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Jennifer Lichr Richard . ldenburg
Charles esse
Date Learden Flle e

Uetober 29, 1970

eardan Catalosue

liear Larrall:

if va oceed with vour ldes of Incorporating a recerding by the artlst
in the cataloiue we should trvy to get It made for us as & donstion. I[he
abvious source, | think, is Colusbla Sroadcastirg lvatem inc.: Columbia
hecords ivision., As you are surely awsre, the Chalrsan of C.8.5.,
villlam 5. aley, is also the /resident of the Doard of Trustees of the
vEetil, y nast experiences with C.i. . kave not bean as (rulcful as
one would have exnected, hut with a certain acount of bullying and
cenarally coercive tactics we have been galning rround,

rps -
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opposite FOLK MUSICIANS. (ca. 1941-42)
THE VISITATION. (1941)

opposite THE PREVALENCE OF RITUAL: BAPTISM. (1964)
| am trying to find out what there is in me that Is common to,
or touches, other men. July 26, 1970

above THE PREVALENCE OF RITUAL: TIDIMGS. (1964)

apposite THE CONJUR WOMAN. (1964)

A conjur woman was an important figure in a number of
southern Negro rural communities. She was called on to
prepare love pations; ta provide herbs to cure various
illnesses: and to be consulted regarding vexing personal and
family problems. . . . A conjur woman was greatly feared and
it was belleved that she could change her appearance,
January 1969

above THE DOVE, (1964)
| deliberately used some of the techniques of documentary
film to give a “you are there" feeling. November 1970

opposite SUMMER SONG. (1967)

apposite THREE FOLK MUSICIANS. (1967)

In the 1920s, during the time of the great migration of
Negroes from the South to the big cities, my grandmother
ran a boardinghouse in Pittshurgh. Her house fronted Penn
Avenue; to the rear was an alley called Spring Way. After
supper the boarders would sit in front of the house and talk,
or play checkers, or plunk out “down home music’” on their
guitars, 1966

PALM SUNDAY PROCESSIONAL, (1967-68)

1 did the new work out of a response and need to redefine
the image of man in the terms of the black experience |
know best.

opposite SUSANNAH AT THE BATH. (1969)

In my paintings | have no need for models, preparatory
sketches, nor do | need to bring to mind a particular scene or
landscape. | try not to be self-conscious and only to work
with what | see happening as the world of the picture unfolds
itself, December 1960

ahove FAMILY DINNER. (1968)
opposite BLUE INTERIOR, MORNING. (1968)

opposite MISSISSIPPI MONDAY, (1970)

I believe the function of the artist is to find ways of
communicating, in sensible, sensuous terms, those
experiences which do not find adequate expression in the
daily round of living and far which, therefore, no ready-made
means of communication exists, May 7940

ysite RITUAL BAYOU. (1970)

SHE-BA, [1970)

Manet painted haystacks they inspired him to go on to a
lay of color, You have to have some object to hamess
vour tions to; | mean, if you're in love, you're not just in
love with life, vou're In love with a particular woman.
November, 1970

great p

cover, PATCHWORK QUILT, (1970)

cover PATCHWORK QUILT. (1970
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murel Kootz gallery. Art Digest 20:13 Ap BE
ARDEN, Rom
Banderillas of darkness Black artist In Am i
u:l-t msmrmlo:; exhibition, Kootz gal- M n sy o posl i
ATUN 45:63 Ap A6 E et Mus Bul 27:2(5-61 Ja 55

U: ‘Bandesillan of dnrkuu il rod
Debut at Kootz galleries. Art N 44:28 O 16 :aﬂl fctiong
"5 lltf’dﬂgtlm avenue tuau

ﬁb! wﬁer "68-69

Dve:u‘i 9: lo.
IL: Chirlst driving out the mone
Exhibition, J\omz .;rr. N ch 12 B 'Y Rclamnce H

"”l‘r“hllm':'l' Kootz gallery. Art Digest 21:18

r dwells in & dry place
hxhll.nuon buuuel Kootz |,n1I|_rl|-s Art Di-
fest 20:74 O 1 '45
+ Adorution of the Magl BEARDEN,

Rom
Reproductions -Exhlthltlun Ht (‘rdler & Ek
1'iitll‘.' note

Art N strom  gallery,
T‘xl:lhitlun at s
. Art Digest 215 D 146 457 My 2hpoordier & Ekstrom gallery, Arts
Factory worker.

AT N 4310 F 1 45

EEARDEN, Romare, 1012
Extibition of watercolors entitled The L

VAris Ic.n.-‘: iveau gal hr‘ Art D'b"'
'45

=k en vAariations on the lliad i
exh lIILLd ul. Niveau. Art N

BEARDEN, Romare, 1012- .
Exhibition at Barone gallery. Arts 30:50 N '65
Dila and watercolors at Barone gallery. Art N

58
u : John at Palmps

omare, 1012- ¥

B?ﬁﬁﬁﬁmn Fi{u Cordier, Warren gallery. Art N
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BEARDEN. Romare, 1912~

Reproductions
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Bearden: identification and identity, C.
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Dernard Karpel
April Ringsley

11/10/70

Romere Dearden Exhibition Catalogue, direeted by Mr. Carrell Crecme

Dear lr, Karpel:

The Romare Dearden exhibition is due to open here
accompanying catalogue is planned to be somevhat s
catalogue we did last year. There will probably be
text, a checklist, 12 photographs, a chronology and a se
I am writing you in comnection with this last part of
the bibliography. Would it be possible for you to

your department to help us with this?

Abrams is publishing 2 wmonograph on Dearden in the

have been generous enough to let us have zeroxes of the bibl

they have prepered thus far, which I have attached.

it ie complete or even entirely correct as far as

have to keep this in mind while using it. I have been working on Desmden's
chronology end have found a mmber of déscreponcies between it
bibliography.

We have been given the end of this wonth as a deadline for the text material
for thés catalogue, so we should probably be getting busy on the bibliography
just as soon as possible, Please let me know as soon wvhether

you can help us with this project.
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Mother and Child — Mére et Enfant, 1969 Collage
_Collection Nanette Rohan Bearden, New York

1469 HARRIS GRAPHICS

216 E, 10 St., New York, N.Y. 10003 USA
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r Eocket to the Moon Fusee vers la Lune, 1368
Collage Collection Nanette Rohan Bearden, New
York
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Te Carroll Greene, Wilder Creen, April Kingsley, Judy Goldman, Richard Oldenburg,
Jane Mluepel, Jack Doonias, Ielon Frane, Gard Laanes, Michael Lauretano

From
Carl Morse

Date January 7, 1971

Re  REVISED SCHEDULE: ROMARE BEARDEN CATALOGUE

Final black-and-white selection was completed today. Captions are to be supplied.
The remainder of the text is being edited.

1/13 Edited ms. to design. }
1/19 Ms. to composition.

1/26 Galleys due in.

1/29 Galleys due back.

2/ Repros due in,

2/5 Repros due to design.

2/11 Mechanicals due to printer
2/22 Blues due in.

2/25 Blues due back.

3/17 Bound books

The last day on which photos can be received is February O
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Carroll Greens ; April Kingsley
CC: 7. Fluegel, M. Laurentano, J, Doenias, R. Oldenburg, W. Lieberman

Carl Morse

Vas/mn

CHLCELIST MS.: BRAHDEN CATALOGUE

It is our understanding as of 1/15 that ms. copy for a checklist will be
Providad by Priday, 1/22, and we canfirm that it can be used in the catalogue
if it is received by that, date,

However, we really must close the content and layout of this catalogue

by 1/22 if we are to have catalogues for the show; and a decision would
have to be made whether any material submitted later than 1/22 should be

eliminated or included at the risk of delaying delivery by the opening date
of the exhibition, ’

Please alert us inmediately if at any peint it becomes clear that a checklist
ms. cannot be deliveréd by 1/22.

Many thanks,
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|
nding (1)’ the content and
d'(2) the possibility of producing & poster.
| i

There will be four color illustrations. . Greene will give Jane
*luegel his color choice by 12/17, s any , set—-ups needed can be arranged
We already know that a transparency of ''Orange Morning! exists
upplied to us by Mr. Greene; and that "Patchwork Quilt" must be
Ekstrom. ! |

¢ ]
There will be twelve half-tones. 'Mr. Greeme will deliver to Jane Fluegel
copy for half-tones and all transparsncies (excepting thosc' to
cluding captions, as soon, as 'possible, ldeally with the Ffiuil ms. |

of 12/24, and definitely no. lacer than 12/29, when the book goes to design.

» Bibliography has been delivered and is b@ing cast off.
The Chronology has been delivered and is being edited by Jane Fluegel.

3e

4 A Checklist has been prepared, I it is proebable,!because of lack of
space, that it will not be 'included in the catalogue. : We will know definitely

once all parts of the book are in

In order to have finished catalogus

' following schedule has been devised 2nd must ier
All text 11 sl form must be In Jane Fluegel's hands, ideally

with all photos for half-tones and transparencies, and including captions.

for half-tones and transparencies
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returned.

allowed

produced if the cost is
partment,

its willingness to bear
-hat is lnot among

indicated its
other costs can be found.

for such a poster.
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INTRODUCTORY ESSAY BY CARROLL GREENE
THE MUSEUM OF MODERN ART, NEW YORK
INTRODUCTORY ESSAY BY CARROLL GREENE

THE MUSEUM OF MODERN ART, NEW YORK

CATALOGUE OF THE EXHIBITION
MARCH 25-JUNE 7, 1971
Dimensions are given in feet and inches, height preceding
width, All dates are provided by the artist; none appears
on the work itself.
L] {:
.!IFMII'. Gouache and casein oahrefrpamen
Collection Nanette Rohan Bearden, New York
“2. SEREMADE, {1941), Gouache and casein om KTt papes
2478, Collection Nanette an Bearden, New York
1. THE VISITATION. (1941). Tempera on-eompasiron
boarch30%ew-474"", Collection Nanette Rohan Bearden,
New York
4. FOLK MUSICIANS. (ca. 1941-42). Gouache and casein
: ™. Collection Nanette

¥ 1. SACRI
ke

-
Rohan Bearden, New York

% FACTORY WORKERS. (1942, Gouache and caseinwa—
krafi-paper moynied oncompos hoard; 39T,
Collection Nanette Rohan Bearden, New York

w6, THEY THAT ARE DELIVERED FROM THE NOISE OF THE
ARCHERS. (1942). Gouache and casein enkraftpapes
B . Collection Nanette Rohan Bearden, New York
7. THE CONJUR WOMAN, (1964). Gatage-of paper and

synthetic p

ymer pain eo-comprosttion-boamd 1 2%es 0y
Collection Jeanme § 1, New York
8 THE DOVE

ol paper and synthelic poly-

b 109, Collection

RITUAL: BA

polvi
(5 ;

IR ALL CO
ot paper and

i .
w Yor
ENCE OF RITUAL: TIDINGS. (1964)

i tic polymer paint enreo rieel {04
', Lollection Nanette Rohan Bearden,

iy York

1217, PROJECTIONS. Photo:enlarged panots, ca. 6 x 8.
made from collages included In oxhibitlon Projections
Cordier & Ekstrom, Inc., New York, October 624, 1964
12 THE CONJUR WOIMAN

13. THE DOVE

14, EVENING, 910, 401 LENGX AVENUE
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ton, Wallace K, Harrison,* John B, Hightower, Mrs, Walter
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Y. Larkin, Eric Larrabee, Mrs, Albert D. Lasker, Gustave L
Levy, John L. Loeb, Ranald M. Macdonald,* Mrs. G. Mac-
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INTRODUCTORY ESSAY BY CARROLL GREENE
THE MUSEUM OF MODERN ART, NEW YORK
INTRODUCTORY ESSAY BY CARROLL GREENE

THE MUSEUM OF MODERN ART, NEW YORK

CATALOGUE OF THE EXHIBITION

MARCH 25-JUNE 7,1971

Dimensions are given in feet and inches, height preceding
width. All dates are provided by the artist; none appears
on the work itself.

1. SACRIFICE. {19411, Gouache and casein on-kreftpapen
F5weeli’. Collection Nanette Rohan Bearden, New York

2. SERENADE 1), Gouache and casein o ¥ c

§2-r on Nane an Bearden, New York

d. THE VI ATION 0T Ta OR-HHRPesHon
board-30%47%", Collection Nanette Rohan Bearden,
New York

3. FOLK MUSICIANS. (ca. 194142}, Gouache and casein
v . Collection Manette

Rohan Bearden, New York

L5 FACTORY WORKERS. (1942). Gouache and caseinen—
kraft-paper mounted op-compositionboard; 393e-x 3t
Collection Manette Rohan Bearden, New York

. THEY THAT ARE DELIVERED FROM THE NOISE OF THE

ARCHERS. 1942). Gouache and casein e kraftpapes,
P el Ty

“ollection Nanotte Rohan Bearden, New York
L J ). Gelage-of paper and

comprosttien-board, T a0l
Niw York

R WOMAN AS

PREVALENCE OF RIT
[ 4 olymer

6], Collageat papar

ERCE OF RITUAL: TIDINGS. (1964) Cole

| tic polymer paint snecen

} . Collection Nanette Rohan Bearden,
Mew York

12417, PROJECTIONS, Phot-enlarged panels, ca, 6 x i
mide from collages included In exhibition P ctions,
Cordier & Ekstrom, Inc., New Yark, October 6-24; 1964
12. THE CONJUR WOMAN

13, THE I2OVE

T4, EVENING, 9:10, 461 LENOX AVENLIE
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18. UPFTOWN LOOKIN
and syniheti
1536, Coll
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New York

polym

19. BACKYARD. (1967

o pair

Museum of Modem At 1R

5, GRAND TERRACE BALLROOM

AEMORY

3 DOWNTOWN, (1965)
« polymer pa ML LU
eetion Mr. and Mrs. Richard Cli

eof paper and synt
on-board 43230, C

Senator and Mrs. Jacob K. Javits, New York

20, EARLY MORNING, (19671, Eoltageof paper and syn-
paint on-composition-boad 433 -x-56".
Howard University Gallery of Art, Washington, D.C
w2l GUITAR EXECUTIVE. (1967). Ecllage-of pape

thetic polymer paint orcamess-56%x %", Spelman
Georgla
A (1967). Eottagerof paper and synthetic
polymer paint ercompeositien board, 433456, Collection
€. Schenck, New York
23, MELON TIME. (1967). Eollage-of paper and synthetic
polymer paint or-eamers-Sebee444%~. Collection Roy R,

theti

Colleg

22, LA PRIM

Mrs, E

poly

e, Atlant

dga

Neuberger, New York

24, OLD COUPLE, N967). Collage-of paper and synthetic
polymer paint enermssedddax-56be ", Collection Mr. and

Mrs. Raphael Bernstein, Ho-Ho-Kus, New Jersey

25, RITES OF SPRING, (1967). Gollage-of paper and syn-
thetic polymer paint on-eanves-55%rx-+44*. Collection

Carter Burden, New York

26, SUMMER SONG, (1967, Callage-of paper and synthetic
polymer paint eacomposiion-board, 40x30". Collection

Wilder Green, New York

27. SUMMERTIME. (1967). Eellage-of paper and synthetic
palymer paint oa-sompasition-board, 5644, Collection

lesse P. Shanok, New York

& 8. THREE FOLK MUSICIANS. (1967). Gellage-of paper and
synthetic polymer paint op-canvas, 504x60"", The |. L

Hudson Gallery, Detroit

. EVENING MEAL. [1967-68). &ul-ham paper.\nd syn-
Ih: tic palymer paint
Collection The Honorable md Mirs. George W. Renchard,

Washi

ngton, D.C

21871

Coltage-of-
an-booed;
arke,

hetic
ollection

¢ and syn-

30, PALM SUNDAY PROCESSIONAL. (1967-68), Getlegerof

paper and synthetic palymer paint ¢
~edn-a-4aV5 ", Cor

dier & Ekstrom, daes, New York

=" 31. BLUE INTERIOR, MORNING. (1968). Collage of paper

and synthetic polymer paint ¢
d4wb64'. The Chase Manhattan Bank, New York

LT FAMILY DINNER. (1968), Ecttagerof paper and synthetic
palymer paint or-compositomn-besrd,. 20.c30%4". Cordier

& Ekstrom, lag, New York

paper

b 50,

35, BACK

33 STRANGE MORNING, INTERIOR. (1968). (_rl’n‘1m"wf‘

and synthetic polymer paint ¢

r
an Mr, an
UE MOND,

M TIME
o paint ea
Pubslishers

an Mr. and Mrs. Ralph Ellison,

om, Im..M-\\'

" MANHATTAN, (1969), Collage.of paper and syn-
int ancempositionbosrd-25% w24
d Mrs. Thoods f New York

AY. (1969)

FILES, (1969), Goltnge

csition bo
Chicago
g ol pa

1969). Gottrgerof paper and synthetic

polymer paint oa-eemposittorboard:-324 46", Collection
M. and Mrs. Daniel W. Dietrich 11, Villanova, Pennsylvania
HOME FROM UF“TH| COUNTRY. (1969). Eollage

New York

York

thetic

of paper
ard,

perand )% /D '/

Werr '™, Cordier &

Coflage of papor

Colligeal pap

5, New York

an-board; 17 e 22

LT
Nirw Y

shert Breckinndge,

nthaetic

. Collection

Mew York

Al wyn-

boarddd.u 200

ar and syn-

wv-board, 10 1540,

19701, Collage-of paper and synthetic

Shore
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46. DRESSING UIP. (1970]
polymer pain
wood Publishers, New

47, FLIGHTS AND FANTASY. (1970). Gollrge-abpaper and
synthetic polymer paint errcomposition-board: B c i3
Shorewood Publishers, New York

48, MEMORIES. (1970). Gallage-nl paper and synthetic poly-
mer paint on-composttion board, 14x=10%"", Shorewood
Publishers, New York

_A9. MISSISSIPPL MONDAY. (1970), Golageof paper and

synthetic polymer paint on-eompesition-hoerd:
Ha- i, Shorewood Publishers, Mew York

L0, ORANGE MORNING, [1970), Collage-oi paper and syn-
thetic polymer paint orcZampoarom b -
Shorewaood Publishers, New York

1 51, PATCHWORK QUILT. (1970), College-of cloth, paper
and synthetic polymer paint oncomposition-beoart,
A4, The Museum of Modern Art, New York

ohtngeofp ynthetic
rhoard - 15Yrx 42", Shore-

V)un hase, 1970

52, REUNION. (1970). Callage.of paper and synthetic poly-
mer paint eeeamposition-borrd-HYe-x3443 ", Shore-

od Publishers, New York

53, RITUAL BAYOU. (1970). Gellsga-of paper and synthetic
polymer paint evreomposiiion board, 13%x 5%, Shore-
wood Publishers York

54, SHE-BA. (1970}, Caliage-oi paper, ¢clath and synthetic
polymer paint aa board 48 35", Cordier
& Ekstrom, Inc., New York
~%55. THE UNFORGOTTEN. 1970). Collage-ol papcr and syn-
thetic polymer paint ey
Shorewood Publishers, New York

L~"56. THE BLOCK. (1971). Callage of pager and synthetic
polymer paipt on-compasiien with a pre-recorded
tape collagelofstreet-sounds, church mmi’hhm « laughing

vorees-and. the soynds of children-at playd provided by
Daniel Dembroskyl 4 x 18' {overall), Sho

vod Fublishers;
Dlav ek <

ROMARE BEARDEN:

THE PREVALENCE OF RITUAL
AN ESSAY BY CARROLL GREENE

The Prevalence of Ritual marks the mature fruition of a
theme that has obsessed Romare Bearden for over thirty
years—the sesthetic expression of the life and life style of a
people in visual and plastic language. In the collages of this
show, dating fram 1964 to 1971, he develops the theme
that engaged him in his eariest works, beginning with the
Southern series on brown paper, The ritual is the choreog-
raphy of daily life, vibrant in movement and in the myriad
shades of feeling and emotion common to humanity; it

is nurtured by his knowledge of and experience In black

America

his art, Bearden comments, 'l am trying fo
particulars of the life | know best,
Il cultures.” His appreciation of
ntinents and cen-
rids his mature aeuvre with a range of
thed into his own highly
nsistently has been to

of artists spans the

porary medium while

lar cultural heritage and

+ ability to embrace a
i, visual, and struc-
Then, when satisfied,
Soon after his
had | rit one=man
the Samuel M. Kootz Gallery

¢ that show on the
lly representod the
Spanish poet Garcla

i in the next year with the
considerably more
19508, Bearden
¢ noarly @ year, ho lived in Parls

stion with European, African, and
ts anel writers. By the mid-50s, his style had
sinly abstract, and before the end of the
s largely non-objective, Yot, by
« the day, Boarden

painting

1961, as abstract expressionism e

ments in his

hael alteady begun to reinteoduce figueative
paintings, although his oneman show at Cordier & Warran
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that year inclisded only his abstract works. He was, in fact,
much admired and respected at this time as a skilled
abstractionkst

But at this time a massi ement for social justice
burst upon the American scene, and Bearden's own Afro-
Amir people were the fulerum of that movement which
Joining with

would eventually affect all sectors of socie
a group of other New York black artists, he helped to form
the Spiral group in 1963; Romare Bearden almost inevitably
began to move in a new direction. At first the Spiral artists
met informally in Bearden's Canal Street studio to discuss
the problems of the black arti arica. Soon afterward
the artists acquired a gallery in Greenwich Village where
they held regular sessions, and Bearden’s friend, the painter
Norman Lewis, was the first chairman. In 1965, for their
first group show, each member-artist agreed to fimit his
palette to black and white. It was during this period that
Bearden began to create collages thematically culled from
his memory and experience of America

The themes of those collage Projections, however, found
their genesis in Bearden®s work of the 19405, when he
created his Southarn serivs, the carliest works in the pres-
ent exhibition, These early scenes, such as The Visitation
[1947) and Folk Musicians (1941-42; both Nanette Rohan
Bearden Collection), are basically stylized statements of
Negro life expressed in simple colarful forms, They pro-
vide an insight into the artist’s development over the years,
for to the flat iconography and pathos of these almost
primitive pieces, he has skillfully added elements from
Byzantine, Dutch, African, and modemn European sources,
as well as from American clnematic techniques. His form:
have become intrinsically more complex and plastic and
his structures more unified.
] — In his collages of the 1960s, the images from Bearden’s

fertile memory were endowed with poignant emotion.

| They were set forth on his canvases in a free associational
| manner, but as they developed, the statement became
more and more definite. The collages were prolific, imme-
diate, and compelling, steeped in folklore and history, and
as contemporary as Lenox Avenue today. Originally small
insize and subtly colored, they were “projected,” that is,
blawn up in black and white photographic murals. These
forceful works, infused as they were with “memories and
experiences,” displaced Bearden’s non-objective painting
as suddenly and abruptly as America's erstwhile “invisible™

in

people had moved into center stage. Projections was the
theme of Bearden's one-man show at Cordier & Ekstrom in
1964. It was a startling success.

When asked why he departed from abstract painting and
chase the collage, Bearden said simply, "“You can't always
do things the same way.” In fact he has been attempting to
create an ceuviee in keeping with the restless modern sen-
sibility, exhibiting spantaneity and the element of surprise.
“Ma ' he says, quoting the French poet Paul
Valéry, “is destroyed by machine” Brarden uses ele-
ments of the film documentary, allowing a projection of his

patlence

and contorted physiognomies, are nothing short of

confrontations.

In 1967,

relen b dd generous amounts of

n the Rites

f Spring

[Carter Burden Co ften used colored paper

P Land then glued 1o
then his ¢ * be-
nel design,
\

ment, o be

nal shadings

rden; 1 ook for all those

expresses that victory,” In America’s
Ineres 13 ol prople feel
g deh arden holds that the

haps the tchest
it i
all of the

s anl

pes, it s there
human cond)
innerness” of the
part of & nun's. But in Bearden's
rural Southerm style, with

collages thore is also folk
American and Alrican origing=thal in
card-playing nights and church

iluslon to
cludes spiritualy and jazs
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al of Brueghel. Techn
as is evident in his interlocking re

Bearden continues to explore th
apparently unrelated things—a fragment of patt
ymes a human arm, moss becomes semepne's
hair, Southern cabins are telescoped through the windows
of decaying urban tenements, and the eyes of a cat become
those of the conjur woman, Bearden has new
a photographic file nor does he use one. He uses pictures
from newspapers and magazines which he skillfully frees
from their sources and fashions to the nee

Seldom have | used actual faces,” states Bearden. “'Most
of my faces are fragments from different things," frequently
African masks, usually varying in scale, and pasted together
in a unified whole, Here s a master not only of structure
but also of harmony and its achievement out of apparent
disharmony. Sometimes a white hand will be attached 1o a
black body: Bearden is not interested in the hand or the
separate element as such, for essentially his concemn is with
the metaphoric vse of the disparate elements, that is, the
handness of hands and their aesthetic positioning within
the construct of the collage. Bearden juxtaposes elements
in order to lend emphasis to a single idea. His world is most
often kaleidoscopically compressed in multiple spatial
planes and his images are empirically relat
that when some things are taken out of the usual context
and put in the new, they are given an entirely new

s life-drawin,

Museum of Modern An

Terborch. His forms and distortions owe much to African

There are some persistent elements in Bearden’s collage
paintings—the train, the window, the moon, the haunting
eyes of his people, Although Bearden abjures the idea of
symbol in his work, he adds, “These [elements] should not
be construed in a literary sense. Each painting envisions a
woarld complete within ftseli.”

The Prevalence of Ritual, then, is more than an exhibi-
tion; It is an affirmation;, a celebration, a victory of the
human spirit over all the forces that would oppress iL

CHRONOLOGY

1914 September 2. Romare Howard Bearden barn in Char-
lotte, North Carolina, to Richard Howard and Bessye John-
Father works for New York Department of
Health as sanitation inspector; mather is Mew York editor
aga Defender and founde:
o Women's Democratic Association.

1925 Graduates from Public School 139, New York
1929 Graduates from Peabody High School, Pittshurgh,

es 6.5, degree from New York University

American Negro A" at The Downtown Gallery

i bleak Northemn slums. The-
k since 1964 |5 often analogous to
Iy, it s influenced by Mondrian,

ngular relationships,

ter-relatedness of
ned lina-

Is of his collages.

“I try to show

vl first president of

and painting with George
York. Tony Smith is
* an infarmal assoc

ot Black-
1 Douglas,
i Lewls, Ri
{ Reid, and Augusta

forld War 1l

I exhibitions

1 paper, primarily
in building
Other

ds and Joshua
Stunrt Davls, Walter Chilt,
i Manuel T
1 { Ael Biatos

ol caily 1 wiirhs
The Visitatior
Included in exhibition "Con-

fie Bridge (19371 shown in exhi
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1942 April. Begins service in U.S. Army, 372nd Infantry

for Fortune, d Time magazines,

January 5-30, Sharecroppers (1940} included in "'Paint-
ngs, Sculpture by Am an Ny
Art, Boston, in ¢ the Smith
“ollege Museum of Art, Northampton, Massachusetts.
1944 February 13-March 3. One-man exhibition, "Ten

Gallery, Washington, D.C

May 4-31. Included in “New Names in American Art” at
the Baltimare Museum rt; arganized by Caresse Crasby
and David ter, exhibition then moves to Crosby and
Porter's G Place Gallery, Washington, D.C., June 13=July 4.
1945 January 3-February 11, Three works included in exhi-
bition “The Negro Artist Comes of Age" at the Albany
(New York) Institute of History and Art.

May, Discharged from army as sergeant

June, One-man exhibition of works from The Passton o
Christ series at G Place Gallery, Washington, D.C

October 8-27. First one-man exhibition in New York
gallery; works from The Passion of Christ series shown at
Samuel M, Kootz Gallery,

October 19-N ber 21. Two-man exhibition, with

The Passion of Christ series shown

November 27-January 10 (1946). Madonna and Child
{1945) in “Annual Exhibition of Contempaorary American
Painting” at the Whitney Museum of American Art, New
York.

December 17, He Is Arisen (1945) acquired by The Mu-

by a museum.
1946 Resumes duties as case worker for New York City
Department of Social Services, continuing to serve inter-
F mittently until 1849,

January 9-February 2. Included in exhibition “Modem
Religious Paintings” at Durand-Ruel Galleries, New York.

in exhibition “Contemporary American Painting” at the
Clearwater (Florida) Art Museum

February 5-March 13, The Bull Bellowed Like Two Cen-
turies (1946) in “Annual Exhibition of American Sculp-

ture, Watercolors and Drawings” at the Whitney Museum
of American Art, New York.

March 4-23, Included In “The Big Top™ at Samuel M.
Kootz Gallery, New York:

March 25-April 13. One-man exhibition at Samuel M,
Kootz Gallery of paintings and watercolors inspired by
Garcia Lorca’s “Lament for a Bullfighter.”

Aptil 15-May 4. Included in “Modern American Painting
from the Collection of Mr. and Mrs. Roy R, Neuberger” at
Samuel M. Kootz Gallery, New York.

28 Included in exhibition “In the Sun* at
Samuel M. Kootz Gallery, New York.

December 10-January 16 (1947). “Seme Drink! Some
nk! [1946) in “Annual Exhibition of Contemporarny.
Amo
Art, New York
TH6-47

September 4

n Painting

aties Depart-
Museurmn of
* Octol

n withdraw
lonal

Tausca Art

" reprocug
i A s (New York: Samuel
Liiar accempanying toxt by Wil

The

{1947)
mpaorary Ruliglous Paintings

Regiment,
1943 January. n Dallas
Mugewr #% commissioned

at The Institute

Hierographic Paintings by Sgt, Romare Bearden,” at G Place

Pietro Lazzari, at Galerie John Devoluy in Paris; works from

seum of Modermn Art, New York; first work to be purchased:

January 27-February 10. Christ Healing the Sick included

at the Whitney Museum of American

rit Aden Gallery, Wathington, [3.C, sponsared

f

-1
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by The Cathe
November 9-
Niveau Galle:
1950 Goes to I
Becomes acqualnted with Con
Brague, Jean Hélion, Hans R
then living in Paris: poet Samuel Allen, n
Bal and Albert Murray, painters William Rive
Paul Keene, and engineer lim Mosley. Later travels to Nice,
Flarence, Rome, and Venice.
December B-February 25 (1951), Woman with 2 8ird
(1949) in exhibition “American Paintings Today—19507
at The Metrepolitan Museum of Art, New York
1951 Returns to New York from Paris. Paints intermittently
but concentrates on song writing; joins ASCAP and has

acial Council of Washington.
ion, “The lliad," at

exhibit

study at the Sarbonne.
in Brancusi, Georges
and

many songs published

1952 Resumes work for New Yark City Department of
Social Services; case load involves assistance to gypsies liv-
ing in city. Continues to work until 1966.

1954 September 4. Marries Nanette Rohan. Returns 1o
painting, working in an increasingly abstract style.

Novembeor 17-December 19. Included in exhibition of
"Marie and Roy Neuberger Collection” at the Whitney
Museum of American Art, New York; collection tours for
nine months (see bibl. no. 129)

1955 May 12-Junc 15. Factory Waorkers (1942) included in
“Warld at Wark” exhibition of paintings and d (',
commissi { by Fortune, sponsored by the American Fed-
eration of Arts, opening at Arts Club of Chicago; circulates
for full year (see bibl. no. 130).

Ottober 31-November 24. One-man exhibition at Barone
Gallery, New York.

November 9-January 8 (1956). Included in “Annual Exhi-
bition of Contemparary American Painting” at the Whitney
Y Museum of American Art, New York.

1956 Moves into present studio on Canal Street in New
York.

July 1-31. Two works included in “Eight New York Paint-
ers” at the University of Michigan Museum of Art, Ann
Atbor; selected by Hale Woodruff

October 26-November 26. Included in “Second Annual
Fall Review of Paintings and Sculpture: 1956 at the Pyra-
mid Club, Philadelphia.

1958 Paintings now almost exclusively non-objective
1960 January 20-February 19. One-man exhibition at

Michel Warren Gallery, New York; non-figurative paintings
shown.
1961 April 6 One-man exhibition at Cordier & Warren
Gallery, Mew York; again shows non-objective work
May-June. Travels in Europe with wife Manette, visiting
Paris, Florence, Venice, Genoa, and parts of Switzedand
Begins to re-introduce figurative elements in paintings.
Octaber fJanuary 7 (1962), Included in “The 1961
Pittshurgh International Exhibition of Contemporary Paint-
ings and Seculpture™ at the Carnegie Institute
1963 July. Spiral group formed, meeting initially in Bear
den's studio; group later opens a gallery. Founded before
the civil rights March on Washing 1 is concemed with
the problems of Negro anists. Other members include
Charles Alston, Emma Amos, Calvin Douglass, Perry Fer-
g n, Alvin Hollingswarth, Felrath
5, Richard Mayhew,

on,

Narman L
Earl Miller, Mo

nis. Warks
his point on
edd In Same Nogro

“ounty Tercen

inson University Art

onlamporary
kiond Colluge

An Exhibitlon of Con-

aphic At at the
Academy Art Gallery,

ute, and
i Lottot

National In
Mew b

My Td=June 5. Inchuded in “First Graup Shewing (Works
ack and Whitel'" at Spiral Gallery
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Temple Emanu-el,
October
Corcoran Galle
October 11-
Alumni Exhibi
1966 |a

W YO

neluded in "Contempaorary
‘ollman Hall, New Schoal Art

Center, New York.

March 4-27, Callages entitled Four Panels on a Southern
Theme included in “An Exhibition of Contemporary Paint-
ing, Sculpture and Graphic Art” at The National Institute
w York
ational Institute

shown In “Exhibition of Work by Newly Elected Members
and Recipients of Honors and Awards,” May 25-June 26,
The American Academy of Arts and Letters and The National
Institute of Arts and Letters, Academy Art Gallery, Now
York

Leaves the New York City Departmont of Social Services.

Junie July 25. Directs and participates in "The Art of
the American Negro: Exhibition of Painting” at The Harlem
Cultural Council, New York.

September 11-Cetober 16, Six Panels on a Southern
Theme (1965-66] included in *The Negro in American Art”
exhibition co-sponsared by The California Arts Commis-
sion and the University of Southern California, Los Angeles,
at the UCLA Dickson Art Center.

1967 April 12-May 29. One-man exhibition, “Six Panels on
a Southern Theme,” at the Bundy Art Gallery, Waitsfield,
Vermaont

September 26-October 6. Included in “The Portrayal of
the Negro in American Painting™ at Forum Gallery, New
York.

%] October 10-November 4. One-man exhibition at Cordier
& Ekstrom, Inc.

October 16-November 5, Co-directs with Carroll Greene,
Jr., “The Evolution of Afro-American Artists: 1800-1950,"
sponsored by the City University of New York, The Harlem
Cultural Council, and the New York Urban League, in the
Gireat Hall of City College, New York.

QOctober 24-December 2. Included in “Protest and
Haope™ exhibition at The New School for Social Research,
Mew York.

N ber B-30. O hibition, “Romare Bearden
Collages,” at the |, L. Hudson Gallery, Detroit.
1968 Included in Eleventh International Poster Biennial,
Warsaw, Poland,

Included in International Exhibition of Posters, Sofia,
Bulgaria,

January 23-February 9. Included in exhibition *One
Print-One Painting” at Visual Arts Gallery, New Yark.

January 10-31. Included in exhibition 6 Black Artists™ ar
Dartmouth C Hanover, New Hampshire.

April. One-man exhibition at Spelman College, Atlanta,
Georgia,

October 17-November
porary Black A
ol Arts; exhibition 1

Three warks included in “30
at The Minneapolis Institile
bibl. ne. 150)
968) included in
r King, Jr.*" at The

Conle

T bW yoars
Thieo

n exhibition

at The Studio

1969 Febr
leme M

at the

Carl Holty, The Pajoterts Misd (New

Twimntieth Contury
tl L Hudson Callery

o (1959) Iy
ind Seulpture

m of Modem Art,
stival™ at Lincoln

0, Included In "Posters by Ant
€ linch Coll Museum of Ar, New York
5. Two works included in “The Afro
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Ine., New York.

York,

February 11-M.
Ekstrom, Inc.,

Museum of Maodern Art

American Artists* exhibition spansored by the Mount
Holyoke Friends of Art, at Dwight Art Memorial, Mount
Holyoke College, South Hadley, Massachusetts,

December, Bearden, Norman Lewis, and Emest Crichlow
organize Cinque Gallery in the New York Public Theater
at 425 Lafayette Street to exhibit work of younger black
artists, Malcolm Bailey the first artist to be exhibited,

December 3-31. Mauritius, his only sculpture; included
in “Blocked Metaphors” exhibition at Cordier & Ekstrom,

December 16-February 1 (19700, Included in 1969
Annual Exhibition of Contemporary American Painting”
at the Whitney Museum of American Art, New York
1970 January. Teaches for five weeks at Williams College,
Willlamstown, Massachusetts.

January 9-February 20, Included in eshibition “Black
Artists in Graphic Communication” at Gallery 303, New

February 9-March 10, Participates in exhibition “Five
Famous Black Artists” at Museum of the National Center of
Afro-American Artists, Boston.
arch 7. One-man oxhibition at Cordier &
New York

March B-April 19. Incleded in exhibition “Coalition 70
at the Staten (sland Museum, New York.

May 19-June 23 Included in “Afro-American Artists,
New York and Boston™” exhibition at the Museum of Con-
temporary Arts (n Boston

June, Receives grant from Guggenheim Foundation to
write a book on the history of Afro-American art.

August 14-20. One-man exhibition at the Tricia Karliss
Gallery, Provincetown, Massachusetts,

Decamber 3-January 30 (

1R 2-18-71

1971). Patchwork Quilt (19701,
included in exhibition “She™ at Cordier & Ekstrom, Inc.,
New York; collage acquired by The Museum of Moderm Art
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46, GLUECK, GRACE. “A Brueghe! from Harlem,” New York
Times, February 22,1970, p. 29,

47. . ""Minority Artists Find a Welcome in a New
Showcase,” Now York Times, December 23,1969, p. 22,
Negro Art from 1800 ta 1950 Is on Display at
New York Times, October 16, 1967, pp.

College

. “MNegroes” Art Is What's in‘Just Now,"” New York
Times, February 27, 1969, p, 34.

50, . “New York Gallery Motes,” Art in America (New
York), September-October 1967, p. 111,

51, . "“1930's Show at Whitney Picketed by Negro
Artists Whia Call It Incomplete,” New York Times, Novem-
ber 18, 1968, p. 31

52 GREENE, CARROLL “The Afro-American Artist,” The
Art Gallery (lvoryton, Conn.), April 1968, pp 12-25.

incl. cover).
54, — Perspactive: The Black Artist in America,” The
Art Gallery (Ivaryton, Conn, April 1970, pp. 1 -29 {{llus.).

5. H., 5. “Bearden, Gerard Display Paintings,” New Yark
105, November 12, 1948, p. 21,
6. HIAYES], RIICHARDL “Reviews and Previews,” Art

rork), April 1961, p. 61.

The Cinque Gallery,” The Art Gallery
{Ivoryton, Conn., April 1970, pp, 50-51,
58, __*Two Mro-American Artists,” The Art Gallery
(Ivarton, Conn,), Aprl 1964, pp 2631 (illus.)

9. [[EWELL], EIDWARD] A[LDEN]. e /

York Time

(illus.)
New York Times, Decem-

Arts Magazine

wd Expodient Politic

1 Modermnist Art," New

13 (il

h Conti-
1941, p. 25

w York), Decem.

Hagen erzie
ary 1964

Art: Yoar-End Roview," Now
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ew York), October 27,

‘Patchwork Mo gia," Time {
7P 65 fillusy

POMERQY, RALPH. “Black Persephone,™ Art News
[Newy York), October 1967, pp, 4445, 73-75 (illus)

76. RATCLIFF, CARTER, “New York, Intemational
ich), April 1970, pp. 67-71.

RIAYNOR), VIIVIEN]. “In the Galleries,” Arts Magazine
[New York), April 1961, p. 64

78. REINHARDT, AD. “How 10 Look at Modem Art in
Amaerica [cartoon],” 3 (New York), Summer 1961,
P. 36, Reprinted from PM (New York), 1946

79, “Reviews and Previews,” Art News (New York), Febru-
ary 1947, p. 42.

B0. "Reviews and Pre
bér 1948, p, 52,

81. ROBERTS, LUCILLE, "The Gallery of Eight,” Toplic
(Washington, D.C), no. 5, 1966, pp. 21-25 [illus).

82, “Romare Bearden,” Time (New Yorkl, October 16, 1964,
P NY 2 [10].

83. “Romare Bearden,” Art Students League, 93rd R
Session (New York) [repart] September 16, 1968-May
1969, p. 94 (illus)

84, "Romare Bearden Bull-Fight Inspirations,”” Art News
(New York), April 1946, pp. 53-54 (illus.).

85. S[HARP], MIARYNELL). “Bearden Paints ‘The lllad. =
Art Digest (New York), November 15, 1948, pp. 32-33
{illus.}.

B6. SIEGEL, JEANNE. “Why Spiral?,” Art News (New York),
September 1966, pp. 48-51, 67—68 (illus.).

87. "Tarmented Faces,” Newsweek (New York), October
19, 1964, p. 105 (illus).

B8, WOLF, BEN. “Abstract Artists Pay Homage to Jazz,” Art
Digest (New York), December 1, 1946, p, 15 (illus.).
89, - “Bearden Abstracts Drama of the B Ring,"”
Art Digest (New York), April 1, 1946, p. 13 (illus.).

80. — . “Bearden—He Wrestles with Angels,” Art

*w York), October 1, 1945, P 16 (illus.),

g “Bearden Sings of the Cup that Cheers,” Art
Digest (New York), March 1, 1947, p. 19 (illus).

ONE-MAN EXHIBITION CATALOGUES

tarranged chronologically)

92, NEW YORK. 306 WEST 141ST STREET. Romare Bearden,
Qils, Govaches, Water Colors, Drawings, 1937=1940, May
411, [1940]. 24 works. Statement by the artist.

93 WASHINGTON, D.C. THE G PLACE GALLERY. Ten

Vi, Art News (New York), Decem-

Hierographic Paintings by Sgt. Romare Bearden, February

13-March 3, [1944]. 10 works. Text by James A. Porter.

94, NEW YORK. SAMUEL M. KOOTZ GALLERY. Romare

Bearden, October 8-27, 1945, 24 works. Statement by the

artist,

95. NEW YORK. SAMUEL M. KOOTZ GALLERY. Bearden

Paintings and Water Colors Inspired by Garcia Lorca's
Lament for a Bullfighter. ™ March 25-April 13, 1946, 21

works. Text by Garcia Lorca

96. NEW YORK. SAMUEL M. KOOTZ GALLERY, New Paint-

ings by Romare Bearden. February 24-March 15, 1947, 18

works. Comment by Barrie Stavis

NEW YORK. NIVEAU GALLERY. “The [fiad" 16 Varia-

tons by Romare Bearden, November 9-25, 1948, 16 works.

98, NEW YORK. BARONE GALLERY,

Qctober 31-November 24, 1955

NEW YORK. MICHEL WARREN GALLERY. Bearden

ary 20-Febroary 19, [1960]

IEL CORDIER & MICHEL WARREN,

1961

ER & EKSTROM, INC

omare Bearden.

lar
100. NEW YORK. DAN
1N n. April &

Wnire
(IHuas)

DIER & ERSTREOM, INC
Recent Collages. February 11-March 7, 1970

sy
GROUP EXHIBITION CATALOGUES

GALLERIES
Tuly 4-5¢

Art of the

1 work, Text by Afain Locke
1. NEW YORK. MeMILLEN

rary. Getober 16-Novembior

IN 0 A= Contempo

[1941], 2 wesrks
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109. NEW YORK. THE DOWNTOWN GALLERY. American
nd 20th Centuries. December 9, [1941]=
lanuary 3,1 1 work

110, BOSTON. INSTITUTE OF MODERN ART. Faintings,
Sculpture by Ame legro Artists ry 530, 1943
Aary Best. Text

1 work. Foreward |
by James A. Porter. Exhibit o d in collabaration with
Smith Col L n, Mass.
111. DALLAS. MUSEUM OF FINE ARTS. [Life-Time-

tune]. Janua 30, 1943, 1 work.
WASHINGTON, D.C. THE G PLACE GALLERY, New
in American Art. [lune 13-July 4, 1944, 1 work.
Foreword by Alain Locke.
113, ALBANY. INSTITUTE OF HISTORY AND ART. The
Negra Artist Cames of Age, January 3-February 11, 1945.
3 works (illus.), biog. Text by Alain Locke.
114, NEWARK. ARTISTS OF TODAY. Exhibition of Paintings
and Sculpture by Negro Artlsts. [1945). 1 wark
115, NEW YORK: WHITHNEY MUSEUM OF AMERICAN ART.
1945 Annual Exhibition of Contemporary American Paint-
ing. Novembe 1945<January 10, 1946. 1 work.
116, NEW YORK. DURAND-R ALLERIES. Modern
Religious Paintings. January 9-February 2, 1946, 1 work.
Text by Maurice Lavanoux
117. CLEARWATER, FLA, CLEARWATER ART MUSELIM.
Contemparary Amerfcan Painting, Seventh Annual South-
eastern Circuit, 1945-"46, January February 10, 1946,
1 work. Foreword by E. R. Hunter.
118, NEW YORK. WHITNEY MUSEUM OF AMERICAN ART.
1946 Annual Exhibition of Contemporary American Sculp-
ture, Watercolors and Drawings. February 5-March 13,
1946. 1 work.
119. NEW YORK. SAMUEL M. KOOTZ GALLERY. Modem
American Paintings from the Collection of Mr. & Mrs. Roy
R. Neuberger. April 15-May 4, 1946. 1 work. Text by Marie
and Roy R. Neuberger.
120. NEW YORK. SAMUEL M. KOOTZ GALLERY. The Big
Top. March 4-23, 1946. 3 works. Text by Samuel M. Kootz.
121, NEW YORK. SAMUEL M. KOOTZ GALLERY. Building a
Madern Collection. May 13=June 1, 1946. 2 warks. Text by
Samuel M, Kootz,
7122, NEW YORK. SAMUEL M, KOOTZ GALLERY. In the
Sun. September 4-28, 1946, 2 works.
123. NEW YORK. METROPOLITAN MUSEUM OF ART.
Advancing American Art. October 4-18, 1946. 1 work.

124. NEW YORK. WHITNEY MUSEUM OF AMERICAN
ART, 1946 Annual Exhibition of Contemporary American
Painting. December 10, 1946-January 16, 1947. 1 work.
125, PARIS. GALERIE MAEGHT. Introduction 4 la Feinture
Modetne Américaine sous le Patronage des United States
Information Services: Baziotes, Bearden, Browne, Gottlieb,
Holty, Motherwell, [1947], 5 warks (illus.), Text by Harald
Rosenberg,

126, CHICAGO ART INSTITUTE. Abstract and Surrealist
American Art. Navember 6, 1947—January 11, 1948, 1 work
Foreword by Daniel Catton Rich, Text by Frederick A
Sweet and Katherine Kuh
FASHINGTON, D.C

THE BARNETT ADEN GALLERY
October 17-November
L{ane]

AN MUSELIM OF ART.
1D 8, 1950-Feb-

Art Gallg
m ol
* Art Mu

ute of Aty
1 Louis, May

101, NEW YORK. WHITNEY MUSEUM OF AMERICAN
ART tinn

Wpotary A

ry B, 1956, 1 work
¥ OF MICHIGAN. MUSELIM
wrn, July 101, 1956, 2 works

OF ART, Fight New Yok 1

MoMA Exhs. qs59.4




FOR STUDY PURPOSES ONLY, NOT FOR REPRODUCTION,

Collection:

Series.Folder:

‘ The Museum of Modern Art Archives, NY MoMA Exhs

9584

Finn 9793 Museum of Modern At TR 21871

Statement by Hale Woodrufi,

133, PHILADELPHIA. PYRAMID CLUB. Second Annual Fall
i and Sculpture; 1956, October 2
work (Illus), biog. Statements by the

artist,
134. PITTSBURGH. CARNEGIE INSTITUTE. DEPARTMENT

OF FINE ARTS. The 19
of Contemparary P,
1967 ~January 7, 1962
Bailey Washbum,
135. MADISON, N.J. FAIRLEIGH DICKINSON UNIVERSITY.
ART GALLERY. Somie Negro Artists. Octaber 20-November
20, 1964. 2 works, biog. Statement by the artist

136. ROCKFORD, |LL. ROCKFORD COLLEGE. FESTIVAL
OF THE ARTS. Creativity and the Negro. March 3-12, 1965
(illus.})

137 NEW YORK. NATIONAL INSTITUTE OF ARTS AND
LETTERS. ACADEMY ART GALLERY. An Exhibition of Con-
temporary Fainting, Sculpture and Graphic Art. March 19-
April 4, 1965, 7 works.

138, NEW YORK. SPIRAL GALLERY. First Croup Showing
May 15-June 5, [1965]. 1 work (iHus ), biog.

139, YONKERS, N.Y. TEMPLE EMANU-EL Sixth Annual Arts
Festival, May 16-29, 1965. 3 works, biog. Introduction by
Abraham |. Klausner.

140. NEW YORK. NEW YORK UNIVERSITY. Art Alumni
Exhibition; October 11-22, [1965]. 1 work, biog.

147 NEW YORK. NEW SCHOOL FOR SOCIAL RESEARCH.
WOLLMAN HALL. Contempaorary Urban Visions. January
25-February 24, 1966. 2 works (illus), Foreword by Paul
Moczanyi, Statement by the artist.

142 NEW YORK. NATIONAL INSTITUTE OF ARTS AND
LETTERS. ACADEMY ART GALLERY. An Exhibition of Con-
temporary Painting, Sculpture and Graphic Art, March 4-27,
1966. 4 works.

143, NEW YORK. NATIONAL INSTITUTE OF ARTS AND
LETTERS. ACADEMY ART GALLERY. Exhibition of Wark by
Newly Elected Members and Recipients of Honors and
Awards. May 25-June 26, 1966. 10 works.

144. NEW YORK. THE HARLEM CULTURAL COUNCIL. The
Art of the American Negro. June 27=July 25, 1966,

145, LOS ANGELES. UNIVERSITY OF CALIFORNIA, DICK-
SON ART CENTER. The Negro in American Art. September
11=October 16, 1966, 6 works (illus.), biog, Text by James
A. Porter.

1 Pittshu
g and Sculpture. October 27,
1 work. Introduction by Gordon

gh International Exhibition

146. NEW YORK. FORUM GALLERY. The Portrayal of the
Negro in American Painting. September 26-October 6,
1967. 1 work {illus.). Notes on the exhibition by Sidney Kap-
lan previously published in: Bowdain College Museum of
Art, The Portrayal of the Negro in American Painting, May
15=luly 15, 1964

147, NEW YORK, COLLEGE OF THE CITY OF NEW YORK,
GREAT HALL. The Evolution of Afro-American Artists:
18001950, [October 16-November 51, 1967, 1 work (illus.),
biog. Text by Carrall Gre: 3
148. NEW YORK, NEW HOOL FOR SOCIAL RESEARCH
WOLLMAN HALL Protest and Hope, October 24-Decem.
ber 2, 1967, 2 works, Foreword by Paul Mocsany

49, HANOVER, N.H. DARTMOUTH COLLEGE, HOPKINS
CENTER ART GALLERIES. & sis. January 10-31,
1968, 2 works, hiog

150, MINNEAPOLIS. INSTITUTE OF ARTS.

@ Contempo
4, 1968, 2 works

169; Flint Institute of Arts, Flimy,
Everson Mus
1BM Ga

Mich., Jar

ust 9; The At

a, Octobor
I OF MODERN ART, In Honor. of
| wr King, I, October 31 -Movembar 3, 1968
1
152, CHARLOTTE, N CIHNSON C. SMITH LINIVERSITY
E L N mbar-Decem
k. L 1 by Eugona ¢

153, WARSA NTERMATIONALE DE
LAFFICHE, 114 vork (illus), Text by lerzy Was
rilewaki

154, NEW YORK. MUSEUM OF MODERN ART, Social
Cr tfn America, 196009, 2 works fillusd. Text by
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Dore Ashton. Exhibition circulated to Lawrence Univarsity,
Appleton, Wis,, February 25-March 15, 1968; White Mu-
seum of Art, Cornell University, ithaca, N.Y., April 9-30;
Bowdoin College Museum of Art, Brunswick, Me., June
13-July 7; Bloomsburg (Pennsylvania) State College, Sep-
tember 22-October 13; College of Wooster (Ohio),
November 1-22; Municipal University of Omaha, January
3-31,1969; Da Pauw University, Greencastle, Ind., February
21-March 16; Sloan Galleries of American Painting, Val-
paralso (Indiana) University, April 8-28; and Mankato
(Minnesota) State College, May 19-June 9,

155. NEW YORK. NEW SCHOOL FOR SOCIAL RESEARCH.
ART CENTER GALLERY. Inaugural Exhibition, New School
Graduate Faculty Center, April 25-]June 8, 1969, 2 works.
Foreword by lohn R. Everett, Text by Paul Mocsanyi,

156. DETROIT. |. L HUDSON GALLERY, Twentieth Century
American Paintings & Watercolars: A Selection, June 2-30;
1965, 1T wark (illus,).

157. NEW YORK. MUSEUM OF MODERN ART. The New
American Painting and Sculpture: The First Generation
from the Collection of the Museurn of Modern Art includ-
ing Promised Gifts. June 18-October 5, 1969. 1 work.

158, LINCOLN, PA. LINCOLN UNIVERSITY. Black Arts Fes-
tival, [October, 19649]

159. NEW YORK. FINCH COLLEGE, MUSEUM OF ART.
Posters by Artists. Qctober 16-November 30, 1969, 1 work,
160, SOUTH HADLEY, MASS. MOUNT HOLYOKE COL-
LEGE. DWIGHT ART MEMORIAL. Ten Afro-American Art-
ists. November 626, 1969, 2 works, biog. Foreword by
Henri Ghent.

161, NEW YORK. THE STUDIO MUSEUM IN HARLEM.
Invisible Americs Black Artists of the 30°s. November 19,
1968-January 5, 19649, 7 work

162, NEW YORK. CORDIER & EKSTROM, INC. Blocked
Metaphors. December 3-31, 1969 1 work

163, NEW YORK, WHITNEY MUSEUM OF AMERICAN ART
1969 Annual Exhibition of Contemporary Ametican Paint-

ing. December 16, 1969-February 1, 1970, 1 work.
164, NEW YORK. GALLERY 303, Black Artist in Graphic
c munication, January 9-February 20, 1970,

BOSTON. MUSEUM OF THE NATIONAL CENTER OF
AFRO-AMERICAN ARTISTS, Five Famn Black Artists
February S-March 10,19 5 1. Text by Carroll

5 works (illus

Greene

166. NEW YORK, STATEN ISLAND' MUSEUM, €

-April 19, 1970, [2 works], biog. Text by Barry Leo
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erviewer” Carroll

Greeng.

Mr. Fearden, you at the Museum of Modern Art, and

today we propose to t your art. And first, we xzEdk would

‘Lotte, North Carolina, in 1914,

And did those early days in North Carolina have any effect on your art?
; late
hey did, Carroll. When #I first began Lo attempt to paint in the&1§30‘s and early 1940's,

L before the war (World War TI), I did a series of works on brown paper - collage (%) or

a

tempera, which were based kaxed on memocries of the South. I'd gone there again to wisit Hale

Woodruff (%), in fact, just before World War II - 191 or 1942 - and this refreshed a lot of (he

u

—

4 kL”_\J-“'l
G: Hale Woodruff being the...black American artist, who was at that time a'Ii.Atlanta.n._at_-_the_

memories I had as a little boy.

xxxiRExbiapionerizanxarkizkt university.

think it's pertinent that you do, because we do ha‘e
which

series o

that's true. really in trying to paint had been after T

rom college. My training was that of a mathematician., My parents had hoped T would

ing a frog - I knew that this wes not for me. And T
think

I pexiexe in my last year of New York University I

but from the start - dissec

was RExikexiedy the art editor. I be ave it was the New York Uniwversity Magpie. And /ra‘g

time there mwere 2 artists in cc E 1 ea Lhe T knew. There was Aaron Douglas and

itdh

was Charles Awstis, I ho was in s when I was young, I think going for his Masters

Columbia, * And he did a 1it teaching I think he was one of

Campbell,who I 1liked

naa

T wax doing in college. And ac
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number of carboons to some magaszines { new defunct, ¥ddke 1ike "Collem

used lo
nhd ] HEMxkky

regularly, at least once a week. He was very helpful ard we had
= , R (6r;48 5 -

HEEEXEXRXEXNEg had studied with a man George Brooks. They say a man named

one of the great modern Artis He suggested that I study with Brocks. And

ished college in 1935, I went in the evenings to the Art Students!
couple of years and studied with Brooks.
Ve d great deal of affection, would myou say, or pleasant memories. And that was,
introduced to something new almost every night.. There were some very interestin

students in the class............ I was meeting Pruvine, and Ang and Durer, and trying to

sharpen my own perceptions. One of the things that Brools used to find fault with me, b

cardoons as said, That I drew too sksppitky sloppily or covered up
the students were imkxbEtfed inhibited. T was just the other WaY.

I want you to learn to observe better". And I'd take the whole pxxe paper and

Just a hand, just a face, or just a foot.......... Then I got a little book that

he gave me from Germany. A book on anatomy. The interesting thing about this book was that

an outline drawing of the figure. And then in red were the muscles. And then bensath

After T did the drawing, I would take a
how would go, and then
tomy book and take a colored percil and draw in\the muscLesR the bone st

interesting, and I was learning something about drawing and Brooks was

th something in tersms of art history as well as this instru

Br
was not only from kooks

well Rnown as

scul ptox ony Smith.

printing press, who has done

of promotion work is very well known as
) s
promot ion de: 51_'_!!"7‘. And it was:exiremely
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intersetine ~ o, o - . . B
interesting class. and talk not just aboul painting and

painters and sculptors, bubt about poets: About William Lewis and T. 8. Eliot. These were the
we'd stay
greal names of that time. We'd read and xkudy, and the class was over al about 10:00 o'clock,

50 1'd never get home until about half past 12 or 1:00.
of the
G: Tt's been mentioned in other biographical accounts of you that one kksk things that seems te

impress the interwiewer is the fact that you mention that you were living uptown - that is, in

Harlem - and you had your studio above the Apollo, and one day you went downtown to meet (I'm

gnot sure whether it was Paul Brennan (?), or I'm not exactly sure who it was),but was that a
of

kind of a breaking Out'kne ghetto type of situation for you?
1}

BY Well; yes and no. I'll tell you why yes, and wihy no. This occured befoee I had my studio
stopped

above the Apollo. When I&ttxixxxd studying with Brooks, I was painiing at home. I had a little
room in the Heights.
G: Where was this?

the painter
B: ‘This was then at 50 Morningside, at 119th Street. And ¥@e I ran into Jaceb Fo s .o rinthe
streat, and he'd taken a studio at 33 West 125th Street and told me that there was one available

over him. I needed more room because this room that I had was small, and T just feelthat

you should get out of the house, and gthis should be

, something on your own. And I took this studio, which was $8

a month with free electricity. And I was we had a superintendent in

tkix this buidling. - was a kind of prototype of the man in the musical

And he was the super, and he raved on and about

across, the Con Edison was across

you'd pass this man, let us say, in June. And he walked by down the stair:

And you'd see him in August and he'd say "Mashed Potatoes". That was
just walked by you. I never understood what this was all about for about a year. But
jou see this was during the height of the Depression, and he lived all year in memory of the
Thanksgiving dinner the Salvation Army would give him - all the furkey, mashed turnips )
sweet potatoes and gravy and bread, and this was what he talked about. I was always on his

mind, He lived for Thanksgiving, for that free Thanksgiving dinner. So he was the superintenden

[
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of the building

. And when I began to paint, I diddn't know what to paint. You know, ysukxs
ERX your house, your school. And the dfirst things I did were college scenes
detailed (I don't know if any are around). And this was a time af social consciousness in art,

to do some scenes , social realism.

G: What years are you talking about?
BY These years are the late 30's. Right smack in the middle of the Depression. In the meantime,

all my friends were in the art . And then there was an organization

in Harlem at that time called the "Harlem Artists' Guild". I remember in the early part of the

year,

and here ®were young artists. Eddy Critchley, Marviic Lewis, Richard Lindsay, Franciscco Hall,
Michael ; many. All of them were members of the Harlem Artists' Guild. Eddy was
the first president and the established.

G: What was the Harlem Artists' Guild?

B: Well, xtxxk it was an organization of people in Harlem, and of course, at

that time, it was all Negroes. was brought up that if a white artistf moved

into Harlem, kei@ why couldn't he be a member of the Harlem Ariists' Guild, or a Japanese artist,
a girl, she applied to and she was lef in, but this was because only black people
in those days
were living in Harlem. This was formed,really, because they had so many of the problems
on the WPA (?} - layoffs, etc., and it was just a time of torment. So I had a show, my first
show, and it was given by Ed Bates, at a place with Olsten and Brannon on 306 W. 1hist St.
We usedto call it "306".
G: .What yesar was that?
B: This was in the same period. From the mid-thirties on until about World War II: Later
son lived there.

And you had your show at what time?

This was in 1941, ®&This was my first one-man show.

Was this prior to the Jacob LOwery show which opened in December? Tt must have been.,......

Well, this was earlier. Ed had given.him a show. And the money the artist made was usmsually

sening night they sold drinks, In those days no was sold. And this was a

ind of way the people helped you this way. They helped you get rent

rent, fand all these kinds of wayss t p you carry on. And so, Ed Bates (to get
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back to your initial questi . :
your initial question, which was diverted) was a model, an actor, and when he wasn't

acting and dancing, sometimes he'd model to make a little extra money. 8o hé knew a lot zof the

actors. Ed too T N < Iy

actors. “Ed took me, that is true, downtown to meet Paul Brexw , Stewart Davis, and Waller

Bumke Pruitt (?), Paul, Walter,
:5'e

class that I told you about NYU. But my world was up at 110th St., moving

and Davis are all deceased now, except for the fellows in the

associating with the other artists. OQutside of Harlem,

G: Could you tell us'a little about your world that was above 110th Street in those days? What

was Harlem like in those days? You've said, I remember in another conversation some time ago,
felt that

that Hardem had been turned into a very unsavory place, but in those days, youAFnii it had a

sense of #® community.

B: Yes, I would say now that because of the dope scene and the overcrowdedness, those aspects of

Harlem the so—called

The period from the mid-1920's up to the 1930's...

15
...zf‘ gone. And the people that were there, that you saw every night,are gone.

It was essentially a different Harlem from today.

Yes, it was essentially a different Harlem, and there were certain places that....
Theré was a woman, for instance, (all the artists hung out in several places at certain times
during the day. ﬂThgre was Joe's on 137th 8t. mi Tth Ave. And then, at a certain time there
was a place called Mom Young's. Mom, ZiIxemexkixey Young, we called her, had been a very beautiful
woman in her day. She was gray-headed at that time.
G: . Where was Mom Young's?
B: Mom Youngs was on 133rd St. bet. 7th and Lenox Aves. Mom Young had an apartment where she
made home brew.
G: This was during the days of the prchibition,
B: Well, even after the prohibition, beer was 25¢. 8She served this home brew in Maxwell House
coffee cans, these pound coffee cans., We'd drink a lot of that.

G: Good to the last drop, too.
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That's right! And along with that you'd get a bowl of something {o eat. And each night

would be a different thing, like chili, potato salad, shrimp salad, And this wesXdxke was
erved by &k an old man - Uncle Neely, we called him. We had a o room set aside, and all the

-~

rtists would meet, say, from 12 to 2 at Mom Young's. If we stayed out very late, we went to
Shot's

ome afler-hours xhmp spot; there was a place called Hotmksmks (?), up on Tth Ave., and another

lace on 123rd St. There were about 5 or ¥6 places,where at certain times you would usually

ind . On the weekends, say from Friday to Sunday, there was always a poker

at 306 W. 1list st., at 's place. X This was going on constantly......sessosas

Did you work with the WPA in Harlem? Many of the artists did work on the WPA projects.

: I tried to, but you see I was just beginning as = student, and they didn't think that my
ork was advanced enough...s... aiwihetea

You went to High School in Pittsburgh.

Yes I did, I went to Peabody High School in Pittsburgh.

You graduated there?

Yes.

And How leong did you live in Pittsburgh?

: My mother and father lived here in New York. And my maternal grandfather lived in Pittsburg.
a

would somethmes be in New York, and I would sometimes be in Pittsburgh. I went tﬂipublic

chool in Pittsburgh and a public school in New York. I started High School here and then T

ransferred.

You were there a few years.

Oh yes, I went back and forth.

Tremodeerxymuxeiaried This exhibition begins with your seven scenes on Brown paper. You
ere living in New York at that time and more or less recollecting what you had known in the
outh, and T got the impression, also, that you spent some of your summers in the South. In
ther words, you went back from time to time.

I did. I went to N. C. when I was very young, let's say, uk up until I was about 10. Then

¥y grandparents died

se were your fathere's
Yes, and then sometimes I 1 viglt my farm in G N. . T didn't really get

own into the dl:‘."p Sduth = Missgis: arnd Alabama - until I was little older.
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- / - One
Gt Perhaps I should ask you this in regard to your own career as an artist: Wkemxcould Xau

alnost divide your work up into periods. We talked about the Southern series, for example.
How did you get from the Southern series into the kind of things you were doing around 1946,
when you were doing these very handsome abstract paintings, which very often seem to ha/e a
Spanish theme - the bull and that type of thing. How did you get from this to that?

B: I continued my work on brown paper, and then the war. I was in the Army until 1945. And

when T came out, I had other ideas. During the time that I was in the Army, I had a show in

Washington. At a place called the G-Place Gallery, run by(LLQf“T_\ . And this

was the first showing of these things that I had done on brown paper. After I got out of the

Army, I had my 2nd show with . Then my style had changed. As you said, it

had become more abstract and & bit more clean (?), usually being water colors, done at first
with a kind of brush with rather bright colors, because the other colors were more what the
painters refer to as . colors. These were the bright reds and yellows and with intensity

like the expressionist painterss. These were usually done around some theme

-

Then T continued to experiment at these things (patches) of color. Then, I mentioned that
I had been in the Army, I had always wanted to go to Paris and Europe. I hmdxkx gave up painting

for a while. I'd been exhibiting at the Samuel galery here

And Mr. had shown the works of

Picasso after WW II for a while. Xmx So I had this opportunity under the GI bill
of rights - dxk 5 years had =kxeusy gone by % and I doing something about it -
and I left New York to study at the Sorbonne. X When I got there I was told that if I wowked
on a doctorate, I wouldn't have to report to schocl. So that was for me!
G: What did you study?

much of

B: I didn't really study anything, but I was going to work on a Ph. D., and I submitted a

thesls which was accepted. I pukess no one else could take the same theme

because I'm still on record as . "The Philosophical Structure of Art", T

believe, was the thesis. I couldn't paint, I couldn't do anything, It was Paris, and I guess

T walked the length and the breadth of it. “here was always something newand fascéinating to do.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

MoMA Exhs. 95%.4

The Museum of Modern Art Archives, NY

One

Perhaps I should ask you this in regard to your own career as an artist: Wxsxxeould et

almost divide your work up into periods. We talked about the Southern series, for example.
How did you get from the Southern series into the kind of things you were doing arcund 1946,
when you were doing these very handsome abstract paintings, which very often seem to ha.e a
Spanish theme - the bull and that type of thing. How did you get from this to that?

B:" I continued my work on brown paper, and then the war. T was in the Army until 1945. And
when T came out, I had other ideas. During the time that I was in the Army, I had a show in
Washington. At a place called the G-Place Gallery, run byCLLQj::;,k . And this

was the Pirst showing of these things that I had done on brown paper. After I got out of the

Army, I had my 2nd show with . Then my style had changed. As you said, it

had become more abstract and & bit more clean (?), usually being water colors, done at first
with a kind of brush with rather bright colors, because the other colors were more what the
painters refer to as . colors. These were the bright reds and yellows and with intensity

like the expressionist painterms. These were usually done around some theme

Then T continued to experiment at these things (patches) of color. Then, I mentioned that
I had been in the Army, T had always wanted to go to Paris and Europe. I kasixkx gave up painting

for a while. I'd been exhibiting at the Samuel galery here

And Mr. had shown the works of

Picasso after WW IT for a while, Xasx So I had this.cpportunity under the GI bill
of rights - d&xk 5 years had =mkxemiy gone by * and I doing something about it -
and T left New York to study at the Sorbonne. X When I got there I was told that if T wowked
on a doctorate, I wouldn't have to report to school. So that was for me!
G: What did you study?

much of

B: I didn't reall¥y study anything, but I was going to work on a Ph. D., and I submitted a

thesis which was accepted, I pukess no one else could take the same theme

because I'm still on record as "The Philosophical Structure of Art", I

.

believe, was the thesis. I couldn't paint, I couldn't do anything. It was Paris, and I guess

: lLength and the breadth of it. here was always something newand fascinating to do.
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G: YOﬁ S8y that you submitted the thesis?

B: No, T submitted the title. gut I didn't get the of it or anything; I was
Just there. And then when I came back - I hadn't painted in a long time - I decided that there
was something missing in the art structure that I had, the way that I had progressed. T wanted
to understand more and more and sé much of our art training is studying in terms of success.
Especially im what I see in colleges now; that is, if a style is popular at the moment, students

are learning how to do an acceptable that style, instead of

fundamental values . ®#I felt that I was just at that time (even though I'd exhibited

» I was xthe same kind)... I went to a man who is long gone now

named Joe W , Who had a acreczs from Wanamaker's - And T had
cer tain

him blow up the s of the style, reproductbns of works of art.

G: These were traditional works of art.

B: Rembrandt, etc. I started to look into =mme Western painting. I was

still going to the Museum, so I had these made about that Iimex size.

G: You were onl25th Street then. Were you in classes xk=n% at that time?

B: No, I was just on my own. After I'd come back from Europe (late 1951) I still had By
studio. 1'd moved from 33 West 125th St. to over the Apollo during the war. I got these
reppoduct ions, stretched canvases, and for several years, began to make these copies

G: The usual practice was for the artist to go to the museum.

B: I didn't want to do that, that's why I had these blowups made aboﬁt the same size as the

paintings. And I wasn't interested so much in copying exactly the same color; I just wanted

to study. I had one of these things that I did that I

and I made these copies, then took heavy brown paper and shellached it and

Juxp just practiced using the brush.

G: You weren't interested in the color, now what were you interested in?

B: Let's say I had a tissue of a painting blown up in size, and I took my own colors sometimes
rather than looking at the color reproduction. I was trying to understand the form, how it was
put toge 1_.i-.:3r, how it was structured.

G: You were more interested in the st ? You were working from blacks and whites largely.

B: That's right., Then I finally developed Matisse, In a Matisse the color is so important.
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I did use color from the large reproduction of theparticular Matisse

that BI did. When I finished a couple of years of doing this, then I had more confidence.in

myself as a Then my work became more of these color

structures, And I had a show of these in 1955 at a gallery called the Barone Gallery bere in

New York. T continued to work and was able to eliminate a lot of these

which was rather feagmented

into a more solidified form.
G: Visibly you weee integrating your coneepts.
B: dThat's right. And then my next show was L960, of these works which the Museum cf Modern

Art has done, at-the Michele Gallery.

G: Is #x that the "He is Risen"g or is that the other one?

B: "He is Risen" came from those early works right after WW II. And the other one

in 1960. Then I had another show in 1961 which continued this
after that,
same style of work. And then for some reason or obher;\l had a number of fights .ieccsnneecs

f/v'p or S/ D& /
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: And I had several shows...you know ...fisri

Were partners...and later

¢ What was it called? MDDGEOXNKBOMXENXIIRY

* M}jhel Warren Gallery.And later Mr. Ekstrom moved and it became the Cordier-Ekstrom Ga'lery.

: Which is your present gallery.

And in 1963 g group of artists formed a community gallery, a meeting place really,called the

Spiral Gallery, of which Norman Lewis was the first chairman. And Hale Woodruff, Alston,

Reginald Gannon,Alvin Hollingsworth, Calwin Douglas, William Majors, Perrpy Ferguson, Richard

Mayhew, Hines and Amos (?)_ T don't know whether I've mentioned all'the 15 but these

were artists ~ we used to meet and discuss things.

: What was the purpose of this Spiral Group?

First it was a group of Black artists and we thought that we...remember this was the time of

the march on Washington, that as Black artists-Negro artists at that time-we would hire a

bus and maybe go down

To participate in the march on Washington

: Most of the artists had other committments.than. this already. So then we said, now look, this
is so interesting, some of the things we are talking about, let's keep going. And we used to

meet at my studioc. And then Norman decided that we find a meeting place of our own.

: Where was your studio at that time?

I moved in 1956 from 125th Street to Canal Street. And so we found a place at 143 Christopher

Street.

I remember it was very handsome... the gallery.

Yes. You were there. And Norman Lewis, Jimmie Reagens, who I forgot to mention before, and we
worked at putting it in some kind of an order. :

P e Simpson was involved. *

: Ees Simpson MMEXZXXHXNEH of course. And once we got into a discussion of, you know,

Western art is so much recently ----Romantic movement with the individual, and

maybe we could work on something as a group, take a feel (or field?) and we batied this

around for quite a 1little while. And then it was a question of how to do it

how would a whole group, say five or six types of work (?) on somethéng. And then T got the

idea...my wife Nanette had magazines (called The Chief??) there were

some photographsof... landscapes. I cut these out and gave them to Mayhew cause he's

a landscape painter, and I'd do other things and maybe we'd do some king of a composite thing

using these. Then I mentioned this to the fellows, they were all enthusiastic, and we were

supposed to meet on a particular day and start doing one of these, and then somehow or other

they all thought better of the idea. And T continued you know trying to make a few of these

things.

: How long did this group last-the Spiral Group?

: Oh, were still going put we lost the place about three years aféer we got the place about

the latter part of 63 and we stayed there till 66. When we lost the place...a lot of the

fellows... out of the city, so it hasn't been as active as it used to be.

: So in other words Spiral is a group that is still informally continuing

: Yes, but you asked me about...and then it was three Spiral groups(?) I'm doing this work

that I told you at first it was thought was composite work::: the work of

5%4-The Projections-T made a few of these and then one of the fellowa Reggie Gannon says you

know you could take this and have this thing enlarged, blown up. And then I said Oh Yeah T

ghould do that....mentioned went to a place and had these things

enlarged. I did about five like this. And Mr. Ekstrom came down to my gallery to see my

Latest thimgs, and then he looked at them, and then he said what are these things rolled up

P

: he and Michel Warren had a galleryin which they
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(B) T said its Jjust something that wouldn't interest you, cause these are about people on the

on the other side of the world(?)

These abe about the black people, and lives of the poor people

That's right. And I said all these things just came to mind just in one

like a lot of money, you know, just rushed in
: Almost a stream of conciousness...
Yes these things rushed in
t looks as if you were almost hard pressed to get them out

when that
Yes, that's right, they were coming that fast. Because sometimes:'\you felt like the people

[
that you took, that you are talking abouﬁ, painting(?).....you know all this sounds
rather metaphysical....just there....by placing themselves in the right way, on these
pictures. But Mr. Ekstrom said, alright let me look at them anyway, and I had offered
him a drink, and Mr. Ekstrom looked at these things, and he said I think you'd better
give me ;riiink after all, he said cause I'm looking at your next show. And I said What?
He said well this is June, and I want to have ashow in October and I want twenty(?) of these
things(%)
This was when - 6U4?
Yes this was in 64, this was the summer of 64 that he saw, the late spring of 6L cause he
was going to Europe, and he got back in October, and I had enough of the show finished.
T think that one of the things that's of interest here is that in the Spiral group of that
time, that was formed in 1963, that you as a group of artists did decide to discipline

E palatte
yourselves in terms of limiting your as as it were to black and white.
That's right we had a show called Black & White.
I saw that show.
A lot of the things that interedted...other artists...you see a lot of the country...
are cathhing up with...more than one artist working on a thing,...limit a palatte to,
let us® say to black and white, and many of the things that we had discussed that you
are now XEKXX¥E, in a sense, taking weight.

How did you arrive at that decision...it was a discipline that you used, but you also...
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You mean personally? )
No, Spiral at that point.
4ell, we were questioning every aspect of what we had been taught to think about art untill

that time and looking XXXKKNX you know it was one of the Romans said, you know I think that

Cassius, and not Shakespeare, but this was before around Cicero's time

3 R =
other worlds. And so we were looking to see if there were not other worlds, if there
were not other ways, if this were the way that we were taught was the right way:; listen

why couldn't you do this figures why couldn't you. Allef the things

that we had thought were sacrosanct accostomed----
personally
32 You were not studying other artistie traditions, but you were simply,\questioning ether

some of the traditionally sacrosanct....

No, guestioning and studying. For instance Mertoh, whose actually

African sculptures

See.

ours

the group was actual]&_ . J
L ;QI, 458

: Yes, and at other thingp,,_cmﬁe

.r\”" i, o

values of t.hi

p_a “
: So that ;!hile

probably a*fg‘fsg.natg.qﬁ th .A. & “:“ (Rl
st.ructur and form do you :t‘e&l 'thatgt’ﬁi”s F;Tl&
e

7 R R
point. fo}' yotf, you{in & d, that’ M, Ekah&r;m S5

“7‘_ 0\‘." t:il’ni'-..
the wbole experience L Spirzx';g‘h
% - ,"*‘"’ﬂ"" &%— L b A RS :
Lhe.t Why' Spiral? bu‘t. notlﬁ.ng m& can ‘Qﬂt@ ’Eﬂ# 4R Ind o j:" oy ‘

ras 3yt . ‘ .. 2 5y 5
e st 3 IR By Bt
B: I thirfk that yes it ‘didr pealfge et the m.a.ny
things that were deweloped later...things that I'ye just mpntioned
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far more things in individual artists®

time.

instance we

that would have known anything

about Joshua Johnson, early, the pioneer Black artists, and we talked

find little, what you call them, the way you can project

inte that whole cultural background and history.

program, and we in our simple way, before down on

Christopher street and giving thew shows, we had, I don't think there had been

hardly any, you might say storefront galleries, meeting places, of Negro artists before

then. Now you have this in Defroit, in Washington, all over. in that sense.

B: And then ¥&00K from the Spiral we had many shows, among the artist teaching, and

I'm sure the Calvin Douglas, Mayhew and Reggie Gannon and the others, you know take some

thing with them from that experience. Now everbody, we didn't agree,...never...no

G: You have said that after Romanticism the Exx history of Western art was that of the
individual artist, so that within Spiral you were however continuing that Western
as it were.
¢ 1

s, that's true, but were why we managed to work in common

n this project, you know the

jections, what

name of Projections, because, sometime I'll
e gave them that name, T imagine because the people are up front and the more
{1 DOEOMEE NN KNS everything seems to project this Life(?) of the
tion(?) at you(?). And T did this  deliberately

ary Film to give this feeling of "you're there'.
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work of art but that you are g at iing ... which you are there.
ted to give another kind of ity to it; because : is artifice. And you
become more real by not being real like a photograph. You must accept the reality of ari,

<
you know to Q§Lly give #it a heightened reality which I have?
high

And you, within your work, you have a very hetghtenad degeee of selectivity, in other words,

-2

you seem to conciously select the aspects which you wish to give it that reality, in other
many of
words when for example, the e are very prominent feature inbyour worﬁf the face, and so
forth, in other words, you have highly selective(D) to give this reality.
for instance a hand, a2t least at that time T didn't want it te appear Just as
)
hand, the handnsss of hands so Lhat you know it was projecting something else,
just another anatomical feature. An essence.
:::and then having it there both symbolically, in terms of content, and than
structurally.
people have looked at this, I never started with a drawing any of these things
T've done since 19%..or then? some preconceived image of the picture in mind. T started

5 rd 3 - s +hi ] an 3 -
complete abstract way, and n looking at it I began to see things. As T've said, the

A1) 3
invasion of the comes back, and tbem certian people and KEJEXXKand things and

ts that I've known...looking into ...place...seeing an old woman frying some fish in Nerth

cavolina, things like this, memoriee, ...stated...somehow begin to try to evoke that...in
of perception in the mind and then translate it.
ihe problem at that time of having the memory, the idea, the reminiscence,

the problem of getting right photograph, the right materials out of which to structure

ries.

that lot of people fi B G

from now on, say i -, I don't use the magazi for as much now &s
ine...how did these things become the faces

black pecple, g photograph of mos you see, and that becomes hair.

«sslireplace.
beromes a Conjur woman's

Jmes

Just for

Lips: .. Ju
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fragmenied from disparate things, that make
doing far more structuring than most people realize.

1,

the right photographs then Tl give you some, but it isn't
& fantastic photograph garchive...
done because I have to work in ferms of what I
s say « womans bedspread, then there's a

.whatever that was, I'd make the picture frem

Then a=tusadly the structre becomes absolutely essential for you because you're concerned
about the essence of the phenomenom. You said the handness of hand, the hairness of hair.
in other wor 3 I'm making you believe

black people in New Orleans, scenes......fish

at one Lime tooabout you can't always do things the same way, you were
I've forgotten who you were quoting, kmi and you were developing at that point the
X photomontage, you had these things that you were reslly experimenting with in Spiral
strom comes along and sees How did you feel
your whole direction at that to
body ef your work.
ges but the most essential thing of all did not change from the

changes

those paintings copies? that I told you, and moved right on to

particular time an s ‘ n his faith .
are completely abstract now, I maean that are
‘hanged. the spatial concept has not changed

you know these kind of mystical landscape

and the form basically is nol

style to a semi-abstract one.
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formal
Jeet?. .. did not Por instanve, one of the most one of
painter/ing? is the French painter Ingres, who pecple feel
or drawing
if you turn one of hlanrjn;: upside down you'll see that he's far
now who are abstract...hard edge painter...far more. This
the figure. Piero della Franchesca is a very abstract
verx natural ic elements. But once your space is de-
do anything.
who have the most impact on your own work? I kmow that is a
sometimes one is not =van aware of thet.
technically, an artist who's had an influence on my wWork...not
from the peint of wiew of what he did, and that's Archibald
that XOOMK for instance Jacob Lawrence, Charles Whits?
-.»placing?...black pecple in other situations, Motely did. You see Motely was a

of course a Chicago artist, and in the twenties Motely crosssected? the transition of black

pecple from a rural situation to an urban one, and he paints the and the

-..ministers preaching on the street...church...not any more...so you go on the sidewalk...
All these thi that tely di And so looking a these things I always thought that he
neglected and a very interedting artist, in my mind. And locking at hese things is
somehow inspiring. T mentioned, when we were talking about this that this type of thing has
so he was great influence, in let's say the spiritual sense. Qther artists

influence on me are the cubists art, Mondrian, Picasso, Gris, Matisse, all o

who worked in the cuwist style; African sculpture and the Spanish painter

your works

of Egypt there,
of sometimes of
mediegalisms in many of

ine gquality, it
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art should strive toward simplicity, but it can't start there. Tt has fo star:
ld come the............of reduction. You see you can't start with
And out of all of this enrichment..because this is the part?
money
1is country...rich in a lct of +on.o.thingh...that involve....
?jazz music
them becomes...ths sprritnal, other things become the:.......... s and this
- Now we don't realize the enrichment of our lives...the lives of black people, how
that they have given...speech and other things...style of life.
id someXXXXK place that you felt that the black life style had been expressed vers
in a literary way, but that you felt that there were some lacks as far as expressing
black life style in an artistic, that's in the plastic and visual arts.
o .musicaly.
You felt that it has been done well in music...rather than a literary way.
Well literary and pew the plastic arts are now moving to the same kind of enrichment because
its easierfor a musician to probably get a clarinet than a whole studio and sculpture.
tradition too.
formulated the tradition, but painting ... had to come a 1ittle
because t -2 ittle bit, its more involved. But xk not that its grater, T mean
its more means involved.
You take the early Black artists, Joshua Johnston, Bamnister, Duncansen, any of them, they
e fairly content to be a part of a tradition which was pretty well established.
that time were part of America...and I know most of them had to g£0 to Europe
pureue it...didn't they. G es. B: You see they had andther-each art in each
ertain problem which it has to face. And these men had to @ace the problem
KKK Fact 1o that Bannister said that he, his impulse to paint came
this is something that Negroes can't

%us

Norman Lewis, the rest of .......
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Because

tht. And they had go leave the country, in their pursuit of their craft, and so

become the vanguard fi the Tmpressicist painters

divergent turn from Acade heir dag. Because they would say what

best thing to e ha s the best clothes to wear, the best anything. You know
to show th we could do this too.

that we are jast as capable of being arti: ame as white? or any otker pecple. Now

sonewhere theed's another statement that you made, I can't recall, but it had tode

t feel that painting would solve the social problems or that no paintin

the world.

think that was Horman who made that statement Norman used to say

hange history. I don't think that I would make that statement. Maybe its righy

whatever I beléeved in myself, I wouldn't make a statement of what something

can't because So I think that all you can do

you can for yourself.

each cultivate his own garden.

the tranforma 1 of your photomontages from black and white inte color. T
iber Iir;- 1967 after a show sXxpkakmxsfimwxikexyssvgkaw in the year before, yawxxemsxher
iember that showpl, there seemed to have been and explosion of color, after
and can be rather somber but here you seemed to have
in 1964 Black and White show, the little work
projections,were done in color ... around

became how can I translate these
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drawn your inspirdtion from the life sivie of black pecple in the Prewalence of
I wonder if its possible that people might fendf to ZA ignore the ecthetic aspects

work and be much more concious and perhaps appreciative of the topical mature of the
work.

as
Well,This may be inevitable but what T tried to do was be:objective in art using what I know

black people in this country as Breughel did to? Flemish people of his
close# and in tims, as time passes; I hope that they will see

Wie arfistic aspects, the esthetic aspexts as well as what may be social drama?

Are you saying then that there is any really essential difference between Living in
from
ghetto area in Harlem than there isyliving in a mwkmrksw sevilla or barrio in South

. . 3 3 . s .
America. In other words, youre dealing with the handness of hands are you alsc dealing

with the ghettoness of the ghetto.
Well, the fact of, the nature of what I want to do, determines to a great extent the

formal aspects of the work. Mattisse, for instance, was very much inspired by, you might
of lide and the whole sumptuousmess of what the french word fin de siecle,

he looked
you Know end of a particular era. And ymwximmk at Greek vases, Turkish rugs that you see

n the walls of these Odalisques, women that are not just French matrons, but Odslisgues,

ut alsoc you can see . S50 this is all in the context of what

I'm not trying to say that. I'm saying, out of the life of the people
to depict other formal requirements are necessary, but in the en

you know that accomodate my thinking, but in

that &ll art in the end

speaks to me or speaks
from Tour thousand rs ago sti speaks to us, altbough we ate not feeling or
the EXKEN soci spects MXXXKEOCINEX XROORRODIEXTHEKIXOX at the time that we
the artist, Monet painted haystacks,

1ily was very important to Monet because

lor. You have to have some cbject

i &

love, you're not just in
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woman. KEXKGKEX Rembrandt wi

confusion about
art a kind of an easy, a kind of ¢ rt in being both. 1In other words, you seem to
many people a dichotomy, and you
you seem to have taken that
ou know besgt, and have buitt on it
like Duke Ellington, Archibald Motely, who
spiritual progenitor of myself without the techniecal....But these men were
the first take ...this kind of subject matter.......s.
more contemporary artist, Mr. Motely is, of course & senior
but seem to have, in other words, your background in
estern art ing of various art, observation of art throughout the world
» » £
has all sort o in a sens you have come home, You have taken that voyage to the far
se elements to this experience which was your, part
if
but you have brought these gifts as, he who would
wealth ofthe ;
of the Indies, must take the,Tndies with him, is what T mean.
i

focused on the black experience. Why?

that you need all of these things richnessf-------MEKH to it.

rich experience.

about the continuation of life....
The Western world is faced with a
have now-movement, the combatting of

technology to which we are accostomed
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in relation

about us is our social security

wHd  not is you find, you went to a Baptis

chureh the fact of whe you were was important, a Brother and Sister Banks...my

ere was an exchange of

many other people.

find ourselves in this situation in the world...zny

the pollution continues we'll all be dead in 50 years or

1, and by losing eur contact with the matural

' in many ways, not in the way of disaster, but

forces we've surrended so much s
nportant to the black life style, that is in

in our %feeling, everything
the whole development of the west. Now, people were taught all alcng

17 that this was bad, that you got to change. And now, when you get to look

your

in the black experience that were...when I say complex, it was

there were many things in

far more EEREDEX than we are able to realize, and that people's lives =znd the

looking at your works that deal with black pecple in this country have

have commented the effect that the works are never sentimental but that they are, in a

their very being, bhal the very essence of the work, the work speaks for

reflect, Which perhaps true of the préjections, that kina”’

itzelf, thm=t they don

and celebration state of being, a condition, in life.

any people, but the mere
picticn of people in the rural south, and so
showing as a, telling as it is, and =o

ing about, in other words,

are obvious there since so many of the pecple that

cireumstances you can't wonder that they have some
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["‘1‘1:!{' 1§28
meny other things, in
paint is changdng, it

I meant that whole thing

fantasy, I mean this is real, but I mean now, it, lets say 20 years Prom How...cerzain
in ?Africa,..and t L1 be gone...and other things will be ?of‘fered(?op&rative}
this is a gre: ¢ tlhe memory.
you(think) the black in America has had many of the problems that other artists
>d and yet he has had other extraordinary problems due to the social situation
his country which we're all aware of, do you find Romare that today there are more

ities for a young person growing up in Harlem to become an artist? What's the

bit better...he has mere opportunities. I see more young black women and
young men in art schools all around the country. And X some effort has been made to go into

S

the so-called economic-Tnever use the word ghetto because I think that the word ghetto

and ,it was brought by European sociolegists because they find something
of
cally deprived areas XX#X like New York and Chicage that is similar to certain

ropean ghettos, but while it's similiar there are certain things that are different,
°

European word, nof, African word, that is pasted on, too many people

mean pou don't feel that it's applicable to the American situation?
Sutteon place a ghetto, not unless you call the entire Bronx, or little
@, if the very wealthy don't call that, although
Sutton Place, and therefore they are deprived
may be spiritually deprived of many things
people...shut themselves off, So that you call all of

s the middleclass like Levittown, if you are using it in

thetto, then you have ot ecall Levitliown a lowes
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chettos tou? When I (anie up
ton and New York as gnettos.

lBeecannans

if they were very poor.

else, In the ghetto of say Warsaw, Herth

?indicate the diffrence between
ple living in economically deprived areas. Even the mest

were not allowed te come out of the ghetbos...big fine house within the ghetto.--

they wore certain kinds of clothes

s, and when they did come out they had a mark

which showed where they belonged...people say oh your skin will tell you that

a great deal of difference, so much so that it's difficult

area...but it sounds good sociclogically.

But the idea is that there is much, but I think also something else is missing that we

had that the young artist does not have now. Each day I could see I could see Langston Hughes

Claude MacKay, or Ralph Ellisen, all the young artists didn't live all over....

1ity life...the painters, the writers, the musicians....

the musicians...come to 306...the actors , Ad Bates, all the
young iters of the time, besides Langston » William Attaway, Richard Wright or
White, Ralph Ellison, so you were all together.........

...an advantage to that?

Yes a great advantage to thet because...writers had ideas about...your painting...you had

ing. You had gemeral ideas about certain things...no one had any money, you
for instance...we all would go to the Savoy about 2 or 3

place that didn't cost you any money-that was free,
that people felt...%Ycontinue?,..as an artist; and you

something in their own little way...and a big way spiritually...by a little

eeonomically.ees. s why yes they've been to the schools...but there's a man in

XRBEUCOOGE DO GDAECNORNNOIDCO00. Harlem a lot of people have forgkotten, his
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devree in a

ally earned thatiXXXN¥EXXEETND
great ?liberal?...I believe he
ofbooks which are now in ?Gaynor

Earl Sweedy) who's a painter, and ke

sold . But...go by his place...or he'd meet

street going %7in mow in black

courses...and

>« And Mr. Schonberg, I

the loft,..all of these things...and James Welden J
top or they'd come up to your studio..
happened to Harlem since those days? Are the artists still there?
s of now have the Harlem Studio Museum and they are attempting to fine
type of community or to build this feeling of community again that was once there,

essentially it has been lost, has to be rebuilt?

go, but the young artists coming along now will find

a little bit about the addition of color to your work, and befors we
end I'd like to,talk about that ...

Well the 64 works were in a sense, remember these photographic kind of enlargements...

Many of those projections had color didn't they, some had very subtle, delicate color,

>y ones, right. So it bewame a problem of whm how to get these things up in a larger
G:
took a little uz}:per"_rr-_en'-;in-_:’\ so that those that had color, for example, would

ek and white,

three years later, I arrived at a way cof making

5, RYMINKNXXEN simplified your forms, and integrated
you have a very high degree of selectivity of

use of symbols to convey whatever it is you

Well, that's tr but you notice I didn't start that way...,...ideas reasonably? simple
but you c« uldn't start that way.

nd of tape
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XIkAxx

Eearden, you have a emkieriiwr forthecoming exhibition at the Museum of Modern Art, and
we propose to talk to you about your 1ife and about your art. And first, we xemdk wWould

1 with ... where were you born?

in Charlotte, North Carolina, in 191K.
And did those early days in North Carolina have any effect on your art?®
late
did, Carroll. When &I first began lo attempt to paint in t.‘ne)\‘. 030's and early 1940's,

before the war (World War II), I did a series of works on brown paper - collage (7) ox
tempera, which were based kaxed on memories of the South. T'd gone there again to wisit Hale
Woodruff (2), in fact, just before World War II - 1941 or 1942 - and this refreshed a lot of ihe
mMemories T had as a little boy. Sy

l.r Aok A
G: Hele Woodruff being the...black American artist, who was at that time ah Atlantan st the
Proorthexbisrkime x IRARXEXKIEL university.
That's right.
G: You mentioned those early days, and I think it's pertinent that you do, because we do ha e
which

the series of your works on brown paper thzx come out of that period.
B: 'es, that's true. Ixkmidw My interes smEXRkY really in trying to paint had been after I
graduated from college. My training was that of a mathematician. My parents had hoped T would
be ‘a docto r, but from the start - dissecting a frog - T knew that this wes not fer me. And I

think
. I kpExiexe in my last year of New York University I

was murxdnesdedy the art editor. T believe it was the New York University Magpie. And.—ﬁt that

time there wwere 2 artists in college, at lLeast that I knew. There was Aaron Douglas and there
(Lt : : )
Charles Auztin, amd who was in school when I was young, I think going for his Masters Im at
first
Colunbia. * And he did a 1ittle teaching. I think he was one of Jacob LJ.:"_I-" ’ 's\'.earl.».‘r;-;.

arloonist, r 1 a Campbell,who I liked to know, and fthat's what I thought
had been

arboonist and continue what I wmax doling in college. And sctually,
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I sold quite a number of carsoens to some maguzines that are nHow defunct, Iddke like "Colleg
used Lo

" L " D 1ol % Iy - PR
Hmo? and the 8 he old "life" mugazine, and 1 wsmxkky viail

Campbell fairly re; ularly, at least once a week. He was very helpful and we had some
ryngy 4 3 3 = 5 = (Gr-'..s .

great times. He ummdximxziwmdg had studied with a man George Brooks. They say a man named
George Brooks is one of the great modern Artists. He suggested that I study with Brooks. And
after I finished college in 1935, I went in the evenings to the Art Students' League

» 1

couple of studied with Brooks. This iskome faith in your life...you live 13
have a great deal of affection, would mycu say, or pleasant memeries. And that was,
I was being introduced to something new almost every night. There were some very int
students in the class............ I was meeting Pru.ine, and Ang and Durer, and trying to
sharpen my own perceptions. One of the things that Broolls used to find fault with me, begause
I'd been doing these cardoons as I said, That I drew too xkuppitky sloppily or covered up th
f the students were ixkib#x@ed inhibited. 1T was just the other way.
" T want you to learn to observe better". And I'd take the whole pxxe paper and
with just a hand, just a face, or just a foot.,........ Then I got a lLittle bock that
he gave me from Germany. A book on anatomy. The interesting thing about this book was that
had an outline drawing of the figure. And then in red were the muscles. And then beneath
that, in another color, was the skeleton, the bones. After I did the drawing, I would take a
how would go, and then
look at this anatomy book and take a colored pencil and draw iq\the musclesi the bone structure.
all very interesting, and I was learning something about drawing and Brooks was a great
teacher.
G: .You got so engrossed in both something in terems of art history as well as this instruction,
anatomy.

Br
it was not only from kooks, but some of the students in the class that

remember any of the students you were working with?

one of the stiudents who became well known as

sculptor - Tony Smith.

Tony Smith?
in the eclass. And there was a man who has his own printing press, who has done
{ of promotion work named Joseph Lowe. And then Carl Rand (%), who is very well known as

1..
L
q promotion designér, And there were others whose names escape me, but 1t wasiexiremely
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resting class. and talk not just aboul painting and

painters and sculptors, but about poets: About William Lewis and T. S. Eliot. These were the
we'd siay
greal names of that time. We'd read and xgwdy, and the class was over al about 10;00 o'clock,

50 1'd never get home until about half past 12 or 1:00.
of the

G: Tt's been mentioned in other biographical accounts of you that one xksx things that seems to

impress the interwiewer is the fact that you mention that you were living uptown - that is, in
Harlem - and you had your studio above the Apollo, and one day you went downtown to meet (I'm
finot sure whether it wads Paul Brennan (?), or I'm not exactly sure who it was),but was that a
of :
kind of a breaking outthe ghetto type of situation for you?
BY Well, yes and no. I'll tell you why yes, and why no. This occured befoee I had my studio
stopped
above the Apolle. When I«fixixnxﬁ studying with Brooks, I was painting at home. I had a little
I

room in the Heights.
G: Where was this?

the painter
This was then at 50 Morningside, at 119th Street. And ¥=s I ran into Jacob Ty .as.c rinthe

=t, and he'd taken a studio at 33 West 125th Street and told me that there was one available

over him. I needed more room because this room that I had was small, and T just feelthat

you should get out of the house, and #&this should be

, something on your own. And I took this studio, which was $8

a month with free electricity. And I was we had a superintendent in

tkix this buidling. - was a kind of prototype of the man in the musical

. And he was the super, and he raved on and about

cut across, the Con Edison was across

and you'd pass this man, let us say, in June. And he walked by down the stairs

and he'd say, "Gravy". And you'd see him in August and he'd say "Mashed Potatoes". That was
all =-- he just walked by you. I never understood what this was all about for aboul a year. But
you see this was during the height of the Depression, and he lived all year in memory of the
Thanksgiving dinner the Salvation Army would give him - all the turkey, mashed turnips (T),

gweet potatoes and gravy and bread, and this was what he talked about. 1 was always on his

mind., He lived for Thanksgiving, for that free Thanksgiving dinner. So he was the superintendent
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01 the building, And when I began to paint, I diddn't know what to paint. You know, ysukxs
EMX your house, your school. And the #first things T did were college scenes
detailed (I don't know if any are around). And this was a time af social consciousness in art,

to do some scenes , Social realism.

G: What years are you talking about?
BT These years are the late 30's. Right smack in the middle of the Depression. In the meantime,

all my friends were in the art . And then there was an organization

in Harlem at that time called the "Harlem Artists' Guild". I remember in the early part of the

year,

and here were young artists. Eddy Critchley, Marvii Lewis, Richard Lindsay, Francisco Hall,
Michael ; many. All of them were members of the Harlem Artists' Guild. Eddy was
the first president and the established.

G: What was the Harlem Artists' Guild?

B: Well, xkxxh it was an organization of people in Harlem, and of course, at

that time, it was all Negroes. was brought up that if a white artisif mo\ed

into Harlem, ke¥i why couldn't he be a member of the Harlem Artists' Guild, or a Japanese artist,
a girl, she applied to and she was let in, but this was because cnly black people
in those days

were living in Harlem. This was formed,really, because they had so many of the problems
on the WEA (?) - layoffs, ete., and it was just a time of torment. So I had a show, my first
show, and it was given by Ed Bates, at a place with Olsten and Brannon on 306 W. lhlst St.

We usedto call it "306".

G: .What yesar was that?

B: This was in the same period. From the mid-thirties on until about World War II: TLater

Ralph Edison lived there.

And you had your show at what time?

This was in 1941. #This was my first one-man show.

Was bhis prior to the Jacob LOwery show which opened in December? It must have been........
Well, this was earlier. Ed had given him a show, And the money the artist made was usesually

opening night they sold drinks. In those days no was sold. And this was a

kind of way the people helped you this way. They helped you get rent

rent,.‘and all these kinds of ways-to help you carry on. And 8o, Ed Bates (to gel
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back to your initial question, which was diverted) was a model, an actor, and when he wasn't

acting and dancing, sometimes he'd model to make a little extra money. So he knew a lot sof the

actors. Ed took me, that is true, downtown to meel Paul Bxexn , Stewart Davis, and Walter

Bouwir Pruitt (2).
£
class that I told you about NYU. But my world was up at LLOth St., moving

Paul, Walter, and Davis are all deceased now, except for the fellows in the

associating with the other artists. Outside of Harlem,

G: Could you tell us a little about your world that was above 110th Street in those days? What

was Harlem like in those days? You've said, I remember in another conversation some time ago,
felt that

that Hardem had been turned inte a very unsavory place, but in those days, youA%xiﬁ it had a

sense of d@ community.

B: Yes, I would say now that because of the dope scene and the overcrowdedness, those aspects of

Harlem the so-called

The pericd from the mid-1920's up to the 1930's...

...u%; gone. And the people that were there, that you saw every night,are gone,

It was essentially a different Harlem from today.

Yes, it was essentially a different Harlem, and there were certain places that....
There was a woman, for instance, (all the artists hung out in several places at certain Limes
during the day. #There was Joe's on 137th St. ﬂi Tth Ave. And then, at a certain time there
was a place called Mom Young's. Mom, zixsmexkimey Young, we called her, had been a very beautiful
woman in her day. BShe was gray-headed at that time.
G: ., Where was Mom Young's?
B: Mom Youngs was on 133rd St. bet. 7th and Lenox Aves. Mom Young had an apartment where she
made home brew,
G: This was during the days of the prohibition.
B: Well, even after the prohibition, beer was 25¢. 8he served this home brew in Maxwell House

coffee cans, these pound coffee cans. We'd drink a lot of that.

G: Good to the last drop, too,
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hat!s pieh+ : . 5 Ve =
B Fhat's right! And along with that you'd get a bowl of something to eat. And each night

il would be a different thing, Like chili, potato salad, shrimp salad. And this WoMXdxks was

ierved by mk an old man - Uncle Neely, we called him. We had a d room set aside, and all the

irtists would meet, say, from 12 to 2 at Mom Young's. If we stayed out very late, we went to

Shot's
jome after-hours skep spot; there was a place called Hotzkaks (7), up on Tth Ave., and another

J 2

dlace on 123rd St. There were about 5 or %6 places,where at certain times you would usually

"ingd . On the weekends, say from Friday to Sunday, there was always a poker

at 306 W. 1llst St., at 's place, X This was going on constantly.......

Did you work with the WPA in Harlem? Many of the artists did work on the WPA projects.

I tried to, but you see I was just beginning as = student, and they didn't think that my
Jork was advanced enough.....sesssaas
i1 You went to High School in Pittsburgh.

Yes I did, I went to Peabody High School in Pittsburgh.

You graduated there?

Yes.

And How long did you live in Pittsburgh?

My mother and father lived here in New York. And my maternal grandfather lived in Pittsburg.
T would somethlmes be in New York, and I would sometimes be in Pittsburgh. I went to?public
school in Pittsburgh and a public school in New York. I started High School here and then I
ransferred.
i+ You were there a few years.
3+ Oh yes, I went back and forth.
1+ ThEmxrErxyewxskaried This exhibition begine with your meven scenes on Brown paper. You
Jere living in New York at that time and more or less recollecting what you had known in the
jouth, and I got the impression, also, that you spent some of your summers in the South. 1In
vther words, you went back from time to time,

I did. I went to N. C. when I was very young, let's say, wk up until I was about 10. fThen

.

ny grandparents died

2 were your fathere's parents?
fes, and then sometimes I would visit my farm in Greensbore, N. C. I didn't really get

jown into the deep South - Mississippi and Alabama - until I was a little clder.
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One
Perhaps T should ask you this in regard to your own career as an artist: Whemxcould ymm

almost divide your work up inte periods. We talked about Lhe Southern series, for example.
How did you pet from the Southern series into the kind of things you were doing around 1946,
when you were doing these very handsome abstract paintings, which very often seem to ha e a
Spanish theme - the bull and that type of thing. How did you get from this to that?

B:' I continued my work on brown paper, and then the war. I was in the Army until 1945. And

when I came out, I had other ideas. During the time that I was in the Army, I had a show in

Weshington. At a place called the G-Place Gallery, run byCLLTTUT_ . And this
y LY

was the first showing of these things that I had done on brown paper. After I got out of the

Army, T had my 2nd show with . Then my style had changed. As you said, it

had become more abstract and & bit more clean (?), usually being water colors, done at first
with a kind of brush with rather bright colors, because the other colors were more what the
painters refer to as colors., These were the bright reds and yellows and with intensity

like the expressionist paintergs. These were usually done around some theme

Thenn I continued to experiment at these things (patches) of color. Then, I mentioned that
I had been in the Army, I had always wanted to go to Paris and Europe. I kmdxkx gave up painting

for a while. 1I'd been exhibiting at the Samuel galery here

And Mr. had shown the works of

Picasso after W§ II for a while, Xaex So I had this opportunity under the GI bill
of rights - dx% 5 years had zkxemdy gone by % and I doing something about it -
and I left New York to study at the Sorbonne. X When I got there I was told that if T wowked
on a doctorate, I wouldn't have to report to school. So that was for me!
G: What did you study?

much of

B: I didn't really study anything, but I was going to work on a Ph. D., and I submitted a

thesis which was accepted. I pukess no one else could take the same theme

because I'm 5till on record as . "The Philosophical Structure of Art", I

believe, was the thesis. I couldn't paint, I couldn't do anything. It was Paris, and I guess

T walked the length and the breadth of it. "here was always something newand fascinating to do.
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G: You say that you submitted the thesis?

B: No, T submitted the title. ut I didn't get the of it or anything; I was
Just there. And then when I came back - I hadn't painted in a long time - I decided thal there
was something missing in the art structure that I had, the way that I had progressed. I wanted
to understand more and more and sé much of our art training is studying in terms of success.
Especially %m what I see in colleges now; that is, i€ a style is popular at the moment, students

are learning how to do an acceptable that stwle, instead of

fundamental values . &I felt that I was just at that time (even though I'd exhibited

; I was xthe same kind)... I went to a man who is long gone now

named Joe W , who had a acrozs from Wanamaker's . And T had
cer tamn

him blow up the s of the style, reproductbns of works of art.

G: These were traditional works of art.

B: Rembrandt, ete. I started to look intc xzmm® Western painting. I was

still going to the Museum, so I had these made about that Ximmx size.

G: You were onl25th Street then. Were you in classes xkmrt at that time?

B: No, I was just on my own. After I'd come back from Europe (late 1951) I still had L
studio. I'd moved from 33 West 125th St. to over the Apollo during the war. I got these
reppoduct ions, stretched canvases, and for several years, began to make these copies a

G: The usual practice was for the artist to go to the museum.

B: I didn't want to do that, that's why I had these blowups made about the same size as the

paintings. And I wasn't interested so much in copying exactly the same color; I just wanted

to study. I had one of these things tlat I did that I

and I made these copies, then took heavy brown paper and shellached it and

Jugp just practiced using the brush. Painting an apple

G: You weren't interested in the color, now what were you interested in?

B: Let's say I had a tissue of a painting blown up in size, and I took my own colors Sometimes
rather than looking at the color reproduction. I was trying to understand the form, how it was
put |.Up'.‘j‘:)1..h:31"', how it was structured.

G: You were more interested in the structure? You were working from blacks and whites largely.

B: That's right. Then T finally developed a Matisse. In a Matisse the color is so important,
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I did use ; color from the large reproduction of theparticular Matisse

that BT did. When I finished a o uple of years of doing this, then I had more confidence.in

myself as a . Then my work became more of these color

structures, And I had a show of these in 1955 at a gallery called the Barone Gallery here in

New York. T continued to work and was able to eliminate a lot of these

which was rather feagmented

into a more solidified form.
G: Visibly you weee integrating your congepts.
B: dThat's right. And then my next show was 1960, of these works which the Museum of Modern
Art has done, at the Michele  Gallery.
G: TIs #&x that the "He is Risen"® or is that the other one?
B: "He is Risen" came from those early works right after WW II. And the other one
in 1960. Then I had another show in 1961 which continued this

after that,
same style of work, And then for some reason or crLl;crAI had a number of fights .eeecenececs

T

;—_//v'p o Sn{)c—’ _L f,q,ﬂe’ /e
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And T had several shows...you know ...fisrt he and Michel Warren had a palleryin which they
Were partners...and later

What was it called? MXEGECOONEMXEXCTELY

: Michel Warren Gallery.And later Mr. Ekstrom moved and it became the Cordier-Ekstrom Ga'lery.
Which is your present gallery.

: And in 1963 a group of artists formed a community gallery, a meeting place really,called the
Spiral Gallery, of which Norman Lewis was the first chairman, And Hale Woodruff, Alston,
Reginald Gannon,Alvin Hollingsworth, Calwin Douglas, William Majors, Perrfy Ferguson, Richard

Mayhew, Hines and Amos (?) I don't know whether I've mentioned all the 15 but thess

were artists " we used to meet and discuss things.

What was the purpose of this Spiral Group?

First it was a group of Black artists and we thought that we...remember this was the time of
the march on Washington, that as Black artists-Negro artists at that time-we would hire a

bus and maybe go down

To participate in the march on Washington

Most of the artists had other committments.than, this already. So then we said, now look, this
is so interesting, some of the things we are talking about, let's keep going. And we used to
meet at my studioc. And then Norman decided that we find a meeting place of our own.

Where was your studio at that time?

T moved in 1956 from 125th Street to Canal Street. And so we found a place at 143 Christopher
Street,

I remember it was very handsome... the gallery.

Yes. You were there. And Norman Lewis, Jimmie Reagens, who I forgot to mention before, and we
worked at putting it in some kind of an order.

: Ayde) Simpson was involved.

: Ees Simpson MHOCDDBOINEN of course. And cnce we got into a discussion of, you know,
Western art is so much recently ----Romantic movement with the individual, and
maybe we could work on something as a group, take a feel (or field?) and we batied this
around for quite a little while. And then it was a question of how to do it

how would a whole group, say five or six types of work (?) on somethéng. And then I got the
idea...my wife Nanette had magazines (called The Chief??) there were
some photographsof... landscapes. I cut these out and gave them to Mayhew cause he's

a landscape painter, and I'd do other things and maybe we'd do some king of a composite thing
using these. Then I mentioned this to the fellows, they were all enthusiastic, and we were
supposed to meet on a particular day and start doing one of these, and then somehow or other
they all thought better of the idea. And I continued you know trying to make a few of these
things.

How long did this group last-the Spiral Group?

Oh, were still going but we lost the place about three years aféer we got the place about

the latter part of 63 and we stayed there till 66. When we lost the place...a lot of the
fellows... out of the city, so it hasn't been as active as it used to be.

3: 8o in other words Spiral is a group that is still informally continuing

Yes, but you asked me about...and then it was three Spiral groups(?) I'm doing this work

that T told you at first it was thought was composite work::: the work of
Hli=The Projections=I made a few of these and then one of the fellowa Reggie Gannon says you
know you could take this and have this thing enlarged, blown up. And then I said Oh Yeah I
should do that....mentioned went to a place and had these things
enlarged. I did about five like this. And Mr. Ekstrom came down to my gallery to see my
lutest thimpg=, and then he looked at them, and then he said what are these things rolled up

'riﬁﬁ.
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Just something that wouldn't interest you, cause these are about people on the
on the other side of the world(?)
There abe about the black people, and lives of the pecor people

That's right. And T said all these things just came to mind just in one

like a lot of money, you know, just rushed in
G: Almost a stream of conciousness...
B: Yes these things rushed in
G: It loocks as if you were almost hard pressed to get them outf

when that
B: Yes, that's right, they were coming that fast. Because somctimes&you felt Likerphe people
that you took, that you are talking about, painting(?).....you know all this sounds

rather metaphysical....just there....by placing themselves in the right way, on these

pictures. But Mr. Ekstrom said, alright let me look at them anyway, and I had offered

him a drink, and Mr. Ekstrom looked at these things, and he said I think you'd better

give nvrs:zziink after all, he said cause I'm looking at your next show. And I said What?
He said well this is June, and I want to have ashow in October and I want twenty(?) of these
things(2)
This was when - 647
Yes this was in 64, this was the summer of 64 that he saw, the late spring of 64 cause he
was going to Europe, and he got back in October, and I had enough of the show finished.
T think that one of the things that's of interest here is that in the Spiral group of that
time, that was formed in 1963, that you as a group of artists did decide to discipline

palatte
vourselves in terms of limiting your asé as it were to black and white.
That's right we had a show called Black & White.
I saw that show.
A lot of the things that interedted...other artists...you see a lot of the country...
cathhing up with...more than one artist working on a thing...limit a palatte to,

=t us*say to black and white, and many of the things that we had discussed that you see

ire now XMKX¥¥, in a sense, taking weight.

How did you arrive at that decision...it was a discipline that you used, but you also...
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You mean personally? N

Ho, Spiral at that point.

Well, we were questioning every aspect of what we had been taught to think about art unbtil
that time and looking MXXMMX you know it was one of the Romans said, you know I think that

Cassius, and not Shakespeare, but this was before around Cicero's time

other worlds. And so we were looking to see if there were not other worlds, if there =

were not other ways, if this were the way that we were taught was the right way; listen

why couldn't you do this figures why couldn't you. Allof the things

that we had thought were sacrosanct accastomed----
personally
: You were not studying other artist@c traditions, but you were sjmply,\questioning erther

some of the traditionally sacrosancte...

No, gquestioning and studying. For instance Merton, whose actually

African sculptures

there was St = :
: And we would ldok at them, andm % {ew ' i3 -:. .“?est, lock at bhis heritage, this is

the group was actuall#

: Yes, and at other thmgs, Chix;eh? L
values of this parEicuhi.z\ cultqu t b
So that yhue y:gms r'fave,‘ :f !ihiﬁi’. 11;"'};}
probab].y a’ fasdnatﬁ.on‘@ith Afr;l.c ;
structure and form, do yau feel ﬁﬁ;atgthis

e 34

the whole experience

¥
that Why‘ Spiral? but nothing much m‘%

«ss8t SpiraL...

things that were deweloped later...things that I'ye just mentioned.
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Spiral process, in ot words, gave blrth to far more things in individual artists'

pereonal de "’L-}‘-:I' 1+ could oy have been noted at that time.
Righ

' 1

. For instance we talked about very few black artists thaf would hawve known anything
about Joshua Johnson, Duncanson, these early, the pioneer
about those, did some research, we find 1little, what you call them, the way you can project

their works

XX, E, 35 mm thir

talked we went into that whole cultural background and history.
‘ram, and we in our simple way, before down on
hristopher st ; and giving them shows, we ha T don't think there had been
hardly any, you might say storefront galleries, meebing places, of Negro artists before

then. Now you have this in Detroit, in Washington, all over. in that sense.

R: And then WEX¥¥H from the Spiral we had many shows, among the artist teaching, and
I'm sure the Calvin Douglas, Mayhew g Gannon and the others, you know take some
iing with them from that experience low everbody, we didn't agree,...never...no
d that after Romanticism the ¥xx history of Western art was that of the

t, so that within Spiral you were however continuing that Western

true, but were and this is why we managed to work in common

£, you know the the of these projections.

say projections, what do you meam. I know the series, but why do you eall

them the name of Projections, because, Sometime I'LLl
me, I imagine because the people are up front and the more
k of it XHEXHGOEXTRDEKIDOGOINKEEEX everything seems to project this life(?) of the
Who

people whest T did(?) was right out of action(?) at you(?). And I did this deliberately

: : s s __Ii
nd used some of the techniques of the documentary film to give this feeling of "you're there'".
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art but that you are looking

rive another kind of reality to it,

ecome more by not being real like a photograph. ¥c

L3
you know to xally give fit a he

htened reality which I
high

And you, within your work, you have a

you seem to conciously the aspects which you w:

words wi for example,

fort in olher words, you have highly

becaus for insta at least at that time

&

hand, but the handnes: 80 uhat

an just another anatomical ture An essence.

:+rand then having it

it in structurally.

And then, people have this, I never started

1've done since 197..or some preconceived image

omplete abstract way, and t 1 looking at it I began

wd
comes back, and 4{bem certian

T've known...looking into ...place...seeing an

Carolina, things this, memories, ...sta ted. ..someho

memories

of perception in the mind and then translate it

But then have the problem at

you

the problem of get ting the rig

memories.

that was the thing that a lot of people figured

something

bet

syes are very prominent feature in

selective(D) to gi

ith a drawing

that time of having the

... Which you are there. They

ause art £ And you

yu must accept the reality of ari,

have?

very hetphtened degece of selectivity, in other words,

rive it that reality, in other
many of
your work, the face, and so

I
hi

is

; 5
reality.

Ve L

T didn't want it to appear Just &as
)

you know it was projecting something else,

there both symbolically, in terms of content, and then

any of these things that

the pieture in mind. I started in a

see things. As I've said, the
people and XKfEKXand things and
old woman frying some fish in North
w begin to try to evoke that...in

memory, the idea, the reminiscence,

ht photograph, the right materials out of which to structure

G: task? B: Yes.

take 2

from now orn,

MeCall's

—

magazing. . . how

black pecple, . ee.it might be

.s s fireplace.

for the Or the eyes of a cal

14D8. . - « JUS

ay if I, I don't use the magazines, for as much

from scmething else.

now as I did

did these things become the faces of

a photopraph of moss, you See, and that becomes hair.

then becomes a Conjur woman's eyes.

The skin A1l of these
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are put in, so that, in some of my early things, yes, from

face. f

times in all of the works that I

face. Put.all e rest? are fragmented from disparate things, that make

that you are actually doing far more structuring than most people realixze.
o TS " ) ¢

~ Rl
can find Jjust the right photographs then Tl give you some, but

Someone

hat you must have a fantastic photograph farchive...
No, nothing, Jj one magazine would have done because I have to work in terms of what

magazine. If I wanted, let's say, & womans bedspread, then there's a

ss, and I'd take

that........whate * that was, I'd make the picture

Then sa=tually the structre be s absolutely essential for you because you're concerned

about the nomenem. You said the handness of hand, the hairness of hair.

that hand, in other words, its I'm making you believe

ire black people in New Orleans, scenes......fish

zaid somet

tooabout you can't always do things the same way, you were
ting, I've forgotten who you were gquoting, kuk and you were developing at that point the
YXX®® photomontage, you had these things that you were really experimenting with in Spiral
and Mr. Ekstrom comes along and sees them and says this is your next show. How did you Teel
1iging your whole direction at that point from abstract painting and going to
in body of your work.

the most essential thing of all did not change from the

se paintings copies? that I told you, and moved right on to

Cubists, because at a particular time an artist rides on his Taith .
back and do things that are completely abstract now, I maean that are
al. But the space has not changed.,..the spatial concept has not changed
in the 1960's you know these kind of mystical landscape

space in this.

a particular subject matter and the form basically is not

eturned, though, from a very abstract style to a semi-abstract one.
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means wees the putting together of the Tormal

things....object?... did not. For instanve, one of the most one of

cts?......palnter/ing? is the French painter Ingres, who people feel
or drawings
2alistic, but if you turn one of hf.-‘-'-\ ings upside down you'll see that he's far

moee abstract than these painters now who are abstract...hard edge painter...far more. Tnis
tne real abstraction, ...he has the figure. Piero della Franchesca is a very abstract
very naturalistic elements. But once your space is de-
do anything.
who have the most impuct on your own work? I know that is a
ion, and sometimes one is not /2n aware of thet.
e, but think, not technically, an artist who's had an influente on my work...not
technical point, but from the point of wiew of what he did, and that's Archibald
7 of the things that &GN for instance Jacob Lawrence, Charles White?
..black people in other situations, Motely did. You see Motely ®as a
and in the twenties Motely crosssected? the transition of black

people fron situation to an urban one, and he paints the anfi the

ceaminister g on the street...church...not any more...so you go on the sidedkalk...

All And so looking a these things I always thought that he

a very interedting artist, in my mind. And looking at hese things is

somehow inspiring. I mentioned, when we were talking about this that this type of fthing has

done. And so he was & at influence, in let's say the spiritual sense. Other artists

on me are the cubists art, Mondrian, Picasso, Gris, Matisse, all of

the cuwist style; African sculpture and the Spanish painter

looks at many of your works one gets a feeling of this great, what 1

all cosmopolitanism, Lhat you bring to your 'n-'"-l‘i{,{. One feels, for example,'The Patchwork

] for the Ekslrom show, one gets the feeling of Epypt there,

Quil td collage that you've done
one gets the feeling of the French, perhaps Boucher, and one gets a feeling of sometimes of

figures, forms, one gets the feeling of medieval, medieealisms in many ot your

‘or IXKXHKXEY example Easter Procession, has a Byzantine quality, it has some=
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medieval quality. And one feels

d...mention...African...that you bring

experience.

HOW you see, art should strive towar implicity, but it can't start there. It has to start

Wwith enrichment, and then would the............0of reduction. You see you can't start with
+hia < = o o - 30 P . -
HiSesee.88 many people do? And out of all of this enrichment. .because this the part?
Tmoney
in a lct of ......thingB...that involve:...
?jazz musie

the:.d.iinsieas 5 and this is &

that stays...in this country...rich

Omes...ihe spiritual, other things become

don't realize the enrichment of our lives...the lives of black pecple, how

nave given...speech and other things...style of life.

You said someXKX¥¥ place that you felt that the black life style had been expressed very

terary way, but that you felt that there were some lacks as far as expressing
the black life style in an ar istic, that's in the plastic and visual arts.

.. .musicaly.

You felt thal it has been done well in music...rather than a literary way.

Well and me the plastic arts are now moving to the same kind of enrichment because
a musician to probably get a clarinet than a whole studio and scul pture.
tion too.
a fradition. They formulated the tradition, but painting ... had to come a little
later, because it takes a little bit, its more involved. But &k not that its grater, I mean
more means involved.
early Black artists, Joshua Johnston, Bamnister, Duncanson, any of them, they
content to be a part of a tradition which was pretty well established.
at that time were part of America...and I know most of them had to go to Europe
purgus it...didn't they. G: Yes. B: You see they had andther-each art in each
:ertain problem which it bhas to face. And these men had to @ace Lhe problem
a human being. XX Facl is that Bannister said that he, his impulse to paint came
that he read in the Times saying that this is something that Negroes can't
fus

prove himself. Tanner had to get away. Norman Lewis, the rest of ..5eaes

you know that they were apainters.
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ir own humaniby hat's rig it Berause tlie majority of
sgla very at
And they had yo leave in their pursuit of their ecraft, and so
did not become the vanguard figures in the sense that the Impressioist painters
vook a divergent turn from Academic painting of their dagy. Because they would say what
is the best thing to eat?, what is the best clothes to wear, the best anything. You know
and we had to show that w
Say that we are jast as capable of being artists, same as whi or any other people. NoOw
omewhere theed's another statement that you made, T can't recall, but it had tode with the
that you didn't feel that painting would solve the social problems or that nc painting
was going to save the world.

think that was Norman who made that statement Norman used to say that

mnge history. I don't think that I would make that statement. Maybe its right.

whatever 1 beléeved in myself, I wouldn't make a statement of what something

. do, because So I think that all you can do

best that you can for yourself.

Voltaire that each cultivate his own garden.
tispight,
What about the tranformation of your photomontages from black and white inftio color. I

remember Yin 1967 after a show aXxprekmxsfimrxuhexyexxsken in the year before, yuuxxEmmmbex

particularly T remember that showyl, there seemed to have been and explosion of color, after

black and white is very disciplined and can be rather somber but here you seemed to have

almost festive.
imkkiax 7imazes? of things in 1964 Black and White show, the little works that T
up, you might say as projections,were done in color ... around the sides?

S0 the guestion then became how can I translate these
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twn your inspirdation from the 1life style of black pecple in the Prewalence of
Ritual., I wonder if jits possible that people might, te rs(i_]’r- to ‘f(r: ignore the esthetic aspects
of the work and be much more concious and perhaps appreciative of" the topical nature of the
work.
as
Well,This may be inevitable but what iried to do was bejobjective in art using what I know
best the life of black people in this country as Breughel did to? Flemish people of his
I think that people look close® and in time, as time passes, I hope that they will see
aspects, the esthetic aspexts as well as what may be social drama?
Are you saying then that there is any really essential difference between living in a
from
ghetto area in Harlem than there is,living in a =whuxkaw sevilla or barrio in South
. . y 1 . P .
America. In other words, youre dealing with the handness of hands are you also dealing
with the ghettoness of the g

Well, the fact of, the nature of what I want to do, determines to a great extent the

formal aspects of the work. Maitisse, for instance, was very much inspired by, you might
the joy of lide and the whole sumptuousmess of what the french word fin de siecle,

he looked
you know the end of a particular era. And yeuwxkmmk at Greek vases, Turkish rugs that you see

SAY

; of these QOdalisques, women that are not just French matrons, but Odalisques,

. 80 this is all in the context of what

trying to say that. I'm saying, out of the 1ife of the pecple
to depict other formal requirements are necessary, but in the end

particular you know that accomodale my thinking, but in

the end all art strikes ?strives F 2rhs ps that all art in the Eﬂd
h 2110 Lve )€ 1
_—

ondition of freatiby33beanty/ op Tmusic,; strikes a universal chord. So

g Chinese painting of a thousand years sgo speaks to me or speaks to us;

thousand years apo still speaks to us, altbough we ate not feeling or

from four f
the EXEEN social aspects KOCUKERCCIMEXTROCEODFEIXEKIKNEXAEX at the time that we

at it, but that was very important, perhaps,to the artist. Monet painted haystacks,

her elements...but the haystack or the water lily was very important to Monet because

os s O

o on to the great play of color. You have to have some objeet

that was the inspiration to |

or something to harness your affections, I mean if you're in love, you're not just in
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with a icular woman., REXENXKEY Rembrandt with Saski, or me

part

an object

world there

confusion about being both ble

of an

a kind
have, in my

opinion,

resolved it in a

of the people whom

SEems

areative

* discussion and some bitterness, certainly a lot

ek and being American. You seem to have integrated within

kind of comfort in being both. In other words, you sSeem O

to what is to many people a dichotomy, and you

resglved this,

way. In other word you style

and have bultt on it in a creative way, perhaps

w know .",

great?

Well, no more than the ...Jjs

ad in mind, of course

gentleman whose his
tern art, in ;

sort of

and you have broughtall these elements

WaS

spring back the wealth

you have

of

musicians did, like Duke Ellingten, Archibald Motely, who
genitor of myself without the technical....But these men were
kind of subject matter.........
a more contemporary artist, Mr. Motely is, of course a senior
. you seem to have, in other words, your background in
f various art, observation of art throughout the world
you have come home. You have taken that voyage to the far

to this experience which was your, part
i i

your earlf\axperjen-e, but you have brought these gifts as,he who would
A\ \

wealth of'the
take +h9\ThdiPﬂ with him,
i

the Tndies, must is what I mean.
b

£ t+his and focused on the black experience. Why?

you need all of these things richness?-------KEKN o it.

realize,..richness.ceessroanss

{feel

the one

and through all

1ichotomy where

piles 3

.6.5.9.0
that
the anguish-the joy of

have

in America is & rich experience.

rich?

OEDEEEENNLE s

ig talking about life and aboul the continvation of Life....

life. The Western world is faced with a

the advantages that we have now-movement, the combatting of

the whole industrial technology to which we are accostomed
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ves and s¢ much of ourselves in relati

Are you saying that humanity has been de-humanized?
LY

It has been de-humanized so that IhgkjmpmrlanL thing about s our social security number
w4 not the fact that you're Carrcll Greene. And this you find, you went fo a Baptist
shurch, and the fact of who you were was important, a Brother and Sister Banks...my
grandfather's name?...and they met many other people...there was an exchange of

with each other and we sag that we find ourselves in this situation in the world...any
moment can be blown apart and if the pollution continues we'll all be dead in 50 years or
so anyway. So for the gains that we have had, and by losing aur contact with the matural
forces we've surrended so much of ourselves in many ways, not in the way of disaster, but
in our ?feeling, everything that was so important to the black life style, that is in
complete antithesis of the whole development of the west. Now, people were taught all along
when I was young that this was bad, that you got te change. And now, when you get to look
at it there were many things in the black experience that were...when I say complex, it was
far more RERKEEX than we are able to realize, and that people's lives and the
way they live...

Some observers in looking at your works that deal with black people in this country have
have commented to the effect that the works are never sentimental but that they are, ina

accusing, by their very being, bdeal the very essence of the work, the work speaks for

Sense

2
itself, timt they don't reflect, which perhaps true of the prajections, that kina®
of Soy and celebration of life that state of being, a condition, in life.
my works
nean, accu ory to people?
have have kxd implied at least, that is not accusing any people, but the mere

tion of people in ghetto life, the mere depiction of people in the rural south, and so

in the cramped condition, and so forth, showing as telling as it is, and so forth,

not showing the celebration of life, that we are talking about, in other words, its
showing & condition, an oppressed condition.

Yeg. wel there are t hings that are obvious there since so many of the people that

‘ircumstances you can't wonder that they have some .
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the people have y that in spite
the spiritual, the music, the many other things, in faci, that

country, and the aspect that T paint is changéng, it might be

I meant that whole thing

‘abin or the train

mean this is real, but I mean now, it, lets say 20 years from now...certain

they'll be gone,..and other things will be offered(Zoperaiive)
a preat pull on the memory.
Do you (think) the black artist in America has hud many of the problems that other artists
faced anff yel he has had other exiraordinary problems due to the social situation
‘ountry which we're all aware of, do you find Romare that today there are more
opportunities for a young person growing up in Harlem to become an artist? What's the
tuation?
Things are a bit better,..he has more opportunities. I see more young black women and
young men in art schools all arcund the country. And X some effort has been made to go into
the so-called economic-Inever use the word ghetto because I think that the word ghetfo
is a misnomer and it was brought by European sociologists because they find something
of
ecomomically deprived areas 13:{\_6]{ like New York and Chicage that is similar to certain

Wuropsan ghettos, but while it's similiar there are certain things that are different,
) o9

:0 that this is a European word, not Afr%uau word, that is pasted on, toec many people
Fave accepted.
vou mean mou don't feel that it's applicable to the American situation?
£ unless you call Sutton place a ghetto, not unless you call the entire Bronx, or little
taly on Mulberry Street a ghetto. Because, if the very wealthy don't call that, although
a certain class of people who live in Sutton Place, and therefore they are deprived
maybe not sconomically deprived but they may be spiritually deprived of many things
by their lack of conbact with other people...shut themselves off. So that ycu call all of

whether the wealthy, the middleclass like Levittown, if you are using it in

g ghetto, then you have ot ecall Tevitlown a lower
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suburbs ol
icapge, pghettos toof When I c¢ame up

l,h'i.i

v areas or black areas of Washington and New York as ghettos.

in Long Islan

some idea of the community. Now this is...e.es.s

people were poor you said they lived in the slums, I mean if they were very poor.
s right, you see the ghetto means something else. In the ghetto of say Warsaw, North
Africa, the people when they came back talked another language. They were able to conduct
their own trials %except? for murder. All these things ?indicate the diffrence between
black and the so-called people living in economically deprived areas. Even the mest
affluent were not allowed to come out of the ghetdos...big fine house within the ghetto...
and then they wore certain kinds of clothes, and when they did come out they had a mark
on their back which showed where they belonged...people say oh your skin will tell you that
...there's similiarities, but a great deal of difference, so much so that it's difficult
to call a particular Harlem area...but ii sounds good sociclogically.
It's neat and tidy.
But the ides is that there is much, but I think also something else is missing that we
had that the young artist does not have now. Each day I could see I could see Langston Hughes
Claude MacKay, or Ralph Ellisen, all the young artists didn't live all over....
A sénse of community life...the painters, the writers, the musicians....
Yes, and I knew all the musicians...come to 306...the actors , Ad Bates, all the
young writers of the time, besides Langston , William Attaway, Richard Wright or
White, Ralph Ellison, so you were all together.........
_..an advantage to that?
a great advantage to thet because...writers had ideas about...your painting...you had
ideas their writing. You had gemeral ideas about certain things...no one had any money, you

at least had the feeling...now for instance...we all would go to the Savoy about 2 or 3

times a week,..there was hardly any place that didn't cost you any money-that was free,

"

amd so many of the ihings in lassy ways that people felt...?continue?...as an artist, and you
would ‘have to @0 something in their own little way...and a big way spiritually...by a little
1 mean economicallyess......Why yes they've been to the schools...but there's & man in

way

OO ROERETOCORDCORONROCONNCNOCON0N. Harlem a 1ot of people have forgotten, his
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degree ina

T don't think he ever really earned that mmmmu

him Dr. Seifert?
llege, bul he was very interesting for us, bul he was a great ?1iberal?...I believe he
worked as a carpenter, and he had this great collection ofbooks which are now in ?Gaynor
because he willed them to a man named (sounds like Earl Sweedy) who's a painter, and he

them to the library there in Gaynoe. But...go by his place...or he'd meet

them or sold
2in mow in black

you cn the street and he talked about these things that are going

...and right on the street. And Mr. Schonberg, I'd see him up on 135th Street

study courses
around 7th Avenue all the time, at the loft...all of these things...and James Welden Johnson
ry easy to talk to...they'd stop or they'd come up to your studio..
What happened to Harlem since those days? Are the arti still there?
Well the young artis of now have the Harlem Studio Museum and they are attempting to find
the same type of community or build this feeling of community again that was once there.

feel has been lost, has to be rebuilt?
well, of course things go, but the young artists coming along now will find
that interests them, I hope.

something
little bit about the addition of color to your work, and before we

We started to talk a

end I'd like to,talk about that ...
works were in a sense, remember these photographic kind of enlargements...

Well the 6h4
hose projections had color didn't they, some had very subtle, delicate color, the

\ller ones, right. So it bewame a problem of wka how to get these things up in a larger
G:
and that took a little experimentin_{:’\ so that those that had color, for example, would

come off as black and white.
Yes, when they were projected, but three years later, I arrived at a way of making

+he smaller things larger and in color.
the
simplified your forms, and integrated

over @ period of years, KRR

1in your sollages so that you have a
use of symbols to convey whatever it is you

~eem to have,
very high degree of selectivity of

witl

very much of a focus on the

ywer to people.
T didn't start that way.......ideas reasonably? simple

; t you notice I
start that way.
end of tape 2




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 954 "'l

Frances Keech cc: April Kingsley

uegel

Autbor copies, Bearden catalogue

9

Would you send 25 copies of

for which he will be bi

1as

I believe traditional to send complimentary copies of the

catalogue to persons mentioned in the acknowledgments. They are
Arne strom

Cordier & Ekstrom Gallery

978 Madison Avenue

New York

not certain whether we contributors to the catalogue

than one copy, but would you see that April Kingsley and Judy

more

Codman each receive a speclal cony.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

e Collection: Series.Folder:
e Museum of Modern Art Archives, NY MoMA Exhs. q 5q. ,_I

Romare Bearden - Chronology

/ r{ rCua e

1914

September 2, Romare Howard Bearden born in Charlotte, North Carolina to
Richard Howard and Bessye Johnson Bearden, Father works. for New York
Department of Health, mother) a newspaperwoman, active in Harlem
politics. 2

1925

Graduates from P.S. 139, New York.

1929

Graduates from Peabody High School, Pittsburgh, Pennsylvania.

1935

Graduates with B.S. degree from New York University.

1936-37

Studies life-drawing and painting with George Grosz at the Art Students
League, New York. Paul Graham and Tony Smith are fellow students.

Joine the "306 Group", an informal association of artists living in Harlem,
meeting at the studios of Henry Bannarn and Charles Alston at 306 W, 141 Street.
Group includes Gwendolyn Bennett, Robert Blackburn, Ernest Crichlow,
Frederick Coleman, Ronald Joseph, Norman Lewis, Richard Lindsay, Jacob
Lawrence, Francisco Lord, 0. Richard Reid, Aaron Douglas and Augusta Savage.
Most of these artists are also members of the Harlem Artists Guild, a formal
organization of Negro artiste active during the mid 30's until the outbreak
of World War II.

Included in several exhibitions at the Harlem YWCA and the Harlem Art

Workshop.

1940

Begins first serious paintings , tempera on brown paper, primarily Southern
scenes., Takes a studio on 125th Street in building also occupied by Jacob
Lawrence and Claude McKay, Other friends are Charles Alston, modern dancer
Ad Bates, novelist William Attaway, composersFrank Fields and Joshua Lee,
Bates introduces Bearden to Stuart Davis, Walter Quirt, Paul Burlin, Alonzo
Hauser and Manuel Telegiam. \

May. First one-man exhibition at studio of Ad Bates in Harlem.

1941

October-November. Includkd in "Contemporary Negro Art" exhibition at the

McMillen Gallery, New York.
b:cember. Incluéed in group exhibition of Negro artists at the Downtown

Gallery, New York.
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Bearden Chronology

1942

April. Begins service in U.S. Army, 372nd Infantry.

1944

May. Included "New Names in American Art" exhibition at the Baltimore
Museum of Art, Baltimore, Maryland.

\

1945

May. Is discharged from army,
June. One-man exhibition at Caresse Crosby and David Porter's G. Place
Gallery, Washington, \D.C.
October, One-man exhibition at the Samuel M. Kootz Gallery, New York.
Two-man exhibition at \the John Devoluy Gallery, Paris with Pietro Lazzari.
November-January 1946, . Included in Whitney Annual, Whitney Museum of American
Art, New York. ‘,\

" \

1946 \

March-April. One-man exhibition at the Samuel M. Kootz Gallery, New York.
December-January 1947. Included in Whitney Annual, Whitney Museum of
American Art, New York.

1947
\

February-March. One-man exhﬁ{ition at Samuel M. Kootz Gallery, New York.
A,

1948 \

November. One-man exhibition a& the Niveau Gallery, New York.

\

1950 \

Studies for Doctorate in Philosophy at the Sorbonne, Paris. Becomes
acquainted with Brancusi, Helion, Bracque and Reichel as well as with
a number of Americans then living in| Paris: the poet Samuel Allen, *
novelistsJames Baldwin and Albert Murray, painters William Rivers and
Paul Keene and engineer Jim Mosley.,

1951

Returns from Paris to New York. Painting only intermittently.
Concentrates on song writing, joins ASCAP and has many songs published.

1954

Returns to painting, primarily on the advice of his friend Heinrich

Bluecher, philosopher.

September 4, Marries Nanette Rohan.
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Bearden chronology

1955

October. One-man exhibition at Barone Gallery, New York.
November-January 1956. Included in Whitney Annual, Whitney Museum of American
Art, New York.

1956.

Moves into present stpdio on Canal Street.

1960

January-February. One-man exhibition at the Michael Warren Gallery, New York.

1961

January-February. One-man exhibition at the Cordier and Warren Gallery,
New Ym’.‘k.

1963

July. Spiral Group is formed. Located initially in Bearden's studio.
Concerned with the problems of Negro artists. Other members include Charles
Alston, Emma Amos, Calvin Douglass, Perry Ferguson, Reginald Gammon, Alvin
Hollingsworth, Felrath Hines, William Majors, Richard Mayhew, Earle Miller,
Merton Simpson, Hale Woodruff and James Yeargans.

\
A\
\

1964

Receives position (still held) as Art Director of the Harlem Cultural Council.
Begins Projection series of collages.on Negro t 8.
October. One-man exhibition at Cordier and Ekstrom, New York.

1965
\

October. One-man exhibition at the Corcoran Gallery, Washington, D.C.

1966
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R. Bearden borm Charlotte, N.C. 9/2/14 Farents Howard Bearden

and Bessye Johnson Bearden

Graduated from P.S. 139 at 140th St bet. Lenox and 7th Ave. Lived
at 173 W 140 3t,

Graduated from Peabody H.S. Pittsburgh, Pa. Lived most of the time
after graduation from public school with grandparents{motherﬂ) in
Pittsburgh., Attended Shiloh Baptist Church- Rev. Russell,pastor

memories of thlg attend many palntings.

1935= Greduated from N.Y.U. B.S. Degree

36-37=- Studied &n evenings at the Art Students League with George
Grosz . FEearden haed been interested in cartooning and Grosz intro=
duced him to the magic world of draftsmanship- Ingres, Holbein=
~purer,

Also, was a member of the Harlem Artists Guild a group of

artists who had come tosetheayo discuss common problems. At that

time, WPA protblems; more projection for Negro artists, etcls

Often at 306 West 141 St. Studio of Henry Bannarn ansd
Charleé Alston. Other artists in Guild and who were often at 306
were Gwendolym Bennett, Rob't Elackburn; Frederick Coleman; Ronald
Joseph; Norman Lewis; Richerd Lindsay; Jacob Lawrence; 0.Richerd

Reid; Ernest Crichlow.

The first Fres of the Guild wes Aaron Douglas, next Augusta
Savage.
Up to the 40s exhlblted mostly in the Harlem area= Harlem Y

and Harlem Workshop on 125th Lenox Ave.

1940~ Took first studlo at 33 West 125th 8t directly over Jacob

Lawrence's. In bulloing was Claude McKay, Wm Attaway
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In this period began first serious paintings on brown paper using

temperé‘#medium. lMostly of Southern scenes.

At this time also was most friendly with Ad Pates, Wm Attaway
Frank Fields(composer) Joshue Lee(composer) Archer Winsten.

Ad Bates took EBearden to meet Walter Quirt(painter) Stuart Davis
Alonzo Hauser(sculptor ) in first meetings with artist outside

Herlem

First one-man exhibit at theloft of A%Bf&tes 206 W 141 St

/40
Important group exhibits at McMillen Gallery Nov./41 and at the

Downtown Gallery Dec. 41 Both shows of Negro artists'h.

In 1941 moved to 243 W 125th St studle

April 1942 May 1945 U.S. Army mostly with 372nd Inf,.

June 1945- One-man exhlbit at the @ Flaece Gallery run by Caresse

Crosby and David Porter, Wash D.C.

Oct 1945 One man show at the SamueY J Kootz Gallery NYC.
. okfus— Pans shouy ¥ Topp
The Passion of Ghrist& Du.uof%{ Sullery-Cafis
With the Kootz Gallery to 1949 participated in this pariod in

gevergl one-man shows, group shows, in Gallery end in a mnnbe P bt e{v

6 met Carl Holty, Hotherwell X Gottleib’ mmany
of Museum group shows, artists. in this periodt

St111 at 243 W 125st 1lived at 351 W 114 St, stilX apt there.

1950= To Parls,studio at 5 rue Puellentino On G.I. B111. At

Sorbonne, on G.I. Blll(VWorked on Doctorate in Philosophy) Friendly

\ 05 . with poet Semuel Allen, painter Wm Riverss engineer Jim Mosley,
'

A% ") wot a1bert Murray novelist. Great widening experience ¥ wmrﬂ!
LA "

\\ gu1 gl

- _ /
‘._’{fﬁzf’?!% sy mj?/:' - al5
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1951 Returned frém Paris. Painted only 1nterm1ttent1{’devnt1ns

time mostly to song writing, Rethrned ta painting on a regular
bais. '

1%?5:_0ne-man exhibit at Barone Gallery

'ghon'ed in Whitney Annual that year.

l{éQ“One-man show at Michel Warrem Gallery NYC

ﬁffﬁﬂcordier ~Ekstrom Gallery since 1961. In this real return

to palnting partieipated in numerous group shows since.

In 1963 Spirel Group organized im Bearden studio. Later club

had headquarters at I43 Christopher St. Here Negro artists dis=
ciissed Identity problems, ete long before these problema became
as wiclleapre ad’s _

Also became in 1964 Art Director of the Harlem Culturs)l Coumcills

Did 1966 exhibit Contemporary Art of the Am. Negrels First show

. 1903~ Ohe - incme i _
in Harlem of this magnitude in may yearas'b. /3 ) pray (ad.- (zje—fﬂ OC

1967 Co=Director with Carroll Greene of The Evolution of the f?@é—-
sl
Afro-American Artist 1800-1950 at the Great Hall of CONY under)(fke- /e

auplces of Harlem C.C.- N.Y. Urban League- and City Uni'

Nov 1967 One-Man show. J.L. Hudson Gallery, Detroit

In this period was commissioned for covers by

Fortune 1/68; initial issue of Amistad; April 20th
69 N.Y. Times Magazine , ’T,M M&% -

June 1969 The Peinter's Mind with CarY Holty pub by Crown's
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'RONE BROWNE,

NICE STUDIO ON THE SAME

b ¥+

DS WHO WERE MUSICIANS WOULD
TO ME; "I BET YOU
STANDARD SCNG FORM IS.™

E ALL MY TIME TO IT.
) HUSBAND OF HANNAH ARENDT,

SHOQULD START TO PAINT AGAIN,

I TOOK

THAT I HAVE
HAPPEN. /SOME-
HAVE NO CHOICE
ARE JUST THERE, REALLY, ALL
THEM THEY WILL HELP YOU. THERE
| US ALONG WHICH WE ALL MUST MOVE AS

3 IN TES

IN THESE IATES
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Lo

q L" BIOGRAPHY
e )
T O Sept N coland
; )orn,/\char f‘tte, Morth C'ar01lna ﬁi&w&aﬂ amncl Efﬂd‘aﬁ-f
AV o oo Qe n). rgﬂé’.m '_ chf M{t:.‘m z /
> : 7 (L22.0 rﬁJU]ﬂa.,luJ'!/ ACACLL (23 '
Dmg Ceh . (Xefine Craduated from Dub]lc School 1‘3‘3.l <
'; L N env S |-
Jplrties. 140[th St between 7th and Lenox Avenues.
N - A

1929 ,P-i.tt»&tf&i-jgh, Pw&éﬁania r'Jr'ac‘l.mtef1 from Peabody High School

,-’
Pt stonglo Pa.
> ‘\-M J.w N Y] th‘.ar Lcoﬂc(f.ar_(,f&,

> 193 = 2 : ?

19385 New Graduated from New York University‘,‘ﬂ/—h{-w

e D

with a Bachelor of Science cegree,

— E—

1936-1937 > e . ':tudied at the Art Students Leaque,ﬂ/-(/.

wlth Ceorae Grosz as instructor. _

r:vwv\ ‘F'LLV\.. -Lta.okug MLaJ e,!w_w’ FMMM

L&—D\,

M*Q

S Cﬁ_w\j’j }@
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( 1936—1937:) M—YQ S : Bearden became—clesely- associated with,
N Gpvadnsy L.}_Aef“306 Group!, an informal organi- &
zat-.;'.en .of artists living in Harlem |
who ga.thergr,‘i at the studios of artists |

“enrv Bannarn and Charles Alston
} M W A _ ik | at 306 w. 141 st. el
7 Yoe " Guray ;
i s 5f ' - Other artists in the group imeluded-
WA/ e “Aq”t P S AT - :
e J A (1 ,3 = . Gwendolvn Bennett, Robert Blackburn,
Sonu A e RIR G s | |

Ernest Crichlow, Frederick Coleman,
)

Wit A Lol 7 T > Ponald Joseph, Norman Lewis,APichard

‘,"’I T e S N W Llnc‘sav, .Tacob Lawrence, Francisco

! W oA o 4 4 : -

Vi~ : Rrocan-

g | YA &Lc_\rd: and 0. Richard Reid.

Most of these artists were also members'

oF the Barlem Artists Cuild, pm:obably
. W
the 1av‘ae?€ orcganization of "Qeuro
-artists’ until-that-time. “ghe Tuild was~
mest active Auring the riéd 30's, until

the outhreak of orld War T7. The firat

nresident of the Guild was Aaron Doucl&as

he was fnllowed by the sculptor Auausta”

Savage. ™

.

oA oo
%howera in several eyhb ts at the Harlem

YwCA and the Harlem Art Workshop .on=125

St+an4 Lenox Avenue,
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fNewtﬁork\ Took a studio at 33 ¥W. 125 St., directly
/ /

over the one of Tacob Lawrence. Poet
and novelist Claude Mc¥ay had a studio
in front of Bearden ancd was a great

inspiration to both Bearden and Lawrence

in the widenine ‘'of their horizons.

Bearden continued close friendship with

Charles Alston. ,Was also most f’riendly
W7o R n it
with Add Bates, William Attaway, the

late Frank Fields, corposer, and Toshua

Lee, tomposer.

Bates took Bearfen downtown to meet

a number of artists; the late Stuart
te £t
Davis, the late Walter Ouirt, the late
eir sucntti
Paul Rurlin, 3alonzo Fauser, and Manuel

Telegian were amona those he became
well accuainted with.

oV~

Stene),

-

8 M. -

nearden had his first one-man show,

™
at the studio of NTA) Rates, 706

W. 141 Sk,
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[ad(

Ikt N pswdan 2

'_":L—"";‘-‘f;l/m“} ('”'-“rf'“*?or\’. Appeared in a aroup show of Hegro

2
Artists at the “‘-cMillﬁn Gallery.

(Co:‘.:;a:‘*._:mrary Negro Art, McMillen In%

?

L]

.

/@4@ tHew Vo*‘f} )ZAppef_ared in a group show of Megro

értists/?at the Downtown Gallery.

S ’ e ——

el .,

.'*.-'. Hew Yor!-:\] Moved Lfromﬁ“". 125th 5'5 to studio
' at 243 W. 125 St.

2 3
(( Cew .::’L(\ :_;‘!», 3
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*Pril, 1942- Served in U.S. Armv, 372nd Infantry.

May, 1945 3_‘:"‘2’“;"":“ dotel Po -ML}:\‘HJ Pltivnt - Listh HhAl?
218 Fagg td geng ot wten Thu vy PAsget-7
* T MG oot 3. saRR 1YY YO .
| 5 . lew Name i P i i >
) | q.Q,Lu.a%, New Names in American Art, Baltlmorcg

S

Museu £ T ‘
Usenm QT AL Ly Baltimore, Maryland

== ,"I .y - - =
Q4 - T —
Csich 2 3 fqﬁ@mﬂuww
|T'.1r‘.e AA945 ) "lashington, D.C One-man exhibition at the G. Place
; 7 Waot e
Gallervﬂnf Caresse Crosby and David

Porter., U\JouaJ«\ D.C

it Bnral Sociiie B AL Coerts

: tondad
Y‘w«*"-"_’""__-& M!ﬁlﬂ- Negro Artist Comes of Age , Travellnq Show
95»“_"_"-1'3 Y M‘x LS J\J/vort o Al Gy
Wrmmc&m - v
Cdﬂ@ww ilogh Lok
= v At ”

Sctober, 1945‘} FTJ_ew York\\ - One-r-an showqat the Sarﬂuel Knotz ]
I

o\

Gallery. :)

Ga
1 lerv rue ry rstenburcr

Pletro La"zarl

7,V T e —
M ‘3“-,»% 114G -
(| TN y g (0 gfy 7 WAt PG )
\NeWw Vork ‘?e\reral ohe—“‘an exhibits a : the Kootz
o f _{_ g 2 / "' Mk nuﬁﬂ
!_ti;‘,"!:"-r" i ""*"‘?"' ("allerv (}-{'{M"-"‘/J W~ Fﬁ)n
Vs o 4
Whitney Annual,' Whitney Museum of American Art, New York
Rl & L
i =
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State Dept. Traveling Shows of American Artists to

iy gt
Europe and South America Rettsm :Foti«-é—-ﬁ-\tb JSolly

pl g M““’JL'\’\W

1945-1949 U.S5., Burxrope, ./ Participated in numernus aroup

South Aperica showings, among them “hi#ney-Anfival s

¥945 /1946, amdState Department

Traveling Shows nf American Artistss
W An Furépe and South Arerica. His works
”’“ ﬂk% were shown in most leading ruseums in

u.s. {c.,—.i “'f'{wyl'_-'l
Stect o Degt m\‘f{ok Gl Collctiins MRS
o T e Sy

1946 Whitney Annual, Wl‘*:.tney Museum of American Art, New York

- -11"“""-’“ < - ‘-‘J’wwaj

L
La Tausea Art Competition, New York Q’
Wit Wil b et )Q,Mfcwh

N

'q-.. 3

Barnett Aden Gallery, Washington, D.C.
reverbery (1948 | New York One-man exhibit at the Niveau Gallery.
- -%.

l:/rg-’v"y'—
M/L,Q-/"‘?{Q
ey !
#797+61

\

’ﬁ' = :"muy{u—

+ 7

S, (’{L?/’ 'f-/:I
b52675 9=
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o, = fars
Ftudledmat the Sorbonne, under the

G.I. Bill. 1In Paris Bearden becare
acquainted with a number of European
artists, throuch letters of intro-
duction from his dealer Samuel Kootz
and his friend Carl Holty, including
Brancusi, Helion, Bracue, and Reichel.
He also became acaquainted with a
number of Americans in Paris under
‘circumstances similar to his own:
poet Samuel Allen, painters Paul Keene
and William Rivers, né;elists James
" Baldwin and Albert Murrav, and endgineer

“Jim Moslev were special friends.

3 '50 : ¢
Decerber ﬂ%ﬁgﬁoga , ' Took part in a national competitive

1950 aﬂm ™ - exhibition entitled Prerican Painting

Today, at the Metropolitan Museum of

i Art.e
7 :

&@if\‘gjﬁv& .”M vel Vs(\jt-/ Suw-;‘i"o
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oA
K'New York Re'turned‘\from Paris. .
| -
Painted only intermittently, and devoted

‘\_ ' » .

[ great deal of time to song writing,

’U\Qflona with Larry Douclas, Fred Norman

\ and David Fllis. Rventually became a

\
\ [}

mem};e_r of ASCAP.

o L )N ’

[One day his friend, the philosopher
53 J

Heinrich Bluecher, advised Bearden

' that the continued 'pursuit of song-
. . : st
writing would be to the detriment of his
? ddni U b a1
painting. Returned to painring

re.liqinuslv.. especiallvy following his

, marrajge.
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September 4, 1954 New Yor.k Married Nanette Rohan.

-

(% 'V"‘-'*]\I ".r.' L\,:'\.f‘{\c‘\

9,

‘

P PP

.Whi.tney Annual, Whitney Museum of American Art, New York

DAGAN (%’L‘;ke‘f-\/‘)’li Pongt DR U R R S T
7 " '‘Batone Gallery, New York __‘.):\if—h‘a«_u:.s?{‘..d;l,

o

Y T4
r 5 T ' A y 9 ~ y
1955 ./ Philadelphia} © ¥ Showed in Pyramid Club Annual.l [/M.»( P@L.
) g e whatcr < t"ﬁ.u‘?é-wﬂ Lmda. S
ATl 5 g™

et 4_\&,-1-'_1, A b Lo - K 7560 [Cn ,*[L}_J

: 5

el
0 K LL_/\»{L( \
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2 e et ¥
NN 1960 iy, siMichel; Warren Gallery, New Yp;k
T’L!ﬂ sl e

o S ae W e S ' :
s 196 ,'_ Cordler and Warren Gallerv New York

Spiral Group formed at Bearden's Studio.
Spiral concerned itself with the
nroblems of the Nearo artist and his

el ¥
relavence in the contlnulnu struacle

- .
for freedom, the nature of his identity

in relation to his heritage and his
own consciousness, gnﬂ his rel?tinn to
his craft. Morﬁan Lewis was Spiral's
first chairman. Other members were
Charles Alson, Fmma Amos, Calvin
Douglass, Perrv Fercuson, Reginald
Garmmon, Alvin Follingsworth. Felrath
Fines, Williarm “aﬁnrs; ﬁi&hard ﬁé;héw,
Earle Miller, Merton Simpson,

Hale “oodruff and Tames Yearagans.
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Cipogernted ok Deractin (Tl r\ko}mm Ww
o S t] hane :,?amb;\ :

O of

New York ' Had one-man exhibition at Cordier-
: / . '
i&a%acm/,l\:.\q. i .+ ,Ekstrom Gallery, amd was-part-of-a

. / /
A Namlrancoan—

Morris County Teré€gntenary Committee Rxhibition,

(ep)

¢ . . - . -, -
Farleigh Dickenson University, Madison, New Jersey
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-

w7,

Ph e e , Wodl ¢
1955 5(%3'“ Flashi:yfn, D)C. ; ‘One-man show at Corcoran Gallery.
o . rk ;

|

New 3

Fenber of uroun exhibit, Snlral Gallerv

WY,

gl

Ao 5

%Mm (gﬁ?
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.Pittsbu?ﬁeﬁéﬂvaﬁ One-m&n show at Carneale Institute of
J " o
' - Pennsvlw.aanla
New Yor/-_ - . ; Techno]nw’l?lttsburgh i

Contemporary Urban Vision, New School for Social

; )
Research, New York (¢

National Institute of Arts and Letters, New York

The Negro In American Art, UCLA Art (‘allery, Los

Angeles.

%WW

1%’1
3;'«%%
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L :
‘Ia:‘ two one-man shows, on? at the
W\.

{the J.l‘L.'Huﬂ n Callery™n Detroft,

P —— = e
Designed the cover for the Septerber
issue of radin station WBAI's monthly

-

folio.

_The Portrayal of the Negro in American- Painting,

Forum Gallery, New York /J‘/‘_‘/ %WJ /UT"& C?L

Foomol Sphit — OC‘J{"Q?

The Evolution of Afro-American Ar*"lsts- 1800 1850,

City College of New York, New York, (exhibit co-directed

by Bearden).

Protest and Hope, New School of Social Research,

New York O Q& J—q "'b"-:g A = 4
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Cover, Fortune Magazine, TJanuary

Poster from Fortun g . i
e May azi . P
' New York . 2 % ne cover by Poster Originals,

War
saw, Poland Appeared in international poster

Sofia, Bulgaria : exhlblt

4ons in Poland and Bulgaria.

Atl i -y ;(
antg, Georgia ( One—ma exhlbltlonf at Snellman Co%;e
. .

S dr TP

Adbany,-New. York Retrospect;ve p]_ban e 13

i un o
) / ){f X b = : .? j;f_lh'lg?'e"“- n
/ d -‘3@ qtate UﬂlvevFSlhv (\f ,j..u. Hew%quql‘h
e S ~gas

International Biennale of Posters, Warsaw, 1968

International Exhibition of Posters, Sofia, Bulgaria, 1968

Thirty Black Artists, Minneapolis Institute of Arts,

Minneapolis, 1968.

Invisible Americans--Black Artists of the 30's, Harlem

Studio Museum, New York, 1968 g
.-ﬂ One Print One Painting, Visual Arts Gallery, New York, 19§69
. ?cmé% F21,17¢7

&

ST Poster: Martin Luther Kinc “I have seer

the mountainton.". ‘Nrs. Vera Listg’u Y;

LY ..i St

fomage to Martin Luther King, Museum of Modern Art,

New York
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fk' One-man shouf at_the TllllaPS CoTTeae

Museum Wllllawstown, Nassacruse

*wwvvr

1969

~ Cover,“Afro- Pwer%can Pré&stsﬂStnce 1950, Brooklvn Collece,
o PR RLRA AR i BEERYC L ey

Co"er, New York Times Magazlne 4%Pril ZOr\ - ’\

e

a__._.’. i

Poster, Board of\MlSSlons Un1ted Methodist Church

New Acauisitions, Whitney Museum of American Art,

ﬂ;w Yorh

Jf»-‘:)' e
L AA ? £ ; al gt N
Proiject nu%ruaéﬁ ehr01t useum, Detroit, Michigan

20th Century American, J.L. Hudson Gallery, Detroit,

Michigan Mw LP&
o Pt Vol @Juiaz&,ukdl kh1@%&umﬂ

— e
The First Generation, Museum of Modern Art, New York

Contemporary American Painting, Whitney Museum, New

York

Sixth Biennial Regional Art Exhibit, The Galleries '

Cranbrook Academy of Art, Bloomfield Hills, Michigan

Inaugural Exhibition, New School. Graduate Centér, New

School for Social Research, New York
Posters by Artists, Finch College Museum, New York

Centennial Bxhibitibn, Lincoln University, Pennsylvania \

Ten Afro-American Artists, Mount Holyoke College,
South Hadley, Massachusetts

. = A f‘}t-'h\."
WOt S8 qt ﬂuz__ _l“ut';?um Or ,h%l.
qtate Universltv Of Toway =\ =% A
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. Portfolios:
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LNV

. Contemporarv Art' of

i Afro-__-..h.mer_:icans, Friendship Press, s
: New York,: 1969 : .

APt folio of Morks by Black Artists, Sherwood Press,
y S5 New (York 1960 - e i e e e o0 :

B SRl e
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May

' Cover;‘ﬁmistadlMagaziné;;Initiaf'iéﬁue,'Febrﬁary 1970
\,_'._I:\".' .‘:‘-_:- ."',..‘.- 4 = i

b dy ; .

& o

Ligt

World at Work/An Exhibition of Paintings & Drawings,

commiSSioﬂéd by Fértqne, sponsored by American Federation
p! of Artists

Syxamid'Club Annual, Philadelphia, Pennsylvania

- -‘_

il LM?-W@C’) Conent (o |
__b : ‘;‘r .

( Y *I.L“('.(L-k,_.(’_.,r\
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BEARDEN Chronology 11/30/70

1914

September 2. Romare Howard Bearden born in Charlotte, North Carolina
to Richard Howard and Bessye Johnson Bearden. Father works for New

' : : LSl
fork Department of Health, mother 2 ncwspaperwoman @ctive in larlem

R T 3 -
politics.— “ WS Ugnodcaddoe Basec -

’ BN Y

1925

Graduates from P.S5. 139, New York.

192

_Graduates from Peabody High School, Pittsburgh, Pennsylvania.

1935
A/n/tlmn._
Graduates with B. 5. degree from New York University. Concentrates on

drauing cartoon * thie—timee

1936-37

Studies life-drawing and painting with George Grosz at the Art Students .
League, New York. Tony Smith is fellow student. Beeemes—T Member of ?m
the "306 Group", an informal association of black artists living in

Harlem, meeting at the studios of Henry Bannarn and Charles Alston at

306 W. 141 street. Croup includes Gwendolyn Bennett, Robert Blackburm,

Ernest Crichlow, Frederick Coleman, Ronald Joseph, Norman Lewis, Richard
Lindsay, Jacob Lawrence, Francisco Lord, O. Richard Reid, Aaron Douglas

and Augusts Savage, Most of these artists are also members of the Harlem
Artists Guild, a formal organization of Negro artiste active during the
mid-thirties until the outbreak of World War II.

Early figurative paintings are included in several exhibitions at the Harlem
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REARDEN Chronoloey

YWCA and the Harlem Art Workshop. )
=7 oo Ce ef.._'/x-f\ﬁaﬂf.

e 5
N SXLD

-’

1940

Begins tempera paintings on brown paper, primarily Southern scenes. Takes
a studio on 125th street in building also occupied by Jacob Lawrence and
Claude McKay. Other friends are Charles Alston, modern dancer Ad Bates,
novelist William Attaway, composers Frank Fields and Joshua Lee. Bates
introduces Bearden to Stuart Davis, Walter Cuirt, Paul Burlin, Alonzo
Hauser, and Manuel Telegian.

May. First one-man exhibition at <tudio of Ad Bates in Harlem. Early

student works are shown.

1941

( t‘?\”)
October l6-llovember 7. "The Visitation' and '"Woman Picking Cotton'' are
included in exhibition "Contemporary Negro Art" at McMillen Inc, New York.
December 9-January 3. "The Bridge (1937) shown in "Americen Negro Art"

exhibition at The Downtown Gallery, New York.

1942

April. Begins service in U.S. Army, 372nd InfantryDmrress.

1943
m&)

January. ‘'TFactory Workers" is included in Dallas Museum of Fine Arts
exhibition of paintings commissioned for Fortune, Life, and Time.

January 5-30. "Sharecroppers" included in "Paintings, Sgulptu e by American
Negro Artists' at The Institute of Modern Art, Boston b fiith College
Museum of Art, Northampton, Massachusetts.

1944

February 13-March 3. One-man exhibition, "Ten Heirographic Paintinga"bg\g‘«‘l'{'ﬂ?bﬂed




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION,

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs. 954. ‘_l

BEARDEN Chronology

at G Place Gallery, Washington, D.C. nqﬁw&b‘\( CO'\-IMA M

May, Included in "New Names in ;\merican Art' exhibition at the Baltimore
Museum of Art. 'j{uu\,\ WAL ':]\Q\\
June 13-July 4. "The Lovers" included in "New Names in American Art' exhibition

at G Place Gallery.

1945

jbﬂ L l\’}-f”) |E}' i
January 3-February 11, Included in "The Negro Artist Comes of Age' lexhibition

nt the Albany Institute of l!isto;y nd Art, Albany, New York; "After—Clhurch™;
194
“gmptism', and 'Eac ¥ 8" are included.

May. Discharged from army, 4% -"-i,'-'dl'ts"—‘“t- W

Junie, One-man exhibition of works from ﬂl‘he Passion of Christfq’ shown at G

Place Gallery,UJeqlu DC % -

October 8-27, Férst &E-mn exhibition at Samuel M., Kootz GalleryWexw Yorkfall"}"—
works from fThe Passion of C"-rmt(pa/;;:e shown,

October 19-November 21. Two-man exhibition, with Pietro Lazzari, at Galerie

John Devoluyy Paris. Works from Ithe Passton of Christ®aed shown,

November 27-January 10, "Madonnaﬂd/child” i.% included in "Annual Exhibition b

of Contemporary American Painting", Whitney Museum of American Art, New York,

December 17. "le Is Arisen" is acquired by The Museum of Modern Art; first

m&wmwp\mfllf(c hased l‘-”\ - i

- /
Januaby 9-February 2. Included i odern Religious Paintinga"kxhi-{:itiohat
Durand-Ruel Galleries, New York; __"The Annunciation! 8 t t >
January 27-February 10. Qchrist: Healing the Sicka is included in "Contemporary =
— >
American Painting" exhibition at the Clearwater Art Museum, Clearwater, Florida.

February 5- r'ar;;h 13, "The Bull Bellowed Like Two Centuries" is included in e m
"American Sculpture Watercolors and Drawings' exhibition at the Whitney Museum m

Wri?an Art
Itarch 25-A mmn exhibition at Samuel M. Kootz Gallery; paintings and

P
watercolors inspired by Garcia Lorca's "Lament for a Bullfighter" are shown.

September 4-28. "Autumn Song"” and "This Year's Grain" included in "n The Sun' ———-?

exhibition at the Samuel M. Kootz Gallery. M
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BEARDEN Chronoclogy

(1946 cont'd)

December 10-January 16. "Some Drink! Some Drink!" is included in "Annual

Exhibition of Contemporary American Painting" at the Whitney Museum of
American Art.

AT oridE Ay 6o s ientRec e MYt iE boeed Stores :
<‘-.__'LA_.;_\.\-_-/E;L_Q__,_CL_Q'CJ{' % \\5______. —__/h“ﬁ

1946-47
——

/’;) Included in two exhibitions of works owned by the United States Department of

State shown in Prague and laiti.

1947

January. Included in La Tausca Art Competition exhibition, New York.

February 24-March 15. One-man exhibition at the Samuel M. Kootz Gallery of
[} "

paintings inspired by Rabelais' "Gargantua and Pantagruel."

"Around, Around",'Interior', 'Blue Note'", "The Drinkers" and "The Fox Hunt" -7
included in "Introduction a la Peinture Moderne Americaine'" exhibition at / '
Galerie Maeght, Paris, sponsored by the United States Information Service; in
which works by Baziotes, Browne, Gottlieb, Holty and Motherwell also shown.
November 6-January 1l. C'Thc Soulw in a Dry Place', included in the
Fifty-Eighth Annual Exhibition of American Pairting and Sculpture prize winners,
"Abstract and Surrealist American Art, at The Art Institute of Chicago.

1948

"Women With an Oracle" (1947) included in "Women: A Collaboration of Artists End
Writers' published by Samuel M. Kootz Editions, New York; accompanying text by
William Carlos Williams.

October 17-November 30. "The Annunciation' (1947) included in "Contemporary
Religious Paintings' exhibiton at The Barnett Aden Gallery, Washington D.C,
sponsored by The Catholic Interracial Council of Washington.

November 9-25, First one-man exhibition, "The Illiad", at Niveau Gallery,

lgw York. { L Sl
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BEARDEN Chronology

1950

Studies for PhQ. at Sorbonne, Paris. Becomes acquainted with Brancusi, Helionm,

Eraggue, Reichel and many Americans then living in Paris: poet Samuel Allen,

-+

Keene, and engineer Jim lMosley. f/mh lJ"“'-ﬂ‘l T.-'"l'"‘r“""":c‘"’__—‘——--——..~

December B8-February 25. "Woman with a Bird" included in "American Painting Today-

novelists James Baldwin and Albert Murray, painters William Rivers alnd Paul 0

1950" exhibition at The Metropolitan Museum of Art, New York.

Returns from FParis to New York. Paints intermittently; concentrates on song

writing, joins ASCAP, and has many songs published.

1952 lI;“ SALMZ AT ( }.r; ) NYC Begd r[):? rr('(’ So wrtes aa ﬁwm‘
ST 0

1’\' 1 [-' a W "-.C‘._!I,' A _:") LAY E‘-( L ":ﬂLF e W*-— NL{C =

1954 v

September 4, Marries Nanette Rohan.

Returns to painting; style becomes increasingly .merm abstract.

"Factory Workers" included in '"World at Work" exhibition of paintings and
drawings commissioned by Fortune, sponsored by the American Federation of Arts
October 3l-November 24, Fizrst one-man exhibition at Barone Gallery, New York.
November 9-January 8. "quln'm’g(ggll'.mf::-saT included in "Annual Exhibition of

Contemporary American Painting' at the Whitney Museum of American Art.

1956

lioves into present studio on Canal Street mm "-“{( '

July 1-31. '[Golde l:f‘l’.c_zﬂ;sg' included in "Eight New York Painters!
E):i.libiton at the University of Michigan Museum of Art, selected by Hale
Woodruff.

October 26-November 26. K"The %cﬂ“ included in "Second Annual Fall Review
of Paintings and Sculptufa:l‘jSF}” at the Pyramid Club, Philadelphia.
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1958

Pl st

Paintings now—efsen cewmpletols non~-objective,

1960

January 20-February 19. Edéesr one-man exhibition at Michel Warren Gallery, New York;
SleETTaCE i . .
1961

April 6-April 25. #Pd4rst one-man exhibition at Cordier & Warren Callery, New York;
continues to show : paintings,

Begins to re-introduce f:.rvur&tl.ve elements in paintings, [

October ?;-Junuary 7 ["'Gelgl,eﬂ/ﬁéy" (1960) included in "The 1961 Pittsburgh
International Exhibition of Contemporary Painting and Sculpture', at the Department

of Fine Arts, Carneige Institute, Pitteburgh, Pennyslvannia.

1963

July. Spiral Group is formed. Located initially in Bearden's studio. Concerned
with the problems of Negro artists. Other members include Charles Alston, Emma Amos,
Calvin Douglass, Perry Ferguson, Reginald Gammon, Alvin Hollingsworth, Felrath Hines,
William lajors, Richard Mayhew, Earle Miller, Merton Simpson, Hale Woodruff and
James Yeargens. Begins collages on Negro themes as anjidea for Wte Spiral

Group project.

1964

3 oo

tecieves position (still held) as Art Director of Harlem Cultural Council.

Spring. Collages seen by m;kstrom and further works in this(vetn\are encouraged.
summer. Begins "Projections' series of collages, intended for photo-—enlarggmeﬂt‘ "k g
October 6-24, Firet one-man exhibtion at Cordier & Ekstrom, Inc, New York. Shows - M

"Projections' series of collapeahw e GDMOMM LBTMM W

October 20-November20. (hovompp‘!l One™ (1963, collage) and "Other %erleﬂ" (1964) M

‘/fL.,J
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BEARDEN Chronology

1958

\’?.;’&ﬁ.«:f.-,cw

Paintings nouw—efeen cempletols non-ob jective.

1960

January 20-February 19. EdesT one-man exhibition at Michel Warren Gallery, New York;
ivpEtTac i

Nen 63»&4,,outﬁcz.g_

1961

April 6-April 25. Adxst one-man exhibition at Cordier & Warren Gallery, New York;
continues to show : paintings.

Begins to re-introduce figurative elements in paintings. [

October é?-.)nr;lljz];r'lj & (_"GOM}:;: (15605 1nlclu‘ded i-n.”The. 1961 Pittsburgh
International Exhibition of Contemporary Painting and Sculpture', at the Department

of Fine Arts, Carneige Institute, Pittsburgh, Pennyslvannia.

1963

July. Spiral Group is formed. Located initially in Bearden's studio. Concerned
with the problems of Negro artists. Other members include Charles Alston, Emma Amos,
Calvin Douglass, Perry Ferguson, Reginald Gammon, Alvin Hollingsworth, Felrath Hines,
William Majors, Richard Mayhew, Earle Miller, Merton Simpson, Hale Woodruff and
James Yeargens. Begins collages on Negro themes ae anyjidea for?mte Spiral
Group project.

1964

wAo
m\res position (etill held) as Art Director of Harlem Cultural Council.
Spring. Collages seen by mmatrom, and further works in thial'vein] are encouraged.
summer. Begins "Projections' series of collages, intended for photo:gg]ﬁtmeﬁf; ,‘k‘ :
October 6-24, First one-man exhibtion at Cordier & Ekstrom, Inc, New York. Shows - 4

"Projections' series of collageahw *kl ?ww %M >

October 20-November20., f{i‘-iowme;!/,ﬁne\'ﬁ (1963, collage) and ']"nther %eriesn (1964)

| l/fl.;,aui'

g
st
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included in "...Some Negro Artists" exhibition sponsored by Morris County
Tercentenary Committee at Fairleigh Dickenson University Art Gallery, Madison, Hew

Jersey, ‘

Pids sttinininds, T Eoidngr o 6'“\”"“"‘“ |

f //L

March ;— "BE;%KD" included in "Contemporary Negro Art" exhibitiofﬁiﬁfﬂﬁrﬂatiVitY

and the Negro'', Rockford College Festival of the Arts, ?ockford, Illinois.

May 14-June 5. IL'_’ConjLu/:Q-‘o’:mn_)’ included in "First Group Showing (works in black & white)"
at Spiral Gallery, New York. -

May 16-29,:hrifaiezr, '@wo-Uumenhipéigeourtyard", and tﬁlzce ig;%bnderlan;\ included

in "Festival of Arts' exhibition at Temple Emanu-el, Yonkers, lNew York

October 1-31. One-man exhibition at Corcoran Gallery, Washington D.C.

Cctober 11—22.(\“City@"$ra;}' included in"'New York University

o Art Alumni
Exhibition", New York.

1966
o e Snten U’“‘J""‘ W2 /f( (‘"‘“ (/scwﬁ_@W

January 25-Febmar5r 24, 'Spring’%a’\ (}j&g/and '"The Iﬂ%%mluded in

""Contemporary Urban Visions" exhibitio
New York.

n at woun:m Hall, New School Art Center,/

"An Exhibition of Contemporary Painting, Sculpture and Graphiec Art" in The National W
Institute of Arts and Letters,Academy Art Gallery, New York. 'V'ﬂ

March 4-March 27, Four collages entitled "Panel on Southern Theme' included in

May 25, Receives Grant in Art from The National Institute of Arts and Letters.
May 25-June 26. Ten collages included in "Exhibition of work by Newly Elected
Members and Recipients of Honors and Awards" in The American Academy of Arts

and Letters and The National Institute of Arts and Letters, Academy Art Gallery,
New York.
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June 27-July 25. Directs and participates in "The Art of the American Negro:
Exhibition of Paintings" at The Harlem Cultural Council, New York.

September 11-October 16. "Six Panels on a Southern Theme" (1965-66) included in
"The Negro in Aperican Art" exhibition co-sponsored by The California Arts

CLA Art Galleries, Dickson Art Center.
NS

1967 0‘3\, R-O
fE;ZQQ*E}(g" . ""The Dove' is included in "The Portrayal of the Negro in American
P

inting" exhibition at Forum Gallery, New York.

Cald

april 12-May 29, "Six Panels on a Southern Theme" shown in Bundy Art Gallery,
Waitefield, Vermont. .

October 10-November 4. One-man exhibition at Cordier & Ekstrom, Inc.

Hlovember a—fG. First one-man exhibition, '""Romare Bearden: ' at the

J.L. Hudson Gallery, Detroit. g\)
October l6-November 5. Co-directs (with Carroll Green P !"The Evolution of

Afro-American Artists: 1800-1950", sponsored by the €ity University of New York,
the Harlem Cultural Council, and the New York Urbanm League, in the Great Hall
of City College, New York.

October 24-December 2. Included in "Protest and Hope' exhibition at New School

of Social Research, New York.

1968

N
Included in' "Eleventh International Biemnale of Posters! Warsaw, Poland. “Ef

Included in International Exhibition of Posters, Sofia, Bulgaria.

January 23-February 9. Included in "One Print-One Painting" exhibition,

Visual Arts Gallery, New York.

April. One-man exhibition at Spel%nﬁn College, Atlanta, Georgia,

October 17-November 24. "Tomorrow I hgg Qﬁ‘f&f‘ﬁhﬁy{)(1967), "Family" (1967), and
"Palm Sunday Procession'" (1967) included in "Thirty Contemporary Black Artists"
exhibition at The Minneapolis Institute of Arts, Ninneaotaﬂ*Lﬁﬂ}]épukmq&f\g\dﬁpfg
October 31-November 3. "Soul Three'" (1968) included in "In Honor of Dr. Martin
Luther King, Jr.'" exhibition at The Museum of Modern Art.

ﬁovembcr 19-January 5. Included in "Invisible Americans: Black Artists of the*3d§9”
exhibition at The Studio Museum in Harlem, New York.

November 25-February 9. One-man exhibition,''Romare Bearden: Paintings and Projections',
at The Art Gallery, State University of New York at Albany; catalopue introduction-

by Ralph Ellison.
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Ll vind s

'-'v \f
——0OReman g\chibltion at Williams College Museurn Williamstown -

(vf\l} }«-_, =~ /U"“J—&- Included in Recent :\cnuisi&tiona exhibition at the Whitney Museum
of x\r'erj.can Art, New York; ,_f____/_‘i’i:’— ‘M ==
April 25-June 8, kCarolim‘i};ornnW (1969), and "Circ 19626 included in
”Igiaupural E hlbi} n" at thc New School Art Center, New York. M
et O rutceedy
ﬂlﬂﬂ/ May. Inc]udod in ro Scurrents USA' cwhibLtion in the Detrott ﬁCﬁigﬂn-
70June.
co-author. |
June 2-30, QThc‘,ﬁ‘%leg' is included in '"Twentieth Century American Painting &
Watercolors' exhibition at J.L. Hudson Gallery, Detroit,
June 18-October 5. 'The Silent Valley of Sunrise" (1959) ise included in "The

The Painter's Mind is published by Crown Fublishing Company; Carl Holty is

New American Painting & Sculpturée: The First Generation" exhibition at The

Huseum of !-Iodern Art.

_DOctober. Included in ”‘»lack Arts Festival' at Lincoln Univers{.ty Lincoln, » Pennsylvannia,
= —_—
\P}G’ Jctober 16-I ovonber 305 Included in "Posters By Artists' exh:.bition at Finch

P‘\\’ College Museum of Art, New York,

\\\5\ November 6-26.."Carolina l'torninp‘%-( mreparing a Banquet for Ulysses"

(1968) included in "Ten Afro-American Artists" exhibition, sponsored by the Mount
Holyoke Friends of Art, at Dwight Art Memorial, Mount Holyoke College, South Hadley

Massachusetts. M
December. Onesman exhibition at the MNuseun of the State Univerai of Iow

December 3-31, "s‘!auritiua' (1967) included in “Blocked Metaphors"

Cordier & Ekstrom Inc.

. :
December 16-February 1. \{_Interior_g'i{t}\m Profiles included in "1969 Annua Exhibition
of Contemporary Ameriwgan Painting", Whitney Museum of American Art, New/York.

o
=

P 0 e
o e Wuuf&/ﬁwdﬁ e
dlea 0 ol 08 A
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1970

January. Teaches’ for five weeks at Williams College, Williamstown, Massachusetts.
January 9-February 20, Included in "Black Artist in Graphic Communication"” exhibition
at Gallery 303, New York.

February 9-March 10, Participates in "Five Famous Black Artista' exhibition

at Museum of the National Center of Afro-American Artists, Boston.

February ll-March 7. One-man exhibition at Cordier & Ekstrom Inc.

March 8-April 19. Included in "Coalition 70" exhibition at the Staten Island Museum,

. ew York
Geal F-09
{ 71-:ay 19-June 23. "Circe Preparing a Banquet for Ulysses" (1968) and "Serenade' (1968)

[
el o

(—JL—LL;\ o Kd_
ng&ﬁr’ of Ccntemporarv &rts, Boston. - Mhthmﬂ

[ e Weaeni

| MseectrerJune. Rec1evcs SEATIL Froé unpenheim Foundation to write book on the history of
Wees .

included in "Afro-American Artists, New Yor! and Boston' exhibition at the Wuseum

Afro-American art.
December 3- January 16. "Patchwork Quilt" (1970) included in "She" exhibition at

Cordier & Ekstrom Inc.
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(Wag 2
- M e

|~"

1970

January. Teaches’ for five weeks at Williams College, Williamstown, Massachusetts.
January ,-Tearua;y 20, Included in "Black Artist in Graphic Communication" exhibition
at Gallery 303, New York.

February 9-March 10, Participates in “Five Famous Black Artista" exhibition

at Museum of the National Center of Afro-American Artists, Boston.

February ll-March 7. One-man exhibition at Cordier & Ekstrom Inc.

March B-April 19. Included im "Coalition 70" exhibition at the Staten Island Museurn,

ew York
Bea) F-09
May 19-June 23. '"Circe Preparing a Banquet for Ulysses" (1968) and "Serenade' (1968)
R L‘}

(“R{M-L- K included in "Afro-American Artists, New Yor! and Boston! exhibition at the Museum
Jle e d,

},Mﬁ-}_ of Coutemporarv r\rts, Boston. . =

1 Uyunedbv~June. Recieves uﬁjfroréoélg;rvcnheim Foundation to write beok on the history of
Aede .
! Afro-American art.

December 3- January 16. "Patchwork Quilt" (1970) included in "She! exhibition at

Cordier & Ekstrom Inc.




v

=

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs. 954. ,_{

?//d g;’?’Mﬂ)Fé, a5
A R TO /K Preas
AT X r AT sl

TS LINE LY “Of 12 o PTinrtg e
Romare Bearden: The Prevalence of Ritna'l_.)' ONE cinve Fa crT {3339\
- INAAAAA A A AN A AA g - == .
e An essay by Carroll Greenf/-fmt IE L
TAIE =——==S2F VY Larroll Gree
o
The Prevalence of Ritual marks the mature fruition of a theme that

has obsessed Romare Bearden for over thirty years--the aesthetic
e
expression of the life and 14fe style of a people in visual and plastic language.

. S ':Il?, '&ﬁ,f
In the collages of this show, dating from 1964‘,/!#3 develops the theme which

engaged him in his earliest works beginning with the Southern series
b=
on brown paper. The ritual is the choreography of daily life; vibrant

/

in.movement add in the myriad shades of feeling and emotion common
A
toshumanity, is nurtured by his knowlédge of and experience in black

America,
() zemrr—mes ( \
) R R

)Of his drt:Bearden comments, "I am trying to explore;in terms of the
particulars of the life T know best, those things common to all cultures,"
His appreciation of an astonishing array of artists spans the continﬁhts
and centuries and undergirds his mature Seuvre with a range of aesthetic
allusions brilliantly absorbed into his own highly assured personal
style, His goal consistently has been to create a universal art in
a contemporary medium while remaining tr&n to his particular
cultural heritage and experience,
( )
| Bearden possesses the remarkable ability to embrace a theme and
unrelentingly exploit its plastic, visual, and structural potential
to his own satisfaction, Then, when satisfied, he gracefully moves
on to new ground, Soon after his return from the U,5, Ammy in 1945,
he had his fgrst one-man show In a New York gallery, the Samuel M.
Kootz Gallery. His semi-abstract paintings created for that show
on the theme The Passion of Christ symbolically represented the
sufferings of all men, - Inspired by the Spanish poet Garcfa Lorca, he

CNWTEARED )

-
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became preoccupied in the next year with the theme of death in an

impressive series-kconslderably more abstrsct-'ﬁon bullfighters,

During the early 1950s, Bearden painted intermittently, For nearly

a year, he lived in Parls broadening his association with European,

African, and American artists and writers, By the mid-50s, his

style had become increasingly abstract, and before the end of the

decade, his painting was largely non-objective, Yet, by 1961, as

abstract expressionism carried the day, Bearden had already begun

to reintroduce flgurative elements in his paintings, although his

one-man show at Cordler & Warren that year included only his abstract

¢works, He was, in fact, much admired and respected at this time

as a skilled abstractionist,

(

)

(| But there began at this time a massive movement for soclal justice

within America, and Bearden's own Afro-American people were the fulcrum

3 .

of tha?ﬁovement which would eventually affect all sectors of

society, Joining with a group of other New York black artists, he

helped to form the Spiral group in 1963; Romare Bearden almost inevitably

began to move in a new direction, At first the Spiral artists met

informally in Bearden's Canal Street studio to discuss the problems

of the black artist in America, Soon afterward the artists acquired

4

a gallery in Greenﬁﬁich Village where they held regular sessions, and

Bearden's friend, the painter Norman Lewls, was the first chairman,

In 1965, for their first group show, each member-artist agreed to

1imit his palette to balck and white, It was during this periled

that Bearden began to create collages thematically culled from

his memory and experience of America.

-~

(

)

The themes of thosze collage Projections, however, found

Kx CaWTINVED
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their genesis in Bearden's work of the 1940s, when he created his
Southern serles on browm paper| the earliest works in the present
exhibition, These early scenes, such as The Visitation (1941) and
Folk Musicians (1941-42; both Nan;;tte Rohan Bearden Collection), are
baslcally stylized sfstements of Negro 1ife expressed in simple
colorful forms, They are a significant index of the artist's
development over the years,l for to the flat iconography and pathos
of these almost primitive pleces, he has skillfully added elements
from Byzentine, Dutch, African, and modern European sources, as well
“ a5 from American cinematlc techniques, His forms have become
“™jintrinsically more complex and plastic and his structures more unified,
( )
| In his collages of the 1960s, the images from Bearden's fertile memory
were endowed with polgnant emotiongws they were set forth on his canvases
bt 28 Fhey develeped, the Blabemenl hecime
in a frer_e associational mannerj,\'the collages were prolific, immediate,- » -

VY e e ol

and compelling, steeped in myth and history, and as contemporary as

VD e
delin]
Lenox Avenue teday, Originally small in size and subtly colored, they

were "projected,” that is, blown up in black and white photographic

murals, These forceful works, infused as they were with "memories

SO 1 --c.L‘.u-t f"‘\ .l-t-\'&
and experiences," displaced Bearden's u-b-wr;e& painting as suddenly

and abruptly as America's erstwhile "invisible" people had moved
into center stage. Projections was the theme of Bearden's one-man
show at Cordier & Ekstrom in 1964, It was a startling success,
( )
When asked why he departed from abstract painting and chose the collage,
Bearden said simply, "You can't always do things the same way." In
fact he has been attempting to create an oeuvre in keeping with the

ey hy BT A
restless modern sensibility, effering spontaneity and the element of

ST VED
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4
surprise, "Man's patience,” he says, quoting the French poet Paul
Vale’ry, "is destroyed by the machine," Bearden uses elements of the
f1lm documentary, allowing a projection of his images "right up front™
to create a feeling of immediacy in his viewer, ¥m shortj{ Bearden's

projections, with their haunting eyes and contorted physiognomies,

are nothing short of visual confrontatior{i
( ' )

{]1In 1967, Beardén began to add generous amounts of color to his

enlarged collages, as in the Rites of Spring (Carter Burden Co‘l.lectlnn)._-\‘
" in-this-exhibition He often used colored paper and fabrics, or paper
¢=which he painted and then glued to the surface of the work., Since then

his collages have become increasingly more sophisticated in color and

de_sign, Iless compressed, alrier and more elegant, beautifully exemplified

Tug = Diew 1176)

in/Patchwork Quilt (The Museum of Modern Art) and Mississippl Monday
N

(Shorewood Publlshars)t_.‘ol—hce{-on-)t Here is an artist who truly enjoys
: J

the plasticity of his medium, In his mammoth effort to explore the
formal elements of Negro life and to express its "innerness" visually,
Bearden has not only chosen to deal with "black anguish,” an undeniably
pervasive element, to be sure, but also with a whoie range of emotional
shadings, "Art celebrates a victory,” says Bearden; "I look for all
those elements in which life expresses that victory.,” In America‘'s
technological soclety, increasing numbers of people feel that man is
becoming dehumanized, Bearden holds that the life style of the black
in America 1s "perhaps the richest because it is the one life style
that 1s talking about life and .ibout the continuation of life, , , and
through all of the angulsh:_-the joy of life.,"

G ) :

noame (ks
] If anguish is usually present lnhhis collages, it 1s there because

angulsh 1s very much a part of the human condition, Anguish is as

much a part of the "innerness" of the black experience as plety is

¢ OUTrAUE D
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part of a nun's, But in Bearden's collages there 1s also folklored=

rural Southern style, with allusions to both American and African
orlginsi:that includes spirituals and jazz, card-playing nights and
church-going Sundays, family meals and blue Mondays, set agalnst
lush Southern landscape and bleak Northern slums, Thematically,
Bearden's work si-ice 1964 is often analogous to that of Brueghel,
Technically, it is lnfluencea by Mondrian, as is evident in his
interlocking rectangular relationships, and also by such older
Dutch masters as de Hooch and Terborch, His forms and distortiens

owe much to African sculpture,

Gl

Bearden continues to explore the inter-relatedness of apparently

unrelated thingsifa fragament of patterned linoleum becomes a

human arm, moss becomes someone's hair, Southern cabins are telescoped
through thg windows of decaying urban tenements, and the eyes of a

cat become those of the conjur woman, Bearden has never malntained

a photographic file nor does he use one, He uses pictures from
newspapers and magazines which he skillfully frees from their

sources and fashions to the needs of his collages, "S.eldom have

I used actual faces," states Bearden, "H$st of my faces are fragments
from different things,” frequently African masks, usually varying

in scale, and pasted together in a unified whole. Here is a master
not only of structure but also of harmony and its achievement out

of apparent disharmony, Sometimes a white hand will be attached to
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a black body: Bearden is not interested in the hand or the separate
element as such, for essentlally his concern is with the metaphorlc
use of the disparate elements, that is, the handness of hands and
their aesthetic positioning within the construct of the collage.
Bearden juxtaposes elements in order to lend emphasis to a single
idea, His world is most often kaleidoscopically compressed in
multiple spatial planes and his images are empirically related,

"I try to show that when some things are taken out of the usual

ar

context and put in the new, they are given an entirely new character."

e

ﬁ There are some persistent elements in Bearden's collage palnt!.ngsfl\-
the train, the window, the moon, the haunting eyes of a woman,
Although Bearden abjures the idea of symbol in his work, he adds,
®These Ealementg should not be construed In a literary sense, Each

painting envisions a world complete within itself,"

____(/_ | A \ Ny e L

/

N The Prevalence of Ritual, then, is more than an exhibitionj

it 1s an affirmation, a celebration, a victory of the human spirit

over all of the forces that would oppress it,
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Marie Frost, Liz Shew, Jeannie Weiffenbach, Dick Palmer, Carrcll m’/

April
b/2/TL
FY1

MOTHER AND CHILD is misdated in the Bearden catalogue checklist. It was really
done in 1970 not 1966. Plesse coprect this whenever you run asccross it. .

Thank you
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THE CHASE MANHATTAN BANK o

National Association

I Chase Manhattan Plaza, New York, New York 10015

December 17, 1970

Mr. Carroll Greene
Museum of Modern Art
11 West 53rd Street
New York, New York

Dear Mr. Greene:

We are forwarding this transparency to you
through the request of Clare Fisher and we
would appreciate when you are thru with it
to return it to the Photo Studio at the
above address.

Sincerely,

/g’?ﬂ:ﬂ«/ w.;dém

Raymond W.” Juschkus




