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City Life

0il on canvas, ca. 1938

21 x 14-1/4 inches

Courtesy of Aaron Galleries, Chicago, IL
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Joseph Delaney at his 1986 retrospective
exhibition in the Ewing Gallery of Art,
The University of Tennessee

“In the fine arts field, the mountain is not coming to Mohammed. [...] Many a black Daniel
Boone is clearing rugged terrain and thick swamps and jagged cliff-sides with pallet (sic) and

brush.” Joseph Delaney, from The Negro Painter in the Past Century

“Any kind of supremacy which fails to give divine right to every human being in their honest
pursuit in all walks of life, deals death to democracy.”

Joseph Delaney, from How To Make Democracy Live

“Will science now and in the future come to the rescue of the poor people of the world while
decadent systems are stalemated in the scramble for selfish control in the fortunes of man?”

Joseph Delaney, from International Trade

“Nothing in the color of any man or woman is guilty of crime in any form. [...] Color is not guilty
of hate. [...] As a Negro, | take pride in the native instincts of my race—pride, dignity, reverence,
and hard work. [...] Hate and war is the sound of ignorance and fear...” |

Joseph Delaney, from Color Is Not Guilty




ACT SIMPLY
By Joseph Delaney.

If people would just act simply
it would do them a lot of good. .
Because when we try to act otherwise
We are never really understood. ‘ .
The efforts we put forth to be impressive
Are only the mistakes we make
And those mistakes build our woe
d we blame it all on fatg.
. Nature is always beautiful because
' airs
She don't put on no
she simply comes and goes her way
inds affairs.
nd minds her own arfairs .
: When mankind gets it into his head
i |
To be a simple sou
All knowledge on earth above and
gelow will to him unfold.

Preface
By Sam Yates

Life in the City: The Art of Joseph Delaney is the first major exhibition of
the artist since his University of Tennessee Ewing Gallery Retrospective in
1986. After Delaney’s death in 1991, I was able to peruse his estate and to
study thousands of drawings and paintings. These art works demonstrate
his lifelong commitment to figurative art and affirm his love of the urban
environment. New York City provided the stage for his favorite subject,
human interaction: people walking on the sidewalk, people sitting or
playing in a park or at the beach, people meeting in protest or in celebra-
tion, and people watching or marching in a holiday parade. These human
activities inspired the artist for over six decades.

In reviewing his life’s work, I have developed a new appreciation
for Joseph Delaney’s mastery of materials and techniques as revealed in
his use of graphite, pen and ink, ink wash, watercolor, gouache, and oil.
The Delaney estate contained numerous unpublished poems and essays
that reveal in a special way the artist’s perspective on the political, social,
and racial issues of his day. As an author, Joseph brandishes a wry wit and
demonstrates a keen insight into his subjects. Like much of his art, some
of Delaney’s descriptive writing can be impersonal, wherein he takes the
position of the observer or reporter, not the participant. As an essayist
and poet, however, his expressed sentiments and opinions are more often
poignant and of a philosophical nature. He is foremost the protagonist in
such essays as The Negro Painter In The Past Century, Color Is Not Guilty,
International Trade, How To Make Democracy Live, and many other writings,
In such poems as Stumbling Along, Gold, Liquor, Stonegriller Orders His
Breakfast, and Adventure, one perceives a rich layering of humor, mystery,
and religion.

Above all else, it was the urban experience, its constantly changing
environment, its human vitality and continuous interaction, as well as its
optimism that inspired and molded Delaney’s creative spirit. As Joseph
once said about living in Manhattan, “Everyday is a new day.”

In Delaney’s 1986 retrospective catalogue, I wrote that the art-
ist was recognized but never celebrated and that he deserved a more
clearly established identity in the history of American Art. Since then,
paintings and drawings by Joseph Delaney now grace the collections of
major American museums. These include The Metropolitan Museum of
Art, New York, New York; The Chicago Art Institute, Chicago, Mlinois;

The Indianapolis Museum of Art, Indianapolis, Indiana; The Knoxville
Museum of Art, Knoxville, Tennessee; The Greenville County Museum of
Art, Greenville, South Carolina; The Smithsonian American Art Museum,
Washington, DC; and the list is forever expanding. Although belated,
Delaney is now being accepted for the talented artist he was and is finally
taking his rightful place in the history of American art. As Joseph once
said, “Someday my day will come.” It has, and today he

is receiving the
recognition enjoyed by other artists of his generation.
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Diversion

Ink on paper
10 x 7 inches
Collection of Ewing Gallery
The University of Tennessee
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Drawing Upon the Urban Experience: Joseph Delaney’s New York

Frederick C. Moffatt

VJ Day Parade, Times Square
0il on canvas, 1961

96 x 120 inches
Collection of The University of Tennessee

V-J Day

In 1961, the painter Joseph Delaney completed V-] Day,
Times Square, a summary view of the pandemonium that
shook New York City’s Times Square during World War

11 victory celebrations sixteen years earlier.! By the noon
hour on May 7, 1945, a crowd of 500,000 people filled

the square and its diverging tributaries, Broadway and
Seventh Avenue, catching city officials completely unpre-
pared. There can be no mistake about the setting. From the
approximate location of the Father Francis P. Duffy statue
on 46" Street, one views the Claridge and Astor hotels, the
accompanying strip joint and cinema marquee, the stately
headquarters of Bond's clothiers, and the wedged-shaped
Times Building. A clock and street sign lend further
authenticity. But the fantasy image of flying crucifixes

and the prayerful salutation that lights up the sky assures
us the painting was meant to do more than document a
remarkable milestone.

A mural more than it is an easel painting, V-] Day
inherits a public and epic character. After thirty years of
drawing crowd scenes into small sketch pads, Delaney
was anxious to stage a grand performance. His dingy
Depression-era compositions dealt with picket lines and
other moments of social discontent. Now he was inclined
toward upbeat motifs, satirical realism, and a bright
palette. Even so, Delaney subjects his crowd to a virulent
strain of satirical realism. One confronts in the middle
ground a cartoon-like tapestry of gleeful faces, flung
objects, party horns, and movie cameras. But “satirical
realism” hardly does justice to the hideously disfigured
creatures and laughable objects at the crowd’s leading
edge, for these are more the products of self-mockery and
feigned incompetence than of clever caricature. A hand, a
headless torso, leg, or arm seem to come out of nowhere.
Scale and perspective are cavalierly misrepresented. Enor-
mous faces zoom forward from middle distance, while
selective foreground objects are impossibly dwarfed.
Aside from several areas of nondescript colors, and a few
disruptive zones of dark violet that have been applied
to the faces and arms of African Americans, the painting
is infused with soft gay colors. Soupy stains of oil color
impregnate the surface, but it is a busy quilt work of line,

not color, that articulates what is seen. At certain points
-y

a linear edge sweeps into a broad curve, or collapses
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into serried dashes that curiously resemble Van Gogh's
calligraphic signature. In an ecstasy of rage, Delaney
drastically changes his drawing of faces; the corpse-like
heads of the intoxicants in the lower right corner mock
the innocent happy face that pops into view above them.
No less jarring is the contrast between the formally attired
gentleman at the far right who exits the “Hunting Room”
—he is Delaney’s “Mr. Charlie,” the generic emissary of
white power - and the auxiliary policeman or shoeshine
boy whose features have been grossly distorted. In
regard to this and other Delaney paintings, Tim Elledge
described the “oddly contorted crowds of men and
women . . . (whose faces) could be masks, grotesquely
twisted into something that is almost ordinary,” and of
“portraits that seem like amalgams of folk art and
stylized studio paintings.” James Ensor’s agonizing
religious fantasy Christ’s Entry into Brussels in 1889 (1888)
comes immediately to mind.?

V-] Day, Times Square incisively illustrates differing
human reactions and dispositions, whether sensuous
abandonment, contemplation, reverence, or a simple
earthbound desire to survive. The latter motivates the

pigeons, a scraggly feline, and the shoeshine boy, who is

a proxy for Delaney’s younger self. Among the hedonists

are lusting couples who dance with abandonment, the

glassy-eyed drunks who polish off a bottle of “Kentucky |
Gentleman,” and the revelers who fondle the woman they
triumphantly hoist over their heads. Closely shadowed by
a camera man, a gushing master of ceremonies prepares to |
put the happiest of spins on the proceedings for his viewing

audience. Thoughtless wastrels throw debris in every direc-

tion. A young black woman in the company of an adolescent

and an older and wiser companion, aims her party horn

at a policeman’s ear. A miniature one-man minstrel show

scoots through the melee. A youth who bolted up the street

pole in a moment of enthusiasm, now desperately looks to

escape an embarrassing and injurious consequence. But the

crucifixes and hovering logo are having a sobering effect on

others. A triad of khaki-clad servicemen extend their hands

in wonderment. A slender woman prays. The shoeshine boy

reacts with incomprehension.




James Ensor

Christ’s Entry into Brussels in 1889

Oil on canvas, 1888

99-1/2 x 169-1/2 inches

Courtesy of The J. Paul Getty Museum, Los Angeles, CA
© Artists Rights Society (ARS), New York/SABAM, Brussels

Detail, VJ Day Parade, Times Square
QOil on canvas, 1961

96 x 120 inches

Collection of The University of Tennessee
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The Circuit Preacher

Watercolor on paper, 1943

13-3/4 x 18-1/2 inches

Collection of Beck Cultural Center, Knoxville, TN

Youth — The Circuit

Joseph Samuel Delaney, or “Kokomo,” was born on Sep-
tember 13, 1904, in a small frame house at 815 East Vine
Avenue in Knoxville, Tennessee. He was the youngest of
the four surviving sons of Rev. John Samuel and Delia
(Johnson) Delaney. He was closest in age to Beauford
(1901-1978), the future painter and bon vivant of New
York and Paris. Another brother, Samuel Emery (born
1891), a graduate of Morristown College who became

a vocalist and educator, was the paterfamilias after the
father’s death in 1919. Of mixed racial parentage, the
soft-spoken Rev. Delaney (1859-1919) was free-born in
Bristol, Tennessee. Delia Delaney (1865-1958), a domestic
servant, was born into slavery in Richmond, Virginia, and
grew up among the same oyster gathering communities of
Chesapeake Bay that had nurtured Harriet Tubman. The
pleasure Delia took in singing spirituals and reciting spell-
binding plantation stories, along with her mastery of the
art of sewing and quilt making, more than compensated
for her illiteracy.> The father was possessed of the same
“galloping spirit” that would stir Joseph, while Delia was
the family’s emotional anchor.* As Joseph discovered,

his mother was more than a match for his father when a
Delaney child needed a sermon.

Joseph’s parents moved to Knoxville in 1885, soon
after their marriage in western Virginia. They chose to
live at the heart of Knoxville’s black community. Occupy-
ing the slope of Temperance Hill since Reconstruction,
this dense settlement of residences, tenements, shops,
churches, schools, and a park was bounded on the north
and west by the Southern Railroad Depot and Central
Avenue.’ A Carnegie library reserved for black patrons
was added in 1917. A few doors west of the Delaney
home was the East Vine Avenue Methodist Episcopal
Church (South), which Rev. Delaney administered, and
just beyond it, at Vine and Central, the barbershop where
he practiced his second profession trimming white men’s
hair. Here also was the Vine Street Café that employed
Joseph and Beauford after school. Having won the respect
of their neighbors, the Delaney family became a pillar of

what Beauford Delaney’s biographer describes as a “par-
6

ticularly sophisticated and educated black community.”
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Among its residents was the lawyer, political activist,
author, and educator Charles W. Cansler, who was a
long-time principal of the Knoxville Colored High School.
Cansler associates Roland Hayes, a vocalist and Civil
Rights activist, and essayist James W. Johnson also lived
here. It reassured some observers to know that African
Americans had numbered no more than sixteen percent
of the town’s population at any given time, and that a
majority of this population descended from “free persons
of color,” and thus had time to naturally adjust to a life
of self—governance.7

Targeted by a consorted city, state, and federal “slum
clearance” project that enacted population relocation and
interstate expressway construction between 1938 and the
late 1950’s, the original East Vine community was gradu-
ally replaced by freeway ramps, sprawling public parks
_ one commemorates Alex Haley, the Tennessee-born
author of Roots (1976) — and the landscaped boulevards,
Summit Hill Drive and Martin Luther King, Jr. Avenue.®
At the time a resident of New York’s Greenwich Village,
Joseph was naturally saddened when the Delaney home-
stead was raised. However, unlike other East Vine alumni,
in particular the poet Nikki Giovanni, he retained a char-
acteristically circumspect view of the way “Mr. Charlie”
went about erasing the “collective historical memory” of
similar black communities throughout the country.” True,
the disrepair of old buildings threatened the health and
safety of contemporary residents and, Joseph believed,
were’best taken down. Yet, he reasoned, it was only
because a prosperous white population had fled Tem-
perance Hill for the suburbs in the first place, that poor
émigrés like his parents were able to enjoy a semblance
of modern living comforts. “The ghettos we have today,”
Delaney wrote, “were once fashionable white residential

sections,” and thus exemplified the ungovernable migra-

10
tory exchange of the races.

By East Vine Avenue standards, Rev. Delaney’s 400-
member church was moderately conservative, appealing
in its orthodoxy to what Joseph described as “aristocrats”
and older families.!" Established in America in 1785, the
Methodist Church parented several offspring that catered
to the African American. British founder John Wesley’s
original abolitionist stance, his simple message of salva-
tion, his preference for the evangelical format - there was
no such thing as too much hymn singing — and his deter-
mination to allow black parishioners to share responsibil-
ity for preaching and administration assured the church’s
popularity among this country’s freed and enslaved

blacks. The attachment increased in the ante-bellum years,

even as pr('siding white Methodist bishops, bowing to the

cotton industry and to prevailing prejudice, silently reversed
the church’s original anti-slavery stance and as impassioned
abolitionists and pro-slavers proceeded to divide the church

into its southern and northern components. By stepping up

efforts to evangelize the plantation slave, the white-adminis-
tered church was able to maintain a fruitful alliance with the
next generation’s burgeoning population of

African Americans.'?

In accordance with Methodist-Episcopal policy, Rev.
Delaney, with a growing family in tow, was summoned
by the Chattanooga Methodist conference church, Wiley
Memorial, to develop the East Tennessee - Western Virginia
circuit between 1905 and 1915. This required him to assume
temporary pastorates at Jefferson City, Cleveland, and Har-
riman, Tennessee, and in Needmore, a suburb of Pulaski,
Virginia. These poorly paid assignments required the father
to take jobs at barbershops in each location to supplement
Delia’s small income. During his five-year tenure at Jefferson
City, the minister was also detailed to build new settlement
churches at Mascot, Strawberry Plains, Sunrise, and Rock-
town, a daunting assignment that like thousands of African-
American artisans before him, he took in stride.

Joseph recalled that his father “had a great love for the ax
handle, a team of mules and some new ground to clear
for a church site.”"

In his 1951 biography of his father, Joseph describes
family life in these towns in picture-book fashion. With the
exception of Cleveland and Harriman, where the boy saw
his first dance hall, a building that was barely a stone’s
throw from the church, these settlements resembled the ideal
frontier communities of independent farmers and artisans
that had dotted the pre-industrial American landscape.
Horse and buggy was the usual conveyance. Barbershop
gossip, not the radio or telephone, was the primary news
source. In Jefferson City, along a country road that led from
the family’s cottage to the train tracks and main street,
Joseph appraised the eccentric villagers he encountered on
the way. The most colorful character was a singing black-
smith, of whom he wrote, “We would look over the fence
at this sturdy power pulling red hot horse shoes out of the
fire and beating them, and dashing them into the water . . .

I enjoyed the steam and sound of the hot iron.” Pulaski, the
final stop on the circuit, was even more impressive for the
“enchanted hills and valleys” that brought the ten-year old,
and his older brother Beauford, as close as they would ever
come to nature in the raw."! »

Much of a typical week was spent in services, choir
rehearsal, Sunday school, or in adult strategy sessions
aimed at curbing the spread of gambling, pool playing,

dancing, and drunkenness among local blacks, whether or



S
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not they were parishioners. All hope for progress rested on
the effectiveness of Rev. Delaney’s Sunday sermons. These
were intense performances that began with a Scripture
reading, for example the passage from the Book of Ruth that
expounds, “For where thou goest I will go and where thou
livest I will live and thy people shall be my people thy God
my God and where thou diest I will die and there will I be
buried.” As Joseph describes it, the monologue progressed
to a point when “words [would] lose their mca,ning” anc.l the
spirit began to take hold. Against Rev. Delaney’s louder into-
nation would rise a male response that chfnted, “Lord Ha’ve
Mercy!” and “Preach It Brother, Preach It!” At the sermon’s
conclusion, the choir, under the pastor’s direftion, would
burst forth with an all con?uming stanza of, “Oh, Why Po
You Wait, Dear Brother?”!? Despite his warm recollectllons
of such interaction, Joseph later conclude'd the Methodist
evangelical style had preferable limits. With regﬁard to the
extreme theatrics of Knoxville's “I loly Rollers, .for exnml.plc,
igated all disrespectful public demonstrations of faith

intended for show only. This applied as well to

he cast
that were

frontational political demonstrations that would soon
con

pecome standard fare for activist black groups.
DeC S

Yet young Delaney would have been able to confirm
william McClain’s contention that legitimate instances of
c\rallgt‘liml sermonizing and singing were best understood
i1 aesthetic terms.'® The momentary intoxication of the

Delaney Family, ca. 1908

Standing: Samuel, Jr., Rev. Samuel
Delaney, Mrs. Delia Delaney

Seated: Joseph, Ogust, Beauford, Naomi

conversion experience, not the final goals of repentance
and regeneration, was what mattered in the long run. By
personally visualizing the nature of sin and salvation, the
preacher helped parishioners “see the beauty of the Father
seeking after the son who is the prodigal . . . like an artist,
(the preacher) drew a picture on the canvas of the minds
of the hearers. This was an emotional and appealing word
for the converted heart; a reminder of the day and hour
‘when the dungeon shook and the chains flew off.””!7
like manner, Rev. Delaney’s softly uttered reassurances
that “if any man sins, he has an advocate with the Father,”
and “ I am with you always, even unto the end,” were
picture-like in their simple, uncomplicated, beauty.'® B¢
to appreciate the full effect of the abundant visual and oral
banquet that the ministry consumed each Sunday, one
need only imagine the resplendent colors of the women’'s
dresses that would have set the rude church interiors
aglow.w The long hours spent in the pews had another,
albeit unplanned, aesthetic impact upon the Delaney chil-

dren. Joseph and Beauford began enlivening the hours

by drawing pictures on Sunday School cards, No doubt

other children resorted to the same means of escape, hut

for the Delaney brothers, drawing, like eating and sleep-

eryday life, as did
clay modeling and the copying of pictures,*’

ing, soon became a necessary part of ev
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Vine Avenue Service Station, ca. 1929
Courtesy of Beck Cultural Center, Knoxville, TN

Challenging Community Life

Knoxville, the city to which his family returned in 1915,
was for Joseph another, albeit somewhat longer, stop on
the circuit. With the sprawling Southern Railway Depot
at its gateway, its streets crowded with trucks and trol-
leys, and its small industries straining to keep pace with
pre-War production demands, Knoxville was the largest
urban center he had yet encountered, and the transition
left the boy momentarily homesick for Pulaski. Upon his
arrival, Joseph was an over-sheltered youth; when he left
Knoxville in early November 1922 for Kentucky in the
aftermath of another drinking binge, he had become a
wily street kid with an impressive police record.”! Emery
was called to retrieve him from the local jail on a number
of occasions, and considering the low incidents of juvenile
delinquency among the town’s black youth, Joseph'’s wry
confession that he had become a “challenge to community
life” was not overstated. He attended elementary school
near his home, possibly the one connected with the May-
ers Industrial School on Payne Street, a Presbyterian affili-
ate that doubled as a reformatory.?? Aside from his draw-
ing - he took first prize for a sketch of a sparrow — Joseph
seems to have done poorly in school and dropped out
after the ninth grade.

He lived to regret this. When later employed as an
art instructor for inner-city children, Delaney warned
them not to “miss the boat” as he had done, and thus “be
a goat.” However, the deficiency did not prevent him
from maintaining a regular correspondence with family
and friends, or from continuously composing colorful
historical essays, short stories, poems, ballads, aphorisms,
and assorted musical lyrics which he hoped to someday
publish. He typically hand-printed his texts, highlighting
thoughts with abbreviated icons and, like the cartoonist
Milt Gross, took delight in the ludicrous ironies that some-
times resulted when words were spelled phonetically.??
Whether a breezy limerick, a dramatic short story in the
vein of black writers Rudolf Fisher and Jean Toomer, or
a long speculative essay, his writing was, in Delaney’s
estimate, a craft that like drawing and painting could only
be mastered through constant practice.

Delaney held down a variety of menial jobs: shining

shoes, cleaning tables, wusl\ing windows,

and caddying
at Knoxville’s Cherokee Country Club. But it was after
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he landed a bellhop job at the Admiral Farragut Hotel on
Gay Street in 1919, that his profligacy began in earnest. In
a dry town, alcohol joined gambling and prostitution as a
lucrative underworld commodity. In anticipation of extra
tips, a willing bellhop became a link in a chain of the illicit
procurement and a convenient facilitator of any kind of il-
legality a hotel guest desired. Like other young men in the
trade, Delaney could not resist indulging in that which he
facilitated: gambling — pool hustling and cards - drinking
alcohol, and a feverish pursuit of women, especially big
women, who became consorts and models. Looking back
in later years, Delaney reminisced: “In the old days all T
wanted was a bottle of wine, a model, and some material
to work with, and to hell with tomorrow.” 2 While he did
maintain several long-term relationships, marriage was
never an option. He thus began cultivating a reputation
for heterosexual promiscuity at a time when his brother
Beauford first exhibited homosexual tendencies.”
Between 1915 and 1922, Knoxville’s subdividing in-
ner core took on the mean and squalid specter of a north-

N |
WY

ern ghetto.?® From the Delaney family perspective, 1919 was
the annus mirabilis of this ominous decline. Rev. Delaney
died of a heart attack on April 30 and, during the last days of
August, while the family yet grieved, the alleged robbery-
murder of a white woman by a local black man, sparked an
armed uprising that left seven dead, hundreds injured, the
commercial district looted, and belatedly forced some 1,500
black residents to flee the town for northern destinations.”’
The conflict began as white mobs stormed the town jail,
supposedly in search of the alleged murderer, one Maurice
Hays, who jailors had already spirited to Chattanooga.

But thereafter, Vine Avenue and Central Street became the
epicenter of a tense standoff between armed groups of blacks
and whites that, as one commentator maintains, ended only
after a detachment of white Tennessee National Guards-
men came between the groups. Underlining their belief that
Knoxville’s races were predisposed to live together harmoni-
ously, some black observers contested the actions of the
guardsmen. One was Cansler, who in his essay, “Negro Life
in Knox County and Knoxville” (1946), insisted the white



pillagers of the jail were not after Hays at all, but wanted
an excuse to free some imprisoned comrades and liberate
a supply of confiscated liquor.”® Falsely believing an at-
tack was imminent, Cansler maintained, the state militia
needlessly launched a preemptive strike against East Vine
Avenue blacks. The Delaneys believed Hays, who was
eventually executed, to have been falsely accused.?

Like the other racial wars he would live through in
New York City — the one of 1964 especially stands out
- this confrontation traumatized Delaney. He would pro-
duce no paintings or drawings bearing the title “Knoxville
Race Riot,” a subject the prominent black artist Jacob Law-
rence included without apology in his The Migration of the
Negro series (1940). Nor did Delaney make reference to the
event in his usually detailed biographical accounts. In-
stead, accepting Cansler’s positivist outlook, he preferred
to remember Central and Vine as the center for Knox-
ville’s interracial entertainments. After the Gem Theater
opened to a blacks-only and children-accepted audience
at West Central and Vine in 1913, this intersection became
an integrated amusement center and public gathering
place. One of Delaney’s most outrageous dessins anine,
an oil entitled, Vine and Central, Knoxville, Tennessee (1940),
pictures the cortege of minstrel showman Al G. Fields
passing through the intersection on its way to Staub’s
Theater, with the orgiastic, black-face dancers and top-hat-
ted horn players prancing and spinning past a business
block hung with banners. From the mid-1890’s to 1919,
the Fields parade had become the local theatrical season’s
annual rite of passage.30 Staub’s, however, was racially
restricted, thus the best opportunity Knoxville blacks had
for seeing the minstrels was when the parade, progressing
from the train terminal, reached this all-important corner.
The performers themselves recognized this, for as Delaney
later reminisced, no matter how unrestrained the proces-
sion appeared to be at other points along its route, “all hel]
broke loose” at Central and Vine.3! The resulting irony
of the situation led Delaney to later observe that “the rea]
community is out there in the street where everyone ig
equal, before they are herded off into groups.”"5

Race had a relatively small role to play in what
was to be Joseph Delaney’s moral destination. He later
credited his strict rearing for having implanted within
him a welcome forbearance during stressful times. Yet,
unlike his more docile and dutiful brothers, he

live under the rules of family

would not
and church without protest.

| That people residing on the west side of Central were
] syl
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power to change, but that they appeared to live exactly as
they pleased, was a source of deep frustration.*® If, like
Beauford, he were to give up freedom for duty, how could
he otherwise distinguish himself and develop strength

of character? What advocate did God grant the non-sin-
ner? Beauford, like Emery before him, was an attentive
and reliable son, a good student and a righteous and
steadfast churchman. He properly introduced himself to
the Cansler circle, commenced taking art lessons with the
local academician Lloyd Branson, and won notice within
the white community for his creative efforts.>* But next
to the conflicted Prodigal that Joseph so ably portrayed,
Beauford was a featureless puppet.

The same existential question pertained to the
father’s church: what would have been the fate of Meth-
odist Episcopal, its aesthetics and spiritual uplift, if drunk-
enness, fornication, gambling, truancy and every aspect of
criminality were suddenly eradicated? Joseph, obviously,
concluded that impropriety brought a welcomed tarnish
to the soul’s shining surface. Having momentarily made
his decision, he could later draw upon the Prodigal’s
moral benefits. In an 1986 interview he asserted, “You
can’t drink all the whiskey in town and hang out with
all the women in town and keep doing that for too long
before it begins to eat away at whatever you've got inside
yourself that's worth hanging on to. I did a considerable
amount of over-living before figuring out when it was
time to stop.”*> And when he did stop, the old fundamen-
talist straightjacket became a protective vest.

Joseph and Beauford were swept up in the Great
Migration, the post-World War I resettlement of thousands
of southern blacks in northern industrial cities. But the
two took very different routes. Conceding to Delia he had
brought shame on the family, Joseph left Knoxville on a
northbound train in November 1922. Embracing a hobo’s
life, he ventured via the Kentucky coal fields to Cincin-
nati, Columbus, Detroit, Pittsburgh, and finally Chicago,
before returning to Knoxville in 1928. Between 1923 and
late 1929, a week after the Stock Market began its disas-
trous plunge, Beauford lived in Boston, communing there
with socially prominent black activists and their wealthy
white supporters, both Du-Boisian radicals and Booker T.
Washington moderates. He cultivated his interest in jazz
and blues as well as in the symphony, theater, opera, and
performing arts. He attended a multitude of schools. At
the Massachusetts Normal Art School, the Copley Society,
and the South Boston School of Art, he concentrated on

portraiture and on strengthening academic techniques. He

Self-Portrait

Graphite drawing, July 3, 1932

11 x 8 inches

Courtesy of Aaron Galleries, Chicago, IL




was a resourceful gagster and entertainer. At intellectual soi-

rees, Beauford’s engaging personality made him the perfect
sounding board for various social advocacies, even though
he ever remained the hard-headed pragmatist.® His jour-
nals are filled with the restless musings of an epicurean. In
1938, for example, he observed, “There seems to be growing

in me that possibility of becoming aware of the inner things

deep within, but in order for this kind of inner clarity to take

place I seemed to have been placed within my own custody
where many reorientations are necessary for me to achieve
the ability and power of activity.”*’

Joseph’s immediate destination was bread lines, soup
kitchens, gambling dens, hobo jungles, and an occasional
flop house. He was unwashed, his long hair was unkempt,
and his clothing tattered. Vagrancy imposed its own
uncompromising demands, and when later describing his
“romance” of the open road, Joseph brandished the tough
guy discourse of the dime novel.*® One waited for “the
next man” (the next freight); one “hit the road,” “hopped
a freight,” or rode between the blinds to avoid the conduc-
tor — “you had to time it just right. You ate for twenty-five
cents, and slept anywhere for fifty cents.” Next to win-
ning a stake, the menial job was the easiest way of making
spare change without otherwise stealing it, which forever
remained an option. The lawman, “who was paid to kill
you,” was just around the next corner, a grim truth brought
home when a guard fired a pistol at Delaney on a Kentucky
coal train.’’ When seasoned with a scrape with the law,
hoboism was a wonderful purgative for the insipidity and
dependency that overshadowed Joseph’s early youth. In an
obvious critical reference to Beauford’s cosmopolitan tastes,
Joseph compared a hobo chorus of John Henry overheard on
a freight train, to “the best opera or any other put-together
entertainment.”“’ Nothing about the nomadic life was more
reassuring than his discovery that personal misfortunes
had nothing to do with the color of his skin. A stint driving
spikes ona Pennsylvania railroad was made tolerable when

he realized that northern white men also regularly worked

at hard labor, and did so without recourse to the restoratives

of singing and chanting that were the rule for the laboring
southern black artisan or construction worker.”' No draw-

ings or paintings survive from Delaney’s hobo years, even

though he claimed to have sketched his fellow travelers with

considerable satisfaction.
With typical bluster, Delaney described for an inter-
viewer the circumstances of his arrival in Chicago in 1925:

“[it] was the roarin’ twenties, baby, Chicago had no peer

. - oy 2 ) . . .
except Sodom and Gomorrah.”*~ Nevertheless, dur ing his

four years in that city (1925-28), he backed away from the
more extreme aspects of his freedom and individuality
thesis. A three-year enlistment in Company C of the Eighth
Illinois National Guard Regiment visited upon him some
of the dividends of citizenship. Dressed in uniform and
marching to a drum beat down Michigan Avenue with this
all-black detachment, Delaney said, “gave me the real love
of keeping step, when we would get the command eyes
right when we were passing the receiving stand.”* It was
a fascinating, even magical, phenomenon, this sustained
ability for humans to act in unison, one Delaney likened to
the instinct that enabled birds or insects to instantly move
with the group. The sound of people marching together,
like the coordinated sounds of a pastor’s voice and the
strains of the church choir when the spirit was aroused,
was an apt metaphor for the social and racial harmony that
Joseph increasingly envisioned for American society.

The drum to which Delaney kept time belonged to
eighteen-year-old Albert C. Ammons, who in civilian life
played solo piano in South Chicago jazz clubs. At the time
of their meeting, Ammons was developing a syncopated
rhythmic style, governed by a pulsing left hand, that later
defined “Boogie Woogie.”* Through Ammons, Delaney
met other musicians who were then making their names
in the annals of the South Chicago jazz renaissance:

Joe Turner, Pete Johnson, and blues-vaudeville vocalist
Gertrude “Ma” Rainey, the taskmaster of a much-recorded
touring ensemble, the Georgia Jazz Band.*® Working the
cabarets and clubs, and sitting in on sessions at Chicago
night spots, Delaney, as well as hundreds of other southern
black emigrés to the city, was privileged to witness the first
flowering of classical jazz, an impressive manifestation of
an inherent black African sensibility and craftsmanship.
Classical music and dance paled beside jazz, gospel, blues,
and the wild dance styles they inspired. But Delaney did
not seem particularly interested in Chicago’s contempo-
rary art scene. At the time of his residency, such promising
African-American painters and sculptors as Archibald J.
Motley, Jr., Richmond Barthé, and Ellis Wilson were stu-
dents at the Chicago Art Institute, but it would not be until
the early 1930’s when all were residing in New York that

Delaney got to know and to appreciate them.*®
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Cityscape
Graphite, ink, and watercolor on paper
12 x 18 inches

Collection of Ewing Gallery

The University of Tennessee

Drawing New York

In March 1930, after an intervening year in Knoxville
when he was employed at The Andrew Johnson Hotel
and during which he organized a local troop of black Boy
Scouts,” Joseph embarked for New York City. Beauford,
who traveled to the city from Boston the previous October,
was Joseph'’s trailblazer in this new adventure. While

the brothers differed on many issues, not the least being
Beauford’s apparently reckless drift toward expression-
ism, Joseph accepted his older brother’s moderate politi-
cal views. There were also distinct social and professional
advantages in Beauford’s determination to specialize in
portraiture, especially celebrity portraiture. They were

to live relatively close to one another in various city
locations and briefly shared an apartment, accepting the
predictable results this arrangement would have on an
already fragile relationship. To both men it became im-
mediately obvious that Harlem, a preferred destination of
the Great Migration, was far too radicalized and competi-
tive an environment for their purposes. They elected to
live instead in lower Manhattan, in the Greenwich Village
- Union Square area, the city’s foremost racial, social, and
political melting pot. Here, in a small town atmosphere,
being black was a distinction that offered the Delaney
brothers occupational advantages, especially during the
presidency of Franklin D. Roosevelt (1933-1945). Roos-
evelt’s “New Deal” priorities were channeled into racially
integrated public art programs, first under the Public
Works of Art Project (PWAP), 1933-34, then the Federal
Art Project, a sub-classification of the Works Projects
Administration (WPA), 1935-43. In the winter of 1930,

it was a downtown white clientele that gave Beauford

his first important break, a one-person exhibition at the
Whitney Studio Galleries on West 8" Street. He accepted

a custodial job on the same premises that provided him
with a rent-free apartment and studio. Beside securing
another exhibit at the Harlem branch of the New York
Public Library, Beauford’s Whitney debut also helped to
ease Joseph’s own way into the New York art world. From
the younger brother’s perspective, Beauford’s most useful
decision was to enroll in the studio classes of Thomas H
Benton and John Sloan at the Art Students League.*® Even
though Beauford was not enthralled with Benton, and his

association with the school was brief, Joseph w

art

as to make
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the League his second home for half a century.

Joseph Delaney resided in Manhattan from 1930 to

1986, but took frequent excursions to points south and
north, including frequent returns to Knoxville. After 1953,
when Beauford relocated to Paris and tensions between
the two subsided, Joseph visited him on a half dozen
occasions before the former’s demise in an asylum in
1979. Joseph’s choice of living quarters about the city
was naturally limited, but the garrets and lofts he was to
occupy were concentrated in a small area in the Village,
or in the adjoining area south of Houston Street (Soho),
or on the Lower East Side.* Between 1931 and 1934, he
lived in a decaying row apartment on Downing Street,
near Washington Square. In the middle thirties, he was in
the East Village on Bond Street. During the next decade, it
was Sullivan Street near West Third Street. From 1944 to
1959, Joseph lived at 69 Grand Street, adjoining Wooster
and Greene, near West Broadway in Soho. This address
was perhaps too close for comfort to 181 Greene Street,
where Beauford, now a full-fledged celebrity, played
court to such notables as Teddy Wilson, W.C. Handy, Paul
Jenkins, James Baldwin, Alain Locke, and Henry Miller.
In 1952, while working as the United States Coast Guard’s
chief journalist, Alex Haley wrote a vivid description of

Joseph's € irand Street abode, to which he appended an

appreciation of its resident.

Hanging or stacked in his studio are probably 200
canvases, most of his life’s work. Besides these are

his easels, a battered upright piano, a guitar, an old
console-type, winding Victrola; a pot-bellied stove

for heat and a flat one on which he cooks such filling
staples as “hoppin-john,” a viscous mixture of rice,
beans and whatever meat is at hand. (His fuel is broken
packing crates regularly available outside neighbor-
ing new-and-used machine dealers) There is also an
assortment of old funiture. some of it may be antique,
much of it is handmade, inlaid with ivory and whatnot;
God only knows how it progressed there. And Joseph
Delaney is conversationally such a moving composite
of faithful endurance, humor and deep thought that I
have at many times wished I could record the gamut of

; ' - .50
an evening, to savor it later.

Joseph intermittently occupied relatively luxurious
accommodations while engaged on Federal projects. In 1936,
for example, when assisting Edward Laning with a FAP mu-
ral at Hudson River Pier 72, he had free reign of a spacious
work space at 43" Street and Lexington Avenue. Between

1978 and 1980, he was quartered at the historical Henry
Street Settlement Houses on the Lower East Side — the Arts
for Living Center - while employed as an artist-in-residence

under the Federal Comprehensive Employment and Training
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Act (CETA). From 1972 to 1986, Joseph'’s last years in
Manhattan, the ninth floor studio apartment he occupied
at 33 West Union Square was no more genial than the
other spaces had been, but in so far as the history of New
York painting was concerned, this address had crowning
significance.

Delaney more than loved New York, he consumed it.
On a given day, when inspired by the “galloping spirit,”
he packed drawing materials, perhaps a late edition of the
New York Daily News, and set off on foot. In the course of
a working season, he covered almost every foot of lower
Manhattan. These daily wanderings between Battery Park
and Central Park can be followed in numerous ballpoint-
pen jottings — few are dated — that fill small sketch books
in the Ewing Gallery collection. Retracing Broadway's

dog-leg course through lower Manhattan, he navigated

between City Hall Park, the Bowery, Washington Square,
Union Square, Madison Square, Herald Square, Times
Square, Columbus Circle, and the pastoral expanse of
Central Park. There were many side excursions east to the
New York Public Library and Bryant Park, and west to
Chelsea Park. He continually visited the beaches, Pelham
Bay Beach or Coney Island. One of his most select detours
was Laight Street on the west side waterfront which he

colorfully describes in a short story written before 1960.

The surrounding neighborhood is clogged with
jammed up trucks, vans, and everything, that rolis
and pulls, including old Dobbin. Big and little men of
all colors and shades are sweating it out down there
to ground out the day, and at times traffic congestion

in this loading and unloading section is so intense
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that the roar of machine power that constantly assails
your ear, and the smell of oil and gas in your nostrils
would dare to tremble the dignity of the ever fresh,

proud Hudson River, at the bank of Manhattan’s

151
lower west side.

No sketch is without the human presence. Bent and
twisted cartoon figures, to which are affixed either overly
large or excessively small heads and swollen bodies, are
seen sporting, relaxing, showing off, working, or congre-
gating. Delaney was careful to include in his drawings
those landmarks that unequivocally identified a location:
the tiny bump off Battery Park indicating Frederic-Au-
guste Bartholdi’s Statue of Liberty; Stanford White's Wash-
ington Arch in Washington Square; Henry Kirk Brown'’s
solemn bronze equestrian of Gen. George Washington
that rises in mock glory over a reconditioned Union
Square Park; Daniel Burnham’s Flat Iron Building, jutting
like above the tree banks and curving walks of

prow-
Park; and in Herald Square, the restored

Madison Square
bell and clock that memorialize a famous newspaper and

its publishcrs.v Delaney’s spirited drawings of Frederick
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Under the ‘L’

Ink and ink wash on paper, ca. 1940
10-1/2 x 16 inches

Collection of Ewing Gallery
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At the Beach
Watercolor on paper
11-1/2 x 15-1/2 inches

Collection of Ewing Gallery
The University of Tennessee
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Ink and ink wash on paper
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Collection of Ewing Gallery
The University of Tennessee
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MacMonnies’s niche statues Truth and Beauty (1920) at
the Library on Fifth Avenue express not only an abiding
historical curiosity about the city’s heirlooms, but also

a profound sympathy for the forgotten civic ideals that
motivated public artists during America’s Beaux-Arts era.
Whether it was the Marble Collegiate Reformed Church
on Fifth Avenue - a church he occasionally attended

_ Pennsylvania Station, the Empire State Building, Ebbets
Field in Brooklyn, the Dakota Apartment Building near
Columbus Circle, the Metropolitan Life Tower, or City
Hall, New York’s older architectural monuments were
often the subjects of searching analysis. While Delaney

all but ignored the modernist glass tower, he closely
scrutinized Richard Upjohn’s Trinity Church (1848) at the
head of Wall Street; his straight-line renderings of every
detail of this neo-Gothic landmark would have satis-

fied the most critical architectural historian. Strategically
spaced between the parks, monuments, and buildings
were the neighborhood saloons and eateries — Chelsea
Bar, George’s Bar, Waldorf Cafeteria on Sixth Avenue, and
the all-night pool hall on Laight Street known as Hoppin’
John's — where Delaney toasted old friends, gambled, and
gossiped through the evening hours. Unlike his architec-
tural studies, his paintings and drawings of hangouts,
each crammed with what appear to be the same hilarious
habitués, drew not upon clear-headed calculation but an
intoxicating introspective playfulness.

The most critical stop on the Delaney circuit was a
French Renaissance-styled palace on 57" Street, between
Broadway and Seventh Avenue, that housed the Arts
Students League. Delaney was a full time student here
from 1930 to 1933, and thereafter, as a perpetual life
member, faithfully attended life drawing sessions. Open
to all, regardless of race, economic status, or artistic ability,
the League was to be his ideal training ground and social
center. The school was the subject of at least two oils. The
League’s Lunchroom (1941) describes the comedic chaos of
the noon-hour recess.” A 1965 painting, Entrance to the
Art Students League, depicts in stage-set fashion, the grand
foyer during calmer moments. Here some hip students,

a few older instructor types, and what appear to be pros-
pecting art patrons, pass a few moments before their next
“Phninlmvnlﬁ.54 A certain austerity is visited upon the
room by the elevated classical statue, the bronze busts in
wall niches, and the old banquet scene that hangs on the
wall. Elsewhere, the incidental cares of the moment are

uppermost. A student pauses before a bulletin board. Be-

yond the arched opening that encircles the statue’s head,

the school’s supply store bustles. For Delaney, obviously,

the institution’s physical environment perfectly synthesized
past and present, and nothing that had transpired in the
New York art scene between 1941 and 1965 had apparently
threatened that equipoise. ‘

Founded in New York in 1875, the school’s first
directors espoused a policy, since credited to the Ecole des
Beaux-Arts in Paris, that permitted only practicing profes- ‘
sional painters and sculptors — not trained educators — to
instruct other would-be artists. From this determination it
followed that the quality of performance, not a diploma, or
the academic mastery of educational theory, were the proper
goals of a modern art school. Also consistent with the French
system was the League’s low tuition costs. But the Ecole’s
New York counterpart did not impose entrance standards.
Thus, as William Zorach observed, a League instructor
might one day find in class the struggling Sunday painter
beside a brilliant prodigy, and at the next session, the same
dauber, but no procligy.55 Such was the price of democracy.
Yet, if the League was philosophically egalitarian, it held to
conservative aesthetic standards. No matter that a modernist
non-objective art had gained a foothold in America after the
infamous New York Armory Show of 1913. All indications
were that School of Paris abstraction was on its way out, and
that those who supported it were proving themselves to be
nothing more than fakirs, elitists, anarchists, and /or Com-
munists. Instead, the League counseled, true art, which for-
ever combined the unique contributions of the human mind,
heart, and hand, was ultimately directed at representing the
human body and its prevailing condition. As such, only true
art could be trusted to legitimately express the artist’s social
and natural environment at any given time. Furthermore, the
best artists of any age did not attempt to break with tradi-
tion, but sought to attach what they would accomplish to
the chain of masterworks that linked the present day to the
dawn of civilization. In 1930, no League student or instruc-
tor doubted they were part of a great new renaissance that,
thanks in part to their own efforts, was rising up from the
American soil. No one except Modernists laughed when the
influential League instructor Kenneth Hayes Miller pictured
a group of ordinary New York women in a Union Square
dress shop as majestic fifteenth-century Florentine aristo-
crats, or when Benton painted an old handyman he knew on
Martha’s Vineyard in the guise of an El Greco saint.*

In his first three years at the League, Delaney studied
under Alexander Brook, George Bridgman, and Benton.

Brook was of lesser interest to him than the latter teachers,

whose pedagogical philosophies neatly cm*nplomont(‘d one
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Lobby of the Art Students League
Oil on canvas, 1965
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Marble Collegiate Church

Oil on canvas, 1974-75
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Charcoal on paper, ca. 1931
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another. Bridgman first published his popular handbook
in 1924, and by 1930, had been teaching life drawing and
artistic anatomy at the League for forty years, with another
ten to go.”’ It is easy to see which Delaney drawings connect
with his instruction. In many respects Bridgman resembled
an engineer in his concern for visualizing the mechanical
linkages that made muscles, flesh, cartilage, and the body’s
boney framework resemble a perfectly constructed machine.
However, there was nothing mechanical about the swift,
free-handed illustrations with which Bridgman broached
that understanding or about the sometimes bitter ridicule he
heaped on his students. Faced with the particularly complex
task of illustrating the radius-ulna, Bridgman constructed
a movable mechanism of wood and wire that turned on its
axis and activated imitation fingers in a life-like way.”® In
accordance with time-honored academic procedures, his
students learned to draw the skull and each bone, properly
labeled, in outline on large pieces of foolscap. Next, the basic
sections of the living body were blocked in. The head, he
made his students understand, was an upright cube with
“the ears opposite each other on its sides or cheeks and the
line from ear to ear (was) a spit or skewer running through
rather than around the head.”*” Once, while preparing his
own anatomy demonstration, Delaney marveled at the way
foreshortened muscles transformed themselves as they
moved in contrary directions under variable light across the
bone; then, when stretched to their furthest point, would
suddenly recoil backwards.®” Bridgman retreated from sci-
ence just enough to admit that when one had thoroughly
learned the rules, it was then permissible, even advisable,
to forget them, so as to “keep a certain mystery” in the
resulting drawing.”' Delaney likewise gave his prospective
students to understand that the precise knowledge of how
muscles and bones operate was at best only a guide to “help
you say what you want to say with the figure. Like words.”®
From 1926 to 1932, the dynamic Benton taught painting,
drawing, and composition on the fifth floor, five evenings
a week, and a mural painting course six mornings a week,
while feverishly completing several mural projects in the
Village for the New School of Social Research and the
Whitney Museum of American Art. Even though enrollment
in his classes dropped after 1930 as Benton increasingly
isolated himself from the urban scene art community, his
instruction was exactly what the neophyte needed. Delaney
credited Benton with being more the artist who encouraged
the student “to find something to add to what came out
of the studio class.”® Like the anatomist, Benton exhorted

his students to begin by blocking in the body. But he also
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Figure Study

Ink and ink wash on paper
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insisted that multi-figured compositions derived from works
by Raphael, Michelangelo, Tintoretto, Rembrandt, Rubcn.s,
Daumier, Goya, and El Greco, among other masters, be dia-
gramed in schematized geometric scaffolds.”* Through such
exercises, Delaney and his colleagues gained an important
side benefit: an introduction to the history of Western art that
measured their efforts against those of long-deceased artists
whose names they did not soon forget. Small clay sculptures
of posed figures, their actual shadows and lights rom.forced
by black and white paint, kept the draftsman ever mindful of
p’r(‘\'ailing masses. Once the preliminaries of form, compo-
sition, volume, and space were mastered, one proceeded

to replace the test scaffold’s angled volumes with forceful
freehanded curves that have been familiarized as “hollows
and bumps.” These formations were the basic components
of Benton’s signature style, a figurative equivalent to the -
ufeel” of one’s own body that musically-inclined artists of
the day like Delaney could well appreciate. Benton’s design

adjustment ensured that no matter how wayward and undis-
e .

ciplined a curving contour might become, the resulting
composition would retain a certain “fixed” stability and
balance.

Benton was more the expressionist than the techno-
crat. The hollow and bump was not anatomical truth, but
a broad imitation of late Renaissance styling he associated
with the inexhaustible energy of grassroots America. Del-
aney’s colleagues added their own discriminating analy-
sis. Axel Horn affirmed the wobbly curve “had a symbolic
significance like ‘yin and yang.’ It expressed for us the
polarity from negative, recessive softness to positive,
solid, projecting forcefulness.” ** The allusion conjured an
extraneous social type that Joseph Delaney could also ac-
cept: the “authentic” artist was a masculine, red-blooded
sort, who drew and painted the raw urban scene without
apology. If he was overly fond of alcohol, was sexually
promiscuous, and had western or southern agricultural

origins, then so much the better. In conformity with this
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Thomas Hart Benton (1889-1975)
Study for the Painting Romance
Mixed media with tempera, 1931-32
12 x 11 inches

Courtesy of Aaron Galleries, Chicago, iL

brave, rebellious type, Delaney sometimes thought of
himself as a wild mustang racing across a meadow “in this
asphalt and steel and stone canyon.”* And very often this
mustang was inebriated, for Delaney believed that when

he was intoxicated his subconscious feelings came more
freely to the surface and thereby enriched the content of

his paintings and drawings. That he sometimes painted
“myself sober,” helped him explain why so many observers
discovered overt references, especially in his crowd scenes,
about which he was totally unaware.”’

It is no wonder that Joseph and Beauford reacted so
differently to the Benton character, for in terms of its Spen-
cerian construction, the inadequate artist was conceived to
be a constrained, ineffectual, effeminate creature who typi-
cally exalted School of Paris abstraction. Jackson Pollock’s
presence in Benton’s classes — he was class monitor the last
vear — further underscored the myth. Even though he was
fifteen years away from his national notoriety as the leading
Action Painter of the New York School, Pollock already laid

claim to a reputation as a two-fisted, harddrining, brawling,

wild Westerner. His working class antipathy toward eastern
intellectuals and academics, and the deviants who seemed

to govern the New York art world, perfectly accorded with
Benton'’s evolving chauvinistic regionalist views. When sober,
Pollock was unusually mild and reticent; but a first drink
inevitably transformed him into a raging drunk, a “hollow,”
a colleague suggested, that had become a “bump.” ** Despite
their differences, Delaney openly discussed his association
with Pollock, their meetings at George’s, and their comrade-
ship during the Washington Square Outdoor Art Exhibit in
the early 1930’s. He drew the other’s portrait and included
Pollock’s features in at least one bar scene.””

Delaney regularly attended the League’s Friday after-
noon drawing classes which he was privileged to do as a life
member through 1985.” In these classes practice went ahead
of precept, justifying Benton’s notion that an individual’s
actual work with materials, not concept, finally determined
the character of an art form. Perhaps as strong a draw for
Delaney was the opportunity the classes gave him to socialize

with other regulars; during breaks he drew friendly carica-
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tures of this rag-tail group onto the end boards of sketch
books.”' Beside a relatively small number of single sheets,
the Ewing Gallery owns some 150 standard-sized (twelve
by eighteen inches) sketch books Delaney used during the
classes. Most of the images they contain are of brushed ink
or black conté crayon, sometimes with the addition of ink
wash. Charcoal, pastel, graphite, felt pen, and pen and ink
were more sparingly utilized. Black and white, young or
middle aged, male or female, alone or in pairs, the models
assume every conceivable pose. But in these thousands

of undated drawings, it is predominantly a young female
who appears alone on the stand, a model whose head is
characteristically small and pointed, and whose hips swell
outward to sometimes monstrous proportions. But for
their timely references to hair styles, makeup, or jewelry,
these agile drawings could well be mistaken for the reper-
toire of a sixteenth-century Florentine Mannerist.

Delaney affirmed that “drawing is the life of any
painting . . . when you plan your canvas, you plan with
drawing, carefully refine it, and then you come back with
color.” The drawing class was a performance that required
the gesture of his drawing hand to be instantly responsive
to the “action” of the model’s body.” Poses at the regular
League life classes were fixed at one, five, fifteen, and
twenty-five minute periods; the shorter limits correlating
with action poses that could only be caught on the fly; the
longer ones being geared to more finished tonal render-
ings of the seated or recumbent model.” In commemora-
tion of a Leonardo da Vinci obsession, the longer exercises
reinforced Delaney’s awareness of how light and shadow,
irregardless of a momentary effect, ideally move as a
whole unit around the body, thereby spinning an alluring
web over all its disparate parts. For convenience, but also
obviously in consideration of arriving at an interesting
compositional “event,” Delaney placed the one-minute
sketches — the vigorous single-line variety — side by side
in multiple tiers on single pages. Even though intended as
learning devices, these clustered sketches remarkably re-
semble Picasso’s classical single-line studies of female bac-
chantes. Delaney’s minute sketches often show the twist-
ing and turning figures engaging one another, sometimes
embracing, leading us to suppose they have at last broken
free of their conceptualized compartments and now frolic
in a single continuous space on a Mediterranean shoro.

[n the most remarkable examples of this linear ballet, it
appears as if the artist’s hand was occasionally seized by
some inner compulsion; a line meant to separate an arm.

from a breast suddenly veers into a meaningless, but won-
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drously exhilarating, skein. Almost before one is aware
of this transgression, however, the line, without breaking,
recovers its mimetic function and moves onward. Some
drawings of the recumbent model excel in this ability to
ride the edge between “mess” and order. Flattened into a
heap on the stand, with only a leg, or an arm, or the outer
edge of the hip protruding beyond the central mass, the
foreshortened model looks to have fallen from a great
height before impact, and now utterly exhausted, sprawls
motionless. It was only after much practice, obviously,
that Delaney was able to adapt the minute-long drawing
maneuver to the task of effectively and efficiently sum-
marizing this challenging pose.

Those Benton drawings and paintings of the 1920’s
and 30’s that picture street life around Union Square, City
Hall, the Village, or the Stock Exchange made as strong
impression on Delaney as they did on other League asso-
ciates. Away from the class room, Delaney sought out the
ubiquitous picket lines, the bathers, the crowded bus and
subway interiors, bars, and restaurants that were coarse
and gritty enough to qualify as urban scene. Delaney’s
1936 pen, ink and wash drawing of a City Hall picket line

in which snarling policemen square off against sign-car-

rying strikers, is a case in point. In conformity with Benton’s
caricatures, this sketch utilizes a sparing inventory of hats,
coiffeurs, clothing, body types, and the language of gesture
to distinguish the contending factions and individualize the
protestors: we would not mistake the James Cagney type
who holds the ‘Jobs Not Guns’ sign for the spunky woman
who lets loose a tirade through a loud speaker. However, a
forward glance to V-] Day assures us the policemen are early
examples of an undistinguished icon of authority that would
never change. Configured by lines that spin and skip in
unsteady currents, figures (and horse) move concentrically
around the plaza as if dancing, or riding on an invisible car-
ousel. Theirs is the same sort of orderly chaos that inhabits
the Baroque compositions of Rubens, whose work ranked
especially high with Benton, and was the current favorite
of such League cognoscenti as Miller, Reginald Marsh, and
Isabel Bishop. " While costuming is essential to Picket Line
- City Hall, one feels Delaney conceived each figure first as a
nude model, then dressed it accordingly.

By the time Benton made his “sulking retreat” back
to his native Missouri in 1935, Delaney had found a new
inspiration for his New York work in the drawings of

Reginald Marsh, the heir apparent of the Fourteenth Street
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School and, after 1935, a League faculty member. Born into
money and trained at Yale, Marsh followed the much-trav-
eled pathway in New York from populist newspaper illustra-
tor to studio artist after study with Miller at the League in
1927/28.7 Miller’s demonstrations of Renaissance form

and technique opened up aesthetic issues and opportunities
Marsh believed to be au current. Drawing upon his Daily
News experience, he became the League’s most spirited and
facile draftsman. Having moved in 1928 to his permanent
address at Union Square, the League’s off-campus Mecca,
Marsh commenced a cycle of crowd scenes that glorified

the vulgar burlesque queen and scantily clad Coney Island
bather - sensual pictures, and some horribly direct ones of
Bowery derelicts, that were aimed as much at the puritan
sensibilities of his own class, as they were at serving up
samplings of urban life to the public at large. Delaney may
well have modeled for Marsh as he did for other League in-
structors. The sporty individual with rakishly tipped bowler
in Marsh’s Twenty-Cent Movie (1936) - he is perfectly cast as
a pimp — much resembles Joseph Delaney.” We would not
confuse a Delaney painting for a Marsh, but within the scope

of their chosen subjects, the Rubenesque energy of line they

shared, and the brusque way their unglamorous subjects
confront the viewer, the white thoroughbred and black
southern emigreé shared a great deal after all. Looking over
such pictures as Picket Line - City Hall from the vantage point
of 1991, Delaney, and other veterans of the Depression, could
not help but see the 1930’s through a golden haze. As he told
¥ o} B Don Williams, “There, back in the 30’s, stepping into the
street was a new experience every day. Artists, actors, union
‘ iy leaders, atheists, anarchists, religious fanatics of one stripe or
£ b Lt '} ) another, would climb up on crates and benches and inveigh
] \ against the evils of the day. Spectators cheered or laughed
\ f " f or ate sausage dogs.””’
' Confessions of neutrality before scenes of human
conflict were doctrinaire for the League’s Fourteenth Street
entourage. There were always differences of opinion as to
whether a painting’s first purpose was social reform and
political activism, or journalistic detachment. But like Marsh
and the majority of the Union Square artists and illustrators,
Delaney was determined to keep political demagoguery and
unbridled religious advocacy out of the picture, however

naive such a determination might seem by today’s reckon-

} ing. The skin color of his human agents was the least of his

{ concerns. But at a time when racial difference had become
politicized, he knew his indifference to the radical cause
risked censure. His purpose was simply to depict the human

figure in its everyday moments, whether flirting, gossiping,
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dancing, kissing, embracing, toiling, picketing, swimming,
or endlessly consuming food and drink. In a Delaney there
is always on display a hint of foolishness, or pompous insen-
sitivity, but his characters are never vicious or violent. There
are no murderers or corpses. The urgency of a Daily News
story aside, what the figure did was never more significant
than eating a sausage dog, or sleeping. On the other hand,
when it came to athletic events, Delaney could be extremely
partisan. When the Brooklyn Dodgers pulled off their
miraculous win over the New York Yankees during the 1955
World Series, the artist produced a commemorative drawing
in which the quickly sketched faces of team members and
staff appeared beside inset views of Ebbets Field and the
Bums’ orgiastic fans. But once the Dodgers exited Brooklyn
for Los Angeles, Delaney was satisfied to take his appointed
place as a Yankees stalwart.

When the outside world became too overbearing, the
Art Students League itself - its functions, studio parties, its
life classes, its faculty seen in the midst of teaching — became

as viable a subject for Delaney and his colleagues as any
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other. His desire to be non-political did not require him
to forgo readable texts in his pictures; Marsh could make
an entire painting out of a composite view of signs and il-
lustrated posters. So by incorporating a “Don’t Telegraph,
Write” picket sign in a painting, Delaney could express his
support for Western Unions strikers without necessarily
sacrificing his aesthetic integrity. In this manner, urban
scene art served Delaney as a political filter .

Delaney had few opportunities to show his work
in galleries or at museum exhibitions. As a quick sketch
portraitist, however, he found considerable compensation
for his professional disappointments. In 1931, both Del-
aney brothers participated in the first Washington Square
Outdoor Art Exhibit, an event organized by Juliana Force,
Gertrude Whitney, and Vernon Porter; and Joseph would
faithfully contribute works to this semi-annual opening
through the 1970’s. For a token fee, artists were permit-
ted not only to display studio paintings but also, thanks
to Joseph’s initiative, make quick-sketch portraits.”™ This

exhibit offered the artist a golden opportunity to advertise
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and make new contacts. Selecting pastel, charcoal, crayon,
gauche, watercolor, or graphite — there are a few oils

- Delaney also made portraits throughout the year, in his
studio and elsewhere. One assumes the Ewing Gallery
portrait collection — some works have modest prices
affixed to their reverse sides — consists of some unsold
Washington Square portraits. The dated ones range from
the 1930’s to 1970’s. Most are bust length. They typically
picture stylishly dressed women, and impeccably attired
and coiffed white male professionals, who stoically regard
the artist, or stare abstractly into the distance. There are
young girls and fat-faced infants, and at least one drawing
of a fearsome black skinhead, perhaps a stevedore or truck
driver, which makes a fine comparison with the pastel of a
blond teenager. There is a brushed ink drawing of a white
man, the last word in confidence and savior faire, seated
in a boot black’s chair, who Delaney chose to view from
knee level. Some portraits are sexy come-ons; others, like
the somber long-haired women featured in a crayon and
white chalk drawing of 1964, strive for soap opera melo-
drama. Said Delaney, “a portrait likeness is recording an

a human being. [It is] contact with a person

expression of
"9 5 . .
who is cxpOS(’d to you and trusts you. Even more, the
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making of portraits enacted a social exchange that benefited
both artist and subject. Captive of Delaney’s gaze for an hour
or so; not daring to move or blink; having to hold a desired
expression beyond its natural limits; the sitter, who often
claimed social superiority, became his virtual slave in time
and space. But so Delaney, like some boot black kneeling
obediently before his master, was expected to polish the van-
ity of an already advantaged sitter for a meager fee.

As Joseph learned from Beauford’s example, the strug-
gling portraitist gained another advantage: a celebrity roster.
No matter what the degree of proficiency, one’s success was
popularly measured by the relative importance of the people
he drew or painted. Joseph's list was a modest one that
included, but was not limited to, Ertha Kitt, Arlene Francis,
Eleanor Roosevelt, Mahalia Jackson, Tallulah Bankhead,
New York Police Commissioner Edward P. Mulroney, Boy
Scouts of America executive Stanley Harris, journalist
Gladys Graham, and musician Eubie Blake, the latter being
the subject of an elaborate poster portrait.*’ He tried in vain
to add the boxer Joe Louis and President Roosevelt to his
portfolio, but another pair of celebrity portraits fell into his
lap.*! These featured Chester Arthur III, a grandson of the

President who had attained minor status in New York’s
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theatrical circle, and Olivia Wyndham, a goddaughter
f Queen Victoria, who typified for Delaney all that was
(&) .
o 1 . . T ) i
#charming and demure in the air of a British woman with

her culture and background.” In 1934, while on an early
he

ing s ine adventure, the couple chanced to drop
morning slumming ad ’ I :

i on the artist at his disheveled Downing Street apart-
1T € *

nt 82 Choosing to highlight the incident in an autobio-
ment.” ¢ ¢

g,-aphical essay, .
hen the young aristocrats crossed his shabby threshold
whe

Delaney compared the surreal moment

to a scene in a Noel Coward play.

Delaney’s most supportive patron was the Federal G
ernment. His affiliation with the Art Students Le

ov-
ague profes-
sionally qualified him for various assignments under WAp

during the full extent of its tenure, 1934 to 1943, Ade

ptly
playing the system, he was able to continuously

reinstate
himself in a new work category after receiving the dreaded

pink slip termination notices. The first two years he taught

inner-city children in Harlem, Brooklyn, and in “ Tell’s
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Kitchen” on the West Side.** He next transferred to the
mural section. With a team commanded by Marsh’s friend
Edward Laning, Delaney worked on “The Story of the
Recorded Word” for the wall of Hudson River Pier 71, a
narrative since transferred to the New York Public Library.
Moving from colossal scale and a broad pictorial approach
to the highly restrictive confines of the miniature, Delaney
signed on with the Index of American Design, an archival
project directed for WPA by Holger Cahill, whose mission
was to assemble facsimile reproductions of forgotten craft
objects stored away in major museums. Delaney’s contri-
butions included watercolors of Paul Revere silverware,
textiles, tapestries, and period furniture. Several fragile
renderings the artist made of a nineteenth-century glass
goblet in the Metropolitan Museum of Art remain with
the Ewing Gallery collection.** After having taken his
turn with the art project’s Exhibits Committee, Delaney
was ready for the most sought-after WPA category of

all, the Easel Painting Division. His appointment in 1943
coincided most conveniently with his acceptance of a
Julius Rosenwald travel grant for sketching local color

scenes along the eastern and southern seaboards, from

Maine to Charleston, South Carolina, where to his satisfac-
tion he observed the “nightly parade of drunken sailors
and prostitutes” that constituted the real essence of the
place.® Charleston Sweet Shop is an ink and wash drawing
that pokes fun at some flamboyant night-life characters
gathered about a juke box. In these works Delaney was
able to explore his picaresque cartooning approach to its
full extent. With the expiration of WPA, the artist went
on welfare and returned to the usual cycle of part time
chores: washing dishes, pressing clothes, modeling in art
classes, and tailoring. Thus Delaney’s appointment as
visiting artist at the Henry Street Settlement Houses under
CETA in 1978 made him hopeful the good old New Deal
days had returned at last. His appointment ended in 1980.
Delaney participated in at least thirty exhibits, the
most ambitious being “Parades.” On view at the Henry
Street Settlement House in the winter of 1982, this review
showcased Vine and Central, Knoxoille, Tennessee, 1940;
Thanksgiving Day Parade When Danny Kaye Was Young,
. 1959; V-] Day, Times Square, 1961; Saint Patrick’s Day
Parade, 1961; Armistice Day at Madison Square Garden, c.
1963; Easter Parade, 1965; Yankee Victory Parade, 1979; Iran
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Hostage Day Parade, 1981; and Macy’s Parade, 1974.%° In the
winter of 1941/42, he participated with Beauford, Charles
H. Alston, William H. Johnson, and Palmer Hayden in an
exhibit entitled “American Negro Art,” which Edith Halpert
organized for her Downtown Gallery. This showcase was
coordinated by Alain Locke, who purchased nine Delaney
works for the Alain Locke Manor collection at Princeton
University."” Several of these oils were chosen to illustrate a
new cditi;m of Locke’s classic study, The New Negro. Curator
Henri Ghent accepted Joseph Delaney’s Village Studio Party,
Waldorf Cafeteria, and Portrait of Clara in the Studio Mu-
seum in Harlem’s “Invisible Americans: Black Artists of the
1930’s” exhibit of 1969. This hastily assembled display of the
works of twenty artists was intended to admonish a recent

Whitney Muscum of American Art exhibition, “The 1930’s:

Painting

8
altogether.
.nt on view at the Studio Museum in Harlem in 1971, The

¥ A one-person exhibition of Joseph’s portraits
We
1.ocke Manor collection, along with V-] Day and Sunday

Morning in Harlem (1946), was represented in a large review

and Sculpture in America,” which omitted black art

of black art that was mounted by the Princeton Uni\'crsity
Art Museum in 1976.%° The drawing The World Champion
Dodgers, The Bums” Clubhouse, 1955, appeared in the 1987
exhibit, “Grand Game of Baseball,” at the Museum of

the Borough of Brooklyn; and in 1985, the Bellevue (New
York) Art Museum and Art Museum Association accepted
Delaney’s works for its review, “Hidden I leritage,
Afro-American Art, 1800-1950,” which eventually traveled
to ten museums.

Meanwhile, Delaney remained in touch with his
home town. In 1970, the Frank H. McClung Museum on
the University of Tennessee campus staged a one-person
exhibit consisting of thirty-five works, including V-] Day.
Ina gesture of gratitude Delaney made a gift of V-] Dm/.,
his largest canvas, to the University of Tennessee ® A :»:t'c-
ond, more ambitious Delaney retrospective was hosted by

the Ewing Gallery in 1986 . It was independently planned
by gallery director Sam Yates after his chance m.cvling
with Delaney who was visiting the Uni\r'crsit_\r' campus in
1982. The University of Tennessee eventually promoted
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the Ewing exhibit as part of its contribution to Governor
Lamar Alexander’s state-wide celebration,”Tennessee
Homecoming ‘86."” Of further significance to Delaney
was the fact that Alex Haley, the former Greenwich Vil-
lage friend who had since been crowned with a Pulitzer
Prize, was co-chair of the Homecoming celebration, a
confidante of the governor, and was also serving as an
adjunct instructor of American Studies and Journalism
at the University. It was no doubt at the urging of Haley,
and possibly the governor as well, that University officials
extended Delaney an invitation to join the University Art
Department as a non-teaching artist-in-residence. Thus
in 1986, the painter was persuaded to leave his Union
Square apartment for a brick house on the edge of the
University’s Knoxville campus. He resided here until his
death at the University Hospital in November of 1991. In
a will signed in April of 1988, Delaney divided his estate
between the University of Tennessee, the Volunteers

of America, “to be used exclusively to serve homeless

individuals and families in Knoxville and the surrounding

. q
areas,” and relatives.”!

Delaney’s most supportive critic was the art historian
Robert A. Pincus-Witten, a member of the faculty at
Queens College and the College of the City of New York.

Pincus-Witten used the “Invisible Americans” exhibit at
the Studio Museum as an opportunity to fault the white art
establishment’s obvious negligence of black art and artists.”
Even though the Harlem show included a full gamut of
contemporary styles, School of Paris to realism, Pincus-Wit-
ten exclaimed, “a single artist of tremendous merit was
revealed to me in terms of a developed, tough, and by mo-
ments self-mocking expressionism.” To its credit, Delaney’s
Village Studio Party, c. 1940, a canvas dating from the time of
Pincus-Witten's birth, illustrated the once “daring option of
a white girl dancing with a black man.” He was pleased that
Waldorf Cafeteria was populated with the prototypical hippy
characters of its day, one reputedly being the ec&ntric poe;
Maxwell Bodenheim. The critic could not resist compar-
ing this scene with Van Gogh’s penitential Night Café, 1888,
further describing it as “terrifically painted with a Breadth
and ease of caricature that would please an Ensor.” He be-
lieved the Locke Society’s Portrait of Clara caught the “wispy,
meditative” strains of a Kokoschka character study, as well
as something of Kuniyoshi’s lyricism.”* ‘

In Delaney’s urban drawings and paintings, buildings
and monuments are cold and serious things. They quar-
ter the city into its constituent parts and divide its history

into designated epochs. The built environment is properly
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intractable. Yet the buildings and statues are often the
least stable aspects of the urban scene. The architectural
environment of 1975 Times Square was as unlike that of
the Square of 1961, as the latter was of the one appearing
in sketches Delaney made during the 1930’s.”* In 1955,
when the Dodgers took the Series, the marble rotunda of
Ebbets Field compared to a thousand-year-old cathedral.
Within a year, team owner Walter O'Malley prepared for
its demolition by uprooting the team and moving it to Los
Angeles.”® Pennsylvania Station, which occupied a full
city block at 34" Street, was the setting for an intense 1943
Delaney oil, Penn Station at Wartime. The architects Mc-
Kim, Mead and White based its design on a pre-Christian
era Roman Bath.”® Yet in 1964, after having stood a mere
fifty years, the noble Beaux-Arts structure was replaced by
what a disdainful New Yorker recently characterized as a
“grimy glass and concrete box, the mortal twitch of a dy-
ing modernism.”?’ No, in Delaney’s drawings and paint-
ings, what was essentially the city was not a building that
awaited destruction but a human body that continuously
reproduces itself. This picaresque creature is always out of
sorts: it is too pompous, or too jovial, or prepossessing, or
too drunk, or too sober. Delaney’s human creature makes
us laugh because it reminds us of ourselves. When he
drew this ludicrous figure, he drew the city. As figure, the
city was unified, renewable, and anachronistic; there were
no epochs into which its past and present could be dissect-
ed. Today, the descendants of V-] Day yet mingle on 46"
Street. New York’s thoroughfares, its bridges, parks, tun-
nels, and streets were for Delaney its arteries and veins.
The various civic spectacles — the parade, or the winning
“out” in a ball game - represented for him the instant in
which the city’s corpus was renewed and reaffirmed. The
human spirit surged as the populace overran the built
environment and pressed onward into formerly reserved
and licensed spaces. When the New York Yankees took
their turn at capturing the Series in 1979, Delaney thought
immediately not of the walled edifice of Yankee Stadium
but of the team itself, a congregate mass of bodies that
ascended into Heaven over City Hall.”® The painting in
question, Yankee Parade, is a divine comedy that celebrates
the lifting power of human love, both divine and secular.
In 1972, Delaney justly wrote, “One of my most prized
blessings is that in my art talents T was given the sense of
(the) divine comedy throughout my work. So many other
soul brothers of all races who have to walk that lonely
valley and move along that old highway whether with a

guitar strumming a song or beating on skin drums or just
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patting your feet. Somewhere in the moving of the spirit we
strike up (a) rhythm and (beat) a common cord of love, for
us all.”% This was Delaney’s apt definition of the city.

As his autobiographical essays make clear, the glass-
is-half-full-or-half-empty conundrum haunted Delaney
through the 1970’s and 80’s. On one hand he took pride in
having accomplished as much as he did and was espe-
cially thankful for the critical support he had received from
Knoxville’s white-owned newspapers. His favorite slogans
were “We Are All In This Together” and “Love is the An-
swer.” His race had not been against him, he felt; indeed, it
had secured for him more than a few benefits.'" “Basically,”
he wrote, “I am a conservative conventionalist (sic) at heart.
I have enough rebellion in me to break the rules and go all
out for a new expression, but I don’t care for sensational-
ism.”!°! We occasionally find him in a considerably more
sober and critical mood. In about 1973, he wrote an essay

that criticized New York dealers and museum personnel for

popularizing “phoney art” and “clever tricks” at the expense

of good drawing, effective designing, and a color appliqué
that was “by the book.” 102 pincus-Witten aside, regular
readers of New York Times art critic John Canaday could
affirm there was precious little written about black artists in

the white press. On the other hand, those black celebrities

like Aaron Douglas, Jacob Lawrence, and Romare Bearden
who did receive the full commendation of the white
establishment were from Delaney’s perspective experi-
mental abstractionists who had not bothered to learn the
fundamental rules. It was enough for the black and white
establishment to know that the design sources utilized by
the “in” black artists were a natural outgrowth of tribal
African traditions and thus legitimately connected with
authentic African-American cultural impulses.m3 In 1982,
at the time of his “Parades” exhibition, Delaney had even
stronger words for the slow progress blacks were making
in an “ethnic prejudiced society” in which the establish-
ment “still knows the kind of blacks they want.”'™ There
should not be “black art,” he said in opposition to the
views of Langston Hughes,'” because the “symbolism of
ethnic separation is very wicked to me. A society geared to
fake representation only feeds the poison.”
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Portrait Sketches
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Top, left:
Delaney at Washington Square

Untitled Portraits

Charcoal and/or pastel on paper
Approximately 18 x 12 inches
Collection of Ewing Gallery

The University of Tennessee
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Other Works on Paper

Bar Scene

Watercolor on paper
20-1/2 x 13-1/2 inches
Collection of Ewing Gallery
The University of Tennessee

Party Scene

Ink on paper

10-1/2 x 13-1/2 inches
Collection of Ewing Gallery
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Well Done

Watercolor on paper

10 x 7-1/2
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Poems By Joseph Delaney

ADVENTURE

Blacker than hell one night, and cold
| would not take a dare
A roaring monster bold
was flaming over there.
His road is steel his sound is grind
The best companion | could find.
His gate mouth spread from ear to ear
while black bread fell from the upper tear
His churning jaws still grinding coke
and wild sparks leaping through the smoke
He belched and wincked his searching eye
with chills and thrills I had to sigh
Then leaping like a frightened toad
He's madly tossing up the road
Then flinching to a main of steel
adventure cold without a shield.

-January 27, 1936-

STONEGRILLER ORDERS HIS BREAKFAST.

The soft of the calf, back to back:

With pig-meat two streaks in the middle,
Throw the flour in the pan and let it ride-
Stomp about nine eggs,-

Bring on the cow:

Shake up well-

Let a black cup stream like Engine 72.
Rareback on both sides,

And let Stonegriller too!

STUMBLING ALONG

stumbling along is alright to
let what may change to block your shoe

Anything might be in your way
5o blindly stumbling might well pay

Fortune comes straight to the blind
Who neither path nor road can find

Stumbling up or down just SO
stumble on you never know

If moving forward is our goal
God bless a seeking stumbling soul.

-January 24, 1936-

GOLD

For all the good that gold doth do
and debts remain unpaid

We drill the earth for revenue
and never rest our spade.

Gold cannot pay the price we owe
or meet the balance due

No pound or weight can peace bestow
except in virtue true.

Oh gold | wonder where you'll be
when mankind learns to love you less
Oh tinkling symbol let me see
You'll probably have a chance to rest.

-January 27, 1936-

LIQUOR

| came to know very intimately a stranger, someone | never
dreamed could get so close to me; not by any means can this
found personality be called an intrusion in my life, to be quiet
honest.

Family background denied me the opportunity to grow up
knowing this fellow. Let’s say | knocked on his door, to be
frank, broke in. | am still trying to get out...or do | want out

| don’t think we fully realize what we are doing at the time--
habits which will mold the course of our lives to a great extent.
The pros and cons about alcohol are inexhaustible, the records
will confuse any hard and fast rule. History gives glory to many
people through the ages who have indulged in drinking to ex-
treme excesses while carving their names in the annals of time
These people, too numerous to list here, knew how to handle .
their liquid companion.

By the same token, countless numbers have yielded to the
dreaded power of the grip liquor can get on its victims. Tem-
perance in all things, more especially when the hand is heavy
with the bottle. | love my old friend, John Barleycorn. My
re;pect for the whollop he packs won't let me get tangled up
with him anymore | hope.

If experience means anything, now is a good time to say “nice
knowing you.” But a good old pal is hard to let go. | am with
you.
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Self-Portrait

Charcoal and pastel on paper, 1965
20 x 16 inches

Collection of Ewing Gallery
University of Tennessee
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