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CHECKLIST OF THE EXHIBITION

DATES enclosed in parentheses do not appear on the
works themselves. Dimensions are given in inches and
centimeters, height preceding width. Watercolors and
drawings are works on paper, for which sheer sizes
are given.

ALLSTON, Washington. 1779-1843

. Landscape with a Lake. 1804. Oil on canvas, 38 x 5114
in. (96.5 x 130.2 cm). Museum of Fine Arts, Boston.
M. and M. Karolik Collection

AVERY, Milton. 1893-1065

. Gaspé—Pink Sky. (1940). Oil on canvas, 32 X 44 in.
(81.3x 111.8 cm). Collection Mr. and Mrs. Samuel H.
Lindenbaum, New York

3. White Sea. 1947. Oil on canvas, 30 x 40 in. (76.2 X

1o1.6 ¢cm), Collection Mr, and Mrs, Warren Brandr,
New York
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BAZIOTES, William. 1912—1963

4. Primeval Landscape. 1953. Oil on canvas, 60 % 72 in,
(1524 x 182.9 cm ). Samuel S. Fleisher Art Memorial,
courtesy Philadelphia Museum of Art

BELLOWS, George. 1882—1925

5. The Sea. (1911). Oil on canvas, 34 X 4414 in. (86.3
x 1119 em). Hirshhorn Museum and Sculprure Gar-
den, Smithsonian Institution, Washington, D.C.

BIERSTADT, Albert. 1830-1902

6.The Blue Grotto, Capri. (c. 1857-58). Oil on card-
board, 674 x 834 in. (17.4 x 22.2 cm). Walters Art
Gallery, Baltimore

7. 8unser in the Yosemite Valley. 1868. Oil on canvas,
3515 x 5113 in. (902 x 130.8 ¢cm ). Pioneer Museum
and Haggin Galleries, Stockton, California

8. Cloud Study: Sunset. (c. 1870-90). Oil on paper
mounted on board, 133% x 1878 in. (34 x 48 cm). The
Detroir Institute of Arts. Gife of Mr. and Mrs. Harold
0. Love

9. Beach Scene. (c. 1871-73). Oil on paper mounted on
fiberboard, 1314 x 185 in. (33.7 x 47 cm). Scattle
Art Museum. Gift of Mrs. John McCone in memory
of Ada E. Pigotr

10. The Great Trees, Mariposa Grove, California. (c.
1875). Oil on canvas, 11834 x 5014 in. (300.5 X 150.5
cm ). Hirschl and Adler Galleries, New York

BINGHAM, George Caleb. 1811-1879

1. The Storm. (c. 1850). Oil on canvas, 2514 x 30%% in.
(63.8 x 765 cm ). Wadsworth Atheneum, Hartford.
Gifc of Henry E. Schnakenberg

BLAKELOCK, Ralph Albert. 1847-1919

12 I'he Poetry af Moonlight. (c. 1880—9a). Oil on canvas,

30 x 2540 in. (76.2 x 64.1 cm). Heckscher Museum,
Huntingron, New York. August Heckscher Collection

BRADFORD, William. 1823-1802

3. An Arctic Summer, Boring through the Pack Ice in

Melville Bay. 1871. Oil on canvas, 5134 x78in. (131.5
x 1982 cm). Collection Mr. and Mrs. Erving Wolf,
Houston

BRICHER, Alfred Thompson. 1837-1908

4. Indian Rock, Narragansett Bay. 1871. Oil on canvas,

27 x 5044 in, (68.6 x 127.7 cm ). Private collection

- Morning at Grand Manan. 1878, Oil on canvas, 25 x 50

in. (63.5 x 127 cm). Indianapolis Museum of Art
Martha Delzell Memorial Fund

BURCHFIELD, Charles. 1893-1967

. Howse and Tree by Arc Light. 1916, Watercolor, 20 x

1378 in. (50.8 x 35.3 cm). Munson-Williams-Proctor
Insticute, Urica, New York. Edward W. Roor Bequest

. Church Bells Ringing, Rainy Winter Night. 1917.

Watercolor, 30 x 19 in. (76.2 x 48.3 cm). The Cleve-
land Museum of Art. Gift of Mrs. Louise M. Dunn, in
memory of Henry G. Keller

.The First Hepaticas. 1917-18. Watercolor, 2114 x

27V5 in. (54.6 x 69.9 cm). The Museum of Modern
Art, New York, Gift of Abby Aldrich Rockefeller

. The Night Wind. 1918. Watercolor and gouache, 2115

x 217% in. (54.6 x 55.6 cm). The Museum of Modern
Art, New York. Gift of A. Conger Goodyear
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CATLIN, George. 1796-1872

20, Landscape background for An Indian Council, Sioux.
(c. 1846—48). Oil on canvas, 19V4 x 2674 in. (48,0 x
67.8 cm). National Collection of Fine Arts, Smith-
sonian Institution, Washingron, D.C.

.Landscape background for Elk and Buffalo Grazing
among Flowers. (c. 1846-48). Oil on canvas, 1915 x
275 in. (49.5 x 70.2 cm). National Collection of
Fine Arts, Smithsonian Institution, Washingron, D.C.

CHURCH, Frederic Edwin. 1826-1900

. Niagara. {c. 1856-57). Oil on paper, 12 x 35 in. (31 x
88.9 cm). Private collection

. Niagara Falls. 1857. Oil on canvas, 422 x 9ola in.
(108 % 229.9 cm ). Corcoran Gallery of Art, Washing-
ton, D.C.

. Three studies of Icebergs. 1859. Oil on cardboard, 5 x
rrlgin. (127 x28.3cm) 4% x 1136 in. (11.8 x29.6
cm), 53 x 137 in. (13.7 x 35.2 cm ). Cooper-Hewitt
Museum of Design, Smithsonian Institution, New York

25. Three studies of Icebergs. 1859, Pencil and white
gouache on colored paper, 4152 x 8 in. (11.5 x 203
em), 415 x 84 in. (11.5 x 20,9 cm), 42 x 814 in.
(11.5 x 20.9 cm ). Cooper-Hewitt Museum of Design,
Smithsonian Institution, New York

26. Iceberg. 1859. Oil on cardboard, 12 x 2014 in. (305
x 51 cm). Cooper-Hewite Museum of Design, Smith-
sonian Institution, New York

27. Iceberg. (1859). Pencil and oil on cardboard, 12 x
2014 in. (305 x 51.1 cm). Cooper-Hewitt Museum of
Design, Smithsonian Institution, New York

28. Our Banner in the Sky. (c. 1860-69). Chromolitho-
graph, 738 x 114 in. (187 x 28,6 cm). Olana State
Historic Site, Hudson on Hudson, New York. New
York State Office of Parks & Recreation

29. Cotopaxi. 1862. Oil on canvas, 48 x 85 in. (1219 x
215.9 cm ), Collection John Astor, Miami

30. The lcebergs (The North). 1863, Chromolithograph
by €. Risdon after a lost painting of 1861, 20% x 3544
in. (52.7 x 90.2 cm). Olana State Historic Site, Hudson
on Hudson, New York. New York State Office of
Parks & Recreation

- Rainy Season in the Tropics. 1866. Oil on canvas, 564
x 8414 in. (142.0 x 214 cm). The Fine Arts Museums
of San Francisco, California Palace of the Legion of
Honor. Mildred Anna Williams Collection

COLE, Thomas. 1801-1848

. Landscape (Landscape with Tree Trunks). 1825. Oil
on canvas, 2614 x 3215 in. (67.3 x 82.6 cm ). Museum
of Arr, Rhode Island School of Design, Providence.
Walter H. Kimball Fund

33. Kaaterskill Falls. 1826. Oil on canvas, 43 x 36 in. (109.2
x 91.4 cm). The Warner Collection of Gulf States
Paper Corporation, Tuscaloosa, Alabama

34. Expulsion from the Garden of Eden. (c. 1827-28). Oil
on canvas, 39 x 54 in. (99.1 x 137.2 cm). Museum of
Fine Arts, Boston. M. and M. Karolik Collection

35.Sketch for Manhood. (c. 1839). Oil on canvas, 11 x
1634 in. (27.9 x 42.5 cm). Munson-Williams-Proctor
Institute, Utica, New York

36. Mount Etna from Taormina. 1844. Oil on canvas, 3214
x 48 in. (81.9 x 121.9 cm). Lyman Allyn Museum,
New London, Connecticut

CROPSEY, Jasper Francis. 1823-1900

37.Indian Summer Morning in the White Mountains,
1857. Oil on canvas, 3914 x 6114 in. (99.7 x 155.6
cm). The Currier Gallery of Art, Manchester, New
Hampshire
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DAVIES, Arthur B. 1862—1¢25

38. Unicorns. 1906. Oil on canvas, 1844 x 40l in (464
x 102.3 ¢m ). The Metropolitan Museum of Art, New
York. Bequest of Lillie P. Bliss, 1931

39. Emerald Bay. (c. 1914). Oil on panel, 514 x 934 in.
(13 x 23.8 cm). The Oakland Museum, Oakland, Cal;-
fornia. Gifr of Concours d'Antiques, Art Guild, Oak-
land Museum Association

40. Lake Takoe. (c. 1914). Oil on panel, 534 x 934 in.
(137 x 23.8 cm). The Oakland Museum, Qakland,
California. Gifc of Concours d'Antiques, Art Guild,
Oakland Museum Association

41. M. Diablo, California. (c. 1914). Oil on panel, 534 x
8% in. (146 x 222 cm). The Oakland Museum,
Oakland, California. Gift of Concours d'Antiques, Art
Guild, Oakland Museum Association

42. M. Tamalpais. (c. 1914). Oil on panel, 514 x 935 in.
(13.3 x 23.8 cm). The Oakland Museum, Oakland,
California. Gife of Concours d'Antiques, Arc Guild,
Oakland Museum Association

43. The Umbrian Mountains. 1925, Oil on canvas, 2574
x 3974 in. (65.7 x 101.3 cm). Corcoran Gallery of Art,
Washington, D.C.

DEWING, Thomas Wilmer. 1851-1938

44. T he White Birch, (c. 1896-99). Oil on canvas, 42 X
54 in. (1067 x 137.2 cm). Washingron University
Gallery of Art, St. Louis

DICKINSON, Edwin. Born 1801

45. Stranded Brig. 1934. Oil on canvas, 40 x 50 in. (101.6
X 127 cm ). Museum of Fine Arts, Springfield, Massa-
chusetts, Government Collection

DIXON, Maynard. 1875-1946

{6. Cloud World. 1925. Qil on eanvas, 34 x 62 in. (86.4
x 157.5 cm). Collection Mr, and Mrs. Clay Locketr,
Tucson, Arizona

DOUGHTY, Thomas. 1793-1856

47. Unritled Landscape (Rowing on a Mountain Lake).
(¢ 1835). Oil on canvas, 17 x 14 in. (43.2x 35.6 cm).
Dartmouth College Museum and Galleries, Hanover,
New Hampshire, Whittier Fund

DOVE, Arthur G. 1880-1946

48. Sunrise IlI. 1937. Wax emulsion on canvas, 2478 x
35Y6 in. (63.2 x 89.2 em). Yale University Arc Gallery,
New Haven, Connecticut. Gift of Katherine S. Dreier
to the Collection Société Anonyme

49. Holbrook's Bridge to the Northwest. 1938. Wax emul-
sion on canvas, 25 x 35 in. (63.5 x 88.9 cm ). Collection
Roy R. Neuberger, New York

s0. Willows. (1940). Oil on gesso on canvas, 25 x 35 in.
(63.5 x 88,9 cm). The Museum of Modern Art, New
York. Gift of Duncan Phillips

DUNCANSON, Robert 8. 1817-1872

5t.Land of the Lotos-Eaters. 1861. Oil on canvas, 5234 x
88%& in. (134 x 225 cm). His Majesty, the King of
Sweden

DURAND, Asher B. 17961886

52. Early Morning at Cold Spring. 1850. Oil on canvas,
59 X 47V2 in. (149.9 x 120.6 ¢m). Montclair Arc Mu-
seum, Montclair, New Jersey. Lang Acquisition Fund,
1945
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53.1n the Woods. 1855. Oil on canvas, 6o% x 48 in
(154.3 x 121.9 cm). The Metropolitan Museum of
Art, New York. Gift in memory of Jonathan Sturges
by his children, 1895

DUVENECK, Frank. 1848-1919

54. Opbelia. (c. 1885—90). Oil on canvas, 2114 x 3014 in.
(54 x 76.8 cm). Collection Mr. and Mrs, Frank Duve-
neck, Los Altos, California

EAKINS, Thomas. 1844-1916

55. T he Meadows, Gloucester, N.J. (c. 1882). Oil on can-
vas, 3214 x 45Y4 in. (81.9 x 114.9 cm). Philadelphia
Museum of Art. The Thomas Eakins Collection

EILSHEMIUS, Louis Michel. 1864-1941

506. Surf at Easthampton. 1889. Oil on canvas, 1414 x 2014
in. (36.2 x 52.1 cm). Collection Mr. and Mrs. Meyer P.
Potamkin

57. T he Flying Dutchman. 1908. Oil on composition board,
23145 x 2514 in. (59.7 x 64.8 cm). Whitney Museum
of American Art, New York

GIFFORD, Sanford R. 1823-1880

58. Kanterskill Falls. 1862. Oil on canvas, 48 x 3974 in.
(121.9x 101.4 ¢m ). The Metropolitan Museum of Arr,
New York. Bequest of Maria De Witt Jesup, 1915

GORKY, Arshile. 1904-1948

59. Water of the Flowery Mill. 1944. Oil on canvas, 4214
x 4834 in. (107.4 x 1238 cm). The Metropolitan
Museum of Art, New York. George A. Hearn Fund,
1956

The Plough and the Song. 1947. Oil on canvas, 5034 x
6G2% in. (128.9 X 159.4 cm). Allen Memorial Art
Museum, Oberlin College, Oberlin, Ohio

GOTTLIEB, Adolph. 1903-1974

G1. Flotsam at Noon (Imaginary Landscape). 1952. Oil on
canvas, 3614 x 48 in. (91.7 x 121.9 cm). The Museum
of Modern Art, New York. Gift of Samuel A. Berger

GRAVES, Morris. Born 1910

G2. Snake and Moon. (1938-39). Gouache and watercolor,
2515 x 30)4 in. (64.8 x 76.8 cm). The Museum of
Modern Art, New York. Purchase

63. Little-Known Bird of the Inner Eye. (1941 ). Gouache,

20% x 3634 in. (52.7 x 93.1 cm), irreg. The Museum
of Modern Art, New York. Purchase

64. Joyous Y oung Pine. (1944 ). Watercolor and gouache,
53% x 27 in. (1362 x 686 cm). The Museum of
Modern Art, New York. Purchase (by exchange)

HAMILTON, James. 1819-1878

65. Burning Oil Well at Night, near Titusville, Pa. (c.
1859). Oil on canvas, 20 x 14 in. (50.8 x 35.5 cm).
Collection Lee B. Anderson, New York

G6. Foundering. 1863. Oil on canvas, 59% x 483§ in.
(151.8 x 122.6 cm). The Brooklyn Museum, New
York. Dick S. Ramsay Fund

HARTLEY, Marsden. 1877-1943

67. Landscape, New Mexico. (c. 1918). Oil on canvas, 28
x 36 in. (71.1 x 91.4 cm). Washburn Gallery, New
York

68. Off to the Banks. 1936. Oil on composition board, 18
X 24 in. (46.4 x 61 cm). Private collection




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

MoMA Exhs. 1148.12

G69. Northern Seascape—Off the Banks. (1936-37
composition board, 1814 x 24 in. (464 x 63
Milwaukee Art Cenrer. Bequest of Max E. Friedman

70. Evening Storm, Schoodic, Maine. 1942. Oil on composi
tion board, 30 x 40 in. (76.2 x 101.6 cm ). The Museum
of Modern Art, New York. Acquired through the Lillie
P. Bliss Bequest

HEADE, Martin Johnson. 1819-1904

71. Twilight, Salt Marshes. (c. 1860-69). Charcoal and
colored chalks, 11 x 2138 in. (27.9 x 54.1 cm).
Museum of Fine Arts, Boston. M. and M. Karolik
Collection

72. Sunset: A Scene #n Brazil. (c. 1864-65 ). Oil on canvas,
19V4 x 34 in. (48.9 x 86.4 cm). Collection Mr. and
Mrs. Edmund J. Bowen, Delray Beach, Florida

73. Newburyport Marshes: Passing Storm. (c. 1865-70).
Oil on canvas, 15 x 30 in. (38.1 x 76.2 cm ). Bowdoin
College Museum of Art, Brunswick, Maine

74. T bunderstorm over Narragansest Bay. 1868. Oil on
canvas, 3218 x 5434 in. (81.5 x 139.1 cm). Collection
Ernest Rosenfeld, New York

75. Yellow Orchid and Two Hummingbirds. (c. 1870-79).
Oil on canvas, 14 x 22 in. (135.6 x 155.8 cm). Collec-
tion David Rust

76. Giant Magnolias on a Blue Velvet Cloth.(c. 1885-95).
Oil on canvas, 15 x 24 in. (38.1 x 60.9 cm). Private
collection

HITCHCOCK, David Howard. 1861-1943

77. Hawaitan Volcano. 1896. Oil on canvas, 30 x 4813 in.
(76.2 x 123.2 cm ). Mills College Art Gallery, Oakland,
California. Gift of the family of Mr. and Mrs. Edward
M. Walsh

HOMER, Winslow. 1836-1910

*'s Neck, Breaking Wave. 1887. Watercolor, 1514
x 5 in. (385 x 547 cm). The Art Institute of
Chicago. Mr. and Mrs. Martin A. Ryerson Collection,

1933

. Winter Coast. 1890, Oil on canvas, 36 x 3134 in. (91.9

x 80.3 cm). John G. Johnson Collection, Philadelphia

. The Wrecked Schooner. (c. 1910). Watercolor, 15 x

214 in. (38.1 x 54.6 cm). The St. Louis Arc Museum

HOPPER, Edward. 18821967

. Railroad Sunset. 1929. Oil on canvas, 28V4 x 47% in.

(71.8 x 121.3 cm). Whitney Museum of American
Art, New York. Bequest of Josephine N. Hopper

INNESS, George. 1825-1894

. T he Home of the Heron. 1893. Oil on canvas, 30 X 45

in, (76.2 x 104.3 cm). The Art Institute of Chicago.
Edward B. Butler Collection

. Niagara. 1893. Oil on canvas, 45%4 x 7018 in. (1149 %

177.9 cm ). Hirshhorn Museum and Sculpture Garden,
Smithsonian Institution, Washington, D.C.

JOHNSON, Eastman. 1824-1906

.A Ride for Liberty—T be Fugitive Slaves. (c. 1862).

Oil on composition board, 22 x 2614 in. (55.9 x 66.7
cm). The Brooklyn Museum, New York. Gift of Miss
Gwendolyn O. L. Conkling

KENSETT, John Frederick. 1816-1872

. Whirlpaol, Niagara. (c. 1851). Oil on canvas, 1312 x

22 in. (34.3 x 55.9 cm ). Museum of Fine Arts, Boston.
M. and M. Karolik Collecrion.
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86. Astnumn Afternoon on Luke George. 1864. Oil on
vas, 4834 x 7215 in. (1239 x 184.2 cm}. Corcoran
Gallery of Art, Washington, D.C.

87. Coast Sceme with Figures, 1869. Qil on canvas, 3017 %

6oV4 in. (921 x 153 cm). Wadsworth Atheneum,

Hartford. The Ella Gallup Sumner and Mary Catlin
Sumner Collection

LA FARGE, John. 1835-1910

88. Clonds over Sea: From Paradise Rocks, Newport.
(1863 ). Oil on canvas, 10 x 14 in. (254 x 35.6 cm).
Collection Mrs. John H. Storer, New York

80. Berkeley's, or Hanging Rock. Pavadise, Newport. North
Wand. Awtzmn. (1869). Oil on panel, 1034 x 914 in.
(27.3 x 23.5 cm ). Wellesley College Museum, Welles-
ley, Massachusetts. Gift of Mr. and Mrs. Stanley Feld-
berg

LANE, Fitz Hugh. 1804-1865

vo. Christmar Cove, Maine. 1859. Qil on canvas, 15142 x 24
in. (39.4 x 61 cm). Private collection

o1. Owl's Head, Penobscot Bay, Maine. 1862. Oil on canvas,
16 % 26 in. (40.6 x 66.1 cm). Museum of Fine Arts,
Boston. M. and M. Karolik Collection

92. Brace's Rock, Eastern Point, Gloucester. (1863). Oil on
canvas, 10X 15 in. (25.4 x 38.1 cm). Private collection

LIE, Jonas. 1880-1940

93. The Conguerors (Culebra Cut), Panama Canal. 1913,
Oil on canvas, 50% x 4978 in. (151.8 x 126.7 cm).
The Metropolitan Museum of Art, New York. George
A. Hearn Fund, 1914

MARIN, John. 1872-1953

94. Study of the Sea. 1917. Warercolor, 16 x 19 in. (40.6
x 48.2 cm) . Columbus Gallery of Fine Arts, Columbus,
Ohio. Gift of Ferdinand Howald

¢, Hudson River. (1017). Warercolor, 1638 x
14 in. (416 x 49,5 cm). Collection Lisa Marie
in, courtesy Marlborough Gallery, New York

.. i Mowuntain across the Bay. 1922, Watercolor,
1744 % 2015 in. (43.8 x 52.1 cm), The Museum of
Modern Art, New York. Gift of Abby Aldrich Rocke-

feller ( by exchange)

2. Off Yark Island. 1922. Wartercolor, 1714 x 2018 in.

(438 x s1 em). Columbus Gallery of Fine Arts,
Columbus, Ohio. Gift of Ferdinand Howald

. Pulisades No. 1. 1922, Watercolor, 16 x 19148 in. (40.7

x 48.6 cm ). Columbus Gallery of Fine Arts, Columbus,
Ohio. Gift of Ferdinand Howald

. Buoy, Marne. 1931, Warercolor, 1434 x 1914 in. (37.5

x 48.9 cm). The Museum of Modern Art, New York.
Gife of Philip L. Goodwin

MARTIN, Homer Dodge. 18361897

. Lake Sanford. 1870. Oil on canvas, 2415 x 394 in.

(62.2 x 100.4 cm). The Century Association, New
York

MORAN, Thomas. 1837-1926

.Slaves Escaping throngh the Swamp. 1863, Oil on can-

vas, 34 X 44 in. (86.4 x 111.8 cm). Philbrook Art
Center, Tulsa, Oklahoma. Laura A. Clubb Collecrion

.Great Blue Spring of the Lower Geyser Basin, Fire

Hole River, Yellowstone. 1872. Watercolor, o153 x 1334
in. (24.2 x 34.9 cm). Collection Mr. and Mrs. James
Biddle, Washington, D.C.

3.Great Blue Spring of the Lower Geyser Basin, Fire

Hole River, Yellowstone. 1872. Watercolor, 9 x 16 in.
(22.9 x 40.6 cm). The Dietrich Corporation, Reading,
Pennsylvania
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104. Cliffs of the Rio Virgin. 1873. Wartercolor, 8%
(21.9 x 35.6 cm ). Cooper-Hewitt Museum of Desigr
Smithsonian Insticution, New York

105. The Chasm of the Colorado. 1873-74. Oil on canvas,
8438 X 144% in. (2144 x 367.7 cm). United States
Department of the Interior, Washington, D.C

NEWMAN, Barnett. 1905-1970

106. Pagan Void. 1946. Oil on canvas, 33 x 38 in. (838 x
96.6 cm). Collection Annalee Newman, New York

107. Onement I. 1948. Oil on canvas, 27 x 16 in. (68.6 x
40.7 cm ). Collection Annalee Newman, New York

108. T he Voice. (1950). Egg tempera and enamel on can-
vas, 061% x 10512 in. (244.1 x 268 cm ). The Museum
of Modern Art, New York. The Sidney and Harriet
Janis Collection

O'’KEEFFE, Georgia. Born 1887

109. Evening Star 1l (1917). Watercolor, 9 x 1173 in.
(22.9 x 30.2 cm). The Museum of Modern Art, New
York. Mr. and Mrs. Donald B. Straus Fund

110. Orange and Red Streak. (1919). Oil on canvas, 274 x
2314 in. (69.2 x 59.1 cm). Collection Doris Bry, New
York, for Georgia O'Keeffe

111. Black Cross, New Mexico. (1929). Oil on canvas, 39
x 304 in. (99.1 x 765 cm). The Art Institute of
Chicago. Art Institute Purchase Fund

112. Summer Days. (1936). Oil on canvas, 36 x 30 in. (91.4
x 77.2 cm). Collection Doris Bry, New York, for
Georgia O'Keeffe

113. Hills and Mesa to the West. (1945). Oil on canvas,
19 x 36 in. (48.2 x 914 cm). Private collection

'ARRISH, Maxfield. 18701966

114. T he Spirit of 1 ransportation. 1920, Oil on board, 3514
x 2715 in (go.2 x 69.9 cm). Clark Equipment Com-
pany unan, Michigan

115. Villa chool House. 1937. Oil on compesition board,
31 x 25 in. (788 x 63.5 cm). Everson Museum of
Art of Syracuse and Onondaga County, Syracuse, NLY.
Extended loan from the Pratt-Northam Foundation

PIAZZONI, Gottardo. 1872-1945

116. Silence. (c. 1910~13). Oil on panel, 2618 x 3214 in.
(66.4 x 81.9 cm). On loan to The Oakland Museum,
QOakland, California, from the M. H. de Young Me-
morial Museum, San Francisco. Gift of the Skae Fund
Legacy

. Decaration for over the Mantel. (c. 1926-27). Oil on
canvas, 3014 x 46Y4 in. (76.8 x 117.5 cm). San Fran-
cisco Museum of Modern Art. Albert M. Bender Col-
lection

POLLOCK, Jackson. 1912-1956

118. Seascape. 1934. Oil on canvas, 12 x 16 in. (304 x
40.6 cm). Collection Lee Krasner Pollock

119. The Flame. (c. 1934-38). Oil on the smooth side of
masonite, 20 X 30 in. (50.8 x 76.2 cm ). Collection Lee
Krasner Pollock

120. Summertime (Number 94, 1948). 1948. Oil and
enamel on canvas, 3314 x 218 in. (84.5 x 553.6 cm).
Collection Lee Krasner Pollock

121. The Deep. 1953. Oil and enamel on canvas, 8634 x
50%& in. (220.3 x 150.2 cm). Centre National d'Art et
de Culture Georges Pompidou, Musée National d'Art
Moderne, Paris. Given in memory of John de Menil
by his children, the Menil Foundation and Samuel J.
Wagstaff, Jr. ‘
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REMINGTON, Frederic. 1861—1900

122, How Order No. 6 Went Through (T he Vision). 180

Oil on canvas, 26 x 39 in. (66 x 99 cm ). "21" Club.

New York. Peter Kriendler, President

RICHARDS, William Trost. 1833-1905

123, Landscape. 1860. Oil on canvas, 17 x 2314 in. (43.1 x

587 cm). Yale University Art Gallery, New Haven,

Connecticut. Gift of Mrs. Nigel Cholmeley-Jones

ROTHKO, Mark. r903-1070

124. Slow Swirl by the Edge of the Sea. 1944. Oil on canvas,
75 x 8415 in. (190.5 x 214.6 cm ). Estate of Mrs. Mark
Rothko

125. Magenta, Black, Green on Orange. 1949. Oil on canvas,
8512 x 6434 in. (217.1 x 164.5 cm). Estate of Mrs.
Mark Rothka

126, Number 22. 1949. Oil on canvas, 117 x 107%4 in.
(297.2 x 272.1 cm ). The Museum of Modern Art, New
York. Gift of the artist

RYDER, Albert Pinkham. 1847-1917

127. Torlers of the Sea, (c. 1880-84). Oil on wood, 1114 x
12 in. (29.2 x 30.5 cm). The Merropolitan Museum
of Art, New York. George A. Hearn Fund, 1915

128. Weir's Orchard. (c. 1885—90). Oil on canvas, 1714 x
21 1in. (43.5 X 53.3 cm ). Wadsworth Atheneum, Hart-
ford. The Ella Gallup Sumner and Mary Catlin Sumner
Collection

129, Macheth and the Witches. (1890-1908). Oil on can-
vas, 284 x 35% in. (71.8 x 90.9 cm). The Phillips
Collection, Washingron, D.C.

130, Drana. (1900). Oil on leather, 2048 x 20 in. (74 %
50.8 Chrysler Museum at Norfolk, Virginia. Gift
of Walter P. Chrysler, Jr.

SALMON, Robert. c. 1775-¢. 1851

.Moonlight Coastal Scene. 1836. Oil on panel, 163 x
2414 in. (42.3 x 61.6 cm). The St. Louis Arc Museum.
Purchase, and funds given by Mr. and Mrs. Duncan C.
Dobson, contributions made in memory of Henry B.
Pflager and Eliza K. McMillan Fund

SARGENT, John Singer. 1856-1925

132. Mountasn Fire. ( c. 1903-08). Watercolor, 1334 x 1934
in. (39.4 x 5s0.1 cm). The Brooklyn Museum, New
York. Purchased by Special Subscription

133. Val d'Aosta (A Stream over Rocks). (c. 1910). Oil on
canvas, 2244 x 2814 in. (55.9 x 71.2 cm). The Brook-
lyn Museum, New York. A. Augustus Healy Fund

SONNTAG, William Louis. 1822-1900

134. Misty Rocky Mountains, 1868. Oil on canvas, 3415 x
3615 in. (87.6 x 92.8 cm). M. Knoedler & Co., Inc,,
New York

STAMOS, Theodoros. Born 1922

135. The Fallen Fig. 1949. Oil on composition board, 48 x
2574 in. (121.9 x 65.7 cm). The Museum of Modern
Are, New York. Given anonymously

STELLA, Joseph. 1870-1046

136. Tree of My Life. 1019. Oil on canvas, 8344 x 7514 in.
(212.1 x 191.8 cm ). Iowa State Education Association,
Des Moines

137. Tropical Sonata. 1920~21. Oil on canvas, 48 x 29 in.
(121.9 x 50.8 cm). Whitney Museum of American
Art, New York
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STILL, Clyfford. Born roo.

138, 1949-F. 1949. Oil on canvas, 8o x 065 .2
£65.1 cm ). Collection Carter Burden. New 3 rk

139.1954. 1954. Oil on canvas, 11315 x 156 in. | 88,3 x
396.2 cm). Albright-Knox Art Gallery, Buffalo. Gifr
of Seymour H. Knox

TACK, Augustus Vincent. 1870-1949

140. Canyon. (c. 1924). Oil on canvas, 29 X 40 in. (73.6
X 101.6 cm). The Phillips Collection, Washington, D.C.

141. Aspiration. (c. 1931 ). Oil on canvas, 7614 x 13514 in.
(194.3 x 344.2 cm ). The Phillips Collection, Washing-
ton, D.C.

142. Night, Amargosa Desers. (1037). Oil on canvas
mounted on composition board, 7115 x 35 in. (181.6
x 88.9 cm ). The Phillips Collection, Washington, D.C.

TANNER, Henry Ossawa, 18501937

143. Abrabam's Oak. (c. 1897). Oil on canvas, 2114 x 283%
in. (54 x 72 cm). Frederick Douglass Institute, Mu-
seum of African Art, Washingron, D.C.

THAYER, Abbott Handerson. 1840-1921

144. Cornish Headlands. 1898. Oil on canvas, 3018 x 4018
in. (76,5 x 1or.9 em). Narional Collection of Fine
Arts, Smithsonian Insticution, Washington, D.C. Gift
of John Gellatly

TOBEY, Mark. 1890-1976

145. Edge of August. 1953. Casein on composition board,
48 x 28 in. (1219 x 7.1 ¢cm). The Museum of
Modern Art, New York. Purchase

VANDERLYN, John. 1775-1852

146. Double View O Study of Niagara Falls. (¢. 1827). Oil
on canvas, 1874 x 2615 in. (48 x 67.4 cm). Senate
House Stare Historic Site, Kingston, New York New
York State Office of Parks & Recreation

WHISTLER, James Abbote McNeill. 18341903

. Beach at Selsey Bill (¢. 1865 ). Oil on canvas, 24 x 1834
in. (61 x 47.7 cm ). New Britain Museum of American
Art, New Britain, Connecticut

Nocturne: Westminster. (1875-79). Oil on canvas,
1214 x 2014 in. (31.1 x 5T.4 cm). John G. Johnson
Collection, Philadelphia

Nocturne in Black and Gold: Entrance to Southbhamp-
ton Waters, 1876-77. Oil on canvas, 20 x 30 in. (50.8
x 76.2 cm). The Art Institute of Chicago. Stickney
Fund

WHITTREDGE, Thomas Worthington. 1820-1910

. T he Old Hunting Grounds. 1864. Oil on canvas, 36 x
27 in. (91.4 x 68.6 cm ). Reynolda House, Inc., Win-
ston-Salem, North Carolina

WYETH, Andrew. Born 1917

- Winter Fields. 1042. Tempera, 1734 x 41 in. (44.1 x
104.1 ¢m ). Collection Mr. and Mrs. Benno C. Schmidt,
New York

2.Spring Beauty. 1943. Dry brush and ink, 20 x 30 in.
(50.8 x 76.2 cm). University of Nebraska Art Gal-
leries, Lincoln. F. M. Hall Collection

- Hoffman's Slongh. 1947. Tempera, 203 x 55 in. (75.5
x 139.8 cm). Collecrion Mr. and Mrs. Charles Mayer,
New York
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KYNASTON McSHINE

Judith Di Meo

29 January 1975

Romantic show

Dear Kynaston,

Would it be worth while for you, Nency Karumba and myself to meet with Bill
Rubin before your departure to discuss in some detail the work loafli for your
Romantic show...? In thinking over the amount of materizl you seem to expect
me to complete in your absence in Bogota, it seems overwhelriag and endlessly
time consuming, involving not only an extensive amount of resding about and
searching for statements by a large mmmm group of artists, but alsomthe
matter of finding biogrephical information, méledentllSel century pictorial
documentation, catalogues of "lesser" lkuovi collections, plus making visits
to certain galleries to find out the conteuts of their back-rooms, mot to
mention the considerable amount of xeroxins that will be involved...

In a way, unless you have something very specific you want me to do, I feel
that my role is not to be tied down exclusively to any one project teqeiring
snlimited amounts of work, but that I am really researcher at larse (pexrhaps
thie could b e clarified with Bill Rubin) and therefore now would be the
stage when the curatorial assistant takes over...

Sometimes it Relpecessary to define the limits of research,.,

Lat me know what wvou think,

Thank you,
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WCA 3920
WCA 3815
CA 8609
CA 8612
A 9001

RS 68973

002619
A 8984

A 9436

A 3461

A 8316
CA 8018

A 8679

AT 9490

A 9504

A 9465

A 9500

A 5554
A 8443

AT 9471

A 8444

ACE575

19th and 20th Century

American Paintings from the

—

ne. Pm '
Gallery Collection - .

KUHN, wWalt

WYETH, Andrew
STELLA, Joseph
O'KEEFE, Georgia
PRENDERGAST, Maurice

LAWSON, Ernest

HASSAM, Childe
PRENDERGAST, Maurice

DUBOIS, Guy Pene

BURCHFIELD, Charles

KENSETT, John Fred-
erick

BRICHER, Alfred
Thompson

SMITH, Russell
COLMAN, Samuel
WHITTREDGE, T. W.
FISHER, Alwvin

GIFFORD, S. R.
ALLSTON, William

MORSE, Samuel F. B.
CROPSEY, Jasper
MORSE, Samuel F, B.

FISHER, Alvin

"Study for Roberto"
"Waves of the Sea"
"Tropical Composition"
"Blue Flower"
"Waterfall"

"New Hampshire
Hills"

"Rooftops, Paris"”
"Portrait"

"Drooping American
Flag"

"Lilacs No, 2"

"Landscape”
"Coastal Scene"

"View of Pegvawket
and Chocorua Peak,
N. H. 1868"
"Gibraltar"

"Hawk's Nest"

"Dragoons on the
Trarl?

"The Roman Campagna"
"Landscape"

"Portrait of Col.
William Alston"

[

"0ld Home, Warwick, * .

New York"

"Portrait of Mrs,
William Alston"

"The Tired Hunter"
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&
A 9464 BRADFORD, William "Midnight Sun, ';
Labrador" |

AT 9481 . RAMSEY, Milne "Still Life with Peaches
and Bottle of Wine" !

A 6046 BROWERE, A. D. O. "Peter Stuyvesant ,
at the Recapture of {
Fort Casimir" !

8819 BOUTELLE, de Witt "Hudson River LandscapJ

6045 BROWERE, A. D. O. "Capture of Fort
Casimir"

8630 VEDDER, Elihu’ "Japanese Still Life"

e M —

A 5590 CATLIN, George "An Ostrich Hunt"

5558 CATLIN, George "A South American
Village"

9268 BROWERE, A, D. "Foothills of the
Sierras"

5586 CATLIN, George "Two Moose and a Doe"
5591 . CATLIN, George "A Stag and a Doe"

9345 HOMER, Winslow "Zouave"

i
|
|
|

CA 4249 DUVENECK, Frank "Whistling Boy"
A 9249 SLOAN, John "Red Rocks,Gloucester"

A 9167 BOUTELLE, de Witt C, "The Voyage of Life"
(After Thomas Cole) (Manhood)

. S T S U
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hip “Umited Srates” m 1860: One
wis o Maves second .\IL'.'\lm--:
i Charch, then at the apex
Wils A |..1i\:| of Church and in i witudde for
andsupport mwamed an Arctic summit
at. no. 21 fiee 1) Church w

st asorth” polar sernie tor his Aorore Boreali

I 1850 ¢ hurch so entaprured with things An
Northern, made his now=tamous joormey to L b
i arosanl N -\::\-luhﬂ,unu e was accompaniud by
the Reverend Dows L. Nable, who wrote m ns sub-
LT |'.|I.|I IAETATIN S

B atrer Teol
or pertlian whventure, A fow cimb o the i
the Andeos: but atrer the wes o Greenlod'
i {ERTTTRTA IS thm;."'

Wres 15 cert by cool, 1 mor o

Noblcs Bovik allsreated wich desiens sapphed by

Chigcl wyowas the fiste of the great Amwrican
painters to ke the Northern journey haascit, Atier
his 1ot Chureh worked on the large canvas, now
Tost, vatitled The feeborgs, which 1s now known 1o
from the Enehsh l[nnrllnl]l]iu_'r|]11; by €, Risdion
feat, nes 1010 When the pamting was exhibited i
New York g Apnlo i8er. 0 owas enthusiastcally
recetved. O geviewer coed that the adea of T
fechirgs was! magnfeentiy poetical and could T
acetrred onby v nmnd ennnently original and secure,
The Aprl 2p. 1861 assue of the Trilwe meluded a
veview in which Clareh's tropical masterpicees T
Feartof the Andie sl T feebirgs swere mdirectly com-
]!..:---f. [lie weite observed "no teace of amimal or vege-
wble lir o and. savine only one small boulder of cirth,
caneht upon some 2rndme cake of ice, the scene 150
i from thur davoof croanonwhen the varth was with-
o for e soid L T pare VIE ofa broadside pub-
Tisheel for 1 shibweony ot the painme ar the Bioston
Athotacie: wiech el swerote: "AHL dhaoes -
VIS, i crie i asdt alone, 150 minacl of B
and wrand ot th PICTANE Proschins th' |
g ratidear with o Y Wt
ityalithy 0l il

. \ |
o) e Mg o 1t vineh was added
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to. the pamting prior o its cxhibition 1 Englin

perhaps as a tribute to/kr wiklin. The pieture has bien
mterpreted s a revelation of the Apocalypse and the
Creation, an ever-present di m the Northem
frontier. The feehorgs also embodies mamy of the dread
qualitics observed by Noble, who wiome ot “those
imporial ercations of nature thur awakar powertul
cmwtions, and llume: the mmagimaton © o . how
beauuful, how strong, how termble . . ¢ Maniy of
these same adjectives deseribe Church’s later Afcue
paintings, the Aurora Borealis and Thie Teeherg of 180108

It has been posited that Church’s paintings of the
North, SUZEESHVE as they are of the Creanion, are
QPUINIstic. One feels t]wugll that there 15 .li\\'.l}'s w1
awareness of the mherent threatening quality of the
Arctic when viewing either the skerches or final
picturcs. Noble, who seems o share Chureh's awn
sentiments, constantly refers o the Northern sights
1|1‘_-1.||\|:n|'§ pregiant with overtones l_ll- mnrm}lk}':
‘the 1ceberg—that white sepulehre of the carcless
sailor,” or “an age of rum appeared to have passed over
it,” [an dceberg].? The North s not lite=destroving
sselt, butiris flled wach penls for the unwary human.
ere s made aware of los proper svale in the cos-

mios. Jwarted by floanng we—castles, e

By tar the best known of the varly Arctic pianters s
Wil Bradford whoo ke his fellow New Buediord
artist, W Swain Gifiond, was infAucneed by the 1gth-
century Duteh paintes Albere van Beestts 1t 1 likely
thar Bradtord sasw Chureh's The labergs i Boston or
Now York and was exposed 1o the Kane=] fanutlvon
colliborations. He had already indicated an mterest an .
the North and became the sceond st abter Churah,
to niahe the journey for arustie reaons. Boginma in
the spring of 1861, he made the firsst s many wps w
ATCHIC Wlters, Ill\ IMost .||||1nru~u> \n'\.l::-'. I LN,
ook Tm ta Melville Bayds On has shape e Panidion,

LTI TRV T TP R SR S TS
1 Haval Colliveions, Londin Bradtord ook seve ral 11hntn}:r.lphuh 1l 4 CONIpUT

wlinch weluded 1. Issae Blaves, Prints of these phiota-
eraphs were owned by Trederie Chineeh {cat. nes. 29
10, and 31). These mngzes were wsed e Bradiord's
worthern s, i leenie Regions, of 1873 (et no.
wa)e Like Church, Bradiord found thie his work wis
will recaved alvoad: The skeweh of The Stanner
Panthier in Ml Buy (eat, no. 28) was the basis of
the painting purchwed by Queen: Victori for the
Rowal Colleetions ( heure ), Bradiord was well aware
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FREDERIC EDWIN CHURCH  1826-1900

4. Newfoundland and Labrador, June-July, 1859 8. Iecherg and Studies of Seascapes,
Oil on cardboard, 9%} x 13 inches. Newfoundland, June 21, July 2 and July 6, 1859
Lent courtesy the Cooper-Hewitt Museum of Pencil heightened with white on brown paper,
Design, Smithsonian Institution. 41, x 8, inches cach.
.ent courtesy The Cooper-Hewitt Museum of
Design, Stmthsonan Institution.

5. Floaring lechergs, June-July, 1859
Pencil and ol on cardboard, 3'4 x 11'/; and

2/ x 11", inches. Lent courtesy The Cooper-Hewitt
Museum of Design. Smithsonian Institution.
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1. Suschsonan Insoeugon

1 dechergs, Cuipe Jolts asd Gull Island

Penell and wiiate I‘_'_nil.lt';h' O 2oy ap

Lent courtesy The Conper=lewite
Nusennn of Design. Sothsoman bivee

1. Bloarine Locberg, June o July, 0839
Pancil and ol onpaper, 705 x| § inches.
Lont vourtesy The Capper=Hewin Muscum
ot Design, Snsthsonman Instirution.

12, Floatie leehergs, Tonlligr, [uly 4. 183350
Pencil and oil on cardboard, 12« 184 wnches,
Lent courtesy The Cooper=FHewinn Museum
of Design. Smithsontan stituation.

15, Szeanter i Northern TWaters, 1850

il on canvas, 8%, x 144 miches,

Lent courtesy Olana Historie Site,

New York State Division for FHistone Preservation,
Department of Parks and Recreanon.

Te- =
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16. Lanedscape with Aurora, possibly 185y

O1l on canvas, 9 x 14" inches.

Lent courresy Olana Historic Site.

MNew York Stie Division tor Flhistorie Proserva
Department of Parks and Reereanon.

18, [J\\J-.'r.jf-\'. 1t \I..lh'\!
Onl on canvas, 23 x 17 imches

woan anonvinous lender.

| f.:'rl'u'rg\. 11863
Oil ot canvas, 11", x 18'
Lent couriesy Mattatuck Museum,
Waterbury, Connecticut.

AR 1 ]I'.,'\.
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19. The Lo JJIH'_Qr i‘f liee Dooptlt], 18603
{(The pamomg upon whirch ths prt o
oxceuted m 1861}
Chromuolithograph, 2017, s
Lent courtesy Olama Fhston
New York State Diviston fin | st
Departinent of Purks and Recroanon.

i | AL

Su, e Aurora Borvalis, 1865
Oil on canvas, 36 x 83 inches.
I et courtesy The National Colleenon ot Fine Arts,

Spnthsonian nsteucon.

Proserviatinn,
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Date: January 29

From:

AMERICAN PAT Jane S. Tai

To: Kynaston McShine

Re:
Mo - Torm oo
(6

Robert |

William There may be changes in catalogue numbers —

L 87 and 98--possibly one or two others.

John He 2,206)

The Gan -
6 L 1732,

John Si r. (23.1k3)

John ?13; .ne. 1782.

Charles ). (22.153.1)
Charles . (67.242)
Benjami : : 309.2)

Jhmes{Péale, 1749-1831. George Washington at Yorktown. e. 1780.

85.1)

Ralph Earl, 1751-1801. Mrs. Noah Smith and Her Childre =
(64.309.1) s e

Joseph Blackburn, 1754-1763(Active in America).
e ). Mary Sylvester.

Gilbe?t Stujrt, 1755-1828. FPortrait of George Wihington. 1803.
88.18

Gil‘bei't Stu;.rt, 1755-1828. Portrait of James Monroe. 1818-1820
29.89 )

John ?rumbu%l, 1756-1843. - Alexander Hamilton (1757-1804). e.180L.
81.11

Reuben Moulthrop, 1763-181k. Job Perit (1751-170k). 1790. (65.254.1)
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AMERICAN PAINTINGS/ THE METROPOLTTAN MUSEUM OF ART, A. F. A. EXHIBITION
FALL 1975 - FALL 1976

John Smibert, 1688-1751. Mrs. Francis Brinley and Son. 1731.
(62.79.2)

Robert Feke, 1705-1750. Tench Francis. 1746.- (34.153)

William Williams, ca. 1710-ca. 1790. Portrait of Master Steven
Crossfield. (65.34)

John Hesselius, 1728-1778. Mrs. Richard Galla@. Jr. (22.206)

The Gatssxsevogrt )Limner, 1738-1815. Young Iady with a Rose. .1732.
2.256.1

John Singleton Copley, 1738-1815. Joseph Sherburme. 1767. (23.143)

John ?igglgtﬁr; Copley, 1738-1815. Midshipman Augustus Brine. 1782.
.80.

Charles Wilson Peale, 17L41-1827. Samuel Mifflin. e. 1780. (22.153.1)

Charles Wilson Peale, 1741-1827. Elie Williams. c. 1789. (67.242)
Benjemin West, 17h4-1823. Sarsh Ursula Rose. 1756. (64.309.2)

Jms(?ealt;., 1749-1831. George Washington at Yorktown. e. 1780.
85.1

Ralph Earl, 1751-1801. Mrs. Noah Smith and Her Children. 1798.
(64.309.1) .

J‘osep? gls;kla)t;zm, 1754-1763(Active in America). Mary Sylvester. 1754.
16.82.

Gilbe:z't Stuz)lrb, 1755-1828. Portrait of Georpe Wg‘g: ington. 1803.
88.18

Gilbeft Stugi.rt, 1755-1828. Portrait of James Monroe. 1818-1820.
29.89

John 'S(L‘rum'buigl. 1756-1843. - Alexander Hamilton (1757-1804). e.1804.
81.11

Reuben Moulthrop, 1763-181%. Job Perit (1751-170k). 1790. (65.254.1)
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Reuben Moulthrop, 1763-181L. Sally Sanford Perit (1760-1829). 1790.
(65.254.2)

John Durand, 1766-1732 (Active). Mary Bontecou Iathrop {1747-2).
c. 1770. (62.256.6)

Rembrandt Peale, 1778-1360. George Washington. (5%.15.1)

Washiz(:gton Al)_flston > 1779-1843. The Spanish Girl in Reverie. 1831.
0l.7.2 “

John ?gzle}; Jarvis, 1780-1840. General Andrew Jackson. c.1819.
.8

‘Thomas Sully, 1783-1872. Mother and Son. 18%0. (1k.126.5)

Ammi. Phillips, 1788-1865. (Attributed to). Philip Slade.. 1818.
(64.309.3)

Samuel Finley Breese Morse, 1791-1872. De Witt Clinton {(1769-1828).
1826. (09.18) -

Chest?r Hart;ing, 1792-1866. Mrs. Thomas Brewster Coolidge. 1828-1830.
20.75

Thomas Doughty, 1793-1856. Spring Lendscape. (17.66)
Asher Brown Durand, 1796-1886. The Beeches. 1845. (15.30.59)

Asher Brovm Durand, 1796-1886. Landscape - Scene from Thanatopsis.
1850. (11.156)

Thomes Cole, 1801-1848. The Mountain Ford. 1846. (15,30,63)

Thomas Cole, 1801-1348. A View Near Tivoli (Morning). 1s32. (03.27).

John Quidor, 1801-1881. The Well Street Gate. 1833. (61.79)

Fitz Hugh Iane, 1804-1865. Golden State Entering New York Harbor.
- 1850. (1974.33)

wiu.i«(m Sidﬁ?’ Mount, 1807-1868. Iong Island Farmhouses. 1854%-1860.
28.10

Severin Roesin, - died c. 1871. Still Life: Flowers. (67.111)

John Gadsby Chapman, 1808-1889. The Roman Campegne. 1864. (67.54)
Cephas Giovenni Thompson, 1809-1888. Spring. 1833. (1971.244)
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John Woodhouse Audubon. 1812-1862. Hudson's Bay Temming. (63.200.5)

Jerome B. Thompson, 1814-1886. The Belated Party on Mansfield
Mountain. 1853. (69.182)

David Gilmore Blythe, 1815-1865. Corn Husking. 1850-1855. (57-19)

John !E‘rﬁderi).ck Kensett, 1816-1872. Passing off of the Storm. ec. 1872.
Ts.27 :

Charles C. Hofmann, 1820-1882. View of the Schuylkill County Almshouse
Property. 1876. (66.242.26) :

Worthington Whittredge, 1820-1910. The Trout Pool. (21.115.4)

J'aspe:(:- F. Crogsc.;y, 1823-1900. Wyoming Valley. Pennsylvania. 1862.
25.110.63

Sanford Robinson Gifford, 1823-1880. Tivoli. 1879. (12.205.1)
William Morris Hunt, 1824-1879. Sandbank with Willows. 1877. (38.153)
Eastman Johnson, 1824-1906. The New Bonnet. 1876. (25.110.11)

George Inness, 1825-1894. Delaware Water Gap. 1861. (32.151)
George Inness, 1825-18G4. Sunrise. 1887. (5k.156)
Frederick E. Church, 1826-1900. The Parthenon. 1871. (15.30.67)

Erastus Salisbury Field, b. 1828. Ellen Tuttle Bangs. e. 1838-18ko.
(63.201.4) -

Thomas Hill, 1829-1908. View of Yosemite Valley. 1s85. (1971.245)

Albert Bierstadt, 1830-1902. Merced River. Yosemite Valley. 1866.
(09.214.1)

John George Brown, 1831-1913. The Music lLesson. 1870. (21.115.3)

Semuel Colman, 1832-1920. Spanish Peaks, Southern Colorado. (93.21)

James Abbott McNeill Whistler, 1.831&-1903. Cremorne Gardens, No.2.
(12.32)

John L; Faggge, 1835-1910. Bishop Berkeley's Rock, Newport. 1868.
(ko.7

Homer Dodge lMartin, 1836-1897. Harp of the Winds: A View on the Seine.
1895. (97.32)

Winslow Homer, 1836-1910. The Veteran in e New Field. 1865. (67.187.131)

Winslow Homer, 1836-1910. Snap the Whip. 1872. (50.41)
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Winslow Homer, 1836-1910. Moonlight - Wood's Island Iight. 189L.
(11.116.2)

Elihu Vedder, 1836-1923. Roman Girls on the Seashore. 1871. (58.28)

Thomas Moran, 1837-1926. The Teton Range. 1897. (39.47.2)

Thomas Eakins, 18LL-1916. Signora Gomez d'Arza. 1902. (27.220)

Thomas Eakins, J.ahh-1916._ Pushing for Rail. 1874. (16.65)

Thomas Eakins, 1844-1916. Arcadia. ec. 1883. (67.187.125)

Mary Cassatt, 1845-1926. Young Mother Sewing (Jeune mdre cousant)
(29.100.48) ¢

Ralph Albert Blakelock, 1847-1919. The Boulder and The Flume in the
Franconia Notch, N.H. 1878. (197L.212)

Williem Michael Harnett, 1848-1892. Still Life. 1883. (67.155.1)

Frank Duveneck, 18l48-1919. Iady with a Fan. 1873. (66.19)
William M. Chase, 1849-1916. The Hall at Shinnecock. (13.90)

William M. Chase, 1849-1916. James McNeill Whistler. 1885. (18.22.2)

Alexander Pope, 1849-1924%. The Oak Door. 1887. (65.168)
Thomas Pollock Anshutz, 1851-1912. The Cabbage Patch. 1879. (40.k0)

Julian Alden Veir, 1852-1919. The Red Bridge. (1k.141).
Theodore Robinson, 1854-1896. 01d Mill. e. 1892. (10.2)
John Frederick Peto, 1854-1907. Ietter Rack. 1885. (55.176)
Cecilia Beaux, 1855-1942. Erneste with Nurse. 189%. (65.49)
John Singer Sargent, 1856-1925. The Hermit. (11..31)

John Singer Sargent, 1856-1925. William M. Chase. 1902. (05.33)

Jefferson David Chalfant, 1856-1931. Violin and Bow. 1889. (66.169)

Maurice Prendergast, 1859-1924. Bathers by a Waterfall. (67.187.135)

Childe Hassem, 1859-1935. Isle of Shoals. 1901. (09.72.6)

Frederick Remington, 1851-1909. Calvary Charge on the Southern
Plains. 1907. (11.192)
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Ciharles Schreyvogel, 1861-1912, Iy Bunkie. 1899.
(12.227)

Ar_hur B. Davies, 1862-1928. Unicorns. (31.67.12)

Louis Michel Eilshemius, 1864-1941. The Haunted House.
c. 1902. (37.41)

Robert Henri, 1865-1929, Dputch Girl in White. 1907.
(50.47)

George Luks, 1867-1933. The 0ld Duchess, 1905. (21.41.1)

Jerome liyers, 1867-1940. The Night Mission. 1906. (12.69)

John Sloan, 1871-1551, The Jitney. c. 1915, (50:;122)

Charles Hawthorne, -1872-1930. The Trousseau. (11.78)
Ernest Lawscn, 1873-1239. Winter. (15.44)
Frederick Carl Frieseke, 1874-1939., Summer. 1914, (66.171)-

Everett Shinn, 1876-1953. Spanish Music Hall. 1902.
(67.187.139)

Rockwell Kent, b. 1882, Winter. (17.43.2)

George Bellows, 1882-1925. The Red Vine. 1916. (54.196.3)

George Bellows, 1882-1925. Padre. 1917. (41.81) .

Jonas Lie, 1880-1940. The Conauerors (Culebra Cut),
Panama Carnal. 1913. (14.18)

Guy-Pene du Bois, 18£4-1958. The Doll and the Monster.
1914. (24.147) :
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ALAN WALLACH

Thomas Cole has always been acknowledged as
an impartant figure in the history of American art.
This is not to say he has always been appreciated.
lonas Mekas recently wrote that one might learn
something about light from Cole’s paintings; this
despite the fact that Cole was “bad and stupid.”
Mekas’ remarks are a fair measure of how far we
have come in our appreciation of Cole's art—
and also how far we may yet have to go before
we can come to terms with it.

I .am not convinced that Cole was either bad or
stupid. Nor do | think anyone partial to Cole need
apologize for the complexities of his oeuvre. That
Cole’s paintings have become increasingly popu-
lar over the last thirty years is some proof of their
powers. Although they may lack the virtues that
have endeared Constable and Turner (with whom
Cole inevitably is compared) to modern audiences,
they have virtues of their own. Of these we are
just becoming aware.

It is perhaps too early to predict an overall re-
valuation of Cole’s abilities. One can say, how-
ever, that the five month traveling exhibition of
his wark probably did much to fu*tlier our under-
standing of Cole. It was a spectacular show (thanks
mainly to the efforts of Professor Howard Merritt,
the foremost student of Colelwart, whd 4lso was
responsiule for the informative catalog). It also was
quite revealing. Besides a number of well-known
waorks, including such standards as the Voyage of
Life and the Oxbow, the exhibition brought to-
gether a selection of fine works ferreted out of
private and college collections. And yet, even
while this exhibition might have very much raised
one's opinion of Cole’s art, it also underlined
some of the inherent dilemmas.

Cole was in no way a typically American artist.
Born in England, he had, as the journalist William
Stillman recalled, “a strongly individual English
mind.” With such a mind, Cole could found a
“native” school; but he was not a nativist, In ret-
rospect, his over-reaction (for that is what it was)
to American scenery, his megalomaniacal fantasies
and evangelical exercises follow as logical conse-
quences of his youthiul experience of industrial-
ization and the horrors of poverty in Lancashire
and Cheshire. In nature and in art Cole found an
escape. His early landscapes, with their convulsed
trees, storm-swept skies and precariously balanced
rocks, carry an urgent message which no contem-
porary American-born artist could duplicate. They
adumbrated a mood Americans were then just be-
ginning to feel. .

This in part accounts for Cole's early success
There were other reasons as well. In 1825, shortly
after arnving in New York, Cole was discovered by
Benjamin West's ancient pupil John Trumbull
What Trumbull recognized in Cole's first attempts
wis a realization of all that his British training
had prepared him to see. For in America, without
formal instruction but with a genius for drawing

and (it must be said) for painstaking systematic

-, =L =

« Thomas Cole, The Oxbow, ofc, 51V x 76", 1836, (Metro

THOMAS COLE:
British Esthetics and American Sc

i g e e R e S
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thomas Cale, bake with Dead |
IAlTen Memarial Ary Museum, €
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labor, Cole managed the singular feat of wedding
British esthetics to American scenery. Theory tem-
pered, to some extent, his romantic ardor, and
provided a technical foundation for his art. Like
many autodidacts, Cole was utterly convinced that
painting could be deduced from rules. Yet without
an academy to dictate their application, he was
able in his landscapes to escape academicism.
While he relied on compositional formulae de-
rived from prints, he also relied upon the direct
study of nature. It was this dialectic between the-
ory and first-hand experience that drove his art
forward. At a certain point, however—and this is
the fundamental paradox of Cole’s art—theory
and study became divorced and were more or less
left alone to go their separate ways. By the 1840s
Cole was producing some of his most empirical
works—and also some of his most contrived.

Initially, when theory dominated, nature was
filtered through an elaborate matrix of preconcep-
tions, Associationalist philosophy and its standar-
dized categories of esthetic experience had led
Cole to believe that truth to nature — the ideal
“general nature” of Brilish esthetics — could be
arrived at only through eclecticism. Compositions,
he wrote his patron Gilmor in a well-known let-
ter of 1826, . . . surpass in beauty and effect any
picture painted from a single view.” Theory

: granted him a license to exaggerate, and his early
Sl Py e it ol by s oo landscapes are brimming with hyperbolic meta-
m lune 30 through September 1, 1969, Names of lenders appear phors of his own hysteria. Gnarled trees writhe in
an agonized frenzy. Rocks teeter atop one another
or are assembled into a fantastic architecture.
Mountains and cliffs shoot skywards at impossibly
steep angles. Gulfs are always bottomless and
abysses untraversable. Often perspective is adjust-
ed: not only did Cole employ, as Wolfgang Born
noticed, a “shifting vanishing point” in the
Oxbow; in some instances his panoramic views
seem to divide into separated vistas which only
converge in the foreground, as in the Expulsion
From the Garden of Eden. Sometimes, although
Cole probably was unconscious of it, the strain is
directly translated into symbols of sexual frustra-
tion—cavern entrances, natural bridges, fountains,
goblets, towers, giant upright cylindrical rocks.

Cole was not exempted from the obvious defi-
ciencies of eclecticism. His method of drawing, as
David Huntington has observed, was neoclassical,
which is to say that he placed his subjects in a
glaring analytical light, and drew by proceeding
from outlines to tones, In his paintings, the clarity
of individually studied elements could lead to
harshness; and at times coloring might become
confused with local color,

These difficulties should not be overstressed.
Cole was, almost from the beginning, attentive
to the overall effect of light, atmosphere and
color. In a short period of time he developed a
capacity to paint with remarkable fluidity, This is
especially evident in his splendid oil sketches
Thaomas Cole, Qistant View of the Fally of Niagara, oll on pane 10V x 134" (Distant View Of th’ Fd”s ()' Nf«lﬂﬂr.l_l_ bl.lt Ihe
120 (M Guorge £ MeMureay, Glendale, California ) finished landscapes, although always more con-

thomas Cole, Expulsion from the Garden of Eden, ofe, 39 x 54', 18272
{Museum of Fine Arls, Boston)

SR U PLSIOTY ana A, Albany, New Yark |
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Thomas Cole, Catskill Mountain House, o € 29x. 367, 1843-44
IMr. Calvin and Mrs. € W Stillman, New York, Ny
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Thomas Cole, The Clove. Catskills. ale, 35
(New Britain Museum of American Arl, N

} vy House, ofc, 24 5 36, 1840
IAlbany Institute of History and Arr Mhmv Noew York |
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ulled, sometimes display a similar vivaciousness
i wuch (Catskill Mountain House)

lowever, although he came close to it when,
fir evimple, he saw Turner’s private collection of
pnlings, he never became involved in the en-
wment of light and color per se. Although he
aia master of lighting effects, or could astutely
face a startlingly red chair in the center of a
in The Van Rensselaer Manor
Huise), he believed that formal qualities were

want to have “the subservience of a vehicle.”
this he also had learned from books and the be-
of was reinforced by his puritanical inclinations
swell as by his friends and patrons: they would
e been repelled by the notion that a painting
aight be an occasion for pleasure. A painting's ulti-
mate justification was its social utility: to improve
the viewer by instructing him.

In this respect, as in many others, Cole adopted
lie philosophy of the conservative “establish-
mont” to which Trumbull had introduced him. Or
i might be more precise to say that he shared
many of their aristocratic views from the begin-
nng Art provided the means for attaining a de-
wee of gentility his lower middle class parents had
apired to but had never been able to afford. In

aven lawn  (as

Thomas Cole

America he had become a gentleman (and during
the 1820s and 1830s there was still a considerable
distance between gentlemen and commoners). He
even had gone so far as to join the sedate Epis-
copal Church despite his family’s tradition of Dis-
sent and his own highly emotional millennialism.

He had also accepted, up to a point, the tradi-
tional role of landscape artist, painting country
seats, topographical views, sublime and pictur-
esque scenery, His instinet for what was required
had been so sure that on his first trip up the Hud-
son, besides searching for and, remarkably, find-
ing ruins, he decided to paint two scenes of the
area around the newly opened, expensive and
popular Catskill Mountain House.

But there were complications. With the rise of
lacksonian Democracy, the old aristocracy’s power
declined (although a brief comeback was staged
with the election of the Whig William Henry Har-
rison in 1840). Indeed the erosion of their posi-
tion already had been signalled in 1816 with the
demise of the Federalist Party. In a sense, by the
time Cole appeared on the scene, they were a
dying class. Their view of America, exemplified
in Cooper's novels, now tended to be retrospec-
tive and tinged with nostalgia, In his paintings of

Hiovme 0 thi Wotids, o/¢, 48 ¥ 66, 184546, (Private Colleciion.}

wild landscapes, sometimes populate
Indians or furtive deer. Cole caugh!
this mood by recreating an uncomj
that had by then all but vanished

of rural bliss (see Home in the Wa
ude a similar although more subdu

If anything symbolized the end ©
tocracy's hegemony, it was the de:
Stephen Van Rensselaer, last of the
River Patroons. Afterwards his gian
broken up. When his family aband¢
archal manor house, they had Col
lingering hackward glance.

It was the end of an epoch, and
cracy discovered that it was surroun
of moral and social decay: riots, a
flux of foreign workingmen, man
sonian Democrats, Abolitionists,
largely attributed to an excess of der
eventually was transubstantiated in
able workings of the laws of histor
rose and fell; although strong dos
might indefinitely slow the process.
outcome was inevitable. Perhaps
The Ruins of Paestum by his fri
Henry Pickering, Cole adopted, in
the cyclical theory. It very well suil
ism and later he would proclaim it
enthusiasm of a newly-born conver!
of Empire (1836).

It was upon this series and the
lowed that Cole staked his reputati
misjudge his audience. During hi
Course of Empire was often ant
praised; his later series fared almo
One is hard pressed to say wheth
had any other option. Everything
him in this direction: the estheticia
claimed the superiority of history
other genres. So too had Trumbull
He knew of precedents, like Turne
series (which he very much admi
fied combining landscape and hist
purposes. Finally—and this was pr
cisive factor—he was disinclined
the role of landscapist.

Landscape had provided Cole
for his feelings. Still he was ambiv.
wre because it also served, as Je
pointed out, to sharpen the conty
himself. Probably he felt the need
self and for this the moral lesson
early landscapes and history paint

ficient. Given the circumstances,
to preach was overwhelming,

Yet Cole sensed that somehow
ceeded. Perhaps he was more tha
of his position: eccasionally he cor
bind in which he found himsels,
painting for money had been a m
the appraisal was shrewd, the soli
ed—the creation of even larger .
—only heightened his dilemma.
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ica he had become a gentleman (and during
820s and 1830s there was still a considerable
nce between gentlemen and commoners). He
had gone so far as to join the sedate Epis-
| Church despite his family’s tradition of Dis-
and his own highly emotional millennialism.
* had also accepted, up to a point, the tradi-
il role of landscape artist, painting country
topographical views, sublime and pictur-
@ scenery. His instinct for what was required
been so sure that on his first trip up the Hud-
besides searching for and, remarkably, find-
ruins, he decided to paint two scenes of the
around the newly opened, expensive and
ular Catskill Mountain House.
ut there were complications. With the rise of
sonian Democracy, the old aristocracy's power
lined (although a brief comeback was staged
h the election of the Whig William Henry Har-
n in 1840). Indeed the erosion of their posi-
1 already had been signalled in 1816 with the
nise of the Federalist Party. In a sense, by the
e Cole appeared on the scene, they were a
g class. Their view of America, exemplified
Cooper's novels, now tended to be retrospec-
s and tinged with nostalgia. In his paintings of

44 x b, 184546, (Private Collection

wild landscapes, sometimes populated by mythical
Indians or furtive deer, Cole caught something of
this mood by recreating an uncomplicated world
that had by then all but vanished. His renditions
of rural bliss (see Home in the Woods, 1846) ex-
ude a similar although more subdued feeling.

If anything symbolized the end of the old. aris-
tocracy’s hegemony, it was the death of General
Stephen Van Rensselaer, last of the great Hudson
River Patroons. Afterwards his giant estates were
broken up. When his family abandoned the patri-
archal manor house, they had Cole paint a last,
lingering hackward glance.

It was lhe end of an epoch, and the old aristo-
cracy discovered that it was surrounded with signs
of moral and social decay: riots, a dangerous in-
flux of foreign workingmen, manipulative Jack-
sonian Democrats, Abolitionists, ete. This was
largely attributed to an excess of democracy which
eventually was transubstantiated into the inexor-
able workings of the laws of history. Civilizations
rose and fell: although strong doses of morality
might indefinitely slow the process, the final tragic
outcome was inevitable. Perhaps after reading
The Ruins of Paestum by his friend, the poet
Henry Pickering, Cole adopted, in 1827 or 1828,
the cyclical theory. It very well suited his pessim-
ism and later he would proclaim it with the shrill
enthusiasm of a newly-born convert in The Course
of Empire [1836).

It was upon this series and the ones that fol-
lowed that Cole staked his reputation. He did not
misjudge his audience. During his lifetime The
Course of Empire was often and extravagantly
praised; his later series fared almost equally well.
One is hard pressed ta say whether or not Cole
had any other option, Everything had impelled
him in this direction: the estheticians he read pro-
claimed the superiority of history painting over
other genres; So too had Trumbull and his friends.
He knew of precedents, like Turner's Carthaginian
series (which he very much admired), that justi-
fied combining landscape and history for didactic
purposes. Finally—and this was probably the de-
cisive factor—he was disinclined to accept forever
the role of landscapist.

Landscape had provided Cole with an outlet
for his feelings. Still he was ambivalent before na-
ture because it also served, as Jerrold Lanes has
pointed out, to sharpen the contradictions within
himseli, Probably he felt the need to justify him-
self and for this the moral lessons implicit in his
early landscapes and history paintings were insuf=
ficient. Given the circumstances, the temptation
to preach was overwhelming.

Yer Cole sensed that somehow he had not suc-
coeded. Perhaps he was more than vaguely aware
of his position: occasionally he commented on the
hind in which he found himseli, or thought that
painting for money had been a mistake, Although
the appraisal was shrewd, the solution he project-
ed—the creation of even larger allegorical series

only heightened his dilemma. ®
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1 vision has often been ingenuous. Otir good artists have produced from imj ulses

R S

not naive, Behind the desire for wonder was re on that ol
48 was more work than gift, more achieved than. given,
1 1

s i e 8
ntroubled b Hcdlation as the Mystic, neither v

lity of an artist lies in his v for concretion. In this, American artists, whe

[ L ST

classicist (neither of which exists unalloyed), are no, different from’ European or
clacroix and Berlioz were work horses with orderly intellects which demanded thesr
inspiration. Their greatness past any of their American contem g

and eirct nce, not kind. One falsifies Allston, Cole, or Ryd y.one of

8
'
|
3
g

i as creating by giving form to naked impulse, or by trans erring undigestéed

o) 4 r . i - -
.qﬁ; Pr ation of ideas is always a betrayal by simphki n. The
lation of the concept fro is no exception, But it does have the labell value of any

Ak apg

group of qualities_has been recognized that’

tification an attitude and its bearer, “@j As is the case withrall too many words

(%)

re intended to typify, the words “romantic” and “romanticism’ have arrived through

SN

f alimost meaningless generalization. What one mustsalvage are”

-y

justified uses of these words. This, then, brings intg focus the fact that
romatticism and virinally as many Kinds of romnantic as there are

ally, it is obvious but often ignored that noattitnde can

ure form. One will not find an utterly unalloyed tomanticism or a romanties. .
y ‘does not possess some qualities which, isolated, are in some way non-romantic. This:

o

tinction can be most easily seen; perhaps, in.the great French romantics Chateaubriand,

Delacroix, and Berlioz, each of whom had an innex clarity of logical 'structure and an equal

T AT e

outward clarity of verbal expression that, taken in isolation, would have placed him well toward

——y : 4 < - : &
e classicist side. 22 American romanticism was both. more eclectic and less closely knit S
: O ]
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Dhstonce, ‘less structured educ: and unayoidable provincialism were
jould be wrang to view American romanticism either as exi g in‘a
rother naive and muddled. Through both personal contacts and books, Ameri-

s of German and English romanticism, if less.so of French. Allston knew

L YL g

I vith him, and Coleridge was a major bridge in bringing the Ger-

man romanticis Schelling and: Friedrich Schlegel to the Engli peaking world: Cole-
inrt ' was published in this country in 182%and ‘was familiar reading of the

scendentalists: The even earlier, mid-18th century English romanticization

5 such as James K. Paulding and Thomas Campbell, whose Gerfrude

of Wyoming

(1809) provided the inspiration for’a Heade painting in the present exhibition (no, 36). "%‘
Buring a naive or an optlimistic era, romanticism can inject into its believers a dynamo-like
drive and a faith that ideals are attainable.. In a cynically realistic age, romanticism tends to
become a refuge, a haven outside the assaults of actuality, and in these circumstances induces
in its believers a_dreamlike lassitude and an easy melancholy that coat the bitterness of the
ol

&, Most of the artists being considered here possessed by

circamstance of birth and temperament, if with varying volatility, the first kind of romanticism.

foreordained

el = s

failure of any ideal.

Allston’s being in practiceif-not in expressed.language the second, is in part the result of

?
g
¢
;.
!
i 3
| £
%
¢
&
-
t

personality and in part of unresponsive environment. Ryder's nostalgic melancholy:is a more

§ —

N

direct reaction from his contact with deep changes in American mass psychology that came with

s
o=

realization of the triumph of a series of non-idealistic realities over earlier 19th century opti-

F——

—y Y o '} e % 4 ¢
mism. ‘27 A key word in all writing by, of, -and about the romantic is *’nature”. Men today,

I

g

concreted and steeled against nature, think of and use the word simply and with limited impli-

cations: This:was hardly the case in English any time between the 17th and the late 19th cen-

AHDY,

turies. Nature was a. central word iin discussions not just of esthetics; but was used on the
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il plane, encompassing ethics, politics, and morals. 50 varied were the

in fack; that the 1sed - withieg
th

i

he empirical model for Reynale
hen flowed on ¢ ;N meaning a norm or average,
s works™; uhspoiled naturé |='_c'|l.‘¢:rr\J\r 1948 pp. 6
imantic with multiple reverberations of which he

" of nature’in oneof its muliiple

tion to peneralized, ideahized types or the oppasite
st possible “‘diversity.and richness of contrasts” ibid.. within
ped genres. On a more subjective level, truth to nature could

lism or the interpretative liberlies ofssubjectivity!

R e

@ romantics and the neo-classicists against whom they were re » claimed with .

be followers of nature. Because of sharing so basic a concept, ikwas inevitable

@
&

ntic uses of terms.and materials were as much exter

nsions and developments of
neo-classie ideas and images asmew attitud

iy

with the expansivist ideals toward an art which

would body forth a boundlessness and variety like that of primeval nature beine the most

Lrimdqar

y new ta romanticism, Further ramifications of this latter attitude led to strong expres-
. sion-of the subjectivity of the artistand to'the cult of or iginallty and novelty. ‘% A major dif-
rence between neo-classic and romantic art was the latter's tirning away from the simplified,

generic abstraction of the former. All the richniess of what the eye saw and the heart ket was to
.

the matter of romanticart. The ' problem became one not of generalizing a single dominant

but onte of how to give comprzhensible form to subjects which scught to reveal ithe
ely expandable wholeness of things. This dominant drive of the roméantic artist Hag been
well summarized by Arthur O. Lovejoy in his characterization of romanticart as:

.. & arl wore

life than of béauby; content ta take nothing less tha everything farits province;resolved
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ange of human éxperience; more interested in the individua!
eric-type;sensible that the abundance.and infinite intereonpecteaness of Nature
ny sharp cleavase of things from one anotlier, and motymore afraid of “cor
is; ‘aware that the distinctiveness,. the idiosyncrasy, of the mividual artist's
fements in this abundance of Nature, and eught therefare mot ta be suppressed
wl that the task which it thus sets before itself 1s endless, and that pro stage reached
inthe progressof it can nitive (Lovejoy 1948, p. 202}, 'Q:: Iy facing this task; thewisual artist

who is also a romantic has this advantage over either the verbal or the musical artist whose

impacl. A visual i isolat self from'sequence, demobilizing time. Action can. be bent
back upen itself in ar simultaneity. When the vision which is.fo be seized i5 grandiose,
this artificial stasis allows the'illusion of structure. The visual artist can collect his visionary
components and hold them in arrest for whoever is to receive his message. There is notithe
necessity'to follow word after word while actual time passes, nor to listen to eachisolated tonal
cluster of a siructure afisound whichito achieve its coherence as image must rely on memory's
retention and blood’s playback; In both, the physical reality of time experienced works‘against
the romantic need to overwhelm by.a multiplicity of experience laminated into an entity vast
but Antricately detailed, simple but infinitely expansive. But, the visual image can project the
illusion of this multiplicity in simultaneity. ﬁ&; In his concern for collecting within his work,
whether litérary, musical, or visual, as much significant detail as possible, the romantic artist
is basically.a realist. His effort is toward an ‘inclusiveness that recognizes as potential material
for his art not only all that the eye cam see and the hand touch, but, equally important,sthe
reality also of the emotions in reaction to these things, and the intangible but valid reality of
dréam-and fantasy to the individual whosé experience of either or both s vivid enough. This
explains the almost unclassifiable variety of the finished work of the romantic, whether of seven

vl e [ o
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manticism_bas no typical-works; in the sense-that to réad one i

B o L

-3

nres, just like S 1, it rering. an' immensely gréater

=

witanic attention to. tore { of Church, the poet's response to li

s TR

the fa | vorle how this very range present among America’s

»to the receptivity with which paintings representing theland-

T P

Wi country we 't by the 19th century American public may be found in the

.

éling thal the United States, as Lthe weslernmost point of a continuous expansion
iblical ancient world, was fated to culminate man’s state-building achieve-
given the name Manifest Destiny, was a driving force inthe

onalism, and one which held thedmplication of a close conneclion be-

¢ serenir

; A a0 ol e, =
' nation and » very physical>qualities of the land itself. & S early a3

g ription of Loutsiaia,
presented the idea of worldwide expansion related to a progressively grander
res, of which the new on the North American continentowas lo, be the

wer. For a whiletthe concept of an American Empire was embadied in two forms,

i
I
¥
"1
&
5

n commerce on the seas; the other on'the full exploitation of the'continental interiof,
t onan-agricalturalist vision of the' future as opposed to the mercanti
of the former. Both ideals présupposed “American expansion westward to the Pacitic” (Gmith
d, a ian ideal was more closely related to the concems pf Amernicen
in their interest in presenting Lo the world the beauties of their native landscape.
sment of the American interior and West, which Henry Nash:South.characterizes
» of the Garden of the Warld, was in partial conflict with the artists' vision bf
landscape as the unspoiled, primeval revelation of the Creator's patiern and

e

's "Essay on American Scenery’ " cited below |
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‘are-ol. American nature’as both primeval force and Edenic garden. His
t.both these: facels of his

virtaally pantheist response to nature:
ipshire (no..8) shows the Garden, while Gelyna (no. 7)

iental in its dramatic pow ”il: With Church, the land

sual equivalent of. Manifest Destiny (Huntinglon 1966b),

noramic: presentation in which sweeping ‘effects suggested a kind of

| limitlessness of goal and carefully finished details within the great view gave
amateriality waich made the implied quest seem possible. Even tHough Church ranged outsicde
the conlinental’l d States for his subjects, his most typical heroie composifions are drawn
il from the western hemisphere. The Andes, where visible space can seem fto have nolimit,

pave Church most successful visual symbal for the grandiose openness of nature as a grail

toward which man might aim. The fires.and watets of Colopar: (no.:24) still overwhelm an

elenental world in which man is almost unnoticed, but the :§ are presentedas magnetic
- :

(3 9]

inctheir atfraction-rather than as forbidding in their awesomeness, <02 Church was créating
o g) }‘1

visual equivalents for ideas'which found parallel political and literary expression..and he was
domg; tl pait under shared inspiration, the works bf the great German geographer-philo-
sophie Alexander von Humboldt. Church had almost certainly gone to Sputh America first ing
1853 On the impetus,of his reading of Humboldt, whose writings were also to provide‘support
forsexpansionis) writing: William Gilpin, a disciple of Missouri’s westering senator, Thomas

Hart Benton. and author of The Mission-of thie Nortic Avierican Pec le (1873); followed Humboldt's

:ideas as presented in“his works of physical geography, letting Humbold¥s theory provide “a

scientihc basis for-the old idea of the westward course of empire, .. The cn.cmbp:_s]it\-.n Hum-
made to nourish American nationalism and Western sectionalism in
yet anolhier way. If the earth is the final arbiter of human destinies, then thestudent of society

should direct his gaze toward nature rather thanto history" (Smith 1970, pp.'J‘}'-Jf'_'l}. In this.idea
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15 implied a fusion perfectly 2d to please the deepest hopes of artists laboring to overcome
prejudices, still lingering from the 18th century. against landscape p

pamiing as

ainting in favor of history
supreme genre; if nature is a more telling model for humanity’s shaping of its
1istory, then landscape, the painting of nature idealized and glorified, gains
calegorical supremacy as the form of visual art best suited. as < moral guide to-man. &;‘ The *
blie which tlocked to each showing of a new major effort by “Mr. Church’ had not submitted

itself to any such painful apalysis as that above, But through journalism, political'oratory, and

il R

the general mid-19th century atmosphere of limitless'possibility of progress, it had become
understood that the very nature of the land itself had somehow changed; pregnant with the
good life, its every detail suddenly became filled with' moral implication and lessons for indivi-
dual and national enlightenment. ‘E‘_:

In this connection one should hold in mind that these
paintings were intended to be studied, not'scanned, The viewer was ex

pécted, and himself
desired, o project himself jnto. the representation. With the landscapes especially, the intent
was.to pull the viewer into. the world which the painting presented. The overall impression,
the: governing mood, were: conceived as an overture to the, full-orchestrationof detail and

£
i
:
1
,
t 4
;.
)
f
¥
=

ed atmospheric effect which revealed itself on longer inspection. Broadsides announcing

the showing of a new painting by Church actually suggested that the spectator bring his binoe-

ulars 50 that. he could travel vicariously through the varied.parts of the anorama presented.
; ) & : E

While it was expected that a.successful painting create a striking injtial impression, that was

4
]

i B IS

-
- |

only a‘limited parf of the*fuller wealth'of nature which it must reveal on longer looking. ‘gg
A number of the paintings included in the exhibition are studies. These vary in character, The
two Dido_and Anna cbmpnsitions give an insight into Allston’s transitional nature, both per-
sonally and in fthe ‘development of American painting. The smaller color study (no.

s

i
o

wand

»

5), freely
brushed and exhuberant, reveals Allston the enthusiast. The unfinished, larger painting {na o),

\_

however, shows Allston working with a more systematic, rationalist approach. The two together:
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one reason for Allston's frequent inability to' bring, work to completion: they

embody the indecision.in formal approach which recurred throughout Allston’s life, whether
te succumb to his natural sympathy for Venetian colorism or to hold back under-a Reynoldsian
discipline;, ‘@’ Thomas Cole is represented by, studies specifically related to finished paintings.
In ene tance, the view of Boston painted for Joshua Bates, both study and finished painting
3 r (nos. 12-13), The other group, the four oil sketches of The Voyage of Life
(nos. 14-17), shows an important stage inl the most famous of Cole’s allegorical series. All these
studies, whencompared to the final paintings, show how much Cole tightened up his execution,
how his concern for meeting contemporary criteria of “finish™ inhibited and cooled his hand
and, ‘one too often: fi in later works, his inlerest too, 2—: Church and Bierstact present a
virtual reversal of: Cole, There is a dryness.of touch and at limes a photographic neutrality of
viewpoint in the studies of both which was warmed and given an overglow of romantic feeling
by incorporation into the orchestration of impressions out of which their finished compositions
are built: Both artists were in the habit of making painted notations of specific bits of nature
(Bier t, nos. 51-52), which might be put to.use over a period of years.in séveral large compao-
-sitions; and both also made small, rapidly brushed trzals of overall compositions (Church, nos.
23, 26). Tuming more gpecifically to the individual artists; each, as a compléx.individual,
n of attitudes and characteristics ‘not all of which should be expected to be com-

ponents of that elusive quality, the romantic. In their life, thought; feelings, and work some are
muare cohesive than others, and the balance differs in each. In the space available Bne cannot do
more than set in motion a few ideas about each, with the hope that what 15 said individually
vill proguce an interaction that-will aid in illuminating all. "%" Not just his paintings but his
words as well betray in Washington Allston‘a large residue of the enlightenment. Not seeming
to have experienced any such dramatic revelation as transformed almost instantaneously some

firsl gerieration European romantics from their former cool, close rationalism, Allston’s gradual
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1s implied a fusion perfectly suited to please the deepest hopes of artists laboring to overecome
prejudices; stilllingering from the 18th century, against landscape painting 1n favorof history

painting as the supreme genre: if nature is a more telling model for humanity’s shaping of its

v
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destiny than history, then landscape, the painting of nature idealized and glorifiedy gains

. . (19}
al supremacy as the form of visual art best suited-as a moral guide to man. ij The

lic which flocked to each showing of a new major effort by “Mr. Church’ had not submitted

f to any such painful analysis as that above. But through journalism, political oratory, and
neral mid-19th century atmosphere of limitless possibility of progress, it had become
understood that the very nature of the land itself had somehow changed; pregnant with the

every detail suddenly became filled with'moral implication and lessons for indivi-

. Y N i .
cdual and national enlightenment. (éj In this connection pne should hold in mind that these &

paintings were intended to be studied, not scanned. The viewer was expected, and himself

desired, to project himself into the representation. With the landscapes especially; the intent

to pull the viewer into the world which the painting presented. Thée overall impression,
the governing mood, were conceived as an overture to the full orchestration of detail and

varied atmospheric effect which revealed itself on longer inspection. Broadsides announcing
the showing of a new painting by Church actually suggested that the spectator bring his binocs
ulars so that he could travel vicariously through the varied parts of the panorama presented.
While it was expected that a successful painting create a striking inilial impression, that was.
only a limited part of the fuller wealth of'nature whigh it must reveal on Ionger looking ﬂg :

A number of the paintings included in the exhibition are studies, These/vary in characler: The

APt s <l il sl AL A L L

two Dido and Ania compositions give an insight into Allston’s transitional nature, both per-
sonally and in the development of American painting. The smaller’ color study (no. 5), freely™
brushed and exhuberant, reveals:Allstonithe enthusiast. The'unfinished, larger painting (n0. 6),
however, shows Allston'working with a more systematic, rationalist approachs The twe together
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nstratecone reason for Allston's frequent inability to-bring workito completion:they

embody the indecision.in formal approach which recurred throughout Allston’s life, whether,

to succumb te his natural sympathy: for Venetian colorism or to hold back under a Reynoldsian
ipli Thomas Cole is represented by studies specificaily.related to finished paintings.
In one e, the view' of Boston painted for Joshua Bates, both study and finished painting
may be'seen together (nos. 12-13). The pther group, the four oil sketches of The Vovage of Life
(nos. 14-17), shows an important stage in the most famous of Cole’s allegorical series. All these
studies, when compared to the final paintings, show how much Cole tightened up his execution,
how his concern for meeting contemporary criteria of “finish® inhibited and' cogled his ha:
and, one loo often feels in later works, his interest too, ”‘3 Church and Bierstadt present a
ual reversal of Cole,.There is a dryness'of touch and at times a photographic neutrality of
viewpoint in the studiesof both which was warmed and given an overglow of romantic feeling
by incorporation into the orchestration of impressions out of which'their finished compositions
o built, Both artists were in the habit of making painted notations ef specific bits of nature
(Bierstadt, nos. 51-52); which might be put to use overa period of vears in several large compo-

1

sitions, and both also made small, rapidly brushed trials of overall compositions (Church; nos:

ning more specifically to the individual artists; each; as a complex individual,

is an amalgam of attitudes and characteristics not all of which,should be expected to becom-;

ponents of that elusive quality, the romantic, In their life, thougzht, feelings, and work some are
more cohesive than'others, and the balance differs in each. In the space available'one cannot do

more than set in motion a few. ideas about each, with the'hope that what is said individually

will produce an interaction that-will aid in illuminating all, ‘}if Not just his paintings but his®

words as well betray in Washington Allston a large residue of the enlightennient. Not seeming
to have experienced.any such dramatic revelation as transformed almost instantangously, some
first generation European romantics from their former cool, close rationalism, Allston’s gradual
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thtenment education (stiperimposed upon what was alwavs an
I P P

personality’— but so also was that of many 18th century men of sentiment)

antic and visionary persona, means that he ‘had no compulsion to cast off the

se and formal preference which gave substance to what he had heen

ter, higher part of his be And. what was true of Allston in these ways

er implications as the continuing importance of 18th century art theory

both .in mind and practice by Reynolds) remained trie in his American artistic

sso1s farinto the 19th cenhury. Cole's prose more Lhan his art moves_ to echoes at'least of

18th century cadences, ‘and certainly his and even later artists’ and writers' at times strained

optimi was as much provincially slu sh belief in the natural process toward perfectability
new, romantic energy to seize and to remake in.order to gain the ideal :-‘-

icn Allstonis anmong, those: artists whose promise’was greater tHan their achievemen!

i5 contempy es agree in portraying Allston as.a man who projected an aura of geniis.

own' writing, whether formal lectures or personal letters, Allston expressed himself as

gence and remarkable‘insight. When one turns to the paintings themselves,

s-ambiguous, Such werks as Classical Eandscape (no. 4) and Landscape with

linary work for its time and place, and certainly proves Allston’s mastery in'realiz=

en effects of atmosphere different from those in the other two paintings men-

tioned, which are Claudian witiv echoes of Venice. But all these works are still more derivative
than original. They are more European than American in feel; their muted orderliness is that
f the Old World. -For Allsion’s successor artists, ‘however,:fhe image he painted was less
portant than theexample he presented. Allston chose to return to:America tolive at a moment

1

when London seemed about to affer him real suceess; and from that point on he never ceased
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atits best break the skin of pious
dlove Cole folt
Colewas consciously proselyt
1d open expression of some
E i’(' i
te'the eyes and minds
12 sublime d purify the
ste of its nortalify, ine

And rural nature s f

15 in

1

that 1f we contemp 2 'one the other seems pre L will notw speak

component ofsscenery; without 1 . Like the eye
fiiman  counte e features in the-vnrippled lake, which niirrors all
¢ and peate= nr the rapid stream, the head-

impetuosity. .. : d now I must tirn ta anotler of the
which 1 the same object at once presents to the mind the
bik apparenthy incongruous. idea; - of fixed: d motion~a single. existence i which
¢ change and everlasting duration: The waterfall may be'called the voice of e
ks and woods which utter sounds as.the passive instrumicats played o

ents, the waterfall strikes its owi chards, and rocks and mountams. re-eclio nunison.

we have that which occupies the grentestspace, and
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,has hisimind peopled wwith the gigantic ‘associations of the storied past; bud hezwho
som e mounds of the West, the most venerable remaius of. Anterican antiquitiimay experience
the emation of the s it 1s.the sublimity of.a shoreless ocgan tm-islanded by the recorded
déeds of moh ‘Q‘J“ Yet American scenes are mot destitute of listorical and legéndary ussocinhions—
thegreat strugele for freedom has sanctified niany a spot, and many o piowntaie, strean and rock has
legend, worthy of poet's pen ortthe painler’s pencil. Bul American associations are nol 5o mitich
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ol-boy, with-hook-and line piss fus bright iohdaw—
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- ave the 'abodes of plenty, virtue. and refinement.

evemay sedfar anta futurity. Where: the
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(1]

rance:and {olls, 11) Cole’s ' awn

upings, presentations of the American scenery abont which
leearical compositions, often done in'series, of which the best
“and The Voyage of VHile the latter, 3s casting the artistin
instructor, were moreimportant to Cole himself. -the former were

¢,"and seem usually the more successful as paintings. 'The calm,

i clarity. of View in the White Monntains, Net

siure (no. 8) gives form
s vision that announces a majdi quality of the new American school
Founding influence. The: studie r The Voiyage of

(nos 17), hey.are less awkwardly ena

ofpainiing upon ' which Cole Was a semina
Lift llike than the completed paintings, still
have'a Certain of integration betwéen idea and form that is equally apparent in the'two
in the exhibition, The Departure and The Retuin {nos. 9-10). Still;

landscape is the dominant element, there is . more

nnished all

in these two works, perhaps because the

successful ' wedding of utood, form;-and. painterliness than Cole sometimes achieved inthis
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ch did represent, after all, an extraordinarily ambitious genre that had given

to many strong painters. T'D’ Frederic E. Church, a devoted pupilef Coles;and Albert

idt, more wholly Eurpopean trained than most of his contemporaries, were painters with

times similar aspirations. Both favored, in their most public-conscious works, the grand
panor - A visual synthesis'which sought to present nature in.microcosm. The differing ways
in which Church and Bierstadt achieved this for each viewer today seem, tinfortunately, lied
nore tian for many artists to ectivereactions about artistic sincerity. One can only present
what his own eye directs to his mind. There does seem to be'a greater consistency in the work
hitreh in such’elements as compositional inlterest and variety ‘and paint quality. Bietstadt
had ‘a more compositional formula (as'in the similarities of composition among nos: 47,
8, and 49, which could be extended to a number of other Western landscapes) and *his actual
use of paint often takes on a dryvness suggestive of a rather mechanical disinterest: There are
moments, however, ‘'when in' both touch and composition Bierstadt comes alive.and weaves
ical curtain of light and atmospheric effects; as.in Island {ir Princess Louisa Inlet, British

50). Here Bierstadt has achieved a:similar solidity of composition as Church has

{no. 27), though more by closing in his space rather than, as Churchalmost

always preferred, opening it to' vast distances. o‘_',‘ Church has been called, with derogatory
intent, g theatrical painter; yet thisis limiting the meaning of theatrical and misunderstanding
Church’s goals: His paintings are theatrical in the sense of operatic pageantry, in which a
certain degree of overstatement'is agreeable if largenessiof conceptwill support it. Uerfainly
in. Cotopaxi (no. 24) Church has achieved resonances which could hardly have come fron more
maodest and less declamatory form dnd color: Here Church with exuberance weds the kind of
ncompassing variety of natural detail- which was so frequent a romantic aun with hereie

effects ofilighting and space which give form to the infinitude of possibility which was a

complementarny romantic goal. That such balance could lapse isevidentin Tie Mirova Borsalis:
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x color to fill the void left by lack of foreground detail; the composi=
sacant for its size. A more Successful use of the experience of Church’s Arctic
he fcebere (no. 28), a late painting in'which one senses a change in the artist

[ introspection which found form on a smaller scale and with'a more delicate

Sl Y [

Caleb/Bingham is one of the more interesting phenomena in American art:

Growing up in Missouri when. it 'was still a part of the frontier which became’ the subject ot

A Tl

his Lest paintings, Bingham'’s early artistic development occurred in almost complete isolation
While still in his formative years Bingham did finally have a brief stay in Philadelphia and

New York, but it is unlikely that much that he saw there could have helped him‘in developing

9]

: nastery of atmospheric effect and the morning freshness of viewpoint which are
remarkable quaiities of both 'the early paintings in the exhibition, The 8l Boy'(no. 29).and
JThe Cone d'Enteny (mo. 30). While in later works Bingham achieved increased variety of touch
and a I ery of color, both paintings are unusually mature in their overall consistency.

+ ‘throughout the entive picture surface, with no flagging of inyolvement in

any cormer, gives ‘Bingham’s paintings a solidity of‘substance that continues to satisfy on

repeated viewing. This reverberative quality is one of the things'which makes a work of visual

art lasting Among the present group of artists, Bingham and Ryder, followed less evenly by

i
}
‘;
]
1
i
i
4
X

ARy S ST Ty

All and Heade, most frequently instilled this, which can only be called a visual realization :

of intellection; intostheir paintings: ‘c._f Around 1850 Bingham: reached. tull stride. The Storm
(no. 32) and Canvass ‘ora Vote (no. 34) are at the two poles of his imaginative vision, yet they
share much as well. In both Bingham employs an almost limifless nuance of tonal transition
into aviich he breaks with a few strikingly abrupt lightsdark juxtapositions which electrify
the whole. Solidity of substance now, vibrates-with controlled but present feeling, openly in

R A O e R

.

he Sto-m, peripherally in:Canpnssing fora Vote. But/in overall mood the two paintings are far

apart. The effect 6f The Storm is one of unalloyed romanticism. Canvassing for a Vole is.more
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ther-of the virtually inexpli
enchness i I T :‘."-\I, and touch
And il in this thatBin
he person whi
L]

T ombi

ham’'s middle years. 1o Mississi
romantic subject an
s5:. While this same confrol pervades much of Canvassi
th the romantic: with the exception of the:distant landscape, invwhich thelate alter-
f the composition, in both structure and

in a stage set1it by the soft lights of a pre-electrical era muled theatr
sicist control of i ng and color transition with a pervasive romantic
¢ personality Martin Johnson Heade offers certain parallels with Bingham.
Altheugh he'lived and worked in. America’s artistic centers,and formed along-term friendship
with Church; Heade remained aloof from real influence by the art around him and deyeloped
nt on thewinifying quality of precisely controlled ight  This
igl 1 objects otherwise palpably material'has been isolated
the luminist style in American painting. In Heade's work luminism can range from the
of the light in Lake George (no. 38) to the suffused bul light=
tbirds and Twe Orchids (no41) and Hazy Sintiise of Sea
ssession of what Theodore Stebbins cites as “what Kenneth Clark has
called ‘the landscape painter’s greatest gift:;.an emotional response to light"'*.enabled him'to
repeat cerfain subjects iR numerous variations without their . f ng into' dead ‘repetition
(St

ebbins 1969). The three:varianls of one.of Heade's favored subjects, the coastal sall niarsh
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1), share an almost visionary.transformation of a potentially pedestrian theme through

(nos, 42

Heade's intense involvement with light. As ‘in sp. mach'of Heade's painting one finds in these

PR

imple horizontal scenes the seeming paradox of dramalic stillness. Elj Just as Allston stands
somew hat apart from his time at the ‘beginning of the romantic era, Albert Pinkham Ryder
is‘outside the currents of change which closed this first major phase.of American romanticism
Again with Allston; Ryder’s choice of themes for his paintings was largely literary, often drawn
from two great sources of romantic art, Shakespeare and the Bible. Il this Rydéras less like
his American predecessors and contemporaries than like his European equivalents. But Ryder’s
treatrent of subject was not only as individualistic as any.in the history of Western art, it also

revealed a kind of willful rejection of formal recedent which is very-American. The nearest
| P )

equivalent to Ryder's u':mraclorlblm organic compartménting of shapes'is El Greco, and yet the®

two. are. still worlds apart, L.J > With Ryder one must. unfortunately, look through the effects
of time and deeay, for hiswillfulness extended to a disregatd for craftsmanship whichthas had
disastrons results, But even with.changed color<The Forest of Arden (no. 55) and The Temple of
the Mind (no.54) projecta potent poetry of dreamlike Musion. And in the physically tiny but

farmally immense Marine (no..57) Ryder has pared his few forms toa highpoint of balariced,

element 11 grandeur: This small painting is splendidly fitling as/one of thelast great romantic

o

statements of the 19th céntury ‘American vision. IL.is at once firm and evanescent, believable
and -visionary, personal and universal. The succe: essfil union of these seemirigly contradictory

qualities, with the implications of precision within‘univ ersality which such a union carries,
runs likea continuous thread through the varied forms of the ‘romantic ¥ision in America,

John Lunsford

Curator
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great extent upon the large number of wall paintings exca-
\'u!t‘d_:\t Pompeii. Color mixing and juxtaposition ‘reached
a zenith there in an illusionistic, impressionistic style.

See also GREEK PaiNTiNG (Usg oF CoLORS).

BIBLIoGRAPHY. M. H. Swindler, Ancient Painting, New Haven,
Conn., 1929,

ROMAN SCHOOL. Stricily speaking. no Roman school
of painting exists, for throughout Rome's long history of
artistic activity very few of the painters who are usually
associated with Rome were born there. Instead, they
brought with them siyles based upon the regional schools
of their training. In the 15th century, Botticelli and Ghir-
landajo were called from Florence to work in Rome, The
tradition of bringing artists to Rome continued into the
16th century, with Raphael from Umbria and Michelan-
gelo from Florence. In Giulio Romano, however, Rome
had a native artist of great importance, and around his
personality grew the school of Roman mannerists. The
baroque age again brought to Rome artists from the
major centers of Italy as well as from all of Europe.
Despite the varied origins of most major Roman painters,
Rome, in all periods, exercised a_unifying force in art,
inspiring her immigrants to monumentality through the
grandeur of her patronage and the cosmopolitanism of her
culture. See Romano, GiuLio.

BIBLIOGRAPHY. L. Bruhns, Die Kfinst der Stad:r Rom, ihre Ge-
schichte von den frithesten Anfanigen bis in die Zeit der Romantik, 2
vols,, Vienna, 1951.

ROMANS OF THE DECADENCE. Oil painting by
Couture, in the Louvre Museum, Paris. See COUTURE,
THOMAS.

ROMANTICISM. Derived from the term “‘romance-like,”
in which sense it was used during the 17th and 18th cen-
turies, romanticism in its specific historical application
refers to a movement in European’ art from about 1800
to 1850. It had its roots in the preromantic concepts of
the second part of the 18th century, as expressed in Jean-
Jacgiles Rousseau's wiitings and in the cult of the “ge-
nius,” the “original,” and the "c’haraclerislic_" Neo-Goth-
icism, Sturm und Drang (“storm and stress”) in German
literature, and sentimentalism prepared the ground for the
romanticism of the 19th century.

Romanticism did not produce a unified style but ex-
pressed itself in central and northern Europe in terms of
the somewhat earlier linear neoclassicism, Only in French
painting did romanticism develop a new, sponlaneous,
subjective, and painterly language in contrast to the de-
liberate, objective, linear style of the neoclassical masters.
Paralleling the philosophical and literary cult of nature
and the natural, it reintroduced landscape painting and
reflected the newly awakened sense for history, in histori-
cal paintings, and for religious-metaphysical speculations,
in its revival of Christian art.

In archi eT icism expressed itself in a new
medievalism, especially in church architecture, and in a
search for scenic mood in the placing of buildings. Nine-
teenth-century historicism in architecture is an outgrowth
of romanticism. Von Schinkel in Germany, Viollet-le-Duc
in France, and Pugin and Sir George Scott in England
may be considered typical exponents of the romantic cur-

540 ROMAN SCHOOL
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rent in architecture. See Pucin, AucusTus WELBY Norti
MORE; ScHINKEL, Kart Frigpricu vos: ScorT, Sik GEoRGe
GILBERT; VIOLLET-LE-Duc, EUGENE-EMANUEL.

In sculpture romanticism did not create a new style. The
innumerable monuments to men of merit and 1o the come
memoration of historical events are, however, an ouigrowth
of the modern spirit of nationalism, in itself 1o some ext
a child of the romantic spirit. The dramatic animal scul;
tures of Barve come closest to the rendition of demon c
ferocity in the animal paintings of Gericault and Dejace
See BarvE, ANTOINE Louis, DEeEracroix, EuGesg; Gl
CAULT, THEODORE.

In Germany the painters Runge and Friedrich ere.

a new landscape art that saw in nature a symbol of
divine spirit, Christian symbolism was related to the ¢
mic infinite; historical religion, to the seasons an.d
hours of the day. The rise of American landscape pui
ing in the works of Allston, Cole, and the members of
the Hudson River school in general also points to a stimu
lation through English and German romantic paint ng
See AvrstoN, WasinncTon: CoLe, THoMmas: FRIEDRiCH.
Caspar Davin: Hupson RiveEr ScHoor: Runce, PHILIep
Orro.

The Nazarene group in Rome, led by Overbeck and
Cornelius, contributed to the proliferation of religious and
historical compositions and exerted some influence on
Flandrin and on the English Pre-Raphaelites. In the work
of Von Schwind. A. L. Richter, and Spitzweg romanticism
turned from the religious spirit to quiet contemplation and
friendly story-telling. reflecting the growing tendency to
conceive of art as an entertainment. See CoORNELIUS,
PETER; FLanDRIN, HIPPOLYTE; NAZARENES; OVERBECK,
JoHanN FRIEDRICH; PRE-RAPHAELITE MoVEMENT; RICHTER,
ApriaN Lubwia; SCHWIND, MORITZ VON; SPITZWEG, KARL.

In France the heroic age of the Revolution and of
Napaleon's empire gave the romantic spirit a tendency
toward the contemporary. The actual, the sensational, the
unusual, and the exalted prevailed. A pew use of broad
color application, in which artists were guided by the study
of Rubens, expressed the ideal of passionate involvement.
Géricault and Delacroix were the leading exponents of
romantic painting. The creators of novel themes and a free,
painterly style, they also laid the ground for subsequent
naturalistic pamting in France with their daring rendition
of natural phenomena and their spontaneous brushwork.
The landscape painting of the Barbizon school, represented
by Corot, Théodore Rousseau, Daubigny, and Millet, com-
bined romantic emotion and naturalistic, atmospheric ob-
servation. See BARBIZON ScHoovr; CoroT, JEAN-BAPTISTE-
Camiiie; Dauniony, CHARLES-Francois: MitLer, JEAN-
Francois; Rousseau, PIERRE-ETIENNE-THEODORE.

In England the romantic spirit expressed itself in the
poetry of Turner's landscapes and, after 1849, in the pic-
tures of the Pre-Raphaclite Brotherhood under the leader-
ship of Rossetti and including William Holman Hunt,
Burne-Jones, Millais, and William Morris. Medieval styl-
ization and extreme realism combine in their work, which
became a base for design reform in the applied arts. See
Burne-Jones, Sik Epwarp CoLey; Hunt, Wittiam Houi-
MAaN; MiLeais, Joun EveErerT: Mormis, WiLLiaM; ROSSET-
T1, DANTE GABRIEL; TURNER, JOSEPH MALLORD WILLIAM.

In the United States romanticism brought about a flower-
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ing of landscape painting and the rise of a new stor y-tell-
ing art, which is at its most original in the Mississippi
River scenes of Bingham, See BiNGHAM, GrORGE CALLD.

Romuanticism wis more the expression of a literary move-
ment, reflected in an emotional subjectivism, than a stylistic
phenomenon of line, color, and design.

BIELIOGEAPHY, Arts Council of Great Britain, The Romanric Afove
meni, London, 1959; M. Buon, Romantic Ar, London, 1960
P. Coutthion, Romanticism, Geneva, 1961: K. Lankhcit, Revelition
und  Restauration, Baden-Baden, 1965

ALFRED NEUMEYER

. ROMBOUTS, GILLES (Jilles), Dutch painter of land-
scape and interiors (b. Haarlem, 1630; d. there, before
1672). Little is known of the early training and activity of
this Haarlem painter, In 1652 he was a member of the
Hauarlem Guild of St. Luke, and is recorded in that city
until 1663. He seems to have been influenced by Claes
Molenaer and Salomon van Ruysdael (Forest Landscape,
versions in Amsterdam, Rijksmuseum; Leipzig, Museum of
Fine Arts). He was probably the brother of the Haarlem
painter Salomon Rombouts.

BIBLIOGRAPHY. Rijksmuseum, Katalog der” Gemiilde, Miniaturen,
Pastelle, eingerahmten Zeichnungen, wsw,, Amsterdam, 1920: Stid-
tisches Museum der bildenden Kiinste, Verzeichnis der Kunstwerke,

Leipzig, 1924,

ROMBOUTS, SALOMON. Dutch landscape painter (fl.
. Haarlem, 1652-60; d. before 1702). Nothing is known of
the early activity and training of this rare landscape painter.
He is said to have been in Florence in 1690, His few
extant works show him to be an imitator and follower of
~ Salomon van Ruysdael. He painted a few winter land-

The Marriage of 5t. Catherine, St. Jacob, Antwerp.

scapes (Amsterdam, Rijksmuseum) and @ somewhat erisp,
overcrowded beach scene (Beach ar Scheveningen, Leipzig,
Museum of Fine Arts). He was probably the brother of
the Huarlem painter Giilles Rombouts,

mncioarariy.  Rijksmuscom, Karalog. der Cemalde, Mimaturen,
Pastelle, eingeralimten Zeichnungen, aosw,, Amsterdam, 1920; Siad-
tisches Museum der Wldenden Kiinste, Verzeichnis der Kunstwerke,
Leipeig, 1924

ROMBOUTS, THEODOOR. Flemish painter of historical,
genre, und religious subjects (b, Antwerp, 1597; d. there,
1637). He was presumably a pupil of Abraham Janssens.
Rombouts went to Italy in 1616 and by 1625 had returned
to Antwerp, where he became a master. He is one of the
outstanding Caravaggists, and produced a number of half~
length figure scenes close in treatment to the work of
Bartolommeo Manfredi and Moise Le Valentin, among
others. The Deposition (Ghent, St, Bavon) illustrates a clas-
sicist trend, During his later years, after about 1630, Rom-
bouts attempted to emulate Rubens. His palette veered
toward a warm color scheme, and his conception changed
in an effort to suil current taste (for example, The Mar-
riage of St. Catherine, 1634; Antwerp, St. Jacob), He was
also an engraver.

miBLIDGRAPHY. R. Oldenbourg, Die flimisehe Malerei des I7. Jahr-
hunderts, 2d ed., Berlin, 1922: D. Rogzen, “Werk van M, Stomer
en Th. Rombouts,” Gentsche Bijdragen, X111, 1951,

ROME. Capital of Italy, Rome lics on both sides of the
Tiber River in a plain that stretches fram the sub-Apennine
Sabine hills to the sea. The center of the city, contained
within the Servian walls (4th cent. m.c), is focused on
the famous seven hills. To the south are the Caelian and
Aventine hills; to the north, the Esquiline, Viminal, and
Quirinal hills, Between are the Capitoline and Palatine hills,
forming two sides of the Roman Forum, Another impor-
tant part of the city is the Campus Martius, a flat area to
the northwest where the Pantheon, the Ara Pacis, the Col-
umn of Mareus Aurelius, and other important monuments
stand. Areas outside the 3d-century Aurelian walls, includ-
ing the Villa Borghese, the Villa Doria Pamphili, and in-
dustrial and suburban sections, have been part of Rome
since the 19th century.

The city was founded in the 8th century B.c. by Latin
tribes. Since the lst century B.c. Rome has held an impaor-
tant, if not a fundamental, place in the story of Western
and Mediterranean art and architecture. The ancient city
was created in response to the needs of an imperially
minded people and their government; in the 16th and 17th
centuries the baroque city arose as a result of the stimulus
of the Counter Reformation, The modern city combines the
remains of these two great epochs with the monuments
of a national capital that is at the sume time a magnificent
museum of the past. The intervening periods were often
of equal importance in artistic development, but they were
rarely as productive and therefore contribute less to the
city as a visual experience,

At first Rome was a simple walled village, centering
upon an open meeting place or forum flanked by a rude
temple, but under the influence of the Etruscans and later
of the Greeks the city developed a greater sensitivity to the
forms and décor of its monuments. It achieved the true
status of a capital when it combined Hellenistic surfaces
and materials with indigenous plans and shapes: this proe-
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thﬂpﬂlc in Paris, a building that scems to have been de-
signed for just this triumph of the glass painter’s art. In
the 14th century a new fashion for monochrome grisaille
windows ousted the richly colored style. Later techniques
were more variced: the artists developed a new type of silver-
stain work, and damascening and plating were introduced.
The realistic perspectival windows of the late Middle Ages
announce the decadence of the urt. See STaNep GLass,

As the great windows took up more and more of the
wall surface in Gothic buildings, wall painting dwindled
in significance. Important wall paintings are found mainly
in Italy, but the painters there followed the lead of Giotto
in minimizing the influence of Gothic art. In fact, the
only field where Gothic painting in opaque colors can be
followed from beginning to end is book illumination. Early
masterpieces such as the Psalter of Queen Ingeburga were
succeeded in the reign of Lows 1X by a highly sophisti-
cated style of International Gothic painting, which ulti-
mately reached s culmination in the second quarter of
the 14th century in manuscripts illuminated by Jean Pu-
celle and his school. At the end of the 14th century illu-
mination became one of the principal meéans of spread-
ing the International Style. The fantastic pages painted by
the Limbourg brothers for their patron, Jean, duc de Ber-
ry, are the high point of this phase. In the middle of the
15th century Gothic illumination had a last hlaze of glory
in the work of Jean Fouquet, who had traveled in Italy
and was able to integrate some features of the early Renais-
sance into his style. See FOUQUET, JEAN: INTERNATIONAL
GOTHIC PAINTING: LIMBOURG BROTHERS; PUCELLE, JEAN.

Hluminations formed the essential background for the
emergence of panel painting as a great art in |5th-century
Flanders. The greatest realizations of this school were the
many-leaved altarpieces, such as the Ghent Altarpiece by
Hubert and Jan van Eyck. Rogier van der Weyden evolved
a severe devotional mode in the middle of the 15th cen-
tury; he was followed by Memling and Hugo van der
Goes, whose work marks the end of Flemish Gothie paint-
ing. See Goes, Huco van per; MEMUNG, Hans; Van
Evck, HurkrT; Van Evck, Jan, WEYDEN, ROGIER VAN DER.

Gothic artists. excelled in the minor arts, of which
perhaps the most typical branches are enamel work and
ivorics. The development of such subtle techniques us the
use of translucent enamel attests the virtuosity of Gothie
metalworkers, The religious ivory carvings, conceived as
an intimate substitute for large-scale sculpture, were sup-
plemented by secular ivories illustrating the clansons de
geste. See also FURNITURE (MinnLE Ac ROMANESQUE
ann GorHicy, Ivory,

i aouraiy. 1o H. Harvey, The Gaothic Werkd, 1H00-1600, Lon-
don, 19500 I Panofsky, Early Netherlanedislhe Painting, 2 vols,,
Cambridee, Mass, 1953, 0. G von Simson, The Gothic Cathedral,
Niew York, 1956; 1" Frunkl, The o . Literary Souwrces amd n=
terpredations  through  Eight Ceaturies, Princeton, N, 1960 J.
Porchor, Frenel Mindatioes frem Wiminated  Manuscripds, London,
Panb, B0 rankl, Gotttie . Architectre, Bkt 1962, M. Jantsn,
Mgl Gobide, BNow York, 1962, 11 lon Art of IWesr,
sl 20 Gothi Are, Lomdion, 19¢ W Suncrlander, 20 Skulptoe

des Mitelahters, Frankiory am Man, 1963
WAYNI DYNLS

GOTHIC REVIVAL, Terni referring to the revival of n-
werest In Gothie decoration and archectaral forms as pagt
of u daliberute romanticism, 1 was begtn by Horace Wal-
pole in his precdo-Gothic villa, Strawberry Tl tea, 1755),

and was repeated by many landowners in artificial Gothie
“ruins” placed in their parks. Whereas these | 8th-century
Gothic revivals were mainly domestic buildings, those of
the 19th century were primarily churches, built between
1830 and 1875, and also public buildings (town halls,
hospitals, prisons, and railroad stations) as well as resi-
dences. Among the leading exponents of this style were
Pugin in England, Viollet-le-Duc in France, and Cram and
Goodhue in the United States. See CRAM, RALPH ADAMS;
Goophue, BertRaM Grosvenor; PuciN, AucusTus WEL-
8y NORTHMORE; STRAWBERRY Hiir; Viovter-re-Duc,
EUGENE-EMANUEL.

GOTHIC SCRIPT. General term for a variety of lettered
hands used from the end of the 12th century until the
invention of printing, It is characterized by an extreme
angularity that evolved into a script that was very regular
in appearance, with few strokes ascending or descending
beyond the mean level, The thickness of its letters contrasts
with the lighter, more differentiated strokes of antique
script. Gothie script was never used in documents.

muLioarariy. E. M. Thompson, An Introduction to Greek and
Latin Palacography, Oxford, 1912,

GOTHO-SARMATIAN STYLE, see VISIGOTHIC ART.

GOTTLIEB, ADOLPH. Amerjcan painter (1903-% ).
Born in New York. he studied at the Art Students League
from 1919 to 1921 with Robert Henri and John Sloan and
at the Parsons School of Design in 1923. Goulieb’s first
one-man show was at the Dudensing Galleries, New York,
in 1930, In 1947 and in the 1950s he had one-man shows
at the Kootz Gallery. He has also been represented in
many important annuals and international exhibitions, in-
cluding the Whitney Museum of American Art's “The New
Decade,” 1955, and the Tokyo International of that year;
the 1938 and the 1961 Carnegie International, in which
he took a prize; the 1961 Whitney Museum Annual; and
the 1963 Sio Paulo Bienal, at which he won a grand prize.

Gottlieh at first worked in an essentially naturalistic
style. In the early 1940s he developed his pictographic
semiabstract method with compartmented silhouettes and

- »

Adolph Gottlich, The Frozen Sonmds. Whitney Museum of American
Art, New York.
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From Friedrich and Turner through Kandinsky and Mondrian,
the Northern artists we have considered have all beer:: confronted
with the same dilemma: how to find, in a secu world, a
convincing means of expressing those religious experiences that,
before the Romantics, had been channeled into the traditional
themes of Christian art. For the Romantics themselves, the solutions
could range from the creation of a whole new language of private
religious symbols, as in Blake's and Runge's complex iconographic
systems, to the evocation, through such observable Christian
phenomena as Gothic architecture, crucifixes, monks, or pious
peasants, of a nostalgia for a longlost world concerned with
transcendental values. Or even more often, this pursuit of the
supernatural could be channeled into the observation of nature
itselt, wno;e every manifestation, from the most common wildflower
to the most uncommon mountain summit, could provide a glimpse of
divinity. Indeed, it is a telling fact that many Northern Romantic
landscape painters, whether major or minor, blurred the distinction
between a natural and a supernatural subject, so that Turner, for
example, could permit an angel or the Biblical Deluge itself to
congeal from his images of molten, glowing lignt, or the American
Thomas Cole could paint mountains, cataractsf}olasteu irees
scrupulously observed in the Catskill Mountains and then, on
occasions, populate these sublime vistas with such Biblical motifs

as the Expulsion of Adam and Eve or St, John in the Wilderness,

But this search for a new means of conveying religious
impulses in which nature alone, even without overt religious

motifs, could convey a transcendental mystery, hardly expired

with the Romantics. For many late 19th century artists, too,
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especially those of Protestant origins in Northern Europe or

America, the eechanneling of religious experience outside the
traditions of Christian art was & constant goal, Van Gogh,

Hodler, Munch all explored, in different ways, the sense of divinity
in landscape, whether through the miraculous energies of sun, stars,
and moon or the awesome voids viewed from mountain heights,

virgin meadows, or desolate shores; and they all, too, attempted

to recreate a more gpecifically religious art, whether by resurrecting,
ags in Van Gogh's case, old-master Christian paintings experienced with
a new intensity gleaned from landscape, or by 1nventiné. as in
Munch's and Hodler's case new symbolic themes that related man to

the cyclical destinies of nature's forces. Similarly, an American
master of this late 19th century generation, Albert Pinkham Ryder,
coculd aleo paint the phenomena of sea, sky, and moonlight with such
awareness of their supernatural potential that it was easy for

him to convince us, as in his EEEEP‘ that a Biblical miracle .

could take place within the magical environment he usually created
in terms of landscape alone.

This capacity to blur the distinctions between landscape and
religious painting, between the natural and the supernatural,
continued even beyond these late 19th century gurvivals and revivals
of Romantic traditions, and in fact, flourished well into the 20th
century. Masters 1ike Marc and Nolde studied the natural world -
flowers, landscapes, animals - but could also translate these
motifs into pictures of overtly religious symboiism. as in Marec's -
Eigg;. with its mountain-top vigion of the Madonna and Child, or

Nolde's Good Gardener, with its folklike image of God nurturing

terrestrial flowers. Aah_in the case of masters like Kand insky
U

——
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and Mondrian, not to mention such minor pioneers of abstract
v
painting as Ciurlionis and Kupka, & whole new world of esoteric

religious iconography culled from such occult sources as theosophy

and spiritualism provided, together 'with landscape imagery, the
matrix for a totally abstract pictorial language that was meant
to create what were virtually spiritual icons for new, mystical
religions.

These impulses emerged yet again in the United States in the
years directly following another historical event of apocalyptic
dimensions and implications, the Second World War. Indeed, in
the work of many.niigﬂﬁérdly all of that diverse group of American
artists who, for want of a better name, are loosely classified
together as " Abstract Expressionists,” the Romantic search for an

vl Wl
art that could convey sensations of aweseme mystery was vigorously
N

o
resurrected, at times, as in the case of Mark Rothko and Barnett
Newman, with explicit religious associations.

Although the new power and communal energy of artists like
Still, Pollock, Rothko, and Newman persuaded many gpectators that
their forms and emotions were unprecedented in the history of Western
painting, in retrospect their art often reveals not only deep
roots in Romantic traditions in general, but in American traditions
in particular. A revealing case in point is the work of Augustus
Vincent Tack, an artist who was admired, collected, and exhibited

by Duncan Phillips in the period between the two World Wars.

Although Tack's work could always be seen in the Phillips Gallery

in Washington, it somehow elicited not even passing comment in

histories of 20th century American art. But thanks to a

circulating exhibition in 1972, Tack's work has gsuddenly commanded
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fresh attention as a connecting link between the generation of

Abstract Expressionists which emerged after 1945 and some earlier

\J
traditions of American painting) In fact, Tack's work also seems

to perpetuate on American soil any mumber of forms and intentions

we have been tracing in the Romantic traditions. Already in the

1920's Tack painted sublime landscapes that, like those of Kandinsky

and Mondrian, were not only mysticgl in implication but could

even translate the awesome configurations of the natural world

into vehicles for approaching the supernatural. Tack himself,

visiting the Rocky Mountains, sgoke of "a valley . . . walled in by
ta\o)s e ;

an amphitheater of mountains as to seem an adequate setting for the

Ny =

Last Judgment.”’;nd found, in paintings like Voice of Many Waters pof

1924, a means of reducing these ragged, geological configurations

into patterns that hovered between total abstraction and an

awesome icon that might invoke the religious experiences he himself
Wi ad 6 Ko Caabobie bud Aot Mow énfemste fo Laavard (i (M peaiag @

had Pxplored 1n=h1s—inve31tgatlon5-not .only of Catholicism but-

hy s Ce b 9z dim ot Clienbal mian i ong & Fhivty Lwen Tl‘\r’-v}u"\.‘j

af-occult- sectaalako—xhaosophy. It was easy for Tack to translate

these transcendental experiences of nature into images that could

support supernatural content, such as Christmas Night, of 1932,

where_as in Marc's ?EEEE' heaven and earth join forces to evoke

a Christian mystery. Within a golden ovel border that suggests

the mandorla of a Byzantine mosaic of the Virgin, Tack describes

the fusion of a celestial blue sky with the brown earth below,

as if the coming of Christ could be conveyed through landscape imagery
alone. Tack's most enthusiastic  supporter, Duncan Phillips,
described exactly this quality of divinity in nature when, in

1928, he commented on Tack's painting, Storms "We behold the

majesty of omnipotent purpose emerging in awe-inspiring symmetry
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out of thundering chaos... It is a symbol of a new world in the 3
making, of turbulence stilled after tempest by a universal God.;\///
It is a statement that touches on many of the major questions and
solutions inherited from Northern Romantic art, expressing as it
does the search for some deity in the most awgzcgzvgﬁggbmena of
nature, and pinpointing two of the visual extremes so common to

the Romantic tradition, "thundering chaos" and“awe—inspiring symmetry,"
extremes that could often define the structufal and emotional
polarities of the landscape painting of Turner and Friedrich,

of Van Gogh and Hodler, of Kandinsky and Mondrian. Taék himself
could move, in his art, from the sublime chaos of Storm +to the
equally sublime symmetry of an explicitly religious painting, an
All Souls triptych, whose shadowy and diminutive Christian
parnonfages almost dissolve within a celestial blue void. The

structﬁre of this work is daringly elementary - a small centralized

Christ hovers in a sea of blue that is shaped only by the tripartite,

]
*

golden frame, so redolent of trad@?&ional religious triptychs.

The structural duality between sﬁuch a work, with its object-
less hazy void of silent, stunning sgg;etry. and Tack's other
quasi-abstract visions of storms and landscapes, with their craggy.
unpredictable shapes that meander into infinite expanses, 1is
exactly that which one finds at the extremes of the vocabulary
of those Abstract Expressionists whose art seems predicated upon
the imagery of landscape. On the one hand, there is the fearful
symmetry of Rothko's luminous voids; on the other, the no less
immaterial images of a kind of primeval chaos - swirling vortices

of pure energy or equally organic images of slowly changing shapes

that evolve slowly, like stalactites, in an elemental universe.

The latter kind of configuration suggests not only those quasi-
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abstract landscapes and skyscapes of Tack that were inspired by
the sublime storms and mountains of the American West, but also the

art of Clyfford Still, who, in fact, acknowledged his awareness of

Tack'a woriE/ Indeed, a characteristic Still of the 1950's has its

closest visual and emotional precedent in such works by Tack os the

1940's as his Spirit of Creation (or Time and Timelessness), a

painting which, especially when aggrandized to the size of a
L Wtz Ladpar Avi o um ot

tﬁeatérmcurtain ax\Feorge Washington University for which it was
/ i

designed, could expand its abstractly conceived and painted message
'h;_ru'ﬂ..
of the first moments of a universal genesis into the henie dimensions
A {om
of Still's own art. These irregutar patterns, abstracted freﬁthe

shapes of such incommensurable elements of nature as clouds and

mountains, provide in Still's work, as they do more literally in

Tack's $pirit of Creation, a metaphor of some pﬁ;meval chaos in
which no human presencefgzzi\fﬁ)has yet~intruded. It is an image
which, in its form and its cosmological evocations, is a deeply
ingrained one in the Romantic tradition, especially in American
painting., It not only recalls Tack's earlier and more geographically
gpecific views of such desolate, uninhabited sites as the Amargosa
Deseﬂ: but the works of other American artists who, like Tack,

came to maturity between the two World Wars. G(eorgia 0'Keeffe,

for one, often painted the same sublime sites in the American West,
describing those ana;;;;:iﬁ?;:itiea of unspoiled nature, where

the absence of human beihgs prevents us from determining whether we
are looking at mountains or mole hills. At times, as in Red Hills
and Bones of 1941,she includes in this uninhabited desert landscape,
remote from man, his history and his works, the bleached and dried
remnants of an animal skeleton, a fossil fragment that affirms the

metaphor of a prehistoric landscape and that perpetuates, in its




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. 1148.12

The Museum of Modern Art Archives, NY

ambiguous size (is it much larger or much smaller than a man?) ,
L
that charqcte%?tic Romantic sense of scale which leaps from the
Lo (o™

oW
the infinitely large to the infinitely

microcosm arid the macrocosm,
! N

small,

Although 0'Keeffe's vistas of a primeval nature were
inspired, like many of Tack's, by specific sites in the American
West, their brenthﬁaﬁ&ﬂg—ﬁenaecﬁi vast, uncharted spaces are
reflected in Still's own awesome expanses of paint that translate
the experience of a sublime, desolate landscape into the language
of pure abstraction. His tar-like surfaces whose ragged edges
gseem to spread unprédictably evoke associations of organic change
in trees, rocks, or sky; and it is worth noting that Still him-
self claimed that the fluid and flamelike vertical shapes in his

abstract paintings were influenced by the shapes of the Dakota

plainss where he was borﬁfy;nd that ne had actually painted land-
2
scapes of the American West in the 1930'5}’/13 such, even his
Mmeriod
abstract paintings are understandablyxmaked by the particular

| feeling of almost primeval.immensity and openness common to much
of thd landscape in the American West, a sublime landscape that
not only provided a direct stimulus to Tack, 0'Keeffe, and others
of their generation, but also to a rich late 19th century tradition
in American painting that perpetuated uninterruptedly earlier 19th
century landscapes of the sublime, Of the many examples of this
native tradition, which includes masters like Albert Bierstadt,
Thoman Moran, and Fredericw E. Church, one - Bierstadt's view of
Lake Tahoe }Q_gﬂl}fgrp}a (1868) - may characterize the genre:

a forest ny?meval. where infinite, immeasurable distances of pure
lakes and cragglly silhouetteﬂ mountains dwarf the spectator to

Lilliputian scale and place him before the unfathomable majeuty
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of untamed nature,

The American landscape, with its abundance of Sublimities,

Tack, and ultimately, to Still; but the tradition, of course,

was born of European Romanticigm, Indeed, in terms of its sheer
enormity of size, numbing scale, wildly irregular Silhouettes,

and abrupt luminary contrasts, it is James Ward's depiction of the
Yorkshire sublimity, Gordale Scar, that Comes closest to Still's
vast abstractions of the 1950's, whose Very dimensionsg frequantly
approximafe those of Ward's gargantuan canvas, i.e., about 11 by

14 feet,

galactic or atomic explosion,
or in more terrestrial termg, the overpowering forces of nature's
most impalpable elements, air, fire, and water. Thege metaphors

are borne out not only by Pollock's occasional titles with their
o ¥

\q Suzgestions of natural phenomen? = Full Pathom Five, Ocean Greyness,

The Deep, Autumn Rhythm ~ but, ag in the cage of Still, iby the
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fact that his earlier, pre-abstract work often attempted to grasp i n

paint on canvas the ungraspable forces of nature. Thus, even

before 1947, when, with his famous technique of dripping rather

than burshing paint on canvas, he succeeded in dematerializing
L

even further the skeins of agitated energy and shimmering color
that obsessed his imaginafion. he often chose subjects in nature
that offered a maximum of elemental force and impalpability.

Such was the case in the Flame, of c. 1937, a small oil painting
that attempts, clumsily but powerfully, to create a metaphor of
fiery, molten energy, as close to primal chaos as the earthquake
landscapes of the early Kandinsky, Still eBrlier, one finds

small, intense oilg like Seascape of 1934, which,in its sense of

a storm-tossed drama, where moomiight and streaked skies are
confounded with a tiny sailboat and a tempestuous, white-capped
sea, reminds one of the fact that at the time, Pollock adw}red most,
of his American pictorial ancestors, Albert Pinkham RyderE//Indeed.
Ryder's art, even within its literally small format, often seizes
the immensities of elemental forces in a manner prophetic of
‘Fbllock's own search for a structure and a technical means that
would convey the overpowering energies and velocities of nature,

In the Flying Dutchman, inspired by Wagner's opera, Ryder strains

0il paint to a point of veil-like impalpability that confounds

the distinction between waves, wind, masts, and sails in a ghostly
fusion appropriate to the phantom subject,  And the churning,
vortical tempests of wind and water also prefigure Pollock's
structures of endlessly gyrating rhythms that become the metaphors
of some primal force. Once again, the ultimate source for this

configuration in the traditions of modern painting lies within
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the domain of Northern Romantic landscape painting, especially in
the work of those British Romantics like John Martin, Francis
Danby, and Turner who were haunted by visions of apocalyptic
catastrophes that turned matter and th;‘works of man into swirling
cosmic upheavals. Turner, in particular, offers close analogies
to Pollock in the way he strove throughout his life to achieve a
pictorial means that would transcend the relatively literal
description of unleashed, destructive nature in his early scenes
of avalanches or snowstorms and create finally, as in his late
works of the 1840's, a vision of vortical energy so torrential
and so immaterial that it becomes possible to bridge tha imaginative
gulf between the depiction of a specific storm at sea and the
Biblical Deluge, Né artist before Pollock had ever succeeded so
forcefully in conveying througn paini on Canv;s
primal force and velocity that can evoke the ultimates of creation
or of apocalypse, and that can transform palpable paint into
shimmering whirlwinds of impalpable, organic energy. Turner,
like Pollock, metamorphosed matter into some ultimate, insubstantial
element of nature, an overwhelming power that evokes mythic,
cosmological archetypes,

Such-a search for primal myth and nature characterized many of
the Abstract Expressionists;as it had, indeed, many of the

Northern Romantics. Like the typical, signature painting of Pollock

or Still, that of Adolph Gottlieb seems to distill some elemental

phenomenon of nature, in his case what appears to be a celestial
body -« sun, moon, distant planet - that has just taken form from
the kind of explosive energies that characterize the more shapeless
burst below. In the 1940°s, Gottlieb, like Pollock and Still,

among others, had searched for more literally mythic images,
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whether in American Indian pictographs, Jungian archetypes, elemental
Greek myths, or more private cosmogonies, but soon, this search for
pure, unspoiled origins, so like,that of the Romantic exploration
of esoteric, exotic, primitive, or personal mythologies, was -“ven
further reduced to the more overtly abstract images that evoke far
less specifically a moment in the Book of Genesis. Gottlieb's
fascination for heavenly orbs, glowing with mysterious color and,
in their atmospheric halos and imprecise contours, ﬁtill in the
process of being formed from some molten substance, is in some
ways the abstract translation of that pagan sun and moon worship
s0 ubigquitous among Northern Romantic landscape painters as well
as among their heirs in late 19th and 20th century art. Typically,
Gottlieb's unidentifiable planets from a mythic universe take

ithelr places in the top center of

that imposes an irreducible, heraldic centrality as appropriate
here to the mythic content as it is in many Romantic cosmogonies.
The specific sense in Gottlieb's work of an almost religious
translation of the natural phenomenon of a celestial body into a
starkly simplified icon is one that has many parallels in earlier
European art, but it is worth noting, too, that as in the case of
Still's analogies with American painters of an earlier 20th
century generation, Gottlieb may also jbe related to more native
Amprican traditions. In particular, many of the lunar fantasies
of Arthur Dove, for all their relatively diminutive size by
comparison withithe typically imposing dimensions of American

abstract painting of the 1950's, provide a prototype for Gottlieb's

-,
own luminous orbs. In Dove's many pictorgﬁl hymns to the pagan

mysteries of the moon, this silvery disc is seen as a glowing,

molten light in the heavens, hovering above a landscape of primal,
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mythical simplicity: and often, a tree reaches up to embrace, 1
like a worshipper, its impalpable luminosity within its own branches.
Dove's reductions of an already elemental nature result in shapes

so abstracted from literal landscape description that they

verge, like Gottlieb's, on the symbolic, as_if nature's primary

forces - earth, sky, moon - had been transformed into the icon of

a new nature religion., The same may be said of §Qﬁﬁ'or Georgia
0'Keeffe's transformations of primary phenomena in nature into

almost heraldic patterns. In such a watercolor as Evening Star, III

of 1917, she, too, distills the polarity of the earth below and
a luminous heavenly body aboveiinto a simplified emblem that
evokes nature in some primeval state, where liquid light and

color have not yet congealed into matter and discrete objects.

S
But Gottl%}b's jconic orbs, presiding over an un%poiled. primitive

jandscape, find their echoes not only in an American tradition
that goes back through Dove and 0'Keeffe to Ryder's own moonlit
visionsf’but also in a thoroughly international tradition. One
thinks in the 20th century not only of the frozen discs that
dominate Ernst's extra-terrestrial forests, but of the molten
onés that animate the alternately serene or turbulent landscapes of
the early Mondrian and the early Kandinsky. And in this ancestral
table, one would also find the enrapt visions of sun and moon that
Eoxth Sea Cons k84
control the life on Van Gogh'ﬁﬁand Munch's earth—and—sesa, and
finally, the archetypes of thia pagan deity in th enchanted land-
scapes of the Romantics, in‘ggimoons and suns that, in Palmer,
take on the role of fertility goddesses in a pastoral of mythic
bounty or that, in Friedrich, illuminate dimly the distant realms
of spirit that lie beyond this terrestrial world.

Gottlieb's pursuit and capture of an elemental image that
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evokes a primary phenomenon in nature was typical of the quest of
his American contemporaries in the 1940's who were constantly
searching for & universal symbol that could grasp an irreducible
truth. Like so many Romantics, they wished to start from scratch.
Indeed, Still's sense of an oppressive, moribund tradition of
‘Western art ("We all bear the burden of this tradition on our

backs but I cannot ﬁfld it a privilege to be a pallbearer of my
o/

spirit in its namq?") virtually duplicates that of Runge in his

own wish to rejecit the baggage of history. In effect, what was-

gought by theseuMyt? Makers' (as Rothko was to refer to Still and
Ve

this group in 1946) was virtually a new pictorial cosmogony and a new,

elemental style that could come gg terms with the need for, in Rothko's
N

words, "tragic-religious drama."”” And in the years just before and

after the apocalyptic conclusion of the Second World war, this
need for purification and regression must have been as acute as it
was for artists like Marc and Kandinsky on the eve of the First World
War. |

So total a regeneration of form and content was nowhere
demonstrated more fervently than in the work of Barnett Newman.
Beginning about 1946, that is, in the aftermath of Hiroshima,
Newman explored a world of new cosmogonies that recall, in many
ways, William Blake's own passionate efforts, at a time of Revolution-
ary hope and despair, to reconstruct a new, quasi-religious imagery
of primal creative force. In 1946, Newman drew gpd paipted a series
of variations on circular forms that, even without ﬂiégxfitles

as Genesis = The Break (1946), The Beginning (1946) or Genetic

Moment (1947), convey an image of mythic origins, the beginnings

of life or the emergence of the universe from chaos. These circular
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forms seem to be seized in the process of becoming, a primal shape
that is being distilled from boundless, inchoate energies, as if

we were witnessing the first day of creation, before the distinction
between solid and void, the formed and the unformed had been made,
The intrusion of a divine, shaping force in this environment of
awesome infinities began to be made more explicit in works like

The Command of 1946, where a shaft of piercing white light rents
asunder two differentiated areas of what seem like mythic elements -
a symbolic translation of water or earth, air or fire. The searing
beam that cuts through these fields of primordial stuff may well

be inspired, as Thomas Hess has suggested, by a metaphor in the
Kabbalah - "with a gleam of His ray he e%Fompasses the sky and

His splendor radiates from!the heightsﬁ' - but again, even without
such a precise verbal reference, one senses here an image of

primal creative force. 1In both its effort to provide a visual

metaphor for divine creation and in its passionate insistence on

projecting spaces of boundless sublimity, Newman's Command bears

comparisoth with Blake's Ancient of Days, who emerges from fearful

chaos and, with his piercing compasses - more shafts of light than
palpable matter - imposes a shaping will upon the universe's
shapeless beginnings.

Pellingly, both Blake and Newman - for all the seeming
structural lucidity of their work - rebelled against the idea of
geometry, for it represented to them a rational system that
narrowed form and experience into the finite and the commensurable,

Blake's Ancient of Days, like his Newton of 1795,is, in effect,

an evil force, imposing trivial clarity in a sublime universe,

For Newman, too, geometric form was anathema., He not only disliked
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Mondrian, undoubtedly confusing the master's influence on
American disciples, who propagated geometric abstraction, withtthe
profoundly anti-geometric character of Mondrian's o;;:;;;. but

he painted what were virtually symbolic manifestos against the

principles of geometry in art, the Euclidean Abyss (1946-7) and

the Death of Euclid (1947). Tidy pictorial structures of rectangles,

aligned in parallel and perpendicular relations, appeared to Newman
as a petty abstract art that stood in opposition to the unlimited
apaces, the vertical forces without beginning or end that he

began to use to evoke sensations of sublimity. In 1948, Newman

u
published an essay, "' The Syblime is Now," in The Tiger's Eye,

which had organized a symposium on the topic of the Sublime, and

his exploration of this aesthetic category that went back to

dmund Rurke and Longinus bore out the experience he had earlier
evoked that year in his Onement, I, a painting that dared the kind
of "fearful symmetry" which Blake himself had named and illustrated
and that provided a compositional system for many other artists
in/ﬁgﬁthern Romantic tradition - Blake, Runge, and Friedrichj
Hodler and Munchj the early Mondrian - who were gimilarly concerned
with the expression of some ultimate, indivisible mystery in nature.
Newman's Onement, I of 1948, the first of a series by this title,

indeed conveys, in surprisingly small dimensions, the effect of

sublimity that Newman would explore and aggrandize until the end of

LAY

his life. The stark bisection of a colored field withﬂvibrant
vertical shaft of glowing, fiery light suggests aéainlthe domain of
primal creation, and it has even been suggested that the imagery
conveyed by the title is {;1ated to Kabbalistic texts describing
the first creation of man.,’ At the very least, Newman's painting

ig as drastic an image and structure as Friedrich's own vision of
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the beginning of the universe, a drawing in which the field is

bisected horizonatally and the disc of the rising sun conveys

the coming of order into chaos. Such cosmic visions of a void

suddenly energized by a ‘primordial force or will were conveyed

most potently by the radical simplicity of Friedrich's symmetrical

structure, just as in Newman, the centralized vertical *zips"

as he called it, created an image of indivisible strength; a sbgle

1ine of energy that cuts across a void, a%:;bstract recreation

of genesis. It must be stressed that the symmetry of the Onement
Cedcteadlinn 2

series is distinct from the Euglideian geometry Newman.and, for

that matter, Blake detestedj for its Qlarity is of a sublime character.

None of the forms or spaces is bounded. t;y jmplication, the vertical

zip ext;Eds infinitely above and below the canvas, just as the

monochromatic tield expands in alil directions'bcycnd the canvas
edges. The linear axis and the shapeless void are endless,
unlimited by the predictable systems of geometry. Matter and
objects are as thoroughly excluded from this visionary sﬁ?ere

as they are from the work of Mondrian, who shares with Newman not
only the sense of infinite radiance but also the_triumphant
annihilation of matter whereby both the.neigzzéiéiggzﬁ and the lines
that cross them seem thoroughly impalpable, fields of spirit and
paths of energy rather than earthly substances.

The symmetry of Newman's ngmggf;series és overt, but as
Thomas Hess has proposed, even his overtﬁy asymmetrical paintings
may be dominated by a "secret symmetry.:\that is; a jcovert
gtructural system that may be perceived as a magnetic force of
primal, centralized order beneath the asymmetry of the surface,
Inevitably, the starkness of Newman's pictorial vocabulary produces,

ag in the case of Mondrian's, so elementary and so potent an




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.
Collection: Series.Folder:

The Museum of Modern Art Archives, NY MoMA Exhs. 1148.12

effect that we feel that each variation of this primal theme is
only one degree romoved from a rockbottom statement of absolute

indivisibility. As in Mondrian's Pier and Ocean series, where

the surface variations seem to adumbrate a covert cruciform structure,
Newman's variations of vertical linear energy against an open

field imply the primal statement of the theme, which he himself
reiterated in the overt Symmetry of the Onement series.

Like Blake, Newman sought py mystical inspiration in a
variety of religious sources that transcended the confines of a
particular sect, Indeed, like many Romantics, Newman found the
doctrine of any individual religion too limiting for his universal
ambitions, and explored, in his quest for new cosmogonies, not only
the question of mythmaking among primitive peoples and among the
Greeks, but a wide range of literaturs from tho Judaec~Christian

.tradition. from the Kabbalah and the 014 Testament to the story
of the Passion as represented in the traditional narrative
sequence of the Stations of the Cross. Within this domain of =iy 3
comparative religion, however, Newman always pursued the sublime
and the visionary, dealing with the ultimate mysteries of

creation, of divinity, of death and resurrection, just as the

landscape references in his titles - Horizon Light, Tundra -
pertain to.those experiences of unboulded elemental nature that,
for the Romantics, too, became metaphors of supernatural mysteries,

Working within an abstract vocabulary that was to evoke these

spiritual territories, Newman could of course onlj suggest, by

association, the particular texts that inspired him; but knowledge
of his titles and their sources can often enrich the abstract

/2 metaphor, In Cathedra, for example, the title refers to a passage
|

in Isaiah (VI,1) - "I saw also the Lord sitting upon a throne,
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high and 1ifted up, and the train of His mantle filled the Temple" -
and if only by its sheer dimensions (about 8 by 18 feet), the
painting virtually immerses the spectator in a sea of celestial
blue that, like the pervasive blues in the Romantic tradition,

from Friedrich and Carus down to the masters of the Blue Rider,
evokes a boundless spiritual domain where an invisliblle divinity

might reside. In the Stations of the Cross serle;}'Christian

narrative replaces Jewish symbolism. Here the ultimates pertain
to death, and resurrection, evoked by the primal duality of black
and white, and of taut lhear forces that, like paths of feelling,

quiver and strain against a field of raw canvas, translating the

sequence of Christ's martyrSEm into irreducible, abstract, metaphors,

and totally transforming the corporeal Passion into a spiritual one.
That Newman himself was Jewish? may in part account Ior his

deaireqand capacity to present such religious themes in incorporeal

termsi‘for the Jewish tradition of proscribing graven images would

have supported, unlike Catholic traditions of religious art, the

possibility of Newman's creating totally incorporeal images of

the Lord, of Adam or Eve, of Abraham or Christ. The sense of

divinity in boundless voids, where figures, objects, and finally

matter itself are excld;dej}belongs to a Romantic tradition

primarily sustained by non-Catholic artists - Protestants, Jews,

or by members of such modern spiritualist sects as Theosophy.~

for the iconoclastié¢ attitudes of these religiong were conducive to

the presentation of transcendental experience through immaterial

iﬁﬁages. whether the impalpable infinities of horizon, sea, or sky

or their abstract equivalenté in the immeasurable voids of Mondrian

or Newman...




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. 1148.12

The Museum of Modern Art Archives, NY

«109

Mark Rothko, who, like Newman, was Jewish, also belongs
fully to this tradition, carrying as he does the annihilation of
matter and the evocation of an imprecise yet mystical content to
an extreme that parallels Newman's. Like Newman, and, in fact,
l1ike Pollock, Gottlieb, and Still, Rothko evolveé the archetypal
statement of his abstract painting - those hovering tiers of

dense, atmospheric color or darkness - from a landscape imagery

of mythic, cosmological character; but he was also attracted to what

he was later to describe as "... picturqg of a single human figure =

alone in a moment of utter immobility," “a description that.
tellingly, could apply to many paintings Dby Friedrich himself.

By 1950, Rothko nhad reached that stark format he was to explore,

with variations, for the remaining two decades of his life, an

image that, Lilke Nowman's, locates the beholder at the brink of

a resonant void where any palpable form is banned. Instead, there
are metaphorical suggestions of an elemental nature - horizontal
div1sions evoking the primordial geparation of earth or sea from
cloud and sky, and luminous fields of dense, quietly lambent color
that seem to generate the primal energies of natural light. Rothko's
pursuit of the most irreducible image pertains not only to his
rejection of matter in favor of a totally impalpable void that
hovers, imaginatively, between the extremes of an awesome,

mysterious presence or its complete negationr but also to his
equally elementary structure, which,'as is often the case in Newman,
ig of a numbing symmetry that fixes these luminous expanses in an
emblem of iconic permanence. As drastic as these reductions may
seem, they again find many precedents in artists working within

those Romantic traditions that would extract gupernatural mysteries

from the phenomena of landscape, Even within earlier 20th century
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American art, Rothko's awesome symmetry and luminous emptiness
find precedents in Georgia 0'Keefe, who, both in large late

paintings like Red Hills and Sky of 1945 or early small watercolors

like Light Coming on the Plains, III of 1917, distilled the

components of a primitive landscape experience to an almost
abstract image. And in'more international terms, one thinks back
not only to such other 20th century views of primal nature that

- place us on the brink of a symmetrical abyss - many of Mondrian's
dunescapes, for example - but also to Hodler's and Munch's
sublime and symmetrical views of sun, sea, or sky, beheld from
the edge of a coast or a mountain top. And ultimately, the primal
configuration of Rothko's abstract paintings finds its source
in the great Romantics - in Turner, who similarly achieved the
dissolution of all matter into a silent, mystical luminositys in

Friedrich, who also placed the spectator before an abyss that

provoked ultimate questions whose answers, without traditional i\

religious faith and imagery, remained as uncertain as the questions.
The wvisual richness of Rothko's paintings has often fostered
the idea that they are exclusively objects of aesthetic deleciation,
where an Epicurean sensibility to color and formal paradoxes of
the fixed versus the amorphous may be savored. Yet their somber,
mysterious presence should be sufficient to convince the spectator
that they belong to a sphere of experience profoundly different
from the French art-for-art's sake ambiance of a Matisse, whose
expansive fields of color may nevertheless have provided the
necessary pictorial support for Rothko's own achievement (much
as Parisian Cubism provided the means for Mondrian's own anti-

Cublst, mytical ends). But even without the emotional testimony
™

of the pictures themselves, there is Rothko's own statement of a
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passionately anti-formalist and anti-hedonist position: "I

am not interested," he once said, "in relationships of color or
form or anything else ... I am interested only in expressing the
basic human emotions - tragedy, ecstasy, doom, and so on - and
the fact that lots of people break down and ery when confronted
with my pictures shows that I communicate with those basic human
emotions. The people who weep before my pictures are having the
same religious experience I had when I painted them. And if you,
as you say, are moved only by their color relationships, then you

\

N
miss the pointi" \¢

Fortunately, the implicit "religious experience" of Rothko's
ab 5y
art - to use his own phrase - was, on one occasionﬂ%ﬁ the end of

his life, made magnificently explicit in the project envisioned and

. o AN
then realized bv vrivate patrons., Mr. and Mrs., John de Ménil.

Already recognizing in Rothko's art the expression of experiences
that lay beyond the aesthetic and then seeing, in 1964, the dark .
and somber paintings that the artist justifiably found to be
inappropriate solutions to his commission for decorative work at
an elegant New York restaurant, the Four Seasons, the de Menils
conceived the idea of a separate chapel, to be built in Houston,
Texas, where a group of Rothko's paintings might function in a
quasi-religious way. There Rothko's art could inspire the kind of
meditation which was elicited less and less in the 20th century by

conventional religious imagery and conventional religious rites.

That Rothko's paintings - or for that matter, Newman's sccould not
properly function within the ritualistic traditions and iconographic
needs of a conventional church or synapopue is both a tribute to

their oriminality in the expression of spiritual experiences and a

reflection of the dilemma that riddled the work of so many artists
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since the Romantics who tried to convey a sense of the supernatural
without recourse to inherited religious imagery.

It was appropriate, then, to the unspecified religious character
of Rothko's work that the paintings commissioned by the de Ménils
would finally have to be contained within a secular rather than a

convontioﬁally sacred shrine, just as the quasi-religious

A ;
landscapes of a Freidrich, a Van Gogh, or a Mondrian could never

have been accepted by the church, even though their evocation of
Lhvi
ultimate mysteries might be far more persuasive than in orthodox modcm

Christian art. And it was appropriate, too, that atflhé opening
of the so-called “Rothko Chapel,” which is, in fact, a part of a
philanthropic organization, the Institute of Religion and Human
Development, there was a wide, ecumenical range of religious
leaders from both Western and Eastern fg%ths. Therebfﬁt the .!ed
dedication ceremony on 27 February 19?1:i;:re present the chairman
of the Central Conference of Rabbis, an imam who represented Islgm.
Protestant Bishops, a Bishop from the Greek Orthodox Church, and,
as personal ambassador of the Pope, a Roman Catholic Cardinal.
And, in less official terms, subsequent visitors of a Zen Buddhist
persuasion could find the uncanny silence and mystery of the
chapel conducive to the practice of Yoga meditation.

The idea of a chapel in the modern world that was to convey
some kind of universal religious experience without subscribing
to a specific faith was, in fact, a dream that originated with
the Romantics, Runge himself, after all, 'had ptanned his Tageszeiten

geries as a sequence of new religious icons that were to be housed

in a specially designed chapel with specially composed mus;c; and

3
Friedrich's own Tetschen Altar, while alluding to more trad?lonal

Christian iconography, would still have been too heretic in its
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personal interpretation of the Crucifixion to be acceptable
anywhere but in a private chapel. More generally speaking, the
most passionate religious art of the Northern Romantics - Blake or
Palmer, Friedrich or Runge - was usually so unconventional in its
efforts to embody a universal religion outside the confines of
Catholic or Protestant orthodoxy - that it could only be housed in
chapels of the artist's own dreams or in a site provided by a
private patron. And this problem generated by the Romantics is

no legs acute in the later 20th century. What Catholic Church

would hang Newman's Stations of the Cross, but what art museum

seems sufficiently sanctified to house them?

-The Rothko Chapel itself perpetuates these Romantic difficulties
of conveying an-authentic religious experience in a modern world of
doubt, In both architectural and pictorial terms it does so by
allusion to essentially moribund religious traditions. The octagonal
plan of the building - first projected by Philip Johnson but then
altered by Howard Barnstone and Eugene Aubry - evokes the form of a
Catholic baptistery, such as the 11th century baptistery at Torcello
which actually inspired it. And the paintings, too, evoke a
traditional religious format, the triptych, a format that Tack
himself had almost emptied of its Christian subject in his All Souls

triptych, whose geep blue voids prefigure Rothko's own dark and
Yy
resonant spacas\/ On three of the chapel's eight walls - the

central, apse-like wall, and the facing side walls - Rothko

provided variations on the triptych shape, with the central panel
alternately raised or level with the side panels. Yet these

triptychs, in turn,~are set 1nto @apposition with single panels,

which are first seen as occupying a lesser role in the four angle walls
but which then rise to the major role of finality and resolution

in the fifth single panel, which, different in color, tone, and
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proportions, occupies the entrance wall, facing, as if in response,
the triptych in the apse, It is as if the entire content of
Western religious art were finally devoid of its narrative complex-
ities and corporeal imagery, leaving us with these dark, compelling
presences that pose an ultimate choice between everything and nothing.
But the vany r;Lt that they create their own hierarchy of mood,
shape, and sequence. of uniqueness and duplication, of increasingly
dark and somber variations of plum, maroon, and black, suggests

the presence here of some new religious ritual of indefinable,

yet universal dimensions, And in our secularized world, inherited
from the Romantics, a world where orthodox religious ritual was

so unsatisfying to so many, the very lack of overt religious
content here may make Rothko's surrogate icons and altarpieces,

experienced in a non-denominational chapel, all the more potent

o
in their evocationfdfthe transcendental .
Vo
With this in mind, one may again raise the question with

whdih this book began: are the analogies of form and feeling

between Friedrich's Monk by the Sea and a péinting by Rothko merely

accidental, or do they imply an historical continuity that joins
them? To which, perhaps, another question might be posed:s could

it not be said that the work of Rothko and its fulfillment in

the Houston Chapel are only the most recent responses to the dilemma
faced by Friedrich and the Northern Romantics almost two centuries
ago? Like the troubled and troubling works of artists we have I
traced through the 19th and 20th centuries, Rothko's paintings

L o fevhn
seek the sacred in thﬁﬂworld of the secular.
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P. 191.

-1 -
\/On this and other solir and lunar paintings by, Dove, see Frederick S.

Wight, Arthur G, Dove, Berkeley and Los Angeles, 1958, pp. 66ff.

\'S/In §4ill's catalogue statement, for ?.1_-1*;9.0_2__5’“_9.!‘.1_2%'!3,’ New Yofk, The

Museum of Modern Art, 1952, Pp. 21.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
MoMA Exhs. 1148.12

The Museum of Modern Art Archives, NY

dhapter VITI, Moolnoten Rogenblum M3

"‘.-nl.r.l in Sandler, op. cit., p. 167.

-\“; t_!‘_'l |“.‘

\
:/ See Thomns B, Hess, n‘lr_‘lﬁtt.__ﬂ_";""‘f”l"ﬁ' New York, The Museum of Modern ATt,

19714, p. 52.

\'” Vol. 1, no. 6, Dec. 15, 1948, pp. 51-53.

1
'\ll_/ Hesa, op. cit., p.56.

y ibid., pp. Haff.

\"'H//ih_i_d_._, pp. 82-83.
l/l‘n the gt_-z_t_inn_n_of the Cross, see the important essay by Lawrence
Allovay in the exhibition eatalogue, Barnett Newman: The Stations of the Cross,

Lema $nbachthani, New York, The Solomon R, Guggenhrim Museum, 1966.

|
‘1\/'['\19 relationship between thx Jewish abstract artists and the traditions
-
of Jewish iconoclasm was sugrgested briefmly but provocatively in George

1. W-milton, "Painting in Contemporary America," Burlington Magnzine, CII,

¥~y 1950, p. 193.

\J¥ TH "The Romntics were Prompted," Possibilities 1, no. 1, Winter
1047-8, p. 84: oted in Sandler, op. odte, pe L5

\]/’ for many perceptive commenta on Rothko and Homantioc tr1ditions, inclu-=
din- xef analogies with Friedrichk see Brian O'Doherty, "Rothko," Art
Il‘l_TiC"(‘_ﬂ_'!_i;i_o_I‘l‘lll, XIV, 20 Oet. 1970, pp. 30-44.

\:2:; In Selden Rodman, Conversations with Artasts, New York, ®95T, pp. 93-4,

fhis important statement was called to recent critical attention in William
5eitz, "Mondrian and the Igsue of Relationships," Artforum, X, Feb. 1972,
p. 74, note 3.

f} for some useful accounts of the chapel and its history, see D. de Ménil,’
"Rothko Chapel, Tnstitute of Religion =nd Human Development, Houston, Texas,"
Art Journal, XXX, sprint 1971, pp. 249-51% David Sr'mll, "Rothko Chapel =
the pﬂnwtm-'.q Pinal txxe Testament," Smithsoninm, April 1971, pp. 46-541
J. P. Warandel, "Une shapelle oécumeni jue au Texas." L'Oeil, no. 197,

May 1971, pp. 16=19.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs. 1148.12

Chapter VIIT, footunotes -3- Rosenblum Mg

LIFor a general consideratdon of the trintyeh as an expressive format,

tracing its evolution from figurative to abstract examples (such as that

of 1957-58 by Heinz Kreutz), see Klaus Lankheit, J:}_'_i;i_'f_‘rvi_'gtthoq als Pathos-
E’.{“ﬂ (Abhandlun-’;en der Heidelberger Akademie der Hiasensch:;f'ten-: vn'o. _4)‘,
Heidelberg, 1959. '




