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ON THE EIGHTEENTH of this month The Metropolitan Museum of Art will open an 
exhibition that has nothing to do with art in the narrow sense - but everything to do 
with this Museum, its evolving role and purpose, what we hope is its emerging position 
as a positive, relevant, and regenerative force in modern society. The title of the exhi- 
bition is "Harlem on My Mind": The Cultural Capital of Black America, I9oo-I968. 

It is an exhibition that attempts, through photographs, films, television, documen- 

tary recordings of sounds and voices, music, and memorabilia, to convey that most 
difficult of things, a cultural and historical experience, a total environment - one par- 
ticular world, in fact, which has been known intimately only to the Black people of 
New York City - Harlem. It doesn't interpret or explain. It sticks to the facts, Harlem's 
historical events over the past sixty-eight years, its literature, theater, politics, music, 
art, and business. Three Blacks and three whites conceived the show and put it on, in 
thirteen of the Metropolitan's Special Exhibition Galleries. The Henry Luce Founda- 

tion, Inc., acting with imagination and concern, generously underwrote the cost of 
the exhibition. 

Why The Metropolitan Museum of Art? The question was asked of us right from the 

beginning, posed almost as a challenge, and it will, I am sure, continue to be asked. 
Let me say first that our Charter, which is almost a hundred years old, enjoined the 

Museum to apply itself vigorously not only to the study of the fine arts but to relate 
them to "practical life" as well. "Practical life" in this day can mean nothing less than 

involvement, an active and thoughtful participation in the events of our time. For too 

long museums have drifted passively away from the center of things, out to the periph- 
ery where they play an often brilliant but usually tangential role in the multiple lives 
of the nation. 
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Speaking for this Museum, we have by and large been unresponsive to social and 

political events. Perhaps, given our own struggle to grow, it couldn't have been other- 
wise. But to continue to do so would be irresponsible. "Harlem on My Mind" signals 
the turning point. 

The exhibition, frankly, is an experimental one, the first major step toward rethink- 

ing and expanding our concepts of what exhibitions should do. We want to explore the 
essential nature of the Museum, of works of art, and of our changing relationship to 
the visiting public, to scholars, to the educational process, and to the urban environ- 
ment in which we find ourselves. 

The Metropolitan Museum's role has always been to make people see. Today we 
must ask them, and ourselves, to look as well: to look searchingly at things that have 
to be faced, such as our communities and our environment. If we pretend to any matu- 

rity as an institution we have to begin directing our resources toward larger humanist 
ends. 

At one level the Museum's collections are individual, fragmented statements - great 
works of art isolated from their time and place. At a much more difficult level they 
interrelate; it would not be far-fetched to suggest that what the complex DNA struc- 
ture is to the mystery and secret of life, works of art are to the secret of the human 
condition, human relations, and what we really mean by man's cultural heritage and 

history. 
"Harlem on My Mind" is this Museum's attempt to plumb the secret of Harlem, 

of its unique achievements and contributions to American life, its energy, genius, and 

spirit. I don't know of any institution better qualified, by reason of its basic humanist 
orientation, its acute and intelligent sensitivity for a disparate range of cultural expres- 
sions, better qualified than this one to attempt such an exhibition. 

Our hope for the exhibition is that it communicate a sense of place and a way of 

living. That it engender an appreciation of the tragedies and triumphs of Black Harlem. 
That it make us realize that we must begin to look to the great Negro past for our 

understanding of the American experience, and look to it as well for whatever common 

hope we have for the future. 
THOMAS P. F. HOVING, Director 
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The Black Artist in America: 

A Symposium ROMARE BEARDEN, Moderator 

SAM GILLIAM, JR. 

RICHARD HUNT 

JACOB LAWRENCE 

TOM LLOYD 

WILLIAM WILLIAMS 

HALE WOODRUFF 

MR. BEARDEN: We are here to discuss some of the prob- 
lems of the Black artist in America. I think one of the 
most perplexing is the problem of making a living. Dur- 

ing the last two or three years this problem has been met 
to some degree by more teaching jobs being made avail- 
able to us, but it's still hard for the Black artist to support 
himself. I'd like to hear some of the members of the 

panel respond to this question. 
MR. LLOYD: Many Black artists can't support them- 
selves through their art - there may be one or two, but 
it's most difficult. First of all because the Black artist's 

very existence has been denied so long that people don't 
know of him - even in the Black community. Therefore 
his struggle to reach the top has been a great one, and I 

envy three gentlemen who are sitting here-Mr. Bear- 
den, Mr. Lawrence, Mr. Woodruff-who have made it. 
I know what kind of struggle any Black artist who's 
made it has gone through, and therefore I bear a great 
deal of respect for you gentlemen. 
MR. BEARDEN: Well, Tom, would you like to explore 
that a little further? You said that the Black artist is 
unknown in the Black community. What could be done 
to have him better known? Within his own community 
and within the mainstream of American art? 
MR. LLOYD: First, I think he has to be accepted in the 

galleries; the museums have to recognize that he has 

something to contribute to his own culture, to the Black 
communities, and I think they have failed miserably to 
do this. Sure, within the last couple of years I've heard 
about exhibitions dedicated to show the accomplishment 

of the Black artist and I've been in some, but what has 

happened for the two hundred years before that? What 
has happened with some three hundred, four hundred 
art galleries in greater New York? What has happened 
with the museums? 
MR. BEARDEN: Maybe Hale Woodruff can reply to 
these questions, because he has a great knowledge of art 
history and has lived through some of these problems. 
MR. WOODRUFF: Well, I agree that it's very tough for 
the Black artist not only to make a living but even, first, 
to make anything out of his art. I think this is also true 
of the white artist. I suspect the economic problem varies 
for all artists, and each must come to grips with it, some- 
how, in his own way. Of course the ideal solution would 
be the ongoing sale of his art product. This opportunity 
has come to a few artists and will doubtless come to 
others, although slowly, in the future. Scholarships and 
grants have been awarded to a few Black artists, but 
such grants are usually of short duration and therefore 
do not meet the long-term needs of artists in general. 
The majority of artists, Black and white, resort to teach- 

ing as a means of meeting economic needs, while some 
artists engage in other types of employment. 

Generally speaking, the Black artist has not had the 
same opportunities to exhibit in the big national annuals 
and biennials as other artists have. A number of galleries 
exhibit the works of a few leading Black artists, but by 
and large the Black artist has not come before a very 
large public through gallery shows, which could open 
up to him channels of purchase and public recognition. 
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Support from the Black community for the Black artist 
is gradually developing, but it seems that the real job 
still remains in the hands of the art institutions - galler- 
ies and museums -to provide the Black artist with that 
kind of professional and prestigious support he needs for 
his continued development on both the economic and 
aesthetic levels. 
MR. BEARDEN: In writing about this once I said that 
the best-known Black artist since Henry O. Tanner was 
certainly Jacob Lawrence. Jacob has been one of the art- 
ists who has been in shows and represented us through 
the years, and I'd like Jake to give us his thoughts on 
the economic problems of the Black artist. 
MR. LAWRENCE: I surely agree with Mr. Lloyd and 
Mr. Woodruff, but I think it takes on another dimension 
than just the economic. I think it's a psychological one. 
Mr. Lloyd asked what can be done, what can help. I 
think one thing we can do is just what we're doing now, 
and more of it. It's going to take education- educating 
the white community to respect and to recognize the in- 
tellectual capacity of Black artists. We've been accepted 
in the theater to a greater degree than we have in the 
fine arts. Why is this so? I think it's because in this area 
we are recognized to have a natural ability. But still, 
there's a psychological problem. You take a man like 
Bill Robinson, who never attains the same kind of recog- 
nition as a Gene Kelly. They say we're supposed to be 
good cooks, but we've never been made chefs in the 
Waldorf-Astoria, we've never been asked to give cooking 
lessons on television. Why? Because this calls for a certain 
recognition on the part of the white community that you 
have an intellectual capacity that either they don't want 
to recognize or are so brainwashed that they can't accept. 

On the other hand, none of us wants to be selected as 
"the one and only" or "one of the few." Mr. Bearden 
and Mr. Woodruff and I have been participating in shows 
for a number of years, and the rest of you have come 
along - I've seen your names. But none of us appreciates 
the idea of "We'll accept you and this is it." It's going 
to take just what we're doing now to educate the white 
community. I think they must have a psychological block 
because they refuse to see and refuse to recognize what 
we can do. The mere fact that we're here, having this 
discussion, indicates this. We're always in Negro shows, 
not just shows. I don't know of any other ethnic group 
that has been given so much attention but ultimately 
forgotten. You take a man like Horace Pippin, who I'm 
sure was a greater "primitive" than Grandma Moses. But 
compare the amount of recognition the two have received. 
MR. WILLIAMS: It seems that one of the underlying 

things we're talking about is that basically we come from 
a nonvisual culture or people. There haven't been that 
many visual arts-paintings, sculpture-exposed to the 
Black community itself. I think that one of the mechan- 
isms that helps a young person decide to be an artist is 
what resources there are for him to go to. One of the 
things I'm interested in, one of the necessities, is to pro- 
vide facilities. Provide a situation where these young 
people can come and be helped in a constructive manner, 
not just in the usual superficial art-school methods. 

Getting back to shows, one of the things that's happen- 
ing is that every show that concerns Black artists is really 
a sociological show. The "Harlem on My Mind" show is 
a pointing example of total rejection on the part of the 
establishment, of saying "Well, you're really not doing 
art," or of not dealing with the artists that may exist or 
do exist in Harlem. These shows deal with the sociolog- 
ical aspects of a community, a historical thing. I think 
the nature of this panel is just that again - another socio- 
logical thing, instead of dealing with pressing issues. The 
question is "You're a Black artist; what are you doing, 
what do you want to do, where do you want to go?" 
instead of saying "You are in it, you're an artist who has 
been suppressed, how can we help you?" I'm somewhat 
irritated by and somewhat opposed to the nature of this 
panel, especially when you attach the "Black artist" 
thing to it, because I think we're perpetuating the ideas 
that we're trying to get away from. There are two differ- 
ent questions about Black identity. Black men and Black 
artists-they're different questions and somehow they 
seem to be thrown together as one that can be answered 
with some simple statement. There are as many answers 
to that question as there are people sitting here. 
MR. BEARDEN: Bill, we're going to discuss some of these 
questions of identity later, so at this point I'd like you 
to develop some of the programs you have in mind for 
the community and, to use an old cliche, for the eco- 
nomic betterment of the artist. 
MR. WILLIAMS: One of the things that we've thought 
and talked about was an artist-in-residence program. The 
nature of this program would be that we ask an artist or 
group of artists, as professional people, to serve as artists 
in residence in a particular community. They would be 
totally supported; that is, their studio bills and living 
expenses would be paid. We're not talking about the 
usual grant level of two or three thousand dollars; we're 
talking about ten or fifteen thousand dollars. What they 
would be asked to do in return would be to produce their 
own work, produce it on a serious, aggressive level, and 
also to act as male images, symbols of attainment for the 
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community. An aspiring artist could come to them - they 
could be almost apprentices-and could be supported, 
that is, provided with a studio and materials or with 
minimum living expenses. This is kind of an idealistic 

proposal, but I'm sure if we can have this panel, if we 
can have fifty Black shows, we can have this idealistic 

proposal. 
MR. HUNT: There are things like that in operation in 
other cities, in St. Louis, for example. They have a grant 
from the Rockefeller Foundation and from the Danforth 
Foundation to set up this kind of artist-in-residence pro- 
gram, with apprentices and studio space, and something 
like a ten-thousand-dollar-a-year stipend. I don't see why 
it couldn't be done in New York, because there are 
even more resources here, certainly in terms of artists 
available. That sort of thing has been developed in Illi- 
nois, too; I've been involved with the Illinois Arts Coun- 
cil. They've started an artist-in-residence program that 
doesn't deal specifically with Negro communities, but 
with a number of outlying communities that for one 
reason or another don't have access to this cultural- 
enrichment type of program. 
MR. GILLIAM: A similar kind of artist-in-residence pro- 
gram is going on in Washington, in which I'm a partici- 
pant. The stipend is five thousand dollars and studio fa- 
cilities are provided. It's not specifically directed toward 
the Black community, but the majority of Washington's 
population is Black. 

Since I'm from Washington my experiences have been 
totally different, and that leads me to raise another ques- 
tion in relation to the problem of economics, and this is 
about the extent that the Black artist has been recognized 
by the Black community. The answer might be what 
Mr. Williams has suggested, a matter of sociology or a 
matter of economics on a greater scale. We've been pre- 
vented from being visually minded because we've had 
to be so industrially minded. This economic factor would 

probably prevent someone like myself from a southern 
community from coming to school in New York, as op- 
posed to staying in my own community and going to 
school. How are you going to think about things like art 
when it's all you can do to get any kind of job? These 
kinds of things have been prevalent issues. 
MR. BEARDEN: Hale, perhaps you could sum up some 
of these economic problems in relation to the future. Do 
you think a young man like Williams will have a better 

prospect of making a living as an artist than you had? 
MR. WOODRUFF: First, I'd like to say that I don't agree 
entirely with Williams and Gilliam on the notion that we 
are not visually minded. I'm older than anybody here 

and I've lived long enough to see scores of Black artists, 
who never really made it, come and go. They didn't make 
it for many of these economic reasons, but basically I 
think they didn't make it because there was no kind of 
world for them, either in the Black community or the 
white community. I don't want to sound chauvinistic, 
but I think every Black man has certain sensitivities and 
sensibilities that come out in various art forms. The fact 
that music is one of our strengths probably is no accident. 
The fact that we don't have a visual history or a history 
of creating visual works in this country is a fact of cir- 
cumstance, and doesn't mean that the visual world was 
never open to us or that we never opened our eyes to it. 
I think it's chiefly economic. In the twenties and thirties 
there were many Black artists. Read some books about 
it: you'll see name after name of artists who have since 
disappeared from the scene. They simply could not make 
it in the so-called fine arts, but many of these fellows 
got into the non-fine-arts areas, like illustration, design, 
teaching. You rarely, if ever, hear about them, but they 
are there. What we're discussing now is the so-called fine 
arts area. When you ask me what's going to come -we 
don't know. But here is a practical point: I believe that 
in the visual arts there's something more than just paint- 
ing for Madison Avenue or a gallery show or a museum 
show. I know of many young Black artists who are suc- 
cessful designers - TV designers, industrial designers, and 
so on. This is a very real and practical world. 

The American has a notion that fine arts are the great- 
est thing that ever existed, and he may very well be 
right. I don't know that you've got to worry too much 
about that youngster who's going to be an artist, whether 
he's in the ghetto or in Nob Hill or wherever. Circum- 
stances are going to lead him into it, and I think just about 
every man at this table has come into art in that way. 
The establishment of centers in the ghetto and elsewhere, 
available to all people as well as the people who live there, 
will be a way of not only discovering talent but also of 

encouraging it and helping it to develop. But I'm very 
wary of urging these fourteen- and fifteen-year-olds to 

go into art as a profession. Let them make up their own 
minds. I think the whole world of art should be open 
to them and made available for them to become in- 
volved, either as active participants or appreciator-con- 
sumers of art. 
MR. LLOYD: But is that world open to them? 
MR. WOODRUFF: In terms of what it has been and is 
now for a lot of people, I don't know. It's hard enough 
for the best to make it in the fine arts area. I see the 
future as being one where there are conducive atmos- 
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pheres, facilities, and people to work with these young- 
sters. There might be no teaching in the sense of having 
classes, but simply every facility imaginable, and guides 
and teachers to work with them. If a youngster wants to 
throw some clay around, let him do it: if he gets sick of 
that and wants to carve some wood, that's fine. This is 
the kind of orientation I think would be helpful in de- 
veloping interest, activity, and participation. 
MR. LLOYD: I think there needs to be a gigantic effort 
to bring art to young Black kids in an enormous project. 
I don't think they have anywhere near the same oppor- 
tunity as anyone else. I think young white kids are ex- 
posed to art at a very early age; their mothers go to 
museums and drag the kids along and they get a look at 
art when they're three or four. This doesn't happen with 
Black kids. 
MR. WOODRUFF: When I said the visual world was 
open to Black kids, I meant things that every man sees, 
even if it's an old back fence. I certainly agree that they 
need art brought to them. 
MR. LLOYD: This is one of my pet things: it's very im- 

portant to bring art to Black people. Right now, we're 
not going to museums and to art galleries. I've been going 
to them for something like twenty-five years and I could 
count the Black people I've seen. We have to bring art 
to the Black communities. We should have things like 
the "wall of pride." We have to beautify the Black com- 
munities, with trees or whatever; we have to have monu- 
ments to Black heroes, right on Seventh Avenue. It's 
important for Black people to have this identity. They 
have to feel this pride. It's our responsibility to bring it 
to them. We can begin by using posters, by using existing 
billboards, and we have to get the money to do this. A 
group of Black artists should get together and do these 
posters and put them up and let people see them. Perhaps 
a place like the Metropolitan should finance something 
like that. 
MR. GILLIAM: Up to now our major interest hasn't been 
in promoting culture, in promoting awareness of Black 
art and artists. We do have to begin to make the Black 
community more aware, more visually oriented. 
MR. BEARDEN: It seems to me that a big problem con- 
fronts the Black artist after he decides to become a profes- 
sional artist. He's twenty-five, or twenty-six, or twenty- 
seven. He's married. He has one or two children. It's 
difficult getting a foothold into the art world; trying to 
have his work exposed; trying to make a living, probably 
by having another job - teaching or something. I'd like 
Mr. Hunt, Mr. Gilliam, Mr. Lloyd, and Mr. Williams 
to begin this discussion on professional problems they 
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themselves are probably dealing with. How does the 
young Black artist make a living? What are some of the 
things that are wrong? What would you like to see done? 
MR. LLOYD: There should be many more opportunities 
open to the young Black artist. It's a peculiar thing: I 
teach painting and sculpture in a program called the 
Adult Creative Arts Workshop, sponsored by the De- 
partment of Parks: a ceramics class was introduced and 
I went around looking for a potter, a Black potter. I 
searched the whole of New York and I found three. 
There might be more, but I only found three and they 
were already employed. I really thought about that. 
Here in New York, with millions of people, how is it 
that there are only two or three Black potters? There's 
something wrong here; someone has perpetrated some 
kind of evil on the Black race that's unbelievable. 
MR. GILLIAM: Why is the issue finding a Black potter 
to teach a Black child as opposed to finding a potter? 
MR. LLOYD: Oh, I think that's very important. We 
were talking about Black art: I think there's going to 
be Black art, I think there's going to be a separate Black 
community. If there is separate Black art it might be a 
good thing, because what's gone before hasn't been a 
good thing. 
MR. WILLIAMS: How would this Black art be different 
from white art? 
MR. LLOYD: Well, it would be different inasmuch as 
one of our main aims should be relating to Black people. 
Black artists should be working in Black communities. 
MR. WILLIAMS: The question I'm really posing is how 
does one make art relevant to its community? 
MR. LLOYD: I think the artist is more than just some- 
one who paints or someone who makes sculpture. I think 
he has a compact, a relationship with the people that the 
ordinary person doesn't have. I think he can bring about 
changes. 
MR. BEARDEN: Well, let me ask you a question, Tom. 
You're going to have a show shortly at the Studio Mu- 
seum in Harlem. Tell us how you feel what you have 
done relates to the Harlem community. Do you wish to 
direct your art to the community? 
MR. LLOYD: Yes. I hope my show will make Black peo- 
ple aware of what's happening in art today. A lot of 
Black people are involved in helping me form that show, 
in helping me make my sculptures; that's part of the 
museum idea, and I don't think this has happened be- 
fore. But mainly I think Black people can relate to my 
work-it's a visual thing. When I was working in my 
studio little Black kids would come up to my door and 
just look at my light sculpture and they'd like it and 



somehow relate to it. 
MR. WILLIAMS: Yes, but would a white kid do the 
same thing, though? 
MR. LAWRENCE: Yes. 

MR. LLOYD: But I'm interested in a Black kid. 
MR. WILLIAMS: And if so, if a white kid would do the 
same thing, what makes it Black art then? Beyond that 
you did it? 
MR. LLOYD: I don't know what makes it Black art 
except that it exists in the Black community. 
MR. WILLIAMS: Yes, but you could have made the 
same forms on Ioth Street as well, so it's not uniquely 
related to that particular community. 
MR. LLOYD: It's related because I'm Black, and I know 
where my feelings lie. 
MR. WILLIAMS: Yes, but see, what I'm trying to get 
at is that we talk about making Black art. And if we're 
really talking about Black art, we're talking about some- 
thing in which the forms are uniquely Black. 
MR. LLOYD: We're talking about communication. I 
don't even know that we're talking about forms neces- 
sarily. It's like how you feel and what you're doing. I 
mean, with the kind of thing I do, most people don't 
even associate me with being Black, and when they see 
me they're rather shocked and in some cases rather hurt 
and I don't know why. 
MR. GILLIAM: IS there a specific form of art that a Black 
artist does that should be immediately identifiable? 
MR. LLOYD: There has been in the past-Black artists 
were primarily known as social painters. But that's not 
what I mean: I know that it's very important for me to 
relate to Black people with my work, and I have to tag 
myself as being Black and being interested in the Black 
man. This is part of my very existence. It's important to 
somehow relate to our own people. 
MR. WOODRUFF: What you're supporting and asserting 
then is the Black artist, not Black art. 
MR. LLOYD: Yeah, I'm supporting the Black artist, but 
by supporting the Black artist, naturally I'm also sup- 
porting the Black community. I think that this is so 
important. 
MR. WOODRUFF: It is. 
MR. WILLIAMS: Maybe I'm dwelling on a point, but 
"Black art's" kind of a touchy thing with me ... 
MR. LLOYD: No, don't you see? Black art can be any 
kind of art, it can be anything. It can be a painting of 
a little Black child or a laser beam running around the 
room. We have to project that the artist is Black. 
MR. WILLIAMS: My point is that it can be a laser beam 
or a de Kooning drawing or a number of other things. 

It seems to me that we're belaboring the label of Black 
art for nothing. What you're saying is that you should 
have a commitment to the Black community, to edu- 
cate them to the visual world. We're not talking about 
Black art per se. 
MR. LLOYD: Not in that sense, no. But only in the 
sense that the Black artist hasn't ever been publicized. 
He doesn't exist. I'm with a group called Black Visual 
Environments, and we're a group of professional artists 
who hope to bring a big, big change about in New York 
through various means - putting pressure on people if we 
have to, but mainly by working in the Black communi- 
ties. We're not going to teach art, we're going to get 
involved in the whole political structure. 
MR. WILLIAMS: It seems to me that you couldn't really 
make art as we know it now welcome or relevant to the 
Black community. 
MR. LLOYD: Why not? You mean to say if there was a 
statue of Martin Luther King on Seventh Avenue ... 
MR. WILLIAMS: We're not talking about statues. 
There's a difference. 
MR. LLOYD: But we're talking about art. 
MR. WILLIAMS: Yeah, but statues aren't necessarily 
art. What I'm trying to say is that if you took your light 
pieces and put them on I25th Street there would be a 
certain amount of exposure to your community, but 
would that exposure make the pieces relevant to the com- 

munity-the total Black community and not just the 
kids you're working with? 
MR. LLOYD: It's relevant to the Black community if 

they can identify with it. If I put up a statue of Stokely 
Carmichael, like, people are going to identify with that. 
MR. WILLIAMS: But then by the same token I can take 
a newspaper clipping of Martin Luther King and blow 
it up and everyone will identify, but I can't necessarily 
call that art. 
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MR. LLOYD: No, I wouldn't call that art either. 
MR. WILLIAMS: It's a higher aesthetic that we're talk- 
ing about. 
MR. LLOYD: Of course it is-I'm a professional artist, 
you know. I'm talking about a certain form of art that's 
meaningful. 
MR. BEARDEN: Tom, in other words, you're saying that 
you want to direct your efforts toward the Black com- 
munity, and the mere fact that you are there and making 
your work accessible and in a certain sense directing it 
to them would classify the work as Black art. This work 
could take any form? 
MR. LLOYD: Yes. It could be kinetic or light sculpture, 
it could be painting, it could be anything, if the person 
who does it has these things in mind. 
MR. LAWRENCE: We're involved in many problems 
here. I agree with Mr. Bearden that economic problems 
lead into the professional ones. Somehow we've missed 
one very important thing - government involvement in 
art. If we go back about thirty years we'll find that some 
of the greatest progress, economic, professional, and so 
on, was made then, by the greatest number of artists- 
not only Negro artists but white ones as well. The great- 
est exposure for the greatest number of people came dur- 
ing this period of government involvement in the arts. 
That is what many professional organizations like Artists 
Equity, the theater groups, and so on, have been trying 
to do. The government has made stabs at it - you've got 
various committees and they've given stipends, but noth- 
ing massive like the thing thirty years ago. I think what 
we need is a massive government involvement in the arts 
- by municipal groups or by the state or by private or- 
ganizations or by museums like the Metropolitan. What 
we need is more concern with the philosophy of socialism 
- that's the only way we're going to achieve this sort of 
progress, and we, the Negro artists, are going to benefit 
by this. 

That leads me into another thing. I think we must be 

very careful not to isolate ourselves, because many of the 
things we're talking about not only pertain to the Negro 
artist but pertain to the artist generally. If they're ac- 
complished we will all benefit by them. 

I also think that many of these problems we're men- 
tioning have to be solved individually. You may feel, 
Mr. Lloyd, and I may feel that we have to work in a 
community that's predominately Negro, like Harlem. 
Others may feel that we will benefit to a greater degree 
by working outside of the community and being (this is 
an unfortunate term) "integrated into the mainstream" 
of the overall national community. 

MR. LLOYD: Yeah, but haven't we been integrated for 
so long? I mean, where are we now? We're here, you 
know, talking about the bad situation we're in because 
we've been integrated. 
MR. LAWRENCE: Who's been integrated? We've never 
been integrated. 
MR. LLOYD: There's never been any real unity amongst 
the Black artists. 
MR. LAWRENCE: Oh sure there's been, man, you don't 
know your history. I think Black artists had a greater 
degree of unity when I was a youngster than they have 
now. Probably Mr. Woodruff can give you a better ac- 
count of this since he's older than I am, but at any rate, 
right after the Reconstruction and maybe before, you 
had various art communities among your Negro artists. 
You had your Walker group, your Darktowers group, 
you had your Negro Renaissance, which was a very tight 
organization. There were cultural groups - maybe too iso- 
lated, but you did have them, even more than you do 
now. I'm not saying this was a totally good thing, but it 
had its good aspects. 
MR. LLOYD: What were some of the good aspects and 
what were some of the bad? 
MR. LAWR ENCE: One of the good things was that there 
was a community of artists who had a spiritual relation- 

ship, I guess you'd call it. And there were a few paternal 
organizations like the Harmon Foundation that would 

help the Negro artist. One of the bad aspects was that 

maybe we never attained the top degree of professional 
status because of the economic aspects of the situation. 
There was no way for artists to make a living except for 
a few people who were teaching in Negro colleges, and 
artists could never get into the economic mainstream. 
But aside from that, this community relationship was 

very good, and it existed then more than it does now. 
MR. LLOYD: Well, I haven't heard about it. I never read 
about it in school or anywhere. 
MR. LAWRENCE:I think the young people today don't 
know these things because there isn't that kind of interest. 
MR. LLOYD: It's not there isn't an interest - the mate- 
rial's not available to them. How could one hear about 
this group you're talking about? How could one learn 
about it? Certainly not by coming in this museum and 

buying a book. 
MR. HUNT: I've seen this material in the Schomburg 
Collection [the branch of the New York Public Library 
on I35th Street]. 
MR. LLOYD: Even that collection is not that publicized. 
MR. HUNT: Well, I must say you sort of want everybody 
to bring it and put it in your lap. 
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MR. LLOYD: I want it to be where I'm at. 
MR. HUNT: The kind of thing Jake Lawrence is talking 
about was going on in Chicago during the WPA days. 
There was the South Side Community Art Center, for 
instance. 

It's interesting to see how things have gone one way at 
one point and another way at another point. After the 
war a few Negro artists were more integrated in the larger 
scene, and now things are sort of going backward - Tom 
Lloyd is getting more and more identified with the Negro 
community, he's sort of going back into it. The kind of 

history that Jake Lawrence is outlining gives you a kind 
of perspective, something that you can start from - like 

maybe not making the mistakes of the past and helping 
you develop this idea of making your art relevant to the 
Negro community. 

I must say I think you're talking about two different 
things. Okay, you're a Black artist and living in a Black 
community. That's fine. Whether your art is Black or 
not doesn't make any difference. I think you needlessly 
confuse the issues by insisting that there's something 
about living in a Black community that makes your art 
Black. That's just not true. 
MR. LLOYD: I'm not just talking about me. The white 

community hasn't accepted Black artists for years and 
years, and they're not even ready to now, really. And so 
I'm not just an artist. Therefore I'm a Black artist. If 
white society is not going to accept my work, I'm a Black 
artist. I'm not a white artist. 
MR. LAWRENCE: I've seen a couple of your pieces and 
I would put it this way: I think you are an artist who 
happens to be Black, but you're not a Black artist. See, 
that's the difference. 
MR. LLOYD: No, I'm a Black artist who has refused to 
be conditioned ... 
MR. LAWRENCE: Wait a minute. From what I've seen 
of your work-although you may be a terrific artist- 
there's no possible way that I can see anyone in the Black 
community relating to your work. They may respond to 
it aesthetically, they may feel that it's a terrific piece - 
but I can't see how anyone would relate to it, and I don't 
see why they should. 
MR. LLOYD: They would relate to it if they knew that 
I am Black. That's very important. 
MR. LAWRENCE: That's not important in a work of art. 
MR. LLOYD: It's important to Black people, you know. 
I'm not only concerned with art. With me art is a sec- 

ondary thing. 
MR. LAWRENCE: I think you're begging the question 
here and you're making an excuse that you don't have 

to make. You can be a very fine artist and I think you'll 
be contributing. There's no reason why you have to paint 
or work in a certain way, and have the image of Black- 
ness written on your work to be a fine artist. 
MR. LLOYD: It doesn't have to be written on. But don't 
tell me that Black people can't relate to my work. When 
they see me and they see my work, I know what they say. 
They say, "Dig it, a Black cat did that." And that means 
something to them, I know it does. 
MR. WILLIAMS: But what happens when you're not 
there? 
MR. LLOYD: I'm talking about my work being mean- 
ingful to Black people, and that's very important. 
MR. BEARDEN: Suppose the Black community didn't 
accept your work and the white community did. Suppose 
you had been accepted by the white community, fully 
accepted. Would you have gone to the Black community 
to show your work if you had that kind of acceptance? 
Think about it. 
MR. LLOYD: I've thought about that before. I've made 
it - I'm making a living off my art, a pretty good living. 
I can just keep my mouth shut and go ahead and make 
nice constructions for people to buy. But I'm not talking 
about me. I'm talking about Black artists. I'm talking 
about Black artists in the past, Black artists in the future. 
Simply because they're Black, there are millions of road- 
blocks in front of them. 
MR. GILLIAM: I think I worry more about the quality 
of the experience coming to the Black community. And 
I think there is a need to raise the visual orientation of 
the Black community. During the riots in Washington, 
when the whites didn't come in from the suburbs, gallery 
attendance fell way off. If Washington has a sixty per cent 
majority of Black people, why does museum attendance 
fall down when something happens so the whites don't 
go? It's easy to see that we could easily hustle up to 
Harlem or over to i4th Street and put up a lot of struc- 
tures that would be meaningful. But instead, isn't it that 
museums as such have not served the total community? 
Why can't museums really emphasize the kind of pro- 
grams that will bring a person from where he is to where 
the better facility is? And when he's there why can't you 
make him actually welcome? This is the kind of point 
we should pursue, not dwell on "art meaningful to Black 
people." What we should be talking about is the quality 
of aesthetic experiences available to persons within the 
Black community, and raising the level of this quality. 
But let's not forget about what has gone before, let's not 
forget about Black history. In fact, let's emphasize this 
more. 
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MR. BEARDEN: I think that's very true. And I think 
what Jake was saying about the community spirit of the 
Harlem Artists Guild was true. This is what it did for me: 
I went to the first meeting: I was surprised to see fifty or 

sixty people there. I hadn't known there were that many 
Negro artists in New York! 

When they did the news release on Tom for his show, 
it was stated that the Harlem Studio Museum is the first 
museum in Harlem. That's not true! There was one on 

I25th Street and Lenox Avenue all during the thirties- 
Jake and I showed at it. It wasn't only a museum, but 

they had teaching there, workshops, textile weaving, 
lithography. 
MR. LLOYD: That's what we need now. 
MR. LAWRENCE: I can appreciate what you say, but I 
think you're going to fall into a trap if you pursue this to 
the degree to which you are pursuing it. Because you're 
going to have people from downtown saying, "Well, let's 

give these people uptown a little something and we can 

forget about them for a couple of years." 
We are more involved now - it may not be to the de- 

gree that we think ideal, but we are more involved now 
in the total community structure than we've ever been. 
I think all of us will agree with that. But I think the 

thing for us to pursue - and I repeat this - is not only to 

get massive aid and help within the Negro community, 
but not to tear us away from the main community, not 

allowing people downtown to say, as I said before, "Well, 
let's give them a little something and we can forget about 
them." 
MR. LLOYD: I'm not interested in what they think. No, 
they haven't done anything up to this point. And you 
say that we're involved. I don't think we are involved. 
I think there are a lot of Black artists that aren't making 
a living and that are not communicating with the people 
in the ghetto. I mean like nothing's happening. So if 
some form of separatism is going to make things happen, 
I'm all for it. And I think it will. 

I like the things you were saying about the various 

programs in the thirties, Blacks being together. I don't 
know what came of it, but I'm sure some good things 
came of it. And I'm all for that again. 
MR. BEARDEN: What came of it was ... 
MR. LAWRENCE: People were involved. It brought a 
camaraderie ... 
MR. WOODRUFF: It brought a greater degree of pro- 
fessionalism. 
MR. BEARDEN: Jake was about the first artist who got 
out of the Harlem community, who got a one-man show 
downtown. But before that, our minds didn't think past 

I oth Street. This was like a customs barrier back then. 
MR. LLOYD: What I'm after is having my little Black 
girl exposed to art. And if she wants to be a potter I don't 
want her to be in that one-to-three ratio. There may be 
just three Black potters here in New York. I want to 
improve on that. Like a whole lot. 
MR. WILLIAMS: It seems to me that you haven't really 
touched on one of the points Mr. Gilliam brought up - 
the quality of that pottery or the quality of that sculp- 
ture or the quality ... 
MR. LLOYD: What do you mean, "quality"! They have 
to be exposed. What makes you think that the quality 
is going to be any less because they're Black? 
MR. WILLIAMS: I don't think I'm implying that. I 
think what I'm trying to say is that the nationalism 
you're talking about is a very dangerous thing. 
MR. GILLIAM:I would say that before I looked all over 
New York for Black potters and could find only three - 
and before I kept somebody from making pots and being 
turned on by it - is that I'd find me a potter first. I don't 
think I'd worry about his color; I think I'd worry more 
about the quality of the experience. 
MR. LLOYD: Look, I'm worried about the quality too, 
but I am worried about the fact that there's only three 
Black potters here in New York. That has a lot of impli- 
cations, and I don't think you're facing up to them. 
MR. HUNT: Well, you know, you could do something 
else. You could hire a white potter while you looked for 
another Black potter, and then fire the white potter and 
hire the Black. Then you would show your people some- 

thing about you. 
MR. LLOYD: Perhaps it would, and perhaps that might 
have been like an idea I had. But I'm more interested 
in young Black kids having an opportunity just to be 
a potter. 
MR. GILLIAM: What you may be running into is the 
same difficulty they had in one of the summer programs 
in Washington, looking for a Black sculptor. You can 
name a number of them, but they'd already be doing 
something beside practicing sculpture. I think whenever 

you look for Black potters, Black painters, Black artists, 
they'll already be doing something else. 
MR. LLOYD: At the same time there are a lot of pro- 
grams here in New York, and even if you're a profes- 
sional, capable Black artist you can't even get a job in 
the program. Because, number one, most of the cultural 

programs aren't run by Black people. I think that's very 
important. I think Black people and Black communities 
should control Black programs. They're the only people 
that can really, really relate to Black people. 
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MR. WILLIAMS: We're getting involved in sociology 
again, aren't we? 
MR. LLOYD: Well, so what? 
MR. GILLIAM: I think it's pretty hard to keep the 
whole question away from sociology. 
MR. BEARDEN: Let me sum up. Tom feels that a lot of 
the professional problems of the Black artist have to do 
with his relation to the community. And he feels that 
his, and a number of Black artists', work should be di- 
rected to making the Black community more art-con- 
scious. He feels, also, by the mere fact of his being a Black 
artist working in the Black community, he could refer to 
his work - or work done by anyone of a similar mind - as 
Black art. Now Mr. Williams has challenged that. He 
feels that the Black artist shouldn't limit his horizon to 
just one particular community, but should try to expose 
his work to a greater audience. I think we all have come 
to the conclusion, however, that there are dire economic 
and professional problems hindering the Black artist in 
the full expression of his potential. These problems stem 
from social conditions, from the fact that the Black artist 
is not completely involved in the mainstream. He doesn't 
go to East Hampton, and he's not around the rest of the 
artists. It was brought out that the few people who buy 
don't always consider him, and he has not been able to 
get his work up to higher monetary levels. 

Unless someone has anything to add to this discussion 
of economic and professional questions, I think we can 
go on to our third point - the aesthetic problem. I think 
some of the things that you were talking about, Tom, 
also involved questions of craft and identity. I throw 
the discussion open. 
MR. WOODRUFF: This is one of the most important and 
probably one of the most difficult to solve. I think we 
should clarify what we mean by aesthetic problems, and 
problems of self-image or identity in terms of the topic 
we are working with - "Black art." We've been told that 
a recognizably Black uniqueness in the art product is not 
necessarily essential. There is such a thing as a "Black 
Anglo-Saxon," and then there are those who champion 
the notion of the Black heritage-who think that the 
Negroes' aesthetic image should come from his Black 
African ancestry. I don't think there's anything wrong 
with this, because we who are taking the traditional 
forms of Western art as a starting point are doing the 
same thing-we are beginning with a form from which 
we may create a form. There is also the idea of substan- 
tially good art-and this is what Sam has been talking 
about-coming from the soil. But the soil of the Black 
community must not only be productive and rich in its 

resources, but those who till that soil and try to raise a 
harvest - and that is the artist - must come in there with 
some real artistic insights. I don't believe that the sub- 
ject matter, the hot-headed art of the moment, is of any 
consequence: the fact that the artists get a kind of frus- 
tration or anger off their chest is fine. But the creation 
of art is something else again. And we may be quite prone 
to accept anything that is enjoyed, in any kind of sense, 
regardless of its qualities, as Black art. But it is not. As I 
see it, you start with a concept, a thematic idea. And out 
of that you've got to create a form. And I believe the 
form must embody and convey that idea visually, physi- 
cally. Above all, the sensibility of the artist, his beliefs and 
his convictions and his aspirations, must come through 
and control it. This is how any art is produced, be it 
black, white, green, or blue. If there is to be a Black art 
- not just something made by a Black artist - there must 
be certain outer manifestations so it can be identified, as 
you can identify Oriental art or pre-Columbian art or 
Eskimo art. (But I don't mean in any sense a primitive 
art: right here I reject the term "primitive" in referring 
to African art or any such ethnic form.) 

More important to the work of art are the energies, 
the efforts, and the deep insights that come from the art- 
ist as he works through what he has experienced in life. 

In the musical world there is Leontyne Price, who 
sings like a bird. And this has nothing to do with her 
color. There are others, like Mahalia Jackson-whose 
singing you would call Black singing. I do think there is 
a something found in the works of the Black artist that 
is absent in the art of other people. Langston Hughes used 
to define this as coming from the folkways, from the spe- 
cial quality that we as Black people have. But I think 
that, in the final analysis, you've got to create art - art of 
the highest possible aesthetic level, in which your means 
are what your goals are. They are very highly personal. 

We have a young man here, Richard Hunt, who I 
think is a great sculptor. This man is an artist. It has 
nothing to do with race; it is that real spark, unfathom- 
able, and unidentifiable, that is deeply felt. The power 
of his sculpture is unassailable. Is this Negro art? Is it 
done by a Negro? It may very well be. Who knows? It's 
powerful, convincing, compelling art. And this is what 
I mean. It isn't black, white, green, or blue, but it's 
great art. 

I think the Black artist is faced with the problem of 
almost working from scratch. If he doesn't resort to the 
traditional sources that are available, he's got to start 
from scratch. And this is tough. If he wants to produce 
a unique art form, he's got to ignore every other art form 
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that has been used as a springboard for other art forms. 
This is a tough job. 

I haven't answered any questions. My question has 
never been solved throughout my life and never will be. 
It's a continuous and ongoing search. But the search must 
be qualified by this constant and ongoing emphasis on 
quality, of the highest possible level that you can achieve. 
MR. BEARDEN: They say that abstract expressionism- 
action painting-is the first indigenous American art 
exported, and imitated by artists all around the world. 
No critic that I have read has ever aligned this spark 
with jazz music. But that's the feeling you get from it: 
involvement, personality, improvisation, rhythm, color. 
What I'm trying to point out is that Black culture is 
involved far more into the whole fabric of American life 
than we realize. But it is up to us to find out the contri- 
bution that we have made to the whole cultural fabric 
of American life. No one else is going to do it. I look at 
baseball a lot; I see a man hit a home run - he comes in 
and slaps the hand of the other fellow who's waiting at 
the plate. This started with Negro ballplayers, and every- 
body does it now. 
MR. WOO D RUF F: I've had lots of arguments on the par- 
allel aesthetics of music and of art. I asked one of my 
friends, "Just what is so Negroid about this Black, so- 
called Negro music?" And he said that it's the little dis- 
sonant note at the end of each piece that makes the 
uniqueness of Negro music. When a band winds up a 
piece, they always wind up on a minor note, even if 

they're playing in a major key. They leave you there. 
That sustained, suspended moment is in the musical style, 
in the literary style, it's in the drama certainly - their 
timing in dramatic action is just terrific. This is a quality 
that is almost unexplainable, but it's always identifiable. 
It's not something that a critic can point out-"That's 
it, right there." It's the total- the total sensation that 
you get. 
MR. LLOYD: The thing that worries me, Mr. Woodruff, 
is that you seem to single out individuals. You talk about 
a few Black artists who have made it and so I get the 
idea that they're some sort of Abraham Lincolns. Perhaps 
they are. But I don't think that's anything to point with 
any great pride about. I still maintain that Black art 
should be separate. I feel like this is the only way for us 
to make it. 

We were talking before about institutions, and some- 
one mentioned this institution. I feel that the Metro- 
politan is an institution for white people, not for Black 
people. So therefore, if we're going to be equal with the 
white artist, where are we going to show? Where have 

we shown? What kind of facilities are open to us? What 

galleries will accept us? There are none that will and 
none that have. Don't mention one or two people- I'm 
not interested in one or two people. I'm interested in the 
millions of Black people who want to be artists. There- 
fore I maintain that there has to be a Black art. This is 
what we need, if it would pull us out of this thing here. 
We haven't got it from the white cultural power struc- 
ture. They haven't given it to us. 
MR. WOODRUFF: Well, when I mention a man like 
Richard Hunt it's not to put him on a pedestal ... 
MR. LLOYD: We don't want a pedestal. He's one man. 
MR. WOODRUFF: I'm a visual man, not a verbal person, 
and when I mentioned Hunt's sculpture I wanted to sug- 
gest a visual image, to make my task a little easier because 
I cannot explain in words that which I always see. 
MR. LLOYD: What I want to know is if there are two 
hundred Richard Hunts, where are they going to show 
their work? 
MR. LAWRENCE: Well, I'll go halfway with you, Tom. 
I will say that I'd like to have the opportunity for a per- 
son with talent to make himself into an artist as successful 
as Richard Hunt. But I don't think you'll ever have two 
hundred Richard Hunts or two hundred Thomas Lloyds, 
because everyone is just not that talented. 
MR. LLOYD: No, I mean to equate them with the two 
hundred white artists who have the opportunity. 
MR. WOODRUFF: That I'll buy. 
MR. GILLIAM: We're necessarily speaking of a job for 
the future. We've been few in number; the injustice of 
the whole social situation has made it so that we are few 
in number. 

We need not only to develop Black craftsmen, but 
also Black historians, Black critics. We need more Black- 
owned art galleries: let's talk about moving into business 
-art is a business. This is a thing that concerns us. If 
we're looking for ways art -or Black art -can be devel- 
oped within a community, then let's talk about all the 
things that are really necessary to develop it. Why is it 
that there aren't Black historians or Black aestheticians, 
aside from people like Hale who have had to double to 
do the job? Why aren't these professions being encour- 
aged at Black colleges? Why can't places like that make 
their special responsibility taking care of the Black her- 
itage? They should investigate exactly what the facts are: 
what we have accomplished, and whether or not we're 
going forward from where we are now. 
MR. LLOYD:I think that sort of program would be very 
important. I mentioned an organization called Black Vis- 
ual Environments, and part of the thing we want to do 
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is to bring Black art-and I mean Black art-into the 

public schools, for these young Black kids to talk to the 
Black artists, to try to form some sort of dialogue, to be 
there and be seen, to show that he's Black. This is impor- 
tant to the young Black kids. It's never happened before 
and I think that it's important that it does happen. These 
Black artists should be paid for it. I'd also like to see 
Black art shows traveling to the South, to Black colleges, 
to make these people aware of what's happening in Black 
art today - okay, I'll say art today. 
MR. GI LLIAM: I'd equally like to see some of those Black 

colleges having an artist-in-residence program. This kind 
of program would be terrifically important, because often 
a person suffers because his experiences and information 
are locked into his regional environment. 

We're really talking about an uplifting, about provid- 
ing us with a base of freedom in general. We can take care 
of business. The impact of our times makes it individually 
important that we don't go back an inch, a centimeter, 
but that we move on. These are the kinds of things that 
should be part of our experiences, and that should indi- 
cate the paths we should take. 
MR. BEARDEN: I understand there's going to be a big 
show of Black artists opening in Minneapolis. William, if 

you went to this show, could you look at the paintings 
and the sculpture and find something that identified the 
artists as Black? 
MR. WILLIAMS: I've never seen a piece that I could say 
that about positively. I've seen a great many pieces I 
think are commendable by Black artists, but I didn't 
attach that special title or special category to them, and 
I don't think I ever will. 

It seems to me that it would be fine if an art form or 
a thing could be created that was so uniquely Black that 
it wasn't necessary to have Tom's picture in front of it. 
But it hasn't been done. You talk about the need for a 
Black male image: what you're really talking about is 
this sociological thing. The Black male image is one thing, 
but I wonder what happens to his work - or any work - 

ten, fifteen, years from now when the Black male images 
aren't standing in front of it and giving a whole rundown 
about what it's about, why I'm doing it, why I'm par- 
ticipating in the community. If we're going to build a 
cultural basis that is relevant to the Black community, 
it should be a cultural basis that's relevant when Tom is 

gone, when we're all gone, something that's so embedded 
in quality that it not only stands in Harlem but stands 

anyplace. That's a goal to shoot for. 
One of the things that Tom's addressing himself to is 

the necessity, in terms of the social strife that we're in 

now, to assert a lot of Black things. I can agree with that 
on one level, but on another I must talk about quality 
as Mr. Gilliam has, and what the level of the experience 
of "Black art" will be, and what exposure to it will do 
ten or fifteen years from now. If I expose five hundred 
or six hundred kids to Black art now, my hope is that the 
Black art will be of such a level that I will be instilling 
some type of aesthetic or values within those kids that 

they can draw on years from now. 
MR. LLOYD: That's good, but you see it hasn't hap- 
pened. If we're going to accelerate that kind of thing 
we have to do it now. 

Being separate and making Black art might possibly 
be the answer. I'm not saying for sure it is, but I believe 
it is. All I know is that nothing has happened in the 

past. It's a change that has got to happen. 
MR. BEARDEN: I can't agree with your argument that 

nothing has happened in the past, Tom. Two years ago 
I went to the Grand Central Galleries because I had 
heard so much about the works of this man Henry O. 
Tanner. I looked at his pictures and I must conclude he 
is one of the three or four great painters of America, the 

only religious painter who in my judgment compares 
with Rouault. This museum had two of his pictures, but 

they sold them. 
The reason you can have a place like the Metropolitan 

is that you can bring art into this country duty free. It 
was a Black woman, Edmonia Lewis, who went to Con- 

gress with W. W. Story and a few other artists, to have 
the law changed so art works could come in without duty. 

I could go on and tell you the things that Black artists 
have done; so don't say nothing's happened - it's just 
been obscured. 
MR. LLOYD: The fact about this Black woman is fine, 
but this is still a white museum, Black people still don't 
come here. Don't mention individuals, like Tanner. I'd 
like to know more about him, but I haven't had the 

opportunity to learn about him. I'm not alone in this. 
Don't tell me progress has been made because of Tanner. 
Sure, there has been some progress, but I want to know 
about twenty Tanners. We're a whole race of people, 
and you know, when you talk about one, I know there's 

something wrong. 
MR. WOODRUFF: Tom, why don't Black people come 
to this museum? 
MR. LLOYD: They haven't been exposed to art. That's 
the number one thing: they haven't been exposed to art. 

They don't know about Black art, and if they did know 
about it, people in the streets would know that Black 
artists are showing here or at any other museum. That's 

255 



our fault, and part of society's fault. 
MR. LAWRENCE: You know, there's something I can't 
understand here, and it keeps bothering me. It's a term 
that's been used over and over again, "Black art." I don't 
understand that. I think we may as well cut out the senti- 
mental slush. "Black art" means maybe something like 
"Black art of Africa" or something produced in some of 
the earlier days of America, in some of the ironworks 
throughout the South or things like that, which came out 
of the experience of a cultural group of people who hap- 
pen to have been Africans. Here it would be more correct 
for us to say "art by Black people," but not "Black art." 
MR. LLOYD: When I say "Black art" I mean the Black 
experience on a total scale: being Black, our heritage, 
Africa, living in the Black community. 
MR. GILLIAM: It is a total experience. We've been talk- 

ing about the visual arts because we're painters and sculp- 
tors, but we must realize that there are other forms of 
art - theater and music - that are much more capable of 
having a definite "Black" personality. We have to recog- 
nize that it's his total experience that influences what a 
person does. And it may not affect only him, but some 
other person regardless of skin color: think of the in- 
fluence of African art on Picasso, for instance, or on 
Modigliani. 

We artists should discuss art, and not leave it to the 
civil rights workers or politicians. We have a feeling for 
it, and we don't belittle it. 
MR. LLOYD: Well, being Black... 
MR. GILLIAM: Is great. 
MR. LLOYD: I can't imagine an artist-a Black artist- 
functioning without knowing he's Black, without being 
concerned about what's happening to us, without being 
concerned about our very lives. We're Black. No matter 
what kind of work you do, you're influenced by all these 
things. 
MR. LAWRENCE: Is this always evident looking at the 
person's work? 
MR. LLOYD: Maybe not. I never said it's evident look- 
ing at someone's work. I'm just saying it's Black art. 
MR. WOODRUFF: I can't agree with that. 
MR. BEARDEN: He's calling "Black art" anything done 
by Black artists. 
MR. LAWRENCE: I just can't see how something is 
"Black art." What you find are shows that deal with 
some philosophy of art -minimal art or this art or that 
art-and the artists in each of those shows will belong 
to many ethnic groups, Black artists among them. 
MR. GILLIAM: By giving a show a kind of sociological 
title, you know, or a political theme, you can make it 

a community expression. Look at the Sixty-six Signs of 
Neon, a show brought from Watts, done by people in 
Watts. Even there the reigning influence was someone 
like Ed Kienholz, because this is something that's part 
of the Los Angeles scene. I think that in certain areas 
you can say that art can coexist with the social problems. 
MR. LLOYD: Has it? I mean, what's happened in the 
past? 
MR. GILLIAM: I think the past is perhaps much more 
important than what is going on now. Number one is 
the fact that every Black artist that painted has been 
involved with my situation in America -me and what's 
happening and concern for the Negro. This was the over- 
riding consideration: what the artist was concerned with, 
and what I looked for as a kid, and what I dealt with 
when I was painting figuratively. But later on, you're a 
mature artist, maybe a great one, if you can personalize 
yourself, move from identification with something out- 
side yourself to your own thing. 
MR. BEARDEN: A lot of this experience is knit with 
identity, isn't it? For instance, you were saying in the 
prospectus for your show that the artist that turns you 
on is Agostini. Every artist that you mentioned was a 
white artist. Now if you are this concerned, why didn't 
you say that Jake Lawrence turned you on? 
MR. LLOYD: But Jake Lawrence didn't turn me on ... 
he didn't turn me off either. 
MR. BEARDEN: No, I'm not saying that. I would expect 
that when the young kid who worked with you has an 
exhibit, say four or five years from now, if you've done 
your work right, he's going to say that the thing that 
turned him on was the experience he had working with 
Tom Lloyd. This is different from the stand you take 
now, because everyone you studied with, the people who 
turned you on, are all white. 
MR. LLOYD: Yes, that's just the point - that's the thing 
that bothers me: that there weren't any Black Agostinis 
around. Part of my function is concern for my people, 
not just getting in a little corner and painting a little 
picture. 
MR. BEARDEN: That's what we are saying, but we've 
moved back into the question of identity. It all has to 
do with the artist. 
MR. LLOYD: Yes, Black identity, Black art. That's why 
I say "Black art." 
MR. GILLIAM: The Frederick Douglass Art Institute in 
Washington, which started out as the Museum of African 
Art, puts African sculpture side by side with German 
expressionist paintings, prints by Modigliani and Picasso, 
and things like that, and brings out a sense of identity 
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very strongly. I want to know how Tom feels about this 
kind of thing. 
MR. LLOYD: That's fine with me. 

You know, so much needs to be done. There has to be 
such a tremendous effort on the part of the Black artist, 
on the part of the cultural power structure. I'm not too 
sure, Mr. Lawrence, that the government is going to get 
involved with the Black artist; the government isn't go- 
ing to give you something when you're going to turn 
around and hurt them with what we create. 
MR. WOODRUFF:I think the real thing that's bugging 
Tom is very evident. We want these doors open so that 
the Negro, the Black man, can move in and share and 
share alike. But the topic we're discussing is the aesthetic 
problems that the Black artist faces. 
MR. LAWRENCE: I think we need a definition of aes- 
thetics. Are we talking about space, line, form, or some- 
thing much more broad and abstract-"experience" or 

something like that? 
MR. WOODRUFF: Well, I used the term because the 

phrase "Black art" seems to suggest something that is 
different in its structure and its formal manifestation. 
We've been making differentiations in terms of econom- 
ics, social impact, gallery facilities, museums being closed 
to Black art, and so forth, and I think this should be 
considered in terms of whether the art really does have 
some particular, special form. 
MR. HUNT: Well, "the aesthetics of Black art" is a prob- 
lem I really don't address myself to, in either my work 
or my thinking. The problem of the Negro in terms of 
the contemporary situation in art - showing in museums 
and galleries and all those things -seems to be more or 
less tied up with the prevailing currents in art itself. For 
instance, an artist who's working with kinetic, light, or 
minimal things might have a better chance of breaking 
into the scene than somebody who's painting figuratively. 
All these things don't really seem that much different 
from the problems that white artists or any other kinds 
of artists have. There are certain kinds of social biases on 
the part of some of the establishment people that you 
mentioned that might influence things, but you know, 
I really don't think those things are all that important. 
I don't really like to go into definitions, but in terms of 
my feeling about my relationship to my art I sort of sep- 
arate it from my life as a Black man in America. Given 
I'm a Black man in America, I live from day to day and 
take things as they come. In terms of my work, I have a 
certain kind of ideal that I want to attain and I find my- 
self being able to do that as a Black man in America and 
living in a Black community. 

As Hale was talking about things that characterize 
Black art, and art growing out of the soil, it came to my 
mind that I'm kind of regionalist. I come from Chicago 
and I like living there. Listening to Tom's description 
of life here, I feel lucky that I was born in Chicago and 
haven't had to contend with the sort of problems that 
exist here. I come from a rural background: my father's 
from the rural South, my mother's from the rural Mid- 
west. I remember the thing that impressed me about 
visiting my father's relatives in Georgia, one time when I 
was a kid, was that they had some land that they cleared, 
and they took the logs to the sawmill and built their 
house out of them. It's kind of nice thinking about how 
my uncle could do all that stuff; I think about things like 
that - and maybe this is what Tom is talking about, being 
able to identify with positive male images. It's like the 
things you read about pioneers doing. Of course they 
were living in Georgia, segregated and all, but at the 
same time they could exercise this ability to make things. 
I see myself as a sculptor as being a person making things. 
I may not make as good a sculpture as I want to make, 
but those are my limitations, nothing ever comes out 

exactly the way you want it. At the same time I feel like 
I can do anything I want to do. That has to do with fam- 
ily experiences and school experiences. I had Negro art 
teachers-Mr. Johnson, Mrs. Currin-who encouraged 
me and urged me to go on to the Chicago Art Institute. 
Then I had other instructors who were white and they 
encouraged me too. 

It's a combination of things. I don't see how a Negro 
in America, even with segregated situations, can escape 
having influences that come from his family, from his 

background in the ghetto or wherever he happens to be, 
from his formal education, from his exposure to the arts. 
The thing gets pretty much mixed up, and the idea of 

separating out these experiences, good or bad, Black or 
not, seems sometimes rather useless and sometimes rather 
tiresome. 
MR. LLOYD: Well, I don't think so. You know what I 
think, Mr. Hunt, is that you are a conditioned Black 
man. I think you are oblivious to what's happening. 
MR. GILLIAM: Tom, I think you're acting more for the 
conditions ... 
MR. LLOYD: That may be so, but I've got to say what 
I think. 
MR. HUNT: That's perfectly all right. 
MR. LLOYD: To me you don't seem like a man con- 
cerned with Black people, with Black kids, with Black 
culture. I don't think that enters into your feelings. And 
that bothers me, that bothers the hell out of me. You 
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know, when I think of an artist, I think of a Black artist, 
not a Black white artist or someone who has given in to 
this kind of conditioning that the white people have put 
us in. I have children and I want the best for them, and 
if they want to be artists, I want them to have the same 
kind of exposure any other kid has. They don't have it 
now, so I'm going to make sure mine do. I care, I care 
about my people and I think this is what every Black 
artist has got to do. 
MR. GILLIAM: It's erroneous to presuppose that a per- 
son who doesn't follow a certain philosophy all the way 
doesn't care about his race or his kids. We're all badgered 
by these things... 
MR. LLOYD: But this is the time for us to jump in and 

bring changes about, make things happen. And have 
some identity with our own doggone people. 
MR. WILLIAMS: It's also the time to distinguish rhet- 
oric from real facts. 
MR. LLOYD: I know what real facts are, I know what's 
happened in two hundred years. 
MR. WILLIAMS: I think that we're all too sophisticated 
to accept easily everything you're saying, but I assume 
those faults are your own, your own way of going about 
what you're doing. 

I assume that's the way he-Mr. Hunt-should go 
about it, and that it's worked very well - he's created a 

thing that is uniquely beautiful. But in my own case, I 
find it very hard indeed to think of myself in terms of 
doing Black art, because it becomes such an anonymous 
thing. I find that I'm more hung up in my own frustra- 
tions and my own ego than anything else. When I'm 
doing my own thing, I kind of go about doing what I'm 
doing, and hopefully I can separate my daily frustrations 
on the surface level from what I'm doing. Obviously 
you're doing it, Tom, or else you wouldn't be working 
with lights. What I'm trying to say is that there are two 
levels that any man thinks on, whether black, green, or 
otherwise. If an artist - a sculptor, musician, or whatever 
- if an artist gets so hung up in social conditions and in 
what's happening to him, he winds up in something I 
call rhetoric. 
MR. LLOYD: That's nonsense. 
MR. WILLIAMS: Rhetoric to me is a point where one 
gets so involved that he's not going forward, he's stand- 
ing still. I'm not condemning what you're doing; I'm 
saying that we're at a very dangerous point. It seems to 
me that the work of the artist at this point is to distin- 
guish what's rhetoric and what's progress and what's fact. 

Art by nature is an aristocratic thing ... 
MR. LLOYD: What? 

MR. WILLIAMS: Art has been historically -historically 
in the Western sense - aristocratic. 
MR. LLOYD: That's been the trouble with our culture. 
MR. WILLIAMS: If you're talking about bringing in an 
Eastern kind of philosophy of art, then it does become 
kind of an anonymous thing. But I don't think any of us 
are willing to do that. We're still dealing with art in a 
Western sense; we're not willing to give it up and go into 
a special thing. So I think you have to keep that in mind 
when you condemn someone. 
MR. LLO Y D: I'm condemning a whole lot of people. 
MR. BEARDEN: I want to sum this up. Tom, what I 
think you're saying is that you feel the entire tradition 
of Western art is kind of empty now; you think we must 
develop a certain cultural philosophy for the Black artist. 
Things, as they exist now, must be attacked on different 
levels - economic, social, perhaps even political. Now, in 
this struggle, in the civil rights movement, very little at- 
tention has been given to the cultural needs of the people. 
So now let's consider how the Black artist relates to the 
civil rights movement. How does he, or his work, or his 
philosophy, relate to these pressing problems of the Black 
people in this country? 
MR. LAWRENCE: Well, I think you can relate in any 
number of ways, and the individual artist has to solve it 
in his own way. He may participate through the content 
of his work, or by donating a piece that has no specifi- 
cally relevant content. I know that we all relate to the 
civil rights movement, and we all make contributions. 
We give because we want to give. It's an obvious way of 
helping, not a spiritual one, but it's a way that has an 
immediate, definite benefit. 
MR. WOODRUFF: Let me say that I've always felt that 
one of the things that we lack in the Black world gener- 
ally, not only in the visual arts, is critical scholarship. 
That could do so much for the situation Tom is talking 
about. Clement Greenberg, for instance, just about made 
Jackson Pollock, and there are many other such instances. 
We need a writer to make us known. We have no one 
who can use the written word except yourself, Romie, 
and you're a painter basically. Scholarship from our col- 
lege men and others has gone into the social movement 
and civil rights. Look at your jazz critics, they're white, 
and most of your drama critics are white. Even your 
writers, like Baldwin and so on, aren't concerned with 
us. Some years ago these Black writers were in Paris and 
the Paris press went to them and said, "Now, we know 
about your writers; what is the Negro artist doing?" And 
those fellows couldn't say anything- "I don't know any 
Negro artists"-and they couldn't answer the question. 

259 



I believe that we need someone to critically and knowl- 

edgeably assess our combined artistic efforts. There are 
few Negroes who do this, but that scholarship is what 
we need. 

And I do think there should be a communal feeling 
among the Black artists, whether or not we paint or think 
alike, or whether we sit down and beef like we're doing 
today. Whether we meet regularly or whether we just 
bump into each other in a bar, I think this is necessary, 
in order to present what I would call a kind of united 
front. When we try to fight this battle singlehandedly 
we're lost, we're not even up to bat. You know, you need 
a team to win a ball game; you can't do it with sandlot 

techniques. 
This has to do in a very oblique way with the so-called 

cultural movement, because until the Negro in Harlem 
finally gets a decent place to live and food in his belly, 
maybe he'll have no time to go look at our pictures. So 
therefore the whole revolution is intertwined. 

But what I sense is the great need is to have a man 
who points out to galleries and museums that this artist 
is a good one and you should have his work. 
MR. WILLIAMS: After that, I don't know if there's any- 
thing I can say. I totally agree with the idea of uniting 
efforts with other artists, which is really, really necessary. 
I don't know about other cities, but in New York I feel 
an enormous separation between the writers and the po- 
ets and the painters - people are kind of isolated in their 
own corners. 

As for the civil rights struggle, it's very hard to dis- 
tinguish what you, on a personal level, can do. My feeling 
is "different strokes for different folks." I kind of take it 
as it comes and hope that I'm doing the proper thing at 
the proper time. 
MR. GILLIAM: Of course there are "different strokes for 
different folks" - some are revolutionists, some are social 
changers, some are politicians. I would say that what we 
should help develop is an awareness of history and a broad 
cultural exchange, and set up the kind of institutions that 
would provide the kind of educational experiences that 
would visually orient people and make us aware of our 
total role. 
MR. HUNT: I can only second that. 
MR. WILLIAMS: Can we add, also, that there should 
be some intercity communication as well. 

MR. LLOYD: I'm just a little shocked because I think 
our role as Black artists is right up there in the front 
line and we haven't been there, we haven't even been 
heard of. 
MR. LAWRENCE: Now, you speak for yourself, not for 
me- I've been there thirty years, you know. 
MR. LLOYD: I'm talking about unity, I'm not talking 
about one artist going that way and doing his thing. I 
think we should be marching, I think we should do any- 
thing. This is part of our life; this civil rights thing is a 
struggle that has a lot to do with us, and we haven't par- 
ticipated in it at all. I think that's shameful. We're not 
interested in the political life in the city, the civil rights 
struggle. We're just dead and you know we're not moving. 
MR. LAWRENCE: Maybe you're not moving. 
MR. LLOYD: Well, I'm glad you're moving. 
MR. BEARDEN: I feel that the artist has to serve a move- 
ment the best way he can do it. Now we have a man 
here, oldest among us; I don't think anyone has done 
more than he and he's done it with his work. I'm not 
saying this is the only way you can do it, but his works 
inspired me as a kid. This was a contribution, and all of 
us around this table hope we are making a contribution. 
Maybe we can't all go out and make posters, but we 
can develop our talents in the best way we can. 
MR. LLOYD: I just say get out and be concerned, and 
we're not concerned. If we are, we haven't let our con- 
cern be known. 
MR. BEARDEN: Let's sum this up. Jacob indicated that 
in the civil rights movement the artist should do all he 
could, in his way, to assist the development and libera- 
tion of the people. Hale indicated criticism and scholar- 
ship, to further what the Black artist was trying to do, 
was something which had been lacking. I think both Sam 
and William felt that each artist had a commitment to 
the struggle, but this was something he had to do in the 
best way he could. I think Richard agreed to that too. 
Tom felt that the struggle for Black liberation was all- 
embracing and that we all had to get in there and pitch, 
do whatever was necessary to advance the struggle. 

In the discussion we've had today we've covered many 
problems. We've posed problems. Only time and history 
will offer a solution. I think we have made a valuable 
contribution here. It's something that more artists every- 
where need to do. 
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The Metropolitan Museum of Art: 

Cultural Power in a Time of Crisis 

B A R R Y N. S C H WA R T Z Mr. Schwartz is a member of the faculty of the School of Humanities and 
Social Science at Pratt Institute, and has servedfor two years as the Director 

of Educational Planning of the Central Brooklyn Neighborhood College, 
a free school for Bedford-Stuyvesant residents. His essay ofers some 

suggestions as one approach toward new relationships between the Museum 
and the communities it serves 

IT IS ESTIMATED that by I975, six years from now, have the participation of the community if these needs 

half of the entire population of New York City will be are to be satisfied. 
non-white. Presently half of the children attending New To this end the Museum should set up community 
York City's public schools are Puerto Rican or Afro- advisory boards in ghetto areas, composed of genuine 
American. Yet only recently has The Metropolitan Mu- community leaders, practicing artists and craftsmen who 
seum of Art begun to appraise its relationship, or lack of reside within the area, and members of various neighbor- 
one, with the surrounding communities it says it hopes hood organizations. It would be their job to articulate 
to serve. ways the Museum can serve citizens who do not normally 

If The Metropolitan Museum of Art is to prove rele- derive benefit from the Museum's efforts, to work with 
vant to Black and Spanish-speaking citizens it must alter the Museum in creating ideas for needed and meaningful 
its traditional conceptions of itself in response to the cul- programs, and to serve as a feedback mechanism for the 
tural needs of ghetto residents. (i) Continuing and viable evaluation of programs conducted within the commu- 

relationships between the Museum and Black and Span- nity. The advisory boards should be involved in all Mu- 
ish communities will have to be established. (2) The seum activities in their communities from inception to 
Museum will have to enlarge its concepts of how to ex- completion as planners who suggest the content and form 
hibit. (3) New criteria will have to be applied in the of Museum functions, and not as consultants to help in- 

judgment of what to exhibit. (4) The Museum will have sure the success of what the Museum wants to do. The 
to expand its services into many new areas. Museum, through its advisory boards, could become a 

community institution. 

Involvement in the Community, 
or Community Involvement? To Exhibit Is a Verb 

The typical involvement of institutions in the ghetto is The Metropolitan Museum of Art must begin to think 
characterized by an enthusiasm-frustration-hostility syn- of itself as an activity, not only as a structure. Ghetto 
drome, and the Metropolitan Museum would do well to residents travel less than those in middle- and upper- 
avoid the mistakes of others. One cannot work success- class neighborhoods, and what happens for a ghetto resi- 

fully in a ghetto by implementing a preconceived pro- dent tends to be limited to the activities that take place 
gram whose justification is only the best of intentions, within his community. Since this is the case, if the Mu- 
The response to this approach is unvarying: one is met seum believes in community involvement it must travel 
with resentment based on what the community inter- into the community. 
prets as imposition, and is ultimately driven away by An identifying feature of every ghetto is the vacant 
overt hostility. If the Metropolitan Museum wishes to lot. They are numerous, filthy, rat-infested spaces where 
extend its public impact to all the citizens of the city it children and garbage interact. The community can do 
must approach communities by asking what they want nothing about them, as they are private property; the 
and by putting the Museum's resources, enthusiasm, and city responds with futile "no dumping" signs. 
expertise at the disposal of the community. The commu- The Museum could turn these neighborhood scars into 

nity best knows what it needs, and the Museum must micro-museums. Temporary use of these lots for Mu- 
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seum exhibitions could be arranged, and perhaps the 

Department of Sanitation would cooperate in clearing 
the land. Here residents would have access to exhibi- 
tions displaying indigenous art, exhibitions specifically 
designed for this audience, educational programs rein- 

forcing positive self-images, exhibits showing the accom- 

plishment of Black and Spanish artists, and parts of ex- 
hibits currently offered at the Museum's main building. 

The merits of such an undertaking are many: micro- 
museums would physically enhance the neighborhoods, 
provide cultural and educational enrichment, dramat- 

ically inform residents of the activities and services of 
the Museum, stimulate an appreciation of art within the 

community, bring artists who reside within the commu- 

nity to its attention, and make concrete the discrepancy 
between environmental ugliness and beauty. 

The mechanics of such an activity need not be com- 

plex. For example, the Museum could -as the Brooklyn 
Public Library System has done - utilize a fleet of mobile 
units, walk-through museums, that might park in these 
lots. Domes, Quonset huts, or simple prefabricated units 
could be used. On the other hand, not all Museum in- 
volvement needs structures. An art show can be presented 
on a wall surface through the use of a slide projector; but 
to be really effective such a show must be conducted by 
a man who knows his subject and can sustain discussion 
with the audience. Mobile slide shows in the ghetto 
would be an especially simple way of reaching large num- 
bers of people. 

However successful temporary or traveling exhibits 
are, it is the permanent and continuing cultural activities 
in ghetto communities that will have lasting impact. The 
Museum should begin thinking in terms of annexes, and 
should support or cooperate with cultural institutions 
that have naturally arisen in the communities. If the 
Museum feels that the construction of buildings or their 
maintenance is outside its domain because of financial 
considerations, there are still many ways it can support 
the efforts of others. 

One important way would be to expand its loan serv- 
ice to make more of its stored objects available to cultural 
centers throughout the city. For example, in Bedford- 

Stuyvesant there are at least two houses that have been 
converted into centers for the expression of Black culture. 
These have no institutional affiliation yet, and they rep- 
resent only the efforts of committed individuals who re- 
side in the community. Access to traveling exhibits, art 

objects, and parts of special exhibits from the Museum 
would do much to encourage, support, and maintain cul- 
tural activities arising in the community itself. 

A point to be remembered is that the people in a 

ghetto do not experience their art passively: they want 

objects that they can touch and play with - an argument 
for using art replicas (anathema to many museum people) 
in exhibits, or giving or lending them to cultural insti- 
tutions within the ghetto. 

The Content of Exhibitions 

Perhaps the community advisory boards' major contri- 
butions would be to help the Museum perceive the kinds 
of art to which ghetto residents respond. If the Metro- 

politan Museum can enlarge its ideas of what constitutes 
a valuable offering, it will be able to serve many more 

people. For instance, an exhibition about drums would 
have immediate appeal for ghetto residents. The drum 
is of great historical importance in African cultures, and 
a show depicting the variation of the drum around the 
world would be very exciting. Also pertinent would be 
an exhibit of the arts of the Caribbean; another on the 

many gods of man, stressing the diverse depictions of 

deity; an exhibit of costumes of various cultures; and 

perhaps something as specialized as the influence of Afri- 
can art on twentieth-century Western art might be more 

germane to the interests of the people in the ghetto than 

many of the Museum's present offerings. Ideally, com- 
munication is a two-way street, and the Museum might 
bring into its main galleries art created by practicing 
artists in the ghetto, for the benefit of its visiting public. 

The cultural origins of the Black and Spanish-speaking 
citizens of New York City are not in the West, and this 
is a fact that should be appreciated by the Museum and 
all of its visitors. There is no reason why the mobile 
units mentioned above could not, when they feature art 

pertaining particularly to the Afro-American or Puerto 
Rican, travel throughout the entire city. Certainly our 
white population has to become more aware of the posi- 
tive contributions of its non-white neighbors. 

To this end the Museum might also conduct as a reg- 
ular program an ethnically varying "festival of the 
streets." A Spanish festival, a Caribbean carnival, an 

African ceremony could be presented within ghetto areas, 
and in the Museum's main building as well. Indeed, at 

the time of the Chinese New Year, for example, the 

Museum might mount a complementary exhibit in its 

halls and equip its mobile units to present this festival to 

other segments of the population. These shows would 

have the value of involving all of New York in the cul- 

tural celebrations of some of our "other-cultured" 

citizens. The festival would be specifically designed to 

highlight ethnic diversity as a positive contribution to 

the cultural enrichment of all New Yorkers. 
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New Services 

One of the most important ways the Museum can prove 
practically relevant to the ghetto resident is through the 

expansion and increased availability of existing services. 
The Museum should create the position of cultural 

field worker, a person who would act as a cultural agitator. 
Through discussions with residents, block associations, 
local community organizations, and artisan cooperatives 
he would seek to initiate ways to enhance culturally the 

community in which he lives and works. He would imple- 
ment ideas offered by the advisory boards, make known 
to all interested parties the resources of the Museum, 
initiate and carry out projects such as community block 

improvement, mural painting, local art shows, the crea- 
tion of community cultural centers, and coordination of 
art events among the various neighborhood schools. He 
would help artists' groups in their search for financial sup- 
port. He might be able to encourage the Sanitation De- 

partment to clean up vacant lots, and the Buildings De- 

partment to remove abandoned buildings, and he might 
organize "paint-ins" to render those deserted buildings 
still privately owned (and therefore unremovable) more 

aesthetically pleasing. The Museum might make appli- 
cation to VISTA for VISTA workers to assume the strenu- 
ous and demanding responsibilities of cultural field work- 
ers at no extra cost to the Museum. The cultural field 
worker would represent the Museum through creative ac- 
tion and serve the community by assisting in its projects. 

The Museum is about to create a Department of Ar- 

chitecture, a department that could play a vital role in 

easing the plight of those who live in ghettos. The ghetto 
resident is more often the victim than the beneficiary of 
architectural planning because there is no one to repre- 
sent the great numbers of people who are built around, 
moved out, and manipulated in neighborhoods with the 
worst living conditions in the city. The Department of 
Architecture might function as an educational and con- 

sulting arm of the Museum by informing people of their 

rights, by acting in their behalf as sponsor for commu- 

nity-initiated redesign of ghetto areas, by offering archi- 
tectural assistance to local groups involved in renovation, 
by developing plans alternative to those requiring exten- 
sive dislocation of residents, by serving as an information 
center for people seeking community housing improve- 
ment, and possibly by using whatever influence it may 
have to persuade city agencies to act in the community's 
interests. 

The Museum has an excellent Exhibition Design De- 

partment, and its services should be extended to advising 
and assisting community organizations that are trying to 
create cultural centers, art shows, and exhibition tech- 

niques. Since in most cases economics determine the 
nature of an exhibition, the Design Department could 

prepare a manual describing the latest sophisticated tech- 

niques at the lowest price. 
The Personnel Office of the Museum is a vast clearing 

house for talent, although at present its only concern is 

finding qualified individuals to fill positions on the Mu- 
seum's staff. This department could expand its function 

by directing applicants to community employment op- 
portunities as they are made known to the Personnel 
Office. Community organizations might thus be able to 
find many talented people to work in the ghetto, people 
whom they may otherwise have no contact with. The 
Museum should also continue its apprentice training 

programs of actively seeking Black and Puerto Rican 

apprentices, thus opening up numerous career opportuni- 
ties for many young people. The Personnel Office might 
also do well to search out qualified Puerto Rican and 
Black professionals to fill employment openings at the 
Museum. 

Exhibition space should be made available to worthy 

groups who need space for specialized shows. Although 
Museum space is at a premium, the Metropolitan should 
have some system for assisting in finding other locations. 

Surely there are many organizations in the city that 
would be glad to exhibit art: think of the space available 
in banks, or in office reception rooms and lobbies, or in 
church parish halls. The Museum could act as a central 

point for pairing requests with offers of space. 
All these ideas are not meant to replace what The 

Metropolitan Museum of Art has traditionally done, but 
to indicate a redirection of some of its effort toward the 
areas of greatest need today. The obligations of the Met- 

ropolitan Museum transcend allegiance to any particular 
cultural history or artistic bias, but as one major institu- 
tion in a divided community it must help promote social 

equity and cohesion. The Museum operates in the area of 

values, helping people to form what are considered in- 
formed and intelligent judgments about the worth of art 
in their lives and ultimately about each other. The appre- 
ciation of and involvement with art has a fundamentally 
moral function, standing on the side of creation in a world 

fraught with conflict and tension. The Metropolitan Mu- 
seum of Art, by affirming the value of all cultures and 
ethnic groups in this city, could do much to create mu- 
tual respect, without which there will be only chaos. 
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Poor Peoples' Plan 

PRI S CILLA TUCK E R Freelance writer 

We are concerned with changing the architect's role. We envision a change from 
the architect representing the rich patron to the architect representing the poor, 
representing them as individuals and as an interest group. This implies, we feel, 
studying cities from a different point of view. Not whether or not the architect 
dislikes cars, but whether or not people actually use cars and want cars; finding 
out what ideas people have about modern technology, about a good kitchen, about 
a good street, about a desirable way to live, about the use of a window - whether 
it's just for ventilation and light, as Le Corbusier said, or whether it's in fact a 
place where people make contact with the street. A bridge to the community. 

So what we are trying to capture is not Brasilia but that shantytown next to 
Brasilia; not Tema (Ghana's new city), but Ashiaman, the shantytown next to it. 
They are shantytowns only because they do not have the public services and fa- 
cilities that Brasilia or Tema have, but they do possess the spirit and life of an 
urban place that Brasilia or Tema lack. They are in fact the people's creation, 
full of the vibrancy and color that go with life. 

Architects' Renewal Committee in Harlem, 1968 

WHAT ARCH, the Architects' Renewal Committee in Harlem, is working toward in 
its plans for the future of Harlem is not city building but city living. Soul architecture. 
And what they expect to produce is not a revolutionary master plan but a city village, 
reflecting a different balance between local, neighborhood needs and metropolitan pri- 
orities. "The real issue," says Max Bond, executive director of ARCH, "is not taste or 

technology. The real issue is the intent of the society. If you have the will, technology 
will follow. We have good design, good architects, but we do not have good cities 
because our goals are not good." 

What is revolutionary about Black city planning today is its goals. First, that there 
should be more important functions for precious city land than making money. Second, 
that the ghetto architect should be a representative of the poor people, responding to 
their wishes, rather than an advocate of the white middle class imposing its compart- 
mentalizing values and gridiron street plan upon Black and Spanish-speaking people 
who have quite other social ideals. And third, that it's worth seeing whether they 
might be able to come up with a better environment for city living than traditional 

city planners have been able to achieve. 
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"In considering what a 'people-planned' city would be," Bond writes, "I think we 
have to relate to the current fad among architects for studying Greek towns, anything 
built by the people. In every case we find not only a coherent expression, but one full 
of individual variety, full of richness, full of life. Architects seek this and write mono- 

graphs about it but never do it. And we're trying to find a way to do it." 

ARCH, a small, nonprofit group of young Black architects, city planners, and law- 

yers, funded partly by the Office of Economic Opportunity, partly by private grants, 
and partly by commissions, was founded in I964 to provide planning and urban 

design services to low-income communities that otherwise would lack them. ARCH 

fosters community involvement, helps obtain federal funds for low-cost housing, 
interprets rent and housing laws, helps develop community-supervised urban renewal 

plans, and tries to save land for Black people. 
This last has turned out to be crucial. For with the soaring land values and severe 

apartment clutch, one group that definitely has Harlem on its mind is New York's 
real estate men. As the center of New York moves uptown, visions dance through their 
heads of lucrative apartment towers looking down the length of Central Park from 

IIoth Street to their high-rent counterparts on Central Park South. And of I25th 
Street made over into Sixth Avenue stoneland. Down with the Apollo and Daddy 
Grace; up with maximum-land-utilization office blockbusters. 

The line is being held by community brushfires of resentment and resistance in a 
number of areas: the East Harlem triangle, West Harlem/Morningside, the piers, I ioth 

Street, I25th Street, the St. Nicholas area, and that most famous brushfire to date, 
the world-publicized scene by Columbia students over putting the university's gym 
in Morningside Park. 

Agitation does pay off. "Since the riots, white real estate developers have been more 

willing to negotiate and there have been more groups within the community willing to 

sponsor protest." 
Unfair as many of the developers' projects sound, they come into focus when looked 

at from the angle of the stereotyped white picture of Harlem: filthy, falling-down 
hallways complete with tattered children and rats. Needed: white money and white 
knowhow to reclaim the hideous slum. 

In fact, Black people live in some of the best real estate in the city. "Physically, 
Harlem is terrific," is the way Max Bond puts it. 

While emphasizing the need to eliminate the rotting tenements, he points to Har- 
lem's human scale, to the fact that Harlem was well and spaciously laid out for the 
middle class (unlike the Lower East Side, which was built cramped for immigrants). 

Instead of harping on seedy alleys that breed crime, he talks about Harlem's great 
hillsides and slopes, about its broad boulevards and potentially well-defined streets. 

Instead of focusing on the honky-tonk facade of I25th Street, he notes its superior 
location, quickly accessible to both Kennedy and La Guardia airports, an express stop 
on every major subway line. 

And while recognizing that dilapidated, overcrowded housing does force many of 
Harlem's activities to take place in the streets, he praises the spirit and entertainment 
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of that street life. "The elements in the Black community that we would like to main- 
tain as good, that we feel are good, have their origins in the street organization. You 
can send your children out to play and the neighborhood will take care of them, be- 
cause the street is the living room. The streets are informal, they're real. They're the 

place where your friends are, but where the enemy (the police) is, too. Black people 
enjoy the streets; they like to go for walks. Everyone is at home outdoors. Many 
corners are symbolic places- I25th Street and Seventh Avenue where Malcolm X used 
to speak, Michaud's bookshop used to be- in the struggle for equality, for liberation." 

So while real estate men would like to get tall office buildings lined up shoulder to 
shoulder and turn I25th Street into yet another traffic tunnel, ARCH aims at preserving 

I25th Street's "main street quality." "All the other crosstown streets are anonymous. 
What has happened to 8th Street is a good example of what we don't want." Drawing: ARCH 



Their plan has a lot of charm. A tree-lined mall, sidewalk cafes, stands, two kinds of 
buses - expresses for those intent on their destination, locals for those who ride the bus 
for fun. And the tall office buildings are scattered to the side or back of the block, and 
are serviced by low, garage-like unloading and parking buildings, to keep cars and 
trucks from taking over the street. The goal is not just charm: ARCH wants to demon- 
strate that Black people can plan for themselves, and wish to create their own en- 
vironment. 

Any Harlem street is a community place, a place for meeting and chatting. By the 
same token Black people are more public about their houses. They do a lot of enter- 

taining. One ARCH suggestion for innovative Black housing is "rooms that float between 

apartments and could be used by a woman who wants to take in sewing, by the family 
who wants to take in a boarder, or by the family that has a relative coming up from 
the South." 

When ARCH planners talk about parks, they don't stress a return to nature: they 
talk about maximum use. Their plan for Morningside Park does not send the Columbia 

playing field back to grass; it appropriates it for Harlem's use. It does not fill in the 
blasted gym site; it turns it into a natural amphitheater for Motown rock groups, the 
"Last Poets," the New Heritage Repertory Theater, and local performers. And it puts 
in a swimming pool/skating rink, a soul-food garden, play areas, a seating wall, meeting 
steps, sand pits, a fort, an outdoor exhibition area. And, they say, why not have bars? 

"People might come into the park and bring a part of their lives." 
In sum, Bond says: "I imagine that the Black city would be like a very rich fabric. 

It would not be a fabric with a superimposed pattern but one with multicolor threads 

running through it. A great mix of housing, social facilities, and working places, rather 
than a series of distinct zones, each separate, each pure, each Puritanical. A Lincoln 

Center, pompous and dull and completely aloof from the surrounding blocks, simply 
could not happen in a Black city. Art for art's sake is not part of the Black world. 
Black art is always concerned with defining the Black experience." 

What would the ideal Black city look like? It is impossible to say, because "so far 
Black people have not had the chance to express their culture in built things." 

What would be such a Black city's effect on the rest of America? At best the Black 
man's spirit, outgoing life style, and demand for human scale and urban meeting places 
could have a vital, invigorating effect on cities, much as jazz and soul and slang have 
had on American music and language. 

To those who are appalled by the idea of the poor having a say in an area traditionally 
the province of those with extensive professional training, Max Bond suggests: "There 
is no great danger in seeing whether other ways of determining architecture might 
work. The people cannot do a worse job than architects have done. How could the 

people possibly be more parochial and less sensitive to real human needs and concerns?" 
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Salvation Art 

FRANK CONROY Author of "Stop Time" 

WHEN I WAS S IXTEEN, going to summer school to make up for certain failed courses, 
I met a kid named Duke who lived uptown. He was an easy-going boy, strong for his 

age, with light brown skin and enormous dark eyes. He played jazz guitar and fooled 

around on the piano - our friendship had started at the keyboard, in fact, both of us 

cutting class to play illicit four-hand blues on the Washington Irving High School 

grand. He lived in a housing project on upper Lexington Avenue, and I used to go up 
on those hot summer nights and hang out. I met his family, of course - his father who 
worked at the Post Office, elderly grandmother who talked about the old days in 
North Carolina, sister who went out with a sailor and kept trying to lose weight, and 
his mother who cooked, in her tiny kitchen, some of the best food I'd ever eaten - but 
most of the time Duke and I were out of the apartment, on the street. There were 

dances in the basement of the project, some fantastic stickball games in the dark, an 

occasional crap game, and once in a while a little drinking of wine, but the main activity 
was talk. We talked and talked the nights away, sitting up on the black iron rail of the 

project fence jiving the girls and shooting the breeze with the neighborhood studs. 
Duke was an utterly straightforward kid. Very calm, gentle, and a good companion. 

I didn't realize at the time how rare his situation was- the family intact, father work- 

ing, mother working half a day, the whole group, including Duke, up for church on 

Sunday mornings. He was well liked in the neighborhood, and the fact that I was his 

pal was all the cachet I needed. We shared a delight in the spoken word, and perhaps 
that was why, when the great jive artists came by, the master talkers, the magicians, 
they always stopped to say hello. 

At first I didn't understand them, that is to say I didn't understand many of the 
words they used, nor the exact meaning of many of the idioms, but I got the drift. 

It seemed not to be necessary to know all the words, so much of the message was in 
the delivery itself, in the rhythms, silences, and dynamics of a language that is half 

words, half music. They were beautiful cats, each with his own voice, his own instru- 

ment, grooving themselves and everyone around them. Language was a feast. 
As the summer passed I learned the words and the idioms. I talked myself the way 

I had always talked, but my ears missed nothing. I missed nothing Duke did not miss. 
And at precisely that point I began, without knowing why, to feel uncomfortable. The 
initial technical mysteries of the uptown vernacular had been cleared away only to 
reveal a deeper mystery. What were they talking about? I knew the words, I knew 
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the music, I relished every subtle change of dialect for comic or dramatic effect, and 

yet the essential subject matter of most of the talk was beyond my grasp. There was 

something strange about talk uptown. Rumors, hints, unspoken frames of reference, 
allusions and exaggerations filled every speech, as if the speaker were unable through 
some previous bond of honor to speak directly. There was a sense of urgency, as if each 
artist, in looking over his shoulder in the midst of an important phrase, expressed the 

fact that the roots of conversation were elsewhere. All of Harlem seemed to be covered 

by an immense oral network, a spider web of talk in which each strand trembled sym- 

pathetically to the movement at the center-a placeless, timeless center that no one 

had ever actually seen, and of which I would remain, ipso facto, forever ignorant. 
When it began to get cold the street life ended and Duke and I went our separate 

ways. It wasn't until a year later, under entirely different circumstances, that I began 
to understand some of the mystery. 

I was working at a hot-dog stand in the Union Square subway station, a three-week 

stint until I got something better, with two Puerto Rican kids who spoke no English. 
Not that communication would have been possible even if they had, since we worked 

in the midst of a continuous blast of noise sufficiently loud to drown out everything 
but a scream. The noise of the crowd, the roar of the trains, and the never-ending crash 

of the turnstiles were in themselves enough to overload the ears - additional explosions 
from the air hammers of two workmen tearing out an underground entrance to a bank 

no more than ten yards away seemed comically unnecessary. (They were still at it when 

I quit.) With so much noise the experience was more like silence than anything else. 

Deaf-mutes, the customers pointed to what they wanted and paid without speaking. 
I worked, making the simple robot moves it was my duty to perform, with only my 

eyes alive. The Puerto Rican kids filled me with sadness. Eager, alert, and dedicated 

in their shit jobs, they rushed back and forth on our narrow slatted runway for no 

reason at all, as if they were somehow getting points for snappiness, as if someone were 

watching, when in fact had they died where they stood the crowd would not have 

noticed, would not have paused, but gone on, oblivious, intent on its brute impetus. 
Almost without being aware of it, I began watching the two old Negroes who ran a 

shoeshine stand in a sort of cul-de-sac behind some girders next to us. Their movements 

hypnotized me. Eventually, I spent every day watching their dance. 

They had few customers. One or two an hour. Someone passing by would glimpse 
them through the girders, detach himself from the crowd, and go and climb on the 

stand. His shoes would be shined by a man who seemed not to notice the tools of his 

own trade or even the color of the leather. Whichever of the two old Negroes adminis- 

tered the shine, he seemed truly not to be there while he was doing it. If the customer 

broke the spell by moving his feet on the brass saddles, speaking, or in any other way 

forcing a response, old shoulders would move under the cheap gray jacket in such a 

way as to express irritation - as some diplomat waiting for the imminent arrival of an 

important personage might shrug away an annoying underling. 
When they were not shining shoes they were moving, drifting, wandering around 

the two or three hundred square feet behind the girders. They did not rush, and yet 
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their moves were purposeful, they held the purposefulness of people waiting for an 

important message or contact. The crowd, awesome in numbers and weight, unques- 
tionably strong, moved by - but the two old men seemed always to be looking past 
the crowd, above the crowd into the distance. (Of course in the subway there was no 
distance. Nor, since both of them were short, could they have been truly looking over 
the crowd. They were assuming the postures of men looking over and beyond it.) Their 
individual movements and their collective two-man movements were a dance express- 
ing the fact that they were not simply shoeshine men, they were not in any way defined 

by the circumstances immediately surrounding them, but were men whose deepest 
interests lay elsewhere, beyond the visible. 

And I believed them. There was not the slightest fraudulence in their dance. It was 
their life they danced. I believed utterly in them as two important men disguised as 
shoeshine boys. (To be sure, I also believed in myself as an important boy disguised as a 

hot-dog man.) They had the aura of powerful men, and without thinking about it I 

accepted them as such. I entered their drama, finding myself following their eyes out 
over the crowd, finding myself waiting, anticipating some mysterious occurrence. I 
existed behind them as their powerful, more knowledgeable spirits radiated outward, 
calling, contacting, exchanging messages with other powerful spirits beyond my ken. 

And then one day I saw something in the face of one of them, a subtle, indescribable 

expression of stoicism tiring, of death approaching, and I knew that although there 
had been no fraud, rather only a philosophy to sustain themselves, there was no basis 
for their dance of hope, no one they were waiting for, no interests they held beyond 
the visible, and no more to them than what I could plainly see. It was a tremendous 
shock. Simultaneously I understood about the summer. The mysterious references, ru- 
mors, and allusions had been without foundation. What I had heard on the streets of 
Harlem, and what the two old men danced in the roaring subway was style - sheer style. 

Fantasy weaves in and out through Black culture like gold thread in a tapestry. 
An entire people have responded to misery by creating fantasies as powerful as the 

pain they have endured. 
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An Interview 

WILSON BURCH grew up on rI5th Street in Harlem. He went to George 
Washington High School and by the time he was sixteen was addicted to 
drugs. He was able to kick the habit about five years ago, and since then 
he has been in the Air Force and held a variety of jobs. Now, at twenty- 
four, he finds himself a freshman at Harvard. The following excerpts are 
from an interview held in Cambridge one autumn day with Jane Schwarz, 
a freelance writer. 

How old were you when you graduated from high school? 

Sixteen and a half. 

And on dope? 
Right. 

And then you did what? 

Hustled. 

Do you regret it? 

No. Why should I? I was doing exactly what I wanted 
to do. 

When did you decide that way of life wasn't so good? 
I didn't exactly decide it wasn't good-I just realized 
that I wanted other things. 

What made you realize that? 

Essentially I realized it all the time. I lived a pretty fast 
life. Since early childhood I've been exposed to rough, 
gut, Black reality. I just decided it was time for me to 
do something about it. 

What did you do? 

I saw that the only way to get some of the things I 
wanted was to give up dope. And I decided the only 
way to accomplish that was to remove myself from the 
whole scene, to go away where I could see other things, 
become interested in other things. So I went into the 
Air Force -I used the service to get rid of the habit. 

To get awayfrom drugs? 
To get away from the environment. Drugs I can handle. 
But the idea of being subjected to the whole Black 

ghetto scene, to the very subtle humility, to counting 
yourself as a second-best entity, was something I couldn't 
tolerate. 

How did you like the Air Force? 
I didn't. But I began doing my own thing there. 

What do you mean? 

Well, in the Air Force I learned not to be ashamed to 
know myself. And I got an insight into how people react 
to everyday things, to see human reciprocity - how one 

guy depends on another guy. This leads to understand- 

ing the whole psychology of crowds and how they can 
be manipulated. 

Did you ever feel that you couldn't make it? 

Sure, at certain times I've felt that life's been insur- 
mountable, but it's not a thing I've adhered to as a 

philosophy or else I would be dead. I just wouldn't have 
been able to make it this far, because there have been 

any number of dead ends in my life that I've had to 

cope with just in order to live. 

My early life was very muddled because I didn't know 
what I wanted to do. I was really trying not to identify 
with myself. But now the bag's different. I'm doing my 
thing. 

What has become of yourfriends? 
Mostly all dope addicts. 

Why did you come to Harvard? 

I had decided to go to school and I was influenced by 
someone who was a Harvard graduate, who brought me 
to talk to some of the admissions people. 

Have you given any thought to what you might major in? 

At this point I'm undecided. For all practical purposes 
my intended field of concentration is economics. 

What about philosophy? 
All the direction we have now is based on a bunch of 
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old, archaic principles-you know, Greek, Roman phi- 
losophy, hundreds and hundreds of years old. It doesn't 

approximate the realities of right now. There's no such 

thing as a modern-day philosophy and it's desperately 
needed. 

Are you doing anything in the Cambridge community? 
I'd like to use the manpower here- the students from 
Harvard and Radcliffe that want to teach- to develop 
a school system that would bring some of the benefits of 
the Harvard type of education to the poor kids of Cam- 

bridge and Roxbury, both Black and white. I think it's 
a necessity. The school systems are deplorable. I want to 
direct some of the militant energies of the university and 

community into education, to bringing the minds and 

attitudes of the young up to where they should be in 
order to cope with the future. 

Do you think people in Harlem will resent your coming up 
here to Harvard? 

Why should they? I don't have any problem relating to 
them. When I go back I won't be a "boojie"-a bour- 

geois nigger-I'll still be the same guy; I'll be able to 
talk to the drug addicts, to the hustlers, to the people. 

You really feel this experience at Harvard isn't going to 

change you? 
It can't. My characteristics are pretty definite at this 

point. If I had come to Harvard when I was first out of 

high school, I would have changed. 

If you had to describe Harlem, how would you do it? 

First of all, it's home to me. It's a Negro ghetto, in New 
York City where all the Negroes who come from the ru- 
ral areas in the South have settled. And it's a happy place. 
At the same time it is a very sad place, where drugs are 

very, very prevalent. 

What helped you most during your childhood in Harlem? 

I have to give a great deal of credit to my parents. I was 

really pushed by my father and mother; I don't think 

they really understood in what direction they were push- 
ing me, but they did try to do what they could for me. 
It's the same attempt all parents make. That, added to 
the fact that I've always placed a lot of strength in my 
own convictions and what I thought I could do. 

To some extent I was lucky, because there are many 
things that could have happened that didn't happen. 
I've taken a lot of chances, I've been confronted with 
death several times, and just the fact that I'm still here 
indicates to me that I have something to do. 

Do you know what this something is? 

Well, I sway people. When I talk with Black people it's 

a very spontaneous thing - ears open, eyes open, and they 
believe. I feel obligated to tell them what they need to 

know, to be very definite about what I believe in, to 
cause them to question my beliefs and the beliefs of oth- 

ers, and not to accept anything as truth without ques- 
tion. I feel as though it's my job to teach, it's my job to 

demonstrate, it's my job to love, and eventually it will 
be my job to die. 

I've taken the wrong road a couple of times, but some- 
how I've always known that a great man lives his life 

knowing that he's responsible for the plight of other 

people and that he has the ability to do something. 
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Do you expect to go back to Harlem after Harvard? Do 
you feel a responsibility to Harlem and other ghettos? 
I feel a responsibility to myself. I'm definitely going back 
to Harlem; to all the other ghettos all over the world. 

You feel that your life's work lies in helping the people of 
the ghettos? 
Wait a minute. I'm not an idealist or anything. It's just 
that because of my past I realize that the only way to 
help myself is through helping Black people. It's as sim- 
ple as that. I don't care how it sounds. Every man has 
self-preservation in mind and everything else is second- 
ary. It's always the self identified with a problem, but 
first the self. I'm not saying that to try to play down 
the fact that I sincerely want to help people and Black 
people. Basically I believe in human beings. To hate is 
wrong but it's a very necessary thing. A man who knows 
that he has a job to do has to understand the human 
emotions that cause people to act in certain ways. Hate 
is very useful - if you can get people to hate blindly, you 
can get them to forget about some of the things that 
really bother them. So leaders resort to it. Knowing that 
someday I'll lead people, I would hope to establish a 
precedent of not having to resort to it. Although I don't 
know. 

What do you feel that you yourself can do in Harlem? 
I'd like to get rid of the existing dope problem. 

How would you go about it? 
If you want to rid Harlem of dope, you need a total an- 
nihilation of the city's narcotics laws. You see, the city 
laws differ tremendously from the state laws and are de- 
signed to keep dope contained within Harlem. In New 
York City, for having a certain amount of drugs you'd 
probably get a suspended sentence. For the same amount 
of drugs in New York State you would probably be con- 
fined to jail for a year. 

You honestly feel there's a conscious effort to contain drugs 
within Harlem? 
It has to be conscious. First of all, no Black man brings 
dope into the country - he just doesn't have the facilities. 
It's brought in by the white man. Now, secondly, the 
markets for narcotics are all in certain places. All right, 
then if you look at the laws they are all designed to con- 
tain it within a certain area. It's reasonable to sell dope 
in New York City, because, number one, the laws are 
such that you are not going to get the maximum amount 
of time, and number two, it's profitable. 

Beyond changing the laws, what else should be done about 
the narcotics problem? 
You're going to have to deal with the junkie himself. 
It's been proven by statistics, if statistics prove anything, 
that the recidivism rate-the rate of return-is about 

eighty-five per cent. So you have two possibilities: either 
the institutions that rehabilitate drug addicts are wrong, 
or you have to accept the idea that you can't cure a drug 
addict. Okay, start off with the institutions. There are a 
lot of very, very bad things that are wrong with them. 

They act as if they don't realize that narcotic drug ad- 
diction is about eighty-five per cent psychological, about 
fifteen per cent physical. To rehabilitate a drug addict 

you have to analyze the reason why this man resorted to 

drugs. First of all, because they were available. Secondly, 
because there is some deep psychological problem that 
he's trying to run away from. In order for an institution 
to be effective it has to handle this problem; it has to 
reorient this man, it has to give the man a sense of values. 
In other words when he's cured he has to be able to come 
back into reality; cope with it as it is. They don't do 
that. You have to give him a means to earn a living. 
They don't do that. They give him some really bull job 
that he doesn't want to do, that he feels is beneath him. 

In order to rectify all this you have to set up an insti- 
tution that will consider dope a psychological problem, 
and attack it from that direction. You then have to ac- 

cept the fact that you can't cure all dope addicts. So 
what do you do for the ones you can't cure? Either the 
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federal government has to recognize dope as a sickness 
and handle it as a medical problem, or they must make 
it very unattractive for anyone to sell dope by giving it 

away free. Or stop letting it in the country. 
Is this feasible? 
Well, dope's going to get out of hand. It's going to tap 
the lily-white children in Scarsdale and all the other sub- 
urban areas. It's no longer a thing that's just going to 
contaminate the Black folks. It's going to take over 

everybody if they don't watch it. They realize this now. 
It's too bad they didn't realize it long before. 

What else do you want to do in Harlem? 

I'd like to teach for a while. I'd like to see the Black man 
educated, actually have him know what direction soci- 

ety's going in and why it is going that way. In other 
words have him know something about the basic psy- 
chology of the forces that control him. Teaching a really 
thorough course in Black history in school would be 

good. The Black man should learn the simple facts about 

things like slavery and religious suppression. If he can 
understand that these are things he created himself, it 
would render him free to do other things with his energy, 
to use untapped mental potential toward preservation 
of humanity and not spend all his time hating. 

I'd like to see the Black man become more interested 
in his own identity and stop thinking about the white 
man. But don't get me wrong, I don't hate anybody 
because they're white. It's a dreary, drab, sick thing to 
hate. There's a lot of it in Harlem now and it is what is 
needed. There's no other way that people can begin to 
manifest their own sense of pride, their own sense of 

being. Hate is a tool that they're using right now. It's 

only when hate is carried to an extreme that it becomes 

really harmful. In small doses it can cause people to 

change and can be a useful tool. 

Where would you begin making these changes? 
With the children. Simply try to reorient the children; 
give them the self-pride, the identity that they need. 
That's how it works from generation to generation. You 
educate the children. Give them the proper images to 
emulate and then they themselves will rectify the exist- 

ing chaotic conditions. 

What are these images? 
A Black man who's sufficiently strong, who can cope 
with reality; who's not going to run out and leave his 
family, who's going to be there; who's a fighter, who's 
not a quitter, because quitters never win. Just a man, 
period. 

How should the Black man go about changing his self- 
image? 
He must start educating his own children in an environ- 
ment that they are comfortable in. Give them back their 
identity. Use the advertising and communications media 
to project to the people a sense of pride, a sense of being 
important. Essentially, being important lies within each 
individual, every human being on this planet is impor- 
tant. 

Isn't it difficult to convince yourself that you are important 
if you don't have a job and your kids are hungry? 
If we just analyze the thing from a logical standpoint 
we'd find that the reason why people in Harlem don't 
have jobs, and why there is poor housing, is society. So- 
ciety has really made it very hard for the Black man. 
He is not allowed the opportunity to educate himself, 
and knowledge is power. They say the whole system is 
based on education but it's not. The system is based 
on knowing, knowing how to take the things that you 
know and make them useful. The traditional system has 
made it impossible for the Negro to get anywhere. Not 
only doesn't he have the knowledge to acquire certain 
jobs, but there have been occasions where Negroes have 
had the knowledge and been denied the job for one rea- 
son or another. 

How, specifically, will self-knowledge help the Black man? 
It will show him that he has no problem in society. That 
he's a man. That he can compete. Take my father: he's 
made money, but he's not a happy man. He hasn't been 
able to see that in this society the fact that he was able 
to acquire it means that he's able to compete. All the 
time he's sort of been suffering from this psychosis, think- 
ing that he wasn't as good as he is. He's not a quitter, 
so in a sense he's won. 

This self-pride will have to come from within the race? 

Right. There's nothing that the power structure can do 
for the Black man except just leave him alone. 

So there's nothing that outsiders can do for Harlem? 
Well, there are a lot of whites in Harlem now who are 
doing a good job. Their intentions are sincere, but I 
think their job is to handle the white folks. 

In Harlem? 
Not in Harlem, just handle the white folks, period. White 
society is educated in the rudiments but not in the real- 
ities and that's where these people can help. The average 
white man comes into a ghetto like Harlem. He experi- 
ences for the first time in his life the gut feeling of what 
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prejudice actually is: the personal, spontaneous emotion 
that comes from within when you know the people 
around you don't like you. They don't know whether 

you're evil or good, they dislike you simply because you 
represent something that's foreign. Now the white man 
finds he's afraid, because now he's got to deal with people 
he knows nothing about-people that know all about 
him just by reading books that reflect his image. So how 
does he handle these people? He has to do one of two 

things: he has to give them something to cope with, 
something to fear, something to not understand. But he 
realizes even now that is very difficult to do because the 

sleeping tiger has woken up. So, if this won't work ... 
in comes the Urban League, the American Christian in 
Africa. 

Well-intentioned groups, you mean? 

Well-intentioned, but here's the thing: some of my best 
friends, people like you, are in Harlem, and they have a 

place. But they don't control; they don't pay the piper 
so they don't call the tune. They can be used; their 
efforts are misrepresented. 
How so? 

Well, the Urban League and groups like that come in 
and educate the Black man and give him money. But 
he doesn't make the money. He still is placed within a 

society that he has absolutely no control over. So what 

good is it? You're telling people that the only way to 
get ahead is to get money, "become educated so you 
can get more of this, so that you can get the money 
that I have." 

Giving them money is not the answer. Making money 
available so that schools can be built, so that we'll have 
the proper recreation facilities so Black people can divert 
some of the energies and intentions that they have to- 
ward useful, meaningful things - that's a good thing. But 
just the money? What good is it? 

This is something that really bugs me. The idea that 
a certain amount of money can do something is not going 
to work. There are already enough institutions. There 
has been this gross approach to the problem. How do we 
in fact help a million people at one time? You can't do 
it. What has to happen now is to begin to deal with the 
individual needs of Mr. So-and-So. That doesn't apply 
only to Harlem but all over the world. 

The Black man has been in slavery for six thousand 

years: he's not going to suddenly evolve one afternoon 
and be a free man and be able to do what he wants to do 

any place he goes. It will take time for him to get what 
he thinks he wants, for him to get any sort of power, for 

him to begin to create a destiny for himself. It's not going 
to happen all of a sudden. 
What about the suburban groups that recently came in and 

painted houses in Harlem? 
I don't see anything wrong with that. Essentially it's not 
the fact that they come in and paint, it's the fact that 

they realize that there has been injustice perpetrated on 
the part of those in control. These people that represent 
the middle class, they're not the ones that count. Their 

position is really no different than the position of the 

people in Harlem. The only thing they have is a little 
more security, but they don't have free will, they don't 
control the government. The power in the government 
is controlled by about ten per cent of the population of 
this country. They sit back entombed in their houses 

someplace on some mountain and they own the media, 
they determine. 

These groups who come to Harlem from White Plains 
are just human beings reacting to a very human situa- 
tion. They see something wrong and they react as any 
other human beings would or should. 

There is nothing wrong with them trying to help. The 
fact that they help will for a lot of them relieve their 
consciences about different beliefs that they have. You 
don't think everyone who comes is a do-gooder, do you? 
It's certainly not the truth. They aren't all there because 

they are in love with Black people. Some of them come 
to Harlem to help Black people because they hate Black 

people; they come because they feel that somehow their 
hates can either be justified or disproven. 
What about the people within Harlem, what can they do? 

Essentially what you're saying is what can the Black man 
do for himself. What he can do is change as the times 

change. In his heart he knows that things are getting 
better. But I don't think that just because of this he's 

going to become complacent. He knows that in order to 

change anything he's going to have to actively partake. 
The answer to the Black man's problem does not lie 

in Harlem, it lies in the Black man. It lies in his aware- 
ness that he's not in this world by himself, that he's in 
this world with millions and millions of other Black peo- 
ple who are being controlled by a very small minority. 
The answer to his problem will come through intensified 
communication, through becoming autonomous, through 
economic manipulation. The Black man must somehow 
learn to use the economic potential for power that he 
has. He must create his own economic system. 
What sort of economic system? 
A system based on me and every other Black man. Now 
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we have a subsistence level-we do in fact acquire some 
of the gross national product. But we could combine all 
our individual incomes into a force that would be very 
effective in a capitalist society, like boycott. We com- 

prise such a percentage of the blue-collar labor force that 
if we all stopped working all through the country at one 
time, it would have quite an effect. These are workable 
mechanics that the power structure uses itself. These are 
workable mechanics that the Black man has in his grasp. 

Should the government be doing more? Is the government 
aware of the situation? 
Don't ask me that. You know the government's aware. 

They study labor statistics, they have economic projec- 
tions, they know what being poor is about, they create 
the conditions that exist in this country. 

You feel the government created the problem? 
Not the problem, the problems, all over the country. I 
mean, do you think for one minute that the government 
doesn't know? I admit that there are people there who 
have altruistic motives, who really don't know what's 

going on and would really like to do something. But there 
are a lot of people there that really know. They know. 

What about politics in Harlem? 

Well, politics is the game in this economy. In a demo- 
cratic society, the power is in the political structure. 
Years ago it used to be - well, at one point it was force, 
then wealth. Now it's changed a bit. You don't neces- 

sarily have to be wealthy to be powerful in this country, 
all you have to do is have political strength. And political 
strength is essentially people - it's people having control 
of people. Hitler wasn't a rich man, he just could sway 
people. He was a dynamic personality and that's what 
the real power is. That's what television is all about: 

selling and indoctrination and exploitation. 

What could someone like me do to change existing con- 
ditions? 
Believe and care and be sincere. If you believe that 
what's going on is wrong, then let your beliefs guide 
you to do whatever you think is necessary in order to 
change the wrong. If your beliefs are strong enough to 
keep you from faltering or being misled, you are going 
to change the conditions that you do not believe in. 

There's no one thing you can do: it's a very complex 
problem. You do your little thing and I'll do mine and 
through all these little changes you're going to have a 
very big change. It's possible that all these little things 
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will make a revolution necessary. Becoming frustrated 
because you can't do your little thing because the system 
won't allow it, might make it obvious to people that it's 

necessary to have another system to do their thing in. 
There is going to be power politics between the Black 

man. There are two different mentalities existing right 
now: the so-called Black mentality and the so-called Ne- 

gro mentality. Both factions are going to acquire some 

power and some wealth. The ideologies are not going to 
be the same and you are going to have war. 

Then how can you say that Harlem's getting better? 

Out of this upheaval something will evolve, something 
that is going to be good. Harlem and the Black people 
have to go through a whole series of changes. 

What changes? 

Well, first of all, after they find their identity, after they 
know who they are, then they've got to decide what to 
do and how to do it. They've got to start thinking about 
the Black man's position in fifty or sixty years, how he 
relates to humanity. 

In fifty years there will definitely be political turmoil. 
You can see it happening now with the death of Mal- 
colm X. I think that was the first cleavage in the whole 

cycle; it's definitely a thing that you're going to see hap- 
pening more and more. As people acquire power, along 
come the necessary evils that one acquires with power. 
It's not going to be a happy time. That's why I don't 
like to think of it in fifty years' time; I'd rather think 
of it in a hundred years' time. 

What would you hope for the future of Harlem? 

In the future Harlem will be a community handled by 
Black men who will be a new breed of men with a new 
social awareness. The Negro in this country will still be 
in the minority as far as numbers go, but there will be 
a different situation. Harlem will be the melting pot, or 

stopping-off place, for a huge symposium of Black people 
from all over the world, because of the intensified com- 
munications now going on between the African factions 
and some of the factions within Harlem. So the people 
who are in power in Harlem will become very significant 
Black people throughout the world. You'll have internal 

struggles with some sort of underground type of thing 
finding its roots in Harlem. It will probably be the place 
-and I'm sure everyone knows it -where the revolution 
starts in this country, if one starts. The brainpower will 
come from a place like Harlem and so will the money. 



What steps would you take to insure a better childhood for 
your own child than you had yourself? 

Well, when I have a child - this is going to sound sort of 
conceited-all he's got to do is just be like his dad and 
he's going to make it because his dad's a winner. Never 
been a quitter all his life. 

I'd instill in him a sense of pride and free will. I'd also 
like to give him a set of values that he can live by and 

pass on. 

But you are an exception to the rule. 

Not exactly an exception because there are a lot of ex- 

ceptions. There are a lot of people in Harlem that have 

got what it takes to make it but they have the wrong 
values. That's what had me really in bad for a while: 

trying to understand what's worth having and what isn't. 
This society is based on money and what money can do 
for an individual, not on the abstract sort of things that 
mean more than money: ideas, desires, ambition. 

For a long time I was a cheat. I used the power I had 
to persuade people to do what I wanted them to do for 

my own benefit. I've had money, but I wasn't happy, 
and that really made me begin to see that it wasn't in 

money. I found out that my values were nowhere; that 

they weren't going to get me what I wanted. They 
weren't even going to get me what I thought I wanted. 
I didn't want the same things then that I want now. 

At this point I'm glad my life was the way it has been. 

Primarily because I understand life a lot better than most 

people and I'm not stymied by reality. If I had had some 
of the things I wanted - what I thought Iwanted: the best 
of everything - I don't think I would be the type of per- 
son that I am today and I don't think the possibilities 
that I have now would be open to me. I've never been 
as happy as I am right now. 

Photograph: Gordon Parks, 
LIFE Magazine 



HARLEM 

A Cultural History 

SELECTED BIBLIOGRAPHY 

JEAN BLACKWELL HUTSON 

The material in this bibliography, 
compiled in the summer of 1968, can 

befound in the Schomburg Collection 

of Negro Literature and History, 
New York Public Library, 1o3 West 

135 Street, N.Y. oo0030. Biographies 
are alphabetized by subject. 

Negroes in America 
Chambers, Lucille Arcola (ed.). America's 

Tenth Man.... N.Y., 1957. 
Davis, John Preston. American Negro Refer- 

ence Book. Englewood Cliffs, N.J., 1966. 
Hughes, Langston, and Meltzer, Milton. 

Pictorial History of the American Negro. 
N.Y., 1956, 1963. 

Myrdal, Gunnar. An American Dilemma. 
N.Y., I944. 

Osofsky, Gilbert. The Burden of Race. N.Y., 
1967. 

Pettigrew, Thomas F. A Profile of the Negro 
American. Princeton, N.J., 1964. 

Richardson, Ben Albert. Great American 
Negroes. N.Y., 1945. 

United Asia. The American Negro. Bombay, 
1953. 

Who's Who in Colored America. N.Y., ir- 
regularly published, 1927-1944, 1950. 

History of Harlem 
Bercovicis, Konrad. Around the World in 

New York. N.Y., 1924. 
Citizens' Protective League, New York. 

Story of the Riot. N.Y., 1900. 
Federal Writers' Project, New York (City). 

New York City Guide: A Comprehensive 
Guide to the Five Boroughs of the Metrop- 
olis.... New York. N.Y., 1939. 

Graham, Stephen. New York Nights. N.Y., 
1927. 

Headley, Joel Tyler. Pen and Pencil Sketches 
of the Great Riots. Philadelphia, I877. 

Hrdlicka, Ales. Anthropological Investiga- 
tions on One Thousand White and Colored 
Children. . .. With Additional Notes on 
One Hundred Colored Children of the New 
York Colored Orphan Asylum. N.Y., 1899. 

Hunton, Addie W., and Johnson, Kathryn 
M. Two Colored Women with the Expe- 
ditionary Forces. Brooklyn, N.Y., 1920. 

Jay, John. An Address on Behalf of the 
Colored Orphan Asylum. N.Y., 1844. 

Johnson, James Weldon. Black Manhattan. 
N.Y., 1930. 

Klein, Alexander (ed.). The Empire City. 
N.Y., I955. 

Lavelle, Louis A. The Political Butcher Knife, 
Now Again Threatens Colored Populated 
(Central) Harlem.... Again Like Unto 
I916. N.Y., 1926. 

Little, Arthur W. From Harlem to the Rhine: 
The Story of the Colored Volunteers of 
New York. N.Y., 1936. 

McKay, Claude. Harlem: Negro Metropolis. 
N.Y., I940. 

Morand, Paul. New York. N.Y., 1930. 
New York's Harlem Business Register. N.Y., 

'951. 
Osofsky, Gilbert. Harlem: The Making of 

a Ghetto; Negro New York, 890o-930o. 
N.Y., 1965. 

Ottley, Roi, and Weatherby, William. Ne- 
groes of New York. N.Y., 1967. 

Pickens, William. The New Negro. N.Y., 
1916. 

Pierce, Carl Horton. New Harlem, Past and 
Present. N.Y., 1903. 

Pollard, Myrtle Evangeline. Harlem As It 
Is.... 2 vols. N.Y., 1936-1937. 

Riker, James. Harlem (City of New York). 
N.Y., I88I. 

Riverdale Children's Association. Annual 
Reports. N.Y., 1837-. 

---- . From Cherry Street to Green Pastures. 
N.Y., 1936. 

. 20oth Anniversary. N.Y., 1956. 
Scheiner, Seth M. Negro Mecca. N.Y., 1965. 
The Survey (periodical).... The Negro in 

the Cities of the North. N.Y., 1905. 
Survey Graphic (periodical). Harlem, Mecca 

of the New Negro. N.Y., 1925. 

BIOGRAPHIES 

Washington, S.A.M. George Thomas Down- 
ing. Newport, 91o0. 

Aron, Birgit. The Garvey Movement. N.Y., 
1947. 

Cronon, Edmund David. Black Moses. 
Madison, Wis., I955. 

Garvey, Amy Jacques. Garvey and Garvey- 
ism. Kingston, Jamaica, 1963. 

Garvey, Marcus. Philosophy and Opmions. 
2 vols. N.Y., 1923-1925. 

Goldman, Morris. The Garvey Movement, 
1916-1927. N.Y., 1953. 

Monoedi, M. Mokete. Garvey and Africa. 
N.Y., 1923. 

Nembhard, Lenford Sylvester. Trials and 
Triumphs of Marcus Garvey. Kingston, 
Jamaica, 1940. 

Gordon, Taylor. Born to Be. N.Y., 1929. 
Johnson, James Weldon. Along This Way. 

N.Y., 1933. 
Julian, Hubert Fauntleroy. Black Eagle. 

London, 1964. 
Kee, Salaria. A Negro Nurse in Republican 

Spain. N.Y., 1938. 
Lobagola, Bata Kindai. An African Savage's 

Own Story. N.Y., I929, 1930. 

Nkrumah, Kwame. Ghana, The Autobiog- 
raphy of Kwame Nkrumah. N.Y., 1957. 

Hooker, James R. Black Revolutionary: 
George Padmore's Path from Communism 
to Pan-Africanism. N.Y., I967. 

Pickens, William. Bursting Bonds. Boston, 
1923. 

. The Heir of Slaves. Boston, 1911. 
Robeson, Paul. Here I Stand. N.Y., I958. 
Graham, Shirley. Paul Robeson, Citizen of 

the World. N.Y., 1946. 
Hoyt, Edwin Palmer. Paul Robeson. Cleve- 

land, 1967. 
Robeson, Eslanda. Paul Robeson, Negro. 

N.Y., 1930. 

280 

The Metropolitan Museum of Art
is collaborating with JSTOR to digitize, preserve, and extend access to

The Metropolitan Museum of Art Bulletin
www.jstor.org

®



Seton, Marie. Paul Robeson. London, 1958. 
Miller, Kelly. Roosevelt and the Negro. 

Washington, D.C., 1907. 

Dean, Elmer Wendell. An Elephant Lives 
n Harlem (Charles Christopher Siefert). 

N.Y., 1945. 

Rogers, Joel Augustus. World's Great Men 
of Color. N.Y., I946-I947. 

Thomas, Will. The Seeking. N.Y., 1953. 
Hawkins, Hugh (ed.). Booker T. Washing- 

ton and His Critics. Boston, I962. 
Marshall, Edward. Booker T. Washington, 

The World's Most Extraordinary Negro. 
N.Y., I9Io. 

Matthews, Basil Joseph. Booker T. Wash- 
ington.... Cambridge, Mass., 1948. 

Scott, Emmett Jay. Booker T. Washington. 
Garden City, N.Y., 19I6. 

Spencer, Samuel R. Booker T. Washington 
and the Negro's Place in American Life. 
Boston, I955. 

Washington, Booker T. Up from Slavery. 
N.Y., I19I. 

Chew, Abraham. A Biography of Colonel 
Charles Young. Washington, D.C., 1923. 

Who's Who in Harlem: The Biographical 
Register of a Group of Distinguished Per- 
sons of New York's Harlem. Vol. I - 1949- 
1950. N.Y., 1950. 

Historical and Social 

Background 
DuBois, William Burghardt. Black Recon- 

struction in America. N.Y., I935. 
. The Gift of Black Folk. Boston, 

I924. 
Franklin, John Hope. From Slavery to Free- 

dom. N.Y., 1967. 
Kennedy, Louise V., and Ross, Frank. Bib- 

liography of Negro Migration. N.Y., 1930. 

Litwack, Leon F. North of Slavery: The 
Negro in the Free States, 1790-I860. Chi- 
cago, 1961. 

Meier, August. Negro Racial Thought in 
America 1880-I9I5, Racial Ideologies in 
the Age of Booker T. Washington. Ann 
Arbor, I963. 

Meier, August, and Rudwick, Elliot. From 
Plantation to Ghetto: An Interpretative His- 
tory of American Negroes. N.Y., 1966. 

Moon, Bucklin. Primer for White Folks. 
N.Y., 1945. 

Negro Year Book. Tuskegee, Ala., I912- 
1947; N.Y., 1952. 

Schoell, Franck Louis.... U.S.A. Du Cote 
des Blancs et des Noirs. Paris, 1929. 

Scott, Emmett Jay. Scott's Official History 
of the American Negro in the World War. 
Chicago, 9 I9. 

Woodson, Carter G. The Negro in Our His- 
tory. Washington, D.C., I922-I962. 

BIOGRAPHIES 

Lee, Hannah Farnham. Memoir of Pierre 
Toussaint. Boston, I854. 

Sheehan, Arthur and Elizabeth. Pierre Tous- 
saint, A Citizen of Old New York. N.Y., 
1953. 

Alexis, Stephen. Black Liberator: The Life 
of Toussaint L'Ouverture. N.Y., 1949. 

Korngold, Ralph. Citizen Toussaint. Boston, 
I944. 

Waxmon, Percy. The Black Napoleon: The 
Story of Toussaint L'Ouverture. N.Y., 
I93I. 

Fauset, Arthur Huff. Sojourner Truth.... 
Chapel Hill, 1938. 

Pauli, Hertha Ernestine. Her Name Was 
Truth. N.Y., 1962. 

Conrad, Earl. Harriet Tubman. Washington, 
D.C., I943. 

Walker, David. A Brief Sketch of the Life 
and Character of David Walker. N.Y., 
1848. 

Ward, Samuel Ringgold. Autobiography ol 
a Fugitive Negro.... London, i885. 

Religious and Charitable 
Institutions 

De Costa, Benjamin Franklin. Three Score 
and Ten: The Story of St. Philip's Church. 
N.Y., 1889. 

Fauset, Arthur Huff. Black Gods of the 
Metropolis: Negro Religious Cults of the 
Urban North. Philadelphia, 1944. 

Greater New York Federation of Churches. 
The Negro Churches of Manhattan. N.Y., 
I930. 

Hodges, George W. Touchstones of Meth- 
odism. N.Y., 1947. 

Huggins, Willis Nathaniel. Contribution of 
the Catholic Church to the Progress of the 
Negro in the United States. N.Y., 1932. 

Johnson, John Howard. The War and Other 
Addresses. N.Y., 1942. 

Kenrick, Bruce. Come Out of the Wilder- 
ness: The Story of East Harlem Protestant 
Parish. N.Y., 1962. 

Mays, Benjamin E., and Nicholson, Joseph 
W. The Negro's Church. N.Y., I933. 

New York Colored Mission. Annual Re- 
ports. N.Y., 1869-. 

BIOGRAPHIES 

Harris, Sara (Cowen). Father Divine. N.Y., 
I953. 

Hoshor, John. God in a Rolls-Royce, N.Y., 
1936. 

Parker, Robert Allerton. The Incredible 
Messiah: The Deification of Father Divine. 
Boston, 1937. 

Rozier, Mary (self-named Faithful Mary). 
"God," He's Just a Natural Man. N.Y., 
1937. 

King, Martin Luther, Jr. The Great March 
to Freedom (Phonodisc). Detroit, I963. 

. A Martin Luther King Treasury. 
Yonkers, I964. 

. We Shall Overcome: The March on 
Washington, 1963 (Phonodisc). Council 
for Civil Rights Leadership, n.p., n.d. 

. Why We Can't Wait. N.Y., I964. 
Bennett, Lerone. What Manner of Man: 

A Biography of Martin Luther King, Jr. 
Chicago, 1964. 

Reddick, Lawrence Dunbar ... Crusader 
Without Violence: A Biography of Martin 
Luther King, Jr. N.Y., 1959. 

Martin, Charles Douglas. "He Is Worthy": 
Sermon delivered by Rev. Charles D. 
Martin at Bath-Tphillah Moravian 
Church, 126 W. I36th St., N.Y N.Y., 
I9I9. 

Georges, Norbert. Meet Brother Martin 
(Martin de Porres). N.Y., 1935. 

Jordan, John P. ... Dark Man of God: 
Life of Martin de Porres. Dublin, 1952. 

Tarry, Ellen. Martin de Porres: Saint of the 
New World. N.Y., 1963. 

The Torch (periodical). . . . Articles from 
The Torch: 1945-1950, 5oth Anniversary 
of the Blessed Martin Guild. N.Y., 1950. 

Merton, Thomas. The Seven-Storey Moun- 
tain. N.Y., 1948. 

Lunn, Arnold Henry Moore. A Saint in the 
Slave Trade (St. Peter Claver). N.Y., 
1935. 

Powell, Adam Clayton, Sr. Against the Tide. 
N.Y., 1938. 

. Palestine and Saints in Caesar's 
Household. N.Y., 1939. 

. Patriotism and the Negro. N.Y., 
1918. 

. Riots and Ruins. N.Y., I945. 
Sketch of the Life of Rev. Charles B. Ray. 

N.Y., 1887. 
Robinson, James Herman. Road Without 

Turning: The Story of Rev. James H. 
Robinson. N.Y., I950. 

Yates, Elizabeth. Howard Thurman.... 
N.Y., I964. 

Walters, Bishop Alexander. My Life and 
Work. N.Y., I9I7. 

Political and Economic 

Changes 
Bowens, Marx G. "The Neighborhood Cen- 

ter for Block Organization," in Murray, 
Clyde E., Group Workin Community Life. 
N.Y., I954. 

Brazeal, Brailsford R. The Brotherhood of 
Sleeping Car Porters: Its Origin and De- 
velopment. N.Y., 1946. 

Burley, Daniel Gardner. Dan Burley's Orig- 
inal Handbookof Harlem Jive. N.Y., 1944. 

Cayton, Horace, and Mitchell, George S. 
Black Workers and the New Unions. Chapel 
Hill, 1939. 

28I 



Christmas, Walter. Negroes in Public Affairs 
and Government. Yonkers, I966. 

Citizens' Housing and Planning Council of 
New York. Harlem Housing. N.Y., I939. 

City-Wide Citizens' Committee on Harlem, 
New York. The Story of the City-Wide 
Citizens' Committee on Harlem. N.Y., 
I943. 

Cunard, Nancy. Negro Anthology: I931- 
I933. London, 1934. 

DuBois, William Edward Burghardt. In 
Battle for Peace. N.Y., 1952. 

- . The Negro Artisan. Atlanta, 1902. 

. 20th Century: "The Century of the 
Color Line." Pittsburgh, I950. 

Dunbar, Barrington. "Factors in Cultural 
Background of the British West Indian 
Negro and the American Southern Negro 
that Condition Their Adjustment to Har- 
lem." Unpublished Master's thesis, Co- 
lumbia University, N.Y., 1936. 

Early, Eleanor. New York Holiday. N.Y., 
I950. 

Ford, James William. Hunger and Terror in 
Harlem. N.Y., 1935. 

Ford, James William, et al. Slums and Hous- 
ing: With Special Reference to New York 
City. 2 vols. Cambridge, Mass., 1936. 

Frazier, Edward Franklin. Negro Harlem: 
An Ecological Study. N.Y., I937. 

. The Negro in the United States. 
N.Y., I949, I957. 

. The Negro Family in the United 
States. N.Y., 1939, 1948. 

Frost, Olivia (Pleasants). Some Sociological 
Aspects of the Realty Investment Market 
in New York's Harlem. N.Y., I95 . 

Harris, Abram Lincoln. The Negro as Capi- 
talist. Philadelphia, 1936. 

Haynes, George Edmund. The Negro at 
Work in New York City: A Study in Eco- 
nomic Progress. N.Y., 1912. 

Hirayama, Yonezo. A Yellow Man Looks 
at a Black World. N.Y., 1936. 

Hughes, Langston. Fightfor Freedom. N.Y., 
I96I, 1962. 

Jack, Robert L. History of the N.A.A.C.P. 
Boston, I943. 

Johnson, Bessie McIntyre. A Study of Free 
Adult Education Interests as Applied to 
W.P.A. Adult Education, Harlem. N.Y., 
I940. 

Johnson, James Weldon. Negro Americans, 
What Now? N.Y., I934. 

Kiser, Clyde V. Sea Island to City: A Study 
of St. Helena Islanders in Harlem and 
Other Urban Centers. N.Y., 1932. 

Lait, Jack. New York Confidential. Chicago, 
1948. 

Lewis, Edward S. The Mobility of the Negro: 
A Study in the American Labor Supply. 
N.Y., I93I. 

Locke, Alain Leroy. The New Negro. N.Y., 
1925. 

Lovejoy, Owen R. The Negro Children of 
New York. N.Y., I932. 

Marshall, F. Ray. The Negro and Organized 
Labor. N.Y., I965. 

Nathan, Winifred Bertram. . . . Health 
Conditions in North Harlem: 1923-1927. 

N.Y., 1932. 

New York (City) Committee on Slum 
Clearance Plans. North Harlem, Slum 
Clearance Plan Under Title of the Housing 
Act of 949. N.Y., 1951. 

New York (City) Mayor's Commission to 
Investigate Conditions in Harlem... 
Complete Riot Report Bared. N.Y., I936. 

New York (City) Mayor's Commission on 
Conditions in Harlem. The Negro in Har- 
lem: A Report on Social and Economic 
Conditions Responsiblefor the Outbreak of 
March I9, I935. N.Y., I935. 

New York Foundation. Report on the Har- 
lem Project by the Research Committee. 
N.Y., I947, 1949. 

New York Urban League. Twenty-Four 
Hundred Negro Families in Harlem.... 
N.Y., 1927. 

Ottley, Roi. "New World A-Coming": In- 
side Black America. Boston, I943. 

Ovington, Mary White. Half a Man: The 
Status of the Negro in New York. N.Y., 
1911. 

. The Walls Came Tumbling Down: 
How the N.A.A.C.P. Began. N.Y., I947. 

Record, Wilson. The Negro and the Com- 
munist Party. Chapel Hill, I941. 

Reid, Ira De A. The Negro Immigrant: His 
Background, Characteristics and Social Ad- 
justment, I899-1937. N.Y., 1939. 

Simon, Kate. New York Places & Pleasures. 
N.Y., I959. 

Spero, Sterling D., and Harris, Abram L. 
The Black Worker. N.Y., I931. 

Taeuber, Karl E. Negroes in Cities. Chicago, 
I965. 

U.S. Bureau of Labor Statistics. Negroes in 
the United States: Their Economic and So- 
cial Situations. Washington, D.C., 1966. 

Weaver, Robert C. Negro Ghetto. N.Y., 
1948. 

Welfare Council of New York City. Central 
Harlem Street Clubs Project. Working with 
Teen-Age Gangs. N.Y., 1950. 

Woodson, Carter G. A Century of Negro 
Migration. Washington, D.C., I9I8. 

BIOGRAPHIES 

Bullock, Ralph W. In Spite of Handicaps: 
Brief Biographical Sketches of Outstanding 
Living Negroes. N.Y. 1927. 

Kugelmass, Joseph Alvin. Ralph J. Bunche, 
Fighterfor Peace. N.Y., I952, I962. 

Jones, Claudia. Ben Davis, Fighterfor Free- 
dom, with an Introduction by Eslanda 
Goode Robeson. Brooklyn, N.Y., 1954. 

DuBois, W.E.B. Dusk ofDawn. N.Y., I940. 
Broderick, Francis L. W.E.B. DuBois. Stan- 

ford, Calif., I959. 
Rudwick, Francis L. W.E.B. DuBois.... 

Philadelphia, 1960. 

DuBois, W.E.B. A Recorded Autobiography 
(Phonodisc). New York, n.d. 

Herndon, Angelo. Let Me Live. N.Y., 1937. 
Hunton, Addie D. William Alpheus Hun- 

ton ... N.Y., 1938. 
Johnson, James Weldon. Along This Way. 

N.Y., 1933. 

Copeland, George Edward. James Weldon 
Johnson, A Bibliography. N.Y., I951. 

Phelps-Stokes Fund. Education For Life: 
Phelps-Stokes Fund and Thomas Jesse 
Jones. A Twenty-fifth Anniversary - 1913- 
1937. N.Y., I937. 

Lee, Reba (pseud.). I Passed For White.... 
N.Y., I955. 

Hubert, James Henry. The Life of Abraham 
Lincoln: The Significance to Negroes and 
Jews. N.Y., 1939. 

Pickens, William. Abraham Lincoln, Man 
and Statesman. N.Y., 1930. 

Quarles, Benjamin. Lincoln and the Negro. 
N.Y., 1962. 

Lotz, Philip Henry. Rising Above Color. 
N.Y., 1943. 

Ovington, Mary White. Portraits in Color. 
N.Y., 1927. 

Powell, Adam Clayton, Jr. Marching Blacks. 
N.Y., I965. 

Lewis, Claude. Adam Clayton Powell. Green- 
wich, Conn., 1963. 

Hickey, Neil. Adam Clayton Powell ... 
N.Y., 1965. 

Terrell, Mrs. Mary Church. A Colored 
Woman in a White World. Washington, 
D.C., 1940. 

White, Walter Francis. A Man Called 
White. N.Y., I948. 

Cannon, Poppy. A Gentle Knight, My Hus- 
band, Walter White. N.Y., I956. 

ESSAYS 

Adams, Julius. The Challenge: A Study in 
Negro Leadership. N.Y., I949. 

Baldwin, James. The Fire Next Time. N.Y., 
I963. 

. Nobody Knows My Name. N.Y., 
I96I. 

. Notes ofa Native Son. Boston, I955. 
DuBois, W.E.B. Souls of Black Folk. N.Y., 

I903, I905, I907, I920, I953, I961. 

Ellison, Ralph. Shadow and Act. N.Y., I964. 
Locke, Alain. The New Negro. N.Y., I925. 
Wish, Harvey. The Negro Since Emanci- 

pation. Englewood Cliffs, N.J., 1964. 

Contemporary Harlem 

Ashmore, Harry S. The Other Side of ordan. 
N.Y., 1960. 

Baldwin, James. "Fifth Avenue Uptown: 
A Letter from Harlem," and "East River 
Downtown, Postscript to a Letter from 
Harlem," in Gold, Herbert, First Person 
Singular, Essays for the Sixties. N.Y., I963. 

282 

Photograph: George Frye 



Behan, Brendan. Brendan Behan's New York. 
N.Y., 1964. 

Bontemps, Arna, and Conroy, Jack. Any- 
place but Here. N.Y., 1966. 

Botkin, B.A. New York City Folklore. N.Y., 
1956. 

Broderick, Francis L., and Meier, August 
(eds.). Negro Protest Thought in the Twen- 
tieth Century. Indianapolis, 1966. 

Brown, Claude. Manchild in the Promised 
Land. N.Y., I965. 

Clark, Kenneth Bancroft. Dark Ghetto. 
N.Y., I965. 

. Negro Protest. Boston, I963. 
Clarke, John Henrik (ed.). Harlem, A Com- 

munity in Transition. N.Y., I964. 
. Harlem, U.S.A. - The Story of a 

City Within a City. Berlin, 1964. 
Columbia University Bureau of Applied So- 

cial Research. A Harlem Almanac. N.Y., 
I964. 

Cruse, Harold. Crisis of the Negro Intellec- 
tual. N.Y., I967. 

De Carava, Roy, and Hughes, Langston. 
The Sweet Flypaper of Life. N.Y., 1955. 

Dissent (periodical). The Radical Imagina- 
tion: An Anthology from Dissent Maga- 
zine. N.Y., I967. 

DuBois, W.E.B. An ABC of Color.... 
Berlin, I963. 

Garfinkel, Herbert. When Negroes March: 
The March on Washington Movement in 
the Organizational Policiesfor the F.E.P.C. 
Glencoe, Ill., 1959. 

Harlem Freedom School. Africa, Lost and 
Found (Phonodisc). N.Y., I964. 

Harlem Neighborhoods Association. New 
York Youth Services Committee Directory 
of Social Welfare and Health Services 
Available to Central Harlem. N.Y., 1966. 

Harlem Youth Opportunities Unlimited, 
New York. Youth in the Ghetto. N.Y., 
1964. 

Harrington, Oliver. Bootsie and Others. 
N.Y., I958. 

Harris, Richard E. Delinquency in Our 

Democracy. Los Angeles, 1954. 
Hentoff, Nat. Our Children Are Dying (pub- 

lic schools). N.Y., 1966. 
Hughes, Langston. The Book of Negro Folk- 

lore. N.Y., 1958. 
. The Book of Negro Humor. N.Y., 

I966. 

Krosney, Herbert. Beyond Welfare: Poverty 
in the Supercity. N.Y., 1966. 

Levitt, Helen. A Way of Seeing: Photo- 

graphs of New York. N.Y., 1965. 
McDarrah, Fred W. New York, N. Y.: A 

Photographic Tour of Manhattan Island. 
N.Y., I964. 

Meeting of Harlem Community Representa- 
tives with Mayor Wagner and City Officials 
at City Hall. N.Y., I959. 

Klein, Woody. Let in the Sun. N.Y., 1964. 
Lomax, Louis. The Negro Revolt. N.Y., 1962. 

- . When the Word Is Given. Cleveland, 
1963. 

Millstein, Gilbert. New York: True North. 
N.Y., I964. 

Polner, Murray. Where Shall We Take the 
Kids? Garden City, N.Y., 1961. 

Powell, Adam Clayton, Jr. Keep the Faith, 

Baby. N.Y., I967. 

Ray, Archibald. All Shook Up. N.Y., 1958. 
Rustin, Bayard. "The Harlem Riot and 

Non-Violence," in Lynd, Staughton, 
Non-Violence in America. Indianapolis, 
I966. 

Sexton, Patricia Cayo. Spanish Harlem. 
N.Y., I965. 

Shapiro, Fred C. Race Riots .... N.Y., I964. 

Stringfellow, William. My People Is the En- 

emy: An Autobiographical Polemic. N.Y., 
1964. 

Wakin, Edward. At the Edge of Harlem. 
N.Y., 1965. 

Zinkoff, Dave. Around the World with the 
Harlem Globetrotters. Philadelphia, I953. 



BIOGRAPHIES 

Hedgeman, Anna Arnold. The Trumpet 
Sounds: A Memoir of Negro Leadership. 
N.Y., 1964. 

Kayira, Legson. I Will Try. Garden City, 
N.Y., I965. 

Modisane, Bloke. Blame Me on History. 
N.Y., 1963. 

Mulsac, Hugh Nathaniel. A Star to Steer 
By. N.Y., 1963. 

Schuyler, George Samuel. Black and Con- 
servative. New Rochelle, 1966. 

X, Malcolm. The Autobiography of Mal- 
colm X. N.Y., 1965. 

-- . Malcolm X Speaks. N.Y., I965. 
Breitman, George. The Last Year of Mal- 

colm X. N.Y., 1967. 

Literature 

Bone, Robert A. The Negro Novel. New 
Haven, 1958, 1965. 

Brawley, Benjamin Griffith. Early Negro 
American Writers. Chapel Hill, I935. 

. The Negro Genius. N.Y., I937. 

. The Negro in Literature and Art in 
the United States. N.Y., 19Io, 1918, 1929, 
I937. 

Brown, Sterling, Davis, Arthur P., and Lee, 
Ulysses (eds.). The Negro Caravan. N.Y., 
I94I. 

.The Negro in American Fiction. 
Washington, D.C., I937. 

. Negro Poetry and Drama. Wash- 
ington, D.C., I937. 

Conference of Negro Writers. The Ameri- 
can Negro Writer and His Roots. N.Y., 
1960. 

Daedulus (periodical). The Negro American. 
Boston, 1965, 1966. 

Dunbar, Paul L. The Sport of the Gods. 
N.Y., 1902. 

Ford, Nick Aaron. The Contemporary Negro 
Novel. Boston, 1936. 

Gloster, Hugh Morris. Negro Voices in 
American Fiction. Chapel Hill, 1948. 

Green, Mrs. Elizabeth Atkinson. The Ne- 
gro in Contemporary American Literature. 
Chapel Hill, 1928. 

Gross, Seymour L. (ed.). Images of the Ne- 
gro in American Literature. Chicago, 1966. 

Hill, Herbert. Anger and Beyond. N.Y., 
I966. 

. Soon One Morning: New Writing 
by American Negroes, 1940-1962. N.Y., 
1963. 

Hughes, Langston. The Langston Hughes 
Reader. N.Y., 1958. 

Loggins, Vernon. The Negro Author. N.Y., 
1931. 

New York Public Library. The Negro in the 
United States, A List of Significant Books. 
N.Y., I965, I968. 

Books about Negro Life for Chil- 
dren. N.Y., 1957. 

BIOGRAPHIES 

Eckman, Fern Marja. The Furious Passage 
of James Baldwin. N.Y., I966. 

Hughes, Langston. The Big Sea. N.Y., Lon- 
don, I940. 

. I Wonder as I Wander. N.Y., 1956. 
Johnson, Ralph Glasgow. The Poetry of Dun- 

bar and McKay. Pittsburgh, 1950. 
Kerlin, Robert Thomas. Negro Poets and 

Their Poems. Washington, D.C., 1935. 
Locke, Alain LeRoy. Four Negro Poets. 

N.Y., I927. 
McKay, Claude. A Long Wayfrom Home. 

N.Y., I937. 
. My Green Hills of amaica. Unpub- 

lished MS, 1946. 
. Right Turn to Catholicism. Unpub- 

lished MS, 1946. 
Marin, Ocete Antonio. El Negro Juan La- 

tino, Cusago Biografico y Critico. Granada, 
1925. 

Spratlin, Valaurez Burwell. Juan Latino, 
Slave and Humanist. N.Y., I938. 

Tarry, Ellen. The Third Door. N.Y., I955. 
Wright, Richard. Black Boy. N.Y., I945. 

Fiction 

Appel, Benjamin.... The DarkStain. N.Y., 
I943. 

Baldwin, James. Another Country. N.Y., 
1962. 

.Go Tell It on the Mountain. N.Y., 
I953. 

. Going to Meet the Man. N.Y., I965. 

. Giovanni's Room. N.Y., I956. 
Bontemps, Anna W. Sad-Faced Boy. Bos- 

ton, 1937. 
Conlay, Elizabeth G. The Harlem Go-Get- 

ters. N.Y., 1963. 
Conrad, Earl. Rock Bottom. Garden City, 

N.Y., 1952. 
Cullen, Countee. One Way to Heaven. N.Y., 

1932. 

DuBois, W.E.B. Black Flame, A Trilogy: 
The Ordeal of Mansart, Mansart Builds a 
School, and Worlds of Color. N.Y., I957, 
I959, I96I. 

. Dark Princess. N.Y., 1928. 

. Quest of the Silver Fleece. Chicago, 
1911. 

Dunbar, Paul Laurence. Best Stories... 
N.Y., I938. 

Ellison, Ralph. Invisible Man. N.Y., 1952. 
Ellson, Hal.... I'll Fix You. N.Y., I956. 

. Rock. N.Y., I955. 

. This Is It. N.Y., 1956. 
Fisher, Rudolph. The Conjure Man Dies: A 

Mystery Tale ofDark Harlem. N.Y., 1932. 
- . The Walls of Jericho. N.Y., 1928. 

Guy, Rosa. Bird at My Window. Philadel- 
phia, 1966. 

Hewlett, John Henry. Harlem Story. N.Y., 
I948. 

Himes, Chester. All Shot Up. N.Y., 1960. 
.... The Big, Gold Dream. N.Y., 

960. 
. Cotton Comes to Harlem. N.Y., 1965. 
. Couche dans le Pain. Paris, 1959. 
. The Crazy Kill. N.Y., I959. 
. Dare-Dare. Paris, 1959. 
. The Heat's On. N.Y., 1966. 
. Mamie Mason. Paris, 1962. 
.Pinktoes, A Novel. N.Y., I965. 
- . llPleut des Coups Durs. Paris, 1958. 
. The Real Cool Killers. N.Y., I959. 
. La Reine des Pommes. N.Y., 1958. 
. Run, Man, Run. N.Y., 1966. 

- . Tout pour Plaire. Paris, 1959. 
. Third Generation. Cleveland, 1964. 

Horwitz, Julius. The Inhabitants. Cleveland, 
1960. 

. The W.A.S.P. N.Y., I967. 
Hughes, Langston. The Best of Simple. N.Y., 

1961. (Also Phonodisc, N.Y., 1961.) 
. Simple Takes a Wife. N.Y., I953. 
.Simple's Uncle Sam. N.Y., 1965. 

(ed.). Best Short Stories by Negro 
Writers. Boston, 1967. 
- . Laughing to Keepfrom Crying. N.Y., 

1952. 
- . Not without Laughter. N.Y., I930. 

.Simple Speaks His Mind. N.Y., 1950. 
- . Simple Stakes a Claim. N.Y., 1957. 

-- . Tambourines to Glory. N.Y., I958. 
. "Why, You Reckon," in McCul- 

lough, Esther M. As I Pass, 0 Manhattan. 
N.Y., 1956. 

Johnson, James Weldon. The Autobiography 
of an Ex-Colored Man. N.Y., I912-I927, 
1948, 1951, I960. 

Joseph, Arthur.... Volcano in Our Midst. 
N.Y., 1952. 

Kaufman, Bel. Up the Down Staircase. En- 
glewood Cliffs, N.J., 1964. 

Klass, Sheila Solomon. Come Back on Mon- 
day. N.Y., 1960. 

Mayfield, Julian. The Hit. N.Y., 1957. 
. The Long Night. N.Y., 1958. 

Maurique, Manuel. Island in Harlem: A 
Novel. N.Y., I966. 

McKay, Claude.... Cocktail Negro. Ma- 
drid, 1931. 

. Home to Harlem. N.Y., 1928, I951. 

. Quartier Noir. Paris, 1932. 

. Quasi Blanca. Barcelona, I938. 

. Ritorno ad Harlem. Milan, 1930. 
Miller, Warren. The Cool World. Boston, 

I959. 
. The Siege of Harlem. N.Y., 1964. 

Offord, Carl Ruthven. The White Face. 
N.Y., I943. 

Ornstein, William. Deep Currents. Dallas, 
1953. 

Parks, Gordon. The Learning Tree. N.Y., 
1963. 

Petry, Ann (Lane). La Rue. Paris, 1948. 
- . The Street. Boston, 1946. 

Powell, Adam Clayton, Sr. Picketing Hell. 
N.Y., 1942. 
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Robinson, John Terry. White House in Har- 
lem. N.Y., 1956. 

Thomas, Piri. Down These Mean Streets. 

N.Y., 1967. 
Van Vechten, Carl. Nigger Heaven. N.Y., 

I926, 1927, 1951. 
. II Paradiso dei Negri. Milan, I930. 

- Parties. N.Y., 1930. 
Wallant, Edward Lewis. The Pawnbroker. 

N.Y., 1961. 
Wright, Richard. Native Son. N.Y., I939. 

Newspapers and Periodicals 
The Arts Quarterly. 2 vols. New Orleans, 

I937-I939. 
Brownies Book. N.Y., 1920-1921. 

The Changemakers. Vol. I, No. I. N.Y., 

I965. 
The Colored American. N.Y., 1837-1842. 
The Colored American Magazine. N.Y., 

I900-I909. 

Crisis. N.Y., 91 I-. 
Freedomways. N.Y., 196 -. 
Harlem Digest. Vol. I, No. I. June I937- 

I939. 
Harlem Friendship House News (later Cath- 

olic Interracialist). Chicago, 1941-1955. 
Harlem Herald, Vol. I. Published by and 

for the students of Harlem Evening High 
School, New York. N.Y., I94I-I947. 

Harlem Hospital Bulletin. N.Y., I948/49- 
I96I. 

Harlem Quarterly, Vol. I, No. I. N.Y., 

1949-I950. 
The Home and Housing Journal. Vol. i. 

Published by the Harlem Mortgage and 
Improvement Council. N.Y., I957. 

Interracial Review. N.Y., I928-I966. 
The Journal of Negro Education. Washing- 

ton, D.C., I932 -. 

The Journal of Negro History. Washington, 
D.C., I916-. 

The Messenger. N.Y., I917-I928. 
New York Age. N.Y., I883-I957. 
New York Amsterdam News. N.Y., 1922 -. 
New York Courier (sometimes called the 

New York Edition of the Pittsburgh Cou- 
rier). N.Y., I957-. 

Opportunity Journal of Negro Life. N.Y., 

I923-1949. 

Poetry 
Benet, William Rose. Harlem and Other 

Poems. London, I935. 

Bontemps, Arna Wendell. American Negro 
Poetry. N.Y., I963. 

Braithwaite, William Stanley. Selected Po- 
ems. N.Y., 1948. 

Brooks, Gwendolyn. Selected Poems. N.Y., 
1963. 

Brown, Sterling Allen. Southern Road. N.Y., 
I932. 

Clarke, John Henrik. Rebellion in Rhyme. 
Prairie City, Ill., 1948. 

James Baldwin,. 
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Cullen, Countee. Ballad of the Brown Girl. 
N.Y., 1927. 

. On These I Stand. N.Y., 1947. 

. Caroling Dusk. N.Y., 1927. 
Dismond, Henry Binga. We Who Would 

Die. N.Y., 1943. 
Dunbar, Paul Laurence. Complete Poems. 

N.Y., 1895-I913. 
Hayden, Robert Earl. Selected Poems. N.Y., 

1966. 
Hughes, Langston. Ask Your Mama. N.Y., 

I961. 
- . Dream Keeper and Other Poems. 

N.Y., I932. 
---. Fields of Wonder. N.Y., 1947. 

. Fine Clothes to the Jew. N.Y., 1927. 

. Montage of a Dream Deferred. N.Y., 
1951. 

Negro Mother. N.Y., I931. 
. New Negro Poets. U.S.A. Bloom- 

ington, Ind., 1964. 
---. One-Way Ticket. N.Y., I949. 
--- . Panther and the Lash. N.Y., 1967. 
---. Poetry of the Negro, 1746-I949. 

N.Y., 1949. 
. Selected Poems. N.Y., 1959. 

---. Shakespeare in Harlem. N.Y., 1942. 

. Weary Blues. N.Y., 1926. 
Johnson, Georgia Douglas. Bronze. Boston, 

1922. 

Johnson, James Weldon. Book of American 
Negro Poetry. N.Y., I922, I93I, 1958. 

-- . Fifty Years and Other Poems. Bos- 
ton, 1917. 

. God's Trombones. N.Y., 1927. (Also 
Phonodisc, N.Y., 1942.) 

-- . Saint Peter Relates an Incident. N.Y., 
I930, 1935- 

Jones, LeRoi. BlackArt. Newark, N.J., I966. 
--- . Dead Lecturer. N.Y., 1964. 

. Preface to a Twenty Volume Suicide 
Note. N.Y., 1961. 

Kerlin, Robert Thomas. Contemporary Po- 
etry of the Negro. Hampton, Va., 1921. 

Latimer, Lewis Howard. Poems of Love and 
Hate. N.Y., 1925. 

McKay, Claude. Harlem Shadows. N.Y., 
1922. 

Parks, Gordon. A Poet and His Camera. 
N.Y., 1968. 

Tolson, Melvin Beaunorus. Rendezvous with 
America. N.Y., I944. 

Tomas, Bonito Luciano. Harlemitta Dreams. 
N.Y., I934. 

Voices, A Quarterly of Poetry.... Negro 
Poets Issue. Brattleboro, Vt., 1950. 

Walker, Margaret. For My People. New 
Haven, 1942. 

BIOGRAPHIES 

Dinger, Helen Josephine. A Study of Coun- 
tee Cullen. N.Y., I953. 

Ferguson, Blanche. Countee Cullen and the 
Negro Renaissance. N.Y., 1926. 

Brawley, Benjamin Griffith. Paul Laurence 
Dunbar. Chapel Hill, I936. 

Cunningham, Virginia. Paul Laurence Dun- 
bar. N.Y., 1947. 

Theater 
The Apollo Theatre. The Apollo Story. N.Y., 

I967. 
Bond, Frederick Weldon. The Negro and 

the Drama. Washington, D.C., I940. 
Fletcher, Tom. soo Years of the Negro in 

Show Business. N.Y., 1954. 
Hughes, Langston. Black Magic. Englewood 

Cliffs, N.J., I967. 
Isaacs, Edith Juliet. The Negro in the Amer- 

ican Theatre. N.Y., 1947. 
Mitchell, Lofton. BlackDrama. N.Y., 1967. 
New World A-Coming (a series of weekly 

radio programs from WMCA). N.Y., 
1944-1946. 

Patterson, Lindsay (ed.). Anthology of the 
American Negro in the Theatre. N.Y., 1967. 

Plays 
Published and Unpublished 

Baldwin, James. Blues for Mister Charlie. 
N.Y., I964. 

Bradford, Roark. John Henry. N.Y., 1939. 
Branch, William Blackwell. "In Splendid 

Error." N.Y., I954. 
. A Medal For Willie. N.Y., 1951. 

Burgie, Irving, and Mitchell, Lofton. Ballad 
for Bimshire (Phonodisc). London, 1963. 

Connelly, Marcus Cook. The Green Pastures. 
N.Y., 1929, I930. 

Cooper, Lew. Run Little Chillun. N.p., n.d. 
(I94-?). 

Cotter, Joseph Seamon. Caleb, The Degen- 
erate. N.Y., I940. 

Culbertson, Ernest Howard. Color in Court. 
N.Y., I933. 

Cullen, Countee, and Bontemps, Anna. St. 
Louis Woman. N.p., n.d. (1945?). 

Davis, Ossie. Purlie Victorious. N.Y., 1961. 
Dodson, Owen. New World A-Coming. 

N.Y.(?), n.d. (194-?). 
Duberman, Martin D. In White America. 

Boston, 1964. 
Edmonds, Randolph. Shades and Shadows. 

Boston, I930. 
. Land of Cotton ... Washington, 

D.C., 1942. 
Fast, Howard. The Hill. Garden City, N.Y., 

I964. 
Fisher, Rudolph. The Conjure Man Dies, A 

Play in Three Acts (typescript). N.Y., n.d. 
(I93-?). 

Genet, Jean. The Blacks.... N.Y., I960. 
Grainger, Porter. De Board Meeting.... 

N.p., n.d. (ca. 1925). 
. "We's Risin'." N.p., n.d. (ca. 1927). 

Green, Paul. The Field God, and In Abra- 
ham's Bosom. N.Y., 1927. 

- . The House of Connelly ... N.Y., 
I931. 

- . Lonesome Road. N.Y., I926. 
Hansberry, Lorraine. A Raisin in the Sun. 

N.Y., I959. 
Heyward, Dorothy and DuBose. Porgy. 

Garden City, N.Y., 1928. 
Heyward, DuBose. Brass Ankle. N.Y., 1931. 
Hughes, Langston. The Barrier. N.p., n.d. 

194-?). 
--- . Black Nativity (Phonodisc). N.p., 

n.d. 
. Don't You Want to Be Free? N.Y., 

I938, I963. 
. Emperor of Haiti. N.Y., 1963. 
. Five Plays. Bloomington, Ind., I963. 

---- . Jubilee. N.p., n.d. 
--- . The Langston Hughes Reader. N.Y., 

1958. 
. Mulatto. N.p., 1949. 
. 7 original typescripts of plays. N.Y., 

I959. 
- . 2 original typescripts of plays. N.Y., 

I963. 
. Simple Takes a Wife: A Negro Folk 

Comedy (typescript). N.Y., n.d. (195-?). 
. Simply Heavenly: A Comedy with 

Music. N.Y., I957. 
. Soul Gone Home. N.Y., I937. 
. Troubled Island. N.Y., 1949. 

Hunter, Eddie. The Lady. N.p., n.d. (I94-?). 
Johnson, Georgia. Plumes. N.Y., 1927. 
Jones, LeRoi. Dutchman and the Slave. N.Y., 

I964. 
Locke, Alain LeRoy. Plays of Negro Life. 

N.Y., I927. 
Meyer, Mrs. Annie Nathan. Black Souls. 

New Bedford, Mass., 1932. 
Mitchell, Lofton. A Land beyond the River. 

Cody, Wyo., 1963. 
Norford, George. Joy Exceeding Glory: A 

Play in Three Acts (typescript). N.Y., 
n.d. (I93-?). 

O'Neill, Eugene Gladstone.... The Em- 
peror Jones. N.Y., I934. 

Ovington, Mary White. The Awakening. 
N.Y., 1923. 

Peters, Paul. Stevedore. N.Y., 1934. 
Peterson, Louis Stamford. Take a Giant 

Step. N.Y., I954. 
Rapp, William Jourdan, and Thurman, 

Wallace. Jeremiah the Magnificent (type- 
script). N.p., n.d. (1930?). 

Richardson, Willis. Bold Lover. N.p., n.d. 
. Broken Banjo. N.p., n.d. 
. Curse of the Shell Road Witch. N.p., 

n.d. 
. The Dark Haven. N.p., n.d. 
. Imp of the Devil. N.p., n.d. 
.The Man Who Married a Young 

Wife. N.p., n.d. 
. The Peacock's Feather. N.p., n.d. 

Pillar of the Church. N.p., n.d. 
. Rooms for Rent. N.p., n.d. 

Sheldon, Edward Brewster. "The Nigger." 
N.Y., 9Io0. 
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Silvera, Frank Alvin. Unto the Least. Bos- 
ton, 1938. 

Spence, Eulalie. Fool's Errand. N.Y., 1927. 
Torrence, Frederic Ridgely. Granny Maume, 

The Rider of Dreams, Simon the Cyrenian 
(Plays for a Negro Theatre). N.Y., 1917. 

Tutt, J. Homer. De Gospel Train. N.p., n.d. 
(ca. I940). 

Ward, Theodore. Big White Fog. N.Y., 1937. 
-- . Our Land. N.Y., I941. 
Wexley, John. They Shall Not Die. N.Y., 

I934. 
Wright, Richard. Native Son (play). N.Y., 

I94I. 

Yordan, Philip. Anna Lucasta. N.Y., 1945. 

BIOGRAPHIES 

Davis, Sammy, Jr., and Boyar, Jane and 
Burt. Yes I Can: The Story of Sammy 
Davis, Jr. N.Y., 1965. 

Dunham, Katherine. A Touch of Innocence. 
N.Y., I959. 

Durham, Frank. DuBose Heyward, The 
Man Who Wrote Porgy. Columbia, S.C., 
I954. 

Gregory, Dick. Nigger. N.Y., I964. 
Hammond, John Hays. Autobiography ... 

N.Y., I935. 
Home, Lena, as told to Helen Arnstein and 

Carlton Moss. In Person, Lena Home. 
N.Y., I950. 

Home, Lena. Lena.... Garden City, N.Y., 
I965. 

Kitt, Eartha. Thursday's Child. N.Y., 1956; 
London, 1957. 

Lesser, Allen. Enchanting Rebel (The Secret 
of Adah Isaacs Menken). N.Y., I947. 

Lewis, Paul. Queen of the Plaza: A Biogra- 
phy of Adah Isaacs Menken. N.Y., I964. 

McClendon, Rose. Scrapbooks. 2 vols. N.Y., 
I923-I934- 

Meyer, Annie (Nathan). It's Been Fun. 
N.Y., 1951. 

Waters, Ethel. His Eye Is on the Sparrow. 
Garden City, N.Y., 9I 1. 

Rowland, Mabel. Bert Williams.... N.Y., 
1923. 

Music 

Assland, Benny H. (comp.). The Wax Works 
of Duke Ellington. Stockholm, Sweden, 
1954. 

Brooks, Shelton. Five Songs. N.Y., I910- 

1919. 
Burleigh, Harry Thacker. Negro Spirituals 

Arrangedfor Solo Voice. N.Y., 1917-1927. 
Burleigh, Harry Thacker, and Johnson, 

James Weldon.... 0 Southland! N.Y., 
1904. 

.Passionale: Your Eyes So Deep, and 
Your Lips Are Wine. N.Y., I9I5. 

Burlin, Natalie (Curtis). The Negro's Con- 
tribution to the Music of America. N.Y., 
1913. 

. Negro Music at Birth. N.Y., I919. 

Calloway, Cab. Cab Calloway's Jive Jubilee 

of Songs. N.Y., 1942. 
Charters, Samuel B., and Kunstadt, Leon- 

ard. Jazz: A History of the New York 
Scene. N.Y., 1962. 

Clark, Edgar Rogie. Negro Art Songs. N.Y., 
I940. 

Courlander, Harold. Negro Folk Music, 
U.S.A. N.Y., i963. 

Dawson, William Levi. Negro Folk Sym- 
phony (Phonodisc). N.p., n.d. 

Dennison, Tim. The American Negro and 
His Amazing Music. N.Y., I963. 

De Toledano, Ralph. Frontiers of Jazz. N.Y., 
1947. 

Handy, William Christopher. Blues, An An- 
thology. N.Y., 1926. 

- . Negro Authors and Composers. N.Y., 
I938. 

. Negro Spirituals for Mixed Voices. 
N.Y., 1925-1937. 

. A Treasury of the Blues. N.Y., 1949. 

. Unsung Americans Sung. N.Y., 1944. 

. Works, Selections (Phonodisc). N.Y., 
n.d. (194-?), i953, I954. 

Hentoff, Nat.... Jazz.... N.Y., 1959. 
Johnson, James Weldon, and Johnson, J. 

Rosamond. Books of American Negro Spir- 
ituals. N.Y., 1940. 

. Lift Every Voice and Sing. N.Y., 
I921, I929, 1932, I943. 

. Second Book of Negro Spirituals. 
N.Y., 1926. 

Jones, LeRoi. Black Music. N.Y., 1967. 
-- . Blues People.... N.Y., 1963. 
Keil, Charles. Urban Blues. Chicago, I966. 
Nettl, Bruno. An Introduction to Folk Music 

in the United States. Detroit, 1960, 1962. 

Oliver, Paul. Blues Fell This Morning: The 
Meaning of the Blues. London, 1960. 

- . Conversation with the Blues. N.Y., 

I965. 
Panassie, Hugues. Guide to Jazz. Boston, 

I956. 
. Hot Jazz. N.Y., 1936. 

Patterson, Lindsay (ed.). The Negro in Mu- 
sic and Art. N.Y., 1967. 

Ramsey, Frederic. Been Here and Gone. 
New Brunswick, N.J., 1960. 

Shapiro, Nat (ed.). The Jazz Makers. N.Y., 
I957. 

Shelton, Robert. Josh White Song Book. 

Chicago, I963. 
Shirley, Kay (ed.). The Book of the Blues. 

N.Y., 1963. 
Spellman, A. B. Four Lives in the Bebop 

Business. N.Y., I966. 
Still, William Grant. Fifty Years of Progress 

in Music. Pittsburgh, 1950. 
Terkel, Louis.... Giants ofJazz. N.Y., 1957. 
Williams, Martin T. (ed.). The Art of Jazz. 

N.Y., I959. 

BIOGRAPHIES 

Anderson, Marian. My Lord, What a Morn- 

ing: An Autobiography. N.Y., 1956. 

Vehanen, Kosti. Marian Anderson, A Por- 
trait. N.Y., 1941. 

Armstrong, Louis. Satchmo: My Life in 
New Orleans. N.Y., 1954, 1955. 

--- Swing That Music. London, 1936. 
Goffin, Robert. Storm of Plenty: The Story 

of Louis Armstrong. N.Y., 1947. 
Bechet, Sidney. Treat It Gentle. N.Y., 1960. 
Shaw, Arnold. Belafonte: An Unauthorized 

Biography. Philadelphia, i960. 
Steirman, Hy (ed.). Harry Belafonte: His 

Complete Life Story. N.Y., I957. 
Bradford, Perry. Born with the Blues. N.Y., 

I965. 
Gammond, Peter. Duke Ellington. N.Y., 

1958. 

Irving Mills Presents Duke Ellington and His 
Famous Orchestra. New York, 1933. 

Lambert, George Edmund. Duke Ellington. 
N.Y., 1959, I961. 

Ulanov, Barry. Duke Ellington. N.Y., 1946. 
Trazegnies, Jean de. . . . Duke Ellington 

(Harlem Aristocrat of Jazz). Brussels, 
1946. 

Armitage, Merle.... George Gershwin... 
N.Y., 1958. 

Ewen, David.... A Journey into Greatness. 
N.Y., 1956. 

Goldberg, Isaac. George Gershwin.... N.Y., 
I958. 

Jablonski, Edward. The Gershwin Years. 
N.Y., 1958. 

James Michael. Dizzy Gillespie. London, 
I959. 

Goodman, Benny. The Kingdom of Swing. 
N.Y., 1939. 

Handy, William Christopher. Father of the 
Blues. N.Y., I941. 

Harris, Charles Jacob. Reminiscences of My 
Days with Roland Hayes. Orangeburg, 
S.C., I944. 

Holiday, Billie .... Lady Sings the Blues. 
Garden City, N.Y., 1956. 

Jones, Max (ed.).... A Tribute to Huddie 
Ledbetter. London, 1946. 

Lovingood, Penman. A Sentimental Journey. 
Compton, Calif., 1964. 

Mezzrow, Milton. . . . Really the Blues. 
N.Y., 1946. 

Lomax, Alan. Mister Jelly Roll: Fortunes of 
Jelly Roll Morton. N.Y., I950. 

Williams, Merlin T. Jelly Roll Morton. N.Y., 
1962, 1963. 

Allen, Walter C. King Joe Oliver. Belleville, 
N.J., 1955. 

Williams, Martin T. King Oliver. N.Y., 1961. 
Harrison, Max. Charlie Parker. N.Y., I960, 

1961. 
Reisner, Robert George. Bird: The Legend 

of Charlie Parker. N.Y., 1962. 

Schuyler, Phillippa Duke. Adventures m 
Black and White. N.Y., I960. 

Oliver, Paul. Bessie Smith. N.Y., 1959. 
Smith, William. Music on My Mind: The 

Memoirs of an American Pianist. Fore- 
word by Duke Ellington. Garden City, 
N.Y., I964. 
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Fox, Charles.... Fats Waller. N.Y., 1960, 
1961. 

Kirkeby, W.T. (ed.). Ain't Misbehavin': 
The Story of Fats Waller. N.Y., 1966. 

Art and Artists 
Albany Institute of History and Art. The 

Negro Artist Comes of Age. Albany, N.Y., 
1945. 

Baltimore Museum of Art. Contemporary 
Negro Art. Baltimore, 1939. 

Bowdoin College Museum of Fine Arts. 
Portrayal of the Negro in American Paint- 
ing. Brunswick, Me., 1964. 

Butcher, Margaret. The Negro in American 
Culture. N.Y., 1956. 

Chicago American Negro Exposition. Exhi- 
bition of the Art of the American Negro. 
... Chicago, 191 . 

Chicago Public Library Omnibus Project. 
. . . Subject Index to Literature on Negro 
Art.... Chicago, 1941. 

The City University of New York. Evolu- 
tion of the Afro-American Artist. N.Y., 
1967. 

Covarrubias, Miguel. Negro Drawings. N.Y., 
1927. 

Cultural Exchange Center. Prints by Amer- 
ican Negro Artists. Los Angeles, 1965. 

Douglas, Aaron. "The Negro in American 
Culture," in American Artists' Congress, 
First American Artists' Congress. N.Y., 
I936. 

Dover, Cedric. American Negro Art. Green- 
wich, Conn., 1960. 

Graphic Workshop.... Negro: U.S.A., A 
Graphic History of the Negro People in 
America.... N.Y., 1949. 

Harmon Foundation Inc. Exhibit of Fine 
Arts by American Negro Artists. N.Y., 
1928, 1929, 1930, 1931, 1933. (These ex- 

hibitions were held in New York and 
Atlanta, Ga.). 

. Negro Artists. N.Y., 1935. 
Hirschfeld, Albert. Harlem as Seen by Hirsch- 

feld (drawings). N.Y., I941. 
Locke, Alain LeRoy.... Negro Art, Past 

and Present. Washington, D.C., 1963. 
- . The Negro in Art. Washington, 

D.C., 1940. 
. The New Negro. N.Y., 1925. 

The Minneapolis Institute of Arts. 30 
Contemporary Black Artists. Minneapolis, 
I968. 

National Conference of Artists.... A Print 
Portfolio by Negro Artists.... Chicago, 
1963. 

Negro Library Association. Exhibition Cat- 
atlog: First Annual Exhibition of Books, 
Manuscripts, Paintings, Engravings, Sculp- 
ture, etc.... N.Y., 1916. 

New York Public Library- I35th Street 
Branch. Annual Exhibition of Negro 
Artists. N.Y., 1924. 

Patterson, Lindsay (ed.). The Negro in Mu- 
sic and Art. N.Y., 1967. 

Porter, James Amos. Modern Negro Art. 
N.Y., I943. 

- . Progress of the Negro in Art during 
the Past Fifty Years. Pittsburgh, 1950. 

State University of New York, The Art 
Gallery. Romare Bearden. Albany, 1968. 

White, Charles. . . . Six Drawings. N.Y., 
1952. 

Whiting, Helen. Negro Art, Music and 
Rhyme.... Washington, D.C., 1938. 

BIOGRAPHIES 

Miller, Henry. The Amazing and Invariable 
Beauford DeLaney. Yonkers, 1945. 

American Federation of Artists. Jacob Law- 
rence. N.Y., 1960. 

Parks, Gordon. A Choice of Weapons. N.Y., 
1966. 

Science and Invention 
Baker, Henry Edwin. The Colored Inventor. 

N.p., 1913. 
Cobb, William Montague. Fifty Years of 

Progress in Health. Pittsburgh, 1950. 
-- .... Integration of the Negro in Amer- 

ican Society. Washington, D.C., I95I. 
Corwin, Edward Henry Livingstone. Op- 

portunities for the Medical Education of 
Negroes. N.Y., 1936. 

Hastie, William H. On Clipped Wings: The 
Story of Jim Crow in the Army Air Corps. 
N.Y., I943. 

Hurston, Zora Neale. Mules and Men. Phil- 
adelphia, 1935. 

Johnson, Edward Austin. Negro Almanac 
and Statistics. Raleigh, N.C., 1903. 

Latimer, Lewis Howard. Incandescent Elec- 
tric Lighting. N.Y., 1890. 

Morgan State College, Baltimore, Md. The 
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