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We remember the first time we met Ed Clark. Heedri Sam Francis, and Joan Mitchell. We are delightée to

at the gallery on the evening of March , , fll of able to present Ed’s work among that of his p&drs
zest at the age of , for the opening we were trayfor ~ exhibition is further contextualized by the exiwibiBoul
our exhibitiorDavid Hammons: Five Decades of a Natiorat the Brooklyn Museum, the opening of which

David and Ed had gone back years and it was cle&artuitously coincides with our own. Here, Clavk'sk
that Ed was there for David, although David watiemv is seen alongside that of other African Americtstsr
to be found. It was a beautiful moment that cagtime working in the same period.
long friendship and a history of mutual supporth&al We are indebted to several people for facilitatimg t
stories of David, and David had previously tolthas  exhibition. First, we extend our sincere thankketanca
going into Ed’s studio was like entering a caradg:spou  Clark, Ed’s daughter, for her time and effortselpimg
wanted everything! (It is no surprise that Davishésof ~ us make this exhibition the best version of iSetfond,
Ed’s biggest collectors.) we would like to acknowledge Lois Plehn, who has bee

As often happens in life, and sometimes in agpa h a friend of the gallery for years and championeal th
penstance moment of introduction evolved into someidea of this exhibition from the start. Third, wela like
thing much more over the next two years. to recognize Jack and Connie Tilton for their presi

Ed Clark: A Survhgs been long overdue. New York presentations of Ed’s workin ~ and . They fayed
has not seen an overview of Ed’s career sinceudeéS an important role in reintroducing Ed’s work to Newk
Museum’s retrospective in , and has never seen audiences, and we would like to dedicate this edribi
an exhibition as comprehensive as this one. Ifothe to Jack’s memory.
decades since the Studio Museum’s show, Ed has con In addition, we are grateful for the generosity of
tinued to push the boundaries of his practiceelrag  our lenders, without whom this exhibition would not
across multiple continents to create new bodiegook  be possible.

that capture the spirit and light of his new losaad We commend Antwaun Sargent for his insightful cat
mine the possibilities of his materials and hisie®m  alogue essay and McCall Associates for their elegan
technique. catalogue design. We thank our in-house exhibitions

The gallery has a long history of exhibiting thetens.  team, including Liana Gorman, David McClelland, and
of Abstract Expressionism, including many of &da's ¢ Arrow Mueller, for their diligence.
temporaries who worked alongside him in New Yatk an  And above all, we thank Ed for his fearless inpavat
Paris inthe s and’ s, such as Willem de Komg, and his important contributions to the history af a

ROBERT MNUCHIN SUKANYA RAJARATNAM MICHAEL MCGINNIS
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Art is where and how we speak to each other inues@udible when “official” language fails.

It is not where we escape the world’s ills buteratime place where we go to make sense of them.

—Elizabeth Alexandéthe Black Interior

It wasn't so much a matter of choosing France—stavaatter of getting out of America.

—James BaldwiiThe Paris Review

Before the Abstract Expressionist painter Edwatd “Bwas in search of the paint. His pioneering expeaitsne

Clark left the Art Institute of Chicago, where tlied
traditional academic painting as a World War ket

are characteristic of the way mid-century abstoaeti
ists turned painting into an awe-inspiring evemharics

on the GI Bill, he worked gradually, between trersye work is a protracted and extraordinary study ofedtate,

and , on his first self-portrait. The striking image
tested Clark’s painterly abilities, and ultimagjaiye him
faith in them. He has said that his self-porti@itvinced
him that he was “not an artist, but a great artistOnce
| could do the self-portrait, | figured | could eeery

in-the-moment painting, how to push it, build it afjow
light to filter in to expand the possibilities ofocoThe
marks, which begin short and energetic and groo int
both serene and aggressive horizontal waves, caeate
highly charged interplay between figure and groand

thing.” He painted it at home, on a board with watercol embody emotion, movement, unconscious thought, and

ors, while looking carefully at himself in a mimying

the passage of time. “When I'm painting,” Clarkdzad,

to capture what he saw before him. The productavas“lI’'m not thinking about anything but the paint.”

portrait of himself, a young black man, againghanes
sionistic, otherworldly backdrop, his hair neathybed
back to reveal his fresh and freckled face andsbaych
ing eyes, filled with wonder. But what was Clankking
for? In a look back at the oeuvre of the now -yedd

Clark’s use of paint and dry pigment has evoéreH
lessly throughout his career. In one of his eantiatire
works,The City (page ), impastoed blocks of
bright, saturated color show the influence of tfeméh
abstract painter Serge Poliakoff, a contemporafgewA

Clark, his formal advances in abstraction showhthat years later, when Clark began painting on canvases



Nicolas de Stadfpotballeurs , oil on board, %2 x Y inches ( . x cm)

he had laid down on the floor, like Jackson Polieftke
him, he made abstractions, like Winter BitchThese
abstract works’ short, slashing, energetic madksule
tors and critics to associate Clark’s early outgth
action painting. As defined by the th-century tici
Harold Rosenberg, action painting records “a gestfir
liberation from Value—political, aesthetic, moralfew
years later, in the s, Clark’s wide, stacked wa\of
flat, firm, solid color—as seenin  Blashpage )—
drew comparisons to Color Field painting. Clarktpdi
first with his hands, rollers made from bunches, ragd

boundaries, creating an ever-expanding artistiomis
that is entirely his own.

Clark’s  painting The Til{page ) offers further
evidence of the revolutionary advances he has rimade
the space of Abstract ExpressionismhénTiltfour bands
of acrylic sweep diagonally across the field teraakn
gle wave of paint that leaves streaks of uncowstet
canvas and droplets of unswept paint in its wdie. T
color palette ofThe Tilts a product of Clark’s exploration
into what he has called “the luminosity of colarid his
resulting mastery of out-of-this-world coloratignjet

large brushes before landing on the tool that beeam black fades into a faint gray that gives way toymiHite,
his signature, the push broom, which he says btougkky blue, and verdant grassy green, all heightenéue

speed and “a different kind of energy” to his @&he push

surrounding unpainted canvas. The brilliant amgslifi

broom, an uncommon painting implement, has alsmgiv tion of hue at work ifhe Tilappears in other works of

his imagery extraordinary structure and balaneelotig,
straight, bold strokes of reds and pinks, bluesauks,

Clark’s that play with a rich range of pinks, imdptis
canvases with lush sensuality. The critic andstotian

capture light and texture and the phenomenologicalApril Kingsley, describing two such wadtkspmotion

Throughout his long career, Clark has also expetétie
with spontaneity and chance, allowing his oil ke,
acrylic paints to run on the canvas until they bexo
explosive and fluid splashes of color, unhindeyetid
push of his brush, as demonstrated in  Wntitled
(page ) and s Untitled(page ). Over Clark’s
seven decades of faithful commitment to abstractien

has continued to manipulate paint beyond its tre#l

,and Pink Top , writes:

The color pink provides the warmth in both
images, as it does in much of Clark’s work.
It is to him what orange was to Cézanne
and yellow to Van Gogh. Someone once said
you can judge a painter by how well he or
she handles pink. That person was probably

Ed ClarkThe City , oil on canvas, x inches ( . x . cm)
thinking of Matisse, but might just as well not considered the capital of the art world—it Wasis.
have been talking about Ed Clark, who uses They were all alive, man! Picasso, Braque, bttkerof
pink more than anyone around and handles Everybody was thereMis arrival in the City of Light, a
it just beautifully. few years after completing his self-portrait, sdarkC

begin to move away from the figurative represeamati
Clark moved to Paris for the first time in  arstayed that had defined his studies at the Art Institdit€licago.
there until |, studying painting at the workshestyle  For instance, the  Portrait of Murieldepicting his first
Académie de la Grande Chaumiére. With the encouragevife, Muriel Nelson, shows a looser representdstyia
ment of his instructor, the French painter EdoGarerg,  and bolder use of color than his self-portrait.iBgihis
Clark visited Paris’'s museums to interrogate thk @for first years in Paris, Clark discovered the impattafal
the modernists and Old Masters. In the s ands, light and, he has explained, “It struck me thhp#int
postwar Paris offered Clark and other African Agaeri a person—no matter how | do it—it is a lie.” “Tiugh,”
artists and writers—Beauford Delaney, Richard Wrigthe realized, as he painted through Realism ands@ubi
James Baldwin, and Barbara Chase-Riboud, among o#nd took on the influence of the Postimpressidtast
ers—refuge from racism and discrimination. Pas al Cézanne, “is in the physical brushstroke and thiesu
granted those artists creative freedom from thealehs  of the painting is the paint itself.”
first made during the Harlem Renaissance and, tlager Clark’s ideas of paint’'s potential were transformed

Black Arts Movement, that African American anigske by the plastic mark making of the Russian modernist

“Black Art” in the name of enlightenment and revolut  painter Nicolas de Staél, Clark’s most importarit ea
Paris “was the most famous city for an artisten thinfluence. De Staél's work represented the passibil
s,” Clark told his friend, the late abstract jpiater Jack  of playing the in-between of hard-edge and gestural

Whitten, in . “I mean, New York in that momemtas  abstraction. “To me, he was the most importanstarti



in Europe after the war,” Clark has said. “He haéwa

vision and, for me, he was more emotional thametste

of them.” Clark’s Paris paintings from the mid-s are
an interpretation of what he saw in de Staél's“hity,
juicy strokes, close, floating.”

In , Clark’s experiments in the studio led hito
his first crucial breakthrough: “the big sweehe rev
elation came when Clark improvised with a pushnbroo
as a paintbrush, deploying the broom’s physicakfor
to move paint wildly across raw canvas. Clark diaate

Although Paris was where Clark formally moved intoover a large area with broader, straighter strifkas he

abstraction and shifted his focus to the brushestrbis
interest in art dates much further back, to whenvhe

could achieve with his wrist and a traditionaltpaish.

The long, straight, horizontal strokes producethby

a six-year-old boy attending Catholic school inoBat broom give his paintings the impression of spedut
Rouge. A nun had given his class an assignmeravio d ting through something really fast.He mused that per-
a tree, saying that the student who drew the be&t o haps he was after something psychological, anssipre

would be awarded with a gold star. As a child kClauld

copy any image he saw, and the tree drawing hestlrn

in was unrivaled. However, after realizing thatkCiad
clearly won the contest, his teacher dismissesl witts
out awarding the gold star to anyone. The incidexut

a profound psychological effect on the painter:€Th

rejection helped prepare me for the rest of myttifeace
rejection, but it also taught me that | had talenYears
later, when the -year-old Clark submitted his —

self-portrait to the School of the Art InstituteGificago
for consideration for the student group show, it ais0

of anger or violence, or something more thrilliigs
dance or a visual force akin to jazz. The imptmrisa
embedded in jazz and in the paintings of blackratitst
Expressionists—Clark, William T. Williams, Hovearden
Pindell, Alma Thomas, and Al Loving, among others—i
a uniquely American phenomenon linked to the black
lived experience, which has been a major asséadf b
abstractionist thought, past and present. Whendateke
explain the meaning of his art, Clark once repligduld

you ask Miles Davis ‘what does that meami?S sublime
and subliminal brushstrokes are not planned aralt;

Clark painting with a push broom in his New Yarttist

sexuality and nature’s wondrous landscapes. thiisof
conveyed by the thrusting motion of Clark’s mavks;h
emanate a sense of monumental movement—that is to
say, life. And while Clark’s paint handling iseimced in
part by the avant-garde style of Willem de Koonitsy,
movement and energy are rooted more deeply in Glark
own past. As a child of the Great Depression, @lask

0 en on the move as he grew up. He was born in

in Storyville, the New Orleans red-light distrittis
now a part of the Tremé neighborhood. He and his pa
ents, Edward and Merion Clark, and his sistetgghir

construction of space as it is in a Vermeer, I'm
into the movement that goes on in the space.
All this movement is about the stroke for me.
But even things like the Cape Canaveral rocket
launches, and I've never seen the rockets except
on television, are a part of our experience—
these kinds of breakthroughs of movement. ...
What | notice is that if I'm in a place that’s abso
lutely new to me and I'm in awe of it, it enters
into the work in a different way. Even if it's just
broken down into a few areas, | can sense it.

rejected. These significant moments in his eamdeica the only way to understand them is to feel theragine
made him doubt not the power of the works but theColtrane at the salty waters of Lac Rose with tsicke
biased arbiters of artistic talent he encounter@dyeon.  acrylic paint and a push broom.

The critics and curators who outright ignored Glark  Clark sees his brushstrokes, which have the cafmacit
contributions to art and abstraction, even thougiwlas  poetically portray both the ordinary and the phereoi
on the scene alongside contemporaries and frieods J in a single sweep of paint, as mostly self-refee it
Mitchell, Yayoi Kusama, and Donald Judd (who in hi& times it is impossible not to read metaphor th&o
SoHo loftin  organized a show of Clark’s aiit),fact  work. For example, Red & Blye , Clark layers the
made Clark believe in his work and experimentatiwh, browns, blues, whites, reds, and pinks of the &eetloke
unburdened him of expectation. a distinct emotion and mood. The painting summotis b

soon moved to Baton Rouge; then, when he was eight,
to Chicago. As an adult, Clark has split his tetheden  Clark’s awareness of the importance of place atihge
New York and Paris and traveled to China, Mexigerid, to his formal experiments with color—how color mave
and Brazil, among other countries, where he pratlucethe space of a canvas and its ability to capteetsence
paintings that were unconsciously marked by thegds  of places around the world—can be traced to hig vis
in light, pace, and access to materials in eactleloele  to the Greek island of Crete at Jack Whitten’statiain
said ina interview: in the summer of . The series of pastel-onaper
works Clark produced there was like nothing hentedie
I moved so much as a kid, from home to before. They possess something of the island’sifragn
home, from place to place. While | respect the cent color and Clark’s lived experience.



1.
At the insistence of the sculptor George Sugarmaipainting in modern art.It reaffirmed the abstractionist
Clark moved to New York in . The so-called firs belief that painting can function beyond illusitrgtihe
generationAbstract Expressionists had turned the citworld and can stand alone as an object, blurriadittes
into the center of the art world with their invenetiess. between itself and sculpture. Though this was iaalad
In New York, Clark began to experiment with collagexpansion of the possibilities of painting—one @atk
leading to his second pivotal advance in the spdce continued to explore during his second stint insPar
abstraction: the shaped canvas paintingrtitled the late s with his oval paintings, beginningtv the
his first shaped work, his passion for texturer,andid  monumental worRheBig Egg  (page )—it has
movement extends beyond the traditional, containedarely been recognized as the revolutionary apgroac
rectangular support, into space. He attached aepadc  to modern painting that it was. It is an intenanthat
painted paper to the canvas, allowing it to stigkpast Jasper Johns, Ellsworth Kelly, Frank Stella, amatdRi
the edge, and built a stretcher underneath the papeTuttle began using after Clark, one that changed th
so it would not appear limp. (While Clark’s finsijpgd  way contemporary art is made. Clark’s role as pit@en
canvas has since been destroyed, a similar exanpleof the modern shaped painting has often been -over
now in the collection of the Art Institute of Clgog looked in the history of American painting and ralost
“Untitledrecognizes the modernist truism that what isExpressionism, much like the ignored modernistilcont
a contradiction in logic can also be an aesthefdity, tions of other black abstract painters such asGHiam,
such as a closed picture plane that suggests spate who changed the game with his Drape and Bevele@-edg
light, or a flight-figure that in no way figuresase,” art  paintings, and Jack Whitten, whose pioneering ftise o
historian Darby English writes. squeegee to pull paint across canvas in his |abS
Untitledwas first exhibited in December  at the works predated similar efforts by Gerhard Richiee.
Brata Gallery, the artist-run th Street coopevatithat failure to recognize Clark’s innovation calls gutestion
Clark co-founded that year in the East Village.dbwatr  the canonical history of Abstract Expressionism.
town avant-garde cooperative scene, where artatsed The term “Abstract Expressionism” itself, wheast w
with what the critic Clement Greenberg famousliedal coined in theNew Yorkeby the critic Robert Coates in
“the Tenth Street touch,included Claes Oldenburg, Sam , was established on shaky grounds. Writingtbé
Francis, and Clark friends and Brata members A| Heboldly expressive, gestural style of Hans HofnGaoates
Yayoi Kusama, and Ron Bladen. There was no precedfailed to mention that the subjective approach rmiad
in art for Clark’s improvisation; ARTnewsx |, the originate in Hofmann’s experimental color combamesti
critic and painter Lawrence Campbell wrote thatik3a and formal contrasts but in fact existed contempsran
Untitledwas generally considered to be the first shapeausly in figurative painting of that er&dorman Lewis,

Ed ClarkUntitled , oil on canvas and paper, on wood,
x inches ( . x . cm). Collection of th e Art Institute of Chicago

an often-overlooked first-generation abstractiomibb  in the intermixture of paint between the bristlesning
turned increasingly toward so-called pure abstacti along its bar, empties from the stroke-as-devicg an
during the postwar period, used similar technigases content born of clichéd, showy Abstract Exprestioni
early asthe s.Ina  self-portrait, Lewisappears interpositions of the self.” The sensual yet sibhrush
against a backdrop of yellows, reds, greens, arebbl strokes of Clark’s broom allow him to “insert a désl
African American artists’ contributions to absioact tance—of time as well as space—between his creative
were ignored not only by Coates but also by othigice  decisions,” English argue®ut even abstraction, with
(including Greenberg), the uptown galleries, musgeumout telling you what to see, inevitably evokedithee.
and the white art establishment at large, who eefin Clark’s brush repeatedly sweeps across the canaasls,
abstraction as primarily an investigation of fanthtach-  ing it differently with each return, calling to chiratural
nique rather than of life’s experiences. But abstna, as  landscapes and human forms—visual associations that
Clark’s overture demonstrates, is about more thantt  Clark has acknowledged do exist in his &dr instance,
has always been. The official account is a farathgte  Erotica , appears to depict a woman's nude body,
jection, a cherry-picking of history, a pittingb$traction  and clouds appear ilumaane’s Choice .
against figuration, though you can’t have one witlioe Curator James Rondeau suspects that “like higlfrien
other. Each has given us so much and so little. David Hammons, Clark embraces a double meaning: the
Clark’s push broom paintings have inspired discubroom is at once a tool for painting and an embbtdm
sion about abstraction’s relation to representatizsarby ~ menial labor.” Clark’s push broom abstraction, with
English writes that Clark’s brushstroke, whiclideast  its sublime sweeps of explosive energy, at onoe tra
oped from the far end of a push broom’s span amgpeti  scends the limits of an imaginable world and reache



toward the metaphysical, while evoking an “attitofie In his  essay “The Legacy of the Ancestral Arts
aliveness” that brings to mind the physicalitiistand Locke argues, “If African art is capable of produtiie
movement of the artist's bodyThe changing strokes ferment in modern art that it has, surely thisotstoo
made with the push broom, Clark’s tool for nealyee  much to expect of its influence upon the cultueigk
decades, show how his body, the mover of the broorened Negro artist of the present generationThe art
has changed during that same period, and how Imd,mi of black abstractionists of Clark’s generation,afritie
despite working with the same tools, has produtedlyy  artists who immediately followed him (includirsgvitth
different results. Ausby, Senga Nengudi, and Martin Puryear), wadydeep
Clark’s abstraction defies easy categorization; thinfluenced by African art and its impact on modanni
linearity of his straight strokes of the s ands For instance, Clark’s  worlHomage to the Sands of
evolved into tubular shapes by the s, and becam Ifewas inspired by a trip to Ife, Nigeria, he toakytbar
something altogether different by the s. Thisam-  prior. Clark says that his visit to Nigeria wasvatet in
conformity has contributed to Clark’s double erasur part by his desire to see Benin bronze sculptuhgsh he
The first erasure: the white art world, wantindpimgtto  considers some of the best art in the world. Theipe
do with black abstraction, rarely acknowledgedk@lar lines in the Ife series of paintings he producédigeria
work on an institutional level. The second: maugkbl reference the marks on Benin bronzes by Edo astisan
intellectuals ignored his and other black abstats’ The Ife paintings also developed out of Clark’ss
contributions to painting and art, as English Ihgiseal.  experimentation with the oval. By the s, he hadived
Though black and white collectors alike have ajuir at the contradiction of placing ovoid forms withimo-
Clark’s art, many leading th-century African Anoan  spheric color fields on a rectangular frame. Heshad
and white thinkers and artists favored politigadtgnt  that this imagery explored the illusion of volunyeg to
figuration over abstraction, which they thought a#sof  resolve a question that plagued him: why do painise
touch with the realities of contemporary AfricareAcan  the traditional rectangle if human eyes don't et way?
life. This attitude has its roots in the HarlemaRsance, That question and Clark’s earlier, more spontanewais
when W. E. B. Du Bois and Alain Locke encourageahAf works led to rectangular oval paintings lliképage )
American artists like Archibald Motley, Otto Faatid  and Earth Signdoth . They challenge and expand
Charles Keene to form a movement of black artists w the structure of painting. The unique light and clolfe
made “racial art.” Locke thought black artistskmatwould  are reflected in Clark’s s abstractions.
be expressive of the African American experiende an During the Harlem Renaissance, artists responded to
take its cues from European artists like PablssBiegho, Locke’s call for racial art with New Negro ponraitthe
during his “Negro Period,” created paintings infleed  style is typified by Laura Wheeler Warihg8e Brown
by African art objects and processes. Girl, circa s, the picture of black social mobilitgy

the s, Locke's championing of racial art hadlgbified = message) or condemns it as art that “screams asd ma
into the expectation that black artists use thadértts to  turbates before white audiences.” The formal coreef
create realist depictions of the community, iddeg and  Clark and his fellow black abstractionists alldked to
its history, empowering and celebratory and idialif  create entirely new expressions of blackness &ydrg
black. The colors of Africa that Clark describdiichw  the possibilities of a black artist's imaginatbabwere
appeared abstractly ilfe and Earth Signdid not fit  often thought to be at odds with the revolutionaims
that mode. The writer Amiri Baraka (a friend ofk3lp of the s and ' s. Today, Neal’s concept of Blk
and artists collectives such as Spiral Group, Kgenoi Art has been carried forward by Kerry James Mdrshal
Workshop, and AftDBRAbelieved to varying degrees who paints the black figure prominently and symboli
in the power of figuration to restore beauty, statvisi  cally, in art that seeks to upset the dominanttiposi
bility, and a sense of representation to a pedpleing  of the white figure in Western art. “Abstractioredo
the Black Power and Black Is Beautiful movemiegde, t not accomplish this, and leaves the dominant pgmadi
impulses culminated in Black Art, as defindgbomny intact,” Marshall has saidBut black abstractionists’ ten
magazine in by the poet and scholar Larry Neal  dencies align with what African Americans, as w@pgro
know (having experienced uncertainty as an ordehl a
Let me be more precise: When artists like LeRoi ~ an opportunity): when you can’t escape a system, yo
Jones, Quincy Troupe, Stanley Crouch, Joe feel your way through it. Improvise. Innovate.
Goncalves, Etheridge Knight, Sonia Sanchez, Clark has never liked his art to be labeled Black A
Ed Spriggs, Carolyn Rodgers, Don. L. Lee, Sun “Art is not subject to political games; its impucéaele
Ra...assert that Black Art must speak to the vates it above any racial differences. Any maalarit; of
lives and the psychic survival of Black People, noble spirit, can make it,” he has salde understands
they are not speaking of “protest” art. They his artistic improvisation and experimentationraarker
are not speaking of an art that screams and of individuality, and he privileges them aboveptigics
masturbates before white audiences. ... They  of the day. Though art historians and critics Ipétied
are speaking of an art that addresses itself s black realists against black abstractionistdark
directly to Black people; an art that speaks respected the figurative artists who confronteddber

to us in terms of our feelings and ideas about inant power narrative by depicting black peoplealde
the world; an art that validates the positive enjoyed the social aspects of the Black Arts Maveme
aspects of our life style. In an interview with Judith Wilson, he said:

Neal narrowly defines Black Art; he either igredverae When | returned to New York [in ], some

tion (anything without a figure and an explicitificdl thing else was happening—the black art thing,



Ed ClarkThe Big Egg , acrylic on canvas, % x inches( . x . cm).

Collection of the Smithsonian National Museum ri¢akf American History and Culture

which was in its heyday in the late * s. And only
the black artists, at that point, had the same
thing as there had been on th Street—you
know, this kind of camaraderie and being up-
against-it together, trying to make something
happen—that’s what it had been about on
th Street! So both times when | came back
from Paris after a long stay, it was like a shot in
the arm.

not so much as a look but as something physiolpgica
feeling. In Clark’s acute abstractions, each wildes
sured mark represents an extraordinary act of akfos
search of freedom. The freedom is in the way that t
paint refuses to do what the eye thinks it shdml@lark’s
paintings, these colorful marks seem almost erdatit
ing in one direction, only to reverse course toemnav
another. The independent movement of the paintsesu
realism, power, and tradition. This refusal geteattate
of being black, where so much of the experienceadf m

Although Clark is sympathetic to the Black Artecausing it through what are supposed to be “real” bensj

and knows that black figurative art is “encouraged
understood a little better” than abstraction, hdidees
that the true blow to white power is to be a blatin
who refuses to be put in a botis art refuses popular
notions of the ways in which black artists canthese
representational power of art to express and comtbat
it means to be black and freeThe refusal appears in
his deft manipulation of paint to render free bfeds,

beliefs, and images, begins from scratch. Thigsbtn
mind a passage from the poet Elizabeth Alexaretesas/

“Toward the Black Interior”:

We are too often prisoners of the real, trapped
in fantasies of “Negro authenticity” that dictate
the only way we truly exist for a mainstream
audience is in their fantasies of our authentic-

ness. Escaping from the compelling power of
the imagery around us is no small feat. Where
is our abstract space, our space of the real/
not-real, our own unconscious?

Clark’s peers, including Frank Bowling and Saengill
and artists who followed in the generations afike,
Jack Whitten and Mark Bradford, created so-calle@ p
abstraction as well as works that showed a raaiichl
explicit solidarity with the black community. ieallt
charged works by Bowling, Gilliam, Whitten, andf@nh
that comment on racism, brutality, and social iaktyu
are social abstraction, “a fundamentally blackrimnt
tion to the history of abstraction,” a descriptienently
coined by curator Christopher BedfordClark has largely

black artistic self-representation.

InThe Big Ega field of pink builds into a lyrical, earthy
wave of bluish-green, topped by a fiery circlerahge-
red. It possesses something of the light of Vdthbei
Parisian suburb where Clark lived for many morniths w
his friend and fellow American, the abstract paildgan
Mitchell. The expansive colors of the bold bruskestrcall
out to things we know. The colors profoundly renler
essential elements of the earth, or perhaps andiste-
pia. The band of blue is its own promised landudog
up beaches—or, better yet, city blocks turned imban
beaches, broken concrete standing in for white st
the vastness of the sea embodied by the waterg bofaz
a fire hydrant. Clark’s rigorous, sometimes romarse
of color takes you places beyond figurative art tued

spent his career making art about form and techeiqu traditional understanding of postwar abstraction.

focused on the stroke of the brush, the light, el
movement of the paint. Clark’s art seeks to gebhey
figuration’s relationship to the black body, tha fhat it

Over nearly seven decades of experimenting with the
color and energy of paint by sweeping it powerfhpss
canvas, Clark has extended the very possibilitigee of

has been made too easily available, consumed,uand smedium and significantly shaped the history ofratst

veilled. Although Clark’s race and his commitmehtst
unique way of envisioning art have stung him,adigin

tion. Reflecting on his careerina interviehe said,

“I think every artist wants to create somethinguliéa

allowed him to create works that have charted & patin the world. | do, but I'll never be satisfiechwihat
wholly his own, beyond expectation. Clark reprasent’ve done.” This sentiment has fueled Clark’s tireless

blackness in the way his brushstroke subtly captise
body’s movement, which allows blackness “a wagirgf b
in the world that evades regulation,” in the wartithe-

innovation, inspiring his advances in painting—hdrie
finally being recognized as the breakthroughs teg.

While pushing abstraction forward, he has alwaysrad

orist Fred Moten. Clark’s art is not painting without a to its central principles of expressionistic freeduoo

point, or the pursuit of a field that has beenadsefully

ered by improvisation and the life-giving contrédits

exhausted, as some have argued more generally aboaf individuality.

abstraction. Instead, it is an expression of freeso
broad in gesture that it eclipses the narrow natioh
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CHRONOLOGY

Ed Clark is born May in New Orleans, in the Sitley
neighborhood.

The Great Depression drives Clark’s parents to rttove
family to Chicago to live with relatives whileilogpkor work.

Clark serves in US Army Air Forces and is staiioGdm.

Studies at the Art Institute of Chicago on the Bl B

Clark, circa s

Studies at the Académie de la Grande Chaumiéraris P
on the GI Bill ( — ). After completing his stuiks, he
remains in Paris for two years to paint and exhibivbrk.

Clark’s work is included in the annual exhibititheSociété
du Salon d’Automne, Paris. There he sees NicoBisélés
Footballeurs series of paintings (page ), whietctedits
as a major influence on his transition into absorac

PaintsThe City{page ), which marks his turn to abstraction.
Clark is included in a group exhibition of youngeAcan
artists at Galerie Craven, Paris.

Exterior view of Clark’s studio at
rue Delambre, Paris



Clark working ohe City Paris,

Included in the Salon des Réalités Nouvelles,datis the
group exhibitiorGrandes Toiles de Montparnggsmerican
Center for Students and Artists, Paris.

First solo gallery exhibition, at Galerie R. CreRenes; it is
reviewed irCimaiseandLe MondeHe exhibits again in the
Salon des Réalités Nouvelles and an@h@ndes Toiles de
Montparnassexhibition.

Clark is awarded the Prix d’Othon Friesz of theéglus
du Louvre, Paris.

Begins experimenting with shaped canvases. Sdbitiexh
at Galerie R. Creuze. Included in the Salon del#tdRéa
Nouvelles and the Salon des Indépendants, Paris.

Co-founds the Brata Gallery, an artists’ coopegativEast th
Street in New York; other founding members incRafeald
Bladen, Al Held, Nicholas Krushenick, and Geogger8an.

The Brata Gallery, East th StreeteWN York

In the Brata’s Christmas exhibition, Clark showitled
, a collage painting with a piece of paper thaxtends
beyond the edge of the canvas; it is believed tthedfirst
modern American shaped canvas.
Profiled in French critic Michel Seuph®&istionnaire
de la Peinture Abstrajtelongside Willem de Kooning, Sam
Francis, Norman Lewis, and Jackson Pollock.

First solo exhibition in New York, at the Bratéeyal

Included in the group exhibitiarhe Brata GrouypNational
Museum of Modern Art, Tokyo.

Begins to paint with a push broom.

Returns to Paris, where he remains until . Sexbibition
at Galerie R. Creuze.

Clark, Joan Mitchell, and friends in Véthenaihce

Works for months in a studio at Joan MitchelGsitry

home miles from Paris in Vétheuil, a site thaniediately
effects a change in his palette. There, Clark esdas first
oval painting.

Solo exhibition at the American Embassy, Parfisdédc
in the group exhibitiorois Noirs U.S.American Center
for Students and Artists. Clark returns to theddr#tates.

Included in the group exhibitioAsro-American Artists, New
York and BostgrMuseum of Fine Arts, Boston; #fib-
American Artists Abroatthe University Art Museum of the
University of Texas at Austin (exhibition traveBslimore
and Boston).

Travels to Crete, where he stays with Jack Whi&elo
exhibition at the loft of Donald Judd, New Yorlated
in the group exhibitiobe Luxe Shoat the De Luxe movie

theater in Houston’s Fifth Ward, sponsored by tleaiM
Foundation.

Receives National Endowment for the Arts Awardim-P
ing. Solo exhibitions at Lehman College Art Gali@ity
University of New York, the Bronx;  Prince Stfeallery,
New York; and Western Michigan University, Kalamazo

Included in Whitney Biennial, Whitney Museum ofikare
Art, New York.

Clark is a visiting artist at the Art InstituteCbfcago
and the University of Oregon. Travels to Ife, Nagém the
summer, and begins the Ife series of paintingse(pag

Visiting artist at the Skowhegan School of Pairtirtg
Sculpture, Maine. Solo exhibition at South Houstdlerg,
New York.



Clark in his studio, New York,

Travels to the Yucatan in Mexico. Receives Crefutiigts
Public Service grant from the New York State Coamtihe
Arts. Solo exhibition at James Yu Gallery, New York

Clark is a visiting artist at Ohio State UniveiSimjumbus;
solo exhibition at the university’s Sullivant Galiecluded in
the group exhibitioBicentennial Bannekirshhorn Museum
and Sculpture Garden, Washington, DC.

Solo exhibition at Peg Alston Fine Arts, New York.

Visiting artist at Louisiana State UniversitynBaiage; solo
exhibition at the university. Included in the grexpibition
ContexturesJust Above Midtown, New York.

Returns to New York City. Solo exhibition in thatfRandall
Gallery, New York, sells out but goes unrevieweliided

in the group exhibitionkarus Odysseyentro de Arte
Moderno de Guadalajara, Mexico; akmbther Generatign
the Studio Museum in Harlem, New York.

Clark is the subject of a retrospectilzd,Clark: A Complex
Identity at the Studio Museum in Harlem. Other solo exhibi
tions at Contemporary Arts Center, New Orlean§.Haylor
Gallery, North Carolina A&T State University, Gieao.
Included in the group exhibitigkfro-American Abstractipn
P.S. Contemporary Art Center, Long Island Cigiting
artist at Syracuse University.

Lives and works in New York City during the wameérin
Paris during the summer.

Clark in his dito, Montmartre, Paris,

Travels to Martinique. Included in the annual exhibition of the Salon @editRs
Nouvelles, Grand Palais, Paris.

Receives Adolph Gottlieb Foundation award. Solibiexh

tions at the Citicorp Center, New York; RandalleBgland  Receives award for painting from the National Encow
Jazzonia Gallery, Detroit. Included in the grouphketion  for the Arts.

+ : Artists Introduce Artistdust Above Midtown.

Solo exhibition at G. R. N'Namdi Gallery, Birmingham
Travels to Taos, New Mexico. Solo exhibitionsna@&alRa Michigan.
Gallery and Jazzonia Gallery. Included in the geodyibt
tion Contemporary Art at One Penn Pla@ae Penn Plaza,
New York. Solo exhibition at Alitash Kebede Fine Arts, Losldng

Solo exhibition at Randall Gallery. Included ingtbep  Spends three months working in Bahia, Brazilex8ohition
exhibitionCelebrating Contemporary Black American Artistsf the Bahia series of paintings at the Manhatast Gallery
the Fine Arts Museum of Long Island, HempsteadYhidw of Fine Arts, New York.



Clark at work in his studio, New York,

Solo exhibition at Gallery Kesser-Bohbot, HamRegnany.

Solo exhibition of his Paris series of paintingditatsh

Included in the group exhibitigkbstract Expressionism: TheKebede Fine Arts.

Missing Linklamaica Arts Center, New York.

Takes a summer trip to Morocco from Paris. Soibigahs
at the Spiral Gallery, Brooklyn; Isobel Neal Galldicago;
and G. R. N'Namdi Gallery, Birmingham. Includebein
group exhibitionArtists Space Group Showtists Space,
New York.

Solo exhibition at Galerie Resche, Paris. Incindeel group
exhibitionFrom America’s Studibe Art Institute of Chicago.

Solo exhibition at Wilmer Jennings Gallery, Kelnkéleuse,
New York.

Receives Congressional Achievement Award. Sdidierki
at A. F. T. U./Bill Hodges Gallery, New York, yraduSe
University. Included in the group exhibitiotvears of
African-American Abstractiahe Studio Museum in Harlem.

Featured in group exhibitioBeat Culture and the New
America, - , Whitney Museum of American Art (exhi
bition travels to Walker Art Center, Minneapols &. H.
de Young Memorial Museum, San Francisco).

Takes a summer trip to Sicily from Paris. Featurthe
group exhibitionExplorations in the City of Light: African-
American Artists in Paris, - , the Studio Museum in

Clark working with pigment on paper on a trip tozMiate, Mexico,

Harlem (exhibition travels to Chicago Cultural @ertlew
Orleans Museum of Art, Modern Art Museum of Fortiho
and Milwaukee Art Museum).

Solo exhibition of Clark’s Egyptian series of ipgisi{pages
, ) at G. R. N'Namdi Gallery, Chicago (exhilwiti travels
to G. R. N'Namdi Gallery, Birmingham).

Awarded the Painters and Sculptors Grant from ten J
Mitchell Foundation, New York.

Travels to China. Solo exhibition of China sefigmiot
ings made during the trip, G. R. N’'Namdi Gallehyc&o
(exhibition travels to G. R. N'Namdi Gallery, Bgh&m).

Solo exhibition of Clark’s Mexican series of pajistjpage
) at Peg Alston Fine Art, New York. Solo exloibitf the
Midi series at G. R. N'Namdi Gallery, Detroitutted in the
group exhibitiorRed, Black, and Greghe Studio Museum

in Harlem.

Included in the group exhibitioB& American Mastegigar
Hill Art Center, New York; ahb Greater Love: Abstractjon
Jack Tilton/Anna Kustera Gallery, New York.

Solo exhibition at G. R. N'Namdi Gallery, Chicagtuded

in the group exhibitio Century of Collecting: African
American Art in the Art Institute of Chigabe Art Institute
of Chicago.

Solo exhibition at Parish Gallery, Washington, DC.



Solo exhibition at G. R. N'Namdi Gallery, New(gahibition
travels to G. R. N'Namdi Gallery, Chicago).

Solo exhibitions at N'Namdi Contemporary, Miamd, an
N’Namdi Center for Contemporary Art, Detroit.

Subject of a retrospectived Clark: For the Sake of the Solo exhibitions at Weiss Berlin, Germany, aod Gtllery.

Search, -Year Retrospectivat the Pensacola Museum Included in the group exhibitiolrsrzenting Downtown: Artist-

of Art, Florida

Solo exhibition at the N’'Namdi Center for Contengppr
Art, Detroit.

Solo exhibition at Stella Jones Gallery, New Gsléacluded
in the group exhibitioBlues for Smokthe Museum of
Contemporary Art, Los Angeles (exhibition trawelhe

Run Galleries in New York City, — , Grey Art Gallery,
New York Universitipstract Expressionism and the Cold War
the James E. Lewis Museum of Art, Morgan Staterkityjy
Baltimore; antMPULSHPace Gallery, London.

Included in the group exhibitioBsul of a Nation: Art in the
Age of Black Poweélrate Modern, London (exhibition travels
to Crystal Bridges Museum of American Art, Berdtenvi
Arkansas; and the Brooklyn Museum, New York)ftend

Whitney Museum of American Art and the Wexner GenteLong RunMuseum of Modern Art, New York.

for the Arts, Ohio State University, Columbus).

Receives the Legends and Legacy Award from thesfittite
of Chicago. Solo exhibitions at the Art Institdt€licago
and N’'Namdi Contemporary, Miami.

Solo exhibitions at Tilton Gallery, New York, laadtistake
Room, Los Angeles.

Included in the group exhibitiohsnguage of Abstractipn
University of Maryland University College, Ade ko,
Painting: Now & Forever, ParGikene Naftali and Matthew
Marks, New York.

Chronology adapted and expanded, with thanks,Edward Clark: For the Sake of the Seaudh cat., ed. Barbara Cavaliere,

George R. N'Namdi (Belleville Lake, MI: Bellekidé’ress,

).

Clark in New York,

S
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