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Towards a Reseach Methodinto theFederal Art Project, 1935943from the
Perspective of Cultural Economics

I. Introduction

The purpose of this paper is to outline my research apprivadmgs to dateand
issues raised thus fan whatmight be my dissertation in enomics and historical
studies at the New School for Social Research. | will startihghes Introduction
with the broad theme of my research then narrow this restenieto the
specific topics of this paper.

Every good economist needs to study@reat Depression (from the 1929 Stock
MarketCrash in the U.S.A. to the Second World War). My take on this study will
be to view, through the art created underRrenklin DelandRroosevelt
Administratiord s N e whovDtkisapkeriod in economic historyaw captured
during the time of its existence and how this period is captured in public memory
today. This study will be under the rubric of cultural economics, or, economic
analysis applied to arts and culture. The study of the Works Progress
Administration Federal ArtProject(WPA/FAP)is an opportunity to apply the
methods of cultural economics specifically to an important penidwstory and

will add to theexistingresearchof both cultural economics and the study of the
history of the Great Deprass through applied analysidt is anticipated that
research into the WPA/FABS a case studyill generatdoth theoretical and
empirical insights into the research program of cultural economisto our
understanding of the Great Depression.

Martin R. Kalfatovicwr i t es that 1969 to 1985 was a
project scholarship, that of documenting the projects and locating works of art,
documents, and artists involved on the various prqjegtsbitions and

monographs reintroducetipeu bl i ¢ t o t h e 0 6¢skaorid pHaserof t h e
New Deal art scholarship began in 1979,
socially and semiotically, the meaning of the art works produéedly project

! See Appendi®., my Spring2008 term paper for the New School for Social Research Seminar
i n Economic Met houilodDiffegeyceie ArttEcondmied forfa Sunvey of the
research program in art economics.

>Martin R. Kalfatovic,The New Deal Fine Arts Projects: A Bibliographi®331992
(Metuchen, NJ: Scarecrow Pre$894) pages Xwxvii.
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attenpts to add to this scholarship the SecondMillennium through the method
of cultural economigausing peviousscholarship and additional archival research
to bring new insight into the legacy of the Great Depression

For my work on economics and the memory of the Great Depredsawechosen

to use the | ens of easel paintings ( mos
which to base analysis. Oil paintings are relatively inexpensive to produce, easily
tradeable and moveableonsidered highly collectable fine art by marand

painings are the cornerstone of many museums and gal{andshomes)and

thus highly significant cultural marketisroughout the worldIn addition, here

has beersubstantial recemesearch into the value of paintings versus that of other
financial investments in the econorflysome of which has highlighted what | call

thevalue differencdetween art and other economic go¢ske Appendix fbr

more on thevalue differencen cultural economigs

% The most expensive work of art ever sold was JacksondP&llBics 5, 1948see below, image

from www.telegraph.co.ukaccessed on 3/30/08) sold by David Geffen to David Martinez for

$140 million (New York Times, AA Pollock is Sc
2006).Jackson Pollock worked for the WHRAP (Tyler CowenGood and PlentyPrinceton,

NJ: Princeton University Press, 2006, page 70) however the FAP was defunded in 1943 thus this
painting was not produced while Pollock was under contract to the U.S. Government.

* See Ruth Towse, eRecent Developments in Cultural Econongldsrthampton, MA: Edward
Elgar,2007)for asome examples @écent researchtioart as investment.
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This paper is divided into three sections. The first se¢i@n the WPA/FAP

itself and will explain why | have chosen to study the WPA/FAP, what | have

learned so faabout the FAPwhat further research is needed and vaBctibe

areas in whiclmy research can ad@lueto the study of political economy and

history of the depressiothroughfurtherstudyof the WPA/FAP. The second

section is on the relationship between the arti$io worked for the WPA/FAP

and the WPA/FAP itself This could genwsiidealainynl lye i
in economics as willleed insight into theocialand economicselations of

production of the art, the artist and her times. The third and final section will be
specifically on the art (easel paintings) created during the WPA/FAP. This section
could be generically referredt as fAmar ket anal ysi so as w
this art today. However this research
include art that is available for viewing by the general public.

|. The Works Progress Administration Federal Art Projedii@is of Analysis

Why the WPA/FAP?

Through the process of introspection based on informal conversations with many
people, both young and old, | have learned that when one thinks of the art

produced in America under tliepressiorone thinks of the WPAIn fact, there

were at least 8 different art prograsider the Roosevelt Administration have

chosen the Federal Art Project because it is 1) the most famous of these ptograms

2) thelargest andongest lasting, and 3) specifically was designediasae | 1 e f 0
program as opposed to a program which commissioned works to artists either

empl oyed or unempl oajoeel or based on fimer

®> Marlere Park and Gerald E. Markowitiew Deal for Ar{Hamilton, NY: Gallery Association
of New York, 1977)

® Tyler Cowenin hisbookonart§ undi ng call s the WPA fAthe most
U.S. historyo page 12Tyler Cowen,Good & Plenty: The Crative Success of American Arts
Funding(Princeton: Princeton University Press, 2006).

"In that there are more than 2,000 boxesecbrdsat the National Archiveand Records
Administration (NARA) on the WPAn College Park, MO@{which I visited for fourdays during

the week of April 17, 2008)am using mostly crosshecked secondary sourdesverify the

policy differences betweetheNew Dealart programs! will focus my time on areasn whichl
canadd value specifically from a cultural economics ppective (which, my research has shown
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The American government channeled its subsidies to artists through two agencies: the
Section of Painting an8culpture(later Section bFine Arts in the Treasury Department),
and the Federal Art Project in the Works Progress AdministraBath could be

justified on grounds that they kept thlells of artists from deteriorating when there were
few private commissionand sales. Both units also aspired to make art a larger part of
Americanlife and thereby improve the quality of that life. The Federal Art Project chief,
Holger Cabhill, operated under the assumption that large production and mass
participation could brig the desired changes. Helinedto leave thgudgmentof the

work to posterity. Thd r e a schampi@n of art for the people, Edward Bruce, held
that exposing the public to consistently good art wadkievethe goal. Brucehad

strong convictionsaot what const i tadisgtseib wérkeadforthé ar t , a |
Treasury had to meet his technical and artistic and aesthetic standards.

Richard D. McKinzie,The New Deal for ArtistePrinceton,
NJ: Princeton University,979),pagexi.

Thevalue differeceapproachinarte conomi ¢cs shows that the
argument has been used as the most common justifidatigovernment

intervention in the art Merit goods are only consumed through subsidy because
peopleare noteducaed enough to have theirrmgumption preferences reflect the

merit good and therefore not enouglagiersod s r esour ces are us:e
consumption of the merit goodArt is something which contains value beyond the
Gexchange valuie.g. it containgintrinsicdor duse valué o & or abowe or

different than the value of the dobught and soldn the markgt The merit good

approach means that rmtough(good) artis provided by the market. The
approach taken by Edward Bruce in the T
undert he 6 merit oodd argument

However tle merit goocargument has become more or less disteddn the art
economics literaturand the notion ohtergenerational equityor art as something
wi t h 6 h e rto ke pagsed aloagltoufududée generaigmnow more the
focus ofthevalue differencen art economicén applied public policy The

thus far, has not been dongther tharduplicate weldocumented past effortfAppendix 2 lists
works written based on documents found in Record Group 69 on the WPA. These references
were compiled from informatiooontained on the NARA website/iww.nara.goyand the New
Deal Preservation Society website, www.newdeallegacy.org.

8 The term 6merit goodéuntieised hyeconomisRebert Nlusgraeec o n 0 mi
in 1954 ,which is of course after the time difet New Deal See Appendi2., especially the

section related to the aesthetic versus economic-tsiden the public policy for the arts for a

discussion on merit goods in the art economics literature.
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approach to subsidiziibear t s t ak en b RederhbArt §rejectss Ca hi | |
morereflective of the heritage good argument and therefore nugent to on

going cultural economic scholarshipin addition, the WPA/FAP was more needs
based than the Treasury program, wha@sbased primarily on commissiofar
specificartwork@a nd Tr easur yods def' Thestudyoftheof a
development of Faeral relief to include the artist is also a focusnyf projectas

will provide insight into the taxonomy of the definition of an artist and how the
artistodéos pay scale was determined by t
t he ar tiswewddisn sovieyl u e

What was thé&ederal Art Projec?

The Federal Art Projectvas in existence between 1935 and 1848 until 1939

was cemanaged by thEBederal gvernmenin conjunction withthe statesThere

were 100docal art centers nationwidemployirg approximately 6,000 artists

during the life of the projectn 1939 management of the FAfRough notmost of

the funding)and artwork in possession of tRederal governmentas turned over
tothestatesAccor di ng t o FtheWWPA/EAPVas fur@éddo nn o r
approximately $35 millior{$35 million in 1943's equal to $428 million in 2008,
fromthewww.bls.gové i nf | at i o.if The&APproducat or 6

® This papershows later thathat the differencéetween the two programs may not have even
been weHunderstood by the governmeminded artists at the timd.eeKrasner says iher
interviewsarchived at the Smithsonian Institution that she was funded by the WPA when in fact
the programs she descrgkerself working on seem to be Treasury projects.

19 The WPA/FAP state art directors delegated with authority by Cahill also were asked to use
their judgment on the fAintegrityo of the art.
need as to wdit is meant by this term to see if it relates to conforming to somedefiRed

normexpected of the paintings themselyvesreflectinga personal or political charactersof

the artistherself

1 The archivist at NARA responsible for the WPA/FAP r@eMorris, recommendetie work

of Francis V. 006 ConnWPA:Artforlthe Millias; EssagsifrondtheCo nnor 6
1930s by the Artists and Administrators of the WPA Federal Art Pr(§aston: New York

Graphic Society1973) page305 that | dravthe$35 million figure | hope to improve upon this

data & well asdetermine statby-stateWPA/FAP funding and relatstate funding percentages

to how extant works are displayed or in care of public arts institutions in each state today.
Document3. from the archives shows that the FAP kept statestate breakdowns of

expenditures.

12The FAP was in existence for 8 yeafsr comparison th last 8 years of available data for the
National Endowment for the Arts (192®06) shows approx. $514 million iatal funding for
the period(source, nea.goypr, slightly more than the FA#tal of the inflatioradjusted $428

-

C

-
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approximatel§08000 easel paintings, including watercolors (note: | am not using
watercolorsm my cl assi fi cati on olhadditpatheret i n g s ¢
were aroun@,500 murals, 17,500 sculptures, 11,000 fine prints, 22,000 design

plates, and 35,000 poster designs (with 2,000,000 posters printed from these

designs) funded with the FAmonies.

In October 135 Holger Cabhill, Director of the Federal Art Project, issued Letters

of Authorization to theéState At Directorsgiving them authority o0 Aappr ove
disapprove, on the basis of their artistic integrity and social desirabildjgqbs
calling for the empl oyment ofoyaleasti st s,
90 per cent relief personnidlsee Documeri. from the archivegor a sample

listing of the State Art Director&ind the authorization to Audrey McMahon for the
stateof New York). One of the key areas for further study poirted bythe

Letters of Authorizations the determiration ofcriteriaby whichsomeoneavas

defined by the FARs eligible forrelief as an artistWas it schooling and/or
professional qualificans? Previous income, work, as an artist? Membership in

a union?0r, as referred to ithe Authorizationfii nt e g msoday 6 and
desirabilityp and relatedly bw are these terms defined by the WPA/FAPGes

this imply some type of political as oppdst artistic criteridor the Federal
government 6s d eab éligible for relief waskifor taenFAR’r t i st

In August 1936 Cahill put o place procedures for loaning FAP art in possession

of the Federal governmetu local publically-fundedinstitutionswho did not

receive taxpayer funds for the purchase of art (see Documizain the archives

Later in thispaper | show how thEederal governmemtlocated(as opposed to
loaned)works of art to thestates beginning in 193the allocadion process is

Important for tracing the history of individual works of &gm ther creation

throughwhere they aréoday. Theloan and allocatioWocuments show that the

FAP tried to be decentralized and nationwide, and perhaps gives some initial

credence thilosopheisas ah Ber |l i nés c¢claim that RooOS

million. In 1943 the economy (Gross Domestic Product) was $198.6 billion and in 2006 the

economy was $13,194.7 billion. Thus the 8 year®taf tftunding for the FAP represented 17%

of the economy during its last year of existermreusing an average as a rough estimate, the FAP
represented 2% of the economy during each year of its existence.rVdhas t he NEAOG s t
years of finding represats less than 4% of the econonay using the same rough estimate, less

than %% of the economy (GDP data from bea.gov). In addition this technique underestimates

the FAPO6s share of the economy because the 19:¢
production since the US economy joined the Second World War in 1942.

13 The definition of who is an artist is a fundamental one in cultural economic analysis, see
Appendix2., i T WalueDifferencei n  Ar t Efora discussion snithe definition af a
artist in cultural economics and how this relates to supjalgand markeanalysis.
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pl ainly animated byna HhHuiuthmanihtiasr ingro veu mp
personab

Document6. from the archives gives us insight into the bureaucracy of the WPA
andFAP. In June 1936 the FARorked withthe Phillips Gallery in Washington,

DCtopr esent the work of 100 of its artis
coll ar project s 0Hethtedrdocuénts tkas maRerup this a mo .
paper trail show th FAP Director Cahill was a good bureaucrat and knew how to

gain support for his prografalthough the show is at a private gallery Cabhill

makes sure thatsoi@oeerntmmmédret ecfpfeicciadll y i
felt a need to show that whitellar workers e.g. artists were lagmate recipients

of reliefto his fellow WPA directorsloing more traditional government

infrastructure projectsr to show solidarityith theotherFAPA whi t e col | ar
programs (the Writers, Photograpiistorical Reords, Musiand Theatre

projects}®. More research is neededtire WPA and FARelief policy where it

relates to relief provided to the artist versus relief given to others in need. For
example, were other potentidalanrde!| G sedfcirae
desirabi | i soynedtype DAtansosity dmengVPA directorsdbecause
artists wer e fsmostdtl heedros |vaebr@a fmhres keialsl e d

4|saiah Berlin,The Proper Study of Mankir{lew York: Farrar, Straus and Giroux, 2000
pages 69 and 635.

1> One of the foundational areas for research in art en@is the public policy surrounding
government funding of the arts. This include:c
Buchanan won the Nobel Prize in 1986. Public choice economics shows how bureaucracies in
government have the incentive to inese their power and funding and their support amongst the

public and other government officials. The documents surrounding the FAP art exhibit at the

Phillips Gallery are a good exampdéhow governmenbureaucracies work

An interesting point to nate is that Jacob Baker, the Assistant Administrator for the WPA to

whom Cahil |l reported, crossed out in the | ette
replaced it with dwil] want to seeo. Thi s mi ¢
admini stration, the WPA dnadtemdt fwantwhiaot be heee
consi der O6good®6 natruti.t iTvhei st oi st hceo unnotteiron i n cul t

where experts are in the pthegeherabpoblit madiliton,e r mi n e
thisiscountei nt ui ti ve to the notion of bureaucrats ¢
paradigm, Baker crossed out his name as the se
shows good management and leadgrsh

“The Writers and Theatre project in particular
see for example Richard D. McKinziehe New Deal for ArtistéPrinceton: Princeton

University, 1973)which has mangnecdotesvolving the politics 6the New Deal arts

programs.
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TheWPAFAP and Political Economy

In certain schools of economic thought, beginning with thesatal economistsf

the 18" Centurythrough the ne@raffians of today, labor which is not used for the
reproduction of society is considered unproductive labdtowever, under the

WPA relief, artists were considered part of the workforce and thusblitpr

relief. Who, when and whyas thedecision to fund artists as relisfan

interesting question in the history of economic thoughtilliam F. McDonald
writes fiThe program [ WPA/ FAP] arose fr
providential, of twddeas: (1) that in time of need the artist, no less than the

manual worker, is entitled to employment as an artist at the public expense; and (2)
that the arts, no less than business, agriculture, and labor are, and should be the
immediate concern of thdeal commonwealtld William F. McDonald Federal

Relief Aclzlsministration and the Ar(€olumbus, OH: Ohio State University, 1969

page iv:

History is people and this is true with the development of the Federal Art Project.
When Roosevelt was governairNew York the state had artists on its payroll, so
the funding of artistat the Federal level may nloave beerthat much ofaleapfor

“Adam Smith wrote AThe | abor of some of the mc
that of menial servants, unproductive of any value, and does not fix or realize itself in any

permanent subject, or vendible commggdivhich endures after that labor is past, and for which

an equal quantity of |l abor could afterwords be
some of the bravest and most important, and some of the most frivolous professions: churchmen,
lawyers,physicians, men of letters of all kinds; players buffoons, musicians, opera singers, opera
dancers, &c. [é] Like the declamation of the
musician, the work of all of them perishes in the very instaiitsg@froduction Adam Smith An

Inquiry into the Nature and Causes of the Wealth of Natfbiesv York: Random Housd1776]

1994, page 361.

o}

18 Note the intent of this research is not to evaluate the economic policies of the Roosevelt
Administrationad whet her or not these pol i c,akheughwer e 0
as a foll ower of the Austrian School of econor
centralized management of the economy (tariffs, quotas, production subsidies, incporg sup

price and production controls) prolonged the Depression through making economic adjustment

more difficult and costly in human terms. However in this his policies were not a radical
departure from the O0stabil i zdninistaton, seeWilianci es o f
J. BarberFrom New Era to New Deal: Herbert Hoover, the Economists, and American

Economic Policy, 1921933(Cambridge, UK: Cambridge University, 1985). In addition

Roosevelt was elected to office four times so it is perhdpe &nd irrelevant to conjencturalize

the past.
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Roosevelf® The weltknown main character in the story of the genesis of Federal
arsf undi ng i s Ratefenetive&lotonGchooland dlarsanch

University, George Biddle. Biddle was a successful international businessman and
artist who convinced Roosevelt to use-pristing Treasury Department

authorization talecorate Federal buildings as a means to kégifrederal funding

of art memorializing th&oosevelt Administration and what later became kmow

as the GredDepression. Biddle first approached Roosevelt with the idea in May
1993 and by June 1934 the Federal Governmehfumaled 3,700 artists.Of

course it is obvious that 1) people were not aware of howtlk@gconomic slump
would last and 2) nor were people aware that Roosevelt would be elected to four
consecutiveerms of office. When Biddle wrote his letter to Roosevelt the latter

had been inffice for just three months and the economic slump had been going on
for three years. There had been economic slumps b@fbreh were more

prevalent and deeper prior to the buildup of the welfare state since the Second
World War) but none with 25% unefoyment. Biddle believed that Federatly
funded art would | eave a | as®andthjischnegacy
only be said to be highly prescient.

Unempl oyment relief first became o6feder
Administration in 192 under the&Emergency Relief and Construction Awhich
authorized the American Red Cross to giwkimd Federallyowned surplus

foodstuffs directly to the destitutd.hen in 1933 Congress authorized the creation

of theFederal Emergency Relief Adminiatronwhich provided grants to the

states for unemployment relief, the use of these relief monies was managed jointly
between the states and the Federal governrffedBRA sé-up theFederalstate
operating arrangements for atiater became the Works Pregs Administratior).
FERA also marked a radical departure in public pdieyardsthe poor. For the

first time an employment progranvas used to provide relief categorically to the
unemployed instead of those urebbd work, FERA was to provide jobsander to

190f course the funding of artists by the Federal government is not authorized in the U.S.
Constitdion. The only Federal bodies authorized in the constitution are the Department, of War
the Department dbtateandthe Department of the Treasuget there are twelve
Congressionallyauthorized cabindevel Departments today. Adherence to the Constitution was
perhaps not a concern for Roosevelt and the Depressio@ongress, just as it has not been for
other governments.

Y McKinzie, The New Deal for Artisigpages3-19.

“11bid., page5.
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iconserve skill s, #?Wndiaklods théWdks Pregress mo r a |
Administration was created and in October 1935 the Federal Art Project was

created? lllustration 1 summarizes these events leading up to the Federal funding

of the ars under the WPA!

%2 Information on the public policy of relief is fro.S. Federal Works Agencfinal Report on
the WPA Progranfu.S. Government Printing Officd947), pages 1-6; quote from age3.

23 McKinzie, The New Deal for Artistgage38.

4 Data in lllustration 1from WPA 1947, McKinzie 1973\iarlene Rrk andGerard E.
Markowitz, New Deal for Arf(Hamilton, NY: Gallery Association of New York977) andU.S.
General Service Administration GSA), WPAArtwork in NonrFederal Repositories
(Washington, DC1999. Quotes about relief from WPA 1947 and about art from McKinzie
1973.
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lllustration 1., Events Leading toFederal Funding
for Artists in the Great Depression

October 1929

Stock market crash

Market did not obtain prerash values until 1954

January 1930

4 million unemployed (10% of
workforce)

States ad local governments solely responsible for relief
Unt il 1930 state fAcategor
unable to find work; employable persons were put on
Afwoodpil ed projects.

October 1930

Hoover <creates¢
Emergency Committee for
Employment

Committee encourages states to spend on relief and loc
infrastructure construction

December 1930

7 million unemployed

Demand by states for Federal relief aid increases

August 1931 Hoover <creates¢
Organization on Employment
Relief

March 1932 Congress authorizes-kind aid | Red Cross granted 40 million bushels of surplus wheat f
from Federal Farm Board to | distribution, later increased to 45 million bushels of wheg
American Red Cross for from Grain Stalbization Corporation and 500,000 bales o
di stri buti on f{ cottonfrom Cotton Stabilization Corporation

July 1932 Congress passes Emergency | Ac t represents fAmost sign
Relief and Construction Act | concept of local responsibility forreliefd $3 00 m

loaned to stateandlocal governments by Reconstruction
Finance Corporation for relief, loans later forgiven to sta

November 1932

Roosevelt elected President

March 1933 Roosevelt inaugurated
May 1933 Congress authorizes creatioh | FERA creates partnership with states, establishing gran
Federal Emergency Relief procedures to states for management of relief based on
Administration paymentdo meeti mi ni mum needso. H
for the empl oyablokhabisand c o
moral e. 0
May 9, 1933 George Biddle sends letter to | Biddle and Roosevelt were classmates at Groton and

Roosevelt about a governmer
art project

Har var d. Biddle said tha
achieve Roosevel tldemanasa a
monument to themoé and t ha
hel p with Rooseveltdds fiso

York had artists on payroll when Roosevelt was Govern

November 1933

11 million unemployed (25% o
workforce)

December 1933
to June 1934

Federal Civil Works
Administration has shoterm
authorization.

CWA operated as Federal prograrieh paidrecipients
directly. $860 million spent bifederal governmen$90
million by states. Hourlyvagesf or fiski | | ed
ilunski | 148 diifionfamilleoand 7 million single
persons received CWAfundingnder Bi ddl ¢
coordination CWA transfers funds to Treasury Dept. Pul
Works of Art Projectis Treasunyis authorizdto
ffdecoratedo Feder al bui | dyi
during life of CWA.

May 1935

Works Progress Administratiot
created by Executive Order

Roosevelt required that WPA projects had at least 90%
relief labor. WPA spends $13 billion through 1943.

October 1935

Federal Art Project created
under WPA

Easel paiting division created under WPA/FAP and at
peak in 1936 employs 5,0@0tistsnationally.

December 1935

FERA discontinued

$4 billion spent during the three years of the FERA
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That massscale relief (employment of those eligible for relief) wasiarity of

the WPA can be seen Document 1. from the arci{fzegployment on WPA
Sponsored Federal Nationwide Projects by State, week ending January 14, 1939
weekly reporting on employment statistics were tisetiereas archival research
shows that other repsrunder the FAP were monthly or seaminually.lllustration

2. is from page29 of Final Report on the WPA Program, 1938, published in

1947 and shows the employment trend during the life of the MitFf\estimated

that artist made up around 2% of these employed by the WPR.

%> The use of economic statistics by the U.S. Government began in the early in the early 1920s as
pat of what William J. Barber calls the-o0new e
act the business cycle, see Barltegom New Era to New Deal: Herbert Hoover, the Economists,

and American Economic Policy, 192933 page 8.

6 park and Markovtz, New Deal for Art s t at e, AActuall vy, of the peo
only 2 percent at mgtwere artist§ including musicians, actors, writers and researchers, as well

as visual artisté6 age5. Gene Morris at the National Archives said thatketgs asked fAever
couple of yearso for a I|ist of Federal Art Pr
am hoping that a study of the WPA/FAP payroll records on microfilm and addition archival

research might allow the compilation of stechst. Meanwhile GSA 1999 offers the most

comprehensive single source.
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[llustration 2.

EMPLOYMENT
CHART 1
EMPLOYMENT ON WPA PROJECTS ~

Through June 1943
MILLIONS
OF PERSONS

MILLIONS
OF PERSONS

DROUGHT
EMPLOYMENT

1935 1936 1937 1938 1939 1940 1941 1942

* Includes persons employed on WPA projects operated by other Federal agencies.

We can see that the peak of WPA employment was late 1938 with a steady decline

| 4

]

1943

WPA 4148

until the program was liquidated in 1943 upon request by Roos#iusitration 4.
(pagev. of the WPA Final Repn) is a letter written by Roosevelt in December
1942to the Director of Federal Works Programnder which the WPA was

subsumed i1939- thatstatesil| agr ee t hat

you

shoul

liquidation of the affairs of the Work Projects Adminisirad n €BY this time
the US had been fighting the Second World War for a.yeAs part of this
project | will compare both in table and graphical form comparisons between

public and private employment during the Great Depression years and compare

this with the macroeconomic performance (income, or Gross National Product)
during the period.| also hope to get accurate statistics on artist employment for

the period.

We also know from lIllustration.3page 32 of theWPA Final Repoitthat the
WPA stopped raking new assignments in May 1941. This ties with Document

d

di
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from the archive$S p o0 n s o r-Ansual Slarative Progress Report from Mayor
of New York City for period Jan.-IJune 30, 1941which states that the New York

City Federal Art Projectvas havimg trouble implementing its prograina s
of the 18mo n t dsmigsald More research is required to determine when the

a

resul

18-month employment limitation policy with the WPA was initiated but it is clear

that as of the summer of 1941 (fJ€S. involvament in the Second World War)
that the Roosevelt Administration had determined mass relief was no longer
necessary | also need to determimeCongress officially deauthorized the WPA
and what was the rationali@ other words, did Congress make a duaieation that
an agency was no longer necessary to deal with-retis§ at the Federal level?

32

[llustration 3.

FINAL REPORT ON THE WPA PROGRAM

CHART 2

ASSIGNMENTS TO EMPLOYMENT ON WPA PROJECTS
CONTINENTAL UNITED STATES
July 1938 - December 1942

THOUSANDS
OF WORKERS

500

400 ——

MAMJJASO

b "
S N D S B S A D N N
JASONDJFMAMI JASONDUJIFMAMUY J N

1938 1939
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Weber, pgl6

lllustration 4.

Further research the political economy of the relief program itsekécessary in
orderto ascertairhow the wages faartists veredetermined in relation to other
employment classes in the economy and the mechanics that someone had to go
through to qualify for this reliednd if possible how this relief statafeced her

ar’ (see next section for more on tlristerns of the supphside analysis of the

’The Smithsonian Institutiondos Archive on Amer
Shahn, one of the WPAOG6s nHartah PhillipsmroQr®beradr 19655t s, ¢
I n this interview Shahn states he had to take



