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

CLAUDE CLARK

CATALOGUE
I. Chained 19. Noonday Chat
2. Community Church 20. Pendle Hill
3. Conversation 21. The Poet, |
4. Downbeat 22. The Poet, Il
: 5. Draftsman 23. Papa Do's House
} 6. Falling Leaves 24. Pot o' Gold
| ¥ Foprrer 25. Primitive Dance
8. Good Samaritan 26. Princess
9. Greasepaint 27. Slave Lynching
10. Hat and Landscape 28. Soldering, |
29. Soldering, Il

1. Haunted Station
30. Station House

31. Stompin' Ground
32. Sunflowers

33. Triumph
34. Tug
35. Young Man

36. Zinnias, Asters and
18. Neighbors Marigolds

12. Heavy Load

13. Kindling

14. Lady in the Cane
15. Mansion

16. Mask

17. Native Head

RECENT PAINTINGS

R[]K[] 51 GREENWICH AVE.
GALLERY NEW YORK 14, N. Y.

East of Seventh Avenue and Eleventh Street — Near Eleventh Street

MARCH 2. THRU MARCH 31, 1947

i Opening March 2, Between 3:00 P. M. and 6:00 P. M.
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Claude Clark, Ruthermore Galleries , SanFrancisco, CA,

"RAIN" by Claude Clark

g? RUTHERMORE GALLERIES

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

© o011 © -
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"SPONGE FISHERMAN " by Claude Clark

ARTISTS

John Axton
Bacosi

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

BONNARD
CEZANNE
CHAGALL
DEGAS
DUFY

REPRESENTED IN OUR COLLECTION
PAINTERS

Lyonel Feininger Omer Lassonde Millard Sheets

Robert Frame Dan Lutz

Grigory Gluckmann Buckley Mac-Gurrin Mexican Painters:

Richard Hornaday John Marin Castro Pacheco

Ralph Hulett Joshua Meador Eugenio Servin

Jerry Jolley Moor Juan Soriano

Laurence Landa Reuben Rubin

MURAL ARTISTS:

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

Millard Sheets

MODERN FRENCH ARTISTS:

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

All Artists Listed Above — Shown by Appointment

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

1577
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Amistad I, Frisk University, Nashville, TN

* AMISTAD II: Afro-American Art/David Driskell
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Claude Clark
788 Santa Ray Ave.
Qaklandy Cae 94?10

e

AMISTAD II: Afro-American Art

DAVID C. DRISKELL

The Department of Art

Fisk University, Nashville, Tennessee

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

Homeland Ministries, New York, New York
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~

ond Saunders, Mixed media and collage, Afro-
wcan Collection, Fisk University.

|
|

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

67
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CATALOGUE

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

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

Edward M. Bannister (1828-1901)

Born: St. Andrews, New Brunswick, Canada

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

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

Collection Museum of African Art

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

Collection Museum of African Art

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

Collection the Barnett Aden Gallery

*4,

*5.

*6.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Aaron Douglas

Born: 1899, Topeka, Kansas

Studied—University of Nebraska and Columbia
University Teachers College

Portrait of Alta Oil on Canvas 27% "x2434"

Collection the Barnett Aden Gallery

Emperor Jones Series Linocut 8”x5%8"

(Bravo, Defiance, Flight, Surrender)

Collection Fisk University

*23.

24.




10. SUN AND CANDLE‘ Romare Beérden

15: BLACK MAN’'S BURDEN Claude Clark

26. SWING LOW SWEET CHARIOT David C. Driskell
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College Report, Merritt College, Oakland, CA, 1977

'MMerritt
C - College

ollegeR@g@@[f

June 1977

Art/Nancy Enkoji

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

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

Edith Jenkins

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

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

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

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

(Continued on Page 6)
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Claude Clark, artist extraordinaire

Edwin Johnson

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

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

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

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

Claude Clark

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

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

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

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

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

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

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

Oral HlStOt’y (Continued from Page 1)

soldier is as important as the general.

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

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

their stories to a young and interested
student historian.

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

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

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

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

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

Lehman College Art Galleryhe City University of New York

"
BLHCK‘ .

PRINTMAKERS

- 0L
1 m
By

WPA

BLACK PRINTMAKERS AND THE V.P.A.
THE LEHMAN COLLEGE ART GALLERY
FEBRUARY 23—JUNE b, 1989

Leslie King-Hammond, Curator
Biographical entries by Elisabeth Lorin

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

Circulated by Gallery Association of New York State




BLACK PRINTMAKERS AND THE V.P.A.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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