
of a celebrated harness racetrack, and Pippin made draw-
ings of the horses and drivers. He attended a segregated
one-room school until 19o2, when he left at the age of
fourteen to help support his family. Harriet Pippin died in
1908; and, by 1912, Horace had moved to Paterson, New
Jersey. There he worked for a moving and storage compa-
ny, where one of his tasks was crating oil paintings. This
was his first exposure to fine art. During the next five years
Pippin also worked in a coal yard and in an iron foundry,
and as a hotel porter and a used-clothing peddler.

Horace Pippin wrote that World War I “brought out

The End of the War: Starting Home, c. 1930
Oil on fabric, 25 x 32 in.
Philadelphia Museum of Art, Given by Robert Carlen

all the art in me.” In 1917 the twenty-nine-year-old enlisted
in the Fifteenth Regiment of the New York National
Guard. He was promoted to corporal in the all-African-
American 36gth Infantry Regiment of the g3rd Division of
the United States Army. Landing in Brest in December
1917, the regiment laid railroad track prior to serving at the
front lines under French command in the Argonne Forest.
While in the trenches, Pippin kept illustrated journals of
his military service from which six drawings survive. In Oc-
tober 1918, a German sniper shot him through the right
shoulder. The future painter was honorably discharged the
following year, after fourteen months of service.

In 1920, Pippin married the twice-widowed Jennie
Fetherstone Wade Giles, who was four years his senior and
had a six-year-old son. Jennie owned a home in West
Chester, Pippin’s birthplace; and they settled there and sup-
ported themselves on his disability check and her work as a
laundress. A community-spirited man, Pippin helped orga-
nize a black Boy Scout troop and a drum-and-bugle corps
for the local American Legion post for black veterans, of
which he also served as a commander.

As therapy for his injured right
arm, which he could not raise above
shoulder height, Pippin began using
charcoal to decorate discarded cigar
boxes. When in 1925 he began burn-
ing images on wood panels with a hot
iron poker, the result delighted him,
“It brought me back to my old self.” In
1928, at the age of forty he expanded
to oil pigments and painted with his
right hand propped up by his left. His
first painting—The End of the War:
Starting Home, 1930—occupied him
for three years. Never again would he
put so many layers of thick paint on his
surfaces, nor would he whittle images
(such as this WW I materiel) on a
frame.

Pippin was a tall, genial man
with an easy sense of humor and a pro-
found religious spirit. He painted in
his spare time, often at night in the
parlor of his home. In the thirties,
West Chester shopkeepers occasional-
ly hung Pippin’s works in their stores. He first gained the
attention of the art community when two of his paintings
were awarded honorable mention in the Chester County
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Domino Players, 1943
Oil on composition board, 12% x 22 in.
The Phillips Collection, Washington, .c

Art Association annual exhibition of 1937. The local art
critic and collector Christian Brinton and the well-known
artist and illustrator N. C. Wyeth then arranged a solo
show of Pippin’s work at the West Chester Community
Center, located in an African-American neighborhood.
Within a year, New York'’s Museum of Modern Art includ-
ed four of Pippin’s paintings in Masters of Popular Paint-
ing, a show that reflected the growing interest in contem-
porary self-taught artists. Christian Brinton also brought
Pippin to the attention of the Philadelphia dealer Robert
Carlen, who became his lifelong agent. Carlen then intro-
duced Pippin to Dr. Albert C. Barnes, who purchased his
paintings and invited Pippin to visit his renowned collec-
tion of modern art and to attend lectures at the Barnes
Foundation.

By the forties, Pippin was producing ten to twelve
paintings each year. Occasionally, he returned to earlier
subjects and thus created informal, thematically linked se-
ries. His sources were varied: images might be inspired by

a motion picture, as in Cabin in the Cotton, 1935; a well-
known book, such as Uncle Tom’s Cabin, as in Uncle Tom,
1944; an insurance calendar reproduction, as in The Elk,
1945; current events, as in A Tribute to Stalingrad, 1942.
Pippin’s portraits were done from life, Portrait of My Wife,
1936; from memory, Paul B. Dague, Deputy Sheriff of
Chester County, 1937; and from photographs, Marian An-
derson I, 1941.

Pippin died in his sleep in 1946 from a stroke at the
age of fifty-nine. Man on a Bench, 1946, his last completed
work is widely regarded as a spiritual self-portrait. Be-
tween 1930 and 1946, he had painted approximately 140
works on fabric, wood, and paper. During his lifetime, mu-
seums and galleries in Philadelphia, New York, Chicago,
and San Francisco mounted major exhibitions. His paint-
ings were actively collected by such diverse individuals as
the actor Charles Laughton, the statesman W. Averell Har-
riman, and the playwright Clifford Odets. They were pur-
chased by such public institutions as the Pennsylvania
Academy of the Fine Arts in Philadelphia, New Yorks
Whitney Museum of American Art, Washington’s Phillips
Collection, and the Albright-Knox Museum in Buffalo.
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ABOUT THE ART

Pippin’s first paintings reflect his first hand experience as a
combat soldier in the European trenches of World War 1.
In addition, he depicted regional landscapes, such as The
Bear Hunt, 1930; imaginative vignettes, such as The Lady
of the Lake, 1936; and memory pictures, such as After Sup-
per, West Chester, c. 1935, a charming intergenerational,
interracial view of turn-of-the-century West Chester.

In humble domestic interiors Pippin celebrated
African-American mothers lovingly bathing their children
on Saturday night, serving them breakfast on Christmas
morning, and presiding over their prayers. In Domino
Players, 1943, a depiction of his own family circle, Pippin
himself appeared as a youthful onlooker while a keen-
eyed, pipe-smoking granny matched wits against a younger
woman in a game of dominoes. The delightful still life of
fabric scraps, spools, and scissors at the feet of the nearby
quilter reveals the artist as an acute observer of women’s
traditional handiwork.

In Pippin’s compositions, textiles are often used to
convey vibrant visual messages.
Women wear dotted shirtwaists,
striped dresses, and checkered
aprons. Red radiates from men’s
union suits and from women’s head
cloths. Braided rugs and quilts are
highly important objects in his cozy
interiors. Sensitive to regional and
racial variations in women’s work,
Pippin shows us a white woman
stitching a log cabin-style coverlet in
Quaker Mother and Child, c. 1944,
while the black youngster in Interior,
1944, sits on a gaily colored throw
that reveals the playful inventiveness
of African-American quilt patterns.

Exposure to the art in Dr
Barnes’s collection seems to have in-
spired Pippin’s fondness for colorful
floral still lifes. He painted at least
two dozen between 1940 and 1946.
Although he once said to the African-
American painter Edward Loper, “I
paint it . . . exactly the way I see it,”
Pippin often depicted fanciful ele-
ments in his flower paintings. These might range from the
athletic figurative sculpture on pedestals in Victorian Par-
lor; 1945, to the earnest reader depicted on the vase in

5

i i

Al

Summer Flowers with Two Chairs, 1944.

In 1942 Pippin created an informal series of history
paintings about ]ohn Brown, an anti—slavery businessman
who in 1859 staged an ill-fated, armed raid on the federal
arsenal at Harper’s Ferry, Virginia. John Brown Going to
His Hanging is based on the eyewitness account of Vir-
ginia-born Harriet Pippin (1834-1908), the artist's mother.
He has here included a unique portrait of an African-
American woman observer, which surely is a depiction of
the young Harriet. In 194243 he also focused on Abra-
ham Lincoln at various stages of his life. These works attest
to Pippin’s abiding interest in the history of African-Amer-
icans in the period of slavery and emancipation. Signifi-
cantly, all of these works were painted during World War
I1, at a time when African Americans were again fighting
for their country in segregated regiments. Such events as
the Detroit race riots of 1943 were vivid indications of re-
newed racial tensions in the first half of the forties.

The relatively few images that Pippin painted re-
garding the abuses of slavery and the effects of racial pre-

John Brown Going to His Hanging, c. 1942

Oil on fabric, 24 x 30 in.

Pennsylvania Academy of the Fine Arts, Philadelphia,
John Lambert Fund

Claude Clark Papers Page 173



judice were also done during this time: these include The
Whipping, 1941, and Mr. Prejudice, 1943. In this commis-
sioned work, a decidedly dark-skinned Statue of Liberty
and a malevolent Klansman watch from opposite sides as
the V for allied victory is undermined by the forces of in-
tolerance. Below, an African-American sailor and a Cau-
casian pilot extend their hands in friendship before a seg-
regated assembly of black and white machinists and sol-
diers.

Pippin was greatly troubled by national and global
events in the forties: “The world is in a Bad way at this
time. I mean war. And men have never loved one or anoth-
er. There is trouble every place you Go today,” he wrote in
April 1945. These comments, addressed “To My Dear
Friends,” are part of his response to a request to explain
the imagery in one of his most haunting and original
works—The Holy Mountain—which he executed in three
versions. He went on: “Then one thinks of peace.... Can

Mr. Prejudice, 1943

Oil on fabric, 18 x 14 in.

Philadelphia Museum of Art, Gift of Dr. and Mrs.
Matthew T. Moore

there be peace, yes
there will be peace, so
I looked at Isaiah XI-
6-10.... I went over it
4 or 5 times in my
mind. Every time I
read it I got a new
thought on it. So I
went to work.”

As it happened,
Pippin’s dealer, Ro-
bert Carlen, was the
chief advocate of the
work of the Quaker
artist Edward Hicks
(1770-1849), who had
painted  numerous
scenes of the Peace-
able Kingdom based
on Isaiah’s prophecy.
With the example of
Hicks as a possible im-
petus and his own
meditations on the
text as sustaining in-
spiration, Pippin cre-
ated a deeply moving
vision of a time “when
the wolf will dwell —
with the lamb... and a little child shall lead them.”

Pippin concluded by explaining why he had painted
scenes of combat, lynching, and graves in the background
landscape: “Now my picture would not be complete of to-
day if the little ghost-like memory did not appear.... As the
men are dying today the little crosses tell us of them in the
first world war and what is doing in the south today—all of
that we are going through now. But there will be peace.”
The date of D day, “June 6, 1944,” is painted on one ver-
sion; another bears the date “Dec. 7, 1944,” the third an-
niversary of the Japanese sneak attack on Pearl Harbor;
and a third was completed on “Aug. 9,” the day the Ameri-
cans dropped the atomic bomb on Nagasaki.

Horace Pippin is valued for his intuitive skills in han-
dling composition, color, and form. Through a process of
abstraction, his visual language stripped away appearances
to reveal essential values. He is considered the equal of the
self-taught French master Henri Rousseau, who was great-
ly admired by the European modernists in Paris. Tellingly,
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The Holy Mountain III, 1945

Oil on fabric, 25 x 30% in.

Hirshhorn Museum and Sculpture Garden, Smithsonian
Institution, Washington, p.c., Gift of Joseph H. Hirshhorn

the African-American philosopher and critic Alain Locke
praised Pippin as a “real and rare genius, combining folk
quality with artistic maturity so uniquely as almost to defy
classification.”

Almost fifty years after his death, Horace Pippin still
moves viewers through the emotional honesty and graceful
renderings of his personal vision. His simple statement
“Pictures just come to my mind. I think them out with my
brain and then I tell my heart to go ahead” conveys the
essence of his method by which he created art of universal
significance.

Judith E. Stein

COVER: Detail of Man on a Bench, 1946
Oil on fabric, 13 x 18 in.
Collection Mr. and Mrs. Daniel W. Dietrich IT

PUBLIC PROGRAMS

PROGRAMS FOR ADULTS
OPENING WEEKEND
Catalogue Signing
Friday, January 21, 12:00 noon
Meet I Tell My Heart authors Judith E. Stein and Cornel West
Free with Museum admission
Quilting Workshop
Saturday, January 22, 11:00 a.m.
Learn more about this art form from the contemporary artist
Joyce Scott. Slide presentation and demonstration.
Fee: $5 per person
Curator’s Gallery Walk
Sunday, January 23, 1:00 p.m.
Join Judith E. Stein, organizing curator, for a special tour of the
exhibition.
Free with Museum admission
FILM SERIES

A Tribute to the Artist: A Fight for Freedom
Sundays, February 6 through March 20, 3:00 p.m.
Explore the African-American fight for freedom and search for
self-identity through seven afternoons of compelling films.
Free with Museum admission

LECTURE SERIES

Meeting the Challenge
Thursday evenings, 5:30-7:00 p.m.

Discover how Pippin overcame war, disability, and racism, and how
people today meet similar challenges.

Fee: $40 ($35 for members); individual lectures: $12

($8 for members)

January 27: “The African-American War Experience: World War 17
Robert Gregg, visiting scholar at the University of Pennsylvania

February 3: “Creativity Knows No Limits,” Artists from Nuvisions for
Disabled Artists, Inc. discuss the many methods that disabled artists
use to keep alive their creativity.

February 10: “Climbing Jacob’s Ladder,” Andrew Billingsly, chairman of
the department of family studies at the University of Maryland and
author of Climbing Jacob’s Ladder: The Enduring Legacy of African
American Families

February 17: “The African-American War Experience: World War II,
Racism and the Holocaust,” Leon Bass

An Overview of African-American Art
Thursdays, 5:30-7:00 p.m.

Fee: $55 (850 for members); individual sessions: $15
February 24: “19th Century African-American Art,” Elizabeth Johns

March 3: “An Overview: Self-Trained Artists from Pippin to the
Present,” John Ollman
March 10: “African American Art: 1900-1950,” Leslie King Hammond
March 17: “Contemporary African American Art,” Moe Brooker
PANEL DISCUSSION
The Selling of Pippin: Art vs Image
Saturday, March 5, 1:00-3:00 p.m., including reception
Dealers, collectors and curators debate Pippin’s extraordinary success
in the market place. Panelists: Terry Dintenfass, Thurlow Evans-
Tibbs, Jr., John Ollman, Darrel Sewell, Judith E. Stein.
Fee: $12 ($8 for members and students with 1.D.)
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1941 Exhibition (2 Pages)

RECENT
PAINTINGS IN OIL

]. WOMAN OF SAMARIA ‘ PAINTINGS

Acquired by Barnes Foundation

2. COURTHOUSE — WEST CHESTER, PENNSYLVANIA
Acquired by Messrs. David & Edward Grossman

3. THE SQUIRREL HUNTER ) BY

4. BIRMINGHAM MEETING HOUSE IN LATE SUMMER
Acquired by Mrs. E. Burk Estabrook

5. MY BACKYARD b
¢ wnve " HORACE PIPPIN
7. ROSES WITH RED CHAIR |
Acquired by Mr. and Mrs. David Felix
8. GIANT DAFFODILS
9. PORTRAIT OF MARIAN ANDERSON
10. AMISH LETTER WRITER
1. PINK FLOWERS
12. THE LILLIES

13. TWO ROSES ‘ MARCH 21st — APRIL 20th
BURNT WOOD PANELS

14. MAPLE SUGAR SEASON
15. SATURDAY NIGHT |
16. AMISH STORE

17. MAN SEATED NEAR STOVE
18. THE WHIPPING

19. DUCK SHOOTING

20. FISHING THROUGH THE ICE | CARLEN GALLERIES

i PPER RETURNING HOME ]
i NER ; 323 SOUTH 16th STREET

PHILADELPHIA
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HORACE PIPPIN TODAY

The first comprehensive exhibition of Horace Pippin's paintings
one year ago won for him the distinction of being the first important
Negro painter to appear on the American scene. The fact that the work
seemed crude in the sense that it lacked skill and finesse in the use
of paint, and that it showed no evidence of borrowings from any
old or modern artist, bore out the claim that Pippin had had neither
academic training nor contact with the work of other painters. It was
as primitive as the drawings of the prehistoric cave dwellers and it had
the ruggedness. stark snmpllclfy. vivid drama, naivete, accentuated
rhythms and pictur teristic of the Spirituals of the
American Negrf,,

The present exhibition makes the beholder wonder what has
happened to Pippin during the past year that would explain the
difference between his work of today and that of the recent past.
As one studies the paintings in detail and relates what is observed
to what is universally pted as fund tals of human experience,
of education, and of creative expression, only one explanation of the
change seems possible: Pippin has moved from his earlier limited world
Into a richer environment filled with the ideas and feelings of great
painters of the past and the present. And, as did his predecessors, he
assimilated the meanings, the human values, in great art to the extent
that an organic reconstruction of his whole personality is revealed in
his recent work. This, it may be observed, amounts to a composite of
John Dewey's definitions of experience, of growth of the personality by
education, of creative expression in art.

What evidence does the present exhibition furnish of Pippin's
move in the direction indicated? As a whole, the show epitomizes the
trend of much of the important contemporary painting from the time
it abandoned abstractionism and occupied itself with the scenes and
events of the everyday world. An instance of this direction in Pippin is
his simplified drawing and the utilization of bright, exotic color,
for the depiction of objects and for the formation of compartmental
patterns that contribute to the character of the particular type of com-
position. Here, as in Matisse, colors thus used, are expressive as well
as decorative, each in a personal, individual manner. In Pippin's “Amish
Letter Writer", for example, the sensuous qualities of the colors in the
moon, tablecloth, lampshade and-cup are as personal to Pippin as
Matisse's are to Matisse. Equally positive marks of individuality per-

vade the rest of the picture and determine its drama, sensuous appeal
and plciuresqueness An apparently conventional pictorial effect in
“The Lillies" acq | distinction by means of Pippin's own
technique, in a bilaferally symmetrical arrangement in which ob|ec‘l's and
textures are rendered with meticulous attention to detail. In “Woman
of Samaria", a Venetian theme, the drama of the scene is s{rikingly in-
tensified by the exotic and daring color-contrasts.

The wood panels in the exhibition are reminiscent of Pippin's
early work in their rugged primitiveness, but only in this respect. The
evidence of his development in these panels consists in the use of bright,
exotic, daringly-contrasted colors in the manner indicated above, and
in embodying in each panel an expression of his reaction to the work of
earlier painters. ""Amish Store" and ""Man Seated near Stove", for ex-
ample, recall the forceful expressiveness of Daumier and Cezanne with-
out resort to any technical device of either predecessor. Pictorial novel-
ties of high order are achieved by incorporating as integral parts of the

| position, appealing linear patterns formed by the natural
grain of the wood and heavy lines of contour burnt into the panel.

In Pippin’s progress toward a personal interpretation of the
values realized in the great traditions of painting, he has avoided the
disaster which has befallen so many young artists who have undertaken
a systematic study of the work of famous men. That is, Pippin's own
development has not been arrested by copying traits or techniques
individual to particular painters or traditions. His work shows that he
saw beyond the surface and grasped the meaning of the expression as
a whole. The proof of this is that those characteristics that gave sub-
stance and individuality to his early painting are retained in his recent
work but are enriched by a new store of meanings. For example, the
plenitude of ideas that made his early work embrace a wide range of
compositional organizations, have been fertilized by a more compre-
hensive knowledge of how to apply paint and how to coordinate color,
line, light, space, pattern, to make his compositions more picturesque
and more fully expressive.

One feels that the ruggedness, drama, sincerity, naivete, poetry,
inherent in Pippin's painting from the very start, have gained in dignity
and charm by their embodiment in a structure built of greater know-
ledge and deeper experience.

N ALBERT C. BARNES
March 21, 1941
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Stephanie Pougue
1972-June-01 Letter (1 Page)

FISK UNIVERSITY

NASHVILLE, TENNESSEE 37203

DEPARTMENT OF ART
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James Porter
1969-August-08 Letter (1 Page & Envelope)

JAMES A. PORTER
Department of Art
Box 123
Howard University
Washington, D.C. 20001

August, 1969

Mr., Claude Clark”gr,,
788 Santa Ray Avenue
Oakland, Claifornia

Dear Mr. Clark:

The purpose of this letter is to elicit from you as much information as you may
be willing to share with me concerning your work and career as an artist. I am
persuaded that a new and comprehensive study of Afro-American art is needed and
that my decision to produce such a work for publication early in 1970 is both
right and timely. With your cooperation I shall be able to do more than bring my
first book (Modern Negro Art, Dryden Press, 1943), up to date: The new book will
be not only historically comprehensive but will objectively relate the progress of
Afro-American art in all historical periods to the social and cultural aims and
drives of the American Blacks whose true interpreters have been their artists.

Since the new book must be well illustrated, I am begging for good photographs of
recent work (1960 to the present), in black-and-white or in color. Two, or at most,
three color transparencies would provide me a sufficient clue to the color and/or
tonal qualities of your work. Transparencies in any one of the following sizes
would be acceptable: 24%"x2%"; 3%"x3%", or &4'"x5".

It would also be desirable to have a corresponding number of black-and-white
photographs. Please supply either or both.

If you are a printmaker as well as a painter, I should be willing to have at least
two of your best prints reproduced photographically here in Washington. Naturally,
I would return the original prints to you after having them photographed.

If you are a sculptor, I would only request that you supply me with several black-
and-white photographs spanning the last five years or so of your productivity. The
photographs should clearly suggest the aesthetic dynamics of your work; that is, its
relation to surrounding space and light.

Correct titles, medium and size should be stated for each work. Other detailed
information such as location or present owner of the piece being identified, in
addition to references to your experience as a practicing and exhibiting artist,
your educational background and your philosophy or aesthetic aims, will be all but
indispensable. I hope that you will take the trouble to include the same in your
response.

May I have the pleasure of hearing from you affirmatively not later than Tuesday,
September 30th, 19697

Sincerely,

'JAMES A. PORTER, Chairman
Department of Art
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JoAs Porter

Bex 1023, Art Depta,
Howard University,
Washington, D.C. 20001

Mr, Claude Clark Sr,,
788 Santa Ray Avenue
Oakland, California 94610
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1969-December-27 Letter (1 Page)

December 27, 1969

Mr. Claude Clark
788 Santa Ray Avenue
QOakland, California 94610

Dear: Kr. Clark,

This is to acknowledge with appreciation your
response to my request for visual and other docu-
mentary material on your career as an artist. I am
happy to say that progress is being made toward the
completion of the book which should presently be
announced for publication in the Fall of 1970.

Should there be any further need for your help toward
that end, you can be sure that I will inform you.

Also if you should have anything further tc communicate
to me relative to your progress I shall be very happy
to receive the same.

Sincerely yours,
f‘» Ji 2 3
| A TIPS
/Tames A. Porter, Head
Department of Art
Howard University
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Van Slater

1968-September-19 Letter (1 Page)

1111 East ARTESIA BOULEVARD
CoMPTON, CALIFORNIA 90221
(213) 635-8081 (213) 636-3391

ROBERT Q..MCKINNEY September 19, 1968 ABEL B. SYkes, Jr.
President Dean of Instruction

Dean of Instruction
Merritt College
5714 Grove Street
Oakland, California

Dear Sir:

It has come to my attention that Mérritt College offers
a curriculum in Afro-American studies and I am interested in

obtaining a copy [} curriculum\and any course materials
that deal with ro-American .art« e

course and the main dlfficulty in developing a program in
Afro-American art is the unavailability of films and slides.
Any information pertaining to the curriculum, and particularly
films and slides, will be greatly appreciated.

Thank you for your courtesy.

Sincerely yours,

7
o & 7 z &
T, Flesn
Van Slater, Instructor
Art Department

4%2//&'/ ) %Z%ZW/L . oo, O
i eniticiy g aeSedd M, SLHT 4

aida,

Serving the communities of Compton, Enterprise, Lynwood, Paramount and Willowbrook
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Alma Thomas

1971-October-10 Exhibit (15 Pages)

ALMA W. THOMAS

Recent Paintings
October 10-November 12, 1971

Carl Van Vechten Gallery of Fine Arts
Fisk University

Nashville, Tennessee
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copies of this catalogue published by the Department of Art, Fisk
University, October 10, 1971. Property of the Trustees of Fisk Univer-
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Catalogue no. __LL_ (9

Gallery Hours: Monday through Friday, 8 AM.-5 P.M.
Sunday, 2-5 P.M.
Fred F. Bond, Curator

Photographs: Courtesy of the artist
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FOREWORD

ome forces of life are just as unpredictable today as they were
when the Greeks and the Ethiopians of the ancient world paid
RCCCH[ Paintings lengthy visits on each other and a'long the way marvelled at the
changes they saw revealed through time, space and the essence of
things. In Columbus, Georgia, where Alma Thomas was born 77
by years ago, there probably were few or no predictions that she would
become a leading artist in the nation’s capital and gain respect all
over America for her contribution to the colorist tradition as ad-
ALM A W THOM AS vocated by the Washington School of Painters. She has braved the
S tide which often separates male and female in the world of art,
treading on sacred ground normally reserved for the patriarchs of the
business, claiming her own among names such as Morris Louis,
Kenneth Nolan, Howard Mehring, Sam Gilliam and Gene Davis. She
is a lady, lovely and youthful with a visit of age, contemporary with
her imagery and vitally fresh with her use of medium.

5 She is a colorist artist at heart but her work is always based in the

EARTH AND SPACE SERILS patterns of nature and a world full of change. Space exploration and
the technological revolution we now witness are evident in her recent

1961-1971 canvasses. Large linear movements of paint that are broken up into

diverse forms floating in space, like the rockets and moon cratfs they
sometimes represent, dominate her recent works. (Examples being
26, SNOOPY SEES DAY BREAK ON EARTH, no. 28, SPLASH
DOWN APOLLO 12, no. 30, LUNAR SURFACE and no 32, BLAST
OFF) There are times when the artist seems to ask, where on earth
are the viewers? Then she explains, “Now, I'm way up there on the
moon, I'm telling everyone—stay down here if you want to. I am

o long gone.” She, to use the vernacular, is gone—“long gone,” into
OCtObCI‘ ]0 NOVCIIleI‘ 12’ 1971 the cosmic order where form, color and texture dominate, the like
of which takes anyone by surprise. Here canvasses are full of sur-
prises. Atmosphere, wind, flowers, a rustling breeze, all romantically
tell us that Alma Thomas still paints from the heart.

Her youthful attitude about art and the world of images around
her reveal to us how observant she is of the order of life in the 20th
century. Very few things go unnoticed and unchallenged in her
artistic experience. This is not a new phenomenon in the artist’s
CARL VAN VECHTEN GALLERY OF FINE ARTS work. She has been busy seeing Washington in a special way since
she arrived there in 1907. She has lived at 1530 Fifteenth Street, N.W.,
a quaint home selected by her parents, since that time. She often
jokes about “living in the heart of the ghetto and seeing a form of
beauty that only the angels could see.” In this regard, the artist
explains away the fears of some of her friends who rebuke her for
living in Washington’s most densely populated black ghetto. “This
house has an art tradition,” she says, “and I do not plan to leave it.”

Fisk University
Nashville, Tennessee
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The tradition of a life of culture and human understanding remains
in her home. It is evident in her will to-make art. She maintains no
formal setting specifically called a studio. Perhaps her kitchen, which
is full of windows allowing light to enter and foliage and flowers to
be seen, comes closest to being her workshop. She reminisces that
at the suggestion of her parents, who were at one time members of
the faculty of Tuskegee Institute, she and her sister took off their
shoes when they were about to cross the Potomac River in 1907, and
knocked off the sand which reminded them of the racial conflicts of
Columbus, Georgia. Their parents wanted them to know that they
were entering into a new life. To Alma Thomas, it was a new life
full of culture very much unlike the one she had known in Columbus.
She absorbed all of it. She marvels in the fact that today, Columbus
is a bustling city now moved into the 20th century in a manner
which makes her proud to have been born there.

A special way of expressing form in her paintings is both interesting
and revealing. Her canvasses eagerly anticipate the first colors of
spring. “Forsythia comes on strong with thousands of starry yellow
blossoms and I always look for the lovely circular beds of flowers
in the little parks” says the artist. “You see those circles, those are
the flower beds I see.” She continues, “then come the cherry blos-
soms, pink, white—see the little green leaves barely peeping through.
It is most interesting to me as to how light affects objects.” She
convinces everyone who talks with her that art is the greatest thing
to happen to man.

She has exhibited in more than 70 group shows all over America
and has been featured in 7 one-man shows, all having been well
recevied by critics and public alike.

Commenting on a Retrospective of Miss Thomas’ work assembled
at the Gallery of Fine Arts, Howard University, in April 1966, this
writer stated the following in the INTRODUCTION to the catalogue:
“When one surveys the course of her development as a painter,
outstanding among the findings revealed will be her love of life and
new forms and an expression of joy with media. She has communi-
cated all of this with a sincere desire to participate in things as she
experiences the growth of vital forms.”

This statement remains as true today as then—just as her new
paintings continue to serve as a'fresh revelation of the life of forms
in a youthful art which happens to have been done by a charming
little lady who is now 77 years young.

The Fisk University community welcomes this chance to see this
colorful exhibition which is based in the joy of painting, the love
of nature and an acknowledgement of the changes that make life so
unpredictable, yet worth living.

DAVID C. DRISKELL
Professor and Chairman
Department of Art

Fisk University

STATEMENT
BY THE
ARTIST

y Earth paintings are solely inspired from nature. The display

of the designs formed by the leaves of a holly tree that covers

the bay window in my home greets me each morning. These
compositions are framed by the window panes with the aid of the
wind as an active designer. The rays of the sunrise flickering through
the leaves add joy to their display.

Man’s highest inspirations come from nature. A world without
color would seem dead. Color is life. Light is the mother of color.
Light reveals to us the spirit and living soul of the world through
colors.

Spring delivers her dynamic sermon to the world each year, drench-
ing one’s thoughts with its magnificient outburst of light hues of
colors to darker ones as the weather grows warmer. Autumn, with
the aid of Jack Frost, gives overwhelming, luscious, strong colors to
the earth to enrich man’s soul, seemingly relieving him of the hard-
ships he encounters in life.

I have always enjoyed the progressive creativeness of the artist
as he releases himself from the past. He gives new, exciting expres-
sions through experiences from this rapidly changing world of science,
economics, religion, society, and new materials, ete. I think that is the
reason that I evolved to this type of statement in my present paintings.
The irregular strokes give an interesting free pattern to the canvas,
creating white intervals that punctuate the color stripes. There is a
rhythmic movement obtained, too. I do not use masking tape. Some-
times a few pencil marks are employed to prohibit my becoming
too involved in the stripes. The large circular canvasses, however,
are freely designed.

My earth paintings are inspired by the display of azaleas at the
Arboretum, the cherry blossoms, circular flower beds, the nurseries
a}s: seen from planes that are airborne, and by the foliage of trees in
the fall.
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My space paintings are expressed in the same color patterns as
my earth paintings, with the white canvass forming intriguing motifs
around and through the color composition.

I was born at the end of the 19th century, horse and buggy days,
and experienced the phenominal changes of the 20th century machine
and space age. Today not only can our great scientists send astronauts
to and from the moon to photograph its surface and bring back
samples of rocks and other materials, but through the medium of
color television all can actually see and experience the thrill of these
adventures. These phenomena set my creativity in motion. Although
I was unable to experience the thrill of witnessing a blast-off at
Cape Kennedy, the enthusiasm of my friend, Selma Stein who did,
inspired the development of two of my paintings, “The Launching
Pad” and “The Blast-Off.”

When Apollo was put into orbit, Peanut’s Charlie Brown left
Snoopy spinning around to enjoy the unbelievable. This inspired
the following 7 canvasses of the sun rising upon the world and Snoopy
becoming aware of the planet Mars:

Snoopy Gets a Glimpse of Mars
Snoopy’s Vision of Mars

Early Sun Display on Earth
Sunrise on Earth

Day Breaks on Earth

Sunrise Creeps on Earth

Earth Wrapped in the Sunset

With the success of Apollo 11, man accomplished his greatest
achievement. Emerging from The Eagle, our astronauts were the
first men to walk upon the surface of the moon. This motivated the
paintings:

The Eagle Has Landed
The Lunar Surface
Man Walks On The Moon

Before selecting the site upon which to set the Yankee Clipper,
Apollo 12, the broadcast of the astronauts describing what they saw
induced my painting called “The Fantastic Sunset,” and their return
to earth inspired “Apollo 12 Splash Down.”

As I watched the return to earth of Apollo 13 on the television, I
was fascinated by the rescue procedures of the astronauts. Three
parachutes lowered the space ship Odessy into the Indian Ocean at
dawn. Frog men, swimming around the landed ship placed a collar
around it to keep it afloat until the astronauts were hoisted up to
the rescue helicopter. The painting “Splash Down of Apollo 13”
was the result.

To conclude my Space Series, I painted the “Eclipse” which oc-
curred March 8, 1970.
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MISS THOMAS IN HER WASHINGTON STUDIO

Chronology of

Events in the

Life of

Alma Woodsey Thomas

Born:
Education:

Travel:

One-Man Shows:

Two-Man Shows:

Group Shows:

1895; Columbus, Georgia

Howard University, B.S. in the Fine Arts (the
first and only graduate of the Howard Uni-
versity Art Department, 1924)

Columbia University, Master of Fine Arts, 1934

American University, Creative Paintings (un-
der Summerford, Gates and Kainen), 1950-60.

Tour of the art centers of Europe under the
auspices of Temple University, 1950.

Dupont Theatre Art Gallery, 1960-61-62

College Arts Traveling Service, 1962

Retrospective, Howard University Gallery of
Art, 1964

Margaret Dickey Gallery, 1967

Franz Bader Gallery, 1968, 1970

Van Vechten Gallery, Fisk University, 1971

American University, 1959

College Art Traveling Show, 1958 (watercolors)
and 1960 (Oils)

(over 70 group exhibitions from 1951-1968;

1969-1970)
John C. Smith University, North Carolina

Claude Clark Papers

Page 194




The Lee Nordness Gallery, New York City

“Twelve Afro-American Artists” (traveling
throughout the United States for a period
of two years)

Gimbel’s Gallery of Art, New York City
(exhibition opened by Mayor John Lindsay)

Smithsonian Institution, Washington, D.C.

Watercolor Area Exhibition, Washington, D.C.

La Jolla Museum of Art, San Diego, California

The Massillon Museum, Massillon, Ohio

A and T University, Greensboro, North Carolina

The Boston Museum of Art, Boston, Mass.

The Franz Bader Gallery, Washington, D.C.
(Christmas Show)

The Baltimore Museum of Art, Baltimore, Md.

The Corcoran Gallery of Art, Washington, D.C.

Hadassah Art Collectors Show, Alexandria, Va.

Center For the Arts (Wesleyan University)
Middletown, Connecticut

The Master Artists’ 1970 Series (Carnegie In-
stitute), Pittsburgh, Pa.

Jackson State College, Jackson, Mississippi

Anacostia Smithsonian Museum of Art,
Washington, D.C.

United Negro College Fund Art Exhibition,
N.Y.C.

Howard University Art Gallery, Washington,
D.C.

Ringling Museum, Sarasota, Florida
Tennessee Fine Arts Center: Cheekwood,
Nashville, Tennessee

Permanent collections:

Howard University Gallery of Art

Barnet Aden Gallery of Art

Corcoran Gallery of Art

George Washington University Gallery

National Collection of Fine Arts

The Corporate Collection

The Fisk University Collection of
Afro-American Art

Private collections: Many major important private collections in
Washington, D.C., New York City and through-
out the United States.

Awards: First Prize in oils, Outdoor Art Fair
(Commerce Department, 1939)
Third Prize, Howard University Gallery of Art,
1961.

First Prize, Capitol Hill Community Art Show,
1962

Honorable Mention, American-Austrian
Society Art Exhibition, 1968

Society of Washington Artists, 1963 and 1968

Purchase Prize, Howard University, 1963

Honors: Selected for the Corcoran Area Traveling Show,

1960-61

Exhibition in the office of Mayor
Washington, Washington, D.C., 1969

Exhibited in The White House, Washington,
D.C., 1969-70

Included in “Art in Washington 1970 Appoint-
ment Calendar”

Exhibited in many U.S. Embassies abroad un-
der the Auspices of the State Department’s
“Art in Embassies” Program.

Listed: Washington Artists Today—A directory
American Negro Art by Cedric Dover
Who’s Who in American Art
Who’s Who of American Women

She is represented through the dealership of the Franz Bader Gallery,
Washington, D.C.
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CATALOGUE

1. Leaves Turn Brown, 25” x 18” (1961) Watercolor
2. End of Fall, 16” x 20” (1964) ”
3. City Reflection, 32” x 24” (1961) %
4. Late Winter Evening Glow, 31”7 x 24” (1964) “
5. Rhapsody, 31” x 23" (1968) ¥
6. Cherry Tree Display, 31” x 24” (1964) &
7. Winter Reflection, 317 x 24” (1965) 4
8. Summer Reflections, 317 x 24” (1970) %
(Collection of Fisk University)
9. Flowering Tulip Trees, 31”7 x 24”7 (1964) ”
10. Atmospheric Effect, 317 x 24”7 (1970) =
11. Atmospheric Effect, 317 x 24”7 #2 (1971) 7
12. Atmospheric Effect, 31”7 x 24” #3 (1971) N
13. Atmospheric Effect, 31”7 x 24” #1 (1970) o
14. Atmospheric Effect, 31”7 x 24” #4 (1971) ”

EARTH SERIES
15. Red Tree in High Winter, 31” x 24” (1968) Acrylic on Canvas
16. Late Winter Sunset, 32”7 x 24”7 (1965) /" A ”

17. A Bed of Red Azaleas, 30” x 24” (1968) v

18. Azaleas Spring Display, 31”7 x 28” (1968) ” ” ”

19. Wind Sways With Flowers, 36” x 36” (1970) o ” g

20. It is Spring, 39” x 28” (1966) 4 ” ”

21. Wind Dances With Spring Flowers, 48” x 50” 7 % ”
(1970)

22. Breeze Rustling With Fall Flowers, 50” x 587 ” e ”
(1968)

23. Spring Flowers Near Jefferson Memorial,
50”7 x 60” (1970)

24. Arboretum Azaleas Spring Display, 72" x 52"
(1968)

25. Alma’s Flower Garden, 52" x 34” (1968) & 4 %

” ” ”

SPACE SERIES
26. Snoopy Gets A Glimpse of Mars, 28”7 x 28” Acrylic on Canvas

(1969)

27. Snoopy Sees Daybreak on Earth, 48” x 48” ” ” vz

28 Snf)logp”)('))Sees The World in A Sunset, ” ” ” NO. 23. SPRING FLOWERS NEAR JEFFERSON MEMORIAL
48” x 48” (1970)

29. Splash Down Apollo 12, 50” x 60” (1970) 2", v ”

30. Man Walks on Moon, 42” x 38" (1970) ” r 7

3L Lunar Surface, 34” x 39”7 (1970) 25 2. ”

32. The Launching Pad, 72”7 x 527 (1970) ” ” "

33. Blast Off, 72”7 x 52” (1970) ¥ ” ”

34. Splash Down Apollo 13, 50” x 60" (1970) ” ” ”
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Excerpts From a Statement by the
Late James V. Herring, April, 1966 *

ome painters have the happy faculty of showing through a fairly

long life in art continued growth in mastery and insight. For

a teacher whose life has been more than fairly long, the pleasure
of watching a student become such an artist—a pleasure not mixed
at certain moments with doubts and hesitations—is correspondingly
rewarding.

Alma Thomas was in the first class to be graduated from the Art
Department of Howard University. I established and was for some
years the only teacher in that Department. Our initial encounter,
then, was a youthful teacher, pontifical and omniscient, and young
student, opinionated and not less omniscient. This beginning has
given vivacity, character, and richness to an association which has
endured.

After her graduation from Howard, Miss Thomas continued her
art education at Columbia University and American University. Later
she visited the art centers of Europe. Throughout, she has been alert
to the lessons of her own vision.

A full program of teaching at the Shaw Junior High School here
in Washington never prevented Miss Thomas from personal creativity
and from active participation in the art life of the city. From the
founding of the Barnett Aden Gallery to the present she has been
the indefatigable Vice President of the Board. In the last fifteen
years, she has exhibited in over seventy different shows. Her art
activity since her retirement from teaching has increased. Her retire-
ment has been not from, but into art.

Miss Thomas has won many prizes, but more important than that
she has won many sincere admirers to the bold forms and the
affirmative color of her paintings. Beginning as an academic painter
she passed through an expressionist stage, and has emerged in
recent years as one of the most vigorous abstract painters on the
Washington scene.

Her canvasses transfix in color the surge and complexity of a
spirit which has accepted the physical presence of urban life without
for a moment forgetting the green of landscape, the blue of sky, and
the many hues of the rose. There is a deeply felt and intelligibly
expressed relation between these paintings and the lovely garden of
the home on Fifteenth street in which the artist has lived since
girlhood. . . .

*With the permission of Mr. Albert J. Carter
Curator
The Gallery of Art
Howard University
Washington, D.C.
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Franklin Watkins

1946-March-22 Letter (1 Page & Envelope)

— i . iy
/;)?r/ LiL

FRANKLIN C.WATKINS
PLYMOUTH MEETING, PENNSYLVANIA

/’h-(_ Levs  dowar Al tin_ofey
QA bou7 “hou i g% ,79‘&« KW“
SRR IR RS il W by

Claude Clark Papers

Page 198




1946-December-06 Letter (2 Pages & Envelope)
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1946-December-21 Letter (1 Page & Envelope)
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Charles White

1967 Greeting (1 Page & Envelope)
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1968-July-03 Letter (1 Page)

HERITAGE GALLERY

July 3, 1968

Claude Clark
788 Santa Ray Avenue
Oakland, California 94610

Dear Mr. Clark:

Mr. Charles White, whom we represent, has asked us to reply
to your letter dated June 26, 1968 regarding his work.

It may interest you to know in passing, that the Oakland
Art Museum has just purchased one of Mr. White's major
drawings.

As you are probably aware, we get requests for photos and
slides of Mr. White's work from all over the country. It is
impossible for us to supply the many requests obtained without
payment, as it does run into a bit of money. We will be

happy to supply you with a dozen slides of Mr. Charles White's
work, a 8 x 10 glossy photo of him, and a biographical sketch.
The photos are $4.00 each, and if you will send us a check

for $52.00 plus sales tax of $2.66, we will be happy to send
them to you. ’

If there is any other information that we are able to supply
to you, we will be happy to do so. If you do request it,
please have the check made out to the Heritage Gallery.

I hope your program is a great success.

Sincerely,

i

Benjanin Horowitz - Direct

BH:ch

718 N. La Cienega Boulevard, Los Angeles, California 90069 / OL 2-7738
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1968-November-12 Letter (1 Page)

CHES. 172

AERITAGE GALLERY

November 12, 1968

Mr. Claude Clark

Art Department

Merritt College

5714 Grove Street
Oakland, California 94609

Dear Mr. Clark:

I received your letter of November 2 and called the photographer.
I spoke about the matter with him and he will do your art depart-
ment directly. The cost of 12 slides should be about $25.00

plus tax. The slides that you will receive will include the
very last things that Mr. White has done. You will pay the
photographer when you receive the bill from him. The slides
should reach you by the end of this week.

Sincerely yours,

B s &
Bengi;zgjﬁizzzgﬁiz

Director

BH:jw

718 N. La Cienega Boulevard, Los Angeles, California 90069 / OL 2-7738
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1970 Greetings (2 Pages & Envelope)
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1971 Greetings (2 Pages & Envelope)

AMERRY MENRY. XVAS
A RIGHTON - NEWU YEAR
=]

(HARLES - FIRAN +JESSIaA
¢ TAN

CHARLES TWHITE

4575 H. Risinghill R4, COENS
iltadena, Ca. 91001 DG 16
< Al

1971

S8

4 i e Clrk.
OaKlaud ﬁbf P46 10

Claude Clark Papers Page 205



1977 Drawing (1 Page)
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1979-November-03 Letter (1 Page & Envelope)
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1979 Tribute (1 Page & Envelope)

MEMORIAL JUBILEE

A Tribute To Charles White

In his memory a
Charles White Student Scholarship Fund
is being established at

Otis-Parsons Art Institute Museum of Science & Industry
2401 Wilshire Blvd.

Los Angeles, Ca. 90057

at the

in the

Kinsey Auditorium

Sunday, November 4th, 1979
at

Two ofclock peme
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1987-March-08 Letter (2 Pages)
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Ellis Wilson

1968-July-10 Letter (1 Page & Envelope)
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1968-July-31 Letter (2 Pages & Envelope)
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1968 Letter (2 Pages)
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1970-December-08 Letter (1 Page & Envelope)
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Misc.

Tennessee State

Department of Art

FRACULTY EXHIBITION

FEBRUARY 24 — MARCH 10, 1974

WOMEN'S BUILDING-ROOM 304-306

TENNESSEE STATE UNIVERSITY

NASHVILLE, TENNESSEE
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Tim Burgard

ACQUISITION

M.H. de Young Memorial Museum
Gallery 33

“The Talented Tenth” and the Man in the Street:
Claude Clark’s Guttersnipe

TiMoTHY ANGLIN BURGARD
The Ednah Root Curator of American Art

The Fine Arts Museums have acquired Guttersnipe (1942), a major painting
by Claude Clark (b. 1915), a respected elder among African American
artists. Born in Rockingham, Georgia, Clark spent his childhood in impov-
erished rural areas of Georgia and Florida. In 1923, his family joined the
Great Migration, in which two million African Americans migrated from
the South to the North between the world wars. Settled in Philadelphia,
Clark studied art with the Roxborough High School art club and attended
Saturday classes at the Graphic Sketch Club (Fleisher Art Memorial).

Between 1935 and 1939 Clark attended the Pennsylvania Museum School
of Industrial Art, where he studied with Earl Horter, Henry Pitz, and
Franklin Watkins, and received the painting prize in his third year. Soon
after graduating, Clark was arrested for picketing a delicatessen that refused
to hire African Americans, even though they comprised the majority of its
patrons. Clark found a creative outlet for his social concerns working for the
Graphic Division in the Federal Art Project of the Works Progress
Administration (WPA) from 1939 to 1942.

In 1939, while working for the WPA, Clark began attending interdisci-
plinary classes in art history and aesthetic philosophy at the Barnes
Foundation in the Philadelphia suburb of Merion. Although the founder,
the philanthropist Albert Barnes, was best known for his collection of art by
modernists such as van Gogh, Cézanne, Matisse, and Picasso, he also was
among the first Americans to champion the aesthetic value of African art.
Barnes’s philanthropy initially benefited Philadelphia’s African American
community, and a foundation fellowship (1942-1944) provided full tuition
and a monthly stipend that enabled Clark to paint fulltime.

Clark’s years at the Barnes Foundation were among his most productive
and produced Guttersnipe (1942), Jam Session (1943, Philadelphia Museum
of Art), and Resting (1944, National Museum of American Art). Barnes’s
purchase of Clark’s Cutting Pattern (1944) made him the second African
American artist (their mutual friend Horace Pippin was the first) to have
his work exhibited in the permanent collection at the foundation. Clark
also exhibited two works in the Albany Institute of History and Art’s pio-
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CLAUDE CLARKYS GUTTERSNIPE

neering exhibition The Negro Artist Comes of Age (1945), and he received
Carnegie Foundation Fellowships in 1949 and 1950.

Soon after his appointment as head of the art department at Talladega
College in Alabama in 1948, Clark’s students’ were asked to submit artworks
for the inaugural exhibition of the new museum at the racially segregated
University of Alabama at Tuscaloosa. Informed that he could not attend the
inaugural dinner because of his race, he wrote to
Albert Barnes, who helped to coordinate a boycott
that received attention in the national press.

In 1955, Clark left Talladega and moved to his
wife’s native California, where he completed his B.A.
degree (1958) at Sacramento State College and
received an MLA. (1962) degree from the University
of California at Berkeley. He taught arts and crafts at
the Alameda County juvenile justice facility
between 1958 and 1967 and taught art at Oakland’s
Merritt College from 1968 until his retirement in
1981. Clark is the author of an influential handbook
entitled A Black Art Perspective: A Black Teacher’s
Guide to a Black Visual Art Curriculum (1970).

Throughout his career, Clark has embraced work-
ing-class African American genre subjects as the natu-
ral outgrowth of his own childhood experiences with
racism and poverty, as well as his mature interest in
the class-conscious art of Depression-era Social
Realists. In a letter written in 1972, Clark reaffirmed
his artistic and political philosophy: “Today, [the
Black artist] has reached the phase of Political Real-
ism where his art becomes even more functional. He
not only presents the condition but names the enemy,
and directs us toward a plan of action in search of our
own roots and eventual liberation.”

Clark’s powerful painting Guttersnipe (1) depicts
an economically and socially disenfranchised street

urchin. The close-cropped composition, swift execu-
tion, and inclusion of a prominent smoking cigarette (“snipe” is hobo slang
for a cigarette butt) convincingly convey the impression of a momentary
encounter on the streets of Philadelphia. Painting on the verso of a print
woodblock that had been discarded by his WPA print studio, Clark used the
natural wood color to render the skin tones of his subject. The lush palette-
knife brushstrokes reveal Clark’s interest in the emotionally expressive

16
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CLAUDE G LA K ™S GUTTERSNIPE

works of van Gogh, which he had studied both in Philadelphia and at the
Barnes Foundation.

The most striking element of Guttersnipe is its fusion of iconography derived
from African Baule masks (2) with the facial features of its African American
subject. Visual similarities include the incised hair, almond-shaped eyes,
prominent mouth, pointed chin, and the nose and eyebrows that are shaped
by a continuous line. Clark had encountered African art at the Graphic
Sketch Club in the late 1920s, and at the University of Pennsylvania Museum
of Archaeology and Anthropology in the early 1930s. After a friend pho-
tographed African art objects at the university museum, he gave several prints
to Clark, who later used them as inspirations for Guttersnipe. Clark’s renewed
interest in African art during the early 1940s was no doubt encouraged by the
prominence accorded African art and aesthetics in the galleries and lectures at
the Barnes Foundation. Clark later recalled that Barnes had juxtaposed works
by Picasso with examples of the African sculptures that had inspired many of
his greatest pictorial innovations.

Guttersnipe was titled by the African American philosopher Alain Locke,
who had taught Clark’s wife, Daima (Effie M. Lockhart), while she was
enrolled in an M.A. philosophy program at Howard University. It was during
avisit to Clark’s Philadelphia studio that Locke saw the painting and declared,
“That looks just like a guttersnipe!” Locke would have viewed Clark’s use of
African art in Guttersnipe as a validation of the aesthetic philosophies he had
outlined in his famous book The New Negro (1925), the defining text of the
Harlem Renaissance. In an influential essay, “The Legacy of the Ancestral
Arts,” included the book, Locke urged African American artists to embrace
their heritage as a source of cultural pride and artistic inspiration.

The class issues inherent in the painting’s subject and title provide an
instructive counterpoint to the aesthetic and social philosophies of Harlem
Renaissance writers such as Locke and artists such as Aaron Douglas. Locke’s

and Douglas’s messages of intellectual and social uplift through education
were shaped by the theories of the author, educator, and civil rights leader
W. E. B. Du Bois. In his famous essay “The Talented Tenth” (1903), Du
Bois argued that “the Negro race, like all other races, is going to be saved by
its exceptional men”—the most talented tenth of the population.

While Clark shared many of the ideals of his Harlem Renaissance prede-
cessors, his perspective was tempered by the harsh realities of rural and
urban poverty during the Great Depression. Clark’s conscious choice of a
disenfranchised “guttersnipe” as the vehicle for a fusion of African cultural
heritage with contemporary African American experience served as a power-
ful reminder that this, too, was the face of Africa—and African America.

1. Claude Clark (b. Rockingham, Georgia, 1915).
Guttersnipe, 1942. Oil on wood. 20 x 16 %
inches. American Art Trust Fund, 2000.21a-b.

2. Unidentified Baule artist, Ivory Coast. Mask, 20th
century. Wood and pigment. 12 % x 5 % x 5 % inches.
Bequest of Dean C. Barnlund. 1994.28.10.
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