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The Second Annual

SPRING FESTIVAL

of the

NORTHWEST PUPPETRY GUILD

Commodore Hotel

St. Paul, Minn.

May 26th and 27th, 1939

OFFICERS
Mrs. Daniel W. Wheeler - - President
Mrs. A. T. Laird - - Vice President
Miss Miriam Bondy Treasurer
Margaret Weirick . : Corr. Secretary

ST. PAUL FESTIVAL OFFICERS
Dorothy Adamson - - Chairman
Andre Vern Longfield - - Co-Chairman

Nellie Fry . . Publicity
Ethel Birch - - . Secretary-Treas.

Information and Registration at desk in lobby




Friday, May 26¢th, 1939

Morning 9:00 to 12:00

Registration and arrangement of exh:bits,

Afternoon 2:00 to 5:00

THE BOOK OF LIFE
Or;ginal play IJy Irene Brod;e
Irene Bro&ie. Befh Peterson

MRS. WINIFRED SEASHORE.,
New York Cil‘y. Speaker

“Puppets on the East Coast and fhe Exposition et the

Spenr Auditorium 1n New York City"
JACK AND THE BEANSTALK
Haeand Puppets I)_v Bi“y Dietr;ckson

BALLROOM PUPPETS
Arne Nybak

Smorgasbord Dinner 6:00 to 7:30

Evening &8:00 to 10:30
MARIONETTE CIRCUS, in Ten Adas
DE]] I_I;I'I.S}l‘a“f WllEelEl‘

THE TINDER BOX
Hand puppets I‘:y Kane and C)'Bryan
VAUDEVILLE

Marionettes by Bud Bennett and Compnny

NIGHT CLUB MARIONETTES
Andre Vern Longﬁeld

DANCING HAND PUPPETS
Arne Nyba]—c

GOOD NIGHT

Saturday. I\/Iay 27ﬂ1, 1939

Morning 9:30 to 12:00

SCHOOLS
RUMPELSTILTSKIN Oak Hall
Directed by Mary Alice Kane

LITFFLE RED RIDING HOOD St, Luke’s School
Direeted hy l\fiary Alice Kane
W. P, A. RECREATION PROGRAM
C/INDE REL LA Garfield School, M;nmeﬂbolis

Direeted ])y Irene Smith

KING OF THE GOLDEN RIVER

Lyn{]ale School. ‘\f'iimleapol;s. Directed i.'»y Irene Smith
THE FAIRIES' W1SHES
Ouk Woods School, Columbia I‘le;glﬂs. Directed }Jy Grace 'Tro_\'

HAfternoon 2:00 to 5:00

ALL STAR VARIETY In Seven Acts
Arue Ny}ml{. A D Lu(lden. Irene Sm‘illl

OPERETT‘A“JMI{ ancl ﬂ\e Beanstall\'
Duluth C-hnpl.er N. W. Puppetry Guald

ST. GEORGE AND THE DRAGON

Marionettes !)y Jamie Fraser

THE EMPEROR JONES

Marionettes by Domtlly Adamson
S]mdows IZ))' Debl)rﬂll Men(ler. ass;s{'cc] l.)y Vil‘gil’l]‘ﬂ Niel!en
Voice by Neil Smith

THE MAGIC RING
An orig;mJ play l}y Laure Bohland
St. Paul Chapter N W. puppetry Guild
V. Neilsen D. Meader H. Nielsen
D. Adamson A. Meader L. Bohland
O. Adamson  N. Fry E. Birdh

GOODBYE 'TIL NEXT YEAR
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SHOP SUBJECTY
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Dwiggins Body . ... __.___ Marfin Stevens

FIFTH PYNUAL
eler arja

Finger Puppets _ .. .. ... Buom Tillstrom
Recital and Lecture Types of Program ________ Caroline Lutz
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Plaster Casts, Hands, Feet ___________________ Ruins Rose
Costuming” ... o . OlgaStevens
Hand Puppets ... Ame Nybak, Romaine Procfor
History of Puppetvy . Paul McPharlin
Shadow Puppets .____._______ Deborah Meader, Don Vestal
Voices of Puppets _.._... ... ... ___ Dell Wheelex
éﬁ Plaster Cast e el n s i VinYna i Bods
& Bod Puppets - .. Marjorie Batchelder
Marioneite Construction —_.____._______ Jean Starr Wiskell
‘,{E Puppet Painting __________________________ Romaine Proctor
Papiex Mache Heads —______________________ Amos Meader
ENJOY OUR . .. Martin Stevens

AND FRIENDL

Backdrops-Lighfing . _____
Puppets for Handicapped Child ______________ Ruby Hunfer
I Selling Your Show ___... ... Ellen Proctor
Hobbyist Educater ___. .. Mrs. H.E French

Talk on Old Mastex Puppets ... David Lano

promises to be the

finest in many ways. Craf ps an sgions . . . led by pro-
fessionals . . . where you will learn ev .2y step of puppet con-
siruction, script wriling, siaging, and speaking. : : o
g = 9 e . g Ocecupational Therapy - Emma Louise Warfield
MAJOR SHOWS — The widest selection of professionals in the

T e Maztin Stevens
country. Shows for adulls, children, and night club enterfainment.

Modeling _____..__ Olga Stevens

e e e e S S e S e e e R T S e e

e = = —nor s ey Carving Tools _.___ George Cole
LI RN e .'.'.\i‘

The Puppet Shows Present
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Passion Play_Martin & Olga Stevens L& *

Hary Janes Suite Dell Wheeler

We have done our best
fo find the best for you.
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Come and enjoy the fes-
tival and the besutiful
Hotel Lowry where an
entire floor has been
turned over for our ex-

Children's Shevs____Proctor Puppets {F WE'VE MISSED

cluasive use =
- YTHING LE’
Punch & Judy ... David Lano . AN T
Original Collierand Cruikshank Version R ME ENOW.
' I'LL GIVE A TALR

ON IT!
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OPEN NIGHT — FREE FOR ALL SKITS BY
PROFESSIONALS, AMATEURS AND
HOBBYISTS—
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Tliimgs You'll Want (o know

HMEADOUARTERS _ .. ... Lowry Hotel
RATES - . oo Single $2.50-54.00
Double $3.50-36.00

Three or Moxe in a Rcom; $.150 per person

MEALS: Choice of three places right in the Hotel—
other places nearby. Coifee shop break-
fast is from 25¢, lunch from 35¢, din-

ner 50c. The QGrill is even cheaper, You

can get a modest bite for as liftle as 15¢.
The Terrace Cafe has lunches from 50c
and dinners from 75¢, with floor show
and oxchesira.

REGISTRATION FEE OF 55 includes admission fo all
craft shops, discussions, shews and Presi-

dent’'s banquet on Friday evening, June

28. Junior registrees (16 or under) §2.50.

SINGLE DAY REGISTRATION _ . . -$2.00
SINGLE ADMISSIONS to performances
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Dwiggins Body ____
Recifal and I

Costuming

T

Shadow Puppets . __

Voices

Plaster
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Cast

up aen.

Marionette Construcfion __________

Puppet Painting -

Papiexr Mache Heads ____
ackdrops-Lighfing

Puppets for Handicappe

Finger Puppets ..
Leciure T'fpec of Program _
Plasier Casts, Hands, Feet

and Puppets . .
History of Puppetry -

of Puppels ______—

BJECTS

DA e

—.__ Martin Stevens

Shaly s s . Buxr Tillstrom
Caroline Lutz
_ Rufus Rose
Olga Stevens
Ame Nybak, Romaine Proclor
. Paul McPharlin
Deborah Meader, Don Vesfal
i Dell Wheeler
- Margo Rose

__ Marjorie Batchelder
_ Jean Staxrr Wiskell

_ Bomaine Proctor
.. Amos Meader
——_ Martin Stevens
Ruby Hunter

_ Ellen Proctor
Mrs. H. E. French
_____ David Lano
_ Emma Louise Warfield
Martin Stevens

Fiith Annual Fesiival and Confercmce promises fo be the Selling Your Show _
st in many ways. Craftshops and discussions . .. led by pro-
ionals . . . where you will learn every siep of puppet con-

siruction, script writing, staging, and speaking.

MAJOR SHOWS —The

Hobbyist Educator - __ . o — =

Talk on Old Mastex r‘hp‘oﬁ‘“
ccupational Therapy ————— ——-

widest seleciion of professionals in the | Script st Ll
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We have done our best
to find the best for you.
Come and enjoy the fes-
tival and the beautiful
Iotel Lowry where an
entire floor has been
turned over for our ex-

clusive use.

children, and night club enfertainment.
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Passion Play_Marfin & Olga Stevens

Hary Janocs Suite_____Dell Wheeler

P s T e ————

Children's Show____Proctor Puppeis
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Punch & Judy ______ - David Lano
Original Collierand Cruikshank Version
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OPEN NIGHT —FREE FOR ALL SKITS BY
PROFESSIONALS, AMATEURS AND
HOBBYISTS—

W -

. Lowry Hotel

Single $2.50-54.00

Double $3.50-$56.00

Three or More in a Room, $.150 per person

Choice of three places right in the Hotel—
other places nearby. Coffee shop break-
fast is from 25c¢, lunch from 35¢, din-
ner 50c. The Grill is even cheaper. You
can get a modest bite for as liitle as 15c.
The Terrace Cafe has lunches from 50¢
and dinners from 75¢, with floor show
and orchestra,

REGISTRATION FEE OF $5 includes admission fo all
craft shops, discussions, shows and Presi-
deni’s banquet on Friday evening, June
28. Junior regisirees (16 ox under) $2.50.

SINGLE DAY REGISTRATION . _____ ———-$2.00

SINGLE ADMISSIONS fo performances ... .50

Modeling .. Olga Stevens

Carving Tools ____ George Cole

i

IF WE'VE MISSED
ANYTHING LET
ME KENOW.
I'LL GIVE A TALK
ON IT!







During the final years of the Works Progress Administration
' and ;w other relief organizations, when the United States was
getting back on its collective feet and into the Second Wepld

4 young man in a Naval uniform stopped hesitantly at the door
of the WPA office, just off Hennepin Avenue in Minneapolis, It
was 1941 and the WPA had already made great strides in lessening

the numbers of un:Ployod and getting self respect and money back

into the hands of the people.

David Clarke, a young actor, had found work with the Recrea-
tion Department of the WPA when he had been left without a job.
He became a teacher with the ability to train leaders to carry
out dramatic activities in the department. Then, he became a
great inspiration to everyone else when he was the first of them
to leave and seek priwvate employment,

His eyes searched those in the room piled high with papers,
neatly jumbled with all the entrails of a bureaucratic government
office. He had been an unusual "case" all the way around for the

The average unemployed person had been a male head of the
household, which he was not. The average age had been thirty-
eight and Clarke was considerably younger. And the average un-
employed person was one who had been employed as an unskilled or
semi-skilled worker in an industrial f;etory.l Clarke had been
in the theatre. But what he did have in common with all was a
strong will and an even stronger back.

At that moment, the woman he had come to see stepped into the

1. Hopkins, Harry, Spending To Save (New York, 1936), P. 161,
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to make loans to states for emergency relief, All in all, from
July to May of 1933, this agency loaned $300,000,000 and 4,700,000
pecple received relief, 2
On November, 1932, Franklin D. Roosevelt was elected, carrying
42 of the 4B states. He took office in March, 1933 and in May he
set up the éodornl Emergency Relief Administration (FERA), appointing
his right hand man ga’ingiekte Harry L. Hopkins as its Administra:- °
tor, It was Hopkins' philosophy as a political scholar to believe
in the wnrko; as a valuable commodity and human being that started
relief funding off on the right foot. - 5"'9 o
The FERA was alloted an initial $5292,000.000 to spend for So ©
the country's unemployed, which in March, 1933, numbered some 12_

to 15 nillian. though an accurate figure is difficult to detormino.“

The unemployment problem was "confined to no one section of labor."’-.
white collar, blue collar and professional workers were hit equally
hard,

There was at least one Civil Workd Administration (CWA) sup-
plying empléyuont in every county in the nation, by virtue of having
4,000,000 unskilled labor jobs in its rolls, This was a mere dent
in the growing need and had taken barely one-half of the nation's
unemployed off relief rolls when it was disbanded in April, 1934,

The CWA in Ramsey county in Minnesota had such a system for
providing unskilled labor jobs for the county’s unemployed, From
1933<34, under the leadership of Florence Kerr, Deborah Meader, whom
we met in the opening pages in the WPA office, began on the ground
3. WPA, Progress of WPA Work in Minnesota (St. Paul, 1936).

b Adams, Grace, Workers On Relief (New Haven, 1939) Page vii.
S5 World Telegram, World Almanac of Facts, 1938, (New York, 1939)
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floor with the CWA as a state supord\fors

The word went out to put people on the program more

or less helter-skelter. There was no time to sort them
out or get projects set up. What they wanted to do was
to get a paycheck in the hands of the head of the house-
hold to prime the pumpe-to get things started in the
other direction, People had to go to relief associations
and get certified for relief. There was a cursory inter-
viéw, All those who couldn’t name a special skill were
put in the two catch-all projects, The women, whom I
worked with, were in sewing, There was a great bunch

of women in the sewing project and a great bunch of men
in the road working crews. There were not enough shovels
to go around, but if they got a paycheck and put in time,
that was enough,

The efficiency of such projects was almost nil, for there was
not enough equipment and so many workers for esch job that they had
to be put in shifts, The CWA never exceeded giving work to more than
466 of the nation's unemployed,® and so direct relief had to be
given to many.

Direct relief was the bane of Roosevelt's political life, A
year after he was elected he said, "When any man or woman goes on a
dole something happens to them mentally and the quicker they are
taken off the dole the better it is for them the rest of their lives."7

Hand-outs are demeaning to anyone, and the philosophy that lay
under the coming WPA was that they would do something, anything, to

get money in the hands of the people to start the economic machinery
rolling again,

During the winters of 1935-36 and 1936-37, the Works Progress
Administration was established, giving work and money to the eligible,
The eligible were those who had no resources, who could work but
were unemployed and could therefore be certified for relief.

6. WPA, Progress of WPA Work in Minnesota (St. Paul, 1936) .
7. Adams, Grace, Workers On Relief.(New Haven, 1939), Page 11,
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From July to December, 1935, the transfer from strictly FERA
to WPA was completed and 3,500,000 were employed, nationally,

Minnesota was one of the 20 of the 22 states asked, in favor
of choosing the WPA or some kind of federal control over relief,
when it was initially being decided., The Minnesota State Apprais-
al Committee in Washington said, "This committee definitely re-
commends the establishment of a permanant agency in the Federal \

Tl ¥

Government so organised to be capable df quick axpansion and con-

Sl-h—tl"
Spéee
p—

traction as the nation's unemployment situation may require, Such
an agency should be Federally financed and Federally supported and
8o administered and operated as to use efficiently labor that is
providod.‘s

The two responsibilitiep ithat were charged to the work relief
program by Harry Hopkins were, firstly, the financial responsibility
of handling the amount upwards of $6,000,000,000 and secondly, the
care of 18 million persons and “some 4 million destitute American
families® that "looked to us for their very existence.*’ The im-
mediate purpose of the WPA was to set up the machinery for jobs and
money .

Minnesota, and its governor Floyd B, QOlson, was so anxious to
get this machinery rolling after the few hesitant steps of the FERA
and then the CWA, that Olson went to Washington in June of 1935 for
the sole purpose of getting further assurances of.tbdornl'grants.lo
In August the 49th session of the Minnesota Legislature passed a ten

million dollar general relief measure for direct, work and veteran's

aid relief,

Be National Appraisals Committee, United States Committee Improvement
Appraisal (Washington, 1939) Page 2%,

9. Hopkins, Harry,Spending To Save (New York, 1936), Page 99.
10, Minneapblis State News (June, 1935), Page 4,
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When the WPA arrived, it brought with it a flexibility to use
43 many people as possible on a large scale project. The CWA was
reorganized into the WPA and many of the previous uorggort. including Kﬁ:]
Deborah Meader made the transition, Meader, this time in the capa-
city of State Supervisor of Recreation in charge of Puppetry recalls
how the projects were set ups
All tax exempted institutions had to set up projects,
For instance, Public schools could write education pro=
Jects, such as teacher's helpers and specify how many
and recomsnd a possible supervisory person. The recrsation
departments of Minneapolis and St. Paul wrote projects
to employ our people on the playgrounds, Their people
were supervisors and the recreation workersiwvere trsined
by us. We wrote courses of study for which people were
paide They were required to take the training. When
anyone wanted a training project somewhere, we went. Some-
times, I went alone. But, I remember, that everyone
wanted to drive to pay off their cars by gas mileage, Souvren Py r-
The criteria for projects were strict, to use the most number
of workers possible, The first thing considered was the number of
capable relief workers in the area, next, their skills, in this case
past experience in recreation, and thirdly, the type of project that
would be the most beneficial to the eommunity.11 The goal of the WPA
was the 90% rul.izthnt is, the remowal of 908 of the nation's unem-
ployed from the relief rolls, It was the dream of Hopkins' that came
true through the WPA, which employed four times as many workers as
all the other relief organizations combined.13
Victor Christgau was the Administrator of the WPA in Minnesota
and he had under him the entire array of flash in the pan deputies,
assistants and assistant assistants that are so common to any gowern-
ment organization. A great deal of the WPA involved unbelievable red

tape and faceless names. But some of the names are important, particu-

11, Hopkins, Harry, Spending To Save (New York, 1936), Page 167.
12, General Letters (April ﬁ. 1936).
13, Adams, Grace, workers On Relief (New Haven, 1939) Page 14,
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larily those that had bearing on the Recreation Department that &'\ E R‘E
Meader was involved in, The Hepartment was under the wWomen's and
Professional Division, headed by Dorothv Kerr, In 1935, George

Tuttle headed the Recreation Department with the following super-

visorss Van Booskirk, drama; Donald Cherp, athletics; Dewey Albin-

son, art; Mr, Baasott!umusio and Deborah Meader, puppetry., The

Puppetry program involved not only the making -of puppets, but also ﬂ)L\h

the putting on of demonstrations and shows in public facilities such
as libraries and even involved half-hour radio broadcasts over KSTP.

I was supervising puppets and the idea was to set-up

others like it in libraries all over the state. We were

one of the departments to be picked on for "boondoggling®

as they called it. They'd say, "Puppets! Of all the things

to teachiadults.” You see, adult education and recreation

was a completely new idea and besides, the republicans and cva
anti-New Neal people were usually always critical then,

But there was always such a method for building up a
constiguang.against Roosevalt, The common people loved

Roosevelt., I think we accomplished a great deal and there

was a tremendous growth through adult education. The

people we had in the Recreation Department had excellent

training, There was money for doing something and that ) PRY S
something they learned better and better. Q__,

The supervisors taught their groups of teachers, who were re-
ceiving relief, the recreational projects., These teachers,‘in turn.‘iﬁ
taught leaders who went out to teach adults as well as chiléron the
things they had learned from the trainingx. The supervisors attended J:E:
regular district meetings where they shared information about dif-
ferent projects and this information was then disseminated to the
teachers. Meader had.ggbteachera under her to train, who then taught
22? loaders.

Those on relief were paid from forty-five to ninety dollars a
month, This was often less_thnn they had made in a week when they
were privately employed. Supervisors got a bit more, working an

14, Mr. Bassett's first name was not remembered by Mrs. Meader.
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eight hour day for approximately $165 a month, But the work was
there to maintain the peoples’ "mpral and skills."15 It was better
than the archaic method of handing out money, which pointed out to
the unfortunate person over and over again that he was a little
less than a responsible human being,

In 1936, the Minnesota Commissioner renorted that 45,000 relief
enrollees had been given work, as well as 5,000 persons in super-
visory and technical roles.16 In the state of Minnesota, applications
for relief were made two ways. One wss hy a reference from a private
social agency and the Public Relief Nepartment with the alternative
being by independent application which included a visit to the WPA
administrative office for an interview. Neither method caused the

individual to feel responsible for his predicament, but rather "his

need was the only thing that had to be established."17

In 1939, the Works Progress Administration became the Works
Projects Administration and the job of Administrator in Washingtom
was passed from Hopkins to F.C. Harrington, Some of the monev was
cut for the program, which caused a WPA worker strike in Minneapolis
and many were indicted, as a lesson to the nation, according to Black

And White magazine, "to guarentee the docility of WPA workers should @&

18

the future bring new cuts and longer hours, Despite these minor

changes, it still operated under Hopkins® original philosophy

The whole WPA was reorganized in 1939. Our office in St.
Paul was re-established in N.W. Minneapolis in a big,
empty building over there, W& now included not only St, A
Paul, but Minneapolis and St. (BWH, as well. I still had
‘_n.“ o the _2_§ teachers under me, with the 900 leaders under them
15, Adams, "race wWprkers On Relief (New Haven, 1939), Page 13,
16, Blegen, Theodore Minnesota; A Hist~ry f the State (Minneapolis,
1963), Page 527.

17. Hopkins, Harry Spending To Save (New York, 1936), Page 101,
18, Gallob, Ben, Black And White (Jan. 1940), Page 17.
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but the Recreation Department was divided into academic

and practical courses. I was in charge of the practical

courses. Fitggerald,.and:I can't remember his first name.-

we always called him Fitzgerald--was in charge of the

academic courses. It was a fairlw well balanced program

between the two, For instance, they would teach a child

psychology course to help people to teach the recreation

course programs to children,. The practical teachers

taught such courses as handiérafts, puppetry, games, folke

dancing, drama, music and Adthletics, which included things

like ping-pong and other indoor games. These wer taught

to the children on playgrounds. The playground jobs were et
almost like babysitting, but this was very important be- < '™f
cause very often both the parents were working to keep

the family going. I had to visit the playgrounds in St.

Paul, St. Cloud and Minneapolis once a month, I just kept

going. After one of these trips, I ended up in bed for

six weeks with a back problem, but I put in my time from

bed doing puppet shows of IVANHOEs I guess I just wanted

to do it all, you know, ) , A1"‘“

’t’!

Pride and involvement seemed to keep all the people in the WPA

going. The Recreation Derartment showed strong signs of workability

through gheer determination. Hopkins, agina writing in his Spending ()

To Save, commented, "Among all these new service iobs, created to sal-
vage workers rather than to create permanant work, the trend into perm-
anant employment has been most pronounced among recreational workers.
Within the next five years there shoyld be many thousands of jobs (P)
opening up in the field of recreation., . .The recreation leader will
become as necessary as the grade school teacher,"19

Our rrograms became so good that the University of Minne
esota evaluated them, They had had no adult recreational
program and in 1941 Fitzgerald became their first vecre-
ational director. The cities of St. Paul and Minneapglis
also became very interested and they wanted their professional
people to work with us. They employed peonle from the WPA

to help set things up. But the University was really the
most excited about it.all. I devised a sheet with the

help of the staff for them..For instance, if we taught a

new game to adults or children, we'd have to note the date,
name of the game, what the reception was and what they felt
was the success or failure about it and the reasons, It

was the same thing with the crafts, But there was the great-

19. Hopkins, Harry Spending To Save (New York, 1936), Page 174
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est reluctance on the part of the relief people to do
this, because they weren't accustomed to writing or re-
organizing, We built these courses from the ground up.
Some of the people we trained got so good that they be-
came supervisors. “‘1 "
If people were capable, they could climb and it seems that a
"new standard for public decency was being st n20
A great deal of emphasis was put on leadership. It was
a hounding on leadership, There was a study conducted
on why these millions of people had been left unemplayed
to have to seek work relief, The most prevelant answer
was that they couldn't get along with other people.
That was our burden of training--to teach others to re-
late to one another. I ended up as the only woman in the
group. That came from having learned not to run head on
into things. It was important not to make enemies. My
mother used to say, "Enemies are active, friends are
passive.” Ca =
The visible accomplishments of the WPA from 1935-41 are as
great as the monumental accomplishment of restoring self respect to
the people. The projects in St. Paul include the barge terminal, the
St. Paul airport, the State Fair Grounds, the theatre section in
St. Paul Auditorium and the Water Works System, Nearly all of St.
Pual®s 85 public school buildings of the time had some kind of over=
haul work done on them.
But it is in the area of the Parks and Playgrounds Department,
with the encouragement of the Recreation Department's use of them,
that the accomplishments grow proud., Having received three and a half
million dollars, this department pux‘lg_city playgrounds in top cond-
[
ition and Highland Park got all new buildings a a swimming pool., Bat- >
tle Creek Park, Cherokee Park, Indian Mohnds Park, Harriet Island,

Hidden Falls, River Drive Park were all scenes of the work of the

e %,
WPA as well as Como Park, which received new zoo buildings. 6""‘""'
20, ﬁEﬁHIEZ. Harry, Spendinz—To Save (New York, 1936) Page 107, ¢'F:E7 o
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But the WPA seemed to be & controversial project at times. To
some WPA stood for the "We Plod Along" organization and they referred
to the workers as "shovel leaners,” although this was probably due to
the lack of equipment and the bulk of workers on a .single project,
rather than laziness. They may have plodded along, but as we learn
from the hare and the tortoise, slow and steady wine the race,

It was true that the government machinery was complex and dife
ficult to operate. For instance, even the purchase of noiseless
typewriters or ready-mixed concrete for WPA projects had!'to he
approved by the Federal Administration,?!

The WPA was the child of necessity and was raised in the idea
that workers should give some return for the money theyreveive. In
rétrospect, Carl Langland concludes in his article, "What the WPA
Did For St. Paul," that "Everyone admits that 30 million (spent in
Ramsey Counfy alone) could have bought mors, had the aim been to
construct. But the WPA was a project of men, rather than material
results.”?2 Work was the release and the answer to the conditions
of unemployment, idelness and want. The spirit of the times is
best reflected in "The Dope Sheef," a newspaper that was a WPA
project: It may not be an honor to be on the WPA, but let's do

our work honorably."z3

We were blazing trails all over the place. It was 3
exciting, pioneering. We went down a road that had wt‘}
never been researched before,

And it was a long road. On it, David Clarke and many others
like him found security, determination and the will strong enough to
carry them through one of the most trying periods in our recent history.

21. General Letters,(Jan. 7 and April 15, 1937).
22, Langland, Carl "What the WPA Did For St. Paul®, ThHis is Your

America, (New York, 1943), Page 109.
23+ The Dope Sheet (Oct, 15, 1938).







One of the studies that Deborah Meader offered
to the district supervisors meetings,




MINNESOTA ViORK PROJECTS ADMIMNISTRATION
District Reoreaticn Training Center

TRAINIKG ;:acmums
B
Deborah S. lsader

To furnish teschers end prospootive teachers of unit tramihg
olasses with some understanding of the laws of learning end
methods of instrustion.

Leoture, Disoussion and Comnittee

UMIT I Introductiom
UNMIT II Lesrning
UNIT III Mothods of Teaching

UNIT I. IRTRODUCTION
¥hat 1s roereation?
“hat is the funotion of a reorection leader?
Thet are the primery objectives of the reoreation program?
Yhat are the secondary objeotives?
What are the trends in recreation?
How omn ths reoreetion progrem esssist National Defense?
That are the objeotives of the Reoreation Training Progrem!
Can your own ocurse help Jeaders reash these objeotives?
What should this oourse inolude to assist you in improving
work? :
10¢ ‘hat is the Unit Treining plan?

UHIT 1I LEARNING
What oomstitutes effiolienoy?
"hat do we meem by pemeral capacity?
¥hat do we meen by "Mental Age"?
That fastors deternins the efficlency of an intelligence test?
‘That do wo noant by "Inrelligenve Quotient™?
How oan people be olassified acoording to their I. Q.'s?
What do’'we mean by Intelligzent Behavior?
Does the gain in basis oapasity to learn imoresse indefinitely?
¥het aro desiresble lesrning oonditionst
fu That do we monn by "laws of Leoarning™?
Y 11s What i3 the oourse of loarning? )
% 12, Wnat fastors influsmoe the shape of the learning ourve?
®c ¥hat does a sharp rise indioste?
b. What does a long plateau indiocate?
15, low cam a teacher avoid these diffioulties?
14. VYhat is the objeotive of the teamcher in regerd to the
learning ourve?
15, VWhat are Thoarndike's six lavs of learaing?
16. How is drive or motivation obtained?
17. VWhat is the purpose eof the study of the "laws of Learning"?




TRAINING TECHNIQUES occnt,

UNIT I1. LEARTING conmte

5. Yow does the understanding of the various
levels of intollizence affeot tho plamming
of the lesson?

b. 7Zhat is the value of drill?

o. How éoes it help us supply the best opportunity
for lesrning?

d. Wnat is the law of reconcy?

UNIT IIXI METEODS OF THACHING
T. Visual Alds.
a., How does the use of concrete material ald
loarning?
b. YName the genses through which we leern in
the order in which thoy are usually
. employed in school.
6. What do we meen by verballism?
d. lYihat is a vigunl aid to leoraing?
Vhat ere the verious types of visual
aids named pocording to conoreteness?
£. What ero the prinoiples governing the
geleotion of visunl aids?
ge “hat are the stops covored in effeotive
“use of visual aids?
he How do visual aids help in the prooezs
of differentiation and integration?
1, What are the tests as to the degreo to
which they are wvalusble in any given
situstion? ;

2o The Assigrments:

What is the purpose of giving asei nts?
:; What constitutes gaodsullpmntgmo
®s Yhen should i% be givent
85 How suoh time should be devoted to giving the
assismment?
e e What are assigment diffisulties?
KK fo What are various types of assigmments?
ge Can assignmsnts be individusliged?
ge How can we evaluate an assigmoent?

“Skill is nothing else than knowled
ge in sotion, or better widdom ocmpleting itself b

':rlnl.y doing what 4s soourstely knommn, My oonviotion is that until knowledge is thuz

ansformed into skill, it has no vital comneotien with the persomality of the kmower)
:': : ;:s:d"inahi:l;rprwg:::s; u:iﬁnd. unassimilated, so that most of it is destined

» DR od, misapplied, forgotten, or even déspl t
of life whioh follow the stage lnown as .d::oatlgno ¢’ - Ayl
= L¢ Pe Jucks
"pducation Through Rooreatiom®




From The Dope Sheet: outlining the philosophy
of leadership that was so important,




Dopea S

-Page 1
EQitor « « o » o o « Stemper (Cheoko)
Assooiate Editor . o ¢ « «.s o lLarson
Reporter............ztaro
THE. DOPE SHEET - IS ;PUBLISHED AND PAID FOR
- BY! A FUND SET .UP BY THE MEMBVRS OF 6282

~and 7151, . TIME IS VOLUNTERRED AFTER

. land ACTING CONCTRUCTIVELY.

WORKING HOURS.,

WTE?ESTMU’T;

4M _.4.’_95/ ab-‘—..‘.’ . 14
" ympn NESS LE

EPVKIFLoy

[thc kindliness and genuine fniandship ex=

Who are they? This can be answered by
most of us who are willing to acknowledge’
our short comings and are constantly
striving to improve ourselves, ~Just as
the bricklayer must exercise care in. _
laying the brick according to building.
specifications we must build and develop
ourselves. The material and methods em-
ployed will be reflected tomorrow,

It is important we keep our courage
and not permit the problems and diffi-
culties of today to 010ud our vision of
tomorrow,

At times our efforts may seem futlle
but we must realize that tomorrow will
not only bring unlimited possibilities
for leadership, but.will demand greater
preparation and ability than ever before.

Some of us may bluff our way for a
time, but when put to the test, can we
fill the bill well enought to warrant
the position. Regardless of the work
you are engaged in, or the position you.
hold, unless you are keeping pace with
the times, and showing improvement in the
performance of your daily tasks, why
should you expect consideration for some=-
thing better, or that increase.in salary?

Be a laader in every thing you do; set
an example for your fellow-men. Do the

best job of which you are capable today, &

and create within yourself the ability .

to do a better job tomorrow, ;
Be & constructive;,- hopoful,

Ilémong your friends and business assqpiate

fluenoe

as well as at<home, by THINKING; BLANNING*
If you do not
reach the heights you nnt;cipated you
will never have to be asham f the lmow<
ledge acquired.

It is botter to strive'%o be Tomorrow's
Leader-# 1 than to end up Publig Enomy # 1
. ==Editor .-

- e = = e

CEMETERY DETAOHMENT

|Former Fellow Workers: *

I finally found a way to-crash pngo 1

‘1in the Dope Sheet, but don't any of tho

rest of you try .dup_liéa.ting the feat,
'eause this biznoss of bein! ‘outa work

.'(and'outa most - everything elso too) is a

L

mess} Page .3 and a job- sums up heaps
better than page i and undesired idlencss,
goz me !

Seriously, however, I am gratoful for
pressed by your editor and our "boss" and’
in the same breath T want to thank you,
one and all, for the courtosy'gnd tho fine
spirit of friendly co-opération’ so preo=-
valent during the months we wore fellow
workers. The best of luck to each and
every one of you, .

Ye editor's kindly bestowal of the dee.
signation " honorary associato oditor" is.
likowise appreciated. Though I do be-
lieve that the work of the associate -
editor should rightfully lay in the hands -
of someone at work on the projoct, I :
shall attempt to show my appreciation for:
the abovq montionocd designation by sub-
-{mitting, as regularly as possiblo, fur-
thor {installments of the Pioncors history
sorics, and such other material as may be
appropriato undor our Cemetery heading.
Lack of opportunity proventod preparation
of an installment for this issue of tho _;
bost doggone papecr in town, but we'll be .
soein' ya in the next, unless overtookon
by a brokon leg, a trip“to” jail or a case:
of montal incapacitation. :

Mr. Lowenstein is the now man sent to ¢
the Cemetery Offiee as o roplacement.
Roports aro thot he is doing mighty well
for himself in the now assignment. Broth-
er Wyberg, now in charge of the unit at
the Cemotery, has also had the staff in- 1
crcascd to a total of five. The ndditidn—
al recruit is Mr, Lohmann, farmed out to .
us from the testing lanc, . ¥

==Tombsteno: Lora-m 7 & 5%%




ANNOTATED BIBLIOGRAPHY

Is Contemporary Materials

1. Adams, Grace Workers On Relief. New Haven: Yale Uni-
versity Press, 1939.
This entire book is a good source for the specifics of
the WPA, particulari}y the individuals involved. It is,
at times, quite biased, in terms of being over-positive
and giving glowing accounts of the relief projects., It
has also Jelped me zain a ohronologiesl happening of things. A/

Almanac and Year Book. Chicagos Chicago D,ily News, 1935,
Christgauy Victor Report on Statiaticsg Survey and Research
Program in Minn-sota St. Pauls WPA, 1930,

Colcord, Joanna Carver Emergency Work Relief as Carried
Out in 26 American Communities New Yorks Russel Sage '

Foundation, 1932, A

Gallob, Ben "New Deal Cracks Down" Black and White. Jan.

1940, Page 17. _
Black and White seemed to have been a radical periodical

of the time, but was nonetheless helpful.

Hopkins, Harry L. General Letters, 1935-39.
These documents proved to be an invalusble asset in
reseaeching the inner workings of the WPA.

Hopkins, Harry L. Speading To Save. New York: W.W. Norton
and Co., 1936, Pages 97-101; 160-178.
This book was an essential part of my paper, as it
gave the philosophy of the man who conceived the entire

program,

8o National Appraisal Committee United States Committee

Imprevement Appraisal Washingtons U.S. Government Printing
Office, April, 1939. Page 24,

9. Stecker, Margaret Loomis Intercity Differences in Costs of
Living, Washington: U.S. Government Printing Office, 1937..

10, Stevenson, Marietta Welfare, Rellief and Recovery Legislation,
1933-34, Chicagos Puolic Administration Service, 1935.

11, University of Minnesota A University Works Program.
Minneapoliss University of Minnesota Press, i§§§.

Wisconsin Emergency Relief Administration Reports Given
At the Wisconsin Conference of Social Work, Oct, 19-21.

1935, Milwaukee: 19304,




World Almanac of Factse, New Yorks World Telegram, 1933
1935, 1936, 1938 and 1939,

WPA MATERIALS: All Published in St. Paul.

ae Annual Report, 1937-38.

b, The Dope Sheets Records and Projects., July 1938«
July 1939,

¢o Finance Bulletin., Auge. 12, 1935-Jan. 7, 1936,
de Report on the Works Program March 16, 1936.
e, Progsess of WPA Work in Minn, Auge 1935«Dec, 1936,

15. Yoder, Dale Depression and Recoverye New Yorks McGraw=
Hill Book Co., 1934,

16, Gill, Cerrington "Collecting the Relief Billions® Survey
Oct. 1934, Page 310=312.

17. Callahan, J.G. "The Natiomal Social Security Act and How

It will Affect Minn," Mikneapolis State News. Oct. 1935.
Page 3 and 5.

18, Minneapolis State News "Dec. 2 Date Set for Extra Session"
Oct. 193 ®

II., Recent Materials

1. Blegen, Theodore Minnesotas A History of the State
Minneapolis: University of Minn. Press, 1903. Pages

527-28,
A good source for getting it all in perspective,

2, Galbraith, dohn.K. The Great Crash 1929 . Bostons
Houghton Mifflin Cd., 195%.
3. Langland, Carl G. "what The WPA Did For St. Paul®

This Is Your America. Vol 3 New Yorks Liderary Classics,
1943, Pages 104-9,
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ORAL HISTORY INTERVIEW WITH DEWEY ALBINSON
MINNEAPOLIS, MINNESOTA
OCTOBER 27, 1965
INTERVIEWER: MRS. VIRGINIA NAGLE

VN: MRS. VIRGINIA NAGLE
DA: DEWEY ALBINSON

VN: This is an interview with Dewey Albinson, Minneapolis
painter. It's taking place on the 27th of October, 1965. And I'm
here to talk with Mr. Albinson about his involvements with the
WPA Art Projects during the Thirties and the Forties, and we
hope to have our conversation recorded. We've had some very
interesting conversations up to this point. I don't think we
should have mike fright at this point so let's get back to this
because you were talking about the way the artists met around
in small groups in homes and . . . .

DA: Well, that was . . . . I'll explain that a little later. First, I
must say that [ went to Europe just as the depression hit so I
was over there for the first two years of the depression
anyway, in Italy.

VN: I see.

DA: And upon my return I had hardly unpacked before | had a
phone call from Dr. John G. Rockwell, State Commissioner of
Education. And he told me that the State Department of
Education had sponsored some projects the year before and
that things had been very unsatisfactory, and unless I would
assume responsibility for certain projects sponsored by the
State Department of Education, the State would not continue
the sponsorship.

VN: Oh, I see. Now, the State then was working in
conjunction with the government in administering these, or
what?

DA: Yes. Well, yes, the State Commissioner would
technically have one vote and then the Supervisor of the
Projects would have another supposed to be favorable to both
the WPA officials and the State Department of Education. But
Dr. Rockwell told me I wouldn't need to worry because he'd
give me his vote automatically so I had two votes to the one.

VN: [ -- Well, this is loading the Commission. I think this is
wonderful.

DA: Well, that explains . . . . For some reason | sort of
hesitated for a while but then I thought it might be good
experience and, not knowing how long it would last, I'd give it
aftry.

VN: Now, were you in a paid capacity with them?

DA: Oh, yes.

VN: I see.

Ao Dot Nanck Wey, ~ '*T‘L/&

DA: But very poor pay.
VN: How much?
DA: Well, I think I got $125 a month.

VN: You were working full time? Then you'd be working
forty hours a week in this capacity?

DA: Oh, forty! They called me up early in the morning 'til
eleven o'clock at night, the desperate people that were getting
on the projects.

VN: I see.

DA: There were several projects. The main one was the three
Art Centers where they were teaching art.

VN: And where were these located?
DA: Minneapolis, St. Paul and Duluth.
VN: I see.

DA: And they had been in . . . .

VN: Now, where were these located? Is this the one that was
at the Walker Art Center?

DA: No, this is before the Walker was . . . .
VN: Before!
DA: Oh, yes.

VN: I see. Where was this located? Over in Southeast
Minneapolis?

DA: In the Sexton Building.

VN: Sexton? Or is it Seton?

DA: Sexton.

VN: Sexton Building. Yes, this is right down on Portland.
DA: I'm sure it wasn't Seton.,

VN: Well, Katie Nash talked to me and said it was the Seton
Building so I'm just curious. It's the Sexton . . . .

DA: Well, I have an article, I was just looking for it before
you arrived, and I'll find it, which gives an article about the
Art Center at that time.

VN: Well, wonderful! That's fine.




DA: So if I find it, [ know I have that article.

VN: Good. And then in St. Paul, was this in conjunction with .
l‘}

DA: Yes.
VN: . . . with the Art Center?
DA: It was in the old Post Office Building.

VN: Okay. And in Duluth, do you know where that was
located?

DA: No, I don't remember. But it was a small place, a small
group there. What happened was that when I arrived this had
been in effect for I don't know how many months prior and it
had been under the direction of a sculptor here, an elderly
fellow called Wells.

VN: Oh, I've heard of Wells.

DA: Wells was a teacher of quite a few of the sculptors that
were around here. He taught for many years at the Art School
and I think also privately. I think it was Charles Wells.

VN: Yes.

DA: And our projects hadn't more than started maybe a month
or two before there were several bills that went through, one
prior . . . .

VN: What year approximately would this be? In about '35?
DA: Oh, no, no, long before that.

VN: I see.

DA: I would say '32.

VN: I see.

DA: I would say '32 offhand, but I'll find the article and give
you the date on that.

VN: All right. Okay.

DA: Well, at any rate, the Art School had no more been in
effect for a short time when a new bill was sponsored, and that
was a Federal Arts bill, and that gave more employment to
many artists and that started in the Walker Building.

VN: I see.

DA: And Walker Institute Museum. Well then, we continued
on the art education which happened to be under Adult
Education. And every city had their own adult education

program, like here a Miss Curler was head of the Adult
Education. It was mostly classes for immigrants and
Americanization and I think they had some languages too but
most of it seemed to be up in North Minneapolis. Miss Curler
was a very nice person and very easy to gef along with and
very helpful. So this was sponsored by the State
Commissioner of Education under Adult Education -- these
Art Centers. Well, as time went on, there was a small project
also in effect that didn't amount to anything called the
Handicraft Project. And this project also was sponsored by,
became sponsored by, the State Department of Education, so
that was handed over to me about the same time to supervise
that in the State. And that had quite a few extra projects, one
in Rochester, and on the Indian reservations, and that became .

VN: Now did this at any time then get kind of covered by the
new bill, the Federal Arts Project bill?

DA: No, it had nothing to do with it.
VN: Had nothing to do with this?
DA: Nothing to do with it.

VN: I see.

DA: This is a separate project and that was under Women's
Division. See, they had two divisions in St. Paul -- Men's and
Women's. And all of a sudden they threw all the arts in the
Women's Divisions.

VN: For heaven's sake.

DA: So the supervisor in St. Paul of Women's Projects, a Mrs.
Alma Kerr (K-e-r-r) became supervisor, head of all the . . .
even the Federal Arts Project had to clear through her.

VN: For heaven's sake.

DA: Yes. You see, in America they think that women sort of
are the ones that sponsor the art project. It's always been that
way.

VN: The Women's Section, now what Women's Section -- in
the adult education or . .. ?

DA: No, this had nothing todo. . . .

VN: This had nothing to do with adult education?
DA: No.

VN: Just the Women's Division of the State.

DA: There were two divisions -- Men's, I suppose were the
shovelers and the . . . .




VN: I see.

DA: And even the projects like -- well, there were several
other projects, strange I can't think of them quickly, but there
were two or three other projects going that had little handicraft
in it.

VN: Did any of this ever relate to the Index of American
Design?

DA: No, no, that was all under Federal Art.
VN: That was under Federal Art? This was the state program?

DA: We made . . . the Handicraft Project made things for
schools, endless things . . . .

VN: What kind of things? Just craft . . . ?

DA: Well, including tapestries, they made quite a few, mostly
craft work in models . . .

VN: I see.

DA: . .. and it became quite a project. And when Forbes
Watson, he's the editor of the Arts Magazine,

VN: Yes.

DA: . . . came to tour the country and he saw the handicraft
project in Minneapolis, he was quite overcome. He said, "It's
one of the most interesting things in the whole country." VA:
For heaven's sake!

DA: We had a wonderful supervisor, a Miss Jerry Hudson, a
good artist and a very inspiring person on top of it and she
added a great deal to the project for these pitiful people almost
all women. Although they had carvers on the project and some
men, they did woodwork and anything at all pertaining to . . .
for the schools . . .

VN: I see.

DA: The first thing you know they were very busy, I can't
even recall the many things that they made, but weaving, too,
was on the program to some extent. Well, the handicraft
projects built up and became quite important, they had
exhibitions in schools of the beaded work from the Indian
reservation. And I had met and always been interested ever
since | was young in the Indian, and there was one very
famous nationally-known Indian author, Francis Densmore,
from Red Wing . . ..

VN: Oh!

DA: And she had written books called Handicrafts of the
Chippewa and she had a whole row of books, and she's really

more in music than . . . and has taken, oh, I would say perhaps
thousands of records of the Indian songs.

VN: Is he herself Indian, or . . . ?
DA: No, no, no, she . . .

VN: . .. just interested in it?
DA: . .. was a teacher.

VN: I see. I see.

DA: And she had a sister called Margaret in Red Wing, and [
had met them, so that we managed to get Frances Densmore to
go up to one of the reservations and open up an Indian
handicraft project.

VN: Well, for heaven's sake!

DA: Yes. That went for about three or four months only, when
there was a pest, a woman in the project that so annoyed her
that she resigned. Well, the projects were filled up with all
sorts of strange people and people who'd (would) go around
checking and seeing what was going around, but his one
person really was something!

VN: Isn't that unfortunate!

DA: I wouldn't mention her name, but she was a very
bumptious thing, she went to the projects and tried to get the
Indians to make things for her privately. And she was crazy
about a white beaded bag that she tried to buy, but it couldn't
be sold, this was government property, but after the close of
the exhibition it was the only item that disappeared, so she
was a character.

VN: Oh! She raised a little suspicion along the way, eh?

DA: I was so busy at that time I didn't have a chance to see
Miss Densmore and find out why she left, and when [ did find
out, it was too late to do anything about it. She didn't want to
go back.

VN: Yes.

DA: But she had some very interesting things to mention up
there. She got them to do many of the old things, using the old
dyes, and they made quite a number of things that pertained to
the traditional Indian . . . .

VN: Would this be up in the Red Lake reservation, or what
reservation?

DA: No, it was at Walker, 1 think.

VN: I see. Do you know what tribe it was at all?




DA: Well, they're all Chippewas.
VN: All Chippewas?

DA: Yes. There are no Sioux here 'til you get down to the
southern part of the state.

VN: Oh, I see. Well then, you were actually almost always
involved in an administrative capacity. Did you ever teach?

DA: Yes, I taught a little bit at the Sexton Building and a little
at St. Paul, too. When they were short of an instructor I would
help them out. But it was really a rat race between the St. Paul
project and the Minneapolis, and occasionally these trips
throughout the state.

VN: I see.

DA: So that they raised my salary shortly after when they
would arrange it but there weren't the funds in this adult
education program . . . that happened to be in the Federal Art
Project. They had more money and new projects and . . . .

VN: I see.

DA: And the supervisor was far better paid. Mr. Wells was the
original director of that project. He had an assistant in a fellow
called Hoppers and Mr. Hoppers assisted him so well he took
over the power very shortly afterwards.

VN: Now, this is something new. I didn't know that Mr. Wells
had been the original supervisor.

DA: Yes, he was the supervisor.
VN: And this, of course, was the WPA project?

DA: Yes. Mr. Hoppers was more able but more smooth too. 1
think he was more literary. Mr. Wells was elderly and rather
slow in some ways. It didn't take long for Mr. Hoppers to take
over.

VN: I see.

DA: And from then on that project grew and I had very little
to do with it. I was so busy with my own projects that the
difficulties of keeping them organized and the supervisor and
problems with many of the pitiful people. And I began to
regret shortly after that I ever got into it, and I don't think I
would have stayed if it hadn't been for the students that were
studying at the Art Center and their plight. There were many
of them there that were out of school; they were not going to
school. And many of them were very sincere and hard-
working and the instructors, there were three or four of them,
who were practically just out of school, and. . . .

VN: Do you remember any of their names?

DA: Oh, yes. There was a fellow who since has become Ph.D.
He's in California, he was called Erle Loran Johnson, he
dropped the Johnson .

VN: That's Erle Loran, he's at Berkeley, isn't he, now?

DA: And his instructors used to call him the , the south end of
a horse going north. And he's the sort of a type that makes a
Ph.D.; he's very successful out there, I'm told.

VN: I see. | see.

DA: I mean almighty, he was that way even when he was
young. And then there was Sid Fossum, there was Mac
LeSueur, and then there was a sculptor off and on, and then
they had design teachers. They would come and go. but it was
mostly painting and drawing and designing.

VN: Was Evelyn Raymond involved at this time, do you
know?

DA: No. I think she must have been connected with the
Federal Art Project.

VN: I see.

DA: I was never in the building and I knew nothing about
more than what I'd hear. I'm trying to think of some of the
others connected with the project. In fact, the whole thing
became a little bit of an unpleasant competition between the
adult education. They tried to take it over to increase their
salary.

VN: I see.

DA: So I just maintained my independence and then after it
was all over | went to Quebec, Canada and spent two summers
and the winter there to forget the whole thing.

VN: Ah.

DA: Because I couldn't be here, there were just too many
pitiful people on the handicraft project that really were
desperate, and there were as many poor widows and women
there that were I'm sure hungry. In fact, one time I was told
about one that had told the supervisor that she hadn't had a
meal for several days, or something, so she . . . .

VN: Oh, for heaven's sake. How much were these people
paid? And they were paid by the state, then, I take it?

DA: Yes, I think they were . . . . It was $45 to $65 or
something like that.

VN: And did they as the Federal Art Project limit the amount
of time they could work so that more people could have work,
OF,..o 7




DA: Oh, no. They worked eight hours.

VN: Eight hours a day, and this is . . . .

DA: But there were many very dear people involved. And the
thing that amazed me was that many of the projects, and I've
talked with others afterward, that the projects, these poor
people resented trying to do anything original to begin with in
these handicraft projects.

VN: | see.

DA: And it took them quite a while before they got the
inspiration to kind of do something and after that they were all
having a grand time trying to out-originate, outdo the others in
originality.

VN: [ see.

DA: So that there were some things there that were very, very
interesting. There was a poor prostitute on the project that
turned out to be quite a genius . . . .

VN: In what respect?
DA: Well, in making dolls . . .
VN: Oh, for heaven's sake!

DA: . .. and small figurines in costumes. And in one of our
shows these were on display and a doll manufacturer saw
them and got excited and dashed to the project to employ this
person. And when he arrived there for some reason and talked
to this poor, miserable woman, why she was fearful of going,
and so she said, "No, she wouldn't do it." So it made a little
scandalous article in the paper, you see.

VN: Oh, how . . . too bad.

DA: And shortly before that . . . . Oh, it was nothing but
running to suppress stories all the way through. The Federal
Theater Project went under because of a story. You know that,
didn't you?

VN: No, I didn't know that at all.

DA: For goodness sake! The Federal Art, the Federal Theater,
had a series of skits for entertainment. And somebody wrote
an article in the newspaper, "Government Fan Dancer Number
One" and it hit the Associated Press all over the Untied States.
And the fellow here that wrote that article was given a job in
Washington, or New York, he had a great elevation.

VN: But in the meantime the project died?

DA: And killed the project for the ridicule.

VN: Oh, for heaven's sake!

DA: "Government Fan Dancer Number One" in big letters.
And I had some of these articles. And then they were cagey
about the art projects. And one time one of the big fellows
dashed into the Art School -- we had a very miserable
secretary -- and I had given her instructions and instructions
not to let anybody though the first room into the second room
where there was a life model, see, for the advanced students.

VN: I see.

DA: And this big fellow dashed into the second room and saw
the model and the next thing you know the main office trailed
me town in a hurry and had me over to St. Paul with great
alarm for fear there'd be a story. But I knew the fellow quite
well and I called him up and I gave him some pretty sharp
stuff. I told him the model was not nude, it was a Greek pose.
A likely story! I said if you'd taken a second look you'd have
seen it. | said besides, it's about time that you'd go to the
Minneapolis School of Art and the University and get a little
broad-minded and understand that studying the figure and the
human anatomy is from ancient times, from the Egyptians on,
and there's no place as vulgar, and if you write an article I'll
follow it with one with one other that will put the whole thing
to shame, the vulgar-minded people in this country. I said we
can't have even a statue in this country without it being
defaced, the only place in the world. I said I have plenty TNT.
That article was suppressed. but from then on, oh, they told
me would couldn't have figure models. Oh, I had to go around
-- and I got to know Chrisco [phon. spelling] quite well, he
was head of all the projects in the whole state. VA: For the
state, you mean?

DA: For the state, yes.

VN: And what was his name, Chris -- 2 How do you spell
this?

DA: Chris -- I just forget his name.
VN: Chriscow?

DA: I just forget his name, it'll come to me again. I think it's
Chrisco [phon. spelling]. I'm not quite right. But anyway, he
was a man in the military and he took this position and he was
in for many a headache and criticism. There was an article.. . .

VN: I'm sure anybody who was . . . .

DA: Anybody. And I even got in for some of it because [ had
only a few patrons and they were very much disturbed and
even some of them were infuriated that I got into this
government work, which was being sponsored by the
Democratic Party.

VN: Of course.




DA: And I'm absolutely non-political, in any form. I have
never had any connection with any political party. In fact, to
me they're all disturbing, consuming of time and getting
nowhere, as far as I'm concerned. Besides, I need all my time
for my work and I'm not too strong physically, I never was, to
go chasing nights and painting in the daytime; I couldn't do
that. So I had nothing to do with it but the only thing that kept
me was these people that [ became rather . . . . You might say,
I felt sorry for them, so that it was sympathy that kept me on
for about twenty-two months. And then I got by chance a little
private information that there would be no new funds coming
through and that the projects would be ending in about, oh,
two months' time.

VN: I see.

DA: And that's what happened. So then it was early summer
and I resigned and just packed out.

VN: Would this be about '35, then, that this happened?
DA: Oh, no, this was '34.

VN: '34?

DA: Yes, I think it was about '34. [Date actually was '37.]
VN: I see.

DA: Just about '34. The projects lasted for about two months
longer. In the meantime, I had met many of these people and I
realized that under the conditions at that time that something
like that was very necessary. It also gave employment to some
of the young artists that were just barely out of school, like Sid
Fossum just had, I think, four years at the Art School. And
none of them have ever shown any appreciation and they don't
even know. I don't know if they know or not that they would
never have had that project if it hadn't been I took them over.
But I'm not looking for appreciation. As a matter of fact, I got
mostly hostility.

VN: Yes. Well, did they have to make application to you to
work on these projects or . . . ?

DA: No, no, see, they were already assigned to the adult
education program, these few instructors, but then there were
many new ones that had to be put on the program, particularly
in St. Paul and elsewhere, so that it was just a constant
absolute, constant chase. One time I tried to get away for a
few days and I had only got out in the country a short distance
before I was called back. There was always some intrigue
going on, somebody trying to get somebody off a program,
always the most fantastic . . . .

VN: Isn't this amazing!

DA: I wouldn't go into the details but St. Paul caused me more
headaches than Minneapolis. As I said, there was a sort of a

complex for fear of scandal stories getting out. And there
could have been one there too, because the secretary of the Art
School was helping himself to funds and he cleared out and
went elsewhere. I don't know what ever happened to him. It
was something.

VN: For heaven's sake! This really is a time of great stories,
isn't it? But I do note now then after this there was the -- in
'34, you know, they set up the Public Works of Art Project
under the Treasury Department and this lasted just a very few
months and you were listed in an exhibition for this group at
the Minneapolis Art Institute in March . . .

DA: That was before.
VN:...of 1934.
DA: Was that '34?
VN: 1934,

DA: Oh yes, now I know the whole story. There was a little
extra fund that came through and it didn't even last -- maybe it
lasted two months -- but I only stayed with it for five weeks.
And I brought in one canvas a week to them, and after that
was over . . . . Now I recall something else -- this fellow, the
vice-president of the University that has the Harold Lloyd
Wright --

VN: Middlebrook? No, Willy, you mean?
DA: Willy, Willy.
VN: Willy.

DA: He somehow or other managed to get a small fund and
offer the artists to continue there and they originally paid $45
per week . . ..

VN: Oh!

DA: This fund that went through the Art Institute and they
expected you to bring in a canvas a week. So they get a few
canvases out of me and one has been hanging ever since in the
Labor Building in Washington.

VN: For heaven's sake!

DA: I'll see if I can find an article, I'll find the article about it.
It was reproduced in a book called Our America by Agar. It'sa
book that reproduced some of these paintings that were in that
project. You'd be interested in that, I think it's called Our
America by a newspaper man from some mid-central state
that's quite a good writer. I'll get the title for you; I was just
looking before you arrived to try to find some of these titles.
And that I think lasted only, oh, it could have been that the Art
Institute got five canvases out of me, five weeks, and also the
painting that was in Washington I recall now was one of that




group. And then Dean Willy, he offered me twenty-five
dollars a week and expected you to bring in a painting, so they
got four paintings from me and I had a magazine -- one of
them was reproduced on the cover of the teachers' magazine.
have that, I was just looking for it . . .

VN: Well, good.

DA: . . . when you arrived, [ was just going through over here,
and that will give you the exact date.

VN: Fine. Wonderful!

DA: That is ridiculous, absolutely ridiculous, when you realize
the cost of the cloth, the canvas, and the stretcher and then you
go out and work and pay twenty-five dollars. | was infuriated,
and I decided I'd make a few canvases anyway and they're at
the University. Every now and then I hear about them.

VN: For heaven's sake! They're still holding them there?

DA: In some building, they still have them there. They've got
four of mine. The rest of the artists I don't know what they did
with. [ think they brought in small color sketches and so forth,
or watercolors, or something.

VN: There were quite a number of things. I know I talked to
Sid and he said he did many, worked in many media and then
he got involved with printing and silkscreening and things like
that.

DA: Yes. That was after . . . quite a bit later.

VN: A little later on. He was involved for a number of years.
DA: Yes.

VN: Through '41, I guess.

DA: Well, I think he's perhaps one of the most talented of the
whole group, too, for that matter.

VN: Mmhmm.

DA: And there were others, too, but I really have lost pretty
much contact with all these artists here. See, | spend half the
year in the South and I come up here . . .

VN: Yes, | know.

DA: ... and I've got all my work here to. ... I'm trying to
finish up paintings. ['ve been somewhat successful, even
selling paintings I made as far back as 1916, '18 . . . .

VN: Well, wonderful!

DA: They have historical value now.

VN: I think that's great.
DA: I was fourteen years old, so naturally . . . .
VN: For heaven's sake!

DA: There's a man, a consul in Guadalajara, Mexico. He was
told that Dewey Albinson was living in Tepie in Mexico:
"You mean that artist? Why I thought he was dead long ago." |
started to exhibit and I had exhibitions in Chicago as far back
as 1921 and I had a few in the East after, so that in those days
there were very few artists, most of them were considered
queer, or something. It wasn't fashionable then, it was thought
you were a sponger on society, and everything else you can
imagine. So that the exhibitions in those early days, they
might be 20 to 30 people coming to visit the annual opening
and . ... V: Ahhh! Well, there's some difference now.

DA: Yes, now it's a social event.

VN: Indeed.

DA: Yes.

VN: There are so many people that you can't see the paintings.

DA: Well, art is being pushed just like religion so they go to
the church in the morning and take care of their spirituals and
they go to the afternoon to take care of the cultural.

VN: That's right. It's also become a good investment, you see.

DA: That's possibly true, too. But you'd be surprised how little
they actually pay, | mean many of them still expect art for
very little.

VN: I'm sure that's true. I'm sure that . . . .

DA: In Chicago and New York and California they somehow
or other have been accustomed to paying more. If an artist gets
any kind of a reputation at all, he usually can get a fairly good
price.

VN: Umhmm. Well, I think I'm going to stop this now, I think
we have very little left on the tape and I'll turn it over and we
can start the tape running back the other way.

DA: All right.

[END OF SIDE ONE]

[SIDE TWO]

VN: Now, I'd like to ask you about some of the people who
were active at the same time, and one we can mention right
now is Will Norman, and what you might know about him?




DA: Well, he made some lithographs, he came down and
studied, he was from Duluth, and these lithographs were quite
remarkable and he became quite the seemingly successful
artist. And they were very developed, they were from Duluth,
the harbor. And then later, as the years went on, I saw him a
few times, once in Duluth by accident, and then he finally got
a job teaching in Duluth at the University Extension, I believe.

VN: Oh. Unhmm.

DA: And then he had a show in Duluth and the reason I know
this is because various Duluth artists come down here
occasionally and stop in and say hello. This is years ago when
[ lived here. And he put on an exhibition and, after the show
was up, they found that he had plagiarized all the things.

VN: Oh, how dreadful!

DA: And some artists are very clever at making slight
variations, these weren't even that, so that I think he lost his
job. And I was told that he was teaching at this Federal
Correspondence School in Minneapolis.

VN: Oh, I see. Umhmm.

DA: There it doesn't make any difference; that's all sort of a
hack re-traced criticism. It's highly standardized.

VN: Yes.

DA: So that ended his career in Duluth. I have this from two
artists that lived there. You see, [ went up to Lake Superior
occasionally and I happened to meet two that [ know of, 1
don't even remember their names. One of them stopped off

here not too long ago, maybe four or five years ago, and told
me about him.

VN: Did you do any work at all with Alex Oja?

DA: Well, Alex. Yes. He studied at the St. Paul School of Art
years ago.

VN: Oh, he did?
DA: And he's connected with the Institute over there.
VN: The Science Museum?

DA: In the Science Museum, yes, where he does . . . works on
these figurines and the manikins.

VN: Oh, I see.

DA: [ haven't seen any of his paintings at all so I don't know if
he does any. But I think he has quite a nice position there
because that Science Institute has grown tremendously. V: Oh,
it certainly has. DA; I stopped off to see the old building, 1

was very fond of the old building as far back as about 1920
and so that . . . . They even had paintings there at one time in
the old building on the hill.

VN: What happened to that? Is it just a deserted building there
or what?

DA: [ imagine it is, yes.

VN: Maybe they'll build some new development project. do
you remember Roland Rustad at all?

DA: Oh yes. Roland had, I think, four years here and one year
abroad and when he returned he made a few paintings. They
were on display and he was one of the talented artists, there's
no question about it. And all of a sudden he went into
commercial art and he's been completely absorbed.

VN: Is he still working here, do you know?

DA: As a commercial artist.

VN: As a commercial artist.

DA: He's connected with some of these advertising agencies.
VN: Oh, I see.

DA: But you might even find his name in the book, but he
hasn't, I don't think he's had time to do any painting
whatsoever.

VN: And there was a Sebastian Simonet who . . . ?

DA: Yes, I knew him quite well. He was studying at the Art
School at the same time. I think he came about 1920, and he
was here for a while. There was another one -- Roland
Mousseau, do you have his name?

VN: No, I don't.

DA: Roland Mousseau. (R-o-1-a-n-d M-o-u-s-s-e-a-u). He's a
little stocky fellow and he was from this area and went to New
York for quite a number of years and he's a very . . . . During
the time that Sidney Dickinson was teaching here -- one of
American's successful portrait painters -- Roland was able to
make the most realistic drawings in the whole class. He had a
great eye for fine detail. There was nothing sketchy or free
about it, but for sheer realism he had a real capacity. Well, he
went to New York and he spent (studied) quite a number of
years there. Then he came back here and I saw him one time
only, and it was during the WPA project period. An issue
came up about a Federal Arts Project at that time, and [ met
him in an art store and he was then teaching at the Art School,
and that's the last [ ever heard of him. I don't know anything
about him.




VN: I see. Well, I'll get him down. That must be the
Minneapolis Art School then?

DA: Yes, he was teaching at the Minneapolis Art School.
VN: And then . . ..
DA: Sebastian Simonet, he disappeared completely.

VN: There are some Simonets in the area. | wonder if they're
related to him?

DA: T don't know. I usually go through the catalogues when
they send them to see how many names I recognize, and they

get fewer every year. There weren't many in the first place.

VN: And do you remember John Socha?

DA: Oh yes. John Socha. Did he study with me or didn't he in
St. Paul? But he was here in the twenties, late twenties, and
then . ... Where did he go?

VN: Well, I have a Minneapolis address for him.
DA: Maybe he's back here then.

VN: Apparently he's not -- he's not very active as an artist any
more. | don't know what . . . .

DA: Well, he showed here for quite a while, he made some
rather stunning things. He had a lot of facility, they were not
tight, and he was represented in exhibitions quite frequently
for a number of years. Since then, I've never seen the name
again.

VN: Do you remember Bennett Swanson?

DA: Yes, Ben Swanson was kind of a pathetic soul. He was a
great friend of Haupers' for years and the two were always
together. And he went to Paris and he arrived there just shortly
before I left Paris. And I introduced him to a fellow called
Galinee who was a famous wood engraver, because Ben had
been doing quite a few wood engravings and they were rather
interesting. His paintings had a sort of charm, too; they were
not too developed, and I think he had some success. There
were some people that were interested in his work. But this
Galinee I saw several times and I introduced him -- see, |
spoke French quite fluently, I'd been out in the country for six
months. I said, "This fellow is very interested, he's been doing
a lot of wood carving and wood engraving and so forth." So he
got intimate with Galinee and helped him and was even in the
studio for a while. And then he returned here and he submitted
a wood engraving to the State Fair and it was accepted but no
prize. I saw it, and I called him up and I said, "My Lord, that's
a masterpiece. What got into you! Congratulations!" Then he
sent it to the Art Institute and won first prize on it. I think the
show was hardly over before the director of the Art Institute
called me and he showed me a folder being sent out from a

New York gallery announcing the first exhibition of Galinee
wood engravings brochure, and right on the front was this
same, same engraving.

VN: Oh, for heaven's sake!

DA: Yes. And then I realized that he was not responsible. And
from then on he was never permitted to exhibit at the Art
Institute again. And [ don't know what -- he took a little bit too
much to drink, too. I saw him -- [ was in St. Paul for three
years with the St. Paul School of art . . . . At that time he came
around occasionally and I'd see him from time to time but he
was never too clear. He got confused and I don't know really
what happened to him. I think he passed away, to tell the truth.
Because I haven't heard anything about him since about 19 . . .
well, it would be about 1930, or '31. I don't think he's ever
exhibited since or I've never heard a thing about him. Haupers
igthe: o :

VN: Well, he was listed at this Art Institute show in 1934.
That's where I got his name.

DA: Well, that's possible, that's possible.

VN: And then there was a David T. Workman listed. Do you .
o

DA: Yes. He was very realistic and very academic, and I think
commercial. He did some commercial work. He was not a
young man.

VN: Well, let's get back to some of the things that you did. All
the while that you were working as an administrator, you were
still productive as a painter if you had time . . . ?

DA: No, I had very little time.
VN: Very little time to paint?

DA: No, it got to the point where I was just, in the end [ was
just dragging myself around. I got more and more involved
and there were problems here and problems there, and
changing supervisors, so that there wasn't too much . . . [ didn't
have the energy even to paint on Sundays. And the salary was
so poor that | had to augment my income with a few sales now
and then, otherwise I couldn't have survived it. And then, as |
mentioned, when things started to brighten up a little bit, I had
a little extra income and then I decided to go to Quebec, so |
cleared out completely. Because there were just too many
phone calls. Some of these people became fond of me, would
call without letting me know at different hours, interrupt my
work. And, nice as it was to have them come, but many times
they would disrupt my work for the whole day.

VN: Well, I think that's a little thoughtless.

DA: Well, no. They don't realize it, they think an artist is free,
you see. He doesn't work, you know. But when I start a canvas




in the morning and 1 work inside, I like to work on it all day.
That way I can sometimes finish it or carry it right along.

VN: Well, now, in the three Art Centers I got . . . . You
mentioned three that you were directly in charge of?

DA: The handicraft projects were around the state, as |
mentioned . . . .

VN: Yes.

DA: But the two main ones were Minneapolis and St. Paul by
far. They had I wouldn't know how many people on these
projects, but Miss Jerry Hudson . . . . You didn't mention any
women artists here and there were quite a few of them that
were on these projects here. Like one of them was -- funny,
I'm trying to think of her name. And she was on this project
and I think she was a better painter than many of the males
sometimes.

VN: For heaven's sake! I hope you can remember her name.

DA: Oh, isn't that funny! She was a chubby thing, heavy
ankles and the boys used to tease her and she took it literally,
and she finally entered an Episcopalian convent in the East.
They have convents; she became a sister in this convent, |
didn't know there was such a thing existed . . . .

VN:No,I....

DA: Isn't that amazing! I'll think of her name. But, you see, it's
been years since I've had occasion to even talk about these
people.

VN: Miriam Ibling? Mary Ribling? Do you remember her?

DA: Mariam Ibling. I knew her very well. She went to Art
School before 1920. And she did some rather interesting
things and then, about the time of 1941, I would say, she went
to New York, and I never heard . . . [ had a letter from her.
Mrs. Handy used to -- I had one note from her one time -- and
Mrs. Handy heard from her off and on, and I never heard of
her since.

VN: Do you know Jean Lurie who was a sculptress?
DA: Jean Leary?

VN: Lurie (L-u-r-i-e).

DA: Oh, I don't knowany. ...

VN: She apparently taught at the WPA Art School, or at the
Walker . . ..

DA: Or, at the Walker. [ knew . . ..

VN: But really those are the only ladies' names that I think 1
have.

DA: Oh, for goodness sakes! This one did murals, she did
cartoons . . . .

VN: Oh, Elsa Jemne!
DA: Elsa Jemne.
VN: Jemne.

DA: No, no. I knew her very well, a charming person. But
Elsa and this gal were quite close friends and Elsie is the one
that told me about this gal that went East and became a sister
in the Episcopalian order.

VN: I see.

DA: Yes. And I remember distinctly when I saw Elsa the last
time she told me about her. Curious that I can't think of that
name. | even let her use my studio one time when | was away
and she was here. She was a little stocky, chubby, girly type.
VN: For heaven's sake. Well, we'll haveto. . ..

DA: She came from the West Coast, the state of Washington.
And if you call up Elsa you ask her the name of that . . . .

VN: Yes, I will. I'm planning to talk with her.

DA: She'll tell you about her because I think she had
correspondence with her.

VN: Umhmm. Now, when in the Art Centers you had
students, you had a staff, or were these just facilities where
people could come and do their work?

DA: Oh, it was a regular art school.

VN: Regular art school?

DA: Oh, very. Painting and drawing and doing everything
there.

VN: How large a staff in the school?

DA: Well, we had -- it changed according to what the demand,
and what was available. And I'll find this article that, and I'll
mail ittoyouor. ...

VN: Fine.
DA: But I would like to have that back because . . . .

VN: Yes. I'll have the things duplicated, with your permission,
and then return them to you.




DA: It's funny, if you can ever find anyone else that was
interested in this subject, ask him if he has that material of
mine.

VN: All right. As long as -- you didn't -- John White doesn't
have it?

DA: No, I never met John White.
VN: I see.

DA: I know he wrote to me and was interested, and I mean to
get in touch with him but, upon my return, I've always been
tied up and so I don't think I've ever spoken with him.

VN: Well, what was your general feeling about the projects
and the programs and if you were . . . ?

DA: Personally, from my experience, I don't think the
government should have anything to do with art. It's a
different thing in Europe like where they have had a Ministry
of Art for generations, if not centuries, and they have
established something that is, that has - it's traditional, I mean
like the ballet form Russia and all these countries that have
well-organized . . . . And the people are discriminating,
because here the groups are politically-minded and hot, you
might say; I'm not saying pink or red, I'm just saying hot.

VN: All right.

DA: Like the -- even the groups in New York, I meet the
artists there and I know that all they've organized for is to look
after themselves and to h--- with everybody else.. And it's the
same here in the Twin Cities. There are little cliques here that
are so desperate, I'm sure, to get all they can out of this federal
fund that's coming through here.

VN: Yes, the President's fund, but I think there's a little
different way of distributing the one that's coming up now.

DA: I doubt it, because all of the great poets and writers that I
have known . . . . Edgar Lee Masters -- he died in a cold room
in New York, nobody gave a hoot for him -- and all the rest of
them have had to scrape along. And even this fellow that's in
Italy -- what's his name? Our favorite poet, our famous poet?

VN: Ezra Pound?

DA: Ezra Pound, yes. Artists that have any individuality never
go in for group activity. It's just these that need to reinforce
themselves and to make protests and all this and that. There
are some here and they're everywhere I go. I have friends and 1
travel around and [ stop off and see, and it's almost like
hearing the same thing over again. But whenever there's an
organization it's just for the benefit of the organization -- even
in New York between the Whitney Museum and the Modern
Museum cliques. They were all . . . . For years there was a
struggle and finally the money won out, that favored the

Modern Museum, the Rockefeller backing. The Whitney
Museum, I haven't heard anything about that group for some
time.

VN: No, there isn't so very much about them.

DA: But I went to art school with quite a few of them in New
York that became very well-known and I see them in New
York and many of them were very openly and frankly
communist. It never bothered me what they were because,
after all, that's their lookout, like Adolph Dehn, for instance . .

VN: Umhmm.

DA: And I won't mention too many names but there are still
two in New York that, when the government officials come
around, they, just like Don Quixote, they stand up and say,
"We are loyal to dos tumeya de la tubosa, the peerless lady."
Yes, they won't budge a speck. There are two that [ know of.
Most of the rest of them -- butter melts in their mouth as soon
as they start to succeed.

VN: Yes. Well, there were . . . this was a time when someone
said that their only social life was the activities that were
sponsored by the Seamen and through the communistic party
and. ...

DA: Yes. There's a wonderful book called -- now what is the
name of that little book written by five outstanding
communists, ex-communists? And one was written by a
colored writer in Chicago, and he tells about all these
communist meetings that were held, and how the artists were
the most impetuous and furious, most protesting of all the
groups, and they took over some of the meetings by vote.

VN: For heaven's sake!

DA: They were the dominant factor. I knew Floyd Dell who
was editor of The Masses for quite a number of years and he
wrote one book that made him famous -- I don't recall . . . .
Isn't that strange -- | haven't had anything to drink -- but this
book came out in the early twenties by Floyd Dell, Moon Calf.

VN: Oh!

DA: And he was editor of The Masses and he told me
whenever he published a cartoon -- that the artists were the
most difficult to control -- when he published a cartoon that
was too much they'd come and throw him into prison, not the
artist. Yes. So he was arrested quite a few times.

VN: He had to take the brunt of it all.
DA: Yes.

VN: Were you ever in New York during those days, or not:




DA: Oh, yes.

VN: Or did you stay pretty much here?
DA: No, no.

VN: Are you involved . . . ?

DA: I never did too much here. I'd been in the East. And in the
last twelve years I've been wintering in Mexico, and before
that I lived in New Jersey and then, of course, [ met quite a
number of them going in and out of New York. I lived near
Lambertville where I saw a lot of Nordfeldt, and there were
quite a few artists there. When I'd go to New York, I'd see
some of the other artist friends . So that at that time, I mean
the Forties and the fifties, why things were rather tame in
comparison to the Thirties.

VN: I'm sure so. Did you find that the artists were able to
work together or not on some of the projects that you were
involved with?

DA: Well, I know on one project here, this project that you
mentioned about . . . what is it? Making drawings of the
artifacts?

VN: Oh, the Index of American Design.

DA: They had all the artists in one room and they assigned
them to making drawings of all sorts of knickknacks and all
kinds of stuff, and there was one artist here whose name is
hardly worthy of putting on, but he did show, and even won a
few prizes around, let's say, 1920-24 in there. And he got in on
this project. His name was Walter Ginther, by the way.

VN: Gunther?

DA: G-i-n-t-h-e-r. Ginther. And he was assigned -- he wanted
to be on the painting project but they didn't consider him there
although he was just as talented, I would say, as most of the
artists there. And so, against his will, they put him to a table to
make copies of this, and he worked at it a month of two, and
all of a sudden, right in a calm work hour, he rose up out of his
chair screaming bloody murder and threw everything down
and left. He couldn't take it.

VN: For heaven's sake.

DA: Yes. He left and went to Dakota and I never heard of him
since. By the way, 1 will mention something else and this is
rather important because it was called to my attention not too
long ago about some of the murals. Miss Knute was here, we
were talking, she brought up the subject of the murals, and
"Had I seen the St. Paul Papers?" I said, "No." Well, she
mentioned then that a mural was made on the projects in the
round house at Fort Sterling. And there had been a new fund
come through and they were going to restore the round tower
back to its original form and they tore . . . this mural was

destroyed. And the St. Paul papers made a big issue out of it.
And I admitted I had never seen the mural, I had seen the
drawings, which were rather well done, but I do know this:
that the government in Washington has various people going
through making reports on these murals that are around the
country.

VN: Oh!

DA: That were made at the time. And one of these men was
on the jury at the Art Institute Annual Show. And he called me
up and said he had only a short time, so I went out to the Art
Institute to see him. He was from Milwaukee -- Garrett Lee
Sinclair by name. And when | met him there, we were talking
and up comes the Director of the school and asked him what
he thought of that Fort Sterling Round Tower mural. He said,
" I only like the sketch." He wouldn't make any comment
about the mural.

VN: Oh, I see.

DA: And I know when Forbes Watson toured one time he
went out to Hopkins and he went out to various places where
there were murals and he asked me what I thought of the
Hopkins mural. I said, "It's very decorative. It's a good job. It's
not great painting or anything like that but it's still dignified."
Well then, along comes two teachers, the supervisor, or the
director of the Layton School of Art, a Miss Partridge, and
she's making a tour, making a report for the murals, so the
government in Washington has a record of these murals.

VN: I see.

DA: And I think it was an absolute disgrace for these hotheads
around here to make an issue of that mural. The fellow that
made it just got out of art school and he had a little trip abroad
and he comes back. He's lucky to get a wall to practice on.

VN: Yes.

DA: And they were . . . . And everybody that I know, Miss
Knute said the same thing. It's a very stereotyped thing. Miss
Knute supervised the authenticity of the costumes and all that.

VN: Oh, I see.

DA: She collaborated with this young artist . . . .
VN: His name was Haines.

DA: Haines, yes. That's right.

VN: Dick Haines.

DA: Yes. And it was done in a rather realistic way. And
finally they sent me a reproduction that was in the St. Paul
paper of this mural, and I thought it was awful, it was very




poor, but it gave this little protesting group here a chance to
scream.

VN: I see.

DA: And it is very unfair really, it's really pitiful, there are a
lot of good artists all over the country would have been very
happy to have a wall to work on just for the experience, even
if it didn't last over thirty years. But the Director of the
Historical Society, as I understand, was given the butt of it
with the many assistants involved and other committees. |
don't know who got . . . . But I can mention this, that -- I've
seen a couple of other murals that were made, one is in the
corridor going up the stairs at Northrup Memorial, some gears
are supposed to represent the machine age. It's very . . . . Any
good commercial artist could do that job. Then they made
another mural in Central High School . . . .

VN: Oh! This one I didn't know about.

DA: Yes. And that was made by a fellow who got very cocky
and important with us. I knew him very well.

VN: What was his name?

DA: Carranza, or something. It isn't quite Carranza, he had an
[talian-sounding name. And he was supposed to have been
head of that mural, and Miss Ella Ritter was supervisor there
of art, and one of the last times I saw her she was furious. It
was a copy of a Picasso print that they'd put there.

VN: Oh, for. ...
DA: It wasn't even original.
VN: Oh, how too bad!

DA: Well, that's the way some artists are. There's more
plagiarism going on in art than you'd ever dream.

VN: I suppose, yes.

DA: I can show you art books, American art books and this
and that, and I can tell you one thing. After you see a lot of
books and you travel, like Cervantes said, "Those that read a
lot and travel a lot know a lot." And it's . . . . there's something
about visual . . . I have good visual memory, that's my field,
you see, and [ actually gulp at times when I see pieces -- how
they had the nerve to make a piece so similar and put their
own name on it. And yet the people in the area don't know and
you don't want to say anything. I did mention this one about
Ben Swanson because that was quite a shocking thing for him
to do.

VN: Yes.

DA: So when I saw Ben at the time [ said, "That was an
unethical thing to do." "Oh," he said, "I helped him with it." |

said, "Don't be silly. Don't be silly." Because I happened to. . .
. Galinee was an elderly man when I was in Paris in 1923-

1924 and I met him two or three times. | even had dinner with
him one time. So that [ know he wouldn't need any assistance.

VN: No. That was not very nice since you brought them
together, I don't think.

DA: Well, I did like some of the things that Ben made in those
days. He did quite a bit of painting and they had a kind of
originality about them, they were landscapes, and then these
wood engravings, he was particularly fond of wood
engravings.

VN: I think we'll go back . . . . I talked to you, I think, not on
tape though, about a Mr. Granahan. Mr. Granahan had done
some of the . . ..

DA: David Granahan -- I just barely met him. He studied at
the Art School after, quite a number of years after I left and I
think he won a prize and he became quite a favorite of Mr.
Plimpton. So what happened was: the first fund that came
through from the State Department in Washington, the money
was turned over and give into the jurisdiction of Mr. Plimpton

VN: Oh, I see.

DA: . .. to give commissions for some murals. And Mr.
Plimpton only gave it to David Granahan, one of his pets, and
another boy, I forget. And here there were any number of
artists that had been painting here for years, and one of these
artists, Erle Loran Johnson then, wrote to Forbes Watson in
New York, in Washington, and told him about it. So that Mr.
Plimpton got a letter immediately and saw to it that some of
the other artists were given some benefit of this money.

VN: Yes. Now, were you ever involved with any of the
competitions that the Federal Art Project sponsored? Much of
the work was finally awarded by competition, you see, and
judged and juried. I'm curious about whether you ever served
on =2

DA: Oh, some of these first funds . . . . I made a mural in the
Cloquet Post Office . . . .

VN: You did! Well, I didn't. . ..

DA: "Lake Superior Yesterday and Today." I'll give you a
photograph of it. I think [ have . . . .

VN: Well, fine! Wonderful!

DA: And that was made . . . Forbes Watson had full charge of
that. Oh! Here's what happened: There was an Increase
Robinson, Mrs. Robinson of Chicago. She was supposed to be
the regional supervisor for this project. She came out here and
a little clique monopolized her and they didn't invite, oh, any




number of the artists here. She notified some group that she
wanted to meet the artists here. And I finally got word from
Washington that I should submit a design or two for her as a
project for a mural. So I sent a drawing to her in Chicago and I
got it back that 1 was completely off the beam. It wasn't what
they had in mind at all. They wanted Americana or something.
The American scene was then the cult. So I just smiled and
forgot about it. And then a little later when a commission
came through, I submitted the same thing to Washington and it
was accepted. So that's the mural for the Cloquet Post Office.

VN: I see.
DA: I really chuckle over that one.
VN: Oh, indeed. If at first you don't succeed. . . .

DA: Well, this gal in Chicago had an idea I had to do
American, the American scene, or something; I don't know
what she had in mind. It had to be social conscious.

VN: Yes. Yes.
DA: That was the big issue at the time.
VN: That was. This is the time of social consciousness in art.

DA: And I had -- this tree that | introduced, the witch tree that
became very famous, the tree is now in the Historical
Monuments of Minnesota in this new book and all this and
that.

VN: Now is this a tree you planted or what?

DA: No. it's been there four hundred years, and the point --
and it's a legendary tree.

VN: | see.

DA: I'll give you a print of it, it's a reproduction. And I made a
mural of that tree showing the Indians putting tobacco on the
tree representing Lake Superior yesterday and then today I
show fishermen there, a fisherman with his nets and his
family, the modern, you see. But I was told that it wasn't either
-- they didn't use the word "social conscious" but it was
something to that effect. I've gone through the country and I've
seen some murals and sometimes I gulp for the horror, and
then again there are some that were very excellent. I think
there's one in Winona or some place that's very good, don't go
by Winona, it might be Red Wing and it might be Wabasha.

VN: I wonder where there would be a record of where all
these were done, you see, some were done under Russell
Plimpton's direction, some were done under . . . .

DA: Those were just the first few.

VN: Yes, the first few. but some were done under the Treasury
Department.

DA: All that was just the same thing, I think that's the same
project.

VN: Yes. And some were done under the WPA. It's hard to
really get a source on all the . . . .

DA: I wonder sometimes where all the supposed-to-be murals
are because they had so many working, and I've gone into a
few schools and I've never seen anything.

VN: Well, the ones at Northrup were just painted out.
DA: Oh, they were?
VN: Institutional beige now covers up the murals.

DA: Well, the ones that I saw there's no loss. As I say, any
commercial artist could make enlargements of gears and a few
-- they look like automobile gears if anything-- I asked people,
you see, I'm curious, "What do you think of that?" It's just like
a garage or something, there's nothing that . . . . It had no
warmth or any appeal; it wasn't even colorful or decorative as
far as I could see.

VN: Yes. Were you ever involved in any of the shows at the
Corcoran Gallery in Washington during that time?

DA: Yes. Oh yes. | had one painting there and that's the one
that was taken over by the Labor Building, and two people
have told me it's in the Labor Building in Washington, and it
hung there for years. [ have a reproduction of it and it's the one
that's in this book by Herbert Agay called Our America. And 1
don't have the book, but I have a reproduction in the eastern
magazine. They reviewed this Treasury Project and of all the
artists in the United States they just produced two paintings.
Mine was one of them. Of course, that only arouses hostility
around here.

VN: Well, I'm sure! But how nice for you.

DA: Yes. I have it -- it was one of my good paintings, too. |
mean, it had a drama of a mining country up in northern
Minnesota and it has a little bit of the social consciousness in
it, and the railroad track, the big mine, and the big pit behind it
and then in the foreground I have some workmen in a huddle
as though they are arguing, beefing --

VN: Ahhh! This would be --
DA: That made it a little bit social conscious.

VN: Could you tell me how many people might have been
active in the Duluth area at that time? You said there were
very few.




DA: Very few, yes. And really it was so few that it was just
something to keep a few people occupied, that was all. And
the rest of the state, most of it [ never even got to, and the stuff
that they did on some of the reservations was a disgrace.

VN: | see.

DA: They got into even Grand Portage. When I went up there
after the projects were over the following summer they were
making stone hatches out of round stones and putting the
handle on. Horrible tourist stuff.

VN: Oh, how dreadful.

DA: And they were employing about eight Indian women
there paying so much for putting the handle on and so much
for the binding and so much for this and that to these various
people. But that began with the handicraft project, but I
couldn't get up there, it was a very bitter cold winter, very
impossible.

VN: You see this is the first that I heard about the extensive
state projects that were separate from the federal government.

DA: If you could get into Forbes Watson's record you would
hear some very complimentary things about the handicraft
projects. And he was frankly a little disappointed with the
Federal Art Project.

VN: Oh, I see.

DA: He told me so himself. Mr. Haupers wasn't there that day,
and he looked around and he didn't seem to be very much
impressed. But that might have been just a bad day, too. As |
said, I never mixed with them, although I did have quite a bit
of influence in the main office, and at one time I got a whole
group together and we almost revamped the Federal Theater
Project.

VN: Well now, how did you do that?

DA: Well, the various people that were involved had been,
some of them were transferred to other -- the head of the
Theater Project was Van Boskirk, he was put in the
Recreation, but I was supposed to supervise the work that was
going on under recreation too. I had given talks occasionally
and seen them. They had any number of teachers that were
doing craft work with the recreation program.

VN: Oh yes.

DA: And between Van Boskirk and some of the others, we
made a chart, curiously enough, where I had arranged it so that
-- you see, on the handicraft project we made costumes and
puppets and marionettes. We had Indians doing performance
all over, with dances and costumes.

VN: Ah, yes.

DA: Oh, it became a regular -- the puppet shows and the
marionette shows were going on in schools all over the area.

VN: Well, how exciting.

DA: And that's where this Forbes Watson was sort of quite
taken over, the drama and so on. And I got help from some of
the others, and then as this, we were trying to revive the
project. I was not to have anything to do with it except the
handicraft projects would make the costumes.

VN: I see.

DA: And then there was intrigue: the Federal Arts Project
supervisor tired to gobble up the handicraft and he tried to
impose himself, but each time he was ushered back into his
own seat, because I had too many good friends in St. Paul
where headquarters were. And he tried to claim inefficiency
and so forth. It's all trickery that you get in any form of group
activity, small or large.

VN: I'll say.

DA: They say even a minister can only last ten years before
there's a group of dissenters start to organize.

VN: I'll say. Well, I know that it must have been trying times
getting through all the administrative part of it, but I think it
did keep a number of people alive.

DA: Yes. I had people call me up at eleven o'clock at night
accusing me of having them drop them off the programs, and I
had nothing to do with the requisitioning of these people. I
mean, they had to clear through the government relief
requirements, sign the pauper's oath, and I don't know what all
they had to do. And after they cleared through, there was
people there, they asked them what they would like them to
do, what projects, and if we knew of some, or naturally they'd
fit into our program like this poor prostitute -- she was an
artist, an absolute artist: she made masterpieces, dolls. We
made Radisson, Father Marquette for one parochial school, we
made all sorts of things n miniature. The supervisor, as I said,
was a very talented person, Jerry Hudson --

VN: Is she still around, incidentally?

DA: No, her brother went to Chicago and his wife dies and so
she went there for a while and she's still in Chicago some
place.

VN: Oh, I see.

DA: But Jerry Hudson could be reached through Miss Olga
Johns. I'll look and see if Miss Olga Johns has got a phone.

VN: All right. We'll stop.
[INTERRUPTION]




VN: Let' begin. Let's talk about Mr. Ranney.

DA: I shouldn't give you all the scandal. I know that when he
was studying at the art school he got into an argument with
somebody there and the first thing you know it was fists. And
[ heard another time he had some difficulty. And then when
my friend Nordfeldt was teaching here -- B.J.O. Nordfeldt, he
was an instructor at the art school for years -- I heard a few
more things about him. But he painted around here for a good
many years and had a number of shows. The last I ever heard
of him was about ten years ago. I don't know anything more.
But he was on the projects, I'm sure.

VN: Yes. Yes, he was, and he was a part of the projects and
again the show that I go back to, the one that . . . ?

DA: Oh yes, yes, I wouldn't be a bit surprised.

VN: And so I think I asked Sid about him and I think perhaps
his widow is still alive, I think he may . . .

DA: She was a teacher.

VN: ... butI can check and see.

DA: Oh! Frank Kerrick.

VN: Oh, Arthur Kerrick.

DA: Arthur Kerrick, yes. He was a character here.

VN: Yes. And he was involved in showing in the shows, and
he taught too, then, at the WPA art school at the Walker.

DA: Yes, yes. Well, he was studying at the art school in
Minneapolis before 1920.

VN: He was?

DA: I think he started about 1919 or so. See, I studied at the
art school 1915 to 1919.

VN: Oh, I see. Thisis...?
DA: That goes back to the beginning of the art school.
VN: Did you ever teach there?

DA: No, no. I never somehow or ever have been in standing
with the various directors. | was condemned here for years for
being too radical and too modern and suddenly overnight I'm
an old fogey. It turned the other extreme. I've been teaching
here occasionally, privately. I taught last summer at the
Minnetonka Center out here, but I never had any connection at
all with the Art School other than having studied there in the
early years.

VN: Do you remember an Alexander Maisley?

DA: Oh yes, he was one of the most talented young students
as well as artists here. He went down to the Southwest
someplace and I haven't heard anything since. He studied here
... I would say that he started studying around the Twenties,
early Twenties.

VN: And how about Sam Sabran? Do you know . . . ?

DA: Oh yes, he's a sculptor. I saw him it could be ten years
ago. I saw him in New York. He spent some time in New
York studying with Hans Hoffman. He became enamored with
this instructor and he . . . I don't know just what happened to
him. He was a sculptor for quite -- he did quite a few pieces of
sculpture around here. I've never seen anything of his work.
but he taught here . . . .

VN: Yes, | know. I hear about him coming back periodically,
occasionally, but it's been a number of years and someone said
he's at Penn State now.

DA: Oh, is that so?

VN: He's an assistant dean or something in the art department
there, so I guess that takes . . . . I thought he was a painter, I
don't know why.

DA: Well, he originally was a sculptor, as I recall, and he took
up painting later.

VN: I do have my little note here on Mr. Ranney. He died; his

widow is here. And then, of course, there's the retrospective
show now at the St. Paul Art Center on Bob Brown.

DA: Yes. | knew Bob very well. He died of alcoholism.
VN: Oh, really? Isn't that a shame.

DA: He was one of the nicest fellows there and he inherited,
according to a banker, $70,000 and went through it in four
years in a wild . . . traveling to New York, hiring taxis all day
long.

VN: Oh, how sad!

DA: Just spending like a fanatic, and stayed at the Continental
Hotel in Paris. He was in Paris after I was there but some
friends of mine that were there told me that. So that it didn't
take him long to go through his inheritance.

VN: Not at that rate.
DA: No.

VN: $70,000. . ..




DA: Kind of unfortunate. In later years he was only sober at
times, and it was bad moonshine too, so that they don't last
long once they get that far.

VN: No, of course not. Well, these are some exciting times
that you've lived through. I wonder if I could just make
arrangements with you to take the documents that you find
and have them microfilmed and then return to you what you
might have.

DA: I don't have more than one article now that I can think of.
All this portfolio I had, the magazines I was telling you about .

VN: Yes.

DA: Meridel LeSueur had articles in it and I think, I don't
know for sure, that she was the publisher.

VN: Well, I can check. I think maybe she would have copies
of all this because, you see, I don't think we have this on the . .

DA: I don't know whether she'd acknowledge it or not because
that was during the days when everybody had to be pinko at
least.

VN: I see. Well then, this might be difficult to track down.
DA: It might be difficult to, yes.

VN: But I didn't really realize that there was such a
publication. This is the first that I've heard about it.

DA: If you could get at the FBI files you might be able to find
out.

VN: I'm sure. But it would be lots of fun to be able to put
these just microfilm copies. . . .

DA: Well, that was mostly connected with the Writers Project
protesting and articles about this and that, and I never even
looked at it too carefully but somebody gave me one of them.
And there were things going on all that time that [ knew about,
like the art students at the Center would go every Thursday
evening to the home of an elderly couple where they'd be
given a talk on communism and they had to contribute ten
cents for a doughnut and a cup of coffee.

VN: Buy their own refreshments.

DA: Sure. And this was going on and so forth, and actually
that's all right if they can learn something. At least they might
find out something that's interesting in the social problem and
at least know what communism is about. I tried to read some
of it and I found it so boring I couldn't go on, frankly. But if it
appeals to them or not, at least it gives them something to do.
The main thing at that time was to get people occupied

seemingly, even if they couldn't do anything but lean on a
shovel, or create projects. And many of the projects were very
good. The only projects that I curse were those that destroyed
nature, parks on the North Shore, destroying the rugged nature
and fixing it up to parks. I call them these "fixer-uppers" that
are all the time have to change and make it look artificial or
something. Look at what they did to Taylors Falls, the
highway runs slam through there and you park over the very
beautiful area and destroyed all the beautiful areas so that they
could park on it instead of parking just back of it or on both
sides of the river. It's a disgrace! And that's something that can
never be corrected.

VN: No.

DA: There are many things that went on -- the biggest farce in
the whole state as far as my interest . . . . I had quite an interest
in the Indians, felt terribly sorry for them because, as one said,
"Between the sentimentalists of the East and the grafters of the
West, the Indians have never had a chance." Another one said
that, "If you take any group of ordinary whites that are
inclined to be lazy or indifferent, or lacking in ambition, and
put them on the reservation and treat them the same, it won't
take long before they'll be in the same situation." And it's
pretty true, too, because much of the reservations have low
whites or poor whites mixed in with them. But what they did
tothe. ... If you ever want to read anything -- one of the
greatest disgraces of this period was John Collier. He became,
[ think, coordinator or head of the department, one of the
heads of the Department of the Interior. And he was going to
save the Indian. He was going to decentralize them, so that
this idea of his, he wrote a book and it's the most fantastic
thing I've ever read in my life. All eulogetic (?) word and no
substance. But the essence of it was to decentralize them and
restore them back to the original Indian . . . .

VN: However could they do that now?

DA: That he shouldn't be a white man after . . . . For a hundred
years they've been trying to make white men out of them. All
of a sudden he comes along and maybe he could work out in
the Southwest where the Indians like the Navajo and the
Apaches and those are. But what they did to Grand Portage,
it's a little village with all these old houses built French-
Canadian style. Tore them all down and put the Indians in the
woods in piano boxes. Oh, my Lord! It's so pitiful what they
did there. And the Indians are social-minded. They like to
have little gatherings; they don't like to live separated in the
woods. But that was supposed to save the Indians. And the
more they tried to save, the more miserable he got. So that . . .
[lived.. ..

VN: Well, there are some pretty disastrous tales and situations
even today on the Indian population here.

DA: Yes. | know quite a number of them today, and some of
them married -- some of these Indian girls went out and got
jobs, and one is married to a doctor from Grand Portage,
another is married to a fellow that I know, and some of them
turned out rather well. But most of them became streetwalkers




and shiftless. They're not responsible, they work for a while
and they quit. It's hard for them to adjust to the white man's
sense of reliability.

VN: Yes.

DA: And that's the same thing with the colored people, I'm
told. They're not as reliable or as responsible, although I think
that there are many colored people today that are very well-
adjusted and highly responsible people. You can see that.
They're moving up into the nicer districts; they're living very
well, and their children, I think, are nicer dressed and cleaner
than the whites.

VN: In many instances.

DA: I've seen it when I go to where my brother lives. Coming
back to the projects, there should be something else that could
be expressed in that connection. Have you encountered any of
the reactions at all that you've heard? Are they favorable or
unfavorable?

VN: Well, it has varied a bit. Cam -- I talked to Cam -- he was
one of the supervisors under the very early crash program of
the Treasury Department, and he said he thought that it had
done more just to keep people alive, the artist alive, as well as
the fact that many young people who never would have been
artists could continue to be, or at least work during this time,
which they otherwise would just have starved to death, or
gone into something else to do.

DA: Well, the press, of course, was ninety-four percent
Republican at one time, and of course, when these projects
came along and were under the Democratic regime, and
Roosevelt too, they watched for every opportunity they had.
There's one thing we haven't discussed and that was that
original Federal Art Project.

VN: No.
DA: Have you ever seen that project, the bill?
VN: No.

DA: It was written and developed by the artists -- members
who were working on these projects, and the principle of it
was to perpetuate themselves on the government. If you can
find that bill, you'd be very interested to read it.

VN: Was this done by the Artists Union, by any chance?
DA: The Artists Union, yes. Exactly.

VN: I think I have a copy of that. I think Lonny Hauser gave
me a copy of that.

DA: Yes. Well, you read that and you'll be absolutely
shocked, the supervisors -- everything had to be favorable to
them.

VN: Ahhh!

DA: And that was a pure, clique rule, principle. And there
have been other projects, other bills. The National Academy
for years had tried to create a federal art bill, but never got too
far. Then when this thing developed, no one paid too much
attention to it here until all of a sudden when people were told,
"You'd better read it." So when I read it I could hardly believe
my eyes! It was so fantastic!

VN: For heaven's sake.

DA: And I knew artists in the East too, I'd been East at that
time. I had just returned from Europe right in the heart of the
depression and they were all on the social conscious side, and
they were all of the malcontents, and here they were going to
try to pull over on their people a theatre and everything that
would be entirely under the control of this group.

VN: Ahhh.

DA: And there were amongst them plenty of absolute, open
communists, and [ think a little communism might help a little
bit, put a little bit of fear of God in some of the other
extremes. But I don't believe in putting anything in their
control, to tell you the truth. So that I had, unfortunately, a
strange experience at the time. Dewey Johnson was our
Congressman from here in Washington, and he had a secretary
all the time that he was here before he went to Washington. So
he asked her to go to the artists here and get their reaction
about this bill. She went to the Artists Union which is there,
not knowing which one, and she got in for a hot session.

VN: For heaven's sake.

DA: And then she got excited, she realized something was
wrong, so she called me up. And we had organized, prior to
that, the Minnesota Artists Association, which was not
necessarily conservative. Mr. Harms at the University was
head of the art department there, he was not head of the art, he
was head of the teaching, the art teaching. And we developed,
between the two of us, by discussing about the different
organizations in Wisconsin, so we patterned ours after the
Wisconsin Artists Association, and started here by augmenting
two at a time, or doubling and doubling, and the think took
and it's still in existence. That's the Minnesota Artists
Association. And at that time we had quite a big membership.
And the Artists Union group were going to boycott us and
they were going to do this and that. Well, anyway, without our
knowing it, the same secretary called up somebody and found
out the Minnesota Artists Association were having a meeting,
so she appeared. And I met her there. And there's where I
learned about this, that Dewey Johnson was on this committee
and she was making a report. So they got reports form
elsewhere, too, and then again the bill, they managed to push




it up to the House and put it before the House, they got that
powerful.

VN: For heaven's sake.

DA: And a fellow got up from one of the central states and he
made a dance, a hula dance or something that they were
teaching, he claimed, under this program, and that they're
teaching married women how to pin diapers on babies, on this
Federal Art Project, or something. He made a joke of the
whole thing and made everything roaring -- threw it out.

VN: Oh, I see.

DA: That was the end of it. VA: The end of it. It never really
did pass?

DA: No, it didn't pass.
VN: I see.

DA: And I would never subscribe to it because that would
have been something. It was purely hot political, you might
say, propaganda because they used names. They were all
doing that, they were using names. "Won't you sponsor this?"
And you got names of people that didn't know what they were
signing for.

VN: I'm sure that . . . .
DA: Was that before your time?

VN: Well . . ..
DA: I mean, I think it was before your time.

VN: Yes, I was quite young during the depression. [ remember
it very well.

DA: The thing was that many people all over, even Lawrence
Tibbetts, signed for something and found out it was entirely a
communistic thing all under the cloak of culture. That was the
thing at the time. I don't follow those expos s but they're still
being done. But I know that the art end of it was purely social
conscious at that time. And it's all right. Anything as long as
the artists get inspiration to work and do good art. I've been
doing Don Quixote, which is partly social conscious too.

VN: Yes, it is.

DA: I've been working on Don Quixote for thirteen years.

VN: Have you?

DA: I have many of the paintings here.

VN: I'd like to take a look at them. I think we've exhausted all
the WPA information . . . .

DA: All right, I think we . . . .
VN: Why don't we take a look at it and we'll just end this.
[END OF INTERVIEW]

ORAL HISTORY INTERVIEW WITH DEWEY ALBINSON
MINNEAPOLIS, MINNESOTA
OCTOBER 27, 1965
INTERVIEWER:

VN: This is an intekyiew i
painter. It's taking plate on'the

here to talk with Mr. Albinson"8bgt his nvalvements with the
WPA Art Projects during the Thiti % Forties, and we
hope to have our conversation rec oiled. Weamphad some very
interesting conversations up to this po % ink,we
should have mike fright at this point sofe to this
because you were talking about the way the arti et around

in small groups in homes and . . . .

DA: Well, that was . . . . I'll explain that a litt[@ater. First, I
must say that [ went to Europe just as the depression hit so |
was over there for the first two years of the depression
anyway, in Italy.

VN: I see.

DA: And upon my return | had hardly unpacked before | had a
phone call from Dr. John G. Rockwell, State Commissioner of
Education. And he told me that the State Department of
Education had sponsored some projects the year before and
that things had been very unsatisfactory, and unless I would
assume responsibility for certain projects sponsored by the
State Department of Education, the State would not continue
the sponsorship.

VN: Oh, I see. Now, the State then was working in
conjunction with the government in administering these, or
what?

DA: Yes. Well, yes, the State Commissioner would
technically have one vote and then the Supervisor of the
Projects would have another supposed to be favorable to both
the WPA officials and the State Department of Education. But
Dr. Rockwell told me I wouldn't need to worry because he'd
give me his vote automatically so I had two votes to the one.

VN: I -- Well, this is loading the Commission. I think this is
wonderful.




DA: Well, that explains . . . . For some reason I sort of
hesitated for a while but then I thought it might be good
experience and, not knowing how long it would last, I'd give it
a try.

VN: Now, were you in a paid capacity with them?

DA: Oh, yes.

& .r'fn..,vJ-lﬁ!"-a\MI: 0 L 30 ,‘mmm
VN: I see.

DA: But very poor pay.
VN: How much?

DA: Well, I think I got $Iﬁ5_1’a month.

VN: You were workinggfull time? Then you'd be working
forty hours a week in thiéhapacity?

oy, "
DA: Oh, forty! They called meép early in the morning 'til
eleven o'clock af night, the desperate people that were getting
on the prejeets. :

L.

VN: I see.

DA: There were several projects. The main one was the three
Art Centers where they were teaching art.

VN: And where were these located?
DA: Minneapolis, St. Paul and Duluth.
VN: I see.

DA: And they had been in . . . .

VN: Now, where were these located? Is this the one that was
at the Walker Art Center?

DA: No, this is before the Walker was . . . .
VN: Before!
DA: Oh, yes.

VN: I see. Where was this located? Over in Southeast
Minneapolis?

DA: In the Sexton Building.
VN: Sexton? Or is it Seton?
DA: Sexton.

VN: Sexton Building. Yes, this is right down on Portland.

DA: I'm sure it wasn't Seton.

VN: Well, Katie Nash talked to me and said it was the Seton
Building so I'm just curious. It's the Sexton . . . .

DA: Well, I have an article, 1 was just looking for it before
you arrived, and I'll find it, which gives an article about the
Art Center at that time.

VN: Well, wonderful! That's fine.
DA: So if | find it, | know I have that article.

VN: Good. And then in St. Paul, was this in conjunction with .
st

DA: Yes.
VN: . .. with the Art Center?
DA: It was in the old Post Office Building.

VN: Okay. And in Duluth, do you know where that was
located?

DA: No, I don't remember. But it was a small place, a small
group there. What happened was that when I arrived this had
been in effect for 1 don't know how many months prior and it
had been under the direction of a sculptor here, an elderly
fellow called Wells.

VN: Oh, I've heard of Wells.

DA: Wells was a teacher of quite a few of the sculptors that
were around here. He taught for many years at the Art School
and I think also privately. I think it was Charles Wells.

VN: Yes.

DA: And our projects hadn't more than started maybe a month
or two before there were several bills that went through, one
prior. . ..

VN: What year approximately would this be? In about '35?
DA: Oh, no, no, long before that.
VN: I see.
: I would say '32.
VN: I see.

DA: I would say '32 ofthand, but I'll find the article and give
you the date on that.
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