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Chapter 1: Introduction

Race ad Gender in the Reception of Frankenthaler, Lewis, Thomas, and Tobey

Art history begins by lookingThis very act, however, is socially constructed,;
how we look and interpret an object is dependent upon our social position and
conditioning, and the timand place in which we live and experience that oBjeks.

a result, a work of art commences its journey into history before it is made, with
many of its formal elements determined by societal construction and knowledge
about the artist. From the momerthe artist is born to the moment of creation and

the workOs eventual entry into the stream of commerce, art history is a companion to
the subject, its maker, and all participants in its recef@®uciety, mentors, galleries,
museums, and even the aitbrians themselvestheword OloolOthereforejs a

verb involving the active participation of all involved, each bringing a wealth of

personal and cultural contextlcs or heract of looking. This act forever transforms

! See Michael BaxandalRainting & Experience in FifteentBentury Italy(Oxford: Oxford

University Press]972, 1988). Baxandall argues that the viewerOs Ogeneral experienceO determines
much of his or her undstanding of a work of art. 1bid., 35. While Baxandall focuses on fifteenth

century ltaly, his observations have broad applications across art historical periods. He asserts that the
ways in which we observe an object Owill depend on many thipgsicuarly on the context of the
configuration . . . but not least on the interpreting skills one happens to possess, the categories, the
model patterns and the habits of inference and analogy: in short, what we may calbgniide

styleO Ibid., 280.

See alsdohn BergerWays of SeeinfNew York: Penguin, 1990). Berger discusses the importance of
context in viewing and interpreting works of art. As such, an individualOs experience of a work of art
is dependent on both the actual display of the ¢lajgevell as the experiences leading up and
simultaneous to the interaction with the object. Berger begins his book by noting, OSeeing comes
before words. The child looks and recognizes before it can speak. But there is another sense in which
seeing coras before words. It is seeing which establishes our place in the surrounding world; we
explain that world with words, but words can never undo the fact that we are surrounded by it.O Ibid.,
7.

2 Examining the relative meaning of a work of art, Bergeal@rs, OThe way we see things is affected
by what we know or what we believe . . . We never look at just one thing; we are always looking at the
relation between things and ourselvet(d., 8-9.



the work of art into a medium through which a message is communicated to the
observer.

This dissertation examines the art world’s reception of four artists: Helen
Frankenthaler (1928-2011),> Norman Lewis (1909-1979),* Alma Thomas (1891-
1978),” and Mark Tobey (1890-1976).° Using case studies, I explore the paradigms
of race and gender, components connected by difference and relegation, to interrogate

the reception of these artists.” My definition of race and gender, explored briefly

? Key texts on Frankenthaler include: Dore Ashton, “Helen Frankenthaler,” Studio International 70,
no. 868 (August 1965): 52-55; E.C. Goossen, Helen Frankenthalerexh. cat. (New York: Rapoport
Printing Corporation, 1969); Barbara Rose, “Painting within the Tradition: The Career of Helen
Frankenthaler,” Artforum7, no. 8 (April 1969): 28-33; Barbara Rose, FrankenthaleNew York:
Harry N. Abrams, Inc., 1970); Carl Belz, Frankenthaler: the 1950sxh. cat. (Waltham,
Massachusetts: Rose Art Museum, Brandeis University, 1981); E.A. Carmean, Jr., Helen
Frankenthale: A Paintings Retrospectiyexh. cat. (New York: Harry N. Abrams, Inc., 1989); and
John Elderfield, FrankenthalenNew York: Harry N. Abrams, Publishers,1989).

* Key texts on Lewis include: Norman Lewis: From the Harlem Renaissance to Abstragtidn cat.
(New York: Kenkeleba House, Inc., 1989); Ann Eden Gibson, “Recasting the Canon: Norman Lewis
and Jackson Pollock,” Artforum 30, no. 7 (March 1992): 66-73; David Craven, Ann Eden Gibson,
Lowery S. Sims, and Jorge D. Veneciano, Norman Lewis: Black Paiirtgs 19461977, exh. cat. (New
York: The Studio Museum in Harlem, 1998).

> Key texts on Thomas include: Robert Doty, Alma W. Thomas: Recent Paintings, 19876 exh. cat.
(New York: Martha Jackson, 1976); Merry A. Foresta, A Life in Art: Alma Thomas, 1891978 exh.

cat. (Washington, DC: Smithsonian Institution Press, 1981); and Alma W. Thomas, A Retrospective of
the Paintingsexh. cat. (San Francisco: Pomegranate, 1998).

% Key texts on Tobey include: Fourteen Americansxh. cat. (New York: The Museum of Modern Art,
1946); Wieland Schmied, Tobey(New York: Harry N. Abrams, 1959); William C. Seitz, Mark Tobey
(New York: The Museum of Modern Art, 1962); Mark Tobey: Paintings from the Collection of Joyce
and Arthur Dah] exh. cat. (Paolo Alto, CA, 1967); John Russell, Mark Tobeyexh. cat. (London:
Hanover Gallery, 1968); Joshua C. Taylor, Tribute to Mark Tobeyexh. cat. (Washington, DC:
Smithsonian Institution Press, 1974); and Eliza E. Rathbone, and Mark Tobey: City Paintingsxh. cat.
(Washington, DC: National Gallery of Art, 1984).

7 Artists and some academics have attempted to break new ground on issues of race and gender. From
Linda Nochlin to Mary Garrard and Norma Broude, from Martin Berger and Kymberly Pinder to
Adrian Piper, art historians and artists have established new, original, and important theories of race
and gender, and thus, innovative ways to approach and understand the topics. See Linda Nochlin,
“Why Have There Been No Great Women Artists?,” in WomenArt, and Powerand Other Essay
Linda Nochlin, (New York: Harper & Row, Publishers, 1988); Norma Broude and Mary D. Garrard,
“Introduction: Feminism and Art in the Twentieth-Century,” in The Power of Feminist Art, The
AmericanMovement of the 19700s, History and Impast Norma Broude and Mary D. Garrard
(New York: Harry N. Abrams, Inc., Publishers, 1994), 10-29; and Kymberly N. Pinder, ed., Raceing
Art History: Critical Readings in Race and Art Hista@yew York: Routledge, 2002); and Martin A.



throughout this chapter and in more detail in ¢begoseven and eight, is subtle,
nuanced, and historically shapedRaceand gendepermeateAmerican society,
affecting not only how we view one another, but also how we understand and
interpret ourselve$.As such| study the relative impaahce of rae and gender in
the artists@ritical, academic, museum, gallery, and market reception imitheto
latter-half of the twentieth century;examine their kres through thi¢ens in order to
determine how these constructioaected the reception of tineareers and
norfigurative creations Althoughissues of class and age inatity become
evident, my focus remaimace and gendefThrough thisexploration | determine

thatwhile concerns about race and genderearerpresentthese components

Berger,Sight Unseen: Whiteness aAcherican Visual CulturéBerkeley: University of California
Press, 2005).

& Michael Omi and Howard Winant detail the complex history of race in the second half of the

twentieth century irRacial Formation in the United States: From the 1960s to the<19%80bey

explain, Oln the 1960s, race occupied the center stage of American politics in a manner unprecedented
since the Civil War era a century earlier. . . The 1970s, by contrast, were years of racial quiescence
when the racial minority movements of theevious period seemed to wane. . . Issues of race have

once again been dramatically revived in the 1980s, this time in the form of a ObacklashO to the political
gains of racial minority movements of the past.0 Michael Omi and Howard WRaaid| Formaion

in the United States: From the 1960s to the 198w York: Routledge, 1994), 2. The authors
underscore the changing nature of race in American society. Omi and Winant explain that racial
discord permeated the period. the 1970s, for example, htiugh the Ointense conflictO of the

previous period faded, Oracial oppression had hardly vanished, but conflicts over race receded as past
reforms were institutionalized.O Ibid. Race thus remained a significant issue through the second half
of the twenteth century, although one can observe its fluctuations in American consciousness and
politics. Underscoring this point in their critique of other theories of race, the authors write, Oln
general, theoretical work on race has not successfully graspehiftrgsature of racial dynamics in

the postwar U.S., a failure which sparked important challenges as postwar racial events appeared to
conflict with the predictions of theory.O Ibid. Similarly, the reception of Frankenthaler, Lewis,

Thomas, and Tobeyeveals ebbs and flows of concern for race (and gender), wherein this ubiquitous
issue shifts between explicit, veiled, and nuanced manifestations.

% See Omi and WinanRacial Formation in the United States: From the 1960s to the 1990s

191 descrbe the abstracted styles of trists studied herein as Ofigurative,O as opposed to
Oabstract,O to specify the kind of depictions they pursued. While nature and natucdtéarms

inspired these artistthey excluded figurative forms from these k&rand portrayed their ideas

without direct reference to the physical world. Therefore, they did not make the decision to abandon
all reference to nature in favor of total abstraction.



fluctuate in the reception between overt and indirect manifestatibhecdmes clear
that race and gender are malleadnid play varying rolesn the reception of the
artists. This study reveals that regardlesshofv the artists defined themselves,
concepions of race and gendaffectedinterpretations ofheir norfigurative
creations.

In my approachl, employ reception theory as a means of expanding the art
historical discourse on micentury American artists, explorimig when, and how
individuals, institutions, and theultureinfuse race and gender into assessments of
norfigurativeworks of art*! | also bok carefully at thauction sales volume and the
market value of each artistOs wdtk3his quantitative trend analysis provides
additional suppd to my qualitative study and interpretatioAlthough auction sales
simultaneouslyroveto be another manipulated component of receptiomarket
databothreinforces other modes of receptiand affects how we think about these

artists. It underscoesthe constructed nature of receptiofhesemethodologies

1 Key texts on reception theory include: Hans Robert Jdussard a Aesthetic of Receptiptrans.
by Timothy Bahti (Minneapolis: University of Minnesota Press, 1982); Robert C. Hakdeption
Theory: A Critical Introductior(London and New York: Methuen), 1984; Robert C. HolDipssing
Borders: Reception Theory, Pssucturalism, DeconstructiofMadison: University of Wisconsin
Press, 1992; Hans Robert Jauss, OThe Identity of the Poetic Text in the Changing Horizon of
Understanding,O Reception Study: From Literary Theory to Cultural Studésts. James L. Machor
and Philip Goldstein (New York: Routledge, 2001); Philip Goldstein and James L. MachoNeds.,
Directions in American Reception Stu@xford: Oxford University Press, 2008).

2 |mportant texts and articles on the art market incluttelerstanding Intetational Art Markets and
Managemented. lain Robertson (London and New York: Routledge, 2005); Olav Velirallsng
Prices: Symbolic Meanings of Prices on the Market for Contemporar§PAirtceton: Princeton
University Press, 2005); Kate Taylor, OAantHouses vs. DealersT@e New York Sumpril 16,
2007, accessed September 2807, http://www.nysun.com/article/52493i Weiwei, Amy
Cappellazzo, et al., OArt and Its Markets: A Roundtable Discusgitfg@im Internationa(April
2008): 292303.

3 From families withholding works of art from the auction block, to dealers buying art objects in mass
from auction houses, to buyers manipulating prices for a variety of reasons, the art market provides a
useful numerical history of reception, albeit onattis malleable. See chapter two and the concluding
remarks in chapters three, four, five, and six, for a more detailed discussion of the auction market.



intersecto render a picture aohice,gender, and the marketplace as subjectore
different ends.All together, these modes of reception form a constellation of
manipulation factors.

Art world reception icomposeadf the interpretations of a variety of
individuals, includingartists, critics, gallery owners, museum directors and curators,
auction house officials, and academics. These subgroups constitute a community
within the larger wble, andpossessastly diverse social and political opinions.

Each hagts own needs, views, and so@gonomic interestsvhich serve to shapts
subjectiveoutlook. One way tgain a nuanced understanding of reception, and
therebyascertain how thesegments of the art world approadiartists and objects

is to study the critical and financial success of artists of different races and genders
over the mid to latter half of the twentieth centtity.

Race has been a dominant issue throughout theyhisttine United States.

From slavery to the Civil War, from Plymouth Rock to the massive immigration

! For an analysis of the social construction of race, see: Ruth Frankefber§ocial Construain of
White Women, Whiteness, Race Mat{ktmneapolis, University of Minnesota Press, 1993); Omi and
Winant,Racial Formation in the United States: From the 1960s to the 19@®s HannafordRace:

The History of an Idea in the WeBaltimore: The JohsiHopkins University Press, 199&)imber|Z
Crenshaw, et alCritical Race Theory: The Key Writings that Formed the Moveifisw York: The
New Press, 1996} heories of Race and Racisets. Les Back and John Solomos (London:
Routledge, 2000); Martin Aerger,Sight Unseen: Whiteness and American Visual Cyliagila S.
Rothenbergyhite Privilegg(New York: Worth Publishers, 2011).

15 John Hope Franklin and Alfred A. Moss, Jr., provide a comprehensive history of African Americans
in their importanteéxt, From Slavery to Freedom: A History of African Americadshn Hope

Franklin and Alfred A. Moss, Jrisrom Slavery to Freedom: A History of African Americ@dsw

York: Alfred A. Knopf, 2005). Following Carter G. WoodsonOs 1922 groundbreaking $tiftican
American history, general texts which include broad histories of African Americans include: Mary
Frances Berry and John W. Blassingabmng Memory: The Black Experience in Amei(isiew

York: Oxford University Press, 1982); Philip S. Forteistory of Black Americans: From the
Emergence of the Cotton Kingdom to the Eve of the Compromise of\¥85@pprt, CT: Greenwood
Press, 1983); Eli Ginzberg and Alfred S. Eichffegublesome Presence: Democracy and Black
AmericangPiscataway, New Jersey: Tigaction Publishers, 1993), and Henry Louis Gates, Jr. and
Cornel WestThe AfricanAmerican Century: How Black Americans Have Shaped Our Ce(itiany
York: Simon & Schuster, 2000). Significant texts on African American women in United States



boom in the late nineteenth and early twentieth centuries, race has been an ever
present issue in the discoursetlook, and ideologyf this nation:® After World

War Il, and along with the advent of the baby boom, race crept to the forefront of the
American psyche, with the quest for equality peaking in the 1960s with the Civil
Rights Movement and major acts of Congress on equality, such as the gig Ri

Act of 1964 and the Voting Rights Act of 1965.

In the postcivil rights era, race has maintained its importance in the fabric of
American life. Throughout the 1970s, 1988sd into the 1990s, the issofeequal
opportunity, the discussions of multilturalism, and the integration of racial and
ethnic groups moved from the halls of Congress and the Supreme Court to Main
Street’ Beginning in the 1980s, the United States began to experience another

immigration boom from Asia, Africa, and the MiddlegEaransforming diversity

history incude: Darlene Clark Hindglack Women in Amerio@New York: Oxford University Press,
2005), and Jacqueline Jonkapor of Love, Labor of Sorrow: Black Women, Work, and the Family
from Slavery to the Presefitew York: Basic Books, 2010). Particularly siigant collections of

African American historical materials are located at Fisk University and Hampton University, as well
as the James Weldon Johnson Collection at Yale University, the Schomburg Center for Research in
Black Culture at the New York Publidbrary, and the Moorlan&pingarn Research Center at Howard
University.

16 Omi and Winant explain that while race has remained at the forefront of the American social and
political outlook historically, our understanding of its definitions has shiffgtey note, OThe

variation both reflects and in turn shapes racial understanding and dynamics. It establishes often
contradictory parameters of racial identity into which both individuals and groups must fit.tO Omi and
Winant, Racial Formation in the Unité States: From the 1960s to the 199®s By way of example,

these scholars describe the changing definitions of race within the United States census: OGroups such
as Japanese Americans have moved from categories such -aghdagh OOriental,® or singpBtherO

to recent inclusion as a specific OethnicO group under the broader category of OAsian and Pacific
Islanders.OO This example is but one illustration of the fluid and malleable understanding of racial
identity in the United States. Ibid.

" SeeMichael Eric DysonReflecting Black: AfricasAmerican Cultural Criticisn{Minneapolis, MN:
University of Minnesota Press, 1993) and Cornel WRate Matter§New York: Vintage, 1994).



from a theoretical construct to an active part of the everyday lives of Ametfcans.
This influx also brought difference to the surface of American life. While immigrants
to the United States could earn official citizenshipturally they were distinguished
from the rest of the population, with society underscoring physiological differences
and correlating such elements to ability, intention, and mental*&tate.

Gender, too, has been integral to acé®siso socially construeid, the
characteristics and attributascribedo males and females, thereby comprising
gender, have altered throughout American history to accommodate the stefihg
of the cultureatlarge?* Gender is neither fixeshor OnaturalO and inherent. Heat
gender is determined by the repetition of culturally constructed acts, which change

throughout history depending on what a particular society in a certain time deems

'8 Samuel P. Huntingtonho Are We? The Challenges to AmericaOs hatidentity(New York:
Simon & Schuster, 2004), 19D07.

9 See Robert Miles, OApropos The Idea of ORaceO . . . Agahebries of Race and RacishB0.

See Howardinn, A People's History of the United States: 1492 to the Prédiw York: Harper

Collins, 2005) for a revisionist account of United States history, in which Zinn examines United States
history through the lens of marginalized members of American society.

2\Writing on midcentury abstract artists, Lisa Saltzman argues, Oln theiutitmitof masculinity to
canvases painted by male artists and femininity to those painted by female artists, critics asserted the
fundamental primacy of sexual difference, and did so precisely at the moment when gender boundaries
were seen as being in dangé disappearing, both artistically and socially.i®a Saltzman,

OReconsidering the Stain: On Gender and the Body in Helen FrankenthalerOs PaiRtotaitning

Female Agency: Feminist Art History After Postmodernisds., Norma Broude and Mary Dar@ard
(Berkeley: University of California Press, 2005), 379.

Additionally, Saltzman asserts that ageamination of abstraction is rare. She argues, ODespite the
prevalence of a gendered metaphorics in the reception of abstraction, very littlerndsrxeéo

analyze its implications, either for New York School painting or for the interpretation of abstraction
more generally. Even in the work of the first generation of feminist art historians who explicitly took
on questions of gender, the interptigta of abstraction was never the primary object of inquiry.O

Ibid., 374.

21 SeeJudith ButlerGender Trouble: Feminism and the Subversion of Ideitigpv York and
London: Routledge, 1990).



acceptable.”” Historically, gender studies have focused primarily on women.
However, scholars have more recently integrated masculinity studies into the larger
rubric of gender studies, thereby acknowledging that gender, in fact, refers not only to
women, but to men as well.”®  As such, gendered constructions of males are rooted in
social expectations and stereotypes, with society judging men by how they conform
to or defy such ideas. I discuss the importance of masculinity studies within a reading
of the reception of these artists in general, and Norman Lewis and Mark Tobey
specifically, in more detail in chapter eight.

Access for women reveals a long history.* Feminist movements of the late
nineteenth and early twentieth centuries focused primarily on suffrage and on
asserting women’s voices in the political system.”> From the Seneca Falls
Convention in 1848 to suffragist proponents Susan B. Anthony, Elizabeth Cady
Stanton, and Julia Ward Howe, women achieved suffrage only in 1920. The

Nineteenth Amendment did not, in reality, bring voting rights to all. African

22 See these important texts on the social construction of gender: Simone de Beauvoir, The Second Sgx
trans. H. M. Parshley (New York: Vintage, 1989); Whitney Davis, “Gender,” in Critical Terms for Art
History, eds. Robert S. Nelson and Richard Shiff, (Chicago: University of Chicago, 1996, 2003), 330-
344, and Judith Lorber, “Believing is Seeing: Biology as Ideology,” Gender and Society (1993):
568-581.

 See Maurice Berger, Brian Wallis, and Simon Watson, eds., Constructing MasculinityNew York:
Routledge, 1995); Michael Kimmel, The Gendered Societyfew York: Oxford University Press,
2009); and Harry Brod and Michael Kaufman, eds., Theorizing Masculinitie§L.ondon: Sage, 1994).

** This history is marked by varied approaches of feminism. Chadwick explains, “Within feminism,
there are now multiple approaches . . . Some feminists remain committed to identifying the ways that
femininity is evidenced in representation, others to producing a critical practice that resists positioning
women as spectacle, or object of the male gaze. Still others are concentrating on critiquing and/or
transforming coercive, hierarchical structures of domination.” Whitney Chadwick, Women, Art, and
Society (London, Thames and Hudson, 1990), 14.

3 Kristin Rowe-Finkbeiner, The F Word: Feminism in Jeopar@ymeryville, CA: Seal Press, 1994),
23.



American women and mawere still prohibited from voting® African American

women, in particular, faced rhilevel discrimination based dheir race and se¥X.
WomenOs advocacy culminated in the womenOs movement of the late 1960s

and 1970s, with proponents focused on reprodectghts, workplace inequality, and

the family?® Despite gains, womemave yet to achieve parity with men in income

earned for the same woritre less encouraged than men to run for political office,

and regularly battle discrimination that has seeptxthre common vernacular

disguised as lighbearted and witty speeéh.This hindrance in societal access

influences the art world, where women artists are generally relegated to its periphery.
Race and gender thus form a conceptual framework through tehestamine

the nuances dheartworld reception ofFrankenthaler, Lewis, Thomas, and Tobey

These components prove to have been significant factors in analyzing and

understanding their artistic outputfocus onthese artistto reveal how the coded

2 |pid., 22-23.

" political historian Zillah Eisenstein asserts, Olssues of racism and sexism form a major part of the
political landscape of the United States. The two issues sometimes require women of color to choose
between and against theahges.O Zillah R. Eisensteifhe Color of Gender: Reimaging Democracy
(Berkeley: University of California Press, 1994), 199. See Angela Y. Dé\dmen, Race & Class

(New York: Vintage, 1983)Chandra Mohanty, OUnder Western Eyes: Feminist Scholarship a
Colonial Discourses,Beminist Revievd0 (1988): 6185; KimberlZ Williams Crenshaw, OMapping the
Margins: Intersectionality, Identity Politics, and Violence Against Women of Colo@tical Race
Theory: The Key Writings that Formed the Movemeds KimberlZ Crenshaw, et al. (New York: The
New Press, 1995Kobena MercerWelcome to the Jungle: New Positions in Black Cultural Studies
(New York: Routledge, 1994); bell hooksminism Is for Everybody: Passionate PolitiB®ston:

South End, 2000); arPatricia Hill Collins,Black Sexual Politics: African Americans, Gender, and the
New RacisnfNew York: Routledge, 2005).

28 SeeBetty FriedanThe Feminine Mystiqug.ondon: Penguin Books, 1982), and Arlie Russell
Hochschild,The Second ShifNew York: Penguin Books, 2003).

29 Naomi Wolf, The Beauty Myth: How Images of Beauty are Used Against WiieenY ork:

Harper Perennial, 2002), 49. S@ail Collins,When Everything Changed: The Amazing Journey of
American Women from 1960 to the Preqd&ew York: Little, Brown and Company, 2009) for an

account of womenOs accomplishments in the United States from mid century to the first decade of the
twenty-first century.



discourse of race and gender has shaped their reception. Through my exploration of
the effect of race and gender on the reception of these artists, I maintain that they
were significant and influential modern artists who achieved recognition and success.
My intention, thus, is not to diminish their importance, but rather to explore how race
and gender influenced the art world’s understanding of them. I am interested,
therefore, in the nuances of their reception, which I have incidentally recognized is
perpetuated in various forms into the contemporary moment. They serve as case
studies in my dissertation to elucidate how the art world interprets artistic production

through constructs of race and gender.”

Selection ofheArtists

Frankenthaler, Lewis, Thomas, and Tobey provide a useful comparative
model because they were artists of different races and sexes who worked in
nonfigurative idioms during overlapping periods. These artists are generationally
divided, thereby spanning a broad historical period. Mark Tobey came of age as an
artist during a time that was fundamentally different from that of Frankenthaler,
Lewis, and Thomas. The comparison of their careers and output, nevertheless, is apt;

it allows for the appreciation of the intersections and disjunctures in the reception of

%% There are several trailblazers who challenged a traditional art historical model. Linda Nochlin’s
1971 groundbreaking article, “Why Have There Been No Great Women Artists?,” incisively probes
the formation of art history as a form of critical inquiry, and specifically, how and by whom, that
canon is constructed, and who is thus omitted. In 1982, Griselda Pollock and Rozsika Parker
published Old Mistresses: Women, Art, and ldeol@y¢w York: Pantheon, 1981). With it, they
provided a theoretical model that questions privilege within the discipline and why art historians focus
primarily of male artists to the exclusion of female artists. Scholars Norma Broude and Mary D.
Garrard edited Feminism and Art History: Questioning the LitaiNashville, TN: Westview Press,
1982), followed by The Expanding Discourse: Feminism and Art Hist@¥gshville, TN: Westview
Press, 1992), and Reclaiming Female Agency: Feminist Art History After Postmoderof2905, key
works that are integral anthologies to feminist art historical scholarship.
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four distinct artists, whereby changing approaches to understanding art and artists
may be observed. I chose painters working in nonfigurative form as opposed to
representational artists because there is no inherent manner in which to read race and
gender in the pigment and fracture of their work, whereas representational artists may
overtly explore aspects of identity.

Frankenthaler and Thomas deflected attention from their race and gender in
interviews, whereas Lewis confronted the subject of race, while Tobey focused on his
religious and artistic journey. All four artists achieved significant art world attention.
Yet critics and scholars often overtly and invariably read Frankenthaler’s, Lewis’s,
and Thomas’s works through their respective biography, while reserving a position of
universalism for Tobey, which I argue is a code for whiteness, and describing him in
more subtle, veiled terms.

Mark Tobey created his nonfigurative works to convey his interest in the
formal properties of painting. Additionally, his works allowed for the spiritual
exercise of an unconventional religion and his propensity toward Asian artistic and
cultural influence, which directly affected how he approached painting. Interestingly,
his nonfigurative painting style, primarily void of direct, detailed, or clear
representational forms, veiled his sexual orientation and provided the space in which
he could express himself without trepidation about the reprimanding voice of the
critic. Reminiscing on his mid-1940s shifting style from figuration to nonfigurative
form, Tobey admitted in 1962, “if I really were to paint what [ want . . . I’d paint

men 9931

*! Christopher Reed, “Imagining Identity: Sexuality, Regionalism, and Legacy in Mid-Twentieth
Century American Art,” “Hide/Seek” Scholarly Symposium, National Portrait Gallery, January 29,
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Helen Frankenthaler, Norman Lewis, and Alma Thomas’s mature styles are
marked by a primary concern with the formal properties of painting, often inspired by
nature and natural forms. These artists remarked on gender and race bias, but in
different ways. Frankenthaler and Thomas avoided direct reference to the impact of
gender- and race-based bias on their careers, with Thomas even shifting the
conversation to one of work ethic, insisting that hard work is the primary determinant
of success. After the mid to late 1940s, Lewis reserved his art for an exploration of
formal properties, utilizing interviews and activist platforms to express his views on
racism and racial discord.

Thus all four artists were concerned with the mechanics of painting and as
such, explored nonfigurative themes in which they exploited palette, line, form, and
shape. Additionally, however, they may have sought nonfigurative form, in part, for
its apparent ability to mask aspects of the self from a critical world. Their reception,
however, reflects the consistent concern of critics, scholars, museum curators, boards,
and directors, gallery owners, and the marketplace, for their biography.

The individual comparison of these artists to one another also reveals
fascinating parallels and distinctions. First, Alma Thomas and Mark Tobey were both

born in the early 1890s, outside of New York, in the Deep South and Midwest,

2011. Much of Tobey’s criticism, discussed in detail in chapter six, subtlety suggests that Tobey fits
the mold of a “dandy.” From his interest in poetry and the performing arts, to his unconventional
living arrangements, critics and scholars regularly described the artist within the context of his interests
and persona as they probed his works. This construction, I argue, was the way critics suggested his
homosexuality without overtly broaching the subject of sexuality.

For an examination of sexuality and art, see: Richard Meyer, Outlaw Representation: Censorship and
Homosexuality in Twentieth-Century American Art (New York: Oxford University Press, 2002);
Jonathan D. Katz and David C. Ward, Hide/Seek: Difference and Desire in American Portraiture, exh.
cat. (Washington, DC: Smithsonian Institution, 2010); and Christopher Reed, Art and Homosexuality:
A History of Ideas (New York: Oxford University Press, 2011).
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respectively.Both were artistic throughotiteir childhoods, and encouragelly their
familiesto develop their artistic talent®\dditionally, whiletheystarted their
professional painting careers workingr@presentational forms, they quickly
discarded this idiom in favor eforfigurative form in which they explored the
nuances of line, form, and color. They represent two individuals of the same
generation who eventually paintednarfigurative form buttheir personal paths
towards the artistic destination suggesocial forces at workTobey, who remained
without significant formal drtraining throughout his life, receivesarly recognition
with aonepersorexhibitionin 1917at the famed Knadler Gallery in New York (see
chapter six for details on the showljhomas, on the other hand, excelled in school,
and particularly in her fine arts major in college.t ¥lee was not in a financial or
social position to devote her time exclusively to paintingl she retired from
teaching artbecominga professional painter in the 1950s and early 196@slers
in Washington, DCand New Yorkrepresented her, but she did not garner attention
from the bluechip galleries across New York (see chapter fiveé appendix two).
Next, gallery owneiMarian Willard represented Norman Lewis and Mark
Tobey through her New York gallery, and the artists knew each other. In fact, critics
often compared the two, concluding that LewisOs work repeated much of TobeyOs
innovation, and was therefomgerelyredundant (see chapter seven). Both,mat
little formal arts trainingandfrom workingclass familieswereinterested in
norfigurative formthroughout the middleaetades of the twentieth centuryhéir
outputreveals a particularly close focus line as an expressive devibewever

their works illustrate the divergent ways to explore sinfidamal concerns.
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Helen Frankenthaler and Mark Tobey, white, nonfigurative artists who were
able to financially support themselves through their artistic pursuits (which for Tobey
included regular teaching employment), function as brackets around all four artists;
Tobey was the eldest of the four, while Frankenthaler was the youngest. Both
achieved significant and early art world recognition, when they were in their mid-
twenties, as well as regular criticism throughout their careers. Furthermore, their
paintings have regularly sold on the auction block, with their auction records
numbering in the hundreds.

New Yorkers, Helen Frankenthaler and Norman Lewis, pursued art careers
from an early age. To support himself, however, Lewis maintained jobs outside of
the arts throughout his life, while Frankenthaler, although independently wealthy, was
successful enough in her arts career to support herself fully through this pursuit.
These artists were collegial, if not friendly, with key figures of Abstract
Expressionism, and yet they both maintained an artistic existence on the margins of
the movement. They were thus involved with important discussions about mid-
century art (through personal relationships or meetings), but were never central to any
such conversations. As such, Frankenthaler and Lewis were entrenched in Abstract
Expressionism, but represented a peripheral position in which to work and create.

Although the artistic careers of Helen Frankenthaler and Alma Thomas
overlapped, and both artists painted in a nonfigurative idiom, their differences are
evident, including their economic circumstances, locales, and opportunities. Their
similarities, however, are strikingly rich in number and depth. Frankenthaler and

Thomas worked into late age, with Thomas painting until she died in 1979 at the age
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of 86, and Frankenthaler, working until her death in 2011. Both artistiveelcart
school trainingand in fact, both were the Qartistic oneO in their fanBlab.
subscribedo anorfigurativemode of painting, with particular interest in the use of
color to express their ideas. Their work has been ededawvith nature,rad they

titled theirpaintingsafter natural elements. Each artist rejected conversation
regarding gender and race in various interviews, asserting that these components did
not affectheroutput or reception. Similarly owever critics have reatdoth atistsas
producing gended or racially inspired worksThey were also connected through the
very production of their paintings; Frankenthaler inspired key Washington Color
School artists, including Kenneth Noland, whose compositions, in turn, influenced
Thomas. This lineag#ustrates howsubsequerdrtists interpreted and adapted many
fundamental ideas inherent in FrankenthalerOs paintings.

And finally, Norman Lewis and Alma Thomagere African American,
norfigurative, mid-centuy artists, committe to art m&ing and yet never able to
financially support themselves exclusively throtilgéir professional art careers.
Generationally, educationally, and physically dividguty developed highly
individual norfigurativeidioms. These styles amnneted both by their interest in
the formal properties of paintingnd criticsO and scholarsO insistenagerpreting
their workthrough the lens of race and gender.

Curators included all four arti€bsoutput in exhibitions ptestigious
museums.The hemes of these shows, however, are varetidisclose how the art
world received and presentétk artists A review of their exhibition history reveals

thatcuratorsncluded TobeyOs paintings in a range of shows focused on
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contemporary, significant, drvanguard art and artists, and showed FrankenthalerOs
work in exhibitions that were styleased, with some designed primarily around
gender.Norman Lewis and Alma Thomas, too, received museum attention, albeit
significantly less than Frankenthaler and@&p(see @pendix twg. Of such a trend,
cultural historian Mauric8erger asserts, OOnly rarely do mainstream institutions
acknowledge AfricasAmerican artists who have engaged or modified more
traditional European cultural traditions. One need onlyktbi the exclusion of
prominent AfricarAmerican artists who worked in an Abstract Expressionist
idiomN Norman Lewis, Hale Woodruff and Romare Beafdérom the white
identified art historical canon of Abstract ExpressioniémMdrthermore, the
exhibitionsthat included Lewis and Thomas were primarily gender andbased.
Through all of their similarities, and despite their differences, constructions of
race and gender permeate the reception of Frankenthaler, Lewis, Thomas, and Tobey.
Thus, | predicad the selection of these artists not only upon their parallels as
significant twentietrcenturynorfigurative artists, but also upon the overlapping
racializedand gendered readings of their work, evident in the reception. Taken
collectively, these artis reveal the ways changing constructions of race and gender

influenced how the art world receivilttmover the course of their careers.

Overview of the Chapters

| begin with a study of the artists, analyzing their styles and paintngs

evaluating thenarket value of their paintings. | discuss several works by each artist

32 Maurice BergerHow Art Becomes History: Essays on Art, Society, and Culture inNRaystDeal
America(New York: Perennial, 1993), 15654.
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in detail. These paintings are indicative of the artists’ idioms or represent significant
shifts and transitions in the artists’ styles. They are works that I consider essential to
understanding the artists’ output and working methodology. My descriptions of the
works of art also show how scholars and critics superimpose race- and gender-based
readings on the artists’ paintings; a topic discussed in detail in chapters seven and
eight. Next, I compare the artists, and consider how race and/or gender are inflected
in their biography and work. I review and analyze the critical reception of their work,
and examine the nuances in that reception, including an interrogation of how museum
curators, gallery owners and art dealers, academics, and critics have evaluated and
valued their painting.

Feminist analysis and reception theory are integral to my work, and form
complementary tools for a reexamination of these artists’ output. Feminist analysis
informs my project as I work to explicate the relationship between sex, biography,
and the reception of paintings by these artists.”® Since reception is never static, but
fluid and ever changing, my project illuminates the shifting perspectives and
approaches of viewers, critics, and the art world in their experience of the paintings

by Frankenthaler, Lewis, Thomas, and Tobey. I thus utilize reception theory to

*3 Sarah Burns’ essay, “The ‘Earnest, Untiring Worker’ and the Magician of the Brush: Gender Politics
in the Criticism of Beaux and Sargent,” serves as an important influence for exploring this relationship.
In her work, Burns carefully examines the criticism of Cecilia Beaux and John Singer Sargent,
elucidating the linguistic discrepancies evident in the criticism. However, these differences are not
merely rooted in word choices, but rather function to uphold social hegemonic practices. Burns shows,
“the workings of language in manufacturing gender difference and hierarchy” and as such, examines
“the ways in which this language, which imposed gendered readings on paintings closely comparable
in subject and style, played a powerful role in support of a specific agenda.” Sarah Burns, “The
‘Earnest, Untiring Worker’ and the Magician of the Brush: Gender Politics in the Criticism of Beaux
and Sargent,” in Critical Issues in American Art: A Book of Readings, ed. Mary Ann Calo (Boulder,
Colorado: Westview Press, 1998), 178. She ascertains that in their reception of images, viewers
imbued their observations with factors distinct from the images themselves. In a similar manner, my
exploration of the reception of Frankenthaler, Lewis, Thomas, and Tobey, reveals that members of the
art world also incorporated socio-political ideas into their interpretations.
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critique the hegemonic discourse surrounding these artists and unravel the ways
critics and scholars have interpreted their paintings. Reception theory provides an
important theoretical model as it is rooted in the response of the viewer/reader and
places cultural and social differences at the center of critical inquiry. I examine the
varying ways critics, scholars, and art world members discussed, viewed, and
generally received these artists over the mid to latter part of the twentieth century.

Chapter two examines reception in the art world. It begins with an overview
and analysis of reception theory, a methodology integral to my work and central to
understanding how meaning is produced, interpreted, and received. Another essential
component of reception, and therefore addressed in this chapter, is the fractioning of
the art world. These subgroups, which construct and determine how the works of art
are publically received, have various interests and agendas that often stand in contrast
to one another, affecting how each receives works of art. Finally, this chapter broadly
explores race and gender in the art world as these elements pertain to the reception of
Frankenthaler, Lewis, Thomas, and Tobey. This chapter on reception is essential
because I am concerned with the study of the nature of the reception of these artists,
and how that reception shaped and affected their output and careers.

Chapters three, four, five, and six serve as the factual foundation of this
project. These chapters present the artists’ biographies and paintings to establish how
the art world received their work. In these chapters I examine their artistic
development, and present Frankenthaler, Lewis, Thomas, and Tobey’s personal and
professional similarities and differences. However, within each biography, I selected

areas to emphasize. As a result, these biographies are episodic rather than
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comprehensive and uninflected, allowing for my exploration of how reception shaped
the artists’ lives. Finally, I analyze key works from these artists’ careers to explore
the stylistic foci of the artists and advance a reading of their paintings that stands in
contrast to past scholarship. These chapters review the varying scholarship on each
artist. In particular, it becomes clear that the body of scholarship on Helen
Frankenthaler is significantly deeper and wider than the other artists. The effect of
this point is that her life and works of art have been considered, connected, and
explored from many angles. As a result, [ have had access to more scholarship on
Frankenthaler than the other artists, and been afforded the opportunity to consider the
numerous contributions of past scholars of this artist. Since critics and scholars
considered Lewis, Thomas, and Tobey less often and in less detail (particularly Lewis
and Thomas), I have not benefited as vastly from previous scholars in their
assessment of these artists.

In chapter seven, I analyze race in American art through the lens of the
reception of these artists and their paintings. Since the term ‘race’ holds different
meanings for various individuals and cultures, it is essential to explicate how I
employ the concept of race in my readings of the artists, and their output and
reception. I contend that the idea of race is not objective, but rather a fluctuating,
subjective interpretation intended to quantify and categorize minor, often physical,
distinctions, and relate such qualities to a person’s ability, mental state, heritage, and
culture.®® The concept of race has permeated modern American life, with overt and

subtle allusions to racial distinctions imbued into even the most benign of subjects.

* See Miles, “Apropos The Idea of ‘Race’ . . . Again,” 130.
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Both within and beyond academia, the meaning of the term ‘race’ is complex,
varied, and fluid, with an abundance of theories of race and passionate debates about
the existence of racial differences and the connection between race and physiological
and mental qualities. Ivan Hannaford explains that “the word ‘race,” as used in
Western languages, is of recent origin. It entered the Spanish, Italian, French,
English, and Scottish languages during the period of 1200 to 1500 and did not have

»33 Rather, it connoted a “swift course” or

the same meaning that we attach to it now.
a “trial of speed.”*® Roots of modern day connotations of the word, with implictions
of biological differences based on color, disposition, and culture, developed in the
late seventeenth century, when it was used alongside terms such as “ethnic group.”’
After the cultural and social uprisings of the French and American Revolutions,
Hannaford explains, “the idea of race was fully conceptualized and became deeply
embedded in our understandings and explanations of the world . . . the dispositions
and presuppositions of race and ethnicity were introduced—some would say
‘invented’ or ‘fabricated’—in modern times and were the outcomes of a vast
excrescence of recent thought on descent, generation, and inheritance.”*® Since this
historical period, people have maintained a staunch determination to define
themselves by such external qualities as hair, nose structure, and skin pigmentation as

a way of aligning with or distancing from other people, even contending that these

apects relate to an individual’s mental and psychological state and assuming that race

** Hannaford, Race: The History of an Idea in the West, 4-5.
% Tbid., 5.
> Ibid., 6.

38 Ibid.
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»3% Rather, Hannaford asserts that race is “fundamentally an

is a “historyless given.
Enlightenment notion used . . . to explain complex human arrangements, such as caste
and tribe, that are based on historical presuppositions and dispositions totally
antipathetic to both politics qua politics and to race.”** Condensing his extensive and
incisive research, Hannaford details, in his view, a brief overview of the schools of
thought on race. The writer asserts,

A diligent study of this voluminous material has demonstrated that,

there are three major hypotheses contending for ascendancy:

Locke/Linnaeus/Blumenbach, who observed that race is a fact and may

be categorized scientifically but cautioned that we should not be too firm

about its boundaries; Kant, who put race all down to soul, character, and

temperament inherited in the blood; and Hegel, who saw race as part of

the long developmental process of history moving toward greater rationality.*'
These writers reveal the history of the social construction of race, and the importance
of time and culture in shaping societal views on it. Those who followed these
thinkers mixed aspects of their theories to develop new concepts on race.
Additionally, and of great significance, the idea of superiority is inherent in the
construction of race. Academics and philosophers continue to develop and reference
theories of race, revealing the fluid nature of its construction as well as the fixation on
race that pervades Western society.

Within United States academic study, issues of race and race relations became

topics of focus in the early twentieth century.*” Central to many theories of race

* Ibid.

“ Ibid.

“'1bid., 274.

2 In fact, throughout the nineteenth century, pseudo-science used racial difference to justify slavery.

In the United States, certain, specific typologies were treated as racial categories, such as Caucasians
and African Americans, thereby distinguishing the American approach to race from counterparts in

21



throughout this period was, “the history of the construction and reproduction of the

idea of ‘race.””"

These theorists thus stand in contrast to nineteenth-century thinkers
on race, who, as sociologist Robert Miles explains, “asserted that the world’s
population is constituted by a number of distinct ‘races,” each of which has a

»* Early twentieth-

biologically determined capacity for cultural development.
century scientific evidence refuted such theories, paving the way for both criticism
and the development of a host of contemporary theories of race and racism.* Central
to these concepts is the assertion that race is a social and cultural construction. Art
historian Martin Berger explains, “polictically progressive scientists and historians
have embraced the concept of race as a social product, in part, because it so
effectively discredits group claims for racial superiority.”*® It was in the 1960s—the
period of the Civil Rights Movement and social upheavel and reform—however, that
a plethora of theories of race developed, with extensive expansion since the 1980s.’

I explore several interpretations of race in chapter seven, discussing it as a construct

in more detail.

Europe. In their critique of many theories of race, Omi and Winant argue against a reductive view of
race, noting, “Instead of exploring how groups become racially identified, how racial identities and
meanings changed over time, or how conflicts shape the American policy and society, ‘mainstream’
approaches consider race as a problem of policy, of social engineering, of state management . . . Part of
the confusion resides in the fact that race in the U.S. is concurrently an obvious and complex
phenomenon. Everyone ‘knows’ what race is, though everyone has a different opinion as to how many
racial groups there are, what they are called, and who belongs in what specific racial categories.” Omi
and Winant, Racial Formation in the United States: From the 1960s to the 1990s, 3.

* Miles, “Apropos The Idea of ‘Race’ . . . Again,” 125.
“ Ibid.

* Ibid.

46 Berger, Sight Unseen, 5.

" Les Back and John Solomos, “Introduction: Theorising Race and Racism” in Theories of Race and
Racism, eds. Les Back and John Solomos (London: Routledge, 2000), 6.
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I am also interested in the branch of race studies that includes focus on
whiteness.*® Martin Berger asserts that according to “contemporary scholars of race,
whiteness is clearly not a natural identity rooted in our genes but a malleable social

product.”

Indeed, Berger explains that inherent in whiteness studies is the
understanding that the Western construction of race and the classifying system it
employed is a social creation. Berger explicates, “Virtually every study of whiteness
opens with the academic commonplace that there are no significant genetic
distinctions between the races, and that our system of racial classification is an

invention of the West.”>°

Further, Berger notes, “there is no biological reason to
group human populations according to skin color.”' And yet within our culture, and
specifically the realm of the art world, race remains a significant factor in analyzing
the motivation behind nonfigurative components, such as palette and line. This
aspect of racialized discourse permeates my readings of the critical reception of the
artists herein. I explore how critics and scholars read constructions of whiteness and
blackness into the artistic output of Frankenthaler, Lewis, Thomas, and Tobey, and
the ways in which their constructed identity affects the canonization of these artists.
In chapter seven, I review the twentieth-century history of race in American
art, and consider the access granted or denied to these artists, and their reception by

their peers, academics, critics, the market, museums, and/or galleries. Part of the

investigation is to assess how the art world talked about these artists—what

* See Rothenberg, White Privilege.
* Berger, Sight Unseen, 4.
* Ibid.

S bid., 4-5.
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descriptive terms critics and scholars used and what elements of the artists’
biographies they incorporated into their writings. This close analysis of critical
language allows me to deconstruct its coded discourse, and investigate the extent to
which an artist’s constructed identity affected various forms of reception.

Chapter eight scrutinizes the artists’ output in terms of gendered
interpretations. It provides a brief overview of gender in twentieth-century American
art, and how academics, critics, the auction market, museums, and galleries received
female and male artists through the lens of preconceived stereotypes rooted in
constructed sex differences. This analysis also considers the extent to which buyers
responded to the formal properties of the paintings, as compared to the discourse
surrounding the works.

In my examination of gendered readings throughout this dissertation, I
understand gender to be a social construction rooted in perceived physical sex
differences. Sociologist Judith Lorber explains in her article “The Social
Construction of Gender,” that “for the individual, gender construction starts with
assignment to a sex category on the basis of what the genitalia look like at birth.”>
Expanding upon this system of categorization, the classifying system of gender serves
as a societal organizing principle. Lorber argues, “to explain why gendering is done
from birth, constantly and by everyone, we have to look not only at the way
individuals experience gender but at gender as a social institution. As a social

institution, gender is one of the major ways that human beings organize their lives.””

52 Judith Lorber, “The Social Construction of Gender,” in Women'’s Voices, Feminist Visions: Classic
and Contemporary Readings, eds. Susan Shaw and Janet Lee (New York: McGraw-Hill, 2009), 142.

3 bid., 143.
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Furthermore, this social system incorporates hierarchy and stratification. Lorber
asserts, “As a social institution, gender is a process of creating distinguishable social
statuses for the assignment of rights and responsibilities. As part of a stratification
system that ranks these statuses unequally, gender is a major building block in the
social structures built on these unequal statuses.”* So infused into American society
are these constructed social differences that they permeate our understanding of an
individuals’ abilities and intentions.

Such distinctions persist in the arts as well, affecting critical readings of artists
and their output. Thus not only does the gendering of American society affect
people’s expectations of abilities and capacities, but it also ranks those perceived
abilities and responsibilities. Lorber notes that within this system, “gender ranks men
above women of the same race and class . . . The dominant categories are the
hegemonic ideals, taken so for granted as the way things should be that white is not
ordinarily thought of as a race, middle class as a class, or men as a gender . . . these
categories define the Other as that which lacks the valuable qualities the dominants
exhibit.”>> This system directly pertains to critics’ readings of the artists discussed in
this dissertation; Frankenthaler was often understood as a wealthy woman who had

the luxury of approaching her craft in a leisurely way. Lewis’s status as a man was

5 Ibid.

Judith Butler also asserts, “The limits of the discursive analysis of gender presuppose and preempt the
possibilities of imaginable and realizable gender configurations within culture. This is not to say that
any and all gendered possibilities are open, but that the boundaries of analysis suggest the limits of a
discursively conditioned experience. These limits are always set within the terms of a hegemonic
cultural discourse predicated on binary structures that appear as the language of universal rationality.
Butler, Gender Trouble, 12.

3% Lorber, “The Social Construction of Gender,” 143.
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underscored, but within the context of his position as an African American from
Harlem. Thomas, on the other hand, was read through the lens of her position as an
elderly working African American woman whose nonfigurative creations were
unbelievable to critics due in part to her membership in so many marginalized
categories. Critics and scholars omit overt reference to sex and race from their
discussions of Mark Tobey. His homosexuality, however, served as one of his
marginalizing factors, wherein critics often cast his as a “dandy.”® I discuss these
aspects of gender in detail in chapter eight, where I also provide greater context into
the history of gender studies within academia.

Since my methodology incorporates feminist analysis, I explore in more detail
in chapter eight the history of feminism within twentieth-century United States.
Although the focus of feminist activism has changed throughout its history, there are
several fundamental core values central to feminist theory, including equality, justice,
and dignity.”” Women’s studies professors Susan Shaw and Janet Lee highlight these
values, asserting “feminism is inclusive and affirming of women; it celebrates
women’s achievements and struggles and works to provide a positive and affirming
stance toward women and womanhood.”® Females and males have interpreted these
values in different ways over time, and as the methods for best achieving these goals

have changed, feminism as a methodological construct has been amended and

*% His age, too, may have affected his reception, as he was significantly older than members of the New
York School and most other major mid-century artists working in abstraction and non-firgurative form.
Many critics prized youth. See Max Kozloff, “Art and the New York Avant-garde,” Partisan Review
31, no. 4 (Fall 1964): 539.

3" Susan Shaw and Janet Lee, “Women’s Studies: Perspectives and Practices,” in Women'’s Voices,
Feminist Visions: Classic and Contemporary Readings, eds. Susan Shaw and Janet Lee (New York:

McGraw-Hill, 2009), 11.

58 Ibid.
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transformed to include new visions and ideals. However, the aforementioned central
values are at the heart of feminism as a method for seeking equality among the sexes.
I discuss the various waves of feminism in chapter eight, as feminists within each
worked to achieve their goals with very different methods. While they share many
common theories, third wave feminists diverge from second wavers in fundamental
ways. Central to this chapter (and chapter seven as well) is the examination of how
the reception of the artists evolved among the different subgroups of the art world.
Their reception has changed in terms of its focus, language, and analysis.

Chapter nine concludes the dissertation. This chapter reviews and
summarizes the arguments. Recognizing the need for further research and work on
the concepts examined in this dissertation, this chapter shows how future work might
benefit from consideration of the explorations and points herein.

I adhere to the aforementioned format because it allows me to provide critical
material about each artist in a cogent manner. It enables me to discuss key works of
art in relevant points in the dissertation. And finally, this form provides ample
opportunity to examine issues of race and gender in a detailed, comparative way,
separating discussion of the artists’ lives from the nuanced analysis of race and
gender, and examining the circumstances of their lives and careers before infusing a

detailed discussion of race and gender.

Scholarly Influences

This dissertation provides a unique examination of Frankenthaler, Lewis,
Thomas, and Tobey. Heretofore, academics have primarily considered these artists

within a particular, often inhibiting, trajectory. Scholars frequently study Helen
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Frankenthaler within the context of Colorfield painting, the history of women artists,
or in a monographic study; they examine Alma Thomas primarily alone or alongside
other African American artists; academics consider Mark Tobey singularly, or place
him in a study where he is the reigning figure of the Northwest School; and finally,
scholars rarely consider Norman Lewis for singular study, instead examining his life
and output as they correlate to African American artists. While African American art
history is marked by monographic studies, Lewis is rarely considered as a single point
of study.

Furthermore, this dissertation carefully considers the varying reception by
different factions of the art world, thereby probing the nuances of reception rather
than viewing and interpreting it as a singular concept, and the art world as a
monolithic community. In fact, as this dissertation underscores, the art world is
multifaceted, consisting of multiple factions, often in conflict with one another. I
examine each aspect of the art world with respect to the reception of these artists, and
consider how each part fits into a larger puzzle to comprise a substantive entity.

In this dissertation, I have been informed by quintessentially postmodernist
tendencies. Positing that there is no singular point from which to interpret a work of
art, and that meaning is fluid and ever changing, I rely on the position that meaning is

socially constructed, vulnerable to changes in time, culture, and location.” There are

>? Similarly, of poststructuralism, Whitney Chadwick explains, “all forms of poststructuralism assume
that meaning is constituted within language and is not the guaranteed expression of the subject who
speaks it, and that there is no biologically determined set of emotional and psychological
characteristics which are ‘essentially’ masculine or feminine.” Chadwick, Women, Art, and Society, 12.
Furthermore, Chadwick describes the importance of the fluidity of meaning, noting, “Poststructuralist
texts expose the role of language in deferring meaning and in constructing a subjectivity which is not
fixed but is constantly negotiated through a whole range of forces—economic, cultural, and political.”
Ibid.
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thus various positions from which to view an artist and an object. I explore the
nuances of this plurality throughout this dissertation, teasing apart the power
relations, goals, and reactions of the art world’s factions, arriving at an informed,
complicated social and cultural narrative. Inherent in my work is a consideration of
hierarchy and difference within the realm of reception, for these elements have been
central to the artists’ reception. The literature on these artists reveals that they share a
variety of artistic interests and elements of their personal biographies. This
observation, combined with consideration of various approaches taken by art
historians in the past, affirms that American art history can benefit from the approach
of this dissertation and the questions it delineates and explores.

In my work, I have been especially influenced by several key academic texts.
The work of art historian Elizabeth Johns, for example, has been significant. She
argues in “Histories of American Art: The Changing Quest” that American art history
is marked by a slow but eventual view that art and culture are closely connected.”
Indeed, this dissertation asserts that the reception of American art indicates that they
are inseparable. Jonathan Fineberg’s 1995 textbook, Art Since 1940: Strategies of
Being, provides a useful framework, as Fineberg shapes his work around the lives of
the artists he studies, rather than utilizing the classification model of art movements.®!
This approach is influential because it seeks to consider how the artists’ life

experiences may have affected their output, and by extension, reception and success.

60 Elizabeth Johns, “Histories of American Art: The Changing Quest,” Art Journal, 44, no. 4 (Winter,
1984): 338-344.

%1 Jonathan Fineberg, 4rt Since 1940: Strategies of Being (Englewood, NJ: Prentice Hall, 1995).
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Ann Gibson has been a valuable art historian in developing my approach. In
particular, Gibson’s Abstract Expressionism: Other Politics, in which the author
reevaluates Abstract Expressionism’s narrative, and in particular, the Abstract
Expressionist model of “universal subjectivity.” Gibson argues that this major art
historical movement was exclusive, and the period was marked by deeply ingrained
racism, misogyny, and homophobia. She concludes that women of this period (and
by extension additional marginalized persons) ought to be lauded for forging ahead in
spite of discrimination.® Additionally, Ann Wagner’s Three Artists (Three Women):
Modernism and the Art of Hesse, Krasner, and O Keefe has been significant for me.
In her book, Wagner argues that gender has been a determining component in the
reception of art of women artists, even in the production of nonfigurative works of
art. She shows that regardless of the type and style of art produced, women are
nevertheless constructed as ‘women’ in art reception.”” Further, Maurice Berger has
provided important queries on the history of race in American art. Berger’s How Art
Becomes History, Essays on Art, Society and Culture in Post-New Deal America, and
in particular, his essays “Race and Representation” and “Are Art Museums Racist?”
from that book, provide useful considerations of race in the art world.**

This dissertation seeks to join the conversation about nonfigurative art
production, race, gender, and artists’ biographies in American art history. Further, it

attempts to break the confines of traditional, historical studies of the artists, to

62 Ann Eden Gibson, Abstract Expressionism: Other Politics (New Haven: Yale University Press,
1999).

% Anne Middleton Wagner, Three Artists (Three Women): Modernism and the Art of Hesse, Krasner,
and O Keeffe (Berkeley: University of California Press, 1996).

%4 See Berger, How Art Becomes History.
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incorporate their art, lives, and reception into a single consideration, based primarily
on the formal aspects of their painting, the overlapping socio-political-economic time
periods in which they worked, and their similar artistic inclinations and foci. Rather
than study each in a vacuum, this dissertation examines how race and gender shaped
the artists’ lives and reception, with lasting influence on the construction of these

artists to this day.
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Chapter 2: The Art World and Reception

Art world reception is central to this dissertation. Yet the variable concepts,
factions, and components under the ruberic of ‘reception’ are broad and complicated.
I utilize the tools of reception theory to scrutinize the workings of reception in the art
world and consider how its multifaceted subgroups approached and received these
artists. Integrated in this methodology is concern for the receiver of an object and the
changing nature of reception. As such, the socio-political history affects an
individual’s experience of a work of art. This fusing of the individuality of reception
with social history results in a highly nuanced understanding of reception, in which I
deconstruct the very concept of ‘reception’ in order to observe and probe how the art
world has constructed the narrative of these artists’ lives and works of art. These key

approaches, therefore, enable a careful consideration of the role of race and gender.”

63 Class, too, is a significant factor that permeated the reception of these artists. Although I do not
focus on class in detail, as the construction of race and gender are my primary consideration, it is
important to briefly consider how class affected the reception of these artists.

Class for these artists directly relates to access. Furthermore, in addition to race and gender,
the art world subgroups regularly underscored class in overt or subtle ways in the reception of these
artists. Firstly, Frankenthaler was born into a wealthy, Upper East Side New York family of well-
connected politicians. Her station in life allowed her entry into the best private schools in New York,
an excellent college education in which world-renowned professors taught her, and she regularly had
the opportunity to hone her skills and interests with summer travel and schools in which famous artists
taught. Further, upon entry into her chosen profession, Frankenthaler had access to arts professionals
unavailable to many young artists. Additionally, because earning money was not a necessity for her,
she could focus her time and energy on her chosen career of art making, devoting as much time as
necessary to develop her craft. On the other side, however, many critics dismissed the artist, arguing
that she did not take her work seriously. Such criticism was often based on the very fact that
Frankenthaler did not have to work to make a living.

Secondly, Norman Lewis, by contrast, was born into a working-class immigrant family in
Harlem, New York, in which his father worked as foreman, and his mother as a baker, seamstress, and
housekeeper. Lewis’s jobs ranged from a presser to a teacher, working within and outside of the art
world throughout his life to support himself. He had limited educational opportunities, and little
chance to develop his craft. Lewis had to work out of necessity, and focused on his art making when
away from his money-producing positions. His status as an African American man in Harlem with
limited financial security thus affected his access to arts education, time to practice and produce works
of art, and contact with arts professionals.

Next, class affected Alma Thomas’s career as well. Although raised in a middle class African
American household, Thomas nevertheless had to earn a living, working as an art teacher for over
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This chapter thus examines the various forms of art world reception with which I am

primarily concerned, and the methodology I employ to probe them.

Reception Theory

Reception theory has significantly influenced my methodological approach,
permeating my interpretation and reading of the artists and their works of art, as well
as their critical reviews. This theoretical construct has also helped shape my
understanding of how the artists in my dissertation responded to both the
sociocultural context in which they worked, as well as how they reacted to specific
criticism, artistic trends, and influential art theorists and movements throughout their
careers. | utilize reception theory to unravel these intertwined histories with the intent
of shining a new light on the artists, their artwork, and their various forms of
reception. As a result, due to the considerable role reception theory has played in my
work, it is necessary to provide a brief history of the development of this German
literary theory as well as its adaptation in a variety of fields of cultural studies. I also
outline how this theory has changed in the past several decades with its rising

popularity in the humanities. And finally, I underscore the key aspects of reception

thirty years as she developed her own artistic outlook and skill. This life factor limited her access to
influential critics and galleries. However, her position as a woman of some means afforded her the
opportunity to attend college, where she developed important and lifelong contacts within the art
world. Additionally, her career allowed her to pay for graduate school, continuing education art
classes, and art materials.

Finally, Mark Tobey was also limited in his opportunities as a result of his class. Not only
was he unable to regularly attend world-renowned arts institutions, but the artist also had to withdraw
from school entirely at one point to help support his family. Work also determined his prospects,
limiting him to places where opportunity existed; while he initially worked as a technical draftsman
and letterer to help support his family when his father fell ill, he later worked as a draftsman in
Chicago before moving to New York where McCall’s employed him as a fashion illustrator. Although
Tobey benefited from other personal factors, such as his race and sex, class nevertheless was a factor
in this artist’s access to the art world.
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theory I utilize, and how these strains of thought manifest themselves in this
dissertation.

German literary scholars, many of whom were affiliated with the University
of Constance, developed reception theory in the 1960s.°° Hans Robert Jauss was one
of the key proponents of reception studies in the late 1960s. He recognized the
tremendous interpretative gap between the text and the reader’s point of view, and
outlined a methodological course that could help bridge this divide.®’ Elucidating the
central elements at the heart of early reception theory, Jauss argued, “Just as the
producer of a text becomes also a recipient when he sets out to write, so the
interpreter has to bring himself into play as reader when he wants to participate in the
dialogue of literary tradition.”®® Other early and significant proponents of reception
theory were Wolfgang Iser and Siegfried J. Schmidt,”” who along with Jauss

positioned their work as the new, innovative approach to literary studies. German

% Robert C. Holub, Reception Theory: A Critical Introduction (London and New York: Methuen,
1984), xiii.

%7 Hans Robert Jauss, “The Identity of the Poetic Text in the Changing Horizon of Understanding,” in
Reception Study: From Literary Theory to Cultural Studies, eds. James L. Machor and Philip
Goldstein, 7.

% 1bid., 9.

% Philip Goldstein and James Machor explain that Iser’s consideration of a reader’s relationship to the
text was akin to wandering through the path of the text, creating and recreating new experiences and
interpretations. Iser proposed that a fluid interaction between reader and text could change with each
interaction. The authors contend, “Wolfgang Iser maintained, for example, that readers wander
through a text, constructing projections (‘protentions’) of new experience and reinterpretations
(‘retentions’) of past experience.” Philip Goldstein and James L. Machor, “Introduction: Reception
Study: Achievements and New Directions,” in New Directions in American Reception Study, eds.
Philip Goldstein and James L. Machor, xii. Indeed, Iser argues that meaning is located in the
relationship between the reader and the text. He asserts, “Central to the reading of every literary work
is the interaction between its structure and its recipient. This is why the phenomenological theory of
art has emphatically drawn attention to the fact that the study of a literary work should concern not
only the actual text but also, and in equal measure, the actions involved in responding to that text.”
Wolfgang Iser, The Act of Reading: A Theory of Aesthetic Response (Baltimore: The Johns Hopkins
University Press, 1978), 20-21.

34



studies scholar Robert Holub explains that reception studies, “developed in a conflict-
ridden situation in German literary and political life and consequently took its place
on the critical scene in a complex dialogue and debate with other methods and
traditions. It not only had to fend off competing tendencies by declaring them
obsolete or incomplete, but also had to assume the posture, especially in its initial

9570

phases, of rebellion and novelty.””” This aspect of reception studies necessitated the

theory’s rejection of history’s grand narrative in favor of local and specific histories.”"
However, pinpointing a linear, singular definition of this important theory
proves evasive as these early theorists debated amongst themselves about the specific
definition of “reception,” a central ingredient in reception theory.”” Holub contends,
“One of the most persistent dilemmas, in fact, has been how Rezeption (reception)
differs from Wirkung (usually rendered by ‘response’ or ‘effect’). Both have to do
with the impact of the work on someone, and it is not clear that they can be separated
completely.”” Still, scholars frequently assert that Rezeption is connected to the
reader, whereas Wirkung correlates to “textual aspects” of the work of art.”
Fundamental to reception theory, regardless of the precise meaning of Rezeption, is

an increased and primary concern with the “text and the reader.””

" Holub, Reception Theory, 12.

! James L. Machor and Philip Goldstein, “Introduction,” in Reception Study: From Literary Theory to
Cultural Studies, eds. James L. Machor and Philip Goldstein, xii.

> Holub, Reception Theory, xi.
7 Ibid.
™ Ibid.

> 1bid., xii.
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Early proponents of reception studies reacted to or against the popular literary
theories of the day, offering an alternative to current trends. As such, these scholars
provided a new way to approach literary studies by offering an alternative model.
Former and traditional literary models had moved through periods marked by the
adoption of various foci, from the celebration of nation in literary works to a focus on
the art works themselves and their formal aspects. Jauss, in contrast, deemed the
social function of a work of art as essential to any understanding of a text.”® He
argued,

The gap between literature and history, between aesthetic and historical

knowledge, can be bridged if literary history does not simply describe

the process of general history in the reflection of its works one more time,

but rather when it discovers in the course of ‘literary evolution’ that

properly socially formative function that belongs to literature as it

competes with other arts and social forces in the emancipation of

mankind from its natural, religious, and social bonds.”’

Jauss centrally aligned the social context of the reader’s reception with the work of
art. He placed primacy on the reader’s own beliefs, ideals, and values. These
components, combined with attention to the author’s historical circumstances, Jauss
argued, could lead to a coherent literary study that incorporated the reader’s changing
historical landscape and sociocultural context.”

The contributions of Jauss and his colleagues to the literary theory canon

offered academics a distinctive approach to literature. This concentration on

reception was quickly accepted, with many literary theorists incorporating reception

" 1bid., 2-3.

" Hans Robert Jauss, Toward an Aesthetic of Reception, trans. Timothy Bahti (Minneapolis:
University of Minnesota Press, 1982), 45.

" Machor and Goldstein, “Introduction,” Reception Study, xi.
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theory into their work and publishing new works reflecting this theoretical model.”

In fact, rapid acceptance of reception theory resulted from an existing crisis in literary
theory during the 1960s in which a new generation of scholars challenged the
assumptions of a singular way of understanding literary works.* They argued for a
multiplicity of meanings with the reader as central to the interpretation of texts."'
Reception theorists often focused on fundamental questions of history. In
fact, many were concerned with the historical process of determining which authors
and texts were significant enough to warrant study and why some gain fame while
others fade into the background of history.*> This aspect of reception theory is
particularly potent in this dissertation, as my work is concerned with how reception
affects our views of artists and their output, and how reception is affected by various
interlocking factors including social, political, and cultural contexts, prevalent views
and understanding of race, gender, class, and privilege, and individual critical
response. My interest in how reception evolves is a core component of reception
theory. Of note, James Machor and Philip Goldstein explain that reception theory,

which recognizes the centrality of context, inherently incorporates new and

" Holub, Reception Theory, 11.

% This particular conflict is marked by a broader social crisis in Germany, including the financial
strains of recession and political changes and challenges. It may also have been part of a larger post-
war intellectual crisis, as represented by the historikerstreit. See Holub, Reception Theory, 7-8, and
Holub, Crossing Borders: Reception Theory, Poststructuralism, Deconstruction.

81 Literary theorists endeavored to establish new methods of literary analysis that was unlike what they
deemed to be homogeneous approaches.

%2 Holub highlights this dilemma: “As Jauss and others have noted, the question of reception is
intimately linked to the writing of history. Why a given work or author becomes famous, how that
fame is perpetuated over periods of time, what factors increase or diminish a reputation—all of these
questions involve the historian as much as the sociologist or psychologist.” Holub, Crossing Borders:
Reception Theory, Poststructuralism, Deconstruction, 47.
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developing approaches because regular reevaluation of the ‘interpretative practice’ is
fundamental to reception study.® They argue that it is essential that reception
theorists recognize the social, political, historical, cultural, and personal vantage point
of the recipient of a work of art in order to understand how that individual arrived at
his or her reading of that object.

Jauss’s approach to reception theory extends beyond literary history,
overlapping with the visual aspects of the arts. In fact, the theoretician asserted, “art
history and social history enter into a relationship that raises a new question: whether
the history of art, which is usually regarded as a dependent ‘poor relative’ of general
history, might not once have been the head of the family, and might not once again

become a paradigm of historical knowledge.”™*

While I dispute Jauss’s reading of art
history’s historical standing, his focus on the relevance of social history and context
in reading a work of art is highly relevant to this dissertation. He argued that the
amalgamation of social history and reception theory with art history could result in a
highly relevant, novel, and lasting way to study and analyze art and artists. Jauss
argued that “art historiography can win back its disputed legitimacy insofar as it seeks
out and describes the canons and contexts of works, rejuvenating the great wealth of
human experience preserved in past art, and making it accessible to the perception of

9585

the present age.””” The methodologies of Jauss and reception theorists have been

useful in interpreting the artists addressed in this dissertation, and their criticism and

%3 Machor and Goldstein, “Introduction,” Reception Study, xii.
% Jauss, Toward an Aesthetic of Reception, 48.

5 Ibid., 75.
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reception. This dissertation describes the contexts in which these artists lived and
produced art, as well as that of the critics and factions of the art world that received
their work over the course of several decades, and how the art world’s initial
perceptions have since been adopted and adapted by subsequent critics, gallery
owners, museum curators, and auction house officials.

Scholars of contemporary reception theories developed in the last twenty
years have accepted Jauss’s emphasis on the reader’s changing contexts, taking into
account a text’s various and multiple readers. In their 2008 book on reception study,
Goldstein and Machor maintain that reception study “says that an audience’s
interpretative practices explain a work’s meaning.”* Scholars can thus examine a
single work of art from a variety of perspectives, utilizing innumerable interpretative
models, from formalism to post-structuralism, from Marxism to feminism, thereby
maintaining the premise that each of these perspectives creates distinct readings of the
work at hand. Each approach focuses on certain aspects of a work of art while
simultaneously disregarding other features. Machor and Goldstein argue, “These
studies admit that divergent schools of interpretation produce equally divergent
readings but still consider the quest for a rational consensus desirable and even
obligatory.”®’ This multiplicity was at the heart of Jauss’s theory. He argued that
future generations often better understand a text’s meaning than those
contemporaneous to the text’s creation. In his own words, Jauss notes, “The very

effect of history and the interpretation of an event or work of the past enables us to

% Goldstein and Machor, “Introduction,” New Directions, Xii.

7 Machor and Goldstein, “Introduction,” Reception Study, xi.
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understand it as a plurality of meanings that was not yet perceivable to its
contemporaries.”® Historical distance therefore allows space for interpretation
because with time, society incorporates additional ways to appreciate a single object
or idea, and enhances its original meaning.*

Since the 1980s, reception theory has morphed, altered by its scholarly
adaptations in multiple fields. In fact, echoing Jauss’s attention to numerous
interpretations of a single work of art, Machor and Goldstein argue that a key aspect
of reception theory is its inherent diversity. The authors explicate, “Initially a way of
explaining an author’s development, reception study has become an important mode
of historical inquiry because to rehabilitate the historical method discredited by
formalist criticism, reception study limits or rejects the transformative force of
theoretical ideals and examines the changing ‘reading formations’ or ‘interpretive
communities’ governing readers’ practices.””® Central to reception theory, despite its
divergent paths however, is the significance of the reader’s context, which affects the
understanding and position of the text. Academics have thus shifted from Jauss’s
original, traditional approach—which includes concern for how context affects the
maker in addition to the reader’s varying circumstance—to modes that incorporate a
variety of methodologies. The overwhelming number of publications from fields
such as media studies, history of reading and the book, mass communication and

literary critical studies, demonstrates the endless variations of Jauss’s original

% Jauss, “The Identity of the Poetic Text in the Changing Horizon of Understanding,” 7.
* Ibid, 7.

%0 Machor and Goldstein, “Introduction,” Reception Study, Xiv.

40



reception model. Inherent in all of these considerations, however, is the focus on
meaning’s fluidity and the receiver’s personal circumstances and context, and the
consideration of a person’s relationship to the text, how these elements change, and
how such changes ultimately determine a particular meaning.”'

Tony Bennett, for example, focuses on “poststructuralisms™ and history.”
Central to his consideration is the relationship between “texts and readers,” in which
Bennett examines how text and context interact, “not as a set of extra discursive
relations, but as a set of intertextual and discursive relations that produce readers for

texts, and texts for readers.””

In fact, this inquiry leads Bennett to question how to
examine each element in this equation of text, reader, and context, and the potential
for separating these components, which are often assumed to be static in their
relationship. Bennett suggests, “they are variable functions within a discursively
ordered set of relations. Different reading formations, that is to say, produce their

%% Thus, Bennett questions the

own texts, their own readers, and their own contexts.
very nature of fixed meaning, suggesting that the meaning of an object is not only in

the personal circumstances of the reader, the context in which that individual is

receiving that object, and the text itself, but also in the variations within and among

*! See, for example, Tony Bennett, “Texts in History: the Determinations of Readings and their Texts,”
in Reception Study: From Literary Theory to Cultural Studies, eds. James L. Machor and Philip
Goldstein, 61-74, and Tony Bennett, The Birth of the Museum: History, Theory, Politics (New Y ork:
Routledge, 1995).

%2 Bennett, “Texts in History: The Determinations of Readings and their Texts,” 61.

% 1bid., 69.

** Ibid.
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each of these elements. He adds a layer of complexity and fluidity to reception
theory.

Henry Louis Gates, Jr.’s essay, “Literary Theory and the Black Tradition,”
represents another direction of modern reception theory, exploring how contemporary
academics have considered race within this methodology. In his discussion of the
black literary tradition, Gates considers the relationship between social institutions
and literature.”” In particular, he argues that contemporary discrimination has
historically affected literary reception. Gates asserts that historically, “Blacks could
not achieve any true presence by speaking, since their ‘African’-informed English
seems to have only underscored their status as sui generis, as distinct in spoken
language use as in their peculiarly ‘black’ color. If they were to signify as full
members of the Western human community, they would have to do so in their
writings.””® Gates explores the context of the literary reception of texts produced by
slaves, free blacks, and African Americans post-slavery, and how literacy and the
production of such texts “would serve as an argument against the bestial status of
black people.””’ These writers, Gates contends, “suffered under the sheer burden of
literacy: to demonstrate that the person of African descent was indeed a human
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being.””” However, Gates argues that the racist impulse to negate black intellectual

% Henry Louis Gates, Jr., “Literary Theory and the Black Tradition,” in Reception Study: From
Literary Theory to Cultural Studies, eds. James L. Machor and Philip Goldstein, 105. See also: Henry
Louis Gates, Jr., The Signifying Monkey: A Theory of African-American Literary Criticism (New York:
Oxford University Press, 1988).

% Gates, “Literary Theory and the Black Tradition,” 107.

7 Ibid., 111.

% 1bid, 112.
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ability led to the assertion that no black literary history existed. The keepers of the
dominant literary canon, therefore, worked to write black creation out of history.99
Gates thus considers how the original reception of black literary works affected
subsequent generations’ understanding of this history.

The scholarship of Bennett and Gates relates to my work in important ways.
First, Bennett’s very questioning of fixed meaning, combined with his interest in a
variety of sources to locate meaning, has significant ramifications in my work. His
scholarly influence has impacted my utilization of reception theory. The work of
Gates, too, has helped direct the course of reception theory in my project. Both his
poignant comments about race and reception theory, and his application of the
methodology to relocate and question historical meaning within the literary canon has
further impressed upon me the fluidity of meaning and interpretation.

My work borrows and fuses multiple aspects of reception theory. I merge
Jauss’s work—with his concern for the maker’s context and interactions with the
work, environment, and contemporary theories—with careful consideration of the
context of the receiver of a work of art. I am also concerned with how each of these
multiple elements changes within the course of an individual’s life and after, and thus
the fact that meaning is never fixed, but rather, fluid, changing, and adapting to
alterations in any of these components. However, within all of these changes, I am
interested in patterns, which manifest themselves across generations and locations,

often exposing a particular, underlying, common denominator.

?1bid., 113.
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The Art World and Its Subgroups

The workings of reception theory are evident in, and integral for, a close
examination of how the various factions of the art world received these artists. Thus,
as a methodological construct, reception theory improves understanding of the
nuances of reception. It, therefore, allows for enhanced consideration of the varied
role of race and gender in the reception of these artists.'” However, in order to
delineate the detailed art world reception of these artists utilizing the tools of
reception theory, it is first necessary to provide an overview of its subgroups.

The art world is composed of a multifaceted group of intertwined
stakeholders, each with its own interests, agendas, and motivations for its views.
From critics, artists, academics, and museum curators to gallery owners and auction
house officials, each segment of the art world is motivated by fundamentally different
yet linked concerns. Throughout the twentieth century, the art world has integrated
social, political, and cultural interests, and is therefore closely aligned with United
States social and cultural practices. Maurice Berger proclaims, “Ruled by the
interests of upper-class white patrons, the art world has long accepted the mythology
of its own social removal . . . The Baudelairean dandy, a hallmark of the early
modernist conceptions of the role of the artist in society, celebrated his distance from

the grimy reality of a new, urbanized Paris by refusing to self-identify with a specific

11 specifically chose a matrix of four individuals whose output has been primarily nonfigurative: a

white, Jewish woman, an African American man, an African American woman, and a white,
homosexual man. This particular mix has allowed me to study how race and gender affected each
artist’s career, critical reception, and market performance (the dollar value assigned to an artist’s work
by the art market).
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economic class.”'”" Connecting this assertion to mid-twentieth-century America,
Berger continues, “For the critic Clement Greenberg . . . formalism could serve as a
way out of the harsh realities of late-industrial society, but only as a negation of
social reality—as a metaphysical transcendence from politics and mass culture (or
what he called ‘kitsch’).”'%*

The art world has also shown discriminatory practices that exist in society.
Henry Louis Gates, Jr. observes, “Despite the passage of the Civil Rights Act and the
Voting Rights Act in the mid-1960s and the subsequent emergence of the black
power and black esthetic movements, the received stereotypes of black people,
though extensively critiqued by black artists and writers, still obtain.”'”> Thus,
ideologies that permeate American society-at-large influence and pervade the
interlocking forces of the art world. This complex system of relationships shapes and
determines the construction of artists and the publics’ views of their lives and output.
For example, differentiating museums from the marketplace, curator Edward Henning
asserts, “For a museum the appreciation in market value of a work of art over a five
or ten year period is not important. The values that matter are aesthetic.”'®* While
museums are invariably concerned with market value at some point, determining
what comprises aesthetic value, Henning explains, involves seeking the established

opinions of other art world segments. He writes that the primary purpose of the art

%" Maurice Berger, How Art Becomes History: Essays on Art, Society, and Culture in Post-New Deal

America (New York: Perennial, 1993), xvii-xviii.

102 41 - ...
Ibid., xviii.

' Ibid., 178. (Gates is quoted here in conversation with Maurice Berger.)

1 Edward B. Henning, “The Museum and the Avant-Garde,” Art Journal 30, no. 1 (Autumn 1970):
20.
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museum is “to preserve, exhibit, study, and interpret important works of art. The
museum staff attempts to determine which these are through a combination of
knowledge and taste: knowledge about the provenance of a work of art, its condition,
its place within the oeuvre of the artist; and about the opinions of historians, critics,
and connoisseurs regarding the significance of the artist and the work.”'*

On the other hand, gallery owners and collectors demonstrate different
interests.'” Henning explains that New York galleries, vying for attention and
business, have integrated various tactics to sway buyers. He writes, “Collectors have
discovered that the New York galleries showing contemporary art offer a
sophisticated kind of amusement . . . In short, there is an element of ‘show biz’ in
many exhibitions.”'”” Thus gallery owners create and promote the story of their
artists’ works and lives, presenting a filtered view to the public.'®® Since artists rely
on galleries for exposure, which increases critical consideration and potential market
viability, galleries are powerful entities providing or denying access. Museum
educator H.T. Niceley highlights the importance of access: “Access is power. To
realize one’s potential in the areas of one’s artistic interests and skills, one must have

access to basic training systems as well as opportunity for public exhibition and

"% Ibid., 24.
1% See footnote 12, in Chapter 1, for sources on the art market.

"7 1bid., 22.
1% Writing for the Seattle Post-Intelligencer in 1975, one reporter asserted, “The art gallery business is
a very private one, and nobody knows what the other dealer is making . . . One of the most commonly
heard stories about New York dealers — the big ones— that it is how they manipulate the market through
false bidding at auctions, getting curators to give artists major shows, seducing the influential press to
give good reviews.” “The Public Doesn’t Always Buy What It ‘Should,”” Seattle Post-Intelligencer,
November 30, 1975, Mark Tobey Papers, Archives of American Art, Smithsonian Institution.
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However, exposure alone does not determine success. Galleries are an art
world entity, which determine and establish the way the public views artists.
Underscoring galleries’ role in constructing the artist, sociologist Olav Velthuis
asserts, “Contemporary art dealers maintain that they aspire to distribute art for
history, not for the market. At seminars and expert meetings . . . they spoke of their
galleries as a ‘place for experimentation,” a ‘vehicle for ideas,” and a ‘mild biotope’ in
which art can flourish. Rather than providing a ‘showcase for commodities,” they
aimed at engaging in a ‘privileged dialogue with the artist.””''" As central as profit is
to the strength of galleries, nevertheless, these entities work to distance themselves
from the explicit display of that association. Instead, gallery owners underscore their
personal relationship with artists, implying a correlation between that bond and their
special knowledge and understanding of the artist.

Critical reception proves to be a powerful force that significantly influences
other art world factions. My analysis of Frankenthaler, Lewis, Thomas, and Tobey
shows that critics have been a power within the art community that constructs
narratives and maintains barriers to entry by new artists. Art theorist Isabelle Graw
notes that various art world entities, including the critical component, “help create the
symbolic value of art—which is necessary for the art’s desirability and market value
in the long term.”'"" Graw asserts that “symbolic value” is a necessary component in

the marketability and ultimate sales of artists’ works. She further explains the

19 HT. Niceley, “A Door Ajar: The Professional Position of Women Artists,” Art Education 45, no. 2
(March 1992): 6.

" Olav Velthuis, Talking Prices: Symbolic Meanings of Prices on the Market for Contemporary Art
(Princeton: Princeton University Press, 2005), 21.

""" Quoted in Ai Weiwei and Amy Cappellazzo, et al., “Art and Its Markets: A Roundtable

Discussion,” Artforum International (April 2008): 299.

47



correlation between market and symbolic value, “art is a commodity of a special kind:
The market value of art is based on the assumption that it possesses a symbolic value
that money actually can’t buy. The ultimate legitimation for its price is its
pricelessness.”''* Critics contributed to either the allure and mystique of artists, or
their relegation to the margins of the art world, by writing the initial story that
influenced other segments of the art world.

None of the artists examined here received overwhelming critical
consideration comparable to major mid-century male artists. Moreover, when
addressing their work, critics used an overt or subtle race- and gender-based lens.
Tobey’s critical attention may have been limited by the fact that he painted primarily
on paper and frequently worked outside of the United States for long periods

throughout his life.'"

However, his sexual orientation may have been a factor in
keeping critics at bay. In fact, early critics omitted close analysis of his life,
evidenced by the glaring omission of much of his biography from the critical reviews
(see chapter six). Frankenthaler’s critics both praised her works and relegated her to
the margins of the art world by regularly reasserting her status as a ‘woman artist,’

and the inferior ‘feminine’ quality of her works (see chapter three). Finally, critics

considered Lewis and Thomas less often than Frankenthaler and Tobey, and refused

' Ibid.
'3 John Russell, for example, declared, “It will not have escaped the student of such matters that the
art market has at last caught up with Mark Tobey, and that his name now figures on the list of painters
most sought after by unnamed ‘investors.” Doubtless, this would have happened years ago, had it not
been for the fact that Mr. Tobey is the most steadfast of absentees from his native country.” John
Russell, “Art: Welcome Tribute to Mark Tobey,” The New York Times, June 8, 1974, Mark Tobey
Papers, Archives of American Art, Smithsonian Institution.
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to read their paintings without infusing often explicit gendered and race-based
components (see chapters four and five).

Finally, the auction market is a strong barometer of the ‘symbolic’ and market
value of a work, which serves to influence other segments of the art world. Velthuis
asserts, “Auction prices have earned their status of a reliable and preferred standard of
value because of their responsiveness to supply and demand, and because of their
public character. Major auctions are covered by newspapers and magazines, and their

prices are publicly available.”"'*

Further, although the art market is an inefficient
market based on buyers’ and sellers’ perception of the ‘quality’ of an artist’s work,
various forces influence it, underscoring its malleability and subjectivity. These
components include social forces, artists’ biographies, the mood of buyers and sellers,
supply and demand, and the opinions of the other art world members, including
critics, gallery owners, academics, and museum officials.'" My research shows that

the artists’ biographies play an integral role in market performance, influenced by key

players and impacting buyers.

The Reception of Race and Gender in the Art World

A society’s understanding of concepts such as race and gender are subject to
the time, location, and the dominant beliefs of that society. These notions change,
and as a result, so, too, do a society’s constructions of race and gender, forming new

‘truths’ about these concepts. Art historian Michael Baxandall examines meaning-

14 Velthuis, Talking Prices, 83.
'3 See Iain Robertson, “Introduction: The Economics of Taste,” in Understanding International Art

Markets and Management, ed. lain Robertson, (London and New York: Routledge, 2005), 1-9, and
Velthuis, Talking Prices.
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making in fifteenth-century Italian pictures, observing and underscoring the
fundamental role of context. His points are integral to a study of reception in art. He
asserts, “the picture is sensitive to the kinds of interpretive skill—patterns, categories,

. . . . ., 5116
inferences, analogies—the mind brings to it.”

Furthermore, Baxandall contends,
“one brings to the picture a mass of information and assumptions drawn from general
experience.”'!’” Therefore, in order to comprehensively evaluate the reception of
Frankenthaler, Lewis, Thomas, and Tobey, it is necessary to examine how society
used race and gender, and how these constructs shaped opinion and outlook, and in
turn, influenced the varying segments of the mid to late twentieth-century art world.
In the end, the construction of race and gender create expectations about acceptable
behavior and viewpoints, social paradigms that Maurice Berger calls “The scientific,
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political, or cultural imperative to maintain normative standards. Berger explains

that using these tools, scholars can lay the foundations for “society’s relentless need
to establish ‘truth.” What determines this ‘truth’ in any society is a system of ordered

procedures for the production, regulation, distribution, and articulation of the
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dominant ideologies of society at large. In fact, sociologist Michael Eric Dyson

poignantly states,

The notion that America has ever been purely anything — racial, sexual,
religious, or otherwise — flies in the face of the edifying impurity that is
the breadth of democracy. To say that America is composed of separate
black and white nations is a useful political fiction cobbled together from

'1® Michael Baxandall, Painting & Experience in Fifteenth-Century Italy (Oxford: Oxford University

Press, 1972, 1988), 34.
"7 1bid., 35.
118

Berger, How Art Becomes History, 82-83.

19 1hid.
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the fragments of historic resistance to invisibility. It is meant to combat the

unchallenged power of elites to name the state of affairs along the color line,

even as they exploit the belief that America is a largely realized dream.'*
Dyson underscores the point that truth and understanding in a society are relative and
fluid around concepts such as race and gender. Moreover, he argues that such power
relations are problematic to shift.

Racism and sexism create an ideology based on one fundamental factor:
difference, a common element characteristic of most totalizing concepts. They do so
by categorizing people. Philosopher Linda Martin Alcoff explains,

Arguing via Foucault, both Cornell West and David Theo Goldberg have
attempted genealogies of modern racism that link the western fetishistic
practices of classification, the forming of tables, and the consequent primacy
of the visible with the creation of metaphysical and moral hierarchies between
racialized categories of human beings. Given this genesis, the concept of race
and of racial difference emerged as that which is visible, classifiable, and morally
salient.'?!
Alcoff further contends that contemporary work on modern theories of race may be
broadly explained by three primary positions. First, scholars argue, “Race is not real,
principally because recent science has invalidated race as a salient or even meaningful

biological category.”'*

The next position of various race theorists is that race is the
central component of identity. Thus it is “always politically salient.”'*> And finally,

the work of scholars of race illustrates that race is a social construct and as a result,

fluid, “historically malleable, culturally contextual, and produced through learned

120 Tricia Rose, et al., “Race and Racism: A Symposium,” Social Text 42 (Spring 1995): 13.

"2 Linda Martin Alcoff, “The Phenomenology of Racial Embodiment,” in Race, ed. Robert Bernasconi
(Malden, Massachusetts: Blackwell Publishers, 2001), 268.
2 Ibid., 270.

123 1bid.
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perceptual practice.”'**

The reception of these artists reveals that race is indeed
consistently relevant and perpetually changing. Discussed in detail in the
biographical selections comprising chapters three, four, five, and six, as well as in the
chapters focusing primarily on race (chapter seven) and gender (chapter eight), the art
world demonstrates a propensity towards integrating concern for race and gender in
the reception, revealing the social influence of these constructs.'*

What is true for racism is also true for sexism. Race, as a topic of social
discourse, has been the overarching debate in mid to late twentieth-century America.
From the Civil Rights Movement and the legislation that followed, race relations have
been a topic of discussion in the media, academia, and the general population.
Similarly, gender relations and feminism are social discourses that have risen to
prominence within academic discussion, gaining extensive media coverage in the
society-at-large. However, this attention has done little to eradicate the sexism that
affects the demand for artworks by female artists, nor has it quelled the tendency to
infuse gender-based readings into the interpretation of works by male and female
artists alike. Art historian Griselda Pollock explains, “Inasmuch as society is

structured by unequal relations at the point of material production, so too is it deeply

founded on unequal relations between the sexes. The nature of the societies in which

124 1bid.

125 As inclusion of these totalizing concepts into the reception has led to the prevention of access for
many artists, it is not unexpected that Norman Lewis would protest the Metropolitan Museum’s 1968
exhibition Harlem on My Mind, for its exclusion of many local Harlem artists. Maurice Berger argues,
“Sad to say, with regard to race, art museums have for the most part behaved like many other
businesses in this country — they have sought to preserve the narrow interests of their upper-class
patrons and clientele.” Berger, How Art Becomes History, 146.
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art has been produced has not only been, for instance, feudal or capitalist, but in
historically varied ways, patriarchal and sexist.”'*

The history of feminism is organized into waves, demarcating historical and
ideological distinctions in feminists’ approaches to seeking equality. These waves
elucidate very different attitudes and approaches to feminism, as discussed in chapter
eight.'”” In 1999, artist and writer Mira Schor highlighted the distinctions between
contemporary and early feminists. She comments, “In ‘From Liberation to Lack,’ an
essay [ wrote for Heresies in 1987, I noted that ‘Feminism has little institutional
memory, there has been no collective absorption of early achievements and ideas, and

therefore feminism cannot yet afford the luxury of storage.’”'*

Thus, she observes
that the lessons of feminism are incorporated into contemporary approaches without
appropriating its history.

Art historian Amelia Jones echoes Schor’s point in writing, “I do think that
feminism, like most of the impassioned rights discourses from the 1950s into the
1980s, has gone somewhat underground. It’s as if we have theorized ourselves out on
a limb and don’t know where to go next.”'** She reviews the accomplishments of the

movement and expresses concern over its future. Jones declares, “now that we’ve

identified and excoriated the male gaze, proposed various female gazes (not by any

126 Griselda Pollock, “Women, Art and Ideology: Questions for Feminist Art Historians,” Woman’s Art
Journal 4, no. 1 (Spring — Summer, 1983): 39.

'*” Many individuals refuse to align themselves with any form of feminism. See Lisa Marie Hogeland,
“Fear of Feminism, Why Young Women Get the Willies,” in Women'’s Voices, Feminist Visions:
Classic and Contemporary Readings, eds. Susan Shaw and Janet Lee (New York: McGraw-Hill,
2009), 722-725.

128 Mira Schor, et al., “Contemporary Feminism: Art Practice, Theory, and Activism — An
Intergenerational Perspective,” Art Journal 58, no. 4 (Winter, 1999): 23.

129 Ibid., 18.
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means necessarily heterosexually-, middle-class-, or Anglo-identified), and argued for
the specificity of women’s experience in relation to visual culture, we seem to have
all the answers but none of the intellectual humility that is required to move us to a

130 The course of feminism thus depends on how those seeking equal

new place.
opportunity for the sexes envision a future in which difference is not equated with
hierarchy. In fact, Judith Butler, for instance, has called into question perceived
differences, thereby challenging the very notions about sex that much of American
society assumes to be factual and truthful.”®' The future of feminism, in many ways,
is contingent upon observing history’s lessons as well as navigating through the fluid
terrain of the contemporary interpretation of difference.

In examining the effects of the construction of race and gender on the art
world, thus, the question becomes: who controls the dialectic relationship between art
and society? In the mid to late twentieth-century United States, the answer is that the
control lays in an intertwined system that includes critics, gallery owners, and
museums, collectors, and the auction market. These forces dictate which artists are
able to rise to fame, and which are marginalized to the periphery of the art world.
Further, by presenting Alma Thomas as an elderly-African American-woman-sitting
in the kitchen, for example, her critics were echoing the 1970s society-at-large,

marked by a struggle with the incorporation of women — and especially African

American women — into the workforce."** Scholars and critics similarly treated race

130 1hid.

! Judith Butler, Gender Trouble: Feminism and the Subversion of Identity (New York and London:
Routledge, 1990), 9.
12 Lisa Saltzman, for example, writes, “The demographic shifts that took place throughout America

during and after the war saw their reproduction in the aesthetic microcosm of the New York School
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in such an overt manner in their reading of Norman Lewis’s work, determining that
his art primarily signifies his experiences and outlook as an African American man,
rather than illustrating his concern with the formal properties of painting. Critics used
the language of their writing to construct him as an ‘angry-brooding’ African
American man (see chapter seven).'*

Helen Frankenthaler’s reception was fundamentally affected by three distinct
factors, often underscored in the gendered readings of her life and work. First, she
had the benefit of an intimate relationship with her chosen companions, the famed art
critic, Clement Greenberg, as well as one of the leaders of the art world, Robert
Motherwell. Second, Frankenthaler’s background indicates that she acquired a
significant inheritance at a very young age, providing her with a social independence
not afforded to a majority of women in her time. She did not have to work, and she
could pursue her passion for art. Third, Frankenthaler developed a new method of art
making that led to her renown. The role that her development of soak-stain played in
the adoption of her work, and its favorable reception cannot be overstated.

Nevertheless, even Frankenthaler’s critics read her work through her biography,

superimposing her physical attributes onto those of the canvas as a way of

painting, where women emerged alongside men as principal practitioners. Although women artists did
not perform the same vital function for the national economy as Rosie the Riveter, the war did afford
women artists opportunities they might not otherwise have had . . . As in other industries and
professions, once established in their careers, Frankenthaler and other women artists did not retreat
from their newly attained positions, nor did their continued presence in the artistic sphere after the war
go unnoticed.” Lisa Saltzman, “Reconsidering the Stain: On Gender and the Body in Helen
Frankenthaler’s Painting,” in Reclaiming Female Agency: Feminist Art History After Postmodernism,
eds., Norma Broude and Mary D. Garrard (Berkeley: University of California Press, 2005), 374.

133 Robert Bernasconi, “The Invisibility of Racial Minorities in the Public Realm

of Appearances,” in Race, ed. Robert Bernasconi (Malden, Massachusetts: Blackwell Publishers,
2001), 288.
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diminishing the integrity of her work by dismissing it for its ‘feminine’ qualities.'*”
Presenting her race as an assumed norm, thereby upholding the pervasive view that
her whiteness was invisible, critics concentrated their attention on explicitly
interpreting her palette as ‘feminine,” and as a result, her work as weak (see chapter
eight).

Although critics overtly omitted Mark Tobey’s race and gender from their
discussions of the artist, in fact, it was this suppression and implicit language that
paved the way for the kinds of accolades he received. Critics reserved different
terminology for certain artists. Mark Tobey, as a white man practicing an
unconventional religion in America, was given a place of reverie and erudite vision,
with critics coding his whiteness through their underscoring of his universal appeal
and veiling his homosexuality by describing him as an eclectic arts aficionado.
Lauding him as an artistic prophet, critics positioned Tobey as an artist who could
show America a deeper way of thinking through his paintings.

The numerous factions of the art world read race and gender into their
interpretations of these artists’ work, reinforcing distinctions. These subgroups have
different goals and ideals, and nevertheless are commonly grouped together under the
collective rubric of ‘the art world,” without their demarcating factors illuminated.
Each expresses its highly specific and individualized ideas, influencing one another,

explored fully throughout this dissertation. These interests are evident in the

13 Saltzman argues that critics read gender into male abstract artists working in a similar idiom as
Frankenthaler and employing the stain technique in their work; however, they reclaimed the
‘masculine’ components of the style, and praised the work. Saltzman explains that critics integrated
gendered interpretations into their reading of Morris Louis, to very different ends from Frankenthaler’s
criticism. She writes, “That Louis’s painting, despite its fundamental indebtedness and similarity to
Frankenthaler’s stain painting, could be constructed as supremely and singularly different, and
ultimately, supremely and singularly masculine, was a critical fiction that persisted despite the more
nuanced interpretations of later critics.” Saltzman, “Reconsidering the Stain,” 378.
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reception and construction of the lives, careers, and works of art of Frankenthaler,

Lewis, Thomas, and Tobey.
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Chapter 3: Helen Frankenthaler: A Tale of Feminist
Opportunism

Life Overview

Helen Frankenthaler, born December 12, 1928, on New York’s Upper East
Side, to Martha Lowenstein and Alfred Frankenthaler, was the youngest of three
daughters in a “close-knit family.”"*> She and her sisters, Marjorie and Gloria, grew
up in Manhattan. Frankenthaler benefited from her cultured and progressive family,
in which her parents encouraged their children to pursue an education, develop
curiosities, and prepare for careers in their chosen fields.

For Frankenthaler, even at an early age, this interest was in creating works of
art. Not only did her family regard her as “the Artistic one,”"*° but according to
curator John Elderfield, she also gained attention for her artistic ability in her youth.
Implying the notion of the “genius artist,” Elderfield explains, “at ten years of age she
won an honorable mention in an annual art competition run by a famous New York
store . . . this surprising achievement caused her delighted parents to encourage her to
paint . . . None of this . . . is to be linked to the art we know, only to the embryology
of the artist.”">” Her parents thereby encouraged her to develop her talent.

Frankenthaler’s father, Alfred Frankenthaler, a New York State Supreme
court judge, was active in state politics and had an elite network of connections. He
died of cancer in 1940, and Governor Lehman and Mayor La Guardia were honorary

pallbearers at his funeral, underscoring his prominence. Her mother was born in

135 John Elderfield, Frankenthaler (New York: Harry N. Abrams, Publishers, 1989), 12.
136 Amei Wallach, “Arts and Craftiness,” Ms. 1-2, (July 18,1989): 25.

7 Elderfield, Frankenthaler, 13.

58



Germany, immigrated to the United States with her family at a young age, and died in
April of 1954."°® Helen Frankenthaler was thus the product of a “privileged Park
Avenue Jewish background.”"*

Painting provided Frankenthaler with a feeling of security at a time when her
family life was still reeling with a sense of instability, due to her father’s untimely
death when she was eleven.'*® Frankenthaler recalled, “After he died, I was very
depressed, but of course a child of 11 doesn’t know she’s depressed . . . She just feels
terrible and frightened and alone.”'*' According to Time magazine, Frankenthaler

h”142

was in “a very bad state, suffering a real childish sense of life and deat and found

£.143 The artist thus focused her

that her painting class alone enabled her to lose hersel
energy on art making, an outlet that provided her with a path through the family
crisis. Indeed Frankenthaler was not only emotionally alone at this time, but
physically, too; her sisters returned to boarding school after their father died. And
mirroring the personal shock in her life, the society-at-large was on a precipice, as
well. The involvement of the United States in World War II started shortly after
Judge Frankenthaler’s death, adding to an already chaotic and turbulent time.

Frankenthaler attended private schools Horace Mann, Brearley, and Dalton

School (where she transferred her senior year). In 1944-45, during her last year of

% Ibid., 89.

9 1bid., 12.

140 «Heiress to a New Tradition: Frankenthaler’s F loating Radiance,” Time 93, no. 13 (March 28,
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high school, Frankenthaler discovered her potential for art making. She was under
the tutelage of painter Rufino Tamayo at Dalton, who educated her in the rudimentary
elements of painting and art making. He encouraged Frankenthaler to visit museums
and galleries. Not only was he the first professional artist she had known, but he also
taught her about Cubism as a movement and Picasso as its leading proponent. From
this exposure, she developed what Elderfield describes as her “obsession” with art.'**

In the spring of 1946, Frankenthaler started at Bennington College in
Vermont, a small, progressive liberal arts college for women (which did not become
co-educational until 1969). Here, world-renowned figures taught Frankenthaler. For
example, she learned psychology from Erich Fromm, poetry from W.H. Auden, and
took courses in criticism from Kenneth Burke and art from Paul Feely (who stressed
Cubism). She earned a Bachelor of Fine Arts degree from Bennington in 1949.

During the summer of 1948, Frankenthaler traveled to Europe, viewing both
Old Master paintings and modern works of art. This trip cemented her desire to

. ‘s 145
commit to painting as a career.

That fall, she rented a studio with her friend Sonya
Rudikoff, a recent Bennington graduate and aspiring writer on East 21* Street,
between Second and Third Avenues. This rental allowed her to complete her third
and final nonresident Bennington term in New York, as her mentor Paul Feeley sent

seniors to study in Manhattan with either Hans Hofmann or Australian painter

Wallace Harrison.

4 Elderfield, Frankenthaler, 13.

5 Ibid., 16.
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Frankenthaler chose the less popular Harrison, and from him learned Cubist
styles through intense, detailed analysis and practice, and regular viewing of Cubist
works in New York’s galleries and museums.'*° After college, she returned home to
live with her mother, and maintained her East 21 Street studio. Under pressure from
her family to choose and train for a ‘legitimate’ career, the artist soon began attending
graduate noncredit classes in history at Columbia. However, within months,
Frankenthaler quit, as she wanted to be a painter. In December of 1949, she turned
twenty-one and gained legal control of her inheritance from her father. This financial
freedom allowed Frankenthaler to pursue her artistic interests. Within a month, she
left home for an apartment, which she shared with her friend Gaby Rogers, and began
working full-time as a painter.'*’

In 1950, the Jacques Seligmann and Company Gallery asked Frankenthaler to
organize a benefit exhibition of work by Bennington alumnae, to take place in May.
In the hopes of developing interest in the show, the artist sent invitations to influential
members of the art world, including Clement Greenberg, the famed critic who helped
establish the career of Jackson Pollock, and who wrote for The Nation and Partisan
Review. Greenberg accepted the invitation and upon meeting Frankenthaler told her
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that her paintings were the worst in the show. ™ It was subsequent to this encounter

that Frankenthaler and Greenberg started a romantic affair, which lasted until 1955.

16 Ibid., 17.
7 Ibid., 19.
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The years between 1950 and 1955 were therefore significant for the artist
personally, and professionally. They are the first of three periods in Frankenthaler’s
artistic output that I examine in detail throughout this chapter, including the years
1955 to 1960, and 1960 to 1965, which were pivotal turning points in Frankenthaler’s
stylistic development. I chose to delineate her early career with these demarcations
because she dramatically reworked her output over the course of these fifteen years,
with clear distinctions between each five-year period. Furthermore, the criticism of
these periods (and even the lack thereof), established the reception of Frankenthaler,
with subsequent critics and scholars reiterating early critical observations. These
three periods are thus particularly significant because they determined

Frankenthaler’s reception and canonization.

Clement Greenberg and a Network Gained

The period of 1950 to 1955 was one of great importance for Frankenthaler.
At 21 years old, in a relationship with influential art critic Clement Greenberg,
Frankenthaler was able to continue her arts education in a way inaccessible to most.
Critic Deborah Solomon explains, “She and Greenberg attended exhibitions,
compared notes on paintings, and fraternized with artists at the fabled Cedar Bar. On
vacations in the country, they set up easels and sat side-by-side painting landscape.

They traveled to Europe, too.”'*

Further, Solomon asserts, “Greenberg introduced
her to all the leaders of the New York School and she suddenly found herself

socializing with artists she’d once read about in Life magazine.”"”" And finally,

9 Solomon, “Artful Survivor,” 62.
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Solomon notes, “As Greenberg recalls, ‘When I first met Helen, she was a standard
Cubist just out of college. Abstract Expressionism changed her direction.””"*!

This relationship is one of many that demonstrates Frankenthaler’s propensity
for securing male mentors including Greenberg, Tamayo, Paul Feeley, and Jackson
Pollock. Art critic Amei Wallach suggests “she [Frankenthaler] evolved an unerring
antenna for male mentors and supporters that served her throughout her life.”'**
Elderfield also commented on this tendency, noting, “Frankenthaler’s early
attachment to the series of older male mentors . . . crucially influenced the

development of her mature art.”'>

However, the issue of mentorship is more
complicated, and connects to mid-century female artists in general who were in a
precarious position in terms of their sex and reception. Not only were few prominent
female mentors in place with whom Frankenthaler could study, but also of
significance is the fact that Frankenthaler may have sought male mentors to avoid
pigeonholing herself as a ‘woman artist’ by associating too closely with female
artists.">*

Although Greenberg did not actively promote Frankenthaler’s work in print,
he undeniably helped her in the development of her art making. Elderfield, who
wrote the preeminent monograph on Frankenthaler in conjunction with the artist,

explains that Frankenthaler benefitted from her relationship with Greenberg. Even

without publically supporting her work, nevertheless, he provided critical access and

P! Ibid.
152 Wallach, “Arts and Craftiness,” 25.
153 Elderfield, Frankenthaler, 13.

131 discuss these issues in more detail in chapter eight.
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feedback.'> Elderfield argues, “He did provide for Frankenthaler the important
benefits of his critical judgment, talking with her about the progress of her work, and
just as significantly, comparing notes and opinions on art of virtually every

. 156
persuasion.”

Further, Elderfield explains that Greenberg introduced Frankenthaler
to influential contemporary artists, with whom she became friends, including Jackson
Pollock, Lee Krasner, Willem and Elaine de Kooning, David Smith, Franz Kline, and
Adolph Gottlieb."””” Additionally, through the critic she met other critics and dealers.
Elderfield asserts, “One could hardly imagine a more opportune introduction to the
New York School.”"*®

Frankenthaler used the influence of teachers and models, and inspiration and
guidance instilled in her from an early age, to create a highly personalized idiom. In
her early career, Frankenthaler worked in a synthetic cubist idiom, painting still form.
She was influenced by a host of artists, including Picasso, Braque, Leger, Mondrian,
Matisse, John Marin, and Kandinsky.159 Art critic and historian, Barbara Rose, notes
that Frankenthaler commenced her artistic development by incorporating a range of

influences, including Arshile Gorky and Joan Mir6, and to a certain extent, Paul

Klee.'®

155 Elderfield, Frankenthaler, 26.
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Mountains and Sea and the Use of Soak-Stain

In 1950, Frankenthaler’s work was distinct from New York School artists, as
she was in the process of rethinking her compositions and at Greenberg’s suggestion,
went to study with Hans Hofmann at his summer school in Provincetown,
Massachusetts, for three weeks. Of particular note, it was Hofmann’s “priority”'®' for
color that was new to Frankenthaler. Unlike Hofmann, however, Frankenthaler was

more interested in the “drawing of color than in color alone.”'®

Nevertheless, this
mentor influenced her, and Frankenthaler’s recognition of the importance of color
commenced. After completing her studies with Hofmann, she began exploring
Fauvist and abstract Surrealist tendencies in her work and heightened her use of color,
using a varied palette.'® A comparison of Abstract Landscape of 1951 to Mountains
and Sea of 1952 reveals her use of both bright, intense, fully saturated colors and
pastels and lighter tonalities (figures 1 and 2). The Surrealist interests are evident in
paintings like Mountains and Sea as well, where the very technique does not support
strictly organized outcomes. While Frankenthaler may have planned color schemes
and general shapes and patterns for the composition, since she poured paint onto the
canvas, she could not easily maintain precision. The Surrealist element of chance is
clear in Abstract Landscape, where Frankenthaler worked from shape to shape, and

allowed the picture to determine the next step in the process of completion. As she

developed her idiom and familiarized herself with many new influences, the artist

16! Elderfield, Frankenthaler, 26.
1% Ibid.

163 Ibid., 25-26.
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disrupted the Cubist mold she had utilized up to this point, combining it with her

interest in the “drawing of color,”'**

where the application of paint looks drawn rather
than poured, dripped, or brushed. The surface of the canvas appears filled with
crayon-like charcoal applications rather than paint-brushed strokes.

Frankenthaler’s breakthrough moment occurred in 1951, when she viewed
Jackson Pollock’s “drip” paintings at Betty Parsons Gallery. She attended the show
with Clement Greenberg, and recalled that Pollock’s work was “beautiful, and it was
new, and it was saying the most that could be said in painting up to that point — and it
really drew me in. I was in awe of it, and I wanted to get at why.”'® Also describing
this pivotal moment in Frankenthaler’s artistic development, Rose asserts, “her
coming of age as a painter occurred abruptly, when, as a twenty-two year old
Bennington graduate, she encountered the work of Jackson Pollock . . . by the time
she was twenty-four . . . she had understood the most radical aspect of Pollock’s art
was not his highly personal image, but his technique, which could be extended in a
direction other than Pollock’s own.”'%

Frankenthaler’s challenge was to expand upon Pollock’s work without
imitating him. His decision to do away with the paintbrush, choosing instead to pour
paint directly onto the canvas, intrigued her.'®” Frankenthaler proclaimed, “I had no

desire to copy Pollock. I didn’t want to take a stick and dip it in a can of enamel . . . |

needed something more liquid, watery, thinner. All my life, I have been drawn to

164 1bid., 26.
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water and translucency . . . One of my favorite childhood games was to fill a sink
with water and put nail polish into it to see what happened when the colors burst up

168
7% Nevertheless,

the surface, merging into each other as floating, changing shapes.
this inspiration helped her to develop a basic framework from which she could
explore artistic possibilities.

Frankenthaler experimented with new techniques throughout the early 1950s,
developing her solution to working without a brush in the form of soak-stain painting.
She diluted oil paint and applied it to raw canvas, thereby allowing the paint to blend
into the canvas. Although she developed this approach over time and utilized this
method when creating her 1951 paintings, critics often pinpoint the moment she
created her 1952 painting Mountains and Sea, as a sudden breakthrough for the artist.
For example, Deborah Solomon writes,

One morning in 1952, after returning from a vacation in Nova Scotia,

Frankenthaler arrived at her studio . . . and unrolled a large sheet of canvas

on the floor. Then she thinned down some oil paint to a watery consistency

and began pouring it onto the canvas . . . As she worked, Frankenthaler was

aware that this image evolving on her canvas bore a certain resemblance to

a group of watercolors she had painted from nature during her visit to Nova

Scotia . . . but she also knew that it marked a departure from anything she had
ever done before.'”

1% Barbara Hess, Abstract Expressionism (Los Angeles: Taschen, 2006), 80.

169 Solomon, “Artful Survivor,” 66.

Indeed, nature and landscape seem to have been the inspiration for the creation of this painting. In
fact, Elderfield proclaims, “Mountains and Sea is exceptional . . . in that it clearly derives from
landscape. ‘In 1952, the artist tells us, ‘on a trip to Nova Scotia I did landscapes with folding easel
equipment. I came back and did the Mountains and Sea painting and I knew the landscapes were in
my arms as [ did it.” ‘In my arms,’ I take it, is not a casual figure of speech: deriving not only from
landscape but from the experience of painting landscape, the picture releases stored knowledge and
memories of that experience in its physical creation.” Elderfield, Frankenthaler, 66.
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Solomon argues that central to the work’s appeal is its “dazzling sense of color and
light”'”® and Frankenthaler’s victory in this painting “was to elevate the casual
radiance of watercolor . . . to the heroic scale of Abstract Expressionism.”!"!

Frankenthaler painted Mountains and Sea on October 26, 1952, upon her
return from a trip to Nova Scotia. The composition looks slightly out of focus, as
though a sheer veil separates the viewer from the canvas. This painting is composed
of an overall muted palette, including faded green, rusty orange and yellow, a
brushed, soft pinkish-red, and variations of light to medium sky blue. In the center,
the pinkish boxes lead to the upper left reddish-pink square and circle, and on the
right to a rusted yellow walnut-like shape, which in turn leads to a section of faded
green loose triangles and slug-like shapes. The canvas is filled with nonfigurative
shapes that are arranged like flowers in a vase, where the focal point is the central
pinkish-red horizontal, rectangular boxes from which the longer, billowing strokes
vertically sprout in every direction. Although the composition is centrally dense, the
outer corners contain little to no activity.

This painting represents the earliest culmination of her innovation. In fact, it
was just before she painted it that Frankenthaler began using unsized and unprimed

cotton duck stapled to the floor, which allowed for movement around all four sides of

the canvas and enabled paint to soak more fully into the canvas.'’* It was in

170 Solomon, “Artful Survivor,” 66.
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Mountains and Sea that Frankenthaler primarily used the soak-stain technique.'”
B.H. Friedman writes, “What she did was to develop a total image, an art vocabulary,
with the staining technique.”'’* And Frankenthaler noted, “In Mountains and Sea 1
put in the charcoal gestures first, because I wanted to draw in with color and shape
the totally abstract memory of the landscape. I spilled on the drawing in paint from
the coffee cans. The charcoal lines were original guideposts that eventually became
unnecessary.” > She explained, “Clem [Clement Greenberg] encouraged me to go
ahead and make more. 1did. In all kinds of combinations and possibilities; I couldn’t

try them out fast enough.”'’®

Here she incorporated the increased interest in drawing
that she developed while studying under Hofmann with a fascination in color,
deviating from the popular use of black-and-white to employ a muted but colorful
palette. Because of her technique, Frankenthaler created a composition made up of
drawn pigments that literally fused and became one with the canvas. Additionally,
scale varies throughout the composition, but is not organized to imply closeness or
distance. As a result, the painting displays no specific foreground or background.

Rather, the work is separated into sections or bands, placed one on top of another.

The painting is thus self-referential as a created surface.

'3 Jackson Pollock employed a stain technique prior to Frankenthaler. Elderfield explains, “Those

classic Pollocks had often been begun . . . with a stained substructure. It was probably from this source
that one of Frankenthaler’s friends, James Brooks, began to make a kind of stained picture with which
she was certainly familiar.” Ibid., 75. Elderfield thus notes, “Frankenthaler deserves credit not for
‘inventing’ the stain technique but alone for seeing how it could be used not in imitation of some other
technique but for the capabilities it uniquely allowed. This was her invention: to elevate to the
production of important art a technique whose possibilities had hitherto been only dimly grasped.”
Ibid., 76.
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Elderfield writes in his article “Specific Incidents” that Frankenthaler
“transformed the graphic black-and-white style to produce paintings in which figure-
ground relationships are softened by pale and absorbed color, and in which an effect
of Impressionist alloverness is created despite the breaks in alloverness provided by
imagery.”'”” Elderfield may be referring to the connections that art historians have
made between Mountains and Sea and an outside scene. The painting has been
likened to an abstracted nature scene on a hazy day.

Upon viewing Mountains and Sea, Greenberg proclaimed, “I thought it was a

damned good picture.”'”®

Indeed, the painting illustrated Greenberg’s proclamations
about art— that a work of art should be as self-reflexive as possible, underscoring the
materiality of painting and the flatness of the canvas. As Frankenthaler applied
diluted paints to an unprimed canvas, the paint and canvas were one, reflecting the
canvas as a material itself. This application of paint simultaneously denied depth,
both literally (as there is no paint raised from the surface of the canvas), and
figuratively (as there are no perspectival tricks incorporated to create the illusion of
depth), thus underscoring its flatness. Evidence of Greenberg’s approval of
Mountains and Sea is the fact that he personally escorted up-and-coming artists to
view the painting. In May of 1953, Greenberg brought Washington, DC, artists
Kenneth Noland and Morris Louis to Frankenthaler’s studio when she was away for

the weekend to see the painting. He encouraged these male artists to further elaborate

on her technique.

"7 John Elderfield, “Specific Incidents,” Art in America 70 (February 1982): 105.
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The overshadowing effect of Mountains and Sea on Frankenthaler’s early
1950s paintings is significant, as its early canonical success has come to represent her
initial output in full. The reason Mountains and Sea defines Frankenthaler’s early
career is twofold. First, Clement Greenberg declared that the work could stand as the
impetus for great technical artistic strides. Secondly, and directly correlated to
Greenberg’s influence, critics and scholars positioned the painting historically as a
raw but useful link. As a result, its importance lies in what it inspired, rather than in
its own demonstration of the artist’s knowledge and skill. The painting has served to
singly define the contributions, innovations, and accomplishments Frankenthaler
made in the 1950s. E.C. Goossen writes of this dilemma. He argues that Mountains
and Sea altered her critical reception, noting that Frankenthaler “has contributed to a
variety of attitudes which have broken faith with the tradition of easel painting, even

from her position within the tradition.”"”

Furthermore, he acknowledges, “the recent
history of American painting would have been notably different without her presence,
and . . . the absence of her work would deprive us of any number of major paintings
upon which the premises of contemporary art rely.”'*® Once critics and scholars
declared Mountains and Sea to be of emergent significance, it became her main work
of critical interest, an issue addressed in chapter eight.

Mountains and Sea represents one of many ways that Frankenthaler conveyed

her fascination with the materiality of painting—flattened surfaces, an interplay of

various scales that allowed for no foreground or background but rather highlighted

" E.C. Goossen, Helen Frankenthaler, exh cat. (New York: Rapoport Printing Corporation, 1969), 12.
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the painted-on surface, and a brushed, drawing-like application of paint—in her work.
She expressed both open and closed forms, dense and simplified compositions in
multiple ways throughout her paintings of the early 1950s."™!

Garden Maze (1952) and 10/29/52 (1952), made just a few days after
Mountains and Sea, represent Frankenthaler’s early interest in muted, faded color
stained into the canvas, an all-over composition, color drawing, and the relationship
of one shape to the next (figures 3 and 4). Garden Maze is a painting composed of
rusty orange, fiery yellow, reddish-orange, dull brownish-green, and faded purplish-
pinkish blues. In a similar manner to Mountains and Sea, the painting is slightly out-
of-focus; and she created a muffled, hazy effect by the loose, all-over application of
paint. Frankenthaler filled the picture either with round, spiraling, feathered outlined
shapes, or with paint applied directly to the canvas in a loose, sketchy manner;
together, these techniques resulted in a brushed, smoky, charcoal-like effect. The
shapes in Garden Maze are flat and vary in scale, so that there is no distinction
between foreground and background. As a result, the artist emphasizes the flatness of
the canvas.

10/29/52, like Garden Maze, incorporates the gestured, drawn line with a
loose application of broad, soaked areas of paint. As with Mountains and Sea,
10/29/52 includes a central void, but it is from this empty space that the action of the

composition radiates: beams of drawn color plunge out at various points around the

picture. She used brown paint to create the outlines of the swirling spirals that appear

181 Carl Belz, Frankenthaler: the 1950’s, exh cat. (Waltham, Massachusetts: Rose Art Museum,
Brandeis University, 1981), 14.
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most intensely in the middle, left portion of the canvas. The rest of the canvas is
filled with a pasty, dull pink, sky blue, yoke-like yellow, faded green, and slight
tinges of bright, intense red paint. Again, as with Garden Maze, the canvas is
covered with paint and the shapes are flat, directing the viewer’s attention to the
picture as the creation of the artist, and not a window into another world.

These pictures exhibit Frankenthaler’s interest in an all-over composition
filled with an intermingling of great detail and areas of little action. They also display
her adept ability to handle paint. Where she combined multiple ways of applying
paint to a single canvas, she created sfumato and atmospheric impressions composed
of painterly brushstrokes and poured, brushed-on surfaces. Frankenthaler used a
diverse array of color. The works are self-referential as two-dimensional pictures and
expand from the center of the composition outwards or the outer edges of the canvas
inwards.

Mountains and Sea and Garden Maze were exhibited in January-February of
1953 at Frankenthaler’s second show, held at the Tibor de Nagy Gallery. Critics
reviewed the show negatively, and nothing was sold."® Thus, initially, critics and
collectors rejected work that was later recognized to have significantly affected the
direction of mid-century American art. While later scholars lauded Mountains and
Sea, primarily for the role it served in inspiring Noland and Louis to develop Color-
Field painting, critics of the time almost entirely overlooked the painting upon its
initial exhibition. Eventual critical attention on Frankenthaler focused almost

exclusively on this single work, mostly ignoring other paintings from the same

182 Elderfield, Frankenthaler, 80.
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period. In the shadow of Mountains and Sea, Frankenthaler’s other 1950s paintings
were disregarded or dismissed. Critics thereby primarily appreciated Frankenthaler
as a catalyst for others, including male artists of the Color Field School.

Her 1953 painting, Shatter, is an often-overlooked example of the artist’s
early interest in the soak-stain painting technique; it is a large-scale creation utilizing
the technique (figure 5). Shatter seems to be the culmination of Frankenthaler’s
interest in contradictory tendencies, such as balance and chaos, intensity and dullness,
open and closed forms, and a drawn and painted surface, fused into one concise and
cohesive whole. The painting assembles opposites, including crisp, egg-yolk yellows
combined with dull, muted pinks, sky blue, and faded green, a centered composition
within which the forms float and pulsate, and poured paint combines with drawn
lines.

The artist integrated portions of the canvas without paint, so that the raw
surface intermingles with the painted surface. The nonfigurative composition
consists mostly of round, amoeba-like shapes, stacked on top of each other in four
vertical and horizontal rows in the center of the canvas. These components radiate
out of the center of the composition, close to the edges of the canvas, while
maintaining their grid-like positions. The composition is open and airy.
Additionally, the interaction of central, painted shapes and raw areas of canvas,
combine to create a tactile quality to the work. Elderfield writes “The intrinsic
material unity and abstractness of Shatter reveal its lineage in Pollock’s allover
pictures. So does its composition, which . . . was probably worked on from all four

sides of the canvas . . . so that it hangs suspended within its frame. But unlike
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Pollock it does not fill the frame. The ‘image’ is held in place within the geometry of
its support by ‘discovering the center.””'®® As a result, Elderfield explains, it “gives

the impression of symmetrically unfolding from it.”'*

Indeed every inch of this
composition, whether painted or not, plays a role in the painting. To this end, it was
essential for Frankenthaler to create a dialogue on the surface of the canvas between
raw and painted canvas, and the contained, grid-like, closed outline and looser, open
forms; every area of the canvas satisfies a visual need.

Shatter thoroughly illustrates Frankenthaler’s stain technique, which may be
best identified in the painted variations that interact with the bare canvas. The surface
of the canvas appears to be simultaneously filled with floating and absorbed areas of
color.'® She created movement—particularly prevalent in the upper left absorbed
rusty red paint placed just next to an unpainted area. This dynamism fuses line,
drawing, and color. In response to an interviewer, Frankenthaler claimed, “I think
that for me any picture that works, even if it is in the guise of pure application, if it

. . 186
works, involves drawing.”

In Shatter, the outer edges of the shapes simultaneously
appear drawn and brushed as a result of the loose application of paint.

The constant interaction between areas with color and those without, bands
with detail and ones with voids, visually illustrates Frankenthaler’s interests; the play

on depth that she describes seems to form the foundation on which this painting is

based. In Frankenthaler’s own words, “I have always been concerned with space in a

183 Ibid., 86.
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picture. I say over and over again, ‘Every picture is a flat surface with four corners.’
But that simple remark is a ‘lie,” because, for me, when any picture really works, it is
a play of depth. Everything that gives that magic play has to do with the surface

being drawn and colored in perfect order.”"®’

The Period of 1955-1960

Not only did Frankenthaler experience significant changes in her personal life
in the years between 1955 and 1960, but she also altered the look of her artistic
output. The proliferation of paintings such as Nude (1958) and Winter Figure with
Black Overhead (1959), reveals the emergence of her evolving style (figures 6 and 7).
In general, these works exhibit Frankenthaler’s replacing of rust and pale blues with
highly saturated paints, and her tendency towards dense compositions.'*® Curator
Susan Cross explains, “In the mid-1950s, she appears to have been affected by

prevailing tastes for heavily worked canvases.”'™

Nevertheless, in these pictures,
like those that precede and follow, the artist continued to explore the soak-stain
technique. Cross proclaims, “Throughout the decade, Frankenthaler continued to
investigate the possibilities of her soak-stain technique with increasing variety,
combining placid flows of color with energized bursts of paint applied with motions

99190

of the wrist. However, critics and scholars often overlook these paintings,

advancing from the mid 1950s to the early 1960s in their focus. Noting this omission,
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William Berkson proclaims that critics have not recognized Frankenthaler’s
contributions [here referring to late 1950s paintings Eden (1957), Jacob’s Ladder
(1957), and Toward a New Climate (1957)]. He writes, “all three are masterpieces of
their kinds that have received wide neglect.”"”"

Nude is a painting representative of Frankenthaler’s early stylistic transition.
It utilizes mid-range paint color, including rusty reddish-orange, deep brown, and dull
turquoise, in addition to many areas of raw canvas. These colors appear drawn rather
than painted, where the paint is applied thinly and sparsely throughout the central
portion of the canvas, and thicker on the outside perimeters of the composition. The
rusty reddish-orange comprises the strict horizontal stripe across the lower part of the
canvas that marginally converges with the central diagonal turquoise shape. The
outer areas of thick, bold rusty reddish-orange and dull turquoise paint serve as
stabilizing elements by cupping the inner composition and holding the composition in
place. This picture represents Frankenthaler’s transition from a loose application of
paint and relationship of shapes to a more stable, simplified composition composed of
fewer colors and marks.

Winter Figure with Black Overhead, too, indicates Frankenthaler’s shift to a
more compact, streamlined composition. The stabilizing elements here are the two
thick stacked black boxes at the top of the canvas, the central turquoise loose “M”-
like shape, and the green backwards “L” shape on the lower right portion of the
canvas. These forms balance the composition, creating a more contained and

compact picture than Nude. Frankenthaler nevertheless maintained a sense of airiness

I William Berkson, “Poet of the Surface,” Arts Magazine 39, no. 9 (May/June, 1965): 50.
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in the center of the canvas, as well as around the composition’s edges, by keeping
these areas paint-free, thereby reiterating her interest in creating a visual dialogue
between raw and painted canvas. Her application of paint is still loose, but her palette
is brighter in this painting than in Nude, where the rusty brown, blues, and reddish-
oranges have given way to more saturated, heightened, crisp orange, bright sky blue,
deep brownish-green, and black. Of this particular work, and others created around
the same time, Elderfield writes that “those of 1959—such as Two Lives as One on a
Crocodile, Five, and Winter Figure with Black Overhead—do evidence a cooling and
condensation in their imagery, a new sense of generalization and detachment from
specific depiction, and a greater tangibility in their drawing. And these attributes
increased in importance.”'”?

Frankenthaler’s 1950s work reflects her originality of vision. In fact,
Elderfield later declared, “Had Frankenthaler stopped painting at the end of 1959, her
reputation would already have already been secured.”””® However, her reputation
was centered on her role as a catalyst, and may have been secured only in so far as it
was directly linked to the creation of a single, model work. Belz, in contrast,
explains, “Objective, hard, tough . . . these terms resonate through the art magazines
of the 1960’s.”'* As a result, he asserts, “the heroic, all-or-nothing gesturalism of

Abstract Expressionism had been eclipsed by the cool paint handling and formal

lucidity of what Greenberg called Post-Painterly Abstraction and others . . . referred

192 Elderfield, Frankenthaler, 141.
193 Elderfield, “Specific Incidents,” 106.

194 Belz, Frankenthaler: the 1950°s, 12.
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to as color-field painting. Related to both camps but defined by neither,
Frankenthaler’s achievement in the 1950’s became . . . a cultural elision.”’”” Belz
recognized critics’ general omission of Frankenthaler from the period’s dominant art
historical canon and critical discussion. A contributing factor to her exclusion, Belz
thus argues, was the artist’s role as a Second Generation Abstract Expressionist, in
which her work related to Abstract Expressionism in some ways, and to Color Field
painting in others.'*®

In addition to her artistic development, this period was also significant for
Frankenthaler personally. In the years following Frankenthaler’s 1955 breakup with

Greenberg, she became romantically involved with artist Robert Motherwell, whom

%3 Tbid.
196 Frankenthaler’s position as a Second Generation Abstract Expressionist may have therefore
contributed to her marginalization from mid-century arts movements. This Second Generation
“effect,” as opposed to the sexual, may have excluded her. Critics often considered many artists who
developed their styles and output during the start of the 1950s to be followers of Abstract
Expressionism and/or precursors of the movements of the next decade. As a result, critics and scholars
frequently regarded Second Generation Abstract Expressionists as redundant in nature to the former
movement or as assisting in forming a foundation from which the next arts style could launch.

Complicating the matter, Joan Mitchell’s reception as a Second Generation Abstract Expressionist is
marked by much critical and market place success. Critics often constructed her as a tough, foul-
mouthed artist who consumed alcohol and spoke bluntly. See, for example, Judith Bernstock, Joan
Mitchell (New York: Hudson Hills Press, 1988); John Russell, “Joan Mitchell, Abstract Artist, Is Dead
at 66,” New York Times, October 31, 1992; Michael Kimmelman, “Joan Mitchell,” New York Times,
April 9, 1993; Klaus Kertess, Joan Mitchell (New York: Harry N. Abrams, Inc., 1997); Jane
Livingston, et. al., The Paintings of Joan Mitchell (Berkeley; University of California Press, 2002);
and Patricia Albers, Joan Mitchell: Lady Painter (New York: Knopf, 2011).

Additionally, however, it is necessary to recognize Frankenthaler’s marginalization in the context of
the period’s larger socio-cultural setting. Because of society’s expectation of women’s roles at
midcentury, Frankenthaler’s career represented an unpopular path. Critics’ willingness to relegate
Frankenthaler to the periphery of the art world in spite of her early artistic achievements demonstrates
the effect of cultural expectations with regard to gender roles. Lisa Saltzman notes, “the gendered
language of emergent formalist criticism would seem to echo in its response to the radically dispersed,
diffuse, all-over surfaces of New York School painting something of a broader societal anxiety about
the dissolution of gender boundaries in postwar America.” Lisa Saltzman, “Reconsidering the Stain:
On Gender and the Body in Helen Frankenthaler’s Painting,” in Reclaiming Female Agency: Feminist
Art History After Postmodernism, eds., Norma Broude and Mary D. Garrard (Berkeley: University of
California Press, 2005), 374.
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she married in 1958. Motherwell was a once-aspiring philosopher, established artist,
leader and theoretician of Abstract Expressionism with a keen ability to articulate key
concepts of contemporary art (Abstract Expressionism, specifically). The two
traveled extensively together, and maintained studios in Provincetown,

Massachusetts, and New York. Their marriage, however, ended in divorce, in 1971.

The Period of 1960-1965

Though her reputation was established in the 1950s, it was her inclusion in
several major exhibitions of the early 1960s that decidedly positioned Frankenthaler
as an important artist. In 1960, she had her first solo museum exhibition at The
Jewish Museum in New York, an achievement signaling the acme of her early career.
During the 1960s, this important institution was involved in establishing modern art
movements, and as such, Frankenthaler’s exhibition at this museum was a pivotal
accomplishment."”’ Her work was also included in the 1964 exhibition Post-
Painterly Abstraction (at the Los Angeles County Museum), curated by Clement
Greenberg, which cemented her position in the art world. This exhibition showed a
new expression of nonfigurative painting, later known as Color Field. Her work was
thereby chosen by a defining critic of the period for display next to other considerable
artists, such as Thomas Downing, Sam Francis, Ellsworth Kelly, Jules Olitski,
Kenneth Noland, and Frank Stella, thereby marking Frankenthaler’s important
position in the mid-century art world. In the following years, she received

international recognition in the contemporary art world, such as the inclusion of her

7 See Judith F. Stauber, “Jewish Landscapes Rooted, Embedded, Enshrined, and Transcendent:
Metaphor as Communicated in Jewish Museums in New York, Jerusalem, and San Francisco” (PhD
diss., University of New Mexico, 2010), ProQuest (AAT 3440188).
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work at the Venice Biennale in 1966. The role of these exhibitions was thus decisive
for creating Frankenthaler’s influential reputation.'”®

The early 1960s also proved to be another substantial turning point in
Frankenthaler’s evolving artistic style. She started the period creating works such as
Yellow Caterpillar (figure 8). Unlike her prior paintings, Yellow Caterpillar is
composed of just a few critical marks on the canvas, created through four bright,
intense colors. Here Frankenthaler employs egg-yoke yellow, deep reddish-orange,
midnight bluish-purple, and blackish-brown, and raw areas of canvas. Its
composition is centered and held in place in part by four lines forming a box; she
creates the centralizing, stabilizing effect by employment of the long thin lines across
the middle to upper bands of the canvas that twist and turn to form a contained,
compact, simplified composition. The yellow curve that runs horizontally across the
upper section of the canvas and dominates the composition is balanced by the
combination of the three-part blue middle horizontal line that is broken up by the two
brown ameba-like forms placed in the middle and right center band, and the centered
orange ladder-like vertical shape that runs down into the lower band from the middle
section of the canvas. The outer, unpainted edges and corners of the picture frame the
internal composition by holding the imagery in place.

Another important painting of the period, Small’s Paradise (1964), is

indicative of her formal interests during this time (figure 9). Here, she saturated the

"% Also in the 1960s, Frankenthaler began printmaking, a medium for which she developed
exceptional skill. Always interested in artistic experimentation, the artist explored a variety of art
forms, including ceramics, sculpture, tapestry design, and earthenware plates. As she broadened her
artistic horizons, she collaborated with a variety of artists. For example, she created earthenware plates
in Vermont with artist David Smith in the 1960s, and in 1972, welded steel sculptures with artist
Anthony Caro.

81



canvas with blocks of green, pink, orange, and blue paint, creating a balanced
composition. She stabilized this relatively symmetrical painting by incorporating a
central orange vertical shape that intersects with the blue horizontal band.
Contrasting with these fixed forms, Frankenthaler maintained loose edges, thereby
further balancing the painting’s qualities.

With the creation of her early 1960s works, Frankenthaler proved herself to be
an artist capable of integrating new ideas into her established outlook. Writing in the
Whitney Museum of American Art exhibition catalogue of 1969, a publication
reaching exhibition visitors and beyond and therefore serving as an powerful voice on
Frankenthaler, E.C. Goossen explains, “unlike the masters of abstract expressionism,
her immediate forbearers, or the ‘action’ painters with whom for a time she was
associated, Frankenthaler has shown herself a rarity in her capacity not only to
develop, but, moreover, to develop without leaping from rock to rock.”"”® And
Elderfield notes, “she did not simply move from one source to the next, but conflated
them as her work developed.””” She never abandoned one style in full to move to
the next. Frankenthaler integrated various elements into her artistic outlook to
develop different approaches that maintained a basic foundation. This tendency is
evident in her subsequent works, including, for example, Nadir Rising (1974), which
represents another shift in her style (figure 10). This work also later proved to be
successful on the auction block (see Appendix 1). The painting reflects

Frankenthaler’s concern with hazy, simplified, and all-over, painterly compositions.

199 Goossen, Helen Frankenthaler, 8.

200 Elderfield, Frankenthaler, 34.
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She filled this atmospheric painting with gray-blue, cloud white, and smoky, rusty
orange paints, the latter of which serve as the work’s stabilizing force. A rose colored
rectangle hangs in the upper right quadrant of the painting. The loosely applied
paints fill the canvas, with shapes whose edges appear to pulsate across the surface.
Nadir Rising illustrates Frankenthaler’s utilization of new abstract concepts and
concerns, which she renewed throughout the first several decades of her career; they
represent key shifts in her idiom.

Frankenthaler, like Norman Lewis, Alma Thomas, and Mark Tobey, taught
art. In fact, she was invited to teach at various universities throughout her career,
including at New York University in 1958; Yale University in 1962; Princeton
University and Hunter College in New York in 1970; her alma mater, Bennington
College, in 1972; and Swarthmore College in Pennsylvania in 1974, to name a few.
Additionally, she received international recognition and honorary degrees, recognized
recently with the National Medal of Arts in 2001 and the Skowhegan Medal for
Painting in 2003.

The artist lived in Darien, Connecticut, with her husband of 17 years, Stephen
M. DuBrul, Jr., where she maintained her studio until her death on December 27,

2011.

Auction Performance of a Powerful Female Artist

An integral component to Frankenthaler’s biography is the history of the sales
of her paintings. In fact, the art market reveals how the social forces in

Frankenthaler’s life (and the other artists examined herein) impacted her career.*”!

%1 The art market is, in fact, an inefficient market, based on buyers’ and sellers’ perception of the
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As a result, the biography of the artist becomes one of the most important factors in
market performance, because it influences art world entities and helps frame their
construction of the artist. Frankenthaler’s art market performance, measured through
auction sales, as this data is consistently and regularly recorded and accessible in
comparison to gallery and private sales, illustrates how biography affected the
reception of this nonfigurative artist. The art market is thus central because it
enhances and clarifies the picture of Frankenthaler’s art production and reception by
showing how the market reacted to her various styles and paintings, made available to
the public through the lens of her biography. This facet of her professional life
illustrates the connectedness of the various segments of the art world by exhibiting
how the market has been influenced by other factors of her reception.””*

Helen Frankenthaler has had 320 works placed on the auction block, 84% of
which have sold, since the early 1980s. Her highest auction price was achieved in
May of 2008, with a sale price of $769,000.2” Richard Polsky, art dealer and author

of the Art Market Guide, a source that rates contemporary artists on the basis of

quality of an artist’s work (be that quality beauty, uniqueness, or skill). Furthermore, there are a
variety of influences on the art market, such as social forces, artist biography, the mood of buyers and
sellers, supply and demand, and the opinions of the other players in the art market (including critics,
academics, and gallery owners). These entities decide which artists are recognized and in what light,
as well as how these artists compare to current and past artists.

292 The methodology that auction houses employ for object gathering may inadvertently integrate the
positive and negative critical reception. When an individual begins the process of selling a painting at
auction, they procure an auction estimate from an auction house official. The opinion of the person
providing that estimate, often with a background in art history or the arts in general, is likely to be
influenced by critical reviews, thus impacting both the supply of and demand for Frankenthaler’s
paintings. As such, the critiques of Frankenthaler and her paintings could affect which paintings are
placed on the auction block.

293 See “Auction Records for Helen Frankenthaler,” AskArt: The Artists’ Bluebook, accessed J uly 5,
2011,
http://www.askart.com/AskART/artists/search/Search_Repeat.aspx?searchtype=AUCTION_RECORD
S&artist=30037.
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‘buy,’ ‘sell,” or ‘hold,” and in which the ratings are primarily based on art sales at
Christie’s and Sotheby’s, commented on Frankenthaler in the 1997 Art Market Guide.
He wrote, “If you are a fan of the work [by Frankenthaler] and if market
considerations are important to you, your best bet is to go for overall composition and
color rather than buying the best period (pre-1970). The period should matter, but it
doesn’t seem to. The market generally prefers the later work. Paintings with little
white space, bright, evocative color, poetic marks, and reasonable scale should do

»29% These observations connect to Frankenthaler’s early critical

well in the future.
reception (analyzed in detail in chapter eight). In general, critics overtly dismissed
her initial output of the 1950s, with the tone of their criticism becoming subtler
throughout subsequent years.

Works by Frankenthaler do not sell as often as Mark Tobey’s,*"

perhaps
suggesting that such a discrepency belies the fact that she did not produce as
prolifically as Tobey. Her auction sales however, are monetarily higher than
Tobey’s, most likely because of her early access to critics. Frankenthaler was one of

the first female, Second Generation Abstract Expressionist artists to gain access to

critics and galleries.

2% Richard Polsky, Art Market Guide 1997, Contemporary American Art (San Francisco: The Marlit
Press, 1997), 72.

2 Tobey has had 982 works come up on the auction block to date (see Tobey, auction performance,

Chapter six).
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The values of FrankenthalerOs paintings have increased throughout the
decades, although they seem to correlate with economic cycles. The graph above
reveals that her saletartedo accelerate throughout the 1990s. This increase in
volume could behe result oher works lecomingmore popular ands a result,
auction housepursuingher sales more readily. The auction data also reveals that
FrankenthalerOs primary auction markeeigared in New York, with the leading

auction houses of ChristieOs and SothebyOs vying for her work.
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Chapter 4: Norman Lewis: The Wandering Artist, Held Back

Life Overview

Norman Wilfred Lewis was born in Harlem, New York, on July 23, 1909. His
parents were immigrants from Bermuda who worked in laipéensive jobs to
provide for their three sons. LewisOs father Wilfred Lewis, worked on the docks in
Brooklyn as a foreman, and his mother, Diana Lewis, was a baker, seanastdess
housekeeper. Therfaly lived on Lenox Avenue ne&West132" Street, and later on
West143“ Street in a predominantly white neighborhood. This racial mgke
impacted the artistOs outlook as a young boy. He explained, OThe whole
neighborhood was white at that time. ihththe only Negroes who lived up in that
area were superintendent8®0

His parents were natvolved in the artsand although Lewis knew from an
early age that he wanted to become a painter, his father disapproved, deeming the
vocation Oa white manOsfession . . . a starving professidfl’Qronically, LewisOs
brother was also artistic, and their parents encouraged him to pursue his passion for
the violin. Commenting on this discrepancy, the artist recollected, OHe [Wilfred
Lewis] never encouraged meyt musically they forced my brotherOs becoming a

violinist and he was good. And yet visually they couldnOt understand my desire to be

208 Norman Lewis, OOral History Interview with Norman Lewis,O interview by Henri Ghent, July 20,
1974, Archives of Amécan Art, Smithsonian Institution,
http://www.aaa.si.edu/collections/oralhistories/transcripts/lewis68.htm.

207 pid.
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a painter . . . which | pursued on my ow2Qn fact, throughout his childhood, the
artist painted alone, and did rtetl anyone. Lewis@#ysical and emotional
environment thus discouraged his artistic pursuits. He explained, Owhen | finally
started to paint on my own | never told anyone. And the majority of my friends
eventually became white kids who | knew werenpag and | could share; there was

a give and take that | nourished because this was what | wanted to do. But | didnOt
know any black kids who painted or read or wrote poéfty e loved to draw, and

he graduated from theaW York Vocational High Schodiaving studied drawing and
commercial desigfi'® However, the combination of his fatherOs-gvesent
disapproving attitude, artds lack of instruction and opportunjteft Lewis with

little direction®*! Journalist Harry Henderson explains, OTrying fuydustrators

like Norman Rockwell and others, he became discouraged; he did not know that they
worked on a large scale which made detailed renderings and highlight$8asy.O
Further, he artist notedO! couldnOt fathom how this was done . . . | waoteaint

and | didnOt know any paintef§’0

208 hid.
209 pid.

#90chronology,O Worman Lewis: Black Paintings 1946-1977, David Craven, et al., exh. cat. (New
York: The Studio Musem in Harlem, 1998), 118.

' Harry Henderson, ONorman Lewis: The Making of a Black Abstract Expressionist, His
Achievements and His Neglec@¥r International Review of African American Art 13, no. 3 (1996):
59.

2 bid.

2131hid., 59.
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The Early Years: Developing a Unique Style

Lewis spent much time during the 1920s and 1930s gambling and in
poolrooms. He became a skilled poker player, bet on horses, and used the winnings
to purchase books artists and art subjects as diverse as Paul CZzanne, Vincent van
Gogh, El Greco, Pablo Picasso, Persian prints, Marc Chagall, painters of the French
Revolution, Paul Klee, African art, and Cubism. In fact, these books comprised the
sum total of his earlgrt educatiorf>* Henderson notes, OWhat he learned was that
each significant artist made a distinct, identifiable contribufiGa®d, according to
the artist, OThereOs something more than just painting the figure representatively. Just
looking at these doks | boughBpeople like Cezann€® The artist went on, in jest,
OWhen | first started painting | would say, @anO like Van Gogh, as if some of it
could rub off on meZ He even signed some early paintings @Man.3'® This
attempt to emulata siccessfulartistthroughhis namés intonatioitiustrates
LewisOs investment in establishing himself in the art world. Ironically, in this sense,
he mimicked an artist whidke him, could not support himself through his art, and
wasonly posthumouslyecanized.

Several key events mark the official commement of LewisOs art training.

He enrolled at Columbia University and the John Reed Club Art School between

1933 and 1935This affiliation was highly significant, as Lewis chose to associate

#4bid., 5960.
#31hid. 59.
2%pid.
#7bid., 60.

218 hid.
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with a Canmunist club during the miti930s. His art during this period was marked
by Social Realist tendencies, in which he focused on the struggles and challenges
facing African Americans in American society. While he incorporated his interest in
modernist idiors into these paintings, nevertheless, his output during this time was
representational. Throughout this decade, he increasigked innorfigurative
form, until the mid19400s, whehis formatcomprised his paintings. His position at
John Reed, thuss illustrative of his merging art and activism, prior to his decision to
reserve his canvases for formal artistic pursuits, and to utilize other outlets for his
social concerns. His paintings of the mi#i300s, described in detail later in this
chaptershow this early tendency, followed by those of the-t8400s and beyond,
which represent his commitmentriorfigurative formabove other artistic concerns.
These formaeéducationabpportunities did not last long. At the John Reed
Club Art School, fo example, his fellow students, who he viewed as capable artists
with little need for further training, initially intimidated Lewis. The artist explained
in an oral history interview of 1968, ORomie [Romare Bearden] calls me a loner
because | have alwapeen by myself. It is only because, | guess, | felt very inept so
that | would rather make my mistakes alofi€.&dditionally, his colleagues at the
Art School were overwhelmingly Caucasian, which may have amplified his feelings

of isolation. As a resulhe did not return to Reed, nor did he seek formal training

#®Norman Lewis, OOral History Interview with Norman Lewis.O
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elsewhere. Rather, Lewis taught him$&lfThe artisadmitted Ol didnOt want
anyone to know what | didn®t knotO

Lewis studied art and history, while working as a presser. Interestingly, he
even managed to turn this work into an artistic educational experience, learning to
sew and make dresses. However, this employment was particularly key to LewisOs
career because of the shopOs proximity to the Savage Studio of the Arts and Crafts,
also krown as the Augusta SavageOs Uptown Art Laboratory, run by artist Augusta
Savage, and located directly on LewisOs path to theledging shop.

He stopped in one day in 1933, and Savage told him that he could work on his
art at the Laboratorylewis agreed and began work in the studio. The artist was
more comfortable in this environment. Not only did Savage allow Lewis to work
alone at night into the early hours of the morning, but the other artists working there
were African Americaid?®* Savage provide Lewis a launcipad from which to
explore his interests and talents. The relationship between the two, however, was
strained, with Lewis regularly challenging the learned and-satlboled Savage.
Nevertheless, Lewis recognized the integral role Sapkyed in his career,
asserting, Othank heaven for her because she afforded me the opportunity to really get

started.®

220Henderson, ONorman Lewis,O 60.
221 pid., 61.
222 |pid.

223 pid.
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Also during the miel930s, Lewis started working for the Federal Art
Program of the Works Progress Administratithlt was through th&PA thathe
met Jackson Pollock, Adolph Gottlieb, and David SrffithLewis explained, tBe
artists still used to see each other at places like the Cedar B1Stn.8 . | used to
see Rothko, Barney Newman; and a lot of the other alxStdf Still, Rothko, and
Reinhardt, we used to meet ord“s3. at &' Ave. Out of this came Abstract
Expressionism, which | think was something beautiful. And | mention this, because
they got together and talked about art like musicians talk about nitfsic.O

In 1934he was also accepted as a member into the 306 Group. This famous
organization of writers and artists provided a collaborative artistic environment for
Lewis, and put him into close contact with other significant African American artists,
intellectuals, ad writers, such as artists Romare Bearden, Charles Alston, Jacob
Lawrence, and writers Richard Wright and Ralph Elli&3nin 1935, Lewis helped
establish the Harlem Artists Guild, whose members included artists such as Romare
Bearden, Beauford and Josdpélaney, and Selma Burk&® Again, this
organization providetlewis with the opportunity to engage with other artists.

Lewis also began his teaching career in the 1880s, working under the

auspices of the Works Progress Administration teaching aratlB9 and the

2240 Chronology,® Morman Lewis: Black Paintings 194077, 118.

225 Ann Eden Gibson, Gk is a Color: Norman Lewis and Modernism in New York,Rdrman

Lewis: Black Paintings 1946977 David Craven, et al., exh. cat. (New York: The Studio Museum in
Harlem, 1998), 15.

2% |bid.

227 OChronology,® Morman Lewis: Black Paintings 194077, 118.
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Harlem Community Art Center. He remained in this position until 1937, and taught
again from 1944 to 1949 at the Thomas Jefferson School of Social Science, New
York.?*® During his time at Thomas Jefferson, Lewis taught alongside artisrand a
theorist Ad Reinhardt, with whom he became close friends and artistic collé&ues.
Also during this period, in the miti940s, Lewis was accepted into the Marian
Willard Gallery in New York, and shortly thereafter was given amia@ exhibition
in 19492%

LewisOs local success continued throughout these years, and in 1950 he was
included in the ArtistsO Sessions at Studio 35. Thesestglertonversation
sessions, moderated by Alfkd. Barr, Jr. and includirgytists such as Robert
Motherwell, Ad Reimardt, and Willem de Kooning, were Ointended to define the
Abstract Expressionist movemert-OThe following year, Andrew Carnduff Ritchie,
director of MOMAQOs Department of Painting and Sculpture, included LewisOs work in
the Museum of Modern ArtOs exhimitAbstract Painting and Sculpture in
America®®® His inclusion in this important exhibition at the powerful MoMA
demonstrates art world recognition of the artist. However, despite this and other
accolades, Lewis was never in a position to support hireskly through his art.
This partial inclusion, in which he was recognized but never fully accepted,

represents his lifelong experiences with the art widrldcknowledged, but always

22 bid.
230 bid.
%1 bid.
%321pid., 118119.

233 hid., 1109.
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on its periphery. The rest of his life and career are indicativasofethdency toward
recognition void of acceptance.

In 1955, LewisOs paintijgrating Birdsreceived the Popularity Prize by
visitors to the Pittsburgh International Exhibitionla Carnegie Institute (figure
14),2*while the Whitney Museum of Americakrt in New Yorkexhibited other
work of hisin 1958. The artistesumechis teaching career in 1965, teaching art in
the Harlem Youth in Action program until 197F. Then, from 1972 to 1979, he
taught at the Art Students League in New Yofk.

In 1963, Lews was a founding member $piral, an African American
artistsO collective (with Romare Bearden, Hale Woodruff, Charles Alston, and others).
Spiralwas a group of approximately fifteen African American artists who both
supported the civil rights movemenatd needed a setting in which to discuss their
artistic views and careers. Art historian Sharon Patton explains that after officially
adopting the title OSpiral,O the artists convened at OBeardenOs Christopher Street
studio, where the group explored theieative philosophies, their value and worth as
visual artists, often using the opportunity to reflect on their own careérsost
importantly, they asserted that their work did not have to realistically reflect the
issues of the day. The very existerof this group, however, represents the

marginalizatiorthatmid-centuryAfrican American artists experienced.

#41bid. 1 discuss this painting in detail later in the chapter.
% |bid.
%% |bid.

%7 sharon Pattomfrican-American Art{Oxford: Oxford University Press, 1998), 185.
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As the first president dbpiral, Lewis explained that he and other reehtury
African American artists needed a group in which they couldldsart and the
challenges they faced in the art world. He noted, Othere was a tremendous need for
this kind of group. A lot of things had been happening to me, which | didnOt quite
understand. Why such a reception from the public that my projectitireon
American scene wasnOt similar to people like DeKooning, Barry Newman, and even
the lesser ones. And | noticed that people like Hale Woodruff, Romi Bearden,
Charles White, Ernie Crichlow, Jacob Lawrence, these people who have been
painting for a longime and have tremendous things to say and yet they were always
being sidetracked [sicF® Getting at the heart of the matter, Lewis probed the
formal and quality aspects of reception, explaining, OA group of us got together to
discuss the problems, thact that we had existed for quite a while and that one of the
things always constant was the economic thing. Despite the fact that their work was
no worse than anybody else, that even the worst white artist got along better. And
there was some togethessehere and it was nourished?owever, Lewis argued
that the discriminatory elements of the art world stepped beyond critical and market
reception, even affecting the collaboration among artists. He asserted, OSince white
power structure can divide @mwonquer some of the artists were singled out which
destroyed the group . . . | still think there is a need for this kind of organization and
Romie, Crichlow and myself have tried to keep it going to pressure the white press

and black cats to give us thecessary publicity that we need to enhance

Z8Norman Levis, OOral History Interview with Norman Lewis.O
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ourselves ®° In 1969, the artiststablisked the Cinque Galleryith Romare
Bearden and Ernest Crichlgit! to display the work of emerging and African

American artists.

Picketing the Metropolitan

LewisOs expamce with the migtentury art world led him to picket the
Metropolitan Museum of Art for its showcasing of the controversial exhibition,
Harlem On My MindCultural Capital of Black America, 1900968%** This 1969
exhibition, art historian Bridget R. Cooksplains, €bught to explore the cultural
history of the predominantly Black community of Harlem, New YdJfR.Glowever,
the Metropolitan Museum denied Harlem residents the opportunity to help plan the
show. Additionally, the museum excluded works credte@HarlemOs thriving artist
community.&* Cooks concludes, ONear the end of the Civil Rights Movement and
the beginning of the Black Power Movement, Black culture emerged in the
Metropolitan not as creative producer but as ethnographic sttidy.O

In the arly days of his art career, Lewis produced realistic paintings often

steeped in social realism. A staunch civil rights advocate throughout his life, Lewis

% bid.

#41Kinshasha Holman Conwill,, OIntroduction: The Importance of Being NormaN@niran Lewis:
Black Paintings 1944977 David Craven, et al., exh. cat. (New York: The Studio Museum irehtarl
1998), 9.

242Chronology,® Morman Lewis: Black Paintings 194077, 119.
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initially explored the subject explicitly, befodeterminingother outlets for social
concerns andeserving the canvas for exploration of the formal properties of painting.
This shift occurred in the mi#l940s. Lewis described the subject of his artistic

output during the early part of his artistic development as Othe exploitation of blacks
in New York City and America . . . | painted a lot of things like people being
dispossessed, lynchings, and later fasci$thidowever, within his art, Lewis
determined that his focus was best directed towsetbrmal principles of painting.
Henderson explain§While paintings of rotting tenements, evictions and homeless
men warming themselves by bonfires satisfied the emotional needs of black artists to
feel they were contributing to the struggle to improve conditions for their people,
these socially conscioymintings did not satisfy the developing artist in Norman
Lewis.3*

Johnny the Wanderea, 1933, oil on canvas, for which Lewis won haiude
mention at a 1933 Metropolitdiuseum of Art, New York, exhibition, illusates his
early style (figure 1)L Here a centrally posed, seated African American man wearing
a heavy coat, pants, shpasd a hat which shades most of his face from the onlooker,
warms his hands over a small lantern. Although he appears to sit in a boarded
structure, snow covers the grousr@dund him and on the interior back wall. The
upper right corner of the painting reveals a broken wall, and thus ther@utieyor
the snow. The figure sits hunched over the lantern, his head down, and shoulders

rolled forward. Lewis explored shaddirough the painting, from the fiery orange

28 Henderson, ONorman Lewis,O 61.
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reflection of the lantern flame on the manQOs torso and hat, to the deep, black shadow
of the seated figure produced in the floor, to the light escaping the structureOs opening
and bathing the back left part oktiwooden wall and picture in lighter tonalities of

brown and white. To express the somber mood of this man in a dilapidated structure,
Lewis limited his palette to muted browns, grays, and whites infused with the subtle
yet intense pop of the oranges.

Lewis maintined an interest in a single subject composition in his creation of
Yellow Hat 1936 (figure 12 This oil on burlap picture shows a seated woman
depicted from a slight angle, with her right forearm on her lap and crossing her waist,
supportingher left arm, which is raised to her facEhe artist usea large hat to hide
the details of the figureOs faceneiewer of this picture, like the aformentioned
image, must depend on social cues around clothing to determine the figureOs gender.
The figure inYellow Hatwears a large rimmed, round hat possibly made of straw.
Sheis attired ina fitted, strict, and straight white shasiteeved shirt with a muted
skirt that appears to hit just below her knees. She sits with her right leg over her left.
The background is nondescript, and Lewis utilizes this space to explore formal artistic
properties like shadow, line, and surface. Unlike WandererLewis treats the
figure as an amalgamation of shapes and lines, rather than imbuing the work with the
level of solemn emotion just described. The simplicity of detail and removal of all
external reference iMellow Hatcreates a serious, thoughtful mood. The only somber
element here is the figureOs hunched shoulders. The painting therefore seems less a

opportunity for social commentawyith The Wandereiin which the viewer is met
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with a man struggling to stay warm in an abandoned structure, and more an
opportunity to create mood through formal elements.

Of his incorporation of figures in his earlyovks, Lewis explained that they
represent Ohumanity in terms of the space in which you?f¥@&®that, he referred
to Othe analogy that human beings are almost like ants . . . you notice them going into
MacyOs, everybody goes into the same . . . doawvaitiyng for the revolving door yet
nobody takes the initiative to open the other door which exists there . . . | have always
been interested in people yet Romie [Romare Bearden] says | am a loner and | am
aloof.®* In spite of this admission, Lewis neveetlss recognized his complicated
relationship to the larger society. He proclaimed, OBut | still observe because
whatever affects others affects me . . . | used to paint pictures . . . about how people
followed each other and the movement of people ahd was always the individual
that was against the massé¥.0

Lewis thus worked in a realistic style throughout the 1930s and early 1940s,
before turning tanorfigurative form He purchased art books in order to carefully
observe past artists, in an efftw teach himself how to draw and paint. He also
explored ways he could artistically contribute to the art historical canon. Through his
studies, he determined that he would utilize his painting for formal artistic interests,
and reserve his politicahterests for social activism in the form of picketing, for

instance. Lewis explained his stylistic alteration from an idiom entrenched in social

248 Norman Lewis, OOral History Interview with Norman Lewis.O
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causes to one replaced by purely formal mandatede noted, Ol used to paint
Negroes being dispossessedcdmination, and slowly | became aware of that fact
that this didnOt move anybody, it didnOt make things better and that if | had the guts
to, which | did periodically in those days, it was to picket . . . | found the only way to
solve anything was to gauband take some kind of physical actiérf.({e searched
for new formal and visual ideas that could interest onlookers. He noted, Opainting,
like music, had something inherent in itself which I had to discover and whieh is 3
dimensional. So that with thkind of awareness naturally you really get with
yourself and you wonder what can | say, what do | have to say that can be of any
value, what can | say that can arouse someone to look at and feel awed&bout.O
During the mid1940s, Lewighusincreasinglyconcentrated on the formal
properties of painting>* He abstracted his works by emphasizing line, heavy, deep,
rich color, less realistic forms, and the removal of a focal point. He spread the
pigment across the surface of the canvas. Art historiardB2naven writes, OLewis
produced highly nuanced OalloverO paintings beginning in 1944, making them some of
the earliest of this type in the history of art. (OAlloverQO is a term used to refer to

compositions that have no central focal point and whichraneaged with relative

21 hid.
252 hid.
253 hid.

%41n fact, in his 1949 application for a Guggenheim Fellowship, Lewis wrote, OFor many years, |, too,
struggled singlemindedly to express s@l conflict through my painting. However, gradually | came

to realize that certain things are true: the development of oneQs aesthetic abilities suffers by such an
emphasis; the content of truly creative work must be inherently aesthetic or the wameleuoerely
another form of illustration; therefore the goal of the artist must be aesthetic development.0 Norman
Lewis, OApplication for Guggenheim Fellowship, 1949 oiman Lewis: From the Harlem

Renaissance to Abstractioexh. cat. (New York: Kenkeba House, Inc., 1989), 65.

100



density and visual weight throughout the entire can\as.)@leed, many of his
paintings beginning in this period, and throughout his career, revealed the density and
weight that Craven describes. Lewis transformed these formaitaspgainting
into characters in their own right, in which paintings reveal little association to real
world figures and serve as pulsating forms and features with movement and intensity.
Of his use of form and coent, Lewis explainedOThe thing of fon, | think that
much of what happens and what one becomes is definitely an outgrowth of what one
feels . .. Itis discovering what one can do in paint, what one can achieve, what
visually excites you and what you want to see that hasnOt beerf*done.O

As Lewis increasingly abstracted his style, critics in turn associated some of
his stylistic components with bettknown artists, such as Mark Tobey. However,
such connections were deemed negative, with critics implying a lack of originality.
For example,n a 1949 edition of thBew YorkSun a critic asserted that Lewis was
Otoo close for comfort to the style employed by Mark Tobey. One Mark Tobey is
enough.8’ Thus while his evolving style was inspired by the sights around him, as
well as his studies @rt history and exploration of the formal elements of painting,
nevertheless, some critics discounted his work on accoltstreSemblence to other
well-establishedrtistssuch as Tobey

An example of his earlgorfigurative style isBlendingof 1951 (figure 13).

In this work, Lewis created an allver black and white composition with jagged

#5pavid Craven, ONorman Lewis as Political Activist and-Ba$onial Artist,O ilNorman Lewis:

Black Paintings 1944977 David Craven, et al., exh. cat. (New York: The Studio Museum in Harlem,
1998), 51.

#®Norman Lewis, O@I History Interview with Norman Lewis.O

%7Henry McBride, OAttractions in the Galleries: Willard Gallele® York SunMarch 4, 1949,
Norman Lewis Papers, Archives of American Art, Smithsonian Institution.
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edges radiating from the center. The vertically elongated forms pulsate from the
center of the image, with looser, diffused, billowy, soft forms around theseddje
limited palette allows total focus of the forms, which emulate visual depictions of
sound waves inpace. Thus the artist expressesideep interest in formal
relationships, where even the palette is simplified so that the lines, contours, and
spacial interactions in the painting are prominent. Lewis described his artistic
outlook in creating this work, explaining, Olt has no social connotation to me. |
wanted to see if | could get out of black the suggestion of other esiafcolor,
using itin such avay as to arouse others . . . using color in such a way that it could
become other things?
He increasingly abstracted his paintings throughout the 1950s, often visually
expressing form, movement, and force. Lewis dbsdrhis interest inorfigurative
form, noting,Ol started that way just trying to convey this movement of people . . . |
tried to paint this thing and it was just a question of painting . . . Instead of individual
masses and showing a lot of heads it was just a blob of bladkopavhite paint.6°
Lewis paintedMigrating Birdsutilizing a palette characterized by rusteg
ochre, and white paintThis painting simultaneously draws the eye into its central
ochre void, and out to the edges of the surface, where the rust argrelesprown
paints float around the outermost portion of the canvas. In between this central area
and the surfaceOs edges are white iridescent, loose applications of paint of varied

density. The lower left area of white paint leads the eye up its sadle$s populated

%8 Romare Bearden and Harry Hendersamistoryof African-American Artists: From 1792 to the
Present(New York: Pantheon Books, 1993), 321.

#%Norman Lewis, OOral History Interview with Norman Lewis.O
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though still busy area ofite paint, which in turn then direcitention tahe right

part of the canvas, almost touching the lesk bpisurface that dominates this area

This white paint creates movement around the canvas asritlea the paintingOs

central void. It creates texture and mass, as well as motion. LewisOs decision to limit
his palette to rich, deep colors enhances the intensity of the picture. Furthermore, the
variation of brushstroke, where at times he usedkdhick strokes and at others a
smooth application, creates dynamism.

Lewis was inspired by nature in creating this work. In fact, he kept a pigeon
coop on the roof of his building in Harlem, and fed the birds daily. His observations
of the pigeonsO mement, circling and flying in, was the impetus Kigrating
Birds.?®® Thus, even though he lived in an urban metropiikis,Frankenthaler,

Lewis was nevertheless an avid observer of nature and natural forms. He filled his
studio with plants and fishniéis?®* Nature thereby influenced his approach to his
norfigurative paintings, much like the other artists studied herein. Henderson argues,
OWhat distinguished Lewis from other Abstract Expressionists was his profound,
absorbing interest in nature, inclnd the nature of human behaviéf?O

LewisOs oil on canvas painting entifRrdcessionabf 1965exemplifies the
artistOs utilization of a black and white palette to show white triarghdped forms
roughly depicted across the agé of a black canvgBgure 15). By applying the

white paint to the black background, Lewis created a dramatic yet elegant exploration

260 Henderson, ONorman Lewis,O 62.
2681 |pid.

2621hid., 63.
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in contrasts. He communicated, too, in form and depth; with each stroke the viewer is
both allowed and denied depth and description.hAtorians and critics often assert
thatthe painting appears to refer to the artistOs involvement with civil rights and race
relations. He explained of such notions, Ol find that civil rights affects me; so what
am | going to paint, what am | going to.dbdonOt know. And | am sure it will have
nothing to do with civil rights directly but I just hope that | can materialize something
out of all this frustration as a black artist in America . . . | am sure that if | do succeed
in painting a black experiee | wonOt recognize it myseéit*a_ewisOs comments are
reminiscent of FrankenthalerOs, when asked about the connection between self and
her art. While Frankenthaler evaded the question, explaining to the interviewer that it
is impossible to separate teelf from oneOs painting, Lewlisectly addressed the

query. His comments indicate the connectedness of his art and life, and yet also
reveal his isistence that any inclusion dfusion to race is unintentional.

Nevertheless, as civil rights weremimary concern to African Americans during

this period, including Lewis, scholars and critics invariably read issues of race into
his norfigurative creations, over concern for his interest and passion in nature, plants,

fish, and the formal qualities ofmtingN color, line, shape, and forff*

Wandering from Job to Job

Lewis explained to interviewer Henri Ghent the difficulties African American
artists faced. The artist noted, Ol donOt think any black artist makes a living. Despite

his prominence or whdte contributes to American culture it is always sort of second

23Norman Lewis, OOral History Interview tviNorman Lewis.O

264 address this reception in detail in chapter seven.
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class. | think that someone like Duke Ellington and his contribution to music, this
man should be a millionaire in comparison to somebody like Paul WhitéfffamO
fact, Lewis supported himgehrough a variety of means. Between 1929 and 1931,
he worked as a pageboy in the George M. Cohan Theater in New York, as well as a
presser, tailor, and dressmaker. He also traveled through South America as a
seamarf®® Lewis discussed his many jobst€xch. | have driven a taxi, | have been
an elevator operator, | have been a pants presser, | have washed floors, | have been a
cook, | have been a seaman, | have sewed dresses, | have sustained myself in
whatever the moment and has been necessary txjetd [sicf®’

While his work as a seaman took him abroad, Lewis traveled throughout
Europe and South America laia his career as well; these experiertad a
profound effect on his perspective. He explained that through his association with the
Willard Gallery, he met American artists who knew European artists. As a result, he
noted, Owhen | went to Europe | met Miro and | met many of the established people
who worked at the Bauhaus in Germany and who came here as expatriates from
Germany. This wavery beautiful for me because | never met them in America. And
yet they were very anxious to know me and part of my stay in Spain, which | spent
some nine months, three each in Italy and France and Spaiff{sic].

Lewis was recognized with a variety mestigious awardhroughout his

career including the Mark Rothko Foundation grant and the National Endowment for

#5Norman Lewis, OOral History Interview with Norman Lewis.O
266 5Chronology,® Morman Lewis: Black Paintings 194877, 118.
%7 Norman Lewis, OOral History Interview with Norman Lei
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the ArtsO Individual Artists Fellowship, both in 1972; and a John Solomon

Guggenheim Memorial Foundation fellowship in 19%5His first retospective

exhibition was in 1976 at the Graduate School and University Center of the City

University of New York. The show, entitléddbrman Lewis: A Retrospectiwveas

held when the artist was in his sixties and just three years prior to his death.
Although he lived with a companion, Joan Murray Weissman, from 1946 to

1952, he did not marry until late in life. Norman Lewis and Ouida Bramwell married

in 1976, and had no children. He died on August 27, 1979, in New York.

Slow and ScarmiuctionMarketPerformance

An examinatiorof LewisOs market performamegealsthatsocial forces
impacted his reception and career, delaying his market acceptance and minimizing his
critical accolades. As such, Lewidigyraphy is closely connected to the market for
his paintings. Aroverview of his auction salebowsthe artistOs slow and scant
market acceptance. Norman Lewis has had 77 works come up on the auction block
since the early 198084% of which have sold. His highest auction price was

achieved in Octadr of 2008, with a sale price of $312,G039.

29 Chronology,O itNorman Lewis: Black Paintings 194077, 119.
2%5ee OAuction Records for Norman LewissArt: The ArtistsO Blueboalccessed July 5, 2011,

http://lwww.askart.com/AskART/artists/search/Search_Repeat.aspx?searchtype=AUGRHONRD
S&artist=101558.
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LewisOsutputdid not begin selling on the auction block until the early
200008 While his work has reached the $300,000 mark, that sale is an outlier, with
the dominant majority of his works sellingle $100,000. His sales volume
remains scant, and is marked by primarily regional interest by less dominant auction
houses. Although his work has reached the New York market through ChristieOs,

Rockefeller Center, the majority sees interest from smalietion houses.

2n fact, LewisOs widovQuida Bramwell Lewis, has control of many of LewisOs pictures. Since this
factor affects the availability of LewisOs works to the auction market, it must be considered in analysis
of his auction market s history.
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Chapter 5: Alma Thomas: Southern Courtesy Cocooning an
ArtistOs Life

Life Overview

Alma Woodsey Thomas was an observer of all things in nature. From
childhood in her family home in Columbus, Georgia, and summers on her
grandfatherGexpansive property on the Chattahoochee River, to her final days in
Washington, DC, Thomas was closely engaged with the sights and sounds of nature.
Throughout her life, she recalled early memories of nature, sought to make new ones,
and visually incorpmated these recollections in her art. Although the artist moved
from a scenic natural environment in the south to an urban residezighborhood
in Washington, DC, Thomas took pleasure in noticing the natural elements around
her. Her affinity for natte permeated her life and linked her experiences and
impressions as a child to her outlook and perspective as an adult. The artist once
asserted (presumably in reference to her childhood),Ol would wade in the brook and
when it rained you could hear musicwould fall on the grass and look at the lovely
yellow leaves and would whistlé’© Further, she explained to journaliscdueline
Trescott in 19710We lived in a section of Columbus, Ga. called ORose Hill® and our
house was surrounded by beautifoMier gardens. The seasons, the flowers, the

sed\ all of naturél have become a permanent part of my paintiffs1®

272 Quoted in Joe Fyfe, OAlma ThomasOs Late Blossaémén\mericad0, no. 1 (January 2002):
100.

213 Jacqueline Trescott, OThe Seasons, The Flowers, The Sea . . . All a Part of Her Pdihéngs,O

Sunday StarAugust 29, 1971,8, Alma Thonas Papers, Archives of American Art, Smithsonian
Institution.
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Washington, DC, she insisted on regular visits to the National Arboretum until the
very end of her life.

Born in Columbus, Georgia, on Septber 22, 1891, Thomas was the eldest
of four children She and her three sisters, Kathryn, Fannie (who died at age 9), and
John Maurice (named for their father John Harris), were raised in a Victorian house in
the Rose Hill section of Columbus. Her pass who married in June of 1888, made
education and opportunity a priority not only in their own lives, but in the raising of
their daughters as well. Her ther, Amelia Cantey Thomagtaduated from the
Tuskegee Institute in Alabamaas a teacher andebssmaker, and played the violin
as a hobby’* In reminiscing about her mother, Thomas declared that she OdidnOt let
us fall down for one minute?® Her father, John Harris Thomas, was a businessman

who owned landed estates in Alabama with his-badther?’®

Regular fixtures in

her upbringing were ThomasOs aunts, many of whom graduated from the Tuskegee
Institute and were teachers like her mother. During summers, Thomas visited her
maternal grandparents on their 5000Cacre farm on the Chattahoocheediin
Alabama, located about ten miles south of Columbus. Her maternal grandfather,
Winter Cantey, was a veterinarian and cotton planter who also bred horses. Fannie

Cantey, her maternal grandmother, was a homemaker. Mr. Cantey built a small

schoolhouséor local children on their estate. This action, combined with the

24 The Tuskegee Institute in Alabama is now Tuskegee University, a school founded in 1881 with the
mission of providing an education and trade training to African Americans. Booker T. Washingto
was the first principal of the school, until his death in 1915.

275 Andrea O. Cohen, OAlma ThomaB,0. GazetteOctober 26, 1970.

Z®Merry A. ForestaA Life in Art: Alma Thomas, 1891978 exh. cat. (Washington, DC: Smithsonian
Institution Press, 198115.
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decision to send his children to the Tuskegee Institute, demonstrates his belief in the
importance of education.

Alma Thomas grew up in a Ocultured and educational setfingt@re books
were plentiful, and her aunts regularly hosted African American and white professors
from Atlanta. At these gatherings, they engaged in conversations about history, the
classics, and LatifY® In spite of being born with a hearing and speech impediment,
or perhaps in working to overcome it, Thomas thrived in her childhood
environment’® Of the cultural setting in which she was raised, she explained,
OEveyone in my family was creativeMy father was a businessman. All the women
in my family were teachergraduates of Tuskegee Institute. Yet | think | inherited a
distinct feeling for colors from my mother who was also a violinist and clothes

designer.t°

Washington, DC

In 1907, the Thomas family relocated to Washington, DC, a move motivated
by increasedacial tensions in the South, including the 1906 Atlanta race riots, and
restrictions on African Americans seeking education beyond the ninth grade. Her
parents wanted to relocate to a city where Thomas and her sisters would not only be

safe, but could cdimue their education. As ThomasOs aunt and uncle resided in

27" Benjamin Forgey, OAlma W. Thomas Dies; Famed District Paifitee,@/ashington Star
February 25, 1978, &.

218 EorestaA Life in Art 15.

29 Eleanor Munro, OThe Late Springtime of Alma Thomé&éhington Post MagazinApril 15,
1979, 23.

20Trescott, OThe Seasons, The Flowers, The Sea . . . All a Part of Her Paintlhgs,0 F
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Washington, DC, her parents could provide the children with a family environment,
similar to their upbringing in Columbus.

Upon arrival inWashington, DC, Amelia Thomas told one of her daughte
Oto remove her shoes and knock the Georgia sand from4HeAitfbugh the
family left Georgia in the aftermath of dangerous race riots and pervasive,
discriminatoryeducational laws, in interviewihomas minimized the impact of racial
discord on her faily in Georgia. For example, she asserted OOf course when | was a
child in Columbus there were places we couldnOt¥aTe artist noted, however,
that her family Obelieved in working hard and making the most of the opportunities
you had, and thatOsath did.&** Further, Thomas asserted, OThere are no short
cuts. You have to work. You need a good foundation, and then hard work. And you
have to use common sengé&!O

Washington, DC, was segregated when the Thomases relocated; however,
educational anémployment opportunities were more abundant than in early
twentiethcentury Georgid®® In fact, art historian Tritobia Hayes Benjamin explains,

OMany African Americans were employed as civil servants and teachers, and a few

%1 Tritobia Hayes Benjamin, OFrom Academic Representation to Poetic Abstractidhm@ .
Thomas, A Retrospective of the Paintingeh. cat. (San Francisco: Pomegtan 1998), 18.

Author Andrea Cohen notes that Amelia Thomas touched AlmaOs sister and said Oyou take your shoes
off and knock that Georgia sand out of them. DonOt you ever go back there again.O
Cohen, OAlma Thomas,O 13.

282 Mary Margret Byrne, OShe H@&sntemporary Approach to Painting, Lif&;fe Columbus
Enquirer, March 15, 1973, Alma Thomas Papers, Archives of American Art, Smithsonian Institution.
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worked as lawyers, dentists,dors, and businessmen and women. Such individuals
formed an elite class, hosting cotillions, banquets, and lavish weddings, and
establishing African American social and cultural cluf§§.0

Thomas enrolled in the Armstrong Technical High School in Wastingt
DC. There, she honed her keen interest in the arts, including fine art, architecture,
and drawing. Art collector and dealer Thurlow E. Tibbs, Jr. asserts that Thomas
artistically benefited from Ophilosophical guidance of organizer and first principal
Wilson Bruce Evans whose belief in Owork with the hand, the mind and the spiritO set
the atmosphere for the training available to his studéfitsSBe then attended the
Miner Teachers Normal School and focused on early childhood education. Upon
graduatim, Thomas taught at tiedhomas Garrett Settlement House, in Wilmington,
Delaware, (then directed ifijom 1915 to 1921, before returning to Washington, DC,
for college.

In 1921, Thomas enrolled the home economics department at Howard
University. Althaigh she planned to become a costume designer, fine arts professor
James V. Herring urged Thomas to participate in the newly founded department of
art. As aresult, Thomas majored in fine art and studied primarily under Herring, in
addition to sculptor MayHoward Jackson. In fact, she became the university's first
student to major in artHer mentor, Professor Herring, Oacknowledged the fact that
she was a hard worker who would find her place on the ladder of great American

painters. To his joy and amazent before he departed his life in the late sixties, he

288 |hid.

27 Thurlow E. Tibbs, Jr.Six Washington Masters: The Evans Tibbs Collecgah. cat. (Washington,
DC: EvansTibbs Collection, 1981), 14.
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was greatly rewarded in seeing her take her place among the ranks of great American
painters.8® Thomas completed her education at Howard, as the first graduitte of
Department of Art in 1924 ancehleved to be the first African American woman in

the United States to receive a Bachelor of Arts degree in fine arts.

Teaching and Learnin§imultaneously

A combination of her desire to give back to her community and the pragmatic
need to support helééed Thomas inta full-time teaching careefirst for one term
as a drawing instructor at Cheyney Training School for Teachers, in Cheyney,
Pennsylvania, where she met artist Laura Wheeler Waring, and then beginning in
February of 1925at Shaw JunioHigh School in Washington, DC.h8 remainedct
Shawuntil her retirement in 1960Nevertheless, Thoma®ntinued her formal
education over the summers beginning in 128@nding the Teachers College at
Columbia University in New York, angiarning a Maer of Arts degree in art
education in 1934. Always yearning for more education and ways to expand her
horizons, Thomas attended weekend and evening creative painting classes from 1950
to 1960 at American University, an arts institution unto itdetingthis period
where many established Washington painters taught. In particular, artist Jacob
KainenOs abstract painting classes influenced Thomas, who during this time changed
her style from one of realism to a more serious focugemmetric patterns arablor.
Although she never fully abandoned her focus on the natural world, KainenOs classes

helped Thomas establish a new way to explore and represent her vision. She also

288 Adolphus Ealey, Olntroduction,QAlma W. Thomas, Recent Paintingsh. cat., Howard
University Gallery of Art (Wakington, DC: Howard University Gallery of Art, 1975).
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studied with Robert Gates and Ben (Joe) SummedbAimerican, both of whorhad
asignificant impact on the artist. Additionally, in 1958, under the auspices of Temple
UniversityOs Tyler School of Fine Art, Thomas went saramer tour of Europe.

She visited a host of museums and sites, such as LondonOs Tate Gallery; the
Rijksmuseumnin Amsterdam; FlorenceOs Uffizi Gallery; and the Capitoline Museum
in Rome. This trip was a study tour, and as such the artist attended many lectures,
plays, and visited a host of European art centiénsas the combination of these
experiences, in coapction with her outlook onfi, thatled Thomas to develdmper
distinctive painting style and vision.

Thomas was heavily involved in improving WashingtonOs young adultsO
awareness of the arts. Not only did she teach at Shaw, but also from 1934,to 1940
she organized and oversaw the Marionette Club, which presented plays for local art
students at locations in the African American community. From 1936 to 1939,
Thomas put together the School Arts League with the goal of improving art
appreciation amongetect junior high school students. Then, in 1937, Thomas started
another group, the Junior High School Arts Clwvhose members visited local
museums and attended regular lectures at Howard. Even after her 1960 retirement
from Shaw, she started the Bea@iub in 1962, with the express purpose of
increasing arts awareness in her neighborhood, presenting films and information on
art. The following year, Thomas organized exhibitions and classes for the
Washington, DC, Commissioners Youth Council. She thamtained her
connectiorto the local community throughout her life, even into her 70s, teaching

children from 1964 to 1966 at the Uplift House, a community center in Anacostia,
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Washington, DC, and leading artistsO workshops in 1968 for Isis Artistspaofiit
organization. This extraordinary outpouring of time and support for her community
was formally recognized in 1972, when Mayor Walter Washington declared
September 9OAIma W. Thomas D&Y in Washington, DC. That same month local
radio and teleigion programs paid homage to her art and her life.

Thomaswas also deeplgntrenchedn the Washington, DC, arts community
throughout her adult life. Through her work at the BarAdin Gallery, she kept her
pulse on contemporary art happenings. Phigate institution was like no othe
during its timéN atour-de-force, exhibitingAfrican Americanand white artists side
by-side, with the goal of showing sound examples of contemporary art regardless of
race. ThomasOs role in the gallery was instruieritare she served as a founding
member in 1943 witBames V. Herring and Alonzo J. AdeBhe also met a variety
of artists through the Barnetiden Gallery, including leading members of the
Washington Color School, Gene Davis and Morris Louis. Additlgnfrom 1946 to
1950, Thomas wasraember of OThe Little Paris Studio.O This small group of local
Washington, DC, artists, organized by Louis Mailou Jones and Celine Tabary,

critiqued each otherOs work and exhibited togéther.

Retiring to Begin Anotr Career

In addition to her extracurricular activities and involvement in local arts
organizations, Thomas devoted her time and energiesSpast to fulitime painting.
Shetook an active part in the Washington, DC, arts scene, developing her idiom

basel on an interest in color and nature. She combined her lessons at American

29gee Janet Gail Abbott, OThe Barnett Aden Gallery: A Home for Diversity in a Segregated CityO
(PhD diss., The Pennsylvania State University, 2008), ProQuest 8848281).
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University with her knowledge of art through Barp&tten and her attention to up
to-themoment art magazinesnteringthe arts scene when she was almost seventy.
Thomas artiscally developedat a time whemnteringthe highly regulated art
scene was still quite unusual for African American women. Art critic Amei Wallach
explains that the period in which Thomas emerged as an artist provided a host of
societal challenges. Wath asserts, OThe sixties were a decade of men. But by the
mid-seventies a new generation of extraordinary women artists emerged, most
notably Susan Rothenberg and Elizabeth Murray . . . But Elizabeth Murray tends to
be dismissed as a Ogirl Frank Stella. Susan Rothenberg isnOt half so famous as
David Salle.&° Wallach recognizes the challenge for artists of this period,
explaining, OTheir problem will be to continue painting wonderfully despite the
frustrations. In the end, it is endurance thaints in the life of an artist. It matters as
much as inventiveness, as much as how wide the circle of influéfiaeaflachOs
comments apply to Thomas on a number of levels; the artist had amewe
approach to paintinggndher work was never confusedth that of a male colleague.
However, as a result of limited access and opportunity, she was unable to have a
lasting career, as hers did not officially begin until late in life, and even then, her
influence and reach were limited. Perhaps aware®féhlity, the artist proclaimed

Olf only I could turn back the clock, I'd show thé®f.O

290 Amei Wallach, OArts and &ftiness,®1s. 1-2, (July 18,1989): 26.
#*bid.

292 @Plder Artists: Their Genius Still Showing&®RP news bulletirSeptember 1982Ima Thomas
Papers, Archives of American Art, Smithsonian Institution.
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It is useful to dividéThomasOs painting car@ep five distinctperiods based
on her stylistic changes and progressignwith regard to her developmert a
painter, the artist noted,
In 1960 | retired from teaching and devoted my entire time to serious
painting. Beginning as an academic painter, | passed through an expressionist
stage, and emerged as an abstract painter, using the pure color parallel strip
format pioneered by the Washington Color Painters. My strokes are free and
irregular, some close together, others far apart, thus creating interesting
patterns of caras peeping around the strokes.
Indeed, the early stage of her art making startedavitacademic intest in
representational worksThurlow E. Tibbs, Jr. wrote of ThamsOs early artistic
developmentOlt was during the 1950s that her first serious paintings such as OStudy
of a Young Girl® were completed. In the work the influenceaohées such as Jacob
Kainen and Lois Jones is evident, where color is the catalyst for breaking down the
hardedged planes in her compositidcit-O
In this 1955 oil on fiberboard painting, the primary details with which Thomas
was concerned include colohape, and outline, rather than facial structure or
specific aspectsf body and clothing (figure 36 Study of a Young Gidhows a
central, frontal figure posing for the onlooker. The figure, presumably a wéman
due to the title and clothifycomprises th majority of he fiberboard, and stands in

the foreground of the picture. She slightly twists, allowing Thomas to paint the

movement of the figureOs right arm aroundatzést, and her head tilts to héght.

293 pfter reviewing heoeuvrein detail, | divided ler output into these five periods based on her formal
interests. The purpose of this organization is to provide a framework for her changing styles, which
often occurred in a relatively short period.

294Hilton Kramer, OArt: Imposition of a Racial Categddi2 AfreAmericansO at Nordness Gallery,O
New York Timeslanuary, 25, 1969, 23.

29 Tibbs, Six Washington Masterg4.
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While her skin is brown, shirt off the shHdars and white, and skirt dineadscarf
red, Thomas utilized broader palette in exploring the area around the figure. She
studied the contrasts of aguamarine blue and yellow behind the figure, the brown
tones that appear as shadows in these areathendtlines reminiscent of chairs in
the foreground. Indee&tudy of a Young Gidemonstrates ThomasOs increasing
interest in the utilization of color to form shapes and outlines on the surface of the
painting. However, she sketchily paints the sultiances within these areas to
highlight shadows and nuances seen by the eye. It was indeed during this period of
the early to miell950s that Thomas explored the representation of the natural world
throughstill life and outdoor scenes, composeeithera cubistielike fashion, or
one more oriented towards an impressionistic rendering with an open scene and a
thick application of paint. Individual facial featuneere secondarto an interest in
paint application.Study of a Young Giillustrates thidatter tendency, with its thick
impasto and impressionistic focus.

Next, in the late 1950s, ThomasOs work indicaledser experimentation
with paint marked by blocks of color with loose edges. iffasto is heavy and
rich, andagain, her intereshidetail$ facial features and exactitudesield to a
commitment to paint qualitieBlue and Brown Still Lifeoil on fiberboard (1958),
demonstrees this new tendency (figure)17The specific details of the sceme
enveloped by the loose paint appltioa. While the artist maintained her neutral
palette of aquamarines, rust orange, and periwinkle green, sharing space with muted

whites and blacks and accentuated with the occasional bright orange and red, she
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focused even less on a natural scene, ané mothe formal properties of the
painting.

In the early to miel960s, (approximately 1960 to 1966), Thomas worked in a
more gestural manner, marked by a loose, watertigloapplication of paint. She
also continued her interest in patches of caldrich included some representational
imagery. Tibbs explains, OBy the time she had retired from the public school system
in 1960, Alma Thomas began to exhibit annually at the DuPont Theatre Art Gallery
in Washington, DC. During this period her abstsdgte blossomed. Works from
that period show ThomasO surfaces breaking down into total abstrattiarhile
her works never completely broke with connection to aspects of the lived world,
Spring Fantasylemonstrags how Thomas quickly developadtyle leavily focused
on color and shape rather than actual tetdia natural scene (figure 18In this
1963 watercolor, Thomas explored ftatened shape of a leaf, the Osubi®ing
her to explore the range of green hues. She loosely appliedrticah&ructure in
the form of black, thin, spaced vertical lines evoking veins of a leaf. Around this
structure, she applied the green and yellow hues with a sfli@ageplication,
comprising the full left and right portion of the work. Maintainingeatral void,
Thomas relayed the juxtaposition between the flatness of the image with the inherent
depth created by applying watercolor paint to the palmeparticular, the green areas
of the flat OleavesO contrast sharply with the black Oveinsézekiotbe read as

textured and grainy.

296 hid., 15.
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From 1966 to 1972, Thomas expanded her interest in blocks of color. She
appliedpaint to the canvas in a spoAges mannerworking with color based on
individual cells in relation to one another, rather thanesgmting grecisescene of
the outside world. She transitioned from earlier abstractions to a focus on
geometrical compositions resembling mosaiés.

Untitled, a watercolor on paper painting of 1966, captures the procéss of
stylistic change (figue 19. Appearing as if it is a cloagp portion of a larger image,
Thomas isolated her previous spoitige forms, and expanded upon this paint
application inUntitled. She primarily extinguished interest in representing natural
form, asshe utilizedprimary,saturatedolors like blues, reds, greens, and yellows.

In place of a central void, Thomas filled the center of this composition completely,
reserving the voided areas for the upper left and right corners, and bottom left corner
and center bottom @he paper. The small, blotted forms curve around one another,
almost forming a language unto themselves as they dance across the surface of the
paper.

Air View of Spring Nurserytoo, a 1966 acrylic on canvpainting
demongtates this transition (figur20). Here, Thomas used acrylic to cretateserae
like shapes on the canvas, carefully arranged into 33 horizontal lines varying in
thickness. She called this technique OAlma stripes,O as the combination of color,
form, and line represented her interiesthe formal components of painting such as

line and color. The artist used a broad palette of blue, gray, turquoise, pink, yellow,

297 hid.
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orange, red, green, white and purple. She limited each stripe to a single color, and
alternated colors throughout theneas.

Thomasexpandedipon her use of OAIma stripesO in subsequent paintings. In
1970, she painteBed Violet Nursery Viewed from Abdtfigure 21). She utilized
the same technique as View of Spring Nurserycreating 33 stripes of varying
thickness ad composed of mosalike forms. In this painting, however, Thomas
arranged the stripes in a vertical pattern, and relied ghynten redpaintto create
movementiension, and contrast in the work. Less striking colors in the canvas
include green anblue, yellow and pink. Furthermore, since Thomas allowed slight
space between each mosaic shape, the white of the canvas pops through the painted
shapes and creates a shimmering effect.

Springtime in Washingtorreated in 1971, illustrates ThomasO$imaeed
interest in OAIma stripes,O however in this acrylic on canvas painting, the artist
applied the mosaitke shapes in circular lines formiragn overall bullseye (figure
22).%® She painted approximately 23 circular lines of primarily red mdgadc
shapes, emanating from a pale green center. Her placement of yellow lines in the
middle and outer portions of the circle pulls the eye towards the center of the

composition while simultaneously pushing it out. The central pale green center

298 The Washington Color School, and particularly, Gene Davis and Kenneth Noland, likely influenced
Thomas in thelesign of several of her paintings. As Noland utilized the circle form prior to Thomas,
Springtime in Washingtois feasibly connected to his works of this theme (Figure 22). Davis worked
with stripes, lending credence to the correation between higirfe and the design of her works,

View of Spring NursergndRed Violet Nursery Viewed from Abdq¥égures 20 and 21). Jonathan P.
Binstock asserts, OFollowing her work with stripes (Gene DavisOs most celebrated stylistic contribution
to the group)Thomas went on to explore circles, a motif usually identified with the work of Kenneth
Noland.O Jonathan P. Binstock, OApolitical Art in a Political World: Alma Thomas in the Late 1960s
and Early 1970s,0 Aima W. Thomas, A Retrospective of the Paintiagh cat. (San Francisco:
Pomegranate, 1998), 61.
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creates a quigesting place for the eye before it is thrust back and forth from the
center to the outer part of the circle. As with her other OAlma stripesO paintings,
Thomas allowed the white of the canvas to trickle through her shapes, creating
dynamism and flickeng across the surface.

It was during this period of her career that ebtablished her artistic position
within the world ofnorfigurativeart, depicting the essence of a sceisgead of
being bound by the need portrayit in a precise and exact mar Thomas
depicted the mood or idea of a settiagindicated by the title. The paintings she
produced during this period maintained her interest in representational scenes, and
were inspired by sites Thomas viewdd.thisiconic, defining styleThomas
simultaneously expressed and developed her interest in the formal properties of
painting\l color, paint application, and of utmost importance for this artist, the ways
colors relate to one another.

ThomasOs final period started in 1972, and lastddhmgnd of her life, in
1978. During this time, her works are characterized by three elements. The
paintings are more atmospheric and defined by a single layer of color with a
multicolored background. She also simplified her foras#ng shapes andfarmat
similar in style to Barnett NewmarCherry Blossom Sympho(4972) illustrates
these two tendencies (figure)23The allover application of pink paint is
intersperseavith small strokes of blue and black dashes across the canvas. The left
onethird and the outermost right portion of the canasserher interest in vertical
stripes comprised of hyphated forms, though in this picture, the single use of pink

has a calming effect only to be energized by the variations on brushstroke orientation.
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The central part of the canvas contrasts with its outer areas in that it has a horizontal
format. ThomasOs decision to subtly contrast all pink verticals with horizontals
creates motion wherein the right part of the painting seems to move towardsignd th
be consumed by, the left most vertical lines. Enhancing this effect is the more
densely populated and darker left side contrasting with the sparser and thus lighter
right portion of the canvas.

And finally, her works became more moshke, in whichthey appear to be
shards applied to the canvas, rather than dabs of clwid@abbling Brook and
Whistling Poplar Trees Sympho(976 (figure 24, Thomas limited her palette to
midnight blue and white, and created@lier mosaieshaped forms acrosseth
composition. She varied the distance between shapes, in which thedefiortemn
reveals little spacayith distance between shagdeosening in the middle and toward
the right part of the surface. The result of her monochromatic palette andtalterna
between high congestion and select areas of distance is a highly dramatic viewing
experience in which the viewerOs eye is led around the canvas in a circular motion.
Areas of dense shape and frenzied activity blend, only to be met by the relaxed
motion in viewing the more evenly spaced application of form.

Throughout her late care@ihomas received various accolades for her artistic
achievements. For example, in 193be was presented with Howard University's
Alumni of Achievement Award at éhCharter Day Convocation. The following year,
the Longview Foundation donated ThomasOs 1972 paiRt&dgRose Sonata the
Metropolitan Museum of Art, New York. In 1977, at the invitation of President

Jimmy Carter, Thomas visited the White House.
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In February of 1978, Alma W. Thomas died after aortal surgery at Howard
University. She was 86. Art critic Benjamin Forgey asserts, OShe died at the peak of

her career®

Auction Performance of @olite and Courteou@Noman

ThomasOs biography senasdasignificant factor in theonstructiorand
receptionof Thomas as artist. Her auction market performance is an effectige ga
of how social forces and perceptions impacted her reception and career. Chapters
seven and eight include-atepth analysis ohe connection between biograpayd
reception.

Alma Thomas has had 60 wonkacedon the auction blockince theearly
1980s 88% of which have sold. Her highest auction price was achieved in May of

2008,with a sale price of $157,000 at ChristieOs Andtlouse in New YorR®

29 Forgey, OAlma W. Thomas Dies,J A
3005ee OAuction Records for Alma ThomassiArt: The ArtistsO Blueboakccessed July 5, 2011,

http://www.askart.com/AskART/artists/search/Search_Repeat.aspxyparchUCTION_RECORD
S&artist=30109.
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ThomasOs auction data reveals that her gidnkot regularly sell until the
late 1990s, a period in whi¢he value of her works increasetlowever, her sales
volume is scant compared to Frankenthaled Tobey Furthermore, ér three
highest selling works are outliers, with the vast majority of her output selling under
the $80,000 mark.

In looking at ThomasOs and Norman LewisOs combined market data, one may
observe no market for these African American artists until thel 86s inthe
United States Even today, their performandees notompare to their white
counterparts, as Frankenthaler and Tobey far outnumber Thomas in terms of the
number and monetary value of sales. In fact, ThomasOs sales are a small fraction of
FrankenthalerOs and TobeyOs. Finally, ThomasOs auction data reveals interest in the

artistprimarily by auction houseis the Washington, DC, areajth small amounts of
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demand from key New York markets as evidenced by the limited sales through

ChristieOsSothebyOs, and Phillips de Pury & Company.
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Chapter 6: Mark Tobey: TH@Universal,0 OMysteriousO Legend

Life Overview

Mark George Tobey wase first painter of the ONorthwest SchoolO and first
prize awardee in thgrestigios 1948 Venice Biennale, the first American since
James Abbott McNeill Whistler to receive the award. Of his colleddomnan
Lewis noted, Ol have known him about 20 years and this was a rich environment . . .
The artists were almost like a stable of lestghe artists that dion [Willard] had.
These were people, like Mark Tobey, being older, what they felt as human beings
they shared with you. Tobey stooped to stimulate and his importance was never so
opulent that he couldnOt become nisiek G

As accessible as Tobey may have been despite his fame, critics and art
historians nevertheless labelgith an independentysteriou€figure, Oa legentf®
and Oone of the Oold masters® of American modéfi Rar@xample, art historian
Wieland Schmied begs his 1959 book on Tobey by asserting, OWhat do we know of
Mark Tobey? He has already become a legend, a fabled figure of modern painting, a
myth. He has been called Othe sage from Seattle,® Othe sage from Wisconsin,O Oa
wandering mystic.O All kinds pébulous terms have been used in an effort to define
his character and the meaning of his worRé.8urther, Schmieémphasizes

TobeyOrenown explaining, OA Pacific School of painting has even been discovered,

301 Norman Lewis, OOral History Interview with Norman Lewis,O interview by Henri Ghent, July 20,
1974, Archives of American Art, Smithsonian Institution,
http://www.aaa.si.edu/collections/oralhistories/transcripts/lewig68

302\vieland Schmied Tobey(New York: Harry N. Abrams, 1959), 5.
303

Ibid., back cover.

304 1hid., 34.
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a Northwestern School of the New Americarfing, with Tobey at its head. Such a
school has never really existed, but the term underscored the extent of his influence
and its enduring quality’®

Tobey was born in Centerville, Wisconsin, in 1890. The youngest of four
children,hewas the son oBeorge Baker Tobey, a farmer and carpenter, and Emma
Jane Tobey. As Congregationalists, George and Emma required their children to
regularly attend church and Sunday school. The Tobey fanaulyedseveral times
during TobeyOs childhood, from CenteryMésconsin, to Jacksonville, Tennessee,
where George Tobey hoped to start a sugarcane plantation. The family quickly
relocated however, due to the fact that Jacksonville lacked educational facilities for
the children. Next, the Tobsynoved to Trempeahu, Wisconsin, in 1894, where
they remained for the majority of TobeyOs childhood, not moving again until 1906. In
this small village town of 600 on the Mississippi River, he attended the local school
and enjoyed a range of outdoor activities includwgrsming, fishing, and playing in
the woods. This Midwestern town provided a quiet, richly fulfilling environemt for
the young Tobey, and material in the form of childhood recollections for later
paintings>*® While art was not part of the Jacksonville sshzurriculum, Tobey
neverthelesdiscoverepportunities to hone his skills at a young age. For example,
he was the blackboard illustrator for his, and other, grades in s€hadlditionally,

George Tobey encouraged his sonOs artistic sensibilithisfatian William Seitz

305 pid.
308 hid., 5.

307william C. Seitz,Mark Tobey(New York: The Museum of Modern Art, 1962), 89.
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explains, Oone of TobeyOs early memories is of a new pair of scissors, and of the
desire to cut out monkeyQOs and other animals that his father drew in a OcircularO style.
George Tobey also carved animals from the red stone thatdians of the region

used for peace piped’®

The family moved again in 1906, when Tobey was 16, and he attended high
school in Hammond, Indiana. Although his performance in school was uneven,
Tobeydemonstrated deep interest in nature study and zggJ@and became
fascinated wittart, even though the subject was not taught in school. It was during
these years that Tobey traveled each week to Chicago, upon the prompting of his
father, to take a total of eight classes at the Art Institute of Chiddgavas
especially interested in oil painting and watercdfor.

In 1909 the Tobey familyelocatedyet again, this time to Chicago, lllinois.
However, while seemingly ideal for Tobey, as closer proximity to the Art Institute
could make learning new skillsd honing developed techniques more accessible, his
father fell ill, therebyforcing Tobey taabandorhis studies, including high school and
art classes, in order to find @ and help support his family. H&empted to
emulatehis older brotheteon inseeking employment asechnical drésman at
Northern Steel Works; howeveFpbey was hireagsa ®lueprint boyOAlas, this
positionwas shoHived, and Tobey was soon firé In fact, he was unsuccessful in

developing a range of professions, inchgdemployment as letterer in the art

%% bid., 89.
309 gchmied Tobey 5.

3195eitz,Mark Tobey 89.
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department at Barnes Crosby Engraving Co., until an independent fashion design
studioeventually hirechim as ar@rrand boy®* Ironically, this place of
employment reestablished TobeyOs interest in art, and mecbeasicularly

engrossedh drawing and fashion illustratirtj?

Blackboard Drawings in the Midwest

Recognized for his talent for drawing faces, Tobey affmdedthe
opportunity to work in catalogue illustrations, a job that came with steadily inageasin
pay raises*® Furthermore, the design studio enabled Tobey to develop his taste in
art, and he studied Italian Renaissance artists in addition to various commercial artists
and the Art Noveau movemetit. So involved with emulatingstablished artisthat
William Seitz explains, OA senior fashion artist throws some reproductions of
Raphael, Rembrandt, and Michelangelo on TobeyOs drawing table with the questions,
OWhy donOt you paint something out of your own noodle? Why be a n@dtkey?
Tobey alsaontirud to frequentheArt Institute of Chicago anbe visited bookstores
to review art production$?

In 1911, Tobey moved to New Yorlg pursuea career as a fashion artist. He

lived in Greenwich Villagein an apartmenelow art critic and philosopher Hygr

¥ bid.

3125chmied Tobey 5.

313 3eitz,Mark Tobey 89.
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315 Seitz,Mark Tobey 89.
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Cahill, and worked as a fashion illustrator fdcCall®Os'’ However, the artist moved
back to Chicago the following year, continuing his work as a fashion artist. Tobey
maintained this New YorkChicago lifestyle for many years, and between 1913 and
1917,hemoved back and forth between the two cities, studying art and producing
charcoal portraitd!® It was this ability tacreatein-demand portraits that allowed

Tobey access tmfluential wealthy clientelé™® Although he was such an adept
portraitistthat the gallery Knoedler & Company gave him a-peeson exhibition in

1917, Tobey abandoned this subject matter as quickly as he adopted it. In pursuit of
artistic freedom and out of a desire to focus on design werplored a range of
representatioal subjects in subsequent years, from caricatures to drawings of

dancers, vaudeville performers, and prostitutes.

Exploring Art andReligion

A chance event in 1918 changed the course of TobeyOs life in every respect,
including his spiritual path, persainchoices, and his art. When the artist posed for
Juliet Thompson, a painter, Thompson introduced Tobey to the BahaOi World Faith,
Oa creed of religious universalism with an optimistic outlook,O in the words of
Schmied, whassertshat Tobey Obecame anwert@ aftervisiting a BahaOi camp

in Maine3?! This religiouscommitmentwas a factor that later enhanced TobeyOs

7 |bid.

318 5chmied Tobey 5.
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reputation as @nystical¥igure capable of painting works Giniversafappeal.
Further, critics and scholarscognizedhe influenceof TobeyOs interest in BahaOi
and Asian culture on his painting style and technijtie.

The whirlwind years of 1918 to 1922 presented Tobey with a host of
opportunities and disappointments. éfablishedhis prominentartistic reputation
marked byhis eaty portraits appearing in tidew York Timesvas briefly married
for one year; visited with Marcel Duchamp, the premier agandle artist of the time;
expressed his interest in vaudeville dance when he painted dancers in Harlem; and
eventually, in 1923 wved to Seattle to teach &ff. Tobeylearned about Chinese
brushwork in the 1920s, and traveled around Europe and the Middle East, all the
while developing his artistic outlook and personal worldview. Seitz explains that in
19191920, Tobey Oreacts agaithe ORenaissance sense of space and order,0 and
against sculptural form, moved by Oa violent desire to break and disintegrate forms
and to use light structures rather than datk @@ began incorporating small forms
into his works. Having adopted thi@wpoints of the BahaOi World Faith around
1918, TobeyOs stydésobecame intricately connected to this religion. He combined
his passion for art making with his knowledge of Batae@ply infusing his faith
with his atistic output after 192@ven pinting various explicit religious themé&

In sum, Tobey combined his beliefs with stylistic trends, to creawidtiact

artistic vision. Art historian Lucreti@iese explains, OHis art seemsa unique

322| discuss these &hs in more detail later in this chapter, as well as in chapter seven.
32 5chmied Tobey 78.
324 Seitz,Mark Tobey 93.

325 bid., 14.
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joining of three primary stimuli: naturdhe¢ Baha'i faith . . . and Oriental art. These
forces, in a curious way, built upon one another, being renewed at different times in
TobeyOs life. Until his own direction was established, Tobey did not use these
sources in a pure state but in conjunctioth artistic ideas . . . notably Cubism,
Futurism, and Surrealism, as well as less agande styles¥f

During this period, Tobey taught painting at the progressive Cornish School of
Art, Dance, Theater, and Music, in Seattle. He continued this wiarkriittently for
many yearssupportinghimself financially anaontributingto an environment in
which he could regularly interact with likeminded individuals. Seitz asserts that the
position allowed Tobey to put into practice St. AugustineOs sayinge@we do
by doing.&*” While at Cornish, Tobey developed his personal style, and artistic
outlook, interpreting cubism, for example, through his own, artistic lens.

Tobey studied major modern artists such asa@ee, Braque, and Picasso, but
modifiedtheir approach to art to align with his personal artistic outlook. For
example, he carefully researched cubism, only to realize the importance of
discovering its precepts on his own. According to Seitz,

One result of this research was what Tobey nolg b Opersonal

discovery of cubism.O One night at the Cornish School he pictured himself,

in his mind, working in a small centrally illuminated room. Within this

compartment a portrait on an easel before him formed a second smaller
compartment of sg&. Next he imagined a fly moving freely around him

and the objects in the room. It was able to move up or down, and in any

other direction. As the path of movement crossed and recrossed around the

central axis, it generated a complex of line, andtdgnany crossings,
imaginary planes and shapes. Although related to the objects in the room,

326 ucretia H. Giese, OMark Tobey®s 1939 Murals for the John A. Baillargeons: A Transition,O
Archives of American Art Jooal 23, no. 2 (1983): 5.

327 Seitz,Mark Tobey 91.
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this secondary matrix of form was independent of them, and was entirely the
product of movement®

By reconfiguring cubism through his artistic lens, Tobeypeally connected with

the movement. Hthen envisiordthe ways he&ouldintegrate its key components

into his idiom. In fact, Seitz asserts that TobeyOs cubism joined spirituality and art.
He argues, OHis cubism was a major step toward the ultirter@einetration of mass

and void. Afterward he could see solid objects . . . as transparent and
metaphysical¥® Thus the effect of his religious exploration and artistic

development were intimately interconnected throughout TobeyOs career, and affected
how the artist approached art theory, concepts, subjects, and form.

Shortly after the commencement of his work at Cornish, Tobey had another
chance encounter that broadened his artistic perspective. In 1923, he met a Chinese
art student, Teng Kuei, who wasidying at the University of Washington, and who
introduced Tobey to Chinese brushstrd®eThrougha Chinese calligraphic
technique, he fused many of his personal, pexd@sil, and artistic dimensiores he
was interested in Asian culture and religion.

After Tobey met Teng Kuei, the various pieces of his life puzzle started to fit
together. The artist asserted, OAll is in motion now. A design of flames encircles the
quiet Buddha. One step backward into the past and the tree in front of my studio in

Saattle is all rhythm, lifting, springing upward*® Reflecting on his initial exposure

328\hid., 467.
329hid., 47.
330 hid., 91.

331hid., 47.
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to Chinese brushstroke, Tobey expressed a sense of relief at having discovered an
artistic vehicle for his expression. He explained, Ol have just had my first lesson in
Chinese brush from my friend and artist Teng Kuei. The tree is no more a solid in the
earth, breaking into lesser solids bathed in chiaroscuro. There is pressure and release.
Each movement, like tracks in the snow, is recorded and often loved far ibelf
Great Dragon is breathing sky, thunder, and shadow; wisdom and spirit vitdfized.O
In fact, this artistic methogrovided a technique fdrobey to give visual form,
density, and volume to his artistic id€as.

TobeyOs artistic development challehBenaissance conventions of
perspetive. Interested in honing an idiamwhichhecould express himself in ways
outside of these conventions, Seitz explains, ODuring a visit in New York, Teng Kuei
asks Tobey, as they look at a goldfish tank in a remtduvindow, why Western
artists paint fish only when they are dead, and why Western paintings resemble holes
in the wall. This further undermindé®enaissance concepts in TobeyOs éyes.O

The year 1925 marked the beginning of a lifetime of internationadltfar
Tobey; he ventured across Europe, Asia, the Middle East, Mexico and the United
States, eventually settling in Basel, Switzerland, in 1960. Throughout these decades,
he lived for periods of one to two years in Seattle, but divided his time belezen
York, Chicago, Seattle, and Europe. Furthermore, these experiences enhanced

TobeyOs artistic vision, as he regularly visited new places and refreshed his

3321hid..
333 hid.

334 bid., 91.

135



viewpoints, and met a scattering of individuals including art collectors and artists.
For examp#, his travels in 1931 to Mexico led to kiscountewith dancer and
choreographer Martha Graham, artist Marsden Hartley, and RenZ dOHarnoncourt, host
of the radio program OArt in AmericaO and who would later become the director of
the Museum of Modern AP

Perhaps just as critical, TobeyOs travels enabled the artist to further develop
his BahaQi faith by visiting shrines across the Middle East and Asia. These
pilgrimages lasted throughout his lifetime, with journeys in 1926, for instance, to the
tombs ¢ BahaOuOllah in OAkka and OABah®dIin Haif®*® On this pilgrimage to
Haifa, various Persian and Arabic scripts influenced fimAnd in 1934, on a leave
of study from Dartington Hall, a progressive school in England where Tobey taught
from 19311938,he went on a trip to Asia with friends atieéntraveled alone to
Japan, where he authored poetry, studied calligraphy, painted, and meditated at a Zen
monastery in KyotG>®

The year 1935 was significant in TobeyOs stylistic development, and marked
the star of his most defining idiom. He painted pictures that combined much of his
EastWest experience, and commenced the style known as Owhite whtirihi®
mode of painting wamarked by the use of fine white lines sewn across the canvas,

interlocking andbverlaid. While TobeyOs interasOwhite writing® demonstrated
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his focus on line and form, simultaneous to this development, however, was TobeyOs
continued incorporation of subject matter drawn from his real world experiences,
particularly of modern aiés. These sights, sounds, and observations of city life
coalesce ilBroadway(193536) (figure 25. Tobey used a varied yet subdued palette
of white, rust red, blue, green, brown and hints of yellow. He created a busy,
dizzying scene of white, interlaimg fine lines woven together to suggest a central
building-lined avenue filled with eypopping speed. The viewerOs vantage point is
in the center of the image, with depth created through orthogonals (demonstrating his
early interest in the Italian Resaance) in the form of breaks in the white scribbles
that lead the eye into the picture, met with the central yellow pop of color.

Art historian and critic Michael Fried describes TobeyOs artistic output, and
poignantly clarifies his interpretation oforks such a8roadway Fried writes, OTo
my way of looking Tobey is chiefly a draftsman in paint whose excruciation for at
least the ten years 193% was to devise a notation adequate to his experience of
New York and other American citied!®Fried coninues commenting on TobeyOs
format noting OMoreover, Tobey seems to have been especially struck by the feel of
New York at night, and in order to get this down it was natural for him to work in
white on a black or dark field, to ignore mass (which wdaddnvisible against the
dark) and to concentrate entirely on light and outlié.tbdeed, a black and white
palette would have been instrumental for conveying the experience of a nocturnal

New York City. This utilization of pared down paints allowed #rtist to focus on

34%Michael Fried, OWhite Writing and Pop Ayfls Magazine36, no. 7 (April 1962): 26.
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form and script, while still conveying the feelingtb&limited views prevalent at
night. However, he paintdéroadwayas a memory of New York, when he was in
Devonshire. This distance, both literal and figurative, enabled Tolimst@express
the essence of the scene, without the interruption of unnecessary details. Tobey
explained, OOf course when | @icbadwayl did it because | loved it, because | had
experienced it. It was in my bones, but | could paint it best when lasthe$t from
it. 5%

TobeyOs increasing utilization of line to determine shape and form in his
paintings is evident in the years followiBgoadway Additionally, he did away with
reliance on clear vantag®int, producing images thaimultaneously creat@nd deny
depth, are flatand make use of every inch of the canvas or paper. For example,
Broadway Boogi®f 1942, another tempera work, demonstrates this lessening of
perspective, and increasiali-over utilization (figure 26 Retaining his subdued
paletteN here of pale browns and greens, and vihis well as his focus on the
vivacity of New York City, Tobey painted a picture of fine, pulsating white lines and
small shapes that dominate the upper topearters of the paper, with the bottom
quarter resrved for decadently rounded figures and faces. Although the onlooker
cannot determine locale based on the paint alone, the ricytlomsestrokesof paint
interlock and interact to convey the energy of New York.

Drift of Summex(1942) represents th@ieome of TobeyOs fameuvhite
writingO style (figure 27 Here, the surface is densely covered with fine, white,

sketched lines jutting back and forth, and correlating to the appearance of thinly

342 5eitz,Mark Tobey 16.
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applied ink drawing. Thartist contrasted theslein forms with miniscule, less
concentrated lines across the-efvst portion of the surface, forming a vertical line
with its deep black background. The-aller application of tempera paint to the
surface of this paper and the manner of thinly sketched waiite¢ against the dark
background irDrift of Summemakes visual the breeze as it whips through thin tree
branches. Instead of including the entire tree, or other aspects of such a scene,
though, Tobeyoncentratedn making visual that which cannot bees. Thus

although one cannot view the breeze itself, one can see the effect it has on natural
form, and byimplication, therefore, the wind.

Simultaneous to his creation of therfigurative work,Drift of Summeyr
TobeypaintedRemembrance in Ligli1942 (figure 2§. In this tempera painting, he
continued to utikze the small, thin white linesiowever, in this picture, the lines
combine to creata bust portrait. Tobey depicted a frontal figure, wearing a cap,
jacket, and shirt, centrally positioneahd looking directly oubf the picture plane
Of the pictureSeitz notes, OThere are many attempts to adjust calligraphic line to
large figures: using loose brush drawing, a proletarian subject takes powerful but
poetic form inWorker. . . delicate Ovtk writingO flattens plasticity Remembrance
in Light 3*® This tightly controlled, heavily outlined form is composed of strict,
straight lines and tight circles. Tobey created depth in the image by developing a
background composed of a white, loosercbatlike application of paint to the
upper half of the picture, so that the strict form of the figure appears to emerge from

the loosely formed background space.
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Gaining Acceptance and Access

Success waspidfor this untrained artistie enjoyed Hs first sob exhibition
of portraits aKnoedler & Company in New York in 191'His subjects were an elite
group of individuals, such as his patroness, Mary Garden, Muriel Deapklacques
Copeau®™ However,as previously mentionedfter this showingTobey temporarily
abondoned the practice of portrait painting, optirggeadto work in interior
decoration. Schmied asserts that interior decoration provided Omore freedomO for the
artist.3*> He was given the commission of painting the walls, lamp sareens of
Edna Woolman ChasesOs apartment, upon the urging of Wymer Maiguawriter
and antiques buyer for Wanamakef®s.

TobeyObreakthrough exhibitionccurredn 1929. In December of thatae
his work was exhibited in solo show at RomanylarieOs CafZ Gallery. It was here
that Alfred H. Barr, the newly appointed director of New YorkOs Museum of Modern
Art, viewed the paintings, and selected several to include in the important exhibition
Painting and Sculpture by Living AmericaasMoMA. TobeyOs role asmajor
artistic influence for aspiring artists was cemented in 1930, the year in which he was
invited to teach at Dartington Hall, a progressive school in Devonshire, England, a
position he accepted and kept for seven years. There,theflmential intellectuals
such asrearl S. Buck, the first American woman to be awarded the Nobel Prize in

Literature (1938), writer Aldous Huxley, and painter, playwright and poet
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Rabindranath Tagoré’ TobeyOs success was followed by his first sol@ums
exhibition in 1935 at the Seattle Art Museum.
In 1938, Tobey left Dartington Hall for a brief trip to the United States.
However, due to World War Il, he was unable to retarBurope so he moved to
Seattle, worked for the Works Progress AdmiaisorOg-ederal Art Project, taught
in his studio, and honed his white writing painting technitfied writer and friend,
Nancy Wilson Ross, introduced Tobey to art dealendmaWillard in 1939, who
eventually beame TobeyOs New York art dealer, and tmmaghtBroadwayfrom the
artist. Three years later the dealer entered the painting into the Metropolitan Museum
of ArtOs exhibitionAvrtists for Victory winning a $500 purchase prize, and gaining
fame for the artist’
TobeyOs first solo exhibition ail\&d occurredn 1944, cementing the
artistOs Onational reputatidfi.Grom that poinforward, Tobey was included in
major exhibitions around the woréhd garnered numerous awant€luding the
important showFourteen Americanat MOMA in 1946; theAmerican Vanguard
exhibition at the Galerie de France in Paris; an exhibition prepared by Sidney Janis; a
solo show in 1954 at the Otto Seligman Gallery in Sweden (Seligman then became

TobeyOs exclusive Seattle art dealer); and a 1955 solo exhibitioiGaletie Jeanne

347 bid., 91.
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This attention stands in stark contrast to LewisOs gallery experience, and detesotist power of
influential members of the art world, such as gallery owners.
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Bucher in Paris, France. Additionally, he represented the United States at the Venice
Biennale in 1948 and was the subject of a 1952 filexk Tobey: Artist>* TobeyOs
accolades continued thereafter, with a Guggenheim International Awa8b6; the
American Institute of Architects Fine Arts Metal in 1957; and the Seattle City
Council Resolution of Civic Appreciation, to name a f&v.

Artistically, Written Over the Plainsl950,reflects his interests during this
period, which were validatieby the various factions of the art woffayure 29. It is
a painting in which Tobey retains his regular use of muted tones, including white,
reds, blues, ocean green, and black, against ypaibdlue backgroundHere he
loosened his tightly comged Owhite writingO forms frone threvious period, but
maintainedhe curving forms, dominant use of white line, anebakr composition.
The imagdlisplaysa perspectival voidand depth is only the result of the application
of white paint to a darkdyackground. The scrawls, marks, and curvy lines appear
randomlypositioned but at the same time because of the carefully placed circles
around the canvas which balance the work, the viewer may feel compelled to
associate the forms with ideas. Thus wdtdtrst glance appears to be painted
scrawlsfades into a propensity or search for deeper meaning after careful
examination.

TobeyOMeditative Series VIIbf 1954 exhibits an albver application of thin
white lines against greenistbrownand slmon pnk background (figure 30 The

densely formed central lines loosen towards the workOs edges, where areas free from
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white line are dominated by background colors in which a loose application of paint
is visible. The primary white line absorbs and is absdiby the background colors,
forming a dialogue between form and color, background and foreground, center and
edge. The salmon paint forms a wide central, vertical band, surrounded by deep
greens and browns, all under the white lin€ke background agars tostruggleto
free itself from the confines of white line. This tension creates intensity and gestural
expression.

Space Ritual # 4f 1957 exemplifies TobeyOs interest in line and brushstroke,

and more specifically, the Japanese ink stgléedsumi painting (figure 3133

Here
Tobey pared down the content of the brush and ink on paper work, so that the
composition is primarily composed of two blotches of ink, which balance one
another. He maintained a simple white background so that the blankakes a bold
and intense impression. The stabilizing force of the work is in the form of a black
paintmarkthickly applied in a curved, vertical shape at the bottom, right part of the
canvas. This anchor enabled the artist to then splatter a lasgeofrak in the center
and left central portion of the paper, loosening in density as it moves from center to
left edge. The viewerOs eye is led back and forth between the two solid black masses,
occasionally veering off to the loosening form emanatfigvard from the central
block. The simplicity of form and pared down palette force the viewer to notice the
subtle paint effects, such as the dots and splatters that radiate from the dominant

masses. The eye rests on the solidity of black mass andopbiteform, only to be

met again with subtle and intense movement from the primary forms.

335chmied Tobey 81.
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Homage to Ramead 960, represents TobeyOs utilization of a brighter palette
also presenn several works produdan his later career (figure B2 Although this
painting is comprised dilue, black, and white, trmncentratedoyal blue, and its
heavy use, leads to an inten=lor creation. Outlined e black framing element
of the paper, Tobey loosely painted royal blue all over the canvas, forming a
rectangle. In the center of this area are curving black and white lines that mix and
intermingle, and appear to dance across the center of the canvas. The centermost,
curved lines are dominated by white, loosening to hlaogs moving away from the
picture®core. This crowded, dense central element is stabilized by-theeablue
composition, and reinforced by the black framing component. The eye is both led
towards the frantic movement of the vimg lines, and pulled out e paintingOs
edge

Around the time he creatddomage to Rameain 1960, Tobey settled in
Basel, Switzerlandyith partner Pehr Hallsten, and his secret®tgrk Ritter This
aspect of TobeyOs personaNifais sexualiti\ is rarely acknowledged in critical
writing and art histdcal literature on the artist. In recent years, TobeyOs
homosexuality has be@locumentedas art historians seek@omprehensively
analyzethis artist and situate him in a more encompassamgext. | discuss the
nuanced #ect of his sexuality on hisroad appeal within the art world in chapter
eight. However, it is worth noting here that Tobey, though highly regarded and
respected within the arts community, never received the level of critical renown

reserved for other major micentury artist§>* And part of these artistsO appeal to

354Critic‘s observed this neglect, evidenced by William Wilson, for instance, who titled his 1967
article, OTobell Victim of Neglect.O Wilson asserted, OEveryone knows this outstanding painter is
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critics was the rough mystique and rugged exterior that surrounded their biography
and very physical art making> TobeyOs homosexuality may have been a
complicating factor in his biography for critiashe was highly steemed but never
centrally positioned in the canon of great artists. Critics omitted overt reference to his
sexuality in TobeyOs biography, but its exclusion and the absence of his romantic life
in general in critical discourse suggesfsoasibledisconfort with his lifestyle.

After 1960, Tobey regularly returned to New York and Seattle, and was
featured in exhibitions around Europe and the United StateexItigited his work
in retrospective shows in 1961 and 1962, at the MusZe des Arts DZcoéifssin
and the Museum of Modern Art in New Yot¥. Tobeycontinued to have
retrospective exhibitions throughout the latter part of the 1960s, at the Dallas
Museum of Fine Arts in 1968 and the National Collection of Fine Arts, Smithsonian
Institution, Washngton, DC, in 1974He died in April of 1976, in Basel.

During his lifetime, and after his deathlimited number o€ritics particularly
valorized Tobey as an artist and his creatiespgcially laudinghe Owhite writingO

series of paintings in the dil930s to miel940s. Though the reception of Tobey

neglected . . . Tobey, at 77, is the most famous neglected painter in the world.O William Wilson,
OTobeW Victim of Neglect,@..A. TimesJanuary 7, 1967, Mark Tobey PafeArchives of

American Art, Smithsonian Institution. The critic concluded that the reason for such neglect is criticsO
tendency to conflate the time in which he worked with that of the Abstract Expressionists. Rather,
Wilson explained, he preceded thpisriod: Ol think that the mistake we make in evaluating TobeyOs art
is in placing it too late in time. He began to be noticed at about the time of the Abstract Expressionists,
his art is rather a forerunner of theirs.O Ibid.

35For example, writing ahd Jackson Pollock, Ann Gibson proclaims, OHis public persona was that
of a violent, savage romantic who painted explosive, incomprehensible, but profoundly original
pictures; his western origins were often invoked to explain his Herculean bravado ctaithtan
American rhythm for his raw approach.O Ann Gibson, ORecasting the Canon: Norman Lewis and
Jackson Pollock,@rtforum30, no. 7 (March 1992): 69.
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has not been as extensive as that of Frankenthaler, leading some critics (and
academics) to insist that deservesnore critical attention, powerful critics have
voiced their approval of TobeyOs idioRor example, Clement Greenberg included
Tobey in his ifluential 1955 essay @mericarblypelPainting,O in which the critic
hailed Abstract Expressionists and theasdér painting format, and notédat Tobey

was the first to paint in this form&t’ Critic Henry McBride asserted that TobeyOs
work wasOtimeless’® Michael Fried even qualified his own ability to assess
TobeyOs works after reviewitig artistOgost1945 paintings with less enthusiasm
than the 1938945 output, declaring, Ol favor the waybal elements were used in
the early work, imaginatively but with an internal rationale . . . This may represent a
failure on my part, but | feel more disarmed than anything else when confronted with,
say, TobeyGslaptation of OgrassitingOthat is,| know just enough about Chinese
and Japanese art to know that IOm unable to judge it in the terms it cries Bt for.O
This reception illustrates influential criticsO support for his varied output throughout

his career. Such approval was integral toélydbs success within the art world.

¥73ee Clement Greenbel@OAmericaltypeO Paintingfartisan Reviev@2 (Sprig 1955): 17696,
reprinted in Clement Greenbedy;t and Culture: Critical Essay@oston: Beacon Press, 1961, 1989),
208-229.

This particular criticism both supported Tobeiylsential position, and reiterated his position on the
periphery of major nad-century art movements, by casting him as an elder, prominent artist whose
work guided and inspired younger artists.

%8 Henry McBride, OAbstract Report for April, Three Americans: DeKooning, Tobey, Tomlin, Two
Europeans: Manessier, SutherlanfitCNews52, no. 2 (April 1953): 18.

¥°Fried, OWhite Writing and Pop Art,0 26.
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Auction Performance Worthy of a Sage

TobeyOs market performance revisiguing results. Incorporation of his
auction sales histomto this examinatioms essential tanalyzinghow socal forces
affectedhis careeandthe impacof hisbiographyon this aspect of his reception
Theauctionmarketthusshows how the varioust worldentitiesand the public
responded to his Efand output in numerical terms

Mark Tobey has had 982 worg$acedon the auction blck since the early
1980s 78% of which have sold. His highest auction price was achieved in February

of 2006, with a sale price of $424,0%78.
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TobeyOs heavy sales data demonstrates the madasd®interest in his workR®!

As evidenced by the gra@bove, the sales bfsworks have remained stable. The
sheer volume of TobeyOs sales, equally spread across the periods, rerazistthe
and continued market interest in his output. While his works do not sell for as much
as FrankenthalerOs, thet that he worked primarily on paper, and she on canvas,
must be considered. Finally, TobeyOs auction salesafdtansboth the national

and international market appeal of this artist, evidenced by sales in influential

national and international auctibwuses (see Appendix 1).

31 This study has not discounted the fact that TobeyOs sales are primarily works on paper, as this artist
worked mostly in this format.
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Chapter 7: Race in the ReceptionNainfigurative Painitng

The Social Construction of Race

Race has been a salient feature in western hi&orjhe interpretation of
racial distinctions has permeated society, determining hdwidtuals of all races
understand themselves and one another. Martin Berger asserts, ORace emerged in
early modern Europe to mark an imagined divide between Christian Europeans and
the Jewish and African populations in their mid&€ @hus, during its irdncy,
Berger declares, Oracial thoughtO was linked most directly to Othe presence of
nonwhites.&* However,heexplains, OBy the later nineteenth century . . . the
exclusive links between race and nonwhites had been conceptually dissolved,
allowing Europea-Americans to think Oracially® without needing a nonwhite
presence to activate such patterns of thouAtAthough the artists studied in this
dissertatiorcreatechorfigurative paintings their output was nevertheless interpreted
within an overt or sulte racial context. This chapter analyzes thesmayvhich race
influenced these artistsO critical reception. It ascertains that Norman Lewis and Alma
Thomas have been historically aexblicitly received through the lens of race
whereas critics gendhaimply a racial subtexin their descriptions of Frankenthaler
and Tobeythereby treating their whiteness as a normative standeeduch, much

of the critical and scholarly writing on these artists incorporates changing

%2gee footnote 14, in Chapter 1, for sources on the social construction of race.

33Martin A. BergerSight Unseen: Whiteness and American Visual CuliBegkeley: University of
California Press, 2005), 173.
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understandings, stereotypasd conceptions of race and race relations in twentieth
century America.While racebased interpretationtbusaffectedthe reception oéll
of these artistgriticsO use of direct and overt language in describing Lewis and
Thomas allows for a clearitadng of racebased concerndmplied racial concern in
the critical reception of Frankenthaler and Toleyuiresncreased conjecture and
deduction.Lewis and Thomathereforecomprise th@rimary focus of this chapter.
MauriceBerger discusses the cality of aspects oface within art reception.
He argues, ODespite the recent increase in exhibitions devoted to-Afmeaitan
art in major museums, these shows rarely address the underlying resistance of the art
world to people of color. Such exhiloihs often fall into what the art historian Judith
Wilson has called the syndrome of Oseparate but unequal programmingQ: African
American shows in February, during Black History month, white shows the rest of
the year.8° This lack of recognition and pubity, and the allocation of certain
exhibitions during limited periods indicates that the art world insistently merges the
work of African American artists with their biography. Furthermore, the art world
relegates the creations of African American astistthe margins of art history and
suggests to the American public that there is only so much room in the American
consciousness for a variety of artists from many backgrounds and with distinctive
perspectives.
In this chapter, | assert that race isiatty and culturally constructed. |
address how critics assume Mark TobeyOs whitén#sair criticism positioning

him as representative of a universal consciousness and thereby capable of conveying

3¢ Maurice BergerHow Art Becomes History: Essays on Art, Society, and Culture inRNRogtDeal
America(New York: Perennial, 1993146.
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a mystical and spiritual romanticism in misrfigurative paintings®°’

To a certain
extent, critics presume Helen FrankenthalerOs race as well, though her status as a
Jewish American woman complicates this receptiéithough not referring to
Frankenthaler directlyAmerican Studies professor Ruth Frankemgs points about
whiteness areelevant Sheexplains, Oln the same way that both menOs and womenOs
lives are shaped by their gender, and that both heterosexual and lesbian womenOs
experiences in the world are marked by their sexuality, white paopleeople of
color live racially structured lives. In other words, any system of differentiation
shapes those on whom it bestows privilege as well as those it oppré&dadgad,
Frankenthaler and TobeyOs lives were shaped by their experiences as white
Americans, from their treatment in their communities, to the ways in which they
understood themselvgs how they navigated through the world, their white skin was
generallyinterpreted as neraced and as such, granted them acdcetsss respect
Whiteness studies has gained momentum over the last fifteen years, and my
work has benefitted significantly from sociologists, art historians, and historians who
engage in such critical inquiry. The growth of whiteness studies reflects a continued
need to interogate the nuances of the multiple elements of race. Frankenberg
poignantly illuminates the various dimensions of whitenasglilag it is a social

position thatontributes to oneOs perspective and outlook on oneself and other

37 Terence Mullaly, OMark TobeyOs Art Offers Solace to the Baffled,O Mark Tobey Papers, Archives
of American Art, Smithsonian Institution; OTobey the Mystic,O November 15, 1945, Mark Tobey
Papers, Archives of American Art, Smithsonian Institutioopglas Davis, OMark TobeyOs Earthy
Magic,ONewsweekJuly 29, 1974Mark Tobey Papers, Archives of American Art, Smithsonian
Institution.

38 Ruth Frankenbergihe Social Construction of White Women, Whiteness, Race Matters
(Minneapolis, University of Minneota Press, 1993), 1.
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individuals. She argue®First, whiteness is a location of social advantage, of race
privilege. Second, it is a Ostandpoint,O a place from which white people look at
ourselves, at others, and at society. Third, OwhitenessO refers to a set of cultural
practices that are usualyymarked and unname®OThis latter dimension applies
to the critical reception of Frankenthaler and@&yp, white artists working in a
norfigurativeidiom, and whose white skin was omitted from discussion in reviews
and scholarshipoutit neverthelesaffectedhow critics and scholars approached and
interpreted these artists and their output
Berger explains the challenges and dilemmas directly facing nonwhite
Americans because of the cultural construction of whiteness and white privilege. He
warns ofthe tendency to correlate increasing achievement of pebptdor with
decreasing bias
Americans invested in whiteness today frequently point to the lessening
of individual bias, the declining significance attached to physiology, and
the waning of lgislated discrimination, as well as the rise of nonwhite
participation in business, politics, entertainment, and sports and to the
entrenchment of affirmative action programs as proof that minorities who
fall behind Europeadmericans are culturally (oven biologically)
predisposed téail.>"°
In addition, Berger notes that theing success of people of color does not indicate a
negation of bias. On the other hand, he poignantly explains, Olnstead, it testifies to

the triumph of a racialized systemmerein such individual attitudes and successes are

merely incidental to advancing the interests of whités.Thus, modern and
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contemporary theories of race are also integrated into this chapter, to provide context
for the changing approach to the artistghe critical realm.

The Oracial hierarchiesO to which Berger refers took root at the end of the
eighteenth century, and remain integral part of the American social structure to this
day3’? The irony of this history, however, is that i@nouncedocus on racial
categorization emerged just as the United States expressed a commitment to human
rights. Philosophy professor Robert Bernasconi explains, OAt almost exactly the
same time that the concept of race was given precision, the American Detlafatio
Independence proclaimed human equalfify.Bernasconi examines this conflicting
juxtaposition, asserting, OSince the Enlightenment one of the great political puzzles
has been the combination of cosmopolitan ideals and racist practices. One does not
see an initial failure to meet a new higher set of standards, so much as a series of
appalling blind spots in the application of the noble and profound statements of
human dignity that are the hallmark of the period.O

Analyzingthe history of attitudesrorace, sociologist Michael Banton
explores the roots of the concept of race. He explains, Oln the earliest phase of its
career OraceO meant descent at a time when people understood little of the biology of
descent. In the nineteenth century OraceOdatemtified with a controversial

scientific theory that was found to be erroneous and which, had science been a more

372g5ee Ivan Hannafordace: The History of an Idea in the Waltimore: The Johns Hopkins
University Press, 1996), for an overiew and analysis of this history.

$”*Robert Bernasconf)The Invisibility of Racial Minorities in the Public Realm
of Appearances,O Race ed. Robert Bernasconi (Malden, Massachusetts: Blackwell Publishers,
2001), 285.
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logical and less human enterprise, should have been discarded aftef’2SHLE
during this period, Banton concludes, Othe old idesalsaged and rebuilt on a
foundation quite different from that of the gbarwinian era, while in the present it is
being used for purely political purposes to identify communities without intending to
imply that the chief differences between them stemmfitheritance & Banton

locates and unpacks the implications of the loaded term OraceO and provides an
overview of its fluid meaning. The changiogncepts oface permeated the art

world, asart critics integrated the varying ideas about what racedisreans into

their reception of Frankenthaler, Lewis, Thomas, and Tobey, in overt and subtle
ways, depending on the period in which the critic wrote and the general attitude about
race at that time. This societal construction of race framed how critiksdat art,

the aspects of thes@rfigurative paintings on which they focused, and critically,

how they interpreted nuances in the paintings.

Although the history of race relations and bias in the United States harkens
back to the colonial era, thast one hundred years reflect a complicated account of
race relations. Bernasconi argues, ORacism wants to make its targets disappear, but it
does not want them to disappear into anonymity. It wants to see them without seeing
them. It wants to identifits targets unambiguously without having to face th&th.O

Bernasconi explains that integral to the process of seeing Owithout ¥&ésrth©

37>Michael Banton, OThe Idiom of Race: A Critique of Presentisn,feries of Race and Racism
eds. Les Back and John Solomos (London: Routledge, 2000), 62.

*7®bid.
37" Bernasconi, OThe Invisibility of Racial Minorities in the Public Realm of Appearances,O 288.
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way racism influences and determines how so@agtgrge views African Americans.
Arguing that this form of cdmol is socially conditioned, therefore altering in time

and space, Bernasconi observes the changing social interpretation of race. He
reviews this history, noting, OIn slavery times, Whites saw Blacks as slaves: freed
Blacks had to be able to prove thatiatus. Furthermore, under slavery, Blacks were
supposed to appear happy; under segregation, submissive and today the stereotypes
are manipulated in the form of images of the welfare queen, the teenage mother, the
gang member, and the drug additf 'he effect ofthis categorizatiois profound,
permeating the culture and affecting not only how whites view African Americans,
but also how the socie@gt-large, including African Americans, understands racial
categorization antheroles of various membeds such groups. Additionally, these
ideas impact how members of the art world view, critique, and analyze one another,
and art objects.

Bernasconcontendghatthese racial notionspreaceffectively, quickly, and
broadlythroughout society He notesQAs a result of the construction of these
stereotypes that are disseminated through the media and through hearsay, many
Whites are threatened simply by the sight of a young Black man. If he is not already
known to us, the stereotype intervenes . .s & case of seeing without seeiff.O
This construction of race is complicated by the that all races are constructed.

Thus, whiteness itseis socially producedBerger asserts as well, OVirtually every

study of whiteness opens with the academmormonplace that there are no

379 bid.
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significant genetic distinctions between the races, and that our system of racial
classification is an invention of the Wed¥'OAs such, Berger argues, Oshifting
definitions of whiteness presented opportunities and perilsdav&American,
African AmericanandEuropearAmerican peoples®® Throughout the history of
race in the United States, whiteness has been constructed in such a way as to allow
the white population access, power, and dominance. Additionally, whiteness in
America is understood to be representative of the seatdéyge, so that white
America speaks for all members of the society.

Affected by the changing social constructions of race, the artists examined in
this dissertation lived in the Uniteda®es during a period of significant change in
both the policies on race and the countryOs understanding of radegidlaéveand
social movements of the twentieth century reflect some advances in the effort toward
racial equality, while other movemtsreveal resistance and impediments to progress
and change. However, both paths affected the lives of these artists and their critics.
It is therefore necessary to review several significant shifts with regard to race in
twentiethcentury United Stateg) order to situate the critical framework of these
critics and scholars. Furthermore, this bhistoricalexamination also provides
context for the artistic and personal responses of Frankenthaler, Lewis, Thomas, and
Tobey, to their reception.

Thehistory of race in the United States is directly connected to the reception

of these artists, as it influenced cri@ value systems, thinkiagproachesand

31 Berger,Sight Unseem.
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responses to art and artists. Berger asserts, OThus images silently reinforced
ideological sytems that benefited whites, disadvantaged nonwhites, ensured that
certain deviant and marginal Europeamericans suffered materially for their

outsider status, and prompted those seeking acceptance as white to trade elements of
their human nature and etbridentities for a privileged racé® Berger argues that

the dominant value system within the United Statdsch wasdeveloped and based

on racial difference and categorization, has systematically permeated the countryOs
structure and adheres to théerests of whites. He explains, Oln the past minorities
suffered only to the extent that individuals judged them as other and then imposed
discriminatory penalties; now systemic inequities were hardwired into the nationOs
core institutions. The racial kees of EureAmerica, once expressed primarily in the
violent acts of individuals and groups, now found outlet in anonymous structures
perfectly tailored to meet the imagined needs and desires of wiiteBn@ughout

the mid to latetwentieth century, paular stereotypesirculated throughout an

increasingly broad public, perpetuating a system of inequality.

RaceRelated Events and the ArtistsO Early Lives

The 1898N the decade of ThomasOs and TobeyON kighe marked by
significant events relating tace, including the Supreme Court decisioRlassy v.
Ferguson which upheld racial segregation as constitutional under the policy of

Oseparate but equal.O This decision meant that separate but equal services and

383hid., 173.
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facilities for African Americans and wieis were constitutiondf® In 1909, the year

in which Norman Lewis was born, a grouppodbminentAfrican Americansand

liberal whites formed the National Association for the Advancement of Colored
People. The first decades of the twentieth century wecenahrked by the revival of

the Ku Klux Klan in Georgia, realized into film in 1915, with the releadgirth of a
Nation, an account of Klansmen as heroes. The Red Summer of 1919 followed, with
African American soldiers returning home from World W&?°!.

The 1920s, the decade of FrankenthalerOs birth, marked a period in Harlem
when the arf¥ literary, performing, and visusliflourished. This ONew Negro
Movement,O later renamed the Harlem Renaissance, celebrated African American
achievement and resulteain a great influx of African Americans from the South to
New York, a flourishing theater community, an established black middle class, and
large black churches. The Harlem Renaissance thus established Harlem as the center
of a flurry of activity. The prgence of influential figures such as Langston Hughes,
Countee Cullen, Zora Neale Hurston, Duke Ellington, W. E. B. Du Bois, and Aaron

Douglas, was significant for Norman Lewis, who lived in Harlem during this period.

385 KimberlZCrenshaw underscores the complicated components of domination inherent in this case.
She explains, OThere were at least two targets for Plessy to challenge: the construction of identity
(OWhat is a black?0), émelsystem of subordination based on that identity (OCan blacks and whites sit
together on a train?0). Plessy actually made both arguments, one against the coherence of race as a
category, the other against the subordination of those deemed to be ank&I|Z Williams

Crenshaw, OMapping the Margins: Intersectionality, Identity Politics, and Violence Against Women of
Color,0 irCritical Race Theory: The Key Writings that Formed the Moveyeeist KimberlZ

Crenshaw, et al. (New York: The New Press, 39986. The multidimensional aspects of this case
illuminate the importance of intersectionality.

386 John Hope Franklin and Alfred A. Moss, Jrom Slavery to Freedom: A History of African
AmericangNew York: Alfred A. Knopf, 2005), 359, 38388, 512513.
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These cultural icons contributed to anistically rich and intellectual environment

focused on promoting African American cultural endeavdrs.

Race and the Mi€Century Art World

However, it was not until the 1960s that society laid the groundwork for
increased opportunity for marginalizedistis. The art world was beginning to
recognize identity and difference in the culture. Further, the capital sintleeican
art world had just been temporarily expanded beyond New York, to include
Washington, DC. In fact, during the late 1950s and 498(ashington, DC, artists
Morris Louis and Kenneth Noland took inspiration from Frankenthaler and
established the Washington Color School. Art critic Amei Wallach writes of the
fateful moment in 1953 when Louis and Noland first viewed FrankenthalerOs
painting, Mountains and SeaWallach poclaims, Ocolor field paintingas born.&?
The critic explains that this style of painting adhered to Greenbergian notions of
modern art. She notes that colorfield Oconcerned itself with nothing but midterials
the paining and flat canvds and with the process of soaking paint into canvas. It
was painting about painting, seferential and hermetically sealed. By the end of
the decade, when de Kooning and his followers were being consigned to the
temporary scrap heapolor field seemed a viable way for abstract painting to move

forward.&®

87 bid., 400417.
388 \wallach, OArts and Craftiness,O 25.
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The art communitat-large, during the 1960s and eat§70s, underwent
major changesArt historian and critic Barbara Rose explai@she ranks of painters
and art lovers began swell at an alarming rate. During the sixties, the New York
art world expanded to spill over into the universities and the mass media. President
Johnson invited artists to the White Hou3®.Gurther,describing the effect of this
popularity on art wdd membersRose asserts, ODealers, curators, critics, writers and
collectors engaged in a frantic round of activity, while bewildered artists tried to
adjust to the new situation in which Americans had at last begun to identify culture
with salvation.&" Increasingly dealers, curators, and writers developed educational
activities that enhanced public arts awareness and appreciation, creating a general
openness towards contemporary art creation.

Many prominent dists pursued starkly different visions amteirestfrom
those of the previous decade, namely Abstract Expressionism. This period witnessed
the emergence of new art movements such as Pop Art, New Perceptual Realism,
PhoteRealism, Op Art, Minimal Art, Process Art, Earth Art, and early Conceptual
Art. Of this time, art critic Irving Sandler not&€3young artists embraced artistic
attitudes different from those of the preceding Abstract Expressionist gadaid.
Certainly their styles looked radically different. Instead of the hot, dirty, harejmad
directfrom-the-self look of fifties art, sixties art looked cool, clean, mechanistic, and
distancedfrom-the-self. It soon seemed that only work that partook of the changes

sensibility commanded attention, and the cooler it looked, the more recognitio

39%Barbara RoseTwentiethCentury American PaintingNew York: Rizzoli International
Publications, Inc., 1986), 98.
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received.? SandlerOs points are valid and salient, illuminating the significant
difference in interests on the part of 1960s0 artists. This revolution ineiestee

apparent in the growing popularity at the time of the reputatiddreinhardtand

Ominimal ar6&®® Additionally, Sandler®s comments, in combination with David
BrooksGccount of the rise of the bohemian countercufttfrand Barbara RoseOs
explanation about the general publicOs increasing arts appreciation, reveal the massive
transfomations permeating American society.

Commenting on the changing artistic environment, art critic E.C. Goossen
writes, OToward the end of the 1950s, obviously in reaction to the expressionistic
excesses of popular OactionO painting, many artists tumes tstatic kinds of
composition. Bilateral symmetry, the centered format and other devices for a more
orderly approach to composition appeared in the work of arfiSt#A@ditionally,
Goossen notes, OFor the next few years such simplified, static dnpberders
were to be effectively refined, to become, in effect, ends in themselves, producing a
characteristic period art known as Ominimalisitt.@fitics and galleries praised the
crisp, hardedged, norexpressionistic works of art that referred toothe artist, but

rather to the medium itself and/or th@rrounding physical environment

392|rving SandlerAmerican Art of the 1960{dew York: Harper & Row, 1988), 60.
393 5ee RoseTwentiethCentury American Painting9.

394 David Brooks,Bobos in Paradise: The New Upper Class and How They Got TNere York:
Simon & Schuster, 2001), 10.

395E.C. GoosserHelen Frankenthalerexh. cat. (New YorkRapoport Printing Corporation, 1969),
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Art historian Max Kozloff expanded on this impression of the environment of
the 1960s in an article entitled OArt and the New York Agarde,O writing, OArt in
the sixties belongs to an American generation still under forty, aware of its origins in
AbstractExpressionism, but committed to a development that has profoundly altered
the look of pictorial and three dimensional activity’Kozloff explained further tht
the heightened interest in form rather than the artistOs personal expression was the
basis on which art should be judged. In his own words, OEquivocation of form and
content is now the principle of an art which strangely begins to evoke our condition
and our times. Even when one is dealing with painting that is decidedly allusive, if
not literal in the objects and images it depicts, one cannot respond as one does to
representational arf® Kozloff declared that the human element of painting became
unimportant and undesirable during this period.

However,despite formal artistic concerngce remained prominentelement
in the reception of works of attiroughout midentury Curator Lowery Stokes Sims
argues that race was an integral part of receptiroughout the midecades of the
twentieth centuryOlIn the 19500s, the critical establishment shunned recognizable
form in art. But for African American artists, regardless of their style, meaning or
allusion was key to their expression. Whetheras the Oagreed assumptionsO

described by artist Al Loving or the overt social commentary of Robert Colescott,

39" Max Kozloff, OArt and the New York Avagarde,®artisan Reviev81, no. 4 (Fall 1964): 539.
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rarely are Oimages . . . assumed to be incidental to the meaning of théWarkiB0O
critics inevitably read race into the art works of Africamerican artists.

Also during this period, in the miti960s, writer Amiri Baraka started the
Black Art Movement, encouraging and bringing diversity to American literature,
which extended into other areas of the arts. The Black Arts Movement gained
traction in the early 1970s. It was an outgroyvehd thusdirectly related tpthe
Black Power Movement, whiagixpandedn the late 1960s and into the 1970s
advocating separate institutions for African Americans and whites as a means to
promote equality. Bick Arts Movement advocate Larry Neal asserted in 1968, that
the Black Arts Movement is Oopposed to any concept of the artist that alienates him
from his community. Black Art is the aesthetic . . . sister of the Black Power concept
.. . it envisions anrathat speaks directly to the needs and aspirations of Black
America . . . the Black Arts Movement proposes a radical reordering of the Western
cultural aesthetic. It proposes a separate symbolism, mythology, critique, and
iconology.&°

Perhaps as a reswlf their awareness of the concepts, ideas, and observations
later presented in the organized form of the Black Arts Movement, and out of a
determination to avoid marginalization and have critics read their works through a
nonraced lens, Lewis (after timeid-1940s) and Thomas resedvibeir civil rights

advocacy foareas outsidef the studio. Working imorfigurativeidioms and

399 owery Stokes Sims, OAfrican American Artists and Postmodernism: Reconsidering the Careers of
Wilfredo Lam, Romare Bearden, Norman Lewis, and Robert Colescofifician American Visual
Aesthetics: A Postmodernist Viegd. David C. Driskell (Washington, DC: Smithsonian Institution

Press, 1995), 114.
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focusing on palette, shape, and line, these artists did not overtly incorporate images of
black life into their mature painys. Nevertheless, critics and schokxplicitly

read race into themorfigurative paintings, underscoring this aspect of their

biography, or agsning that because the artistsrevéfrican American, their choice

of color, shade, and texture mhstvesaved as a political statement on race.

Artist Keith Morrison described the period of the 1960s, asserting, Oartists
learned that they are freed artistically more by political power than by any aesthetic
development . . . the white establishment gave aitéts more play than ever
before, not because the art had suddenly become better, but because they were afraid
of black power. In the 19800s they stopped because they were no longet®afraid.O
Indeed, between the Civil Rights Movement, Black Power Margjrand the Black
Arts Movement, the period of the 1960s gave rise to renewed presence and creativity
of African Americans, with increased voices expressimglengesand hopes in a
variety of media.

Morrison also addressed issues of race in the recegptiartists, and
particularly, how the social construction of rd@es affected\frican American
artists. He explains,

Color is becoming a descriptive term: an adjective to describe differences

in hue, rather than a noun to describe a race. As catimations proliferate,

white may become not a race apart, but another color among many. But will

this eliminate racism in America? The likely answer is no, since without a

massive redistribution of wealth (not to happen soon) people of color will

remainthe poorest. By virtue of being pddand disenfranchis@tartists of

color likely will continue to work outside of the art establishment for the
foreseeable future. The driving force, then, of much American art inevitably

01 Keith Morrison, OThe Global Village of African American Art,@firican American Visual
Aesthetics: A Postmodernist Viegd. David C. Driskell (Washington, DC: Smithsonian Institution
Press, 1995), 28.
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may become a political term raththan a racial one. OWhiteO should also be

a political term since there is no scientific way to establish whiteness by

looking at someon&?
MorrisonOs comments have particular resonance when considering TobeyOs reception.
As a white man producingonfigurativeart through the middle decades of the
twentieth cendry, critics often described anplied the universal notions manifested
in his work. While on the surface this idea may appear to be void of racial meaning,
in fact, critics determined th#te norfigurative creations of a white man were worthy
and valid enough to represent and speak on a broad level.

Bernasconi discusses the topics of human rights and universality with regard
to race, asserting, OHuman rights are widely acknowledgedvédimya standard
that transcends national and cultural boundaries. But does universality offer an
adequate defense against racism? Does the appeal to the universal provide a means
for overcoming discrimination against groups on the basis of raciatatiffes? Or is
racism thereby being addressed by a cosmopolitanism that keeps White privilege in
tact?@? BernasconiOs queries pierce through the critical veil employed by many
twentiethcentury critics, revealing the fact that use of this term often égnand
further marginalizes many subgroups from the dominant cultural ideology by denying
them representation (and not allowing them to represent the many) and inclusion in
the mainstream notion of the univershbwisOs reception supports BernasconiOs
nations, as his critics avoided use of@ticompassing concepts, suchhaes

universal, instead examining the artist within far more narrow confines.

4021hid., 3839.
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Race and Norman Lewis

Scholarly engagement with LewisOs paintings has been miniitheithe
1990s servings the primary period of academic intereghmartist. ©nsideration
that does exist often has racially themed approaches, focusthg oarrelation
between formal properties ms workand implied racial connotation&nd while the
artist faced acial discrimination throughout his life, he reserved his mature artistic
output for formalexploratiors andadvocated racial equality other outlets.

Thus,Lewis experienagrace differently from is white counterparts. He
explained these issuasa 1969 oral history interview witkenri Ghent. He asked
Lewis about his first studio. In LewisOs answer, the artist recollected racial issues he
battled with regard to renting space. He asserted that his white contemporaries were
immune 6 such mattersFor example, Lewigxplained that issues of racism affected
his apartment rent, noting Odespite the fact that there were a bunclwofdedirtists
that | was paying twice as much rent as they [sic] . . . these were guys, white artists,
who | enjoyed beig with and we . . . were fighting for a lot of things that they
materially benefitted from but | didnOt. We were trying to set up the unions, teaching
unions.&*

When Ghent probed deeper, inquiring about how the group of &tists
including Ad Reinhardtlackson Pollock, Franz Kline, Barnett Newman, Willem de

Kooning, and Lee Krasn&encouraged Lewis, the artist explained in more detail the

“04Norman Lewis, OOral History Interview with Norman Lewis,O interview by Henri Ghent, July 20,
1974, Archives of American Art, Smithsonian Institution,
http://www.aaa.si.edu/collections/oralhistories/transcripts/lewis68.htm.
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levels of discrimination he experienc®d.He declared, Ol think amongst themselves
that as white artist®1 make this distinction because there is a difference between
being white and black which is quite obviddtheir problems and my own never
coincided despite the fact that we were fighting for, say, a better wWtH©®
continued by discussing his investigattiby the FBI and harassment by police, which
his aforementionedellow artists did not experiencé.ewis alsoremarkedn the
problem of livirg in Harlem and white patronagstating,OBecause slowly | lost
contact with people who believed in me and ¢heappened to be whites who were
afraid to come to Harlem and it has cost me a lot of money despite that fact that the
attraction was the cheap rent in Harlem . . . it was almost a death living there,
culturally because there wasnOt the stimulus themutsh this thing that you
believe just talking to peoplé®

His experiences illuminate the challenges facing African American artists in
the United States. These obstacles include access and recognition. Cornel West
explains, OTo be a black artistimerica is to be caught in . . . Othe modern black
diasporan problematic of invisibility and namelessness.O This problematic requires
that black people search for validation and recognition in a culture in which white
supremacist assaults on black ingadince, ability, beauty, and character circumscribe

such a searcH'® The example of LewisOs experiences in comparison to his white

405 hid.
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contemporaries reveals problems he encountered on account of his race that white
artists working in similar idiomdid not exerience Racial stereotypes thus
permeated society throughout LewisOs lifetime, and affected how both theatulture
large and the art world received hand his colleagues

Henri Ghent asked Lewis about the need for African Amercaststo
includeracerelated subjects in their output in order to increase cultural understanding
of the social challengekeyexperienced”® In response, the artist carefully
explained the issudbatAfrican American artists faced. He adeptly noted, Ol think it
is a knd of peculiar problem here in the fact that when | started to paimadfoity
of painters that | kne who painted Negroes were whitd¥However, Lewis
continued, Oblack artists talk about black art. And | donOt think that there is any such
thing.3"* Lewis contendedhat there was no inherent way for an onlooker to know
the race of the artist by looking at his output. He explained, Oif you have a classroom
and you have a model that is black and maybe there are ten students and they are all
white andthey paint a black model or draw . . . you canOt look at the subject matter
just because it is black and say it was done by a black artist . . . in Europe you see
paintings in which they might have a black figure. That doesnOt say that the artist was
bladk.("* Lewis incisively cuthrough the rhetoric, and expostae underpinnings

of art world assumption about race, and by extension, undgiyejudice. The

“*Norman Lewis, OOral History Interview with Norman Lewis.O
“1bid.
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artist alludedhere to the fact that critics and onlookers asslime race of an artist
based a the subject matter.

While LewisOs work was subject to this line of criticism, one difference
between his output and the work he discussed in the above quote is that Lewis
generally paintedorfigurative subject matter. Still, critics and scholars hare
analyzed higorm and palette in detalf® Insteadtheyevaluated his paintings
against the backdrop of his race, thereby superimposing aspects of his biography onto
his paintings. Some critics attempted to locate Lewis specifically, asri@amf
American workingclass male artistFor example, the subtitle of one 1930s article
read, OHarlemites Honored at Metropolitan Art Exhillit.Similarly, Starling
Shieks titles an early article on Lewis, OHarlem Painter Wins Art AWard.O
Repeating this tendey decades later, Garrett Halgmmencedhis article on Lewis
(and Charles Alston) by indicating, OThe deliberate pairing of two Héxdeed
artists was apt’®y These critics thereby underscored not only LewisOs race, but
status as a resident of a workidigss, black neighborhood New York.
Additionally, in their focus on Lewis as an African American workatgss painter,

they omitted thorough consideration of the formal qualities of his work in their

“13Critic Garrett Holg concluded his 1994 review of Lewis (and Charles Alston) by asserting, ODespite
such fine works as these, Alston and gaiftirly Lewis continue to be underappreciated. A more in

depth look at the works of each is definitely in order.O Garrett Holg, Olnnovators of the African
American Aesthetic, Isobel Nealk® News93, no. 1 (January 1994): 170.

“14OTwo Artists Given Prées: Harlemites Honored at Metropolitan Art Exhibit,O Norman Lewis
Papers, Archives of American Art, Smithsonian Institution. Lewis won this prize in 1934. Although
this article is undated, it references this contemporary event, and was thus likely amdttind this
period.

*13starling Shieks, OHarlem Painter Wins Art Award,O August 4, 1956, Norman Lewis Papers,
Archives of American Art, Smithsonian Institution.
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criticism. Thesecritics highlighted LewisOs rastien such information was
irrelevant?!’ putting into practice Robert BernasconiOs poignant thesis on race, which
asserts, OThose who are most invisible in the public realm, in the sense of being
powerless, mute, and deprived of human rights, are oftenwisdse to those who
disempower them, silence them, and exploit th&th.O

Additionally, critics regarded Lewis as derivative. In particular, they situated
him as a copyist of Mark Tobey. Such criticism stripped Lewis of his individuality,
dismissed hinon account of formal parallels with a colleague and contemporaneous
artist, and failed to consider his individual, creative achieveni€hihese critiques
reveal the general, historical omission of detailed analysis of LewisOs paintings, in
which criticsoverlooked key formal aspects while relegating him to the margins of
mid-century progressive abstract movements. In recent years, contemporary critics

have even proposed that Lewis specifically conveyed his interest in issues of race,

civil rights, and raial equality through palette and paint applicatitf.

*1For example,te following critical reviews referenced LewisOs race. OTwo Artists Given Prizes:
Harlemites Honored at Metropolitan Art ExhibitO; Shieks, OHarlem Painter Wins Art AwardO; Charles
Corwin, OLife MagazineOs Art Spread and Norman Lewis, Tromka Shows,@A®#0, Norman

Lewis Papers, Archives of American Art, Smithsonian Institution; Holg, Olnnovators of the African
American Aesthetic, Isobel Neal,0 170; Edward M. Gomez, OA New Look at American Modernism,0
Art & Antiques(February 1996): 41; Peter Plage®Norman Lewis, Studio Museum in Harlem,0
Artforum InternationalSummer 1998): 126; Garrett Holg, ONorman Lewis, G.R. NONamdi, Chicago,0
Art News98, no. 7 (Summer 1999): 161; Grady T. Turner, ONorman Lewis at June Kelly, Bill Hodges
and the Studio Musen,QArt in America(January 1999): 105; Mason Klein, ONorman Lewis, Michael
Rosenfeld Gallery,@rtforum InternationalNovember 1999): 143.

“8Bernasconi, OThe Invisibility of Racial Minorities in the Public Realm of Appearances,O 287.

*1°For example, ta following critical reviews situated Lewis as an imitator and copyist of Mark
Tobey. Corwin, OFrascefialented, Socially Conscious ArtistO; Henry McBride, OAttractions in the
Galleries: Willard Gallery,8ew York SurMarch 4, 1949, Norman Lewis Papekschives of

American Art, Smithsonian Institution; ONorman LewiiNews(1954), Norman Lewis Papers,
Archives of American Art, Smithsonian Institution.

420The following critical reviews included reference to LewisO use of palette as conveying social
themes: Plagens, ONorman Lewis, Studio Museum in Harlem,O 126; Turner, ONorman Lewis at June
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As adducedhrough review othe criticism the written critical materials on
Lewis tells a story ofacebasedmarginalizationn which the social construction of
LewisOs skin color led to critizslirectly and overtly connecting his output to his
race They examined his work through this lens, or dismissed his work on this
account.Lowery Stokes Sims explains in her article, OA Truly Racial Art,O that
critics disparaged works by African Americanists that did not utilize and reveal
African art inspiration. Sims explains that critics Ocomplained that their work was
Oimitative and derivativeO although Othe fountainheadO of African art was at their
disposal.6*

Lewis, as an African American maldiat in the United States, was subject to
a raciallybased critique wherein the color of his skin and his personal biography
wereoften overtlyinterspersed with the formal analysis of his paintings. Valerie
Mercer, curator of the General Motors CenterAfrican American Art at the Detroit
Institute of Arts asserts, ONorman Lewis and other African American abstractionists
of his generation experienced racism from the art world because they were not doing

what was expected of them as African Americais@tt They were not depicting the

Kelly, Bill Hodges and the Studio Museum:C') 105. Mason Klein suggested that LewisOs works were
Ocomplexly personal (socially conscious)O and that Oit is hardittecaewisOs achievement as )
emerging from any sea of universal symbolism.O Klein, ONorman Lewis, Michael Rosenfeld Gallery,O
143.

21| owery Stokes Sims, OA Truly Racial Ay News102, no. 1 (January 2003): 8%his line of

thinking, as Sims assertwas predicated upon, and thus encouraged by, the 1925 essay by Alain
Locke, entitled OThe Legacy of the Ancestral Arts.O In this essay, Locke encouraged African
American artists to focus on both the technical aspects of African art as well as théi\veeaoc
representative formal components of the works. Sims further argues that Locke viewed modernism as
a style of art making in which African American artists could express a connection with Africa by
focusing on the abstract forms inherent in muchicah art: OAfrican art, therefore, would allow
African-American artists to entertain the condition of being modern.O Ibid.
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African American experience through figuration or a representational approach to
their work but attempting to develop their individual notions about a distinct formal
language that referenced their culture, as well asewsal ideas’® Yet the
implication inthe critical reviews is that only whiteorfigurative artists could convey
any type of universal meanii§® Throughtheir paintingsthe artists® audienaesre
made to dissociate paint color from a specific anddliteepresentation of racial
identity *24

Thus, n spite of the abstrasd nature of his output, critics have nevertheless
routinely offered racdased readings of LewisOs paintings, arguingdtfeyurative
forms and colors must correlate to the challeragesd-century African American
man faced. Art historian Ann Gibson explains, OSome artists, and Pollock was one,
incorporated a Jungian idea of the collective unconscious into their painting, aiming
to transcend the questions realism inevitably posethokefreedom whosevantage
point, allowed this picturing of universality. In pigment stretched taut or flaccidly

puddled, viewers saw emotion metaphorizethdexed, not people whose faces

might be white or brown?& However,manysuch artists were matith much

422\/alerie Mercer, OA Conversation About Masters and Their Markets with Michael Chisolm, et. al®
The International Review of Aédan American ArtL9, no. 4 (2004): 10.

23 Ann Eden Gibson, ORecasting the Canon: Norman Lewis and Jackson Palitiok,@ 30, no. 7
(March 1992): 67.

“24Thus if Abstract Expressionism was an art that Oexpresses its creator,O critics clearly chose which
aspects of the makerOs identity to underscore, with artists working, as well, to accommodate critical
approval. Criticism of Robert Motherwell exemplifies this point. Christopher Reed explains that in
1948, Greenberg Ochastised Robert Motherwell fowadh the magnificence of his Oturbid and
vehemently brushedO paintings to collapse into Oan archness like that of the interior decorator.O Little
wonder that Motherwell, his heterosexuality impugned by military authorities . . . and prominent

critics, tuned his abstractions increasingly toward signifiers of masculin®hfstopher Reedrt

and Homosexuality: A History of Ide@dew York: Oxford University Press, 2011), 154.
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critical support. Lewis, unlike many of his white artistic contemporaries, did not have
such sponsorship of influential critic& poignant query to consider with regard to
the critical reception, therefore, is what aspect ofhthrdigurative artistOs idernyi
was met with critical praise®ibson acknowledges that Lewis did not receive the
same critical support dss white contemporaries, like Jackson Pollock. Clement
Greenberg and James Johnson Sweeney praised much of what Pollock produced
which might otherwise have been challeng@d.

Thus, beneath the surface of the photograph of the ArtistsO Sessions at Studio
35 rests a harsh reality. In the image, Lewis is seated amongst famed Abstract
Expressionists Robert Motherwalhd Willem de Koning (figure 33.4?" While
Lewis worked alongside these betkmown painters, was represented by similarly
famous galleries, and produced expressionist works during the Abstract Expressionist
period, the art world nevertheless marginalized his work mt,pkhibition

opportunities, and the marketpldGé.

428 |hid.

27 Jorge Daniel Veneciano, OThe Quality of Absence in ldekBPaintings of Norman Lewis,O in
Norman Lewis: Black Paintings 194®77, David Craven, Ann Eden Gibson, Lowery S. Sims, Jorge
D. Veneciano, exh. cat. (New York: The Studio Museum in Harlem, 1998), 36.

“28Not only was Lewis entrenched in the art movetseri the day, but he was also active in various
organizations, including African American arts organizations. He was aware of the critics and their
philosophies on art. Gibson provides evidence of this fact, explaining, OlIn his copy of t81947
issueof the art magazinBossibilities Lewis had circled the following sentence from the statement of
editorial intent written by Harold Rosenberg . . . and Robert Motherwell . . . OPolitical commitment in
our times means logicalyno art, no literature. Argat many people, however, find it possible to

hang around in the space between art and political actiém®8den Gibson, OBlack is a Color:
Norman Lewis and Modernism in New York,ONiarman Lewis: Black Paintings 194877, David
Craven, et al., exltat. (New York: The Studio Museum in Harlem, 1998), 22.

See chapter eight for a moredepth discussion of Abstract Expressionism.
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Visual evidence of thiselegationis in the form of yet another photograph.
The famous Olrascible Group of Advanced ArtistsO lfitemagazine in 1951
includes the leading artists of the perfddRobertMotherwell, Mark Rothko, Jackson
Pollock, Ad Reinhardt (a purported close Lewis friend), Adolph Gottlieb, and Hedda
Sternd\l butexcludes Norman Lewi(figure 33. The photograph represents core
figures integral to this progressive group. To be included,had to be invited by a
sitting artist*?® LewisOs exclusipthereforesuggests that while he was colleagues
and friends with many of the artists in the photograyiad, attended group meetings,
thoseartists did not view him assagnificantenough figire to be included.

Critical interest in Lewis has increased since the 19iseviews of his
work areneverthelesscant. Additionally, journalist Harry Henderson explains that
even though Lewis achieved what Henderson characterized as Ohigh critical
praise,3° he is Oone of the most conspicuously neglected artists in Anigfica.O
Henderson nosthat LewisOs life Ois characterized by a story of intelligence,
prolonged study, hard work, loneliness and frustration due to prejudice; all the while
he was mking a significant contribution to American aff®

Art critic Edward M. Gomez explained in a 1986 & Antiquesarticle

entitled, OA New Look at American ModernismO that critics and scholars are

2 Kinshasha Holman Conwill,, OIntroduction: The Importance of Being NormaNg@niran Lewis:
Black Paintings 1944977 David Craven, et al., exh. cat. (New York: The Studio Museum in Harlem,
1998), 10.

*3%Harry Henderson, ONorman Lewis: The Making of a Black Abstract Expressionist, His
Achievements and His NegleciT®e International Review of African American A&, no.3 (1996):

59.

**1bid.
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reconsidering American modernism and creations of the New School of the
1940s and 1950s, including work by LeWi8.Gomez probes the reasons for such a
reexamination of the period. Héserveshat while these artists did not receive
deserved recognition during their working careers, Othe curators, histandrast
dealers who are now working to deepen our understanding of American modernism
emphasize that these artistsO ideas and accomplishments played vital roles in shaping
the creative environments that nurtured the styles and reputations of their more
celebrated confreres'®

Recent criticism also reveals that critievemaintained race as a central
component in judging Lewis@srfigurativeart. In his consideration of LewisOs
exhibition ONorman Lewis: Black Paintings, 19460 critic Peter Plagenssarts
that afteran Oobligatory sociatealist peiod leading up to the miegfds(F*° Lewis
refused to Odo Oblack art,O i.e., paint figurative pictures of noble, struggling African
Americans.B8° Plagens assesses the artist and his output, noting thatwasida
pretty good secontler Abstract Expressionist whose work suffered . . . because he
never quite let go of imposing anpriori order, a vague premeditated design, on a
kind of painting that needs to run the risk of real disorder to hit the h&lijhtShe
artists to whom Plagens compares Lewis, including Pollock, maintained subject

matter in their abstracted works, making tigige of criticism superfluous, yet still

*33Gomez, OA New Look at American Modernism,@@®@9
**bid., 40.

*3%plagens, ONorman Lewis, Studio Museum in Harlem,0 126.
% Ibid.
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impacting and influencing readers and viewdrsfact, Ann Gibsonarguesan her

article ORecasting the Canon: Norman Lewis and Jackson Pollock,O that neither
Pollock nor Lewis completely eradicated representational forms from their works.
Instead, she argues, they created works in which mimetic forms were less overt and
more discreetGibson writes, Othey recast their continuing concerns in less easily
detectable form, as suggested in a famous remark attributed to Pollock: Ol choose to
veil the imagery.O But the switch from realistic to abstract forms that acted out
metaphorically at they represented, rather than imitatingimetically, did enable

the successful white artists of the 040s and O50s to make a new argument for their
work: the claim of a generalized humanistic freeddffi.Plagens® aforementioned
assertion implies thatewis failed to disavow his cultural specificitiHowever, it is

for the viewer to associate his absteal form and reduced palette wétlparticular
cultural specificity**® To be sure, Gibson asserts, ODiscussions of Abstract
Expressionist subject matt however, & linked in a crucial but undexamined way

to another kind of subject: a subject tied to the question oivhoseuniversalizing,

is in effect in this art, a subject instrumental in establishing the different economic

and professiondevels at which Lewis and Pollock pursued their careéfs.O

38 Gibson, ORecasting the Canon,O 67. In fact, Pollock expressed a longintmrfiguration,

suggesting the confining nature of fame. Christopher Reed proclaims, OLike Tobey, Pollock spoke
nostalgically of figuration, claiming, ORecognizable images are always there in the end.O We can only
speculate about the directions ait might have taken had he lived longer and felt freer to explore his
interests.O Christopher Reéd, and Homosexuality: A History of Idgakb5.

*3%various artists compelled the viewer to take interpretive leaps, thereby disclosing as much about the
onlooker as the artist. For instance, Reed explains, ORauschenbergOs Combines put the onus of
meaningmaking on viewers, challenging audiences to name what they see, confident that few dared
broach the topic of homosexuality and that those who couldcexplthe codes would be revealing

their own suspicious sensibility.O Ibid., 156.

4401hid., 68
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Art critic Mason Kleinrefuses to consider LewisOs work either alongside his
contemporaries, awithout direct reference to his racele asserts, OAlthough his
fellow AbExers shared a common irgst in Jung, it is hard to consider LewisOs
achievement as emerging from any sea of universal symbolism. His subtle
suspension of form and content is scarcely the product of intuition afnm&ead,
Klein insists that with Lewis, OUnity and divisi@ehesion and dissipation, all
dynamic conditions of color harmony and dissonance and of a static versus vibrant
compositioM these are the conditions that Lewis employed in his complexly
personal (socially conscious) aesthetic purpd&el®fact, Klein assrts that not only
did Lewis fail to exclude his social activism from his paintings, biaad, his
norfigurativeworks also represehis experiences as an African American man. The
critic argues, OAlong with addressing the transcendent subject ofidtterAmerican
Abstract Artists with whom he exhibited, Lewis continued throughout his oeuvre to
attenuate his own presence in the world, never forgetting the particulars of the
African-American experiendé embodied by the narratives of urban families and
worker$\ that governed his earlier realistic styf&>On lieu of a complex formal
reading of LewisOs paintings, therefore, Klein thus opts for a primary focus on the
artistOs Ocoexistence of representation and abstrattidhi€criticism evidences

the wnwillingness of critics to analyze LewisOs work through araced lens.

41Klein, ONorman Lewis, Michael Rosenfeld Gallery,O 144.
*2|bid.
“21bid.

444bid., 143.
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Ann Gibsonargues that even thouglewis was closely tied to the major
proponents of Abstract Expressionism, in both an artistic sense as well as in his
everyday life, critichave bothnfrequently reviewed his works and refrained from
aligning him with this avangarde movementnstead connecting his output with
social and cultural concernshe writes,

He participated in their major foruisappearing at the Club, drinking a

the Cedar Bar, showing at one of the important agande galleries of the

period (the Marian Willard gallery), and attending the historic artistsO sessions

at Studio 35in 1950. Given LewisO age (born in 1909, three years before

Pollock), his New Ydk upbringing, his determination to enter the avant

garde, his success in placing himself within it, and the formal and intentional

similarities of his work to Abstract Expressionism, his comparative obscurity
until recently suggests that the factors fhr@&vented his canonization were
strong indeed?®
Gibson argues that critics understood LewisOs inspiratioririfiusced byculture
rather than nature. As a result, she proposes, they could not atiibitean
intuitive art making process for winehey lauded other artists like Jackson
Pollock**® Throughout the latter twentieth century, critics continued to incorporate
such tendencies into their writings, relegating Lewis to the periphery of the art
historical canon, writing about hmorfigurative works with little consideration for
formal properties, and instead, fikag on a connection between his foramsl
palette andcultural as well as biographicatpncerns

For exampleGarrett HolgOs 1994t Newsreview considers a Chicago

exhibition d Lewis and Charles Alston. Holg writes, OLewisdeveloped a more

4> Gibson, ORecasting the Canon,®®%8 These venues, includingetllub, Cedar Bar, and the
Eighth Street Club, served artists and critics of the New York School as gathering places for art
discussions. Whitney Chadwick/omen, Art, and Societft ondon, Thames and Hudson, 1990), 325.

448 hid., 69.
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linear style. A jazzlike improvisational line energizes early figurative works . . .
Frequently cartoonlike, his style took on an elegance and sensuousness in later
works.&" Holg al® reviewed LewisOs exhibition at G.R. NONamdi gallery in
Chicago, asserting OMuch has been made osOmsnuse of African motifs, but an
Asian influence also seemed to pervade many of the works&rehus, whether it
is the pairing of Lewis with anothéfrican American artist, or the overt associations
made between his work and African stylistic concepis,critic and othersxplicitly
referenced the artistOs race in various reviews, thereby forming the particular racial
lens through which readersdannlookers examined LewisOs work. Art critic Grady
Turner follows a similar path in his 1999 review of LewisOs show at June Kelly
Gallery, reading LewisOs paint color as married to his race. Turner asserts, OFor an
artist concerned with race relatiob$ack is too significant a color to be used merely
for formal juxtapositions. LewisOs black paintings often refer to theigivis
struggle so directly as to belie any claims to pure abstractfon.O

While Turner also recognizes in this article that ynartists worked with
primarily black paint during the 1940s, 1950s and 1960s, such as Joan Mitchell, Franz
Kline, Ad Reinhardt, and Robert Motherwell, nevertheless, he rejects this
contextualization for understanding Lewis and his painting. The critiesaof his
work in a Studio Museum exhibition,

Here Lewis was compared with other abstractionists who worked with
black, yet of these, only Reinhardt and Kline were as intent in its pursuit.

**"Holg, Olnnovatarof the AfricarAmerican Aesthetic, Isobel Neal,O 170.
*4®Holg, ONorman Lewis, G.R. NONamdi, Chicago,0 161.

49 Turner, ONorman Lewis at June Kelly, Bill Hodges and the Studio Museum,0 105.
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The other8l de Kooning, Pollock, Motherwell, Rauschenbiérgeen to

have been added to imply that Lewis belongs among such august company.

Lewis doesnOt need the help, although Greenbergian pursuits would find fault

with his elegance and pictorial depth, as well as his effort to balance

abstraction and social issueshe comparisons werenOt suitaffle.
Thus, with an African American artist, works with similar formal consideratons
mid-century white artistsontinue to be criticallypvertly, and often disparagingly
connected to biography, raa#,social activisn. The critic nevertheless concludes,
OThe time is right for a reevaluation of abstract painter Norman L&Wisl@vever,
the regularblatantunderscoringf the artistOs raceeates consistent interactiofth
the works through a racial lens, therelffgeting thereaderOs and onlookerOs
interpretation.

Gibson also addresses LewisOs decision to incorporate black as a dominant
color in many of his paintings throughout his career, like other artists of his
generatiorf>? In fact, sheexplains, OWhileginting in black was comparatively
unusual in the mid940s when Lewis began, colleagues from LewisOs own
generation of the New York schddWillem de Kooning, Franz Kline, Robert
Motherwell, Jackson Pollock, and Mark Rothko among tBereed black as a

dominant element, often in binary interplay with lighter neutrals or whiteEyen

younger artists who were contemporaries of Leyaige primacy tahe colorblack

**%|bid.

***bid.

52 Furthermore, Barbara Rose also explainstraughout the early 1950s, Omany of the best painters
were painting in black and white.O Barbara Rose, OPaintings within the Tradition: The Career of Helen

Frankenthaler,@rtforum7, no. 8 (April 1969): 29.

453 Gibson, OBlack is a Color,0 11.
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evident, for example, in the work aftists such as RobelRauschenberg and Frank
Stella*>*

And yet Gibson suggests that LewisOs usage of the color black was different
from other artists. She argues in her essay, OBlack is a Color: Norman Lewis and
Modernism in New York,O that the color allowed Lewis to blend his race with his
interest in modeism, suggesting that his reasons for utilizing this particular color in
his paintings exceeded the form&.Gibson is an especially important art historian
to discuss here because she is the leading scholar of Lewis, and yet her formal reading
of his pantings is problematic. She integrates his race and biography into her own
interpretation of hisiorfigurativeworks and suggests that his similar use of paint
was distinct on account of his rac&herefore, she transforms line, color, and form
from formal properties of painting to biographical symbols. Because of her stature as
an influential art historiarGibsonOassetibn of a racebased analysis of LewisOs
palette, therefore, has exceptionally significant ramifications in the art world.

In partiaular, Gibson proposes, OFor Lewis, black painting provided an entry
to a cosmos . . . in which modernism and Afridgemerican identity can coexist . . .
he wanted to place the art of African Americans in what we would now call its
intercultural visual miu.&® In spite of the fact that Lewis discussed his usbef

colorblackin his paintingsand explained thamnly its formal propertiegterested

454 hid.
455 hid.
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him, Gibson nevertheless argues for a raced reading of the'tolscknowledging
his claims, she stitontendghat for Lewis, the color black provided the opportunity
to reference social them&S. Gibson thus dismisses LewisOs understanding of his
own work, stripping him of agency and insight.

GibsonOs insistence that this artistOs use of a color heatpoiate his
socially constructed racial identity is similar to the rhetoric surrounding
FrankenthalerOs works, where criti@intainedhat her palette of pastels employed
throughout the 1950s revealed her Ofemininity.O Even though Frankarstis&ler
that her focus was not drer sex her critics nevertheless incorporated this aspect of
her identity into their analyses. To explain away this tendency with regard to Lewis
and race, Gibson asserts that LewisOs very denial of the social meanirgloirthe
black indicated Oa conscious repressfohl® an effort to contextualize his
disavowal, Gibson argues, OLewisOs conviction that painting politically and painting

well were divergent pursuits is not unfamiliar in twentieéimtury art, especially &t

5" Fellow painter and friend, Benny Andrews, explains of Lewis, OWhat | remember most about him is
that he was really a purist about art and sincerely felt deep in his heart that race and art had nothing to
do with each other.O Owen McNalOA Life Consumed by Art, Activism, and Angeétford

Courant March 28, 1999, accessed October 17, 2012, http://articles.courant.cor@999
28/entertainment/9903280454_1 ameriearewis-friend-bennyandrews.

58 Gibson, OBlack is a Color,0 Glbson insists that Lewis must have intended social meaning in his
use of the color black. She writes, OThese contradictions [with the color black itself] are provocatively
parallel to the social position of people of African descent in colonial situatibmsy therefore led

thinkers like Norman Lewi®despite his frequent disavowals . . . to understand blackness as a figure
for the coexistence of apparently contradictory qualities and condéjds,. 12.

*9bid., 13. In fact, recognizing the artist@jection of a social meaning of his chosen palette, Gibson
acknowledges LewisOs explanation, noting, OAccording to Lewis, his conscious interest in the color
black Ostarted with some rhododendrons . . . which | painted. | used julittolackivey théormN

and | like that and | went on to try to do other things. Just manipulating the paint was exciting to me.O
LewisOs use of black as a form itself occurred at least as early as that of Robert Motherwell, who
believed his Elegy series Owas the firs¢ timmebody in this country used black massively as a color
form rather than as absence of color.00 Ibid., 12.
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mid-century, when as a principle this idea became enshrined in criticism, catalogues,
and textbooks ¥y

Significantly, and providing explanation for the mood and palette of his
paintings, Lewis would frequently paint in the evening in his studhiteviooking out
of the window. He alswalked through Harlem at night, later painting scenes of
these nocturnal wanderingblis heavy incorporation of thegaintcolor black could
also be attributed to his observations of his literal physical surroundings,thda
Gibson recognizesShecontinuesn her explanation of Lewisietropolitan
paintings, OThe fact that these records seem to be caught as strands or trails of light at
night attests not only to LewisOs awareness of the work of the artist MariNTobey
also represented by [Marian] Willard, and whose paintings of the lights of Broadway
were critically acclaimed in those yelrbut also LewisOs own notoriously nocturnal
habits. Lewis was often up late. Letters to friends dated with the time and day were
nat infrequently penned or typed at two or three oOclock in the mofAtngtis the
source of LewisOs focus on the color black ipistings could have been his
nighttime walks, in addition to his interest, like his contemporaries, in employing the
abstacted stark contrast of black and white pai@ibson even admits, OLewis had
known for years that the reputations of his most eminent Abstract Expressionist
colleagues had been built on abstractions whose formal preoccupations had come to
be seen as prfoor as the condition, of their universality, which was understood to

exclude social comment. And Lewis was, himself, genuinely fascinated by formal

480 1hid., 15.

481)hid., 18.
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issues: the Ofunny things that happen when you paint,® as h&p&egérdless of

both his intent antdow his artistic ideology comparés contemporaneous extis

working in a similar idiom, therefore, race is central to GibsonOs reading of LewisOs
paintings. The perpetuation of an explicithacebased reading by this prominent
scholar in spite of theecognition of distinct alternatives to such foduess

significant consequences for the construction ofreuturt world reception of Lewis,

as demonstrated herein.

Race, Norman Lewis, and Gallery Representation

Beginning in 195, The Willard Galleryon 72" Street and Madison Avenue,
represented Normdrewis for eighteen years. This relationship commengemh his
receipt of the Carnegie PriZ&. Lewis was one ofew African American artist
showing at New York galleries, and he appreciated the apptyt However, this
affiliation did little to promote the sale of his paintingseniderson notes, OYears
went by . . there were few buyers, no snowballing of interest, no feature articles in
the press, no big opening parties. Other Willard artistsgrized what was
happening. Feininger went out of his way to tell Lewis not to be discouraged. David

Smith and Ad Reinhardt suggested that he get another gdfféry.O

4621hid., 22.

“63The Carnegie International Exhibition annually reviewed contemporary painting. In 1955, Lewis
received its Popularity Prize for his paintildigrating Birds(1953), determined through visitor

voting. ONorman Lewis Chronology,Norman Lewis: From the Harlem Renaissance to

Abstraction exh. cat. (New York: Kenkeleba House, Inc., 1989), 61. Notisgattiievement in the

press, however, critics still underscored his race, and class. For example, Starling Shieks wrote about
this accolade, titling his article, OHarlem Painter Wins Art Award.O The critic located Lewis as a man
from Harlem, which indic&d during this period his status as an African American middle class man.
Shieks, OHarlem Painter Wins Art Award.O

464Hendersop, ONorman Lewis: The Making of a Black Abstract Expressionist, His Achievements and
His Neglect,O 63.
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In an interview, Lewigxpressed his perspective onlimsted market success
with Willard. The artist understoasisues of race to be central to his reception,
manifestingn a variety of ways throughout his career. He noted Othat was a beautiful
experience meeting someone like Marion Willard because she very innocently, |
think, though like 1 did [sic]. Art is devoid of prejudice and then some fifteen years
later she says to me, Ol know | have failed you.O What that implied was it was
something lacking in promotion or my physical presence to certain environments, you
know, rather thabeingan artist, | am an oddi§}® In this interview,Ghent replied,
OAIl of your reviews would indicate that . . . your shows at the Willard Gallery have
been successful, critical successes. Now, tell me did your painting§®elle@is
asserted, OYgethey sold, but | think | was under certain illusions alilike | felt
that one didnOt have to see the affét@hent interjected, OTo appreciate his
work?@® And Lewis explained, OYes. | felt that was just sufficient to see what he is
doing. But | fnd that there is a tremendous amount of social intercourse here which
doesnOt exist with Negro paintefS.@hent again exclaimed, OBy that you mean that
the collectors want to be able to socialize with the artist and if they happen to like his
work and fe turns out to be a Negro it sort of stops there, rigft &Zdd Lewis

affirmed GhentOs interpretation, OYes, and | think there is a tremendous political thing

“6*Norman Lewis, OOral Hisry Interview with Norman Lewis.O
%% |bid.
“*7|bid.
%% |bid.
% 1bid.
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here. | found that certain white artists made it politically, yet art has nothing to do
with politics so that you found you weren®t encouraged by theiteft3"

Henderson suggests that LewisOs personal connection with \&filsamared
his business decisiofi¥ He argues that Marian Willard did not adequately promote
LewisOgpaintings or introduceiim to influential collectors. In fact, Henderson
asserts this experience was such an extraordinary personal and professional
disappointment that it affected LewisOs entire outlook on the gallery world. Evidence
of this effect is in the fact that aftersrassociation with Willard ended, Lewis never
affiliated with another galler§/?

Dorothy Dehner, an artist whoWillard also represente@rovides mid
century cultural context in her explanationhofiv onlookers interpreted paintings by
African American aists. She noted, OOTheyOd say, OA Negro painted that.O The
implication was that it was somehow unworth{/©&nd the ramifications of these
early constructions continue permeatehe various facets of LewisOs reception.
Fifty years later, criticareinfluenced by the notion of universal appeal as expressed
by white norfigurativeartistsO paintings, maintaining that Lewis, as an African
American man, could not abandon his own political activism in his art. Critics still
refuse to consider the formadntributions Lewis made taorfigurative painting,

placing more weight on a ratmsed interpretation of his palette and the evocative

471 bid.

472Hendersop, ONorman Lewis: The Making of a Black Abstract Expressionist, His Achievements and
His Neglect,O 63.

473\bid., 64.

47 Quoted in Gibson, ORecasting the @g® 72.
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titles of his painting, rather than thoroughly examining the formal properties within

the works.

Race and Alma Thomas

Alma ThomasOs experiences within the-ceiatury art world overlapped and
paralleled Norman LewisOs, as both were African American artists working in the
competitive field oforfigurativeart creation. And yegs an African American
female artist who stéed her professional art making career at a mature age,
ThomasOs involvemasith mid-century art critics and artists was highly individual
and unlike LewisOsShe therefore possessed several components that intersected to
create her distinctive place tin the art world.Of such a situational position,

KimberlZ Crenshaw asserts in her article on intersectionality, OThe concept of
political intersectionality highlights the fact that women of color are situated within at
least two subordinated groupstfi@quently pursue colting political agendas . . .
Because women of color experience racism in ways not always the same as those
experienced by men of color and sexism in ways not always parallel to experiences of
white women, antiracism and feminisare limited, even on their own ternf§0

Thus Alma ThomasOs experiences of race in the art world were similar t@&®wis

that this aspect of her identiyas a factor critics employed to marginalize her from

the center of artistic creation; thexere dstinct from LewisQ&ioweverjnsofar as

critics and onlookers often overtly underscored a variety of multiplelifferent

relegating factors simultaneously, thereby locatragking,and emphasizing her

*">KimberlZ Crenshaw, C)Mapping the Margins: Intersectionality, Identity Politics, and Violence
Against Women of Color,O 360.
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identity andsocial standing in discussions of merfigurativeworks of art}’®
Audiencegevealed the importance sécial and cultural influences on the
construction of their opinions and viewpoints.

During the 1920s, philosopher and influential thinkdain Locke,
represented one such particulamportant social influence, suggestithgt African
Americans create independent art that underscored their distinctive relationship with
Africa.*’” Locke defined this independence, or selfance, as a seeming rejection of
OAmericanO culture, therebycfng the artist to search for a cultural root that may
not clearly exist’® Critics and historians contile to maintain LockeOs proposal. For
example, & historians Andrea Barnwell and Kirsten Buick explain, OIn his seminal
1925 essay OEnter the New ide@ Alain Locke asserted that the mythic Old Negroes
Paunties, uncles, sambos, mammies, and théhkere being replaced by a new
generation of proud, emancipated, and thoroughly modern bl&ckgv6ile Locke
was referencing a major shift from ruraludban, which he read as modern, the

problem with this statement is that it did not fully materialize on a widespread level.

In popular culture, the sociest-large reflected older stereotypes of African

476 Crenshaw asserts, OWith particular regard to problems confronting women of color, when identity
politics fail us, aghey frequently do, it is not primarily because those politics take as natural certain
categories that are socially construdlddstead, it is because the descriptive content of those
categories and the narratives on which they are based have privilege@speriences and excluded
others.O lbid., 376.

“"" Andrea Barnwell, etal., C‘)A’Portfolio of Works by African American Artists Continuing the
Dialogue: A Work in Progress|@stitute of Chicago Museum Studi& no. 2 (1999): 183.

See Alain Locke, edThe New Negro: Voices of the Harlem RenaisséNev York: Touchstone,
1999).
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Americans, exemplified by actress Hattie McDanMihile she became the first

African American to win an Oscar, in 1938e accolade celebrated her portrayal of

OMammyOa domestiservantin Gone With The WindProviding further evidence

to the stereotypical acting roles reserved for African Amesictne next African

American to win an Oscar was Sidney Poitier some 24 yearsitai€63, for

playing OHomer SmithOliiies of the Field Heportrayeda handyman who helped

German nuns in the Arizona desert. These roles regaateopportunity tlioughout

the middecades of the twentieth century for African Americans in film to represent a

range of characters. On the contrary, the roles reserved for African American actors

were those that illuminated stereotypical representations, and standrasttm

LockeOs hoger transformations in how American society views African Americans.

Additionally, these rolesdicatemid-century social views of African Americans.
LockeOs proclamations have also influenced artists. Some, such as artist Keith

Morrison, read race and African connectednessnatéigurative painting by African

American artists, in spite of an artistOs insistence that no such connection exists.

Thus, extending LockeOs assertions, Morrison has proclaimed, OAfrican American

artiss created their own formalism based on African cultf#& Xorrison further

explainsthatLockeOs 1925 ess&)The Legacy of the Ancestral Artsffuenced

many African American artists in its underscoring of the importance of Africdf‘art

As a resultMorrison reads racas intimately and necessarily linkednorfigurative

artistic creation. In fact, he hasvertly connected Alma Thomas with African

*8%Morrison, OThe Global Village of African American Art,O 21.

81 hid.

189



influences, underscoring a racial connection between Thomas andrfigurative

art, regardless otatements by Thomas explaining the origins of her inspiration were
in nature and natural forms. For example, Morrison asserted, OLike the color school
artists, Thomas made stained paintings. Like them she relied on flat shapes of
contrasting colors, amged in bands. Yet her abstractions recall the designs of
African American quilts and African fabri¢®® Thus in spite of Thomas explicitly
stating that she was interested in replicaind abstractinthe natural world visible
outside of her hoe Morrison nevertheless insistédtht her art evokes African fabric.
MorrisonOs 1995 comments reflect Lowery Stokes SimOs assertion that this mid
century focus on reading race into theputof African American artists formed the
foundation of criticism of theiartworks, and continued to influenzewersand

critics decades latéf?

Providing context to his interpretation of ThasOs paintings, Morrison
claimed,OFormalism has been the driving force in the evolution of modern art, but it
has been far less afpreoccupation among African Americans than among whites.
Perhaps this is because African Americans, having been kept outside the mainstream,
searched for other ways to express themselves, and many of them dissolved the
boundary between formal and folk.&5** Thomas was a proven exception to this
Gule Oplacing the formal properties of painting in a primary position. Thetmas

was less open about her experiences with race and discrimination than Lewis. In

82 |pid., 19.
483 35ims, OAfrican American Artists and Postmodernism,O 114.

“84Morrison, OThe Global Village of African American Art,0 30.
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response to art critic Eleanor MunroOs goestbout whether Aima Thomas thought
of herself as a OBlack artist,O Thomas responded in late 1977, two months before she
died, ONo, | do not. | am a painter. | am an Amerit&n@ntinuing with her
reply, Thomas discussed segregation, but evadededbthdcussion about how it
affected her. She proclaimed, OWhen | was in the South, that was segregated. When
| came to Washington, that was segregated. And New-Yloak was segregated.
But | always thought the reason was ignorance. | thought nsigatfior and kept on
going.&*® However, in a 1970 interview with Andrea Cohen of Eh€. Gazette
Thomas revealed some of the frustrations she felt, and rarely shared with the public.
She reflected that in the South, Oit was the hardest thing to finitesperson whoOd
want to OMissO you. You were a girl as long as you were young, and you were
OAuntie® when you got old. And my mother said Othat would never happen to you
all.oty’

An examnation of the critical reviewshows thatritics undermined

ThomasOs efforts to dissociate her biography frorpdieting. Theyegularlyand

*85Eleanor Munro, OThe Late Springtime of Alma Thomé&éhington Post MagazinApril 15,
1979, 24.

“%%|bid. Thomas, however, in a similar manner to other marginalized artists, including Fraa&enth
did not acknowledge that discrimination had affected her life. As previously mentioned, when asked if
she had experienced discrimination, the artist responded in the negative, Ol donOt understand what all
this business is about. | heard on tel@righe other day a group of women complaining that banks
wonOt lend women money. IOve never had any trouble with banks. If you have a good credit rating
and are reputable, banks are delighted to have you as a customer, to borrow money or anything else.O
Mary Margret Byrne, OShe Has Contemporary Approach to Painting, Tife,Oolumbus Enquirer
March 15, 1973, Alma Thomas Papers, Archives of American Art, Smithsonian Institution.

When asked specifically about discrimination on account of her race, Frammswered
carefully and evaded recognition of its existence in her life. For instance, she noted, OOf course when |
was a child in Columbus there were places we couldnOt eat. And there were places not open to us
when we moved to Washington. But my fanielieved in working hard and making the most of the
opportunities you had, and thatOs what | did. You have to be prepared to meet the future. ThereOs no
telling whatOs there for you if youOre prepared for it.O Ibid.

487 Andrea O. Cohen, OAlma Thomab,8. GazetteOctober 26, 1970.

191



explicitly evokedrace, gender, and age in reading ofrefigurative paintings,
explored fully in the following page§®

ThomasOs criticism is marked by praise throughowtneeryetthe critical
accolades were imbued with negative or stereotypical interpretations, implications,
and constructions of her biography, and therefore came in an insincere form. For
example The Herald Tribuneotes that Thomas is a Onotabl¢iét &r a group show
of Washington Color Painters, but then describes her as Oa Negro woman of advanced
years.®° If the critic meant to familiarize the reader with Thomas as a person, why
not describe her as a Washingtonian who retired from a careeadssahoolteacher
to devote her life to painting? The latter provides a life overview void of political
underpinnings. Throughout ThomasOs career and beyond, critics incorporated

pejorative connotations into their praise of Thomas, repeatedly emplayed w

88 Eor example, the following critical reviews underscored ThomasOs gender through-its often
unnecessary reference. OMuseum Members Gather Tonight for Pré&itiewérald Tribung

November 30, 1969, 1Q; Paul Richard, @&t Solo Show at 77: A Joyful Coloristy@ashington Post
April 28, 1972, B1; Clarissa K. Wittenberg, OAlma Thomas: Paintings at Franz Bader Gallery,0
Washington Revie{December 1974), Alma Thomas Papers, Archives of American Art, Smithsonian
Institutiory Mary Ann Marger, OTeacher as Artis$fOPetersburg Time&ebruary 5, 1999, Aima
Thomas Papers, Archives of American Art, Smithsonian Institution.

The following critical reviews referenced ThomasOs race. OMuseum Members Gather Tonight for
Preview,00-C; Byrne, OShe Has Contemporary Approach to Painting, LifeO; Paul Richard, OFirst
Solo Show at 77: A Joyful Colorist,0;Blames R. Mellow, OExpert Abstractions by AlIma Thomas,O
New York TimesApril 29, 1972, 27; David. L. Shirey, OAt 77, SheOs MadeHe Whitney, Blew

York TimesMay 4, 1972, €&52; Marion Clark, OFrom the Kitchen to the Corcorala@@hington
Post/PotomacSeptember 3, 197®jary Margret Byrne, OMuseum Has New Shoth® Sunday
LedgerEnquirer, March 11, 1973, ¥, Alma Thomas PaperArchives of American Art, Smithsonian
Institution; Paul Richard, OArt in Black and Whité/@shington Postlanuary 18, 1974, B2; Charlotte
Moser, OAlma Thomasi® News81, no. 5 (May 1982): 142; Grace Glueck, OArt: Studio Museum
Exhibits Alma Thomas,Qew York TimgsApril 29, 1983, G22; OAlma W. ThomasA®t in America
(1998): 22, Alma Thomas Papers, Archives of American Art, Smithsonian Institution; William
Carlton, OBlack ArtistOs Vibrant Work to be Shown at Muselew® SentineSeptember 3, 189

Alma Thomas Papers, Archives of American Art, Smithsonian Institution; Marger, OTeacher as
ArtistO; Richard Hyatt, OThe Alma Thomas Exhibit: Museum Brings NativeOs Work Back to
Columbus,@olumbus LedgeEnquirer, October 17, 1999, Alma Thomas Papens;hives of

American Art, Smithsonian Institution.

89 OMuseum Members Gather Tonight for Preview.O
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updated terminology. Furthermore, critics routinely underscored hesiagkarly to

the aforementioned exampbmd dismissed Thomas as a serious artist because of this
factor, exemplifying the ageism embedded in the way that critics interpreted her
work.

Critics havealsoboth overtly and through the use of veiled language
associated ThomasOs working metivith the domestic sphere, eittorertly
incorporating the fadhat Thomas painted in her kitche implying this
associatiort®® The corelation betweethis biographical informatioand the
development o&n appreciation faner works is unclear, and does little to ag$ist
readetin forming a visual imager understandingf the painting. In fact, itis a
description that leavebke déails aboutherwork to the imagination, rather than
providing proficientdescription or analysis dfer paintings. Instead, it presents a
constructedstereotypicatliepiction of Thomas herself.

Thus critics often used languagich dissociated homasfrom major
painters of thenid-twentieth century. Bemphasizindier race, gender, disposition,
and agewith reference to her kitchen studmitics regularlyhighlightedher
biographyratherthan the technical and formal details of her paintingseirT

comments relegated Thomas to a category of awistsachieved success relative to

499For example, the following additional critical reviews include specific reference to Thomas painting
in her kitchen. Byrne, OShe Has Contemporary ApprimaRhinting, LifeO; Ida Jervis, OMagic

Windows of AlIma Thomas,The Art Sceng, no. 3 (Summer 1971): 14; Andrea Cohen, OOIt Keeps Me
Alive,0G'he WashingtoniatAugust 1972), Alma Thomas Papers, Archives of American Art,
Smithsonian Institution; Richar@First Solo Show at 77: A Joyful Colorist;@;B\ngela Terrell,

OThatOs Alma Thomas; Alma Thomas: Cheery AMisighington PosSeptember 9, 1972, C1;

Shirey, OAt 77, SheOs Made It to the Whitr@latk, OFom the Kitchen to the Corcor@Charles F.

Hall, OOA Life of Art: Alma Thomas;J»® Washington NorthstaFebruary 12, 1982, 290G@ier

Artists: Their Genius Still Showing £ARP news bulletirSeptember 1982\lma Thomas Papers,
Archives of American Art, Smithsonian Institution.
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other midcentury African American women artistsut were not to be aligned with
avantgarde artists like PollockTheir implication was that Thomagas not worthy
of mainstreancritique

Although Thomas has been called a OgerittisaGerm critics typically
reserved for white men, three main strains of criticisnregalarlymanifested
throughout the 1970s, which is the period in which she created her most dstistical
mature work. First, critics made regular allusion to ThomasOs race, age, gender, and
personal circumstances. Next, critics commented upon Thomas as a happy, joyful
person, and often used such terminology to describe her cafiVages finally,
critics categorized Thomas and her paintings as OnasveO and Opfithitikese
components of her reception are discussed in detail b&dvganizingher critical
reception into these broader categories reveals trends within the criticism, the
influences critts have on one another, and criticsO recycling of terminology and

ideals.

911 ou LuTour,OGlobal Portraits $. Louis ArgusMarch 5, 1973, 1-B.

492Byrne, OMuseum Has New Show 3;Dacqueline Trescott, OThe Seasons, The Flowers, The Sea .
.. All a Part of Her Paintingsthe Sunday StaAugust 29, 1971,48, Alma Thomas Papers,

Archivesof American Art, Smithsonian Institution; Glueck, OArt: Studio Museum Exhibits Alma
Thomas,O @2; Moser, OAlma Thomas,0 142.

493 phyllis Derfner called her works Ovibrant primitivist abstractions.O P[hyllis] D[erfner], OAlma W.
Thomas,@rt News71, no.4 (Summer 1972): 59; Paul Richard predicts that art historians will
interpret her work as naeve.O Richard, OFirst Solo Show at 77: A Joyful ColetisD@vgl Bourdon
implied her nasvetZ as he expressed with surprise, OAt the moment the most celeibteteid
Washington is a retired schoolteacher, Alma W. Thomas.O David Bourdon, OWashingtorAretter,O
International16, no. 10 (December 1972): 36. In a similar fashion to Bourdon, a writer for the
Washington Posinderscored her inexperience in firefessional art world, and started an article on
Thomas with the following assertion: OAfter 35 years of disciplining unruly children,-Bhgking

tends to become second nature. Thus it was not unusual to find a-frepiid former schoemarm
sh&ing her finger at two fulgrown, fulkbearded men still young enough to have once been her
pupils.O OFriendly Gestures at an Openiigshington PosDecember 4, 1972, Aima Thomas
Papers, Archives of American Art, Smithsonian Institution. Additign&harlotte Moser referenced
Onaeve artO when discussing ThomasOs paintings. Moser, OAlma Thomas,0 142.
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Critics routinely evoked Thomas@se and gender, as well as age and class,
in their critical writings on her art. Paul Richard explainetheWWashington Posh
1972, OMiss Thoas is 77 and sheOs black and sheOs a woman. Though the museums
of New York have been picketed enough to recognize sugioktital credentials,
she has been honored with this show because her gaily colored pictures, though
distinctly Washingtonian, aggeculiarly her own®¥ Andrea Cohen, too, similarly
comments on ThomasOs biography, asserting, OAlma Thomas is being given a solo
show at the Corcoran in September, not because she belongs to so many minority
groups, being black, female, and elderly, betduse she is one of WashingtonOs
finest painters® The repeating of the irrelevance tiomasfitting into so many
minority categories serves the same purpose as stating her minority status; it is
asserted time and again so that when the reamhsides the artist these elements are
among the initial impressiomsanifested. CohenOs title, too, is problematiait
Keeps Me Alived from the Kitchen to the Corcofdh.&lthough Thomas often
painted in her kitchen because it was the location of her fawdewN a crepe
myrtle tree outside her kitchen windbwnost readers would not be familiar with that
fact. The title, therefore, furtheienotesstereotypical associations of Thomas
working in the kitchen. Additionallythe precise wording employed variedm
critic to critic, andntentionally or not, they used such terminology as an exclusionary

weapon.

94 Richard, OFirst Solo Show at 77: A Joyful Colorist,0 B1.
495 Cohen, O0It Keeps Me Alive.OO

49 |hid.
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Without criticsO construction of ThomasOs biography, her race, gender, and
age are imperceptible in her works. In 1974, Paul Richard reviewed a gmu@s
the BarnettAden llection in which Thomas was included. Interestingly, Richard
noted that the race of the artist is not evident when viewing the paintings, and the
show thus Odocuments powerfully and precisely a variety of esthetic attitudes shar
by black and white artist$® This observation is especially salient because it
demonstrates the will of critics to construct their critical reviews to reflect not only
the formal properties of a work of art, but also the personal biography of #te arti

Critics also utilized the stereotypical categorization Gbgful Gand®appyd
African American artist in theddescriptionsof ThomasOs outpuAndrea Cohen
writes of Thomas again, this time in theC. Gazettenoting that she is a Gy8ar
old panter . . . Yet Ms. Thomas too is unorthodox. While accepting the principles of
abstract painting, she has always used them to express the joy she derives from nature
.. . softedged, bright color®® Paul Richard comments on ThomasOs likability: Oshe
smiles at everyone . . . she is not a major master, and there are those who feel she has
been overpraised, but her integrity is great, her enthusiasm undeniable, and her
brightly colored paintings are impossible to dislik&€ @ngela Terrell, too,
comments o Thomas with regard to her disposition in Wéashington Posrticle
entitedOThatOs Alma Thomas; Alma Thomas: Cheery Arfigf2ll describes

ThomasOs paintings as, Othe cheeriest paintings ever seen. They are turned out from

*97Richard, OArt in Black and White,(2B
9% Andrea Cohen, OART Equity Shold(@. GazettdV, no. 3, November 8, 1972.

*99paul Richard, OA Little Art for Everyone at the Corcoriivig®hington PosSeptember 9, 1972,
C-1.
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her kitchen table likgourmet dishes. She didnOt really want a party for fear of
spilling something on her special long silk dre¥8.0he tone of this piece is
condescending and degrading, equating Thomas to a little girl, proud of her new
dress, and worried about damagingtsa prized possession. Terrell goes on to note,
OHer use of colors, her acute awareness of nature, and her bubbly perspective of life
keeps art critics chirping OhappyO and Ozestful® and OcarefreeOE Perhaps her young
and happy view has been preservedhgychildren she taught for so long in school
and in her neighborhood® Comments such as these conjure up hackneyed
associations between African Americans and an outdated American public ethic of a
Mappyand@milingQAfrican American individual.

Another outdated stereotype that manifests in much of ThomasOs criticism is
that of aasvéAfrican American woman. Critics read hesrfigurative paintings
through such a lens, superimposing historically prejudicial typecasts on her work.
Richard explais this potential pitfall in his 19A&ashington Posirticle, noting Oa
new sort of painting was in the air of Washington in those days and Alma Thomas
absorbed it. Her work had an open, happy confidence about it. It is the sort of Color
Painting that & historians may someday categorize as na=/eFrther, Phyllis
Derfner notes in aArt Newsarticle that Thomas, in her 1972 Whitney exhibition,

Opresents a series of vibrant primitivist abstractitfisB&njamin Forgey writes

*0Terrell, OThat®Os Alma Thomas; Alma Thomas: Cheery Artist,0 C1.
*bid. C2.
*%2Richard, OFirst Solo Show at 77,0 B5.

%3 plerfner], OAlma W. Thomas,O 59.
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OAlma Thomas is the naswEWashington color paintersXand yet concludes that
there is Ono mistaking Alma Thomas as a remarkable woman and remarkable
artist.3*° The use of this particular terminoldgy®asvéN conjures up stereotypical
language pejoratively employed throughoutéman history to remove agency and
worth from African Americans in the eyes of the dominant white culture. Thus, to
utilize such a term in art criticismherently associates these specific works of art,
and by extension, their maker, with this distugouse of negative terminology and
concepts. Further, the fact that critics fail to clarify the termCexaggerates the
destructiveand complicated nature of the critiq@e the reader can only assume a
narrow and prejudicial reading of her work.

Critics thusseldom considered ThomasOs paintings in a thorough, serious
manner, instead focusing on her biograpiyThe aiticism, whether positive or
negative, repeatedly commenced with a disclaimer about her age, gender, physical

state, and ofteher southrn roots and clas8’ In fact, critics rarely positioned

*04Benjamin Forgey, OPretty Good Little Shows Without a GuitleeCSunday Star and Daily News
September 10, 1972.

505 hid.

*%®|nstead, they often described both Thomas and &ietipgs as joyful. For example, the following
reviews consider her paintings in this regard. Jervis, OMagic Windows of Alma Thomas,0 15; Richard,
OFirst Solo Show at 77: A Joyful Colorist;@;Richard, OA Little Art for Everyone at the Corcoran,O
C-1; Cohen, OOIt Keeps Me AliveOO; Wittenberg, OAlma Thomas: Paintings at Franz Bader GalleryO;
Benjamin Forgey, OAt 80, Life Can Be Beautif\l/@shington PosMay 5, 1976, Alma Thomas

Papers, Archives of American Art, Smithsonian Institution; Laura PigStickability,0 Sense

Formulas for New Career of Artistfort Wayne JournaGazette June 13, 1976, Alma Thomas

Papers, Archives of American Art, Smithsonian Institution; William Carlton, OBlack ArtistOs Vibrant
Work to be Shown at MuseumO (Carlton gadachi Yanari, who curated the exhibit OAlma W.

Thomas: A Retrospective of the Paintings,O as having described ThomasOs palette as OjoyousO).

7 See OMuseum Members Gather Tonight for Preview® The following additional critical

reviews include refrence to ThomasOs age. Byrne, OShe Has Contemporary Approach to Painting,
LifeO; Byrne, OMuseum Has New ShowDQ) Iervis, OMagic Windows of Alma Thomas,O 15;

Warren Marr, |1, OAlma Thomas: May Crisis Cover Artidh@ Crisis77, no. 5 (May, 1970): 192

Cohen, OAlma ThomasO; OAlma Thomas Paintings ShidvenEdening StaOctober 19, 1970,-9,
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Thomas within a lineage of American artists working in the 1960s and 1970s, or
analyzed connections between Thomas and other arista.result, critics
unambiguously made her biography evidentdaders, even at the expense of careful

analytical formal readings of her paintiij8.Critics of Thomagherebyworked

Alma Thomas Papers, Archives of American Art, Smithsonian Institution; Trescott, OThe Seasons, The
Flowers, The Sea . . . All a Part of Her Paintings3) Mellow, OExpert Abstractions by Alma

Thomas,O 27; Benjamin Forgey, OA Charming OYoungO PEidEy@ning Staripril 27, 1972, G

10, Alma Thomas Papers, Archives of American Art, Smithsomistitution; Shirey, OAt 77, SheOs

Made It to the Whitney,0-82; Clark, OFom the Kitchen to the Corcor@Richard, OFirst Solo Show

at 77: A Joyful Colorist,O-B; Richard, OA Little Art for Everyone at the Corcoran;) Peter

Schjeldahl, OAIma W. Thoma$yéw York TimesMay 14, 1972, Alma Thomas Papers, Arckioé

American Art, Smithsonian Institution; Bourdon, OWashington Letter,0 36; Cohen, OOIt Keeps Me
AliveOO; Forgey, OPretty Good Little Shows Without a GuideO; Wittenberg, OAlma Thomas: Paintings
at Franz Bader GalleryOQ; OThom¥éaShington Star New®cbber 25, 1974, Alma Thomas Papers,
Archives of American Art, Smithsonian Institution; Forgey, OAt 80, Life Can Be BeautifulO; Pipino,
OOstickability,® Sense Formulas for New Career of ArtistO; Paul Richard, OThe CorcoranOs Biennial
Show,OWashington PosFebruary 25, 1977,-8, Alma Thomas Papers, Archives of American Art,
Smithsonian Institution; OAlma W. Thoma&s Magazineé1, no. 5 (January 1977): 42; Charles

North, OAlma Thomas at Martha Jacksariin America65, no. 1 (JanuasiFebruary 1977):45;

Glueck, OArt: Studio Museum Exhibits Alma ThomasZ2Holland Cotter, OArt: Alma W.

Thomas,®lew York TimesSeptember 13, 1998, Alma Thomas Papers, Archives of American Art,
Smithsonian Institution; Marger, OTeacher as ArtistO; Joe Fyfe, OAlmasO®hate Blossom&d

in America90, no. 1 (January 2002): 99.

%% Art critics have contemplated the very use of faaeed categorization and terminology. Hilton
Kramer, for instance, argued that there is a Ofutility of categorizing contemporaryoivarks
according to the racial origin of the artists who produces thétiitén Kramer, OArt: Imposition of a
Racial Category: 012 AflamericansO at Nordness Galletygv York Timeslanuary, 25, 1969, 23.
While his comment appears to support theatiggion of biography or personal identity from art
creation, in fact, the motivation behind KramerOs comments is unclear in light of later remarks. He
repeats this line of criticism in the early 1970s, which fuelled a debate with other critics aridrgstor
In 1970, Kramer wrote an essay criticizing Barry GaitherOs use of Oblack artO as a category of art
production. Gaither was and is a pivotal figure in the study of African American art, serving as a
curator at the Museum of Fine Arts in Boston, &nehding the National Center of AfrAmerican
Artists. A lecturer on African American artists at various universities, Gaither has been instrumental in
bringing the importance of African American art creations to the public consciousness. Yet Kramer
argled that GaitherOs concept of black art was Ofundamentally a political conception . . . Implicit in the
distinctions Mr. Gaither has drawn . . . is the assumption that Oblack artO is to be exempted from the
customary application of critical discriminationased on purely artistic valuesHilton Kramer,
OOBlack ArtO and Expedient Politisy@York Timgslune 7, 1970, 107 undamental to KramerOs
assertions is that other scholars and critics might examine art solely through a formal lens. The
problem wth this criticism is that art is rarely, if ever, judged exclusively on its aesthetic content. If
anything, critics of Thomas illustrate the fact that the artistOs biography are of central concern to many
critics.

Art critic David Bourdon opined on th@acept of Oblack artOTihe Village Voicén 1975 in
an essay entitled OThe Trouble with Black Art.0 Bourdon argued that black artists had a dilemma
because they felt Ocompelled to decide whether their art is going to be Oblack® or Omainstream.d If they
decide to make OblackO art (images of their people, frequently suffering), they may be accused of
turning out parochial works, having more value as propaganda than aBavidXBourdon, OThe
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across many periods and utilized varying languag®nveytheir impression of the
artist and her outputThe only constant in thegriticism is the underpinning ohce
based concernsSome were overt, others subtle, and many may even have been
unintentional. The result, however, is the utilization of recycled ideas and terms to

effectively relegate this artist to the periphenadfhistorical endeavof?

Race and Mark Tobey

Race has been an important, though discreetly providedndiameof Mark
TobeyOs criticismCritics manifested race in his reception through veiled language.
The criticism of Tobey thus indicates that whaléics refrained from overtly
discussing his race, nevertheless, this element of his biography has been an important
component in how criticeeceived e artist and his workln fact, the societal
construction of whiteness throughout the twentieth egriticilitated critics framing
of Tobeyas a universal painteRuth Frankenberg argues, OWhite people are Oraced,0
just as men are Ogendered.O And in a social context where white people have too
often viewed themselves as nonracial or racially neutialcrucial to look at the

OracialnessO of white experiedteXdbey plays an ancillary role in this analysis

Trouble with Black Art,(0he Village VoiceAugust 4, 1975,3. On the other hand, Bourdon asserts,
OShould they choose to enter the Omainstream,O producing the type of work esteemed by the art world,
he may be accused of denying his Akmerican Oheritage,® and charged with making art that is
OirrelevantO to thiack community.O Ibid. Yet, time and again, various OmainstreamO critics and
scholars incorporate race into their criticism and scholarshipdigurative paintings produced by

African American artists such as Norman Lewis and Alma Thomas.

*0% Academic focus on Thomas significantly rose in the 1970s and the 1990s. Academics incorporated
her into studies of African American and/or women atigbrking in abstraction or nfigurative
form, inherently underscoring her race and gender.

*1%FrankenbergThe Social Construction of White Women, Whiteness, Race Matters
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sincecritics less overtly recognizedce in his receptig@mndtheinterpretation of his
critical receptiorrelies on subtlémplicationrather than blatant referenct'

Critics have long esteemed Mark Tobey for his perceived adept insight into
universal notions and properties that he translates into paint. Throughout his career,
critics have embraced him as a mystitakelftaught and therefe untainted, fresh,
mature, brilliant artist**> He has thus entered the annals of art history as a great
artist, and critics havepheld his position By consideringhe formal properties of
his creative output in detail, examining TobeyOs influefitéén the art world, and

utilizing laudatoryterminology such as Ogreatest living American antét,0

! Similarly, FrankenthalerOs critics avoided direct reference to her race. Therefore, like Tobey, my
discussion of Frankenthaler and race is succinct.

*12For example, the following itical reviews include specific reference to Tobey as mystical or
spiritual. John Russell, OArt: Welcome Tribute to Mark TobEyeONew York Timesune 8, 1974,

Mark Tobey Papers, Archives of American Art, Smithsonian Institution; OTobey the Mystic,0
November 15, 1945; Howard Devree, OAtrtists of Today:Kdae Shows Include Recent Paintings by
Jackson Pollock and Mark TobepNéw York TimgsDecember 3, 1950, Mark Tobey Papers, Archives
of American Art, Smithsonian Institution; John Canady, OMark TotzdS Alone,O Mark Tobey
Papers, Archives of American Art, Smithsonian Institution. In a similar vein, John Canady asserted
that Tobey, Omaterialized the ultimate abstraction of human thought.O John Ranadgrk Times
Mark Tobey Papers, Archives ofderican Art, Smithsonian Institution. In his article entitled OMark
TobeyOs Art Offers Solace to the Baffled,O Terence Mullaly discussed the Oelement of enigmaO in
TobeyOs paintings. Mullaly, OMark TobeyOs Art Offers Solace to the Bafflidey® Yark Varld-
Telegranreview suggested that his paintings were filled with Odeeply religious and philosophical
meaning.0 OMark Tobey CanvasisyYork WorldTelegram December 1, 1945, Mark Tobey
Papers, Archives of American Art, Smithsonian Institution. KémRexworth described Tobey as a
Ohumane painter,0 and suggested that Oin these paintings Tobey touches the tradition of the Zen
landscapes.O Kenneth Rexworth, OMark Tobey of Seattle, Washey®50, no. 3 (May 1951): 61.
Sylvia Lewis described Tobeas an Oelusive artist.O Sylvia Lewis, OExhibit by Mark Tobey Aids
Cornish School,O Mark Tobey Papers, Archives of American Art, Smithsonian Institution. James R.
Mellow suggested that TobeyOs works Oinvite a good deal of philosophical explanatios.R. Jame
Mellow, OTobey: Modernist with an Oriental Accemgw York TimesOctober 10, 1971, Mark

Tobey Papers, Archives of American Art, Smithsonian Institution. Furthermbieyaweelarticle
discussed TobeyOs paintings as magical in the article, Odksayk(s Earthy Magic.O

**Howard Devree argued that Tobey Oremains one of the most challenging of contemporary painters
and one of our artists of stature.O0 Howard Devree, OAn ArtistOs Growth; Mark Tobey Retrospective at
Whitney,(New York Timectober7, 1951, Mark Tobey Papers, Archives of American Art,

Smithsonian Institution.

*14 Alexander Watt, OParis Letter: Mark TobefrOin Americad (1961): 114.
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Opowerful & Obold,®° and Oan original artist'Ceritics andscholars have
presentecdind maintainedobeyOmtegral place in the history of agligning hin
with influential midcentury avangarde paintersCritic Alexander Watt best
summarizes TobeyOs reception, writingrinin Americathat the artistOs revered
position held among connoisseu@has long been shared by this magazine. The 1958
Art in Arrerica Annual Award Ofor outstanding contribution to American ArtO was
given to Tobey. In that same year he also won the top international prize at the
Venice Biennale; he was the first American since 1895 . . . to be so honored, and this
accelerated intest in American art throughout the worft0

Furthermore, it is noteworthy that critibaveregardedrarious aspects of
TobeyOs biography, including underachievement, in a positive light. For example,
critic Kenneth Rexroth argues that TobeyOs laeklo¢ation complements the artistOs
deeper desire for knowledge. Rexroth asserts, OOf important artists today, Tobey is
one of the most completely s@flucated. For this reason he is independently, widely
and seriously educated, at home in those prosin€art and thought, distant in time
or space, which interest him®OThis positivecriticism reveals the different ways

critics positioredselfeducated artists. While critics denigrateettain artists without

*15suzanne Burrey, OMark Tobes Magazined2, no. 3 (December 1957): 53.

*18OTobeyds Write Winigg, OThe Art DigestApril 1, 1944, Mark Tobey Papers, Archives of American
Art, Smithsonian Institution.

*"David Carrier ONew York, Abstract painting and sculptuFegBurlington Magazin€XXXVII,
no. 1102 (January 1995): 52.

*18\Watt, OParis Letter: &tk Tobey,O 114.
1 Rexworth, OMark Tobey of Seattle, Wash.,0 17. Further, Henry Seldis, who quoted Rexworth in his
article on Tobey, also shines a positive light on TobeyOs choosing educational influences. Henry J.

Shields, C‘)’Mark Tobey Retrospective iBkiHeads List of New Shows Now on View in Local
Galleries,O August 5, 1951, Mark Tobey Papers, Archives of American Art, Smithsonian Institution.
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formal educationoften interpreting theioutput ashasveCthey reverd other artists
for their selfeducation. Critics argddhat such artists as Tobey maintdma pure
vision, free of learned principlesculcated througlfiormal art education. This
biographical aspect of TobeyOs life wssential for leading critics fwesentim as
untainted by art establishment ideafsl therefore capable of providing
unencumberedsage direction
A corollary to criticsO acclaim of Tobey is the implication thatrtist easily
developedis artigic progress and output, representmgatural progression. Critic
and philosophy professor David Carrier, for instance, notes
Greenberg also admired Mark Tobey . . . whose development . . . shows
what an enormous distance an American of that genena¢ieded to move
in order to become an original artist. The gentle field of marks in TobeyOs
mature works may seem to arise very naturally from the imagery of his
landscapes and figure studies. But no one knowing only those naturalistic
images could imginehow good an abstract painter he became. His flickering
fields ofcolours [sic], less flashy thahe work of the other painterly Abstract
Expressionists, mark the Ocool® end of that tratiftion.
The imagery conjured up from this description is thatghint delicately flowed off
of TobeyOs hand, naturally adhering itself to the paper or canvas, and marking the
creation of a meaningful form. Furthermore, critics compared him to Jackson
Pollock, validating TobeyOs works by suggesting that he influéimisadajor mid
century artist. For example, Emily Genauer wrote of TobeyOs pa@ntiagway

Norm that it was Ocompletely unlike anything any one had done before, very like the

huge canvases Pollock would do lat&"-his influential role is significarfor it

*20Carrier, ONew York, Abstract painting and sculpture,O 52.
21 Emily Genauer, OMuseum Showing Works of @\Whiriting® Artist,®ark Tobey Papers,

Archives of American Art, Smithsonian Institution. Similarly, Washington Postbituary noted,
OMr. Tobey was said to have had a strong impact on the work of Jackson Pollock.O OModern Artist
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directly aligned Tobey with one of the most successfuleeitkury American artists.
Ironically, this position was also the source of his relegation; his impact on later
avantgardecreation inherentlgistancechim from that output since his mivas to
directyounger artists like Pollock. He was thus constructed as an older mentor rather
than a young, vital artist.

Critics were also willing to overlook uneven qualities in his paintisgss
not to dismantle their constructed reputation of sewliobey, a position which was
preconditioned on his whitenesReferring to TobeyOs artistic interest in sumi
painting\ a Japanese ink style painting, which the artist produced beginning in
1957%N Arts Magazineontributing editor Suzanne Burrey, for inste, in
reviewing these paintings writes, OThese sudden shapes in their declaration of
motions whirling in space, are too powerfolite identified as Osignatuteéy are
varied\ sometimes like the tracks of meteors in the dotted pathway of the black
stroke; sometimes thick entities, strongly interwoven with gra§sThis critic
carefully examined TobeyOs line, brushstroke, and palette, observing subtle formal
nuances that enhanced the appeal of the work.

In spite of such a revered position, Tolbegs ber the focus of limited
academic consideratipand scholars often exclude him from broad surveys. This

omission has led to the assertion that he has been the Ovictim of éHleatO

Mark Tobey, 85, Dig®©Washington PosiApril 25, 1976, Mark Tobey Papers, Archives of American
Art, Smithsonian Institution.

22\\ieland Schmied Tobey(New York: Harry N. Abrams, 1959), 81.
*2Burrey, OMark Tobey,O 53.
>24william Wilson, OTobefl Victim of Neglect,Q..A. Times January 7, 1967, Mark Tobey Papers,

Archives of American Art, Smithsonian Institution.
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phraserarelyassociated with Norman Lewis or Alma Thomabo scholarsften

omit from midcentury considerationAcademic interest in Tobey steadily climbed

from the 1950s through the 1980s. The manner of the academic coverage, however,
is generallylaudatory presentinglobey as a mature, mysticabrfigurative artist

whose vision preceded many of the great puost artistsO work as universalist in

appeal.

Race and Helen Frankenthaler

Like Tobey, critics read FrankenthalerOs output throuderikef her
perceived whitenesCritics treatedrrankenthalgds ragehoughto a lesser extent
than TobeQsas a normative standandrely commenting on her race except to
occasionally reference and conflate her cultural background as a Jewish American
and her class as an independently wealthy woman. Her reception as betanahat
marginalized OOth@ithereforeelates to the complicated location of Jewish identity
within racial consciousness. American Studies and history professor Matthew
Jacobson asserts, OGiven the shades of meaning attaching to various racial
classifcations, given the nuances involved as whiteness slips off toward Semitic or
Hebrew and back again toward Caucasian, the questionasatibey white, nor
even how white are they, but how have they been both white and Other? What have
been the historidaerms of their probationary whitenes¥?Ondeed, critics

incorporated FrankenthalerOs experiences as both white anda@ithber classinto

*2Matthew F. Jacobson, OLooking Jewish, Seeing JewEH@anies of Race and Racisets. Les
Back and John Solomos (London: Routledge, 2000), 241.
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the critical reception (discussed in chapter eight), noting with sarcasm her social and
financial positionand underscoring hesocial standing

Additionally, reflecting a focus on biograpluritics delved deeply into
Frankenthaler@scial position as a wealthy, white womand its role on her
creativity and output. This component takes on a differentttonaeghout the late
decades of the twentieth century, however, than that of the 1950s. Critic Thomas B.
Hess suggestén the catty old 1950s, one of her colleagues said that OHelen's
paintingslook as if she did them in between the cocktail hour andedi® Twenty
years later, the slur, which extended to the artistOs uptown childhood (Dalton School,
Bennington College), has become a complim&fft.Regardless of any
transformation in meaning of the same criticising, aforementioned critique
underscorea continued fixation upon the artistOs biography to the point that such
interest often supersedes formal considerations andfhexnce orthe art world.

Critics of Frankenthalehusevoked her uptown New York lifestyle to
provide nondescripexaggeated readings of her paintings. Such descriptions
referencestereotypesf a wealthy white princessmcommittedo her craft. For
example, critic David Rimane]lin his review of FrankenthalerOs exhibition at the
Guggenheim in 199&rgued Othe bad oseeally suck,®’ but more importantly for
the purposes of this analysis, that her life is Oas interesting historically as her

work.3?® Rimanelli devotes precious lines of a short review to mention her uptown

*26Thomas BHess, OAbstract AcrylicismNew York MagazinéDecember 8, 1975): 112.

*2"David Rimanelli, OHelen Frankenthaler, Guggenheim Musedrtigdum InternationaB6 (March
1998): 93.

528 |hid.
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lifestyle, and concludes, OFrankenthalerOsistndpped in the dilemma of being
radical enough for the institutionalized avaatrde of her time, but . . . always
already passZ® Again, underscoring hesocial standingvithin a discussion of her
work creates the illusion for the reader of a wealthyte heiress who never had to
work. Such notions imply that she was probably uncommitted to any line of
endeavor, but picked up painting because it seemed like an amusing hobby. The
implication is thus: Frankenthaler developed a career that she rallgmeeded in
the first place. Even magazines devoted to womenOs issues WerttaaOs Art
Journalare not immune to the language of the 1950s. Critic Phyllis Peet as late as
1999 in a review of FrankenthalerOs prints catalogue raisonnZ menticartigtthe
wealth and connections growing up, agaia reiteratedhe fact that Frankenthaler
denied any links in her work to feminist imagér.

Analysis of race within the reception of these artists, therefore, reveals that
critics and scholars integratdte construction of radato their writing, confirming
its significant rolein howtheyinterpretedand analyze these artistsutput
Although more subtly infused into the writings on Frankenthaler and Tolhelg
overtly expressed in those of Leveisd Thomas, nevertheless, critics have
incorporated this focus into their readings of the artistsO painWigsn the
trajectory of each artistOs reception, critics and scholars emphasized race at times,
while focusing on other componentstbéir idertity at other times.However, the
history ofthese centrally positioned, rabased interpretations illuminates tlatics

fused the artistsO biography into tierking methodology and output. Furthermore,

529 hid.

>3%phyllis Peet, (Review)WomanOs Art Journa0, no. 2 (&ll 1999/Winter 2000): 54.
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this examination demonstrates that critiod aclolars considered race unequally.
They delineated a hierarchy in which race was regardedhesa normative
standard oa component of identity requiring descriptive analyisisvhich critical
attention overtly integrated race into critiqués.both caseritics and scholars
presented race as a central and constructed component of itlesttitically vital to

the interpretation of all four artists.
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Chapter 8: Gender in the ReceptiorNafnfigurativePainting

Social Construction of Gender

In this chapter, | assert that gender is socially constrdctesls such,
American societyOs interpretation and understandimgofand womeas
individuals as well as their roles within society is culturally determined and changes
from one historical p&vd to another. Further, like the social construction of race,
genderalso rarely exists in a vacuummsteadt incorporatesocial understanding of
other aspects of identity, such as race and class. | address how the altering views on
gender throughduhe twentieth century affected the criticism of Helen
Frankenthaler, Norman Lewis, Alma Thomas, and Mark Tolsgce feminism has
been concerned with the roJe®nstructionand presentation ohales and females
society,| provide an overview of #hhistory of feminism, briefly addressing
masculinity studies, before examining Abstract Expressionism in more detail. This
established, reigningnid-twentiethcentury art movement categorically determined
how critics and scholarsvho often prized artis who embodied accepted notions of
male virility, constructed, understood, and interpreted these artists.

Lewis and Tobewreimportantto the discussion of gender within this chapter
because societyOs creation and interpretation of their masculirite@ffiew critics
perceivedboththeir art andheir roles asnen and artists working in American
society. My reading of their work is through the theoretical construction of

masculinity studies, as critics rarelirectly commented on Lewis and Tobep8s

>!gee footnote 22, iBhapter 1, for sources on the social construction of gender.

209



Analysis of the criticism, therefore, necessitates my reading of criticsO implications,
subtleties, anthnguagerather than explicit reference.

| focus primary attention in this chapter on Frankenthaler, with significant but
less concentration onthdbmas. Critics were quite overt in their genbdased reading
of FrankenthalerOs paintings. As for Thomas, critics frequently conflated various
aspects of her identity tmtheir readings, combining her race, gender, and class.
Nevertheless, critics ingably asserted that Frankenthaler and Thomas painted in

particular ways because of theex

Feminism in the United States

A brief overview of feminismOs formal history within the United States is
important because the concept of feminism as a mowhwith ebbs and tides,
leaders and followers, messages and themes, doctrines and idéblogigsles
context for the four artistsO reception in the art world. Their critical reception reveals
theshifting attitudes of critics and scholars on gender througthe twentieth
century, a period in which societyOs construction of gender radically shifted.
Feminism in the United States harkens back to themmeteenth century,
and has been divided into three major categories, described metaphorically as

waves>*? The first wave started when feminist Elizabeth Cady Stanton and

*32gcholars such as Jo Freeman, Linda Nicholson, and Christine Stansell question and challenge the
usefulness of the wave concept. For examplbgirarticle OFeminism in OWavesO: Useful Metaphor

or Not?0 Linda Nicholson argues that the wave metaphor essentializes gender and feminist activism,
reducing broad activities and focus to the point that overlooks differences in concepts and motivations.
She writes, Oln sum, the wave metaphor suggests the idea that gender activism in the history of the
United States has been for the most part unified around one set of ideas, and that set of ideas can be
called feminism. But as the historical record hasdasingly illustrated, that is not how best to

understand the past in the United States. The different kinds of activism around gender that have taken
place sincehe early nineteenth century in this country cannot be reduced to one term, feminism.O
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colleagues wrote the ODeclaration of SentimentsO in 1848 in Seneca Falls, New
York.>®® Scholars Rory Dicker and Alison Piepmeier assert that the primary concern
of first wave feminism was @gain a legal identity for women that included the right
to own property, to sue, to form contracts, and to voteEdirther, Dicker and
Piepmeier explain that while it is assumed that this wave receded in 1920 with the
passing of the Nineteenth Amendmewhich granted women the right to vote, in
fact, first wave feminists continued their activism in the form of social justice.
Throughout the 1960s, energized by the civil rights movement, feminists
increased their activism and expanded their scopéty BeedanOBhe Feminine
Mystiqueof 1963 documents the challenges women faced throughout the 1950s and
1960s, a period in which they were socially expected to play the role of content
housewife, but in fact, many were unhappy and unfulfilled in thes aespite
financial @mfort. Friedan illuminated thdiscrepancybetween the public assertion
that women should be satisfied playing the role of homemaker and the reality of the
dissatisfaction many such women felt in these roles. The activity qgdehizd
comprises the roots of the second wave of feminism. The primary goals of feminists
throughout the second wave was tang@full human rights for womesome of its

central demands were equal opportunities in employment and education, access to

Linda Nicholson, OFeminism in OWavesO: Useful Metaphor or Net?flitics12, no. 4 (Winter:
2010), http://newpol.org/node/173. | find the idea of waves useful, however, as they provide a clear
trajectory of feminism in the United States.

*33Rory Dicker ad Alison Piepmeier, Olntroduction,Catching a Wave: Reclaiming Feminism for
the 2£' Century eds. Rory Dicker and Alison Piepmeier (Boston: Northeastern University Press,
2003), 89.

**|bid., 9.
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child care and abortion, the eradication of violence against women, and the passage of
the Equal Rights Amendment?®Additionally, Dicker and Piepmeier assert,
OSecond wave activists critiqued the notion of biological or inherent differences
between the sesecontending instead that these differences are socially
constructed 3

However, throughout the decades of the 1970s and 1980s, many marginalized
women of color argued that the mainstream womenOs movement wies, aneaile
class conceptKimberlZCrenshaw explains, OThe need to split oneOs political
energies between two sometirrgggosing groups is a dimension of intersectional
disempowerment which men of color and white women seldom confront. Indeed,
their specific racedndgendered experiencestradugh intersectional, often define as
well as confine the interests of the entire grotip.Ghus, manyfeminists of color
extended the ideology of the second wave feminist movement. Specifically, Othey
called for a recognition that identity is interseatlN in other words, that gender
race, ethnicity, class, and sexuality are interlocking and that oppression is not
experienced simply along one axié’Crhese points became important components
to third wave feminism, which emerged in the late twentietitury. Diversity

among women is core to this recent and reformed version of feminism. Dicker and

> |bid.

> |bid.

>3 KimberlZ Williams Crerisaw, C)Mapping the Margins: Intersectionality, Identity Politics, and
Violence Against Women of Color,O@ritical Race Theory: The Key Writings that Formed the
Movementeds. KimberlZ Crenshaw, et al. (New York: The New Press, 1995), 360.

*3°Rory Dicker ad Alison Piepmeier, Olntroduction,Catching a Wave: Reclaiming Feminism for
the 2£' Century 9.
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Piepmeier argue, Othird wave feminismOs political activism on behalf of womenOs
rights is shaped BV and responds b a world of global capitalism and inforian
technology, postmodernism and postcolonialism, and environmental degradation . . .
Third wavers, who came of age in the late twertcethtury and after, are therefore
not simply concerned with OwomenOs issuesO but with a broad range of interlocking
topics.&° As such, third wave feminists understand individual identity to be
complex, with issues that affect each individual in distinctive wdyadditionally,
it incorporates second wave strategies and criticftes.

Focus on gender in the 1970s expahbeyond artistic expression and
activism forfemales In fact, examination of the social construction of gender
allowed for a broadening of its original scope, to incorporate how changing concepts
of gender affeted lives and perceptions of maleBhus,another important aspect in
gender studies, and correlating to womenOs studies, is masculinity studies, a critical
inquiry present in academia since the 1970s. Like the history of womenOs roles in the
United Statesmasculinity studies underscaride s@ial construction of gender,
which includessocietyOs interpretationsmérOsoles. Scholars engaged in this

critical inquiry examine how Omanliness and equality are contingent upon intersecting

540hid., 10.
54 bid.
542 hid.

Feminist art education officially commenced in 1970, with Judy Chicago and Miriam Schapiro at the
helm. Chicago instruet students in feminist art education at California State University in Fresno,
and founded, with Schapiro, the feminist art program at the California Institute of the Arts. With their
students, these artists instalM@manhouse 1972 in Los Angeles, monthlong installation probing

the private lives of womenOs experiences. See Arlene Raven, OWomanh@tsefOvrer of

Feminist Art, The American Movement of the 19700s, History and JegsdNorma Broude and

Mary D. Garrard (New York: Harry N. ABms, Inc., Publishers, 1994),-88.
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social conditions, always driven by issues of race, aigssgjer, and sexuality®
Maurice Berger, Brian Wallis, and Simon Watson discuss the complicated, fluid, and
relative nature of masculinity. They explain, Othe category of Omasculinity® should be
seen as always ambivalent, always complicated, alwayndept on the exigencies
of personal and institutional power. Masculinity is realized here not as a monolithic
entity, but as an interplay of emotional and intellectual fatans interplay that
directly implicates women as well as men, and is mediatedHhgy social factors,
including race, sexuality, nationality, and cla3%.0

Scholars have examined the nuances in gender through masculinity and
feminist studies, revealing not only the complicated nature of societyOs construction
of males and femalebut also the fluid aspectd that construction. Additionally,
these studies elucidate the expectations gendered roles placmalpsrand females
and how these understandings frame societyOs attitudesnatn@utd womenOs
roles. Gendered notions perabe American society, altering throughout time and
place. As aresult, gender has shaped the reception of Frankenthaler, Lewis, Thomas,

and Tobey, determining how critics see these artists and interpret their paintings.

Abstract Expressionism and Gemnd

In addition to American societyOs changing understandihg sbcial roles
of females and mald@kroughout the twentieth century, significant changes
manifested in the art world, many of which reflected shifting societal ideologtes.

the end of Wdd War Il, Abstract Expressionisemerged as the primary avagdrde

**3Maurice Berger, Brian Wallis, and Simon Watson, OlntroductiorQOristructing Masculinityeds.
Maurice Berger, Brian Wallis, and Simon Watson (New York: Routledge, 1995), 1.
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art movement While this movement comprised many individual artists with
competing ideals and ideas of-aréking, it can be generally divided into two major
genres: action painting, reded by art critic Clement Greenberg and represented by
artist Jackson Pollock; and gesture painting, advocated by critic Harold Rosenberg.
These critics focused on @gvelopments and advancements. Howamenany

ways their writingsalsorelate tathe subject of gender in America, and particularly,
American art.

In the 1950s art world, debates centered around modern art, as well as the
connotations of the term Omodern.O For many in the American public, particularly
those who associated the modaith Cold-War politics, use of the word was
offensive. Art historian Ann Gibson explicatedssues in Abstract Expressionism
that the director of the Institute of Modern Art in Boston, James S. Plaut, Odefended
the change of the name of the museum féakodern® to OContemporeeggdning
that to the public, the word OmodernO had connotations of obscurity and negativity . . .
by the later forties, the words Omodern® and Ocontemporary® were caught in the fray of
cold-war politics. For the average ma&modernismO was akin to communism and
totalitarianism.&> Arguments about the use of this word permeated the arts
community. Gibson notes, OThe wordOs polarizing effect is indicated by David
SylvesterOs commentTihe Natiorin 1950 that Clement Greenb@g restriction of
the term Omodern® to painting of the Cubist order was dictaf8riBh®arguments

about its use focused on associations with political unrest and turmoil. Thus even

%> Ann Eden Gibsonissuesn Abstract Expressionism: The ArtRun Periodical{Ann Arbor,
Michigan: UMI Research Press, 1990), 53.
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members of the arts community questioned modern and abstract arte sy
undermining the very democratic foundation on which the American ideal was based
by presenting nonrepresentational imagery understood and interpreted on a number of
political or nonpolitical levels.

However, many critics like Rosenberg safdpd the gestural aspects of
Abstract Expressionisndeclaring the canvas to beground on whiclartists could
create. On the other hand, others like Greenberg argued for a prioritization of formal
values in painting?’ In his overview of the environmerart historian Carl Belz
compares Rosenberg and Greenberg by quoting their contrasting opinions: OHere, for
instance, is Rosenberg: OAt a certain moment the canvas began to appear to one
American painter after another as an area in which tBatherthan as a space in
which to reproduce, rdesign, analyze or OexpressO an object, actual or imagined . . .0
And here is Greenberg: OA new kind of flatness, one that breathes and pulsates, is the
product of the darkened, valmeuffled warmth of color.&®

Thus,Rosenberg and Greenberg quintessentially represent the two major and
opposing abstract artistic camps. Greenlsefgported creations that masbsely
reflected a paintingOs presence as a paftaedour-sided surface, rather than as the
illusion of a window into another world. He supporteuhintingOreference tatself
as a twedimensional objeatomprisingcanvas and paintRosenberg, on the other
hand, was less concerned with paintingOs reflection of its presence as a flat surface,

and maee preoccupied with his search for painting as the expression of an artistOs total

47 Carl Belz,Frankenthaler: the 19500exh cat. (Waltham, Massachusetts: Rose Art Museum,
Brandeis University, 1981), 10.
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immersion in the process of creation. He supported works that most explicitly
illuminated the act of applying paint to the canvas.
Competition between European Ogreatrsass@merican Ogenilaéd
marked the period of AbstraExpressionism The title of Irving SandlerOs study of
Abstract ExpressionisnTriumph of American Paintinglefinitively and clearly
reflectsthis competitior?*® In one title, Sandlethereby assézdthe American art
worldOs claim over new, creative output, and delight in having usurped that role from
European art centers. Other scholars and critics writing during this pivogal
echoed SandlerOs satisfaction, marking the United States asténdarethe creative
enterprise. For example, art historian Robert Rosenblum writes,
American artists in the pe&oosevelt era had miraculously emerged as
the torchbearers of not only the best and most inventive of modern art, but
also of an art thawvas universal in character, an art so surprisingly cosmic in
scope that issues of nationalism seemed piddling. Not only had the once
uneven competition between European and American art apparently and
unexpectedly been won by the 19500s, but it had bmenmso grandiosely
abstract a level that the search for an American identity seemed an
embarrassing memory of a parochial past.
Thus for art historians, critics, and artists of the period, Abstract Expressionism
represented pride in national identity showing the world the creative advancements

occurringin the United StatesAbstract Expressionisiproved to benot only

significant for its role as the leading artistic movement of the time, but it also played a

54 Robert Rosenblum, OWhat is American About American Art@d Modern American Art:
Selected Essays by Robert Rosenl{New York: Harry N. Abrams, Inc., 1999), 11.

See Irving Sandlef riumph of American Painting: A History of Abstract Expressior{idew York:
Harper & Row, 1976).
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crucial part in the cultural and potitil arenas, and more specifically in the
competition between European and American art and expression.

However,within the center of the midentury New York art world, key
members of Abstract Expressionisvere not representative of the American
populaton. In fact, the primary and celebrated figures were white men. Abstract
Expressionism has a particularly potent reputation for strictly maintainifgésOs
clubQdeology. The movement is described by feminist art historians Norma Broude
and Mary D Garrard akaving haca Omacho mystiqué>©MichaelLeja furthers
this observationexplainingthat Abstract Expressionism Ohas been recognized, from
its first accounts, as a male domain, ruled by a familiar social construction of
OmasculineO as tougjgrassive, sweeping, bold. The features of this art most
appreciated in the critical and historical literatihgcale, action, energy, and so®n
are, as T.J. Clark has noted, Ooperators of sexual difference,O part of an Qinforming
metaphorics of masduity.O&? Critics, thereforecommonly interpreteduch

featuresas denoting theirility of the creator.

Gender and Helen Frankenthaler

Theperipheral positioiin which critics cast Frankenthalénot central to any
movement, but as a link or followBr ironically, enabled heinsertion into the canon
of (traditionally male) artists. As suchijtcs and scholars credited her with

developing the initial steps of an art form (Colorfield painting) later dgesl and

*!Norma Broude and Mary D. Garrard, Olntroduction: Feminism and Art in the Twentieth Century,0
in The Power of Feminist Art, The American Movement of the 19700s, History and éaipadbrma
Broude and Mary D. Gaard (New York: Harry N. Abrams, Inc., Publishers, 1994), 13.

52 Michael Leja, OReframing Abstract Expressionism: Gender and SubjectiviBolbirk and After,
The Critical DebateSecond Edition, ed. Francis Frascina (London: Routledge, 2000), 349.
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honed by male artistd=rankenthalethereby receivedecognition, albeit often with
pejorativeundertones, rarely impartéo femaleartists of the period.

Broude and Garrard explain e Power of Feminist Ahow somdemale
artistsin the 1950s were able to attain recognition and prdisey argue that artists
such as Grace Hartigan, Joan Mitchell, and Frankenthaler achieved Ounusual visibility
and recognition in the art world as Oseagemeration Abstract Expressionists,O in
part because they had cast themséled were being cast byiticsbas disciples and
followers of the innovative male founders of the radical but by then established
Abstract Expressionist movement:CHowever, this OstatusO came at a price. Broude
and Garrard continue, OStereotypes in the critical press as fisnithtoe styles of
men and as jealous rivals for the favors of male mentors, these women had to pay a
price for membership even on the peripheries of theaisO club, and that price was
isolation.&* Since curators included so few women in exhibitiand group shows,
the competition for inclusion and recognition was tremendous. Broude and Garrard
suggest that it may not have been to the betterment of a career, however, to openly
discuss the situation; challenging the dominant (male) voices woulddméed in
isolation.

Art historian Linda Nochlirexplainsthat issues of gender and biological
associations between an artist and her art creations are inaccurate social constructions.
Nochlin writes,

Women artists are more inwalabking, more delicg and nuanced in their
treatment of their medium, it may be asserted . . . Is Fragonard more or less

*3Broude and Garrard, Olntroduction: Feminism and Art in the Twentieth Century,O 17.
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feminine that Mme. VigZeebrun? Or is it not more a question of the whole

Rococo style of eighteenttentury France being Ofeminine, O if judged in

termsof a binary scale of OmasculinityO versus OfemininityO? . . . if daintiness,

delicacy, and preciousness are to be counted as earmarks of a feminine style,

there is nothing fragile about Rosa Bonhettt@se Fair, nor dainty and

introverted about Helen &nkenthalerOs giant canvases.

Nochlin argues for the sheer impression of gendered social constructions.
Additionally, she underscores that thinger@ifingin art have the implication of
being received amaintaining less importan@nd impactvhen apped to female
artists.

In interviews, Frankenthaler indirectly confronted the correlation between her
sexand artistic creations. Asked regularly about what her art reveals and represents
with regard tcher sex Frankenthaler commented on the Omeanfrtugd art, OMy
answer to that [a question regarding the Ofemale quality® of her art] would be the same
as my answer to your question about nature or landscape, and my talking about the
self That is, every fact of oneOs reality is in oneOs work: agf#, haight, history,
nationality, religion, sex, pains, habits, attractions, and being female is one of many in
this long list for me®® She clarifiecher position, noting, OWhat you call Ofemale
quality® is a serious fact that | enjoy, and part obawarking picture.d’ Here,
Frankenthaler conflated her identity with all aspects of her approach to painting, so

that critics could not isolate any one variable, such as gender, and dismiss her work

on account of its Ofemininity.O Thus, in what apfrebesan attempt to evade direct

55 inda Nochlin, OWhy Have There Been No Great Women Artists®Oriren, Art, and Powand
Other Essayslinda Nochlin (New York: Harper & Row, Publishers, 898149.

¢ Cindy Nemser, Olnterview with Helen Frankenthalért®Magazinet6, no. 2 (November 1971):
54.

557 bid.
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recognition of her position as a female artist, Frankenthaler rejected criticsO interest in
correlating her sex with specific formal aspects present in her painting. She avoided
specific connections based on personalgithiat might stereotype, categorize, and
pigeonhole her. Frankenthatbuseluded such comparisons between her gender and
her art perhaps to decrease direct correlations between Ofemininity® and her output.

In spite of her general, evasive repliesuorsquerieshowever, critics still
read OfemininityO into her woFkankenthaldds objections to such readings would
have beeiffruitless. Additionally, by eliding the issue, Fr&enthaler did not
encourage furthesriting on the subject. Asugsh, shealid not contribute tohe
rhetoric about her identity as a female artist, publically ignoring the issue and instead
emphasizinghe formal qualities of her paintings.

Leja writes about female Abstract Expressionists and their attempt to
eliminate the @O frompainting, explaining OElaine [de Kooning] and other female
Abstract Expressionists were structurally excluded from the construction of
subjectivity embedded in the full experience and production of Abstract Expressionist
art.3°® ThusElainede Koning and Frankenthaler, who knew one another and both
worked innorfigurative styles, as migtenturyfemaleartists, shared a similar
challenge of obscuring or excluding personal aspects that critics interpreted as
underscoring their Ofemininity0in the case of FrankenthalerOs stylistic changes,

for example, the artist may have shifted her paletid form during the late 1950s

58| eja, OReframing Abstract Expressionism: Gender and Subjectivity,O 357.
*°gsee Anne M. Wagner, OLee Krasner as L Reffesentation25 (Winter 1989), 457, reprinted

in The Expanding Discourse: Feminism and Art Histddgprma Broude and Mary D. Garrard, eds.,
(Nashville, TN: Westview Press, 1992), 4235.
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and early 1968 (evident in works such &®llow CaterpillarandSmallOs Paradise
see figures 8 and 9), in order to evaddaisitn and close, negative correlations
between her gender and her output, in the critical form of Ofemale qu®fitias.®
such, where critics read the light, muted colors and loose forms and application of
paint in her early 1950s paintings as indicab¥@er sex, her early 1960s styile
which she utilized a bold, deep palette and blockier fpomsldbe interpreted as a
coded expression. éher than taking a manOs name, using her initials instead of her
name, or some other form of concealment, Feattkale®s stylistialteration may be
interpreted as a way for the artist to invite reviews and descriptions that emphasized
her works@ender OneutralO/gender irrelegaatities In fact, as the analysis
throughout this chapter showsitics indeed dllowed the aforementioned course.
However, aroverview of hercriticism reveals thatwiews, articles, and
comments about FrankenthalerOs position in the history of art either casts her as a
follower of Jackson Pollock who expanded upon his ideascgpllisof Greenberg;
and/or a link between the (male) artists of the New York School and the next major
movement, ColcefField art, where Morris Louis and Kenneth Noland reigned. Her
painting,Mountains and Sedecame the marker of a new style. For exanygitic
James Schuyler noted in Ant News1957 review of an exhibition of Helen
FrankenthalerOs work, OTo sum up at the beginning: it is in work of this quality that

the continuity of free abstract painting, the kind associated with Jackson Pollock, is

*0\Writing in 1970, Carter Ratcliff suggested that Frankenthaler alterddteet960s work from the
previous period as a result of art world anticipation. He wrote, Othese paintings seemed executed in
response to expectations prepared by her recent work.O Carter Ratcliff, ONew YorkAretter,O
International14, no. 1 (Januar§970): 95.
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found.®®* Art critic William Berkson noted in a 1965 article, Ohaving taken a clue
from PollockOs blotted calligraphy of 194, she invented what has been called the
Ostain gestureQ in a large, airy painting ddibeatains and Seand there has been
no end of reference to the influence it had on at least two painters, Morris Louis and
Kenneth Noland3¥ Also referencindviountains and Seart critic Carter Ratiff,
in 1989,wrote, Othe canvas has another claim on history. A few months after her
show Greenberg arranged for two painters from Washington, DC, Morris Louis and
Kenneth Noland, to have a lookMbuntains and Seat FrankenthalerOs studio. He
seems to have felt that this studio visit would change the course of American
painting. As it hapened he was right® These reviews emphasized influeRce
either PollockOs on Frankenthaler, or her painting upon Noland and Louis. In either
case, the critics underscored the value of male creation over female innovation,
wherein Frankenthaler was insgil by or inspired male artists.

Some, as recent as the 1998orumreview of a Guggenheim show of her
work, for example, attempt to negate her originality. Art critic David Rimanelli wrote

in his 1998Artforumarticle, OFrankenthalerOs innovatiom®@aseally innovation:

*%! James Schuyler, OHelen Frankenthakert,®ews55, no. 10 (February 1957): 11.

*52\villiam Berkson, OPoet of the Surfac&re Magazine9, no. 9 (May/June, 1965): 49.
Additionally, James Mellow, for example, described FrankenthalerOspienit of soalstaining,
explaining, Owhile the technique had its inspiration in PollockOs drip and splatter method,
FrankenthalerOs use of pigment thinned with turpentine allowed the color to soak into the raw canvas . .
.Itwas . . . the discovery ofithtechnical device that set Morris Louis off into his own late, grandly
scaled abstractions which became so influential for later-gielorpainting.O0 James R. Mellow,
ONew York Letter,@rt International13, no. 5 (May 1969): 56.

%3 Carter Ratcliff, Diving Color,OVogue(June 1989): 245. Paul Richard described the importance of
Mountains and Seim his 1975Washington Posirticle, asserting Olmportant as an example of her
work, it is today most famous for the influence that it exerted on two yawad painters . . . Kenneth
Noland and the late Morris Louis. The sight of the Frankenthaler, both of them agreed, wholly
changed their art.0 Paul Richard, OA Painting of InfluewtasBington Postlanuary 16, 1975.
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CG [Clement Greenberg] had probably alerted her to the way the oil in certain 1951
paintings by Jackson Pollock had seeped into the cotton duck, becoming OoneO with
it. 3°* Another 1998 review also assigns her early artistic conimibsit

developments, individuality, and creatiyitp male artists Art critic Roberta Smith
noted,0She had taken PollockOs drigmaidt technique and de KooningOs epen

ended improvisation, along with Arshile GorkyOs overripe organicity, adding paint
thinned to a watery liquid . .in saturated or pale colors that seemed innately hot and
new.® Again, these critics deemphasized Frankenthaler as a painter in faand of

in order tq primarily focus upon male artists whose paintings enabled her atgativ
Their correlation ofFrankethalerOs output and skill sebtber artistsO creativity is

not inherently negative. On the contrary, such affiliations can be complimentary. In
fact, Frankenthaler commented on her indebtedness to Pollock, andoileions

she took from de Kooning, Matisse, and others. The negativity of these writings,
howeverstems from the identification and discussiofrdnkenthaleprincipally in
relation to others, stripping her of originality and agency, and positionmashee

passive follower. Frankenthaler was neither a first generation Abstract Expressionist
nor a ColofField artist, and yet her art is rarely considered without direct comparison
to members of the movements that preceded and followed her. Créiely

justified her innovation by directly correlating FrankenthalerOs art to its influence on

key ColorField painters Hence, critics relegatdterto the periphery of creatqrs

*%4 David Rimanelli, OHelen Frank&aler, Guggenheim MuseumA@forum International36
(March 1998): 93.

*%*Roberta Smith, OShowing the Way to the Vanguard afz8yCrork TimegJlanuary 16,
1998): E39.
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where she served as a muse they deemed her purpose to serve as inspitati@
host of male innovators
Broude and Garrard illuminate FrankenthalerOs position as a bridge between
major arts movements, commenting that FrankenthalerOs 1952 paotimgains
and Sea
was given canonical status by Clement Greenberg, whencheftobw the
experience of seeing it had caused Morris Louis to Ochange direction
abruptly.O Greenberg positioned Frankenthaler not as the innovative leader
of a new school of painting, but as a precursor, a link between the first
generation of male Abstct Expressionists and the male painters of the
Washington Color School, thereby providing her with the only credentials that
would at the time have allowed her inscription, albeit marginally, into the
annals of Ohistory>®°
Critics validated FrankentleaOs success because of its influence on Morris Louis and
Kenneth Noland. It is perplexing that Clement Greenberg, who was so enthusiastic
aboutMountains and Sethat he personally escorted Louis to see the work, did not
write about Frankenthaler or négrly include her in exhibitions. The compliment
that Hans Hofmann paid to Lee Krasner in the late 1930s, proclaiming that her work
was so good that ore®uld not believe that it was paintbd afemale artistspeaks to
the view of innovatie but lessefemale creativity®’
Writers havealsodefined Frankenthaler through her status as evftie

Robert Motherwell first, and painter secofitl. Art critic Jerry Bowles wrote irrts

Magazine for example OFor most of her painting career, Helen Frankenthager

°%¢ Broude and Garrard, Olntroduction: Feminism and Art in the Twentieth Centéiry,O 1
*%7bid,13.

5681hid, 13. Frankenthaler was married to Motherwell from 19881.
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labored under the somewhat austere shadow of her more famous hu§band.O
Another article, ifTimemagazine entitliedDHeiress to a New Tradition:
FrankenthalerOs Floating Radig@ceotedDIn ManhattanOs close and somewhat
clubby artistic community,early everybody knows Helen Frankenthaler as a

charmer, a hostess and a presence . . . For the past eleven years, she [Frankenthaler]
has been the wife of Robert Motherwell, and in a sense, Helen always seemed in the
artistic shadow of her husband and othéirst generationO Abstract Expressionists.
Thus it came as something of a discovery to learn that Helen really can>faint.O

This criticism indicates that while on the one hand cridiosinished FrankenthalerOs
innovation and impacgn the otherthey includedherin a major publicatioor were
surprised at her talenWritten in the late 1960s, after her relationship ended with
Greenberg, and durifger marriage to Motherwell, thegticle illustrates the

positioning offemaleartists throughout midentury America; Frankenthaler was

critically situatedas second to, muse for, or wife of Motherwell.

% Jerry Bowles, OHelen Frankenthaler at the WhitnegsMagazinet3, no. 5 (March 1969): 20.
Sidney Tillim wrote that Frankenthaler Owill dress up a canvas,O ahdrtsabject matter reflects
Othe influence of her husband, Robert Motherwell.O S[idney] T[illim], OHelen Frankentmtder,O
Magazine33, no. 8 (May 1959): 56.

" OHeiress to a New Tradition: FrankenthalerOs Floating Radi@imeed3, no. 13 (March 28

1969): 64. In line with references to her status as a OcharmerO and Ohostess,O Fairfield Porter wrote
that Frankenthaler Odoes not seem deeply involved,O asserting Oin the large pictures fresh air and good
luck are not enough.O Flairfield] P[orter], @Hdrankenthaler &t News51, no. 10 (February

1953): 55. Laverne George asserted of FrankenthalerOs paintings, OPerhaps what is needed is less
surfacerealized growth, a deeper consciousness of why OprocessO is beautiful or a deeper conviction
that itis.O L[averne] G[eorge], OHelen FrankenthafetgMagazine30, no. 6 (March 1956): 58.

William Berkson concluded his 1965 article on Frankenthaler by claiming that Oshe has a sobriety that
is uncommon among attractive women . . . both as a paintexr wothan, she gives you a sense of

luxury, which rougheedged Bohemians canOt understand and which bourgeois Bohemians . . .
resent.O Berkson, OPoet of the Surface,O 50.
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Nina LeenOs photograph of the New York School in 195idiext only one
female (figure 3% It visually reveals the primary obstacles fadeigaleatrtists in
America at midentury. The only female in the painting is artist Hedda Sterne, who
stands behind arebove the males in the image, implying SterneOsoroispire
creativity in her male counterparts. This phenoomeextends beyond the perimete
of this picture. Such positioning has been a significant hindrarfeenteartists:
because of thesex women have been relegated to the periphery of a field dominated
by (white) men. Broude and Garrard declare, ONina LeenOs famous documentary
phob of OThe IrasciblesO says it all . . . Among these fourteen men, whose names are
all today a familiar part of the saga of Abstract Expressionism, there is only one
woman, the painter Hedda Sterne, about whose work we know only that it had been
characteried disparagingly by Clement Greenberg in a review of 1944 as Oa piece of
femininity. OO

In a 1965 interview withHenry Geldzahler, Frankenthalgmovided rare
insight into her views of gender discrimination, proclaimiddjwonder if my pictures
are moredlyricalO (that loaded word!) because IOm a woman. Looking at my
paintings as if they were painted by a woman is superficial, a side issue, like looking
at Klines and saying they are bohemian. The making of serious painting is difficult
and complicatedor all serious painters. One must be oneself, whatéleiOspite

of her relegationljke Norman LewisFrankenthaler was neverthelekseply

*"'Broude and Garrard, Olntroduction: Feminism and Art in the Twewgetiuy,O 16.

*"2Henry Geldzahler, Olnterview with Helen Frankenthakertforum4, no. 2(October 1965): 39.
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involved in the happenings of the art world. She was associated with The Club and
knew the majoAbstract Expessionisartists and critics’®

Thus, Frankenthaler was a woman who in her early career worked in a field
dominated by men, in a movement with a Omacho mysti§tie,@nidiom described
as derivativeand who produced a key work at an early stage icdreer that drew
significant attention while ushering in an innovative approach to making art. Writer
James Schuyler recognized FrankenthalerOs situational dilemma. He wrote in 1960
Othe part of FrankenthalerOs special courage was in going agaisk#oeigh and
painttough grain of New York School abstract painting. Often pale (not weak),
soaked in (only sometimes), quickly dwelt ugdshe . . . chanced beauty in the
simplest and most forthright way’©Her Ocourage,® however, led to alienation i
two respects. First, not only wefiemaleartists relegated to the margins of the
Abstract Expressionist movement where leading, key positions were reserved for

men, but they were also isolated freach other As Broude and Garraiddicate

*"*The amount and type of academic coverage on Frankenthaler correlates with her critical reception
and exhibitions.E.A. Carmean, Jr. aptly describta art worldOs recognition of Frankenthaler,
explaining, OHelen FrankenthalerOs work occupies a curious position in the history of recent art. Her
paintings have wide recognition . . . Yet, in spite of this exposure, Frankenthaler remains the least
known of the major figures in po/ar art, in terms of any extended critical discourse. We have very
little in the way of detailed and considered analysis of exactly what heNaw/ligt it consists of, how

it functions, and in what ways it has developethdormally and thematically.®.A. Carmean, Jr.,

OOf Five Paintings by Helen Frankenthal@riOnternational22, no. 4 (1978): 28Academic interest

in Frankenthaler climbed in the 1960s and 1970s, and piqued in the 1980s. Although scholars have
written frequently about Frankenthaler, with consideration for the formal properties of her work, they
nevertheless generally frame the discussion of her work in terms of gender. As a result, scholars
providing a formal analysis of her painting interpret theperties along gendered lines. Paint color

and intensity, detail and form, are made to reflect FrankenthalerOs Onatural® character as a woman, or
are read as her attempt to infuse her work with Omasculine® characteristics, including strength, clarity,
and resolve.

"t see Norma Broude and Mary D. Garrard, Olntroduction: Feminism and Art in the Twentieth
Century,O 13.

7> Quoted in BelzFrankenthaler: the 19500l
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OWomen #ists of the 19500s and 19600s suffered professional isolation not only
from one and other, but also from their own history, in an era when women artists of
the past had been virtually written out of the history of aft.Secondly, the manner

in which Fankenthaler combined various elements in her paintings also kept her on
the periphery of the two major artisticneps, gesturalism and formalism.
Frankenthaler fused the two approaclaes] as a resulbeither of their major critics
could fully support br without validating ideas of the other camp.

After Frankenthaler creatédountains and Seahe continued to develop the
soakstain technique, workg in a similar manner in many subsequent creations.
Critics maintaineda pejorative tone in describinmgprksshe produced early in her
careerjn which she employed the same of technique. OReckless,O Othin,O
Ouncontrolled,® Ouncomposed,O Olacking in impact,O and Otoo swg@tsregakir
a few descriptive terms that were commonly used to describ&drtimalerOs early

578

output®’® Olt was appropriat&/®writes art critic B.H. Friedman in his 1966t

*’® Broude and Garrard, Olntroduction: Feminism and Art in the Twentieth Century,O 16.

*""Rosenberg outright rejected FrankenthalerOs creations, noting that her Ocompositions fail to develop
resistances against which a creative act can take place. The result is a distressing flabbiness . . . of too
little out of too much . . . In their lackf purpose, her runs and blots often touch the edge of the

absurd.O Harold Rosenbefe Dedefinition of Art(New York: Horizon Books, 1972), 656. In

part due to the manner in which she applied paint to the darimahe soakstain technique, which

naturally emphasized the canvas as a primary material of painfRagsenberg may have associated
FrankenthalerOs creations closely with GreenbergOs ideology. Additionally, the fact that she had an
intimate and personal relationship with the leading advoddtatoess almost automatically alienated

her from RosenbergOs camp. Greenberg praised her not for her ability as an artist, but for her role as a
follower of Pollock and a precursor to Louis, providing him with the raw materials to actively and
innovatiely create. Greenberg focused his literary support on Pollock and Louis, rather than on
Frankenthaler.

>’®Barbara RoserrankenthalefNew York: Harry N. Abrams, Inc., 1970), 12. Additionally, Fairfield
Porter described FrankenthalerOs paintings asghawthinness of substance.O P[orter], OHelen
Frankenthaler,0 55. Frank OOHara described her Osensitivity to nature.O F[rank] OOHJ[ara], OHelen
Frankenthaler,@rt News53, no. 8 (December 1954): 53. Laverne George asserted that
FrankenthalerOs pairgsare Otoo free,O noting, Ofor some reason their impact is always in danger of
flowing across the canvas and out of sight.O G[eorge], OHelen Frankenthaler,0 58. Elaine Gottleib
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Newsarticle Othat she adopted this particular technique-saakng]. Itis free,
lyrical and feminin&l very different from the more insistent and regule/thms of
the best and most typical Pollocks of the late O40s and early®50edman goes
on to note, Oindeed, as this kind of art is completely involved with the physical act of
painting . . . we recognize a sexual analogy. Her palette, taajustsve and
feminine, often (particularly in the 050%).&riedmanOs comments, and the
descriptive term8arbaraRose lists, illuminate the prevalence in art criticism of
negative gendered associations. Calling the use of pale pinks and blues commonly
used by FrankenthalerOs in the early 1950s seductive and feminine is an unbalanced,
nondescript, misuse of terminology.

Furthermorethe generabutlook onart during this period, in which OtoughO
was the laudatory termeflects the inherent negativity BbseOs and FriedmanOs
descriptions® Critics thusresponded somewhat positively to FrankenthalerOs

shifting style, evident in her 1960s paintings. She employed broad, bold patches of

commenced her review of FrankenthalerC)’s work by noting, Othe colors ke sensthe paint thin.O
E[laine] G[ottleib], OHelen FrankenthalefA®s Magazine32, no. 4 (January 1958): 55.

>"®B H. Friedman, OTowards the Total Color Imadet®ewss5, no. 4 (Summer 1966): 32.

>80 bid. Further, Dore Ashton wrote of Frankenth&ls criticism, Onearly every criticism of
FrankenthalerOs work during the fifteen years she has exhibited professionally incorporates the epithet
Olyrical.OO Dore Ashton, OHelen Frankenti&tiedj® Internationall 70, no. 868 (August 1965): 52.

81 |bid. In a similar vein, Parker Tyler described Frankenthaler®s Omain strengthO as Oher sensuous
empire over emergent forms,O and including in his concluding remarks, Oher works excite without
quite satisfying.O P[arker] T[yler], OHelen Frankenthatet Kews54, no. 10 (February 1956): 49.

John Russell described a 1971 painting (enti@ladirman of the Boardoy Frankenthaler as Oone of

the most seductive paintings in the show.O John Russell, Oln 40 Ways, the Big Picture of Helen
Frankenthaler,&ew Yok Times June 2, 1983, Q2.

*82Belz and Elderfield discuss the term tough as praiseworthy in the 19508el8gérankenthaler:

the 1950041 andlohn ElderfieldFrankenthaleNew York: Harry N. Abrams, Publishers, 1989),
140-141.
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well-defined, alover color, qualities criticeiterpretecasOcool@nd Oremo&®
describing the works as displayingDhar@dgeO and Obold and aggressive tafies.O
So whilecritics describedFrankenthalerOs 198Dpaintings, which demonstrated her
interest in pastels and a watercelie application of paintas Ofemine,O her 1960s
style of simpler compositions and deeper, purer, bolder colors elicited more positive
responsesThis critical eception nevertheless, reveals a continuation of gendered
language, with critics employing terminologyerpreted as aligningith OmasculineO
attributes.

Exemplifying this trend in her receptioDpnald Judd asserted in a 19%62s
Magazinereview of he show at the Emmerich Galler@these paintings show an
improvement, an intensification, of elements of Miss Frankenthaten®s There
are fewer lines and stains in each work, and these are in greater contrast to one
another. Further emphasis on the particular quality of each type of mark has
additionally stressed the surface of the paintiifs.didd also praised the decsed
forms. He continued, OThe breadth and economy state clearly that the means are
sufficient, that they need neither the impact of repetition nor the support of less
relevant details® Lawrence Campbell®@st Newsreview of FrankenthalerOs
Emmerich shw poignantly describes the painting qualities that craimdaimedn
the early 1960s. He wrote, OHer work was never clearer nor more mysterious . . . Her

clear piercing colors drenched the surfaces and seemed organically part of the

*83| [awrence] C[ampbell], (Review)Art News64, no. 3 (May 1965): 10.
84 OHeiress to a New Tradition: FrankenthalerOs Floating Radiance,O 69.
*85plonad] J[udd], Oln the Gallerie\fds Magazine36, no. 4 (January 1962): 3®.

586 |hid.
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paintings. Some we quite cool and remot&®d Critics correlatedlescriptive terms
such afcool,0 Ohedbed,O OtoughO and Oagg@siivintense, bright, saturated
colorations, crisp, weltlefined outlinesand simplified, sparse paintings, and they
ascribed valueotthis association. Sinégankenthalemcorporaéd many of these
gualities intoher paintings beginning in the early 1960s, critics described such works
in complimentary termsShe was even included in a list of OcoolO painters in Harold
Rosenberg@st & Other Serious Matter¥® This particular accolag@resented by a
critic who previously disparaged her wovkas particularlymeaningful

Helen Frankenthaler®arly reception reveals the infusion of the social
constructions of gender into hertaism. CriticsO equation sfmplified form and
deep palettavith masculinity andh pastel palette and looser formish femininity
when painted by a female artist,an especially potent constrilsatdemonstrates
the focus on biography and social@sations and values that permeated her
reception.

Following her initialreceptioncritics in the 19703$ocused on incorporating
FrankenthalerOs paintirigi the larger purview of Americaart. As such ey
categorized her works as Olandsc&pasdiescribed them as OpastOrand

Olyrical.&° Critics alsoemployedhewways to discount Frankenthaletohn

*87 C[ampbell], (Review), 10.

88 Harold RosenbergArt & Other Serious MattergChicago: The University of Chicago Press, 1985,
1967), 65.

*89For example, Lawrence Alloway wrote in his article entitled, OFrankenthaler as Pastoral,O Oher
paintings evoke an iconography of landscapes . . . dgvee that impressions of landscape space are
generated by her paintings and that they are not views of specific places generalized, the term
OpastoralO may serve.O Lawrence Alloway, OFrankenthaler as Pastdeal$30, no. 7 (November
1971): 6768. Hilton Kramer titled his 1975 article on Frankenthaler, OArt: Lyric Vein in
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Russell for exampleasserted, €he is also very cunning indeed at judging precisely

the format that best suits each id@&.@urther, the undésne of the 1950s criticism
continued through the 1970s, but was phrasedeass overt yet equally offensive
manner, demonstrating the constant focus on gender incorporated into the criticism in
varying ways For example, critic Sanford Schwartz wrddd;he young

Frankenthaler flirted with many artists without giving herself to &y Schwartz
continued, OFrom the vantage point of 25 years later, her youthful confidence is
attractive, even moving’® And while the review was written as a positive acolai
concluding that Frankenthaler Oreduces painting to a few alternatives and resolves all
of them . . . with a bravura, and frequently monotonous, simplicity itice

demeans the artist by employitegms like OflirtedO and Oattracttteereby

undersoring FrankenthalerOs body and sexuaiilen Schwartz penned this

review, Frankenthalewas a 28year veteran artist with many accomplishments. The
use of these terms harkens back to the 16&fegjorization oFrankenthaler as a

hostess rather tharsarious paintet>>

Frankenthaler Paintings,O thus underscoring this categorizing tendency. Hilton Kramer, OArt: Lyric
Vein in Frankenthaler PaintingdNew York TimedNovember 15, 1975, 21.

%9 jchn Russell, Art: Helen Frankenthaler at CorcoratNéw York TimesMay 2, 1975, 20.

*9! sanford Schwartz,H2len Frankenthaler at Emmericy@®in America66, no. 3 (May/June 1978):
115.

592 hid.

%93 Also evoking earlier criticism about Frankenthaler astéss, John Russell concludes his 1975

article on FrankenthalerOs paintings by noting, Othey convey a sense of fulfilment that makes us feel a
good 10 pounds lighter when we walk down the grand staircase and out the door.O Rutss$tdile®
Frankenthar at Corcoran,O 2Even if intended to be complimentary in nature, RussellOs particular
choice of words taps into and thus perpetuates earlier pejorative comments about Frankenthaler.
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In the 1980s, as Frankenthaler created pawntingsand explored various
stylesand formats, critics often commented on both her recent wortharréception
throughouther careeatlarge providingcontextto her reception In 1981 Belz
reexamined the buzzwords of the 1950s, and explained that during this period, the art
world prized Omuscular paint application at the start of the decade afbadet
lucidity at its end. 8" Elderfieldproclaimed inArt in Americain 1982 that ha
Frankenthaler Ostopped painting in 1959, her reputation would already have been
secured.O Other critics during the 1980s spoke of her solidified position in the arts
community based on herfluence on later male artists, again perpetuating early
1950scritical rhetoric. They also addressed male artists and members of the arts
community who influenced her. For instance, Hilton Kramer defined Frankenthaler
by her relationship with Clement Greenberg, a mode of critique that was clearly
carried over fronthe very first reviews of her work in the 1950s. Furthermore, the
critic claimed that after Frankenthaler met Pollock, Oher own style was formedO but
Ounder PollockOs influenc&.O

Throughot the 1980s, critics continuecseof a gender specific languado
describe Frankenthaler. Kramer, though perhaps attempting to positively associate
FrankenthalerOs 1950srimwith Abstract Expressionismroclaimed of her

paintings, Olt was as if Abstract Expressionism had been put on Ztietther, he

% Carl Belz, OHelen FrankenthaleE@sn A Ojoyously involved eativity, O@rt News80, no. 5 (May
1981): 157.

5% Hilton Kramer, OHelen Frankenthaler®s Art in the 586w, York Timeslune 7, 1981, 31.
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descrbed her paintings as Olighter, slimmer, and more quickly legill&/@hael
Brenson, also writing for thidew York Times the early 1980s, argued OFor more
than 30 years, Helen Frankenthaler has been creating paintings that walk a tightrope
between spdaneity and sel€onsciousness, improvisation and deliberation,
dissolution and structuré® The critic continued, Oher paintings are less heroic, less
intense, more interior than those of Pollock and Willem de Koorfitig&dd finally,
of the fifteen paitings in the Emmerich Gallery show he reviewed, Brenson claimed
that the works imply Ointerior landscapes and private chantB2fEhi3 type of
criticism conjuresup imagery ofa bedroom or boudoir, a private, perhaps sexualized
space and thereforeepregnts an updated version of the sexualized connotations
prevalent in her earlier criticism

Also during this periodFrankenthaler continued her carémrg trend of
refusing to comment on gendarinterviews Art critic Deborah Solomon addressed
this tnwillingness in 1989, grouping the artist with otfemaleartists,
OFrankenthaler, like most women artists, is reluctant to define her achievements on
the basis of gendef® The way in which Solomon phrased FrankenthalerOs refusal

to comment on genddnowever, is curious, for the artist would have no need to

597 hid.
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Odefin® her accomplishments by gender. FurthernSamiemon, perhaps
unintentionally, began her article on Frankenthaler in a way comparable to Alma
ThomasOs critics; she rehashes the stereatggesssumptions about the artist in the
very first few sentences, so that the readerOs view is completely tainted from the

start®°?

While critiques on Thomas regularly begintoghlightingher race, age,
physical state, mex those on Frankenthaler aiteommence, like SolomonQs, with
allusions to her class, phgal attractiveness, and se®olomon and other critics
imply that FrankenthalerOs success is attributable to her wealth, physical appearance
and associations with wedlbnnected men. Finallgolomon, tooadoptsearlier
tendencies of critids she uses gendered terminology to describe spéc
FrankenthalerOs paintings, noting her pae@elelicat€d® andthat the artist
OcouldnOt go beyond her own innovations and yet sheOs not trabeed by
either.&*

Carter Ratliff, too, employed similar terminology. He wrote the Oflagrant
beauty of her paintings made the 19500s a difficult time foPfhan® with seeming

understanding but refusal to alter the state of cetsuwrrounding Frankerdler,

Ratliff proclaims, OOf course, those forbidden adjectives were precisely the ones that

692 At the start of her article on Frankenthaler, Solomon notes FrankenthalerOs physical appearance,
describing heas a Othin attractive womanO and includes comments about her home, Oan Upper East
side townhouseO that is a Omodel of genteel taste.O Solomon, OArtful Survivor,O 33.
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have always been applied to Frankenthaler®s Wr&dxh debilitatinglescriptions
define FrankenthalerOs wiwcause critics continue to emplinem.

Finally, in the very late 1980s, Amei Wallach pointed out several ironies in
the criticism anatanonization of FrankenthaleWallach explains that in the winter
of 1988/1989, Frankenthaler assumed the title of Ogreatest living woman artist,O so
inherited from @orgia OOKeeffe and Louise Nevelson. With great irony, Wallach
asserts, OThere is not a greatest living man artist, of course, and to even suggest one
seems absurd. The whole point of this kind of competition in art is dumb . . . But
curators, historianxollectors, and dealers are intent on making women battle it out
among themselves, as if, like women athletes, they could never compete with the big
guys on their own turf. The thing is, Helen Frankenthaler ¥fast@e critic explains
that throughout thir reception, femalartists, reganéss of their contributions, have
beenmarginalized. As such, critics and historians maintain the aforementioned
constructions ofemaleartists as muses. Wallach continu@sielen Frankenthaler at
the very least sees as an example of how the rules have been skewed against
women. In those art history books that have only recently been rewritten to include
women, men usually win on the grounds of creativity as the grbreakers; they are
the ones who make the brédaloughs. The women are the interpreters, the

solidifiers. They keep the home fires burning, while the men ignite tA€m.0

*%bid.
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Wallach alsadiscusse&rankenthalerOs direct involvement in the development
of her own career. For example, Frankenthaler chose mentors throughout her
life, revealed in the fact that she selected John Elderfield to write her monograph, and
she was actively involved in the development of the 58bkvallachdenotes
Frankenthalddsigency. Sheconcludes her article by explainitgreaders that
Frankenthaler Ohas become the greatest living woman artist in part for her
longevity. &'

Though writing about Frankenthaler specifically, WallachOs comments bear
weight when considering ThomasOs reception, as well. réitictedspacen the
public consciousness for promotion and suppoféwfaleartists, and since Thomas
had such a short career, perhtps brief careerelates tcher limited reception This
notion of quota filling and special, reser@atbeit limitecbattention forfemaleartists
reveals criticsO different criteria and expectatiofisnséleartists in comparison to
their male counterparts. In this scenaciitics wouldreserve critical positions for
somefemaleartists, while primarily focusing on the contributsoof male artists.

Critics of FrankenthalerOs works throughout the 1990s incorgorate
commentary on the trajectory of the artistOs career and J@gacsimilar fashion to
the reception during the previous decadbey integrate@arlier terminology and
personal biography into their critiques. For instance, Holland Cotter writes in 1992,
OBecause Ms. Frankenthaler works on a heroic scale, the work has tended to look

Oimportant,O though in fact it got by largely on elegance and seemingly effortless
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charm@** This particular statement, though clearly a bit trite, is not entirely overt in
its disdain for the artist and her work. OEffortlessness,O for instance, could be a
compliment in some circles. His comments are relativelygender specific, yet
exhbit the criticOs interest in admonishing the artist for her known personal elegance
and high social status.

Cotter is more overt in the subsequent sentences, however. Removing all
agency from Frankenthaler, the critic argues, it is Oas if the painnigsethaking
the expressive decisiort€&oncluding Olittle of that charm is in evidence in her
recent paintingS® and that the result Ocould be one of Jackson PollockOs bad
dreams.®* CotterOs choice to use the term OcharmO with regard to FrankenthalerOs
paintings is a diredborrowingof previous criticism. Again, he exemplifies the
tendency of critics on Frankenthaler to utilize less descriptive terminology in favor of
nondescript and particular terms which lack clarity and interpretive meanifayor
of gendered terms, in this case, suggesting seducdipplying it to Frankenthaler
further alludes to her status as a white woman.

Throughoufifty years of critique, Frankenthaler has bdeacribedime and
again in the same vein, with critics empluy recycled terminology. Although much
of her work has been considered in depth in comparison to Thomas, many of the
critics chose terms that lack descriptive components. They opteddristegender

and valuedladen desdgptionsthat conjure up an inge of a wealthy, beautifuPark

511 Holland Cotter, OArt in Review: Helen Frankenthalde@ York TimesNovember 27, 1992,-C3.
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Avenue heiress who amuskdrself with her paintings, and now and again,
haphazardly createsbmething that male artists could better elaborate upon in their
work. E.A. Carmean, Jr. argued in 1978 that in spite of Frani&em©s exposure, she
nevertheless was a littknown significant postar artist, noting, OWe have very
little in the way of detailed and considered analydiexactly what her art i$®

noting theCabsence of a significant body of critical literatut&.dn many respects,

this observation remains apt.

Gender and Alma Thomas

While lesser knowrthan Frankenthaler, and with a shorter career,
neverthelesscritics discussed ThomasOs work frequeigne and again, however,
the analyses are superficialutmg her accomplishment at earning any recognition at
all considering that she was alderly, African American femalartist, thus
neglecting tqrovidea detailed formal analysisith serious consideration of her
paintings. Since | analyzed Thomas@isakreception at length in the previous
chapter, and as critics primarily focused on her race and age, the following section on
Thomas and gender is relatively succinct.

ThomasOs criticism contrasts with that of Frankenthaler. The general nature of
FrankenthalerOs critical reception is straightforward, if not blunt, in which the critics
often overtly incorporateéboth Frankenthaler®sxand class into their examination

of her work and career development. And while most critiques are imbued with

#15E A. Carmean, Jr., OOf Five Paintings by Helen Frahkéer,OArt International23, no. 4 (1978):
28.
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gencered terminology, critics attemgutto consider and formally analyze the artistOs
paintings. Additionally, critics discued Frankenthaler@msitionwithin the larger
framework of art history, and revealboth her influences, and those whom she
influenced. This approach contrasts significantly with critical consideration of
Thomas. A glaring omission from ThomasOs criticism is the influence her work has
had on future generations of artiSts.

Thus, he criticism of ThomasOs paintings is marked by akwbstinct
cha@cteristics. @tics described Thomas as a passive participant in her own artistic
choices and the developntaf her career, denying her agency and instead portraying
the artist as an individual wharbitrarily discovere@ norfigurative painting style.

As a corollary to this concept, and secondly, critics similarly dismissed ThomasOs
relevance to the art scemiting either her advanced age or sdnfeerent®asvetD

As such, they depicted Thomasiasapable of maintaining a contearpry outlook

for a substantial periodThird, critics focused primarily on ThomasOs biography
rather than her artworks, rarelgscribing her paintings thetail and omitting a

discussion of the development and progression of her artistic stylefi ratig,

617 Critics focus on many similar points in evaluating Frankenthaler and Thomas. First, critics rarely
refer to either artist simply by last name, as they generally do with male artists. Itistgaginploy
the prefix of Ms. or Miss. Next, both of these artists are regularly dismissed on account of age; early
in her career, Frankenthaler was described as youthful, and by extension Onasve.O Critics rarely
discussed her in light of her youthfur&sight. Thomas, too, was denigrated due to age; hers,
however, is the mirror image of FrankenthalerOs. Rather than being prized for her wisdom from a
lifetime of experience, critics described Thomas as youthful in outlook even at her advanced age.
Diff erences, too, exist in the criticism of these artists. First, unlike discussion of Thomas,
critics analyze FrankenthalerOs work in depth, carefully addressing the formal properties of her
painting. Next, critics have written about Frankenthaler moreiénetty than Thomas. Thirdly,
Frankenthaler has been evaluated by leadingamidury critics writing for major arts magazines, such
asArt News Art International and theNew York Times Thomas, though considered on occasion by
influential critics suctas Paul Richard of th&/ashington Postvas reviewed in a regional context,
with little interest in general by critics working for leading arts magazines.
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although critics were quick to cite ThomasOs influences, they make few references to
her impactwithin the art world. These tendencies share a common denominator of
gender, as critics subscribed to gendered notions wherein they denied agency to
female artists such as Thomas (and Frankenth@aler)ariety of ways.

Critics writing on Thomasonflatedher age, race, gender, and physical
conditionin their descriptions Remarking on the irony of expectations aboutsesr
and perhaps ra@nd age, dcqueline Trescott, for exampletites of Thomas ifhe
Sunday StarQWalking to the door, the septuagenarian laughs about the art students
who guess that she must be a young man painting the joyful can¥¥séaries R.
Mellow, seeminglyastonishedhatThomas painted as well as she did, wrote that she
was a OZ%yearold retired black teacher and artist . . . but the paintings themselves
are expert abstractions, tachiste in style, faultless in their handling of color . . . what
one wonders about is the aning ease with which an elderly won\ahorn in the
Ohorse and buggy daysO as Miss Thomd$ lsagembraced total abstractiGh’O
These critics reveal the central concern with ThomasOs biogsdipéytharher
actual paintings. Thearitiquesusurped aéntion and directed the reader away from
theformal characteristicsf her paintinggo herbiography. Evenn an attempt to
offer praise for the artistritics maintained this tendendyavid Bourdon for
instancecommented on hesex ancage, OWho wdd have guessed that Alma

Thomas, at the age of 77, would be the undisputed doyenne of Washington color

818 Jacqueline Trescott, OThe Seasons, The Flowers, The Sea . . . All a Part of Her Pdihéngs,O
Sunday StarAugust 29, 1971, 8, Alma Thomas Papers, Archives of American Art, Smithsonian
Institution.

1% James R. Mellow, OExpert Abstractions by Alma ThomsdsyDYork TimesApril 29, 1972, 27.
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painting?&?° This type of reaction is common in the reception; critics were shocked
that Thomas was able to adopt such a contemporary viewpoint iaihéngs®?*

Thomas and Frankenthaler thus fadedinctchallenges with regard to
critical reception. Both were, and continue to be, marginalized, but in different ways.
Political historian Zillah Eisenstein, writing ithe Color of Genden the early
1990s, proclaimed, OWomen are located in various societies and cultures and differ
by race, economic class, sexual preference . . . But there are also connections . . . As
long as one remembers that no view of gender is total and complete, it is immortant t
call political attention to it. However differentiated gender may be, gender
oppression exists. The dynamics and contexts of the oppression can shift, taking on
different meanings, but it is still oppressidi’?Ondeed, the arts community
constructed rad interpreted Frankenthaler and Thomas differently, and these
viewpoints transformed over the decades as evidenced by the changes in critical
language and consideration, but the common denominator is both gender and the

social construction of thesex

Social Construction of Masculinity

The sociakonstruction of masculinity is al$eghly nuanced and dependent
upon intersectional issues such as race, class, and sexuality. In this context, | briefly

address here how the social construction of Lewisi@fiacan American,

820pavid Bourdon, OWashington LetteA®International16, no. 10 (December 1972): 36.

62! Mary Margaret Byrne notes ThomasOs age in this vain in her artiglef@olumbus Enquiren
1973. Mary Margret Byrne, OShe Has Contemporary Approach to Painting, Tife,Oolumbus
Enquirer, March 15, 1973, Aimafomas Papers, Archives of American Art, Smithsonian Institution.

6227illah R. EisensteinThe Color of Gender: Reimaging DemocrgBgrkeley: University of
California Press, 1994), 8.
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heterosexual, workinglass male artist, was differesntd yet aligned witlthat of

Tobey, a white, homosexual, midetass male artist. The ways in which the

American culture interpreted these varying aspects of both artistdistastive,

albeit opaquely referenced in the critical reception. Richard Delgado and Jean
Stefanciadescribe the significance of society in forming ideas and expectations about
gender, explainingDThe stereotype of the ideal man is forceful, militaristic,
hypercompetitive, riskaking, not particularly interested in culture and the arts,
protective of his woman, heedless of nature, and s6%3rE&posing the fine

distinctions in this social construction, however, Delgado and Stefancic also assert,
OBut thesocial construction of men of color is even more troublesome and confining
than that of men in general. Men of color are constructed as criminal, violent,
lascivious, irresponsible, and not particularly sméft.Dhese types of stereotypes

and expectatiapermeated society throughout the twentieth century, with images of
men of color changing, each of which underscored a variety of stereotypical aspects.
Delgado and Stefancic overview some prevalent depictimtisg, OEarly in our

history, minstrel shos depicted AfricarAmerican men as slowitted, lazy, happy
go-lucky creatures fawning on the goodwill of their masters . . . Jim Crow, added
singing and shufflelancing to blackface minstrelsy, furthering the image of the
happy, childlike slave®® The aithors argue that these depictions altered during

Reconstruction. During this period, the sexuality of freed African Americans became

622 Richard Delgado and Jean Stefancic, OMinority Men, Misery, and thetdiace of Ideas,O in
Constructing Masculinityeds. Maurice Berger, Brian Wallis, and Simon Watson (New York:
Routledge, 1995), 211.
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of central importance. They declared, OTacit acceptance of miscegenation during
slavery, justified by the economic nesi¥ to create more workers, reversed itself
into fear of race pollutidkl black men sexually overpowering white womé&ff.O

These images discuss$ within this brief overview didot disappear from Asrican
consciousness once theyr@eo longer overtly depietl in public. On the contrary,
they remain a part of perception amdturn, an aspect of the reception based on
gender and race.

How Lewis and Tobey either lived up to these stereotypes, or defied them,
broadens the context in which to analyze howasriteceived the artists and their
work; it relatesto societyOs expectations about their behavior, and their art
production. The criticism of Lewis and Tobey demonstrates, however, the shifting
nature of society; critics focused on different aspectlef identity throughout their
careers.

In general, the art world distanced Lewis from the core progressive; avant
garde groups two particularly potenand contrastingvays First, aitics and
scholars assextithat his innovativenorfigurative creaions underscored his identity
as an African American man and haisgtivesupport for civil rights.In this sense,
many critics focused on how Lewis could not distance his political involvement from
his creative output. By interpreting his palette, faaraple, as an extension or
expression of his racial identity, critics denied his ability to produce purely formal
paintings. Furthermore, they reinscribed his identity as an African American man
into hisnorfigurative paintings, thereby effectively remimdj the reader to integrate

stereotypical notionabout Lewisnto thereception of his works.
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Next, critics employedspecificallygendered term® describe hipaintings.
In contrast to costructing Lewis as an aggressiiérican American mansome
criticsassociated the artist and his output with perceived Ofeminine® and
Ohomosexuat@aracteristicsIronically, in their distancing of Lewis from
stereotypes about African American men, they also effectively dissociated the artist
from the venyfeaturesso valued at midcentuly signifiersof virility in art, such as
interpreted violent and aggressive qualities.

Throughout the history of Lewisféseption critics regularlyreferred tchis
paintingsalyrical&’ (a term critics also often used to descifibbankenthalerOs
paintings), and utilized terminology such as Odelicate,0 Othin,0 o¥&xrail,O

Oelegant,O Osensitive,O or Odecofaliinése coded terms thereby constructed

%27 The following critical reviews incorporated OlyricalO or OlyricO to dekenitisOs paintings.

Henry McBride, OAttractions in the Galleries: Willard GalleNe® York SurMarch 4, 1949,

Norman Lewis Papers, Archives of American Art, Smithsonian Institution; Charles Corwin, OLife
MagazineOs Art Spread and Norman Lewis, Tro@fiaws,O April 10, 1950, Norman Lewis Papers,
Archives of American Art, Smithsonian Institution; OAbout Art and Artists: 29th Show,O Norman
Lewis Papers, Archives of American Art, Smithsonian Institutideny York TimedNovember 11,

1951, Norman Lewis Papg Archives of American Art, Smithsonian Institutidvew York Times
February 17, 1957, Norman Lewis Papers, Archives of American Art, Smithsonian Institution; Hilton
Kramer, OArt: Imposition of a Racial Category: O12-AfrericansO at Nordness Gall@ew York
Times January, 25, 1969,0 23.

28 The following critical reviews incorporated Odelicate,O Othin,O or Ofrail,0 to describe LewisOs
paintings. OFragileN®w York TimgsMarch 26, 1950, Norman Lewis Papers, Archives of American
Art, Smithsoniannstitution;New York TimesdNovember 11, 195New York Timesl952, Norman
Lewis Papers, Archives of American Art, Smithsonian Institution; ONorman Le\wid\@ws
(November 1952), Norman Lewis Papers, Archives of American Art, Smithsonian Institution;
Norman Lewis,@rt News(1954), Norman Lewis Papers, Archives of American Art, Smithsonian
Institution; Grady T. Turner, ONorman Lewis at June Kelly, Bill Hodges and the Studio Mugetim,0
in America(January 1999): 105.
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Lewis and his works as effeminate, and distanced him frorasteemeadnid-century
tough and therefore Omasculireiftic individuality. The connotations of such
terminologywereespecially damaging@s citics during this period carefully
monitored signs and symbols in art, with concern about potential implications of
homosexality in the objects As such ChristopheiReednotes OCritics favorable to
Abstract Expressionism strained to generate heroic rhetorics of artistic
accomplishment and ruthlessly policed thevreet for signs of effeminacy’® Thus
in describing LewisQgork, with the implications of soft delicacy, critics constaat
him in a mannethatdirectly contrastedhe ultramasculine, rough persona so prized
during this period.Their categorization of his output astithetical to perceived and
suppoted OmasilineO characteristics in art utilizebinary opposition to align the
artist with apparent Ofeminine® or OhomosexualO qualities. In eitheycase,
detached.ewis from the center of avagarde activity and denied him coveted
membership in the ghly regulated art world elite

Like Lewis, analysis oMark TobeyOs recémt through the lens of gender
reveals that his critics may have begmilarly conceredwith distancinghe artist
from the avangarde through stereotypes ah@utd constructions phomosexuality.
While critics and scholars imbued TobeyOs paintings with the ability to signify a
universal ideology, as he moved through his life sulatlyrevealed both his
homosexuality and less competitive, highly artistic nature, criticsdasaciatedhim
from their revering attention reserved for ru@intury male artists who better

represented their artistic and social expectati@ghopaqueconstructions of

839 Christopher Reedirt and Homosexuality: A History of Ide@iSew York: Oxford University Press,
2011),152.
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Tobey may account for his important, yet never integral, position ircemtury
avant-garde art circles.
The terms of his reception adetrimental when considerinige midcentury
social context.This was a period in which the art world reflected soeattyarge
with regard to the policing of perceived homosexual behavior. Forp&am
Christopher Reed explains,
In America in 1955, the small city of Boise, Idaho, mounted a nationally
publicized search for homosexuals during which the police interrogated 1,400
local residents. During the 1950s, expulsions of American military ipeeso
for homosexuality trebled to over 3,000 men and woaretually ... the
American government at this period linked homosexuality to Communism
with rules that brred people with histories oitleer affiliation from
employment in the government orfirms that contracted with the
government, categories that included over 20 percent of alfjbbs.
Study of the art world during this time reveals similar homophobic activity, affecting
artistsO se#ixpression and output. Reed notes, Oln the postweorid, the
stake$l and risk&l were highest for artists competing for avgatde status.
Returning to patterns established earlier in the century . . sadisiouflaged their
homosexuality with other forms of minority identification and generated eomp
symbols that masked tazbvious forms of selfevelation.&? Within the Abstract

Expressionist movement, artistic expression was highly regulated, as well. In fact,

Reed asserts, OProscriptions against homosexuality were explicit. The constitution of
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the ArtistsO Club, for example, founded by the leading Ab&iraressionist artists,
excluded from membership homosexuals along with critics and wottien.O

Thus,the manner in which Clement Gréxemg addressed Tobey,
complimentary yet detached in thapgport, characterizes much of ttrtical
approach to the artistAnd the artistOs sexuality may have accounted for the
reservation. Reed explicates that while Greenberg praised TobeyOs output, in fact,
OGreenberg grew anxious about what he saw as Jebieyitation to Oa very narrow
compass of sensationsO and quickly abandoned TobeyOs art of Oevasion,O which he
compared to the poetry of Emily Dickinson and Marianne MobteRrthermore,
Reed concludes, OThe terms of GreenbergOs abandonment of Tobeg\amely
homophobic any more than Tobey was openly homosexual. But GreenbergOs
implication that TobeyOs abstraction hides a feminine secret, alien to the power of a
masculine Ous,O typifies the rhetoric of the Americangaatet &> Such alignment
with perceived OfeminineO characteristichpmeatensiondistance from powerful
and OmasculineO associatitweseby relegated Tobey to the margins of the- mid
century avangardecreation. Critics marginalized Tobey, like the othireeartists

consicered hereiff*® on account of the social construction of his identity, for Tésey

6331bid, 151-152.
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and sexuality studies. She notes, OThere is an unmistakable sense of solidarity linking concern about
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biographychallenged the coveted ideas about the qualitiemantrio midcentury art

creators
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Chapter 9: Conclusion

This dissertation has shown that raaed gendebased readings of
Frankenthaler, Lewis, Thomas, and TobeyOs art are prolific. Since the
commencement of their careers, critics and scholars have utihfted consciously,
constructions of race and gender as a prism through which to interpret thea artis
output. The examination of the nuanced ways critics and scholars comprehended
their output, thereby constructing the reception of both the artists and their art works,
presents a clear and crucial appreciation of the mechanics of race, gender, and
relegation in the reception of four diverse artists working in theaardury
American art world. Discussing the importance of such cldfitpperlZCrenshaw
asserts, OTo say that a category such as race or gender is socially constructed is not to
say thathat category has no significance in our world. On the contrary, a large and
continuing project for subordinated people . . . is thinking about the way in which
power has clustered around certain categories and is exercised againstdthers.O
Indeed, ths dissertation has illuminated the structures of power inherent in categories
of identity, and the ways hierarchies are used and manipulated to both integrate and
relegateartiststo the margins.

Furthermore, this study underscores the fact that critidseaholars often
align race and gender with class, age, and sexuality, thereby forming an intersectional
approach to interpreting these artists and their output, and the specific conditions of

their marginalization. Distinguishing these subtle differennehe criticism and

837 KimberlZ Williams Crenshaw, C)Mapping the Margins: Intersectionality, Identity Politics, and
Violence Against Women of Color,O@nitical Race Theory: The Key Writings that Formed the
Movementeds. KimberlZ Crenshaw, et al. (New York: The New Press, 1985),
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scholarship reveals the complicated nature of reception, and the significance of
probing the art worldOs responses to Frankenthaler, Lewis, Thomas, and Tobey.
Crenshaw suggest®Recognizing that identity politics takes place asiteewvhere
categories intersect thus seems more fruitful than challenging the possibility of
talking about categories at aff®While this project has primarily concentrated on
race and gender, so as to incisively explore these elements in the redelpésn,
shown the importance of integrating additional components of identity in order to
articulate the details of the artistsO marginalization, both complicating and clarifying
the nuances of their reception.

Critics and scholars constructed Frankenthadea wealthy, dainty heiress
whose commitment to her craft was superfluous. LewisOs race was central to his
reception, with critics and scholars infusing various +a@sed stereotypes into their
interpretations of his artwork, combining these ideak wittions about his sex, class,
and sexuality. They concentrated on ThomasOs age, race, and sex, conflating these
components of her identity in multiple ways as they described her output. And
finally, critics and scholars read Tobey through the lenaa#d,rsex, and sexuality,
emphasizing his wisdom as a white man in imbuing his works with universal meaning
on the one hand, and yet subtly focusing on his limited influence, likely due to his
sexual orientation, on the other. This reception demonsthatesritics and scholars
emphasized different aspects of the artistsO identities, to varying degrees, throughout
the decades of their careers. Additionally, the components of the art world influenced

one another. This dissertation has thereby establtbhédot only have race and
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gender remained core factors in how critics and scholars examined these artists, but
these elements also changed and morphed as the art world recycled them in different
ways from the migwentieth century onward. However, tlaet that raceand
gendefbased concerns permeated the readings of these artists, who represent both a
range of personal lifestyles and idioms, shows the extent to which identity was a core
value for twentietkcentury critics and scholars.

One manifestan and marker of critical and scholarly reception is the
discrepancy in auction market sales. Though also manipulated and part of a larger
equation of reception, the auction market reveals the public perception of the artists, a
view often built upon aistic reputations as established, in part, by critics and
scholars. Indeed, the auction market demonstrates that, Omoney is a powerful symbol
of cultural worth.&°

The article inThe Economisentitled, OPostvar artists at auction: The price
of being female,O focuses on the market reception of female artists, with the author
quoting a ChristieOs official as noting, OOAttitudes are changing generationally . . .
There will be some remedial catch up before women artists have parity on ptites.0O
However ,as this dissertation has determined, this point is salient with artists who
have been relegated to the sidelines on account of a variety of factors in addition to
sex, including, race, sexuality, and age. Jerry SaltzOs staggering statistic in 2007
about he Museum of Modern ArtOs display in its then new building of painting and

sculpture created between 1879 and 1969, adds sway to the aforementioned auction

8395 1., OPoswar artists at auction: The price of being femalkh® EconomistMay 20, 2012,
http://www.econorist.com/node/21555730.
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market discussion. He notes, OBy the fall of R0@Ber two years, and substantial
tinkering\ therewere 399 objects on view; 19 were by women, or 5 peré&ht.O
Further, in a 2009he Art Newspapaearticle entitled OAfrican American art still

needs support,O Kinshasha Holman Conwill proclaims, OThere was a time not long
ago when one could visit majoruseums or attend international fairs and rarely find
works by African American artists. Their work was still rarer at auctions and those
few there were, were not commanding the prices commensurate with their cultural
significance nor competitive with theionAfrican American counterpart$® And

Philip Kennicott asserts of homosexuality in the art world, that while it is Ooften seen
as a haven for diversig§**the art worldOis being forced to confront a long record of
using cultural power to demean, ¢ah and hide the contributions of gay artists'O

He also poignantly proclaims, OAttitudes about gays and lesbians, and abesgxsame
marriage in particular, are now changing so fast that American culture is suffering
from cognitive dissonance; still pre to habits of homophobia while simultaneously
aware that overt bigotry is no longer acceptable in much of the public s§trare.O
Thus, while the arts correspondent notedtie Economisarticle, OAImost 50 years

ago, contemporary art dispensed with madgmyths that associated originality

84 Jerry Saltz, OWhere Are All the Women?: On MoMAOs Identity Poliiesy(York Magazine
November 18, 2007, http://nymag.com/arts/art/features/40979/.

642 Kinshasha Holman Conwill, OAfrican American art still needs styijiche Art MagazineJuly
16, 2009, http://www.theartnewspaper.com/articles/Afriéamericanart-still-needssupport/18560.

43 philip Kennicott, OArt has yet to face up to homosexualg€hington Postluly 1, 2011,
http://www.washingtonpost.com/lifgde/style/arthasyet-to-face up-to-
homosexuality/2011/06/28/AGByfotH_story.html.

**bid.
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with heterosexual male virility*® the reception of Frankenthaff,Lewis, Thomas,
and Tobey, indicates that this presumably outdated concern has remained prominent
throughout the course of their reception. Whildierg will always exist, with
limited numbers of female, African American, and homosexual artists selling well on
the auction block or being displayed in museums, this dissertation has underscored
the importance of carefully analyzing the nuances of rexe@s a means of
interrogating the established discourse to determine the root causes of current
interpretations.

Examination of these artists through the lens of reception theory has shown
that their participation in the art world challenged differsottial, cultural, and
artistic conventions, thereby illuminating the fact that coiNébdth specific viewing

context and socigultural contextl controls and determines the meaning of an

6465 T., OPoswar artists at auction: The price of being female.O

%47 Another contributing factor in FrankenthalerOs delayed positive reception intrevad worldOs
response to first generation Abstract Expressionists. One of the leading figures of the Abstract
Expressionist movement, Robert Motherwell, the man whom Helen Frankenthaler would later marry,
asserted that artists asked themselves Owhages we had been embarked on for the past ten years,
one that had become known as Abstract Expressionism, an adventure that was, as Alfred H. Barr, Jr.,
told me several times, the movement most hated and feared by other artists and by the art public in
American art history, even though its works were beginning to be respected and becoming influential
among artists abroad.O William C. Seitz, Dore Ashton, and Robert Mothédasttact Expressionist
Painting in AmericgCambridge: Harvard University Pre4983), xi. Motherwell alluded to the lag

time between Abstract Expressionist output and its critical and market approval and acceptance. On
the one hand, in the early 1950s, Abstract Expressionism was a respected, leading movement in the
arts community As Motherwell points out, however, the movement was established in the previous
decade. Broad critical approval ensued years after the movementOs inception, followed by market
popularity in the mid to latter 1950s. In fact, Abstract Expressionisnsingtda dominant presence in

the arts community that the movement defined the early 1950s. Carl Belz notes, Odevelopments in the
fine arts in the 19500s have suffered the same feitiiss comparisons that apply to American

culture generally. Bracketday the initial triumphs of Abstract Expressionism and the headlines
generated by Pop, Op, Minimal, and Conceptual Art, the fifties seem secondary, a time dominated by
the followers of Pollock, de Kooning, and Rothko, or a breeding ground for the eakly @falohns,

Noland, Stella, and others who critics lionized during the sixties. Carl Belakenthaler: the 1950s

exh. cat. (Waltham, Massachusetts: Rose Art Museum, Brandeis University, 1981), 8. Belz accurately
describes the 1950s, the period iniethFrankenthaler entered the art scene, as an artistic decade that
was eclipsed by the sensation of the surrounding arts movements formed in the preceding and
proceeding periods.
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object. Midcentury viewers thus instilled contemporary notionsacerand gender

into reception of the inherent qualities of thesefigurative objects. Subsequent

critics and scholars constructed meaning based on past critiques, the conditions of
their engagement with the objects, and current approaches to idgimgyart

worldOs explicit disavowal of the artistsO statements about their work and intent, in
which scholars and critics often clearly rejected or moderated associations between
these artists and prominent white, male,-cedtury artists, demonstratesansistent

and concerted effort to superimpose a raced and gendered reading onto their art. This
dissertation has established that this tendency was perpetuated throughout the mid to

latter decades of the twentieth century.
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Appendix 1: Auction Market Values

Helen Frankenthaler

Paint
Date

1978

1967

1969

1963

1977

1973

1960

1973

1957

1986

1952

1973

1984

1991

Sale
Date

2011

2011

2011

2011

2011

2011

2011

2010

2010

2010

2010

2010

2010

2010

2010

Sale Price

5500

254000

47500

68500

57500

104500

338500

43320

77680

146500

346550

374500

Title
Untitled
Untitled
Summer
Insignia
Untitled

Untitled

Yearning

Untitled

Travelogue |
White Beside
The Highway
Sante Fe

Shoreline

Distillation
Quattrocento

Aspens

257

Material
acrylic/paper

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canas
oil/canvas on
board
acrylic/canvas
acrylic/canvas
oil/paper
mixed
media/paper

oil/lcanvas

acrylic and
ink/canvas

acrylic/canvas

acrylic/canvas

Auction House

Swann Galleries
Samuel T.
Freeman & Co.
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Heritage Auction
Galleries
Heritage Auction
Galleries
Sotheby's New
York

Christe's New
York, Rockefeller
Center

Heritage Auction
Galleries
Sotheby's New
York



1979

1963

1980

1959

1977

1973

1961

1963

1975

1952

1981

1965

1971

1972

1989
1972

2010

2010

2010

2010

2010

2010

2010

2009

2009

2009

2009

2009

2009

2009

2009

2008
2008

290500

266500

206500

422500

18750

254500

43750

80500

482500

578500

314500

22500

21250

74500

4800
230500

Six OOclock
Light

Only Orange

Cote D'Argent

Woman's
Decision
Untitled
(painting for
cover of
book)

Dawn Stroke
Thanksgiving
Day

Untitled

Tuscany

Springscape

Shoreline

Azure

Untitled

Untitled

Pedestal
Menu from
Hans
Namuth's
Dinner Party

Pendulum

258

acrylic/canvas

oil/lcanvas

acrylic/canvas

oil/lcanvas

oil on linen

acrylic/canvas
stoneware
oil/paper

oil/lcanvas

acrylic/canvas

oil/lcanvas

acrylic/canvas

acrylic/canvas

watercolor/paper

welded steel

with found metal

and bolts

watercolor and
gouache/paper

acrylic/canvas

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Phillips, de Pury &
Company
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Swann Galleries

Christie's New



1967

1988

1964

1958

1976

1977

1989

1970

1983

1974

1974

1974

1973

1973

1974

1966

1979

1959

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2007

2007

2007

2007

2007

230500

662500

458500

278500

33350

58000

425000

769000

73000

265000

97000

601000

139000

229000

525970

37000

Juy
Understated

Black-Eyed
Susan

Saturn
Revisited
Soul of the
Albino
Cortez
Junction
Where
Necessary

Bullseye
Study for
Orange
Downpour
Untitled, 1983
Return and
Exit, 1974
Nadir Rising

Untitled

Untitled

Untitled
Cloud Harbor
Lifting

Lunar Edge
Labor Day,
1959

April IX
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acrylic/canvas

acrylic/canvas

acrylic/canvas
oil/canvas
acrylic/canvas
acrylic/canvas
acrylic/canvas
acrylic/paper
mixed
media/paper
acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas
acrylic/canvas
oil/canvas
acrylic/canvas
oil/canvas

oil/paper

York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Stair Galleries
William Doyle
Galleries

Ivey-Selkirk
Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Cornette De Saint
Cyr

Sotheby's New
York



1968

1969

1967

1962

1963

1976

1982

1963

1987

1979

1979

1965

1975

1964

1987

1956

2007

2007

2007

2007

2007

2007

2007

2007

2006

2006

2006

2006

2006

2006

2006

2006

2006

2005

2005

2005

28000

622400

144000

264000

276000

276000

450000

20060

180000

441600

475200

340800

385000

18000

33600

411200

72000

66000

168000

688000

April VIII

Glow I

Virgo

Sky Banner
Arcadia
Dawn Shapes
Isis

Untitled

Blue
Atmosphere
11

Haiku
Another Sea
Earliness
Basin
Untitled
Untitled

The Sound of
the Bassoon
Untitled
Untitled
Aqueduct

Hofburg
Palace

260

oil/paper

acrylic/canvas

acrylic/canvas

acrylic/canvas
oil/canvas
oil/canvas
acrylic/canvas

gouache/paper

acrylic/canvas

acrylic/canvas
acrylic/canvas
oil/canvas

acrylic/canvas
acrylic/canvas
gouache/paper

oil/lcanvas

acrylic/canvas
oil/canvas
acrylic/canvas

oil/lcanvas

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's London,
King Street
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Leslie Hindman
Auctioneers
Leslie Hindman
Auctioneers
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York



1963

1967

1989

1982

1973

1981

1985

1968

1968

1978

1979

1961

1961

1965

1967

1967

1985

1964

1975

2005

2005

2005

2005

2005

2005

2005

2005

2005

2004

2005

2004

2004

2004

2004

2004

2004

2004

2003

2003

307200

66000

9500

180000

419200

216@00

180000

10200

8500

130700

65730

13200

11000

197900

7800

6500

142400

72000

11400

New
Brunswick

Untitled
Tabhiti
Guardian
Angel

Off White
Square
Parrot Jungle
Inner
Sanctum

Untitled |

Untitled |

White Totem

Green and
Beyond

Untitled

Untitled

Sea Strip
Untitled 8
Untitled 8
Big Dipper
Untitled:
Abstract
Summer

Frame

Holiday

261

mixed
media/canvas

oil/lcanvas

pencil/paper

oil/canvas
acrylic/canvas
acrylic/canvas
acrylic/canvas
acrylic/paper

acrylic

acrylic/canvas

acrylic/canvas
oil/paper

oil
acrylic/canvas
acrylic/paperboa
rd

acrylic/card

acrylic/canvas

acrylic/paper
acrylic/canvas

acrylic/canvas

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Samuel T.
Freeman & Co.
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York, Arcade
Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York, Arcade
Sotheby's New
York

Christie's New
York, Rockefeller
Center
Sotheby's New
York, Arcade
Sotheby's New
York

Sotheby's New
York

Bonhams &
Butterfields, San
Francisco
Sotheby's New
York

Sotheby's New
York



1969

1959

1975

1955

1977

1966

1970

1967
1970

1967

1981

1975

1961

1986

1979

1986

1967

2003

2003

2003

2003

2003

2003

2003

2003

2003

2003

2002

2002

2002

2002

2002

2002

2002

2002

2001

72000

231500

153100

511500

73600

164300

153100
8050
9000
3750
4200

163500

35250

13150

42500

50790

4450

Lozenge
Courtyard of
El Greco's
House

Giant Step

Mountain
Storm

Thicket

Point Lookout

Herald
Emerson
Series Il
Untitled
Untitled
Untitled
Devil's Mist
Landmark

Holidays # 3

Untitled
Harbinger
Phoebe
Harbinger

Untitled

262

acrylic/canvas

oil/lcanvas

acrylic/canvas

oil/lcanvas

acrylic

acrylic/canvas

acrylic/anvas
acrylic/paper
oil/canvas
gouache/paper
acrylic/linen
acrylic/canvas
acrylic/canvas

acrylic/paper

oil/masonite
acrylic
acrylic/canvas
acrylic/canvas

gouache/paper
on board

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Villa Grisebach
Auktionen, Berlin
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Frank H Boos
Gallery

William Doyle
Galleries

William Doyle
Galleries

Swann Galleries
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Bonhams &
Butterfields, San
Francisco
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Auktion Bukard



1982
1970

1976

1964

1973

1970

1983

1974

1974

1961

1991

1975

1981

1964

1973

1962

1972

1962
1973

2001
2001

2001

2001

2001

2001

2000

2000

2000

2000

2000

2000

2000

2000

2000

2000

2000

2000

1999

1999
1999

52500
4200

56400

176500

76380

121250

3500

70500

88130

45000

14100

4630

81250

35250

43880

132500

34000

9775
12080

Coast
Untitled
The First of
the Year

Dusk

Crete
Summer View
Orange
downpour,
from Four
Pochoirs

Skybanner

Winter Blue
Ice Flow
Barbuda
Burnt Orange
Roof

Untitled
Holiday
Dance

Cloister

Yearning

Arcadia

Mustard cloud
Celebration
bouquet
Untitled

263

acrylic/canvas
acrylic/linen

acrylic/canvas

acrylic/canvas

acrylic/canvas

oil/lcanvas

acrylic

acrylic/canvas

acrylic
oil/canvas
acrylic
oil/masonite
oil
acrylic/canvas
acrylic/canvas
acrylic/canvas

acrylic/canvas

oil/lcanvas
acrylic

acrylic/canvas
acrylic/canvas

Sotheby's New
York

Swann Galleries
Chrisie's Los
Angeles
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Christie's Los
Angeles
Christie's Los
Angeles
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Christie's New
York "East"
Sotheby's London,
New Bond Street
Phillips, de Pury &
Conpany
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Phillips, de Pury &
Company
Christie's New
York "East"
Christie's New



1987

1977

1971

1963

1967

1989

1980

1986

1970

1989

1970

1989

1979

1973

1967

1960

1969

1977
1978

1999

1999

1999

1998

1998

1998

1998

1998

1998

1998

1998

1998

1998

1998

1997

1997

1997

1997
1997

99300

46000

13800

40250

74000

79500

4313

134500

51750

57500

48880

8050

68500
40250

Untitled

Tantric
Toward
Sanguine
Mood # 4

Center Break

Orange
Lozenge

Archangel

Arbor
Mozart's
Birthday

Untitled, 1970

Galileo

Ramparts

Exit East
Further Than
Green
Missing
Person's
Report
Summer
Window

Untitled
Chatham
Light

Camomile
Hug

264

acrylic/anvas

acrylic/canvas

watercolor/paper

oil/lcanvas

acrylic/canvas

acrylic/canvas
acrylic/canvas

acrylic/canva

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas
acrylic/canvas
oil/paper

acrylic/canvas

acrylic/canvas
acrylic/canvas

York "East"
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Bonhams &
Butterfields, San
Francisco
Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York
Sotheby's New
York
Sotheby's New
York
Sotheby's New
York
Sotheby's New
York
Sotheby's New



1976

1981

1976

1975

1967

1970

1977

1974

1973

1980

1969

1984

1969

1969

1962

1981

1973

1997

1997

1997

1997

1997

1997

1997

1997

1996

1996

1996

1996

1996

1996

1996

1996

1996

1996
1996

28750

43700

9200

34500

46000

37380

28750

46000

9500

104250

112500

27600

7500

Second Wind

Travelogue |

Crossing the
Border
August
Septenber

Cats Green
High
Frequency

Lilac Frost

Return and
Exit

Untitled

Labor Day

Source
Haze

Lozenge
Orange
downpour
Right Angle
Blue

Approach

Travelogue lI
Emerson
Series Il

Crete

265

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/paper

acrylic/canvas
acrylic/canvas
acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/paper

acryliclcanvas
acrylic/canvas
acrylic/canvas
acrylic

acrylic/anvas

oil/lcanvas

acrylic/canvas

acrylic

acrylic/canvas

York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York "East"
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Hart Gallery
Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Frank H Boos
Gallery

Christie's New



1988

1977

1985

1963

1963

1983

1976

1967

1984

1986

1982

1965

1968

1967

1970

1978

1975

1978

1995

1995

1995

1995

1995

1995

1995

1995

1995

1995

1995

1995

1995

1995

1995

1994

1994

1994

57500

6900

6325

49450

32200

9200

46000

103700

79500

46000

51750

6325

21850

68500

Ashes and
Embers

Lilac Frost

Wellspring

April VIII

April IX

Winter Blue

Burgundy

Untitled
Abstract
Composition

Taos
This
Morning's
Weather

Strike
Glow

OchreSquare
#2

January
Christman
Suite

Untitled (July
75)

Mistral

266

acrylic/canvas
acrylic/canvas

acrylic/canvas

oil/paper

oil/paper

acrylic/canvas

acrylic/canvas
oil/paper

acrylic/paper

acrylic/canvas

acrylic/canvas
acrylic/canvas
acrylic/canvas

acrylic/canvas

acrylic/canvas

oil/lcanvasboard

acrylic/paper

acrylic/canvas

York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

William Doyle
Galleries
Christie's Nw
York, Rockefeller
Center

Christie's New
York, Rockefeller



1962

1973

1978

1962

1976

1973

1976

1997

1961

1968

1985

1973

1968

1973

1973
1974

1994

1994

1994

1994

1994

1994

1994

1994

1994

1994

1993

1993

1993

1993

1993

1993

1993

1993
1993

31050

57500

8269

189500

46000

48880

57500

244500

79500
35000

Aracdia
Untitled
Pillow
Persephone
Celebrate H
M

Untitled

Blue
Caterpillar

Right Angle
Blue

Second Wind
Sea Green
Gliding
Figure

Blue North
White

Arabesques

Green Pass

Summer Core

Myth

Swan Lake Il

Living Edge
April Mood

267

oil/canvas
oil/paper
acrylic/canvas
acrylic/canvas
oil/canvas

acrylic

oil/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas
oil/canvasboard
acrylic/canvas
acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas

oil/lcanvas

acrylic/canvas
acrylic

Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

ChristieOs London
King Street
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sothely's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Grogan &



1973

1978

1986

1963

1963

1965

1982

1965

1979

1964

1984

1963

1960

1960

1985

1960

1964

1993

1993

1993

1993

1993

1992

1992

1992

1992

1992

1992

1992

1992

1992

1992

1992

1992

1991
1991

63000

63000

200500

7150

79750

46200

22000

8250

1650

1500

9900

17600

159500

11000
46750

Copper
Afternoon Il
White Totem
Mozart's
Birthday
Yellow
Clearing
Sun Shapes
Emerson

Series Il

Untitled
Yellow
Canyon
February's
Turn

Dusk

Covent
Garden Study

April |
Untitled
Untitled

Untitled

Untitled

Yellow Crater
London
Memos # 2

Ore

268

acrylic/canvas

acnylic/canvas

acrylic/canvas
oil/canvas

oil/lcanvas

acrylic/paper

mixed
media/paper

acrylic/canvas

oil/lcanvas

acrylic/canvas

acrylic/canvas
oil/paper
mixed
media/paper
ink/paper
mixed
media/paper
oil/canvas

oil/lcanvas

acrylic/paper
acrylic/canvas

Company
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York
Sotheby'sNew
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Saheby's New
York

Sotheby's New
York, Arcade
Sotheby's New
York

Sotheby's New
York

Christie's Nav
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New



1991

1990

1990

1990

1990

1990

1990

1990

1990

1990

1990

1990

1990

1990

1990

1990

1990

1990

1990
1990

93500

66000

41250

71500

52800

82500

14300

88000

715000

88000

82500

Golden Day

Arcadia
Brown Bird
Sky Farm
Years Later
Earth Watch
Acres

Sun Shapes

Kashmir
Brooding
Light

Burnt Orange
Roof

Third Floor
94th Street
Aladdin
Untitled
Earth Watch
Vanilla

Yellow
Caterpillar

Plume

Aqueduct
Cloud Slant
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acrylic/canvas

oil/canvas
oil/canvas
acrylic/canvas
oil/canvas
oil/canvas
oil/canvas

oil/lcanvas

acrylic/canvas

acrylic/canvas
oil/panel
gouache/paperhbc
ard
acrylic/canvas
acrylic/canvas
oil/canvas

acrylic/canvas

oil/lcanvas

acrylic/canvas

acrylic/canvas

acrylic/canvas

York

Christies New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sothdoy's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York
Sotheby'sNew
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New



1981

1973

1990

1990

1990

1990

1989

1989

1989

1989

1989

1989

1989

1989

1989

1989

1989

1989

1989

1989

30250

13200

19000

9350

88000

159500

165000

41800

649000

110000

77000

60500

13200

132000

200000

104500

71500

Untitled
Untitled
Montauk VI
Untitled
Untitled
Eightin a
Square
Cloud Edge

Figure in a
Landscape

Untitled
Orange
Shapes in
Frame

Tone Shapes

Sphinx

August Deep

Untitled

Logging

Cravat

Ginger Box
Higher
Threshold

270

acrylic/paper
oil/canvasboard
mixed
media/paper
acrylic/card
acrylic/canvas
acrylic/canvas

oil/lcanvas

oil/lcanvas

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/canvas

acrylic/paper

acrylic/canvas

acrylic/cad

acrylic/canvas

acrylic/canvas

York, Rockefeller
Center

Sotkeby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeler
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York



1963

1969

1977

1979

1971

1978

1961

1974

1974

1970

1975

1989

1989

1988

1988

1988

1988

1988

1988

1988

1988

1988

1987

1987

1987

1987

1987

1987

1987

1987

1987

19810

65000

90000

75000

90000

12000

17000

37000

170000

19000

40000

65000

9500

80000

38000

35000

8500

4500

7500

7500

Untitled

March
Passage

One o'clock

Reunion

Untitled
New Year's
Series IV
Green and
beyond

China
Face of the
landscape

Virgo
Lunar table
Toward
sanguine
mood

China ll

August deep

Black shapes

in off-square

Untitled
Brooding
Light

Untitled
Untitled,
Merry
Christman
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acrylic/paper

acrylic/card
acrylic/card

acrylic

acrylic
acrylic
acrylic

acrylic

acrylic
acrylic
acrylic/card

acrylic

acrylic

acrylic

acrylic
acrylic/canvas
acrylic
acrylic

acrylic

acrylic

Sotheby's New
York

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York
Sotheby's New
York

Christie's New
York, Rockefeller
Center
Sotheby's New
York
Sotheby's New
York
Sotheby's New
York
Sotheby's New
York

Sotheby's New
York



1970

1978

1958

1962

1973

1966

1978

1975

1975

1973

1961

1977

1980

1970

1968

1973

1987

1986

1986

1986

1986

1986

1986

1986

1986

1986

1985

1985

1985

1985

1984

1984

1984

1984

3025

20000

12000

6000

72500

8500

50000

42000

34000

47500

8500

71500

12000

28000

20000

40000

55000

40000

Untitled, 1970 acrylic
White Rose of
Sharon acrylic
Number I-

Madrid Series oil
Untitled acrylic

Summer Harp acrylic

Untitled acrylic

Earth Strata  acrylic

Tiger's milk  acrylic

Jockey acrylic
Enigma acrylic
Untitled acrylic
Boulevard acrylic
Untitled oil

Camomile acrylic
Maverick acrylic
Medina acrylic

Horoscope for
KB acrylic

Green pass  acrylic
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Bonhams &
Butterfields, San
Francisco
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York
Sotheby'sNew
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center



1979

1972

1980

1970

1970

1974

1979

1964

1977

1963

1972

1973

1984

1984

1984

1984

1984

1984

1983

1983

1983

1983

1983

1982

1982

1982

1982

1982

45000

11000

60000

65000

25000

8000

7000

48000

60000

25000

7000

80000

5000

33000

38000

38000

Enigma
Untitled

Float

4-Color space

Glacial blue

New China

Shippan
Christmas

Carnival
overture

Arriving in
Africa

The elusive
one

New Year's
Series Il
Red support
Untitled
March

Lower
threshold

Green pass

acrylic
acrylic

acrylic

acrylic

acrylic

acrylic

acrylic

acrylic

acrylic

acrylic

acrylic

acrylic
acrylic

acrylic

acrylic

acrylic

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

William Doyle
Galleries
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center
Sotheby's New
York

See OAuction Records foeldn Frankenthaler &skArt: The ArtistsO Blueboalccessed July 5, 2011,

http://www.askart.com/AskART/artists/search/Search_Repeat.aspx?searchtype=AUCTION_RECORD

S&artist=30037.
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Norman Lewis

Paint Sale Sqle
Date Date Price
1948 2011 15000
1964 2011
1960 2011 2032
1960 2011 2868
1947 2011
1955 2011 50000
1943 2011 33600
1948 2011 43200
1953 2011
1961 2011 16800
1975 2010
1960 2010 3585
1960 2010 3585
1960 2010 3585
1960 2010
- 2010 1195
1960 2010
1960 2010 24000

Title

"Winter
Games"
"Abstract
Composition™

Untitled
Untitled

For Victor
Dark Horizon
(seascape)
Untitled
(Policeman
Beating an
African-
American Man)
Crossing
Under Sea
Untitled
(Abstract
Composition)

Block Island
Untitled
Untitled
Untitled
Untitled
Untitled
Untitled

Many Faces of
Legend Il

274

Material

oil/masonite
mixed

media/paper
pastel/paper
pastel/paper

collage/board

oil/lcanvas

watercolor and
gouache/paper
oil/canvas
oil/canvas

oil/paper

oil/canvas
pastel/paper
pastel/paper
pastel and
oil/paper
pastel/paper
pastel/paper

pastel/paper

oil/lcanvas

Auction House

Treadway/Toomey

Treadway/Toomey
Heritage Auction
Galleries
Heritage Auction
Galleries

Sloans and
Kenyon
Sotheby's New
York

Swann Gakkries
Swann Galleries
Swann Galleries

Swann Galleries
Christie's New
York, Rockefeller
Center

Heritage Auction
Galleries
Heritage Auction
Galleries
Heritage Auction
Galleries
HeritageAuction
Galleries
Heritage Auction
Galleries
Heritage Auction
Galleries

Swann Galleries



1976

1949

1960

1945
1946

1949

1949

1958

1953

1954

1946

1940

1952
1961
1961

1960

1975

1952

1953

1959

1961

2010

2010

2010

2010
2010

2010

2010

2010

2010

2010

2010

2010

2010

2010
2010
2010

2010

2010

2009

2009

2009

2009

8400

43750

4375

12000
48000

21600

18000

10760

403

1750

43750

25000

55200

4320

78000

4800

15600

5280

Untitled

Untitled

Untitled
Conversation
(Two Abstract
Heads)
Bassist
Untitled
(Abstract
Cityscape)
City Night
Untitled
(Monkeys)

Untitled

Untitled, 1953

Untitled #1
Untitled (Doors
Red)

Untitled (Man
Reading)
Untitled
(Abstract
Composition in
Purple)
Untitled
Untitled
Midnight
Carnaval
Untitled
(Abstract
Composition)
Sinister Doings
by Gaslight
Seaside
Untitled
(Dancing
Figures)
Untitled
(Abstract

275

oil/paper

oil/lcanvas

pigment/paper

pen and ink with
pastel
oil/canvas

pen and ink with
brush/paper
oil/panel
pastel/paper

pencil/paper

oil/paper

oil/lcanvas

oil/canvas
pen and
ink/paper

watercolor and
ink/paper
oil/paper
oil/paper
watercolor and
ink/paper

oil/paper

oil/canvas
oil/paper

oil, pen and
ink/paper

oil/paper

Swann Gallaes
Sotheby's New
York

Christie's New
York, Rockefeller
Center

Swann Galleries
Swann Galleries

Swann Galleries
Swann Galleries
Heritage Auction
Galleries

Aspire Auctions,
Cleveland
William Doyle
Galleries
Christie's New
York, Rockefeller
Center

Sothebys New
York

Swann Galleries

Swann Galleries
Swann Galleries
Swann Galleries

Swann Galleries

Swann Galleries
Swann Galleries
Swann Galleries
Swann Galleries

Swann Galleries



1964

1970

1970

1959

1943
1937
1949

1961

1963

1960
1960
1964

1976

1956

1954

1963

1960

1963

1960
1960

2009

2009

2009

2009

2009
2009
2009

2009

2009

2008

2008
2008
2008

2008

2008

2008

2008

2008

2008

2008
2008

9600

3250

28800

10800

4375

2500

312000

9600

86500

Composition)

Untitled (Blue
Waves)

Untitled

Untitled

Untitled, 1959
Construction
Workers/Rural
Landscape-
doublesided
Two Barns
Fireflower
Untitled (Three
Figures)

Abstraction

Untitled, 1963
Abstraction,
1960

Sunset #2
Untitled
Untitled
(Abstract
Composition)

Pine Top #1
The Aftermah

Untitled
Abstraction,
1960

Figures
Entwined, 1963
Untitled (black
and Blue
Composition)
Untitled (Nude)
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oil/paper

ink, wash and
crayon/paper

ink, wash and
crayon/paper

oil/paper

watercolor/papel
watercolor/papel
oil/canvas

oil/paper
pastel/paper

ink/board
mixed
media/paper
oil/canvas
oil/canvas

oil and dry
brush/paper
oil/canvas
oil/paper
ink/plaster

mixed
media/paper

oil/paper

oil/paper
oil/paper

Swann Galleris
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Leslie Hindman
Auctioneers

Swann Galleries
Swann Galleries
Swann Galleries

Swam Gallleries
William Doyle
Galleries
William Doyle
Galleries
William Doyle
Galleries
Swann Gaktries
Swann Galleries

Swann Galleries
Christie's New
York, Rockefeller
Center

Swann Galleries
William Doyle
Galleries

William Doyle
Galleries

New Orleans
Auction Galleries
Inc

Swann Galleries
Swann Galleries



1960 2008

1961 2008

1978 2008

2008
2007
2007

1950
1954

1960
1963
1964

2007
2007
2007

1950 2006

2005

1960

2005

2005

2005

1959 2005

1937 2001

18000

26000

4320
56000
40000

20400

10800

22800

22000

12000

2900

Untitled
(Yellow and
Green
Composition)
Untitled
(Composition
with Figures)
Untitled (Blue
Seascape)

Little People
Street Music
Untitled

Many Faces of
Legend #1
Untitled
Untitled

Untitled
Still life with
Daisies in a
Glass Jar

Midnight
Minstrels
Abstract
Vertical Form
Untitled
(Abstract Form)

Countless
Upward
Rolling
Landscape

pastel/paper

colored pencils

and
crayons/paper

oil/paper
ink/paper
oil/canvas
oil/canvas
oil/canvas
crayon/paper

ink/paper

oil/board

oil/canvas
mixed
media/paper
mixed
media/paper

oil/linen

oil/paper

Swann Galleries

Swann Galleries

Swann Galleries
New Orleans
Auction Galleries
Inc

Swann Galleries
Swann Galleries

Swann Galleries
Swann Galleries
Swann Galleries
William Doyle
Galleries

William Doyle
Galleries
Christie's New
York, Rockefeller
Center

Swann Galleris

Swann Galleries
Christie's New
York, Rockefeller
Center

watercolor/papel Treadway/Toomey

See OAuction RecordsrfNorman Lewis,@skArt: The ArtistsO Blueboakcessed July 5, 2011,

http://www.askart.com/AskART/artists/search/Search_Repeat.aspx?searchtype=AUCTION_RECORD

S&artist=101558.
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Alma Thomas

Paint
Date

1976

1960

1964

1974

1971

1975

1971

1970

1969

1975

Sale Sale
Date Price
2011 11250
2011 10800
2011 36000
2011 4,750
2011 17000
2010

2010

2009 8400
2009

2009

2008 4000
2008

2008

Title

Untitled

Untitled (Abstract
Composition)
Untitled
(Abstraction in
Blue) (oil/canvas)

From the Sky

Untitled

Untitled (Circular
Composition)
Untitled (Abstract
Composition)
Untitled
(Concentric
Circles)

Milky Way
Untitled
(Rectangular

Composition) and

Untitled (Circular
Composition)
Untitled
Abstraction in
White, Blue,
Yellow and Red

Untitled

Garden

278

Material

acrylic/paper
watercolor and
ink/paper
oil/carvas
watercolor/paper
acrylic/paper
gouache with
pencil/paper
acrylic/paper
acrylic over

pencil/paper

acrylic/canvas

acrylic and
watercolor/paper

watercolor and
ink/paper

acrylic/paper

Auction House

William Doyle
Galleries

Swann Galleries

Swann Galleries
J Levine Auction
& Appraisal LLC
J Levine Auction
& Appraisal LLC

Swann Gakkries

Swann Galleries

Swann Galleries
Weschler's
Auctioneers &
Appraisers

Swann Galleries

Weschler's
Auctioneers &
Appraisers
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center



1978 2008

M -
2008

1957

2008
2008

1960
1971

1972

2008
2008

2007
2007
2007

2007

2007
2006
2006
1967 2005

. 2005

1972 2005

g

8125

43000

157000

48000

12000
16000

14000

28000

50000

49000

16000

6000

50530

15280

13000

32000

9775

Untitled (Red)
Untitled

Springtime in
Washington

Saturn

Untitled

Untitled (Abstrat
Composition)
Untitled
Abstraction in
Blue, Green,
Yellow and
Orange

Untitled
Abstraction in
Blue and Brown

Rainbow

Milky Way
Dark Orange
Azaleas

Untitled in Blue
and Orange

Red Display of
Fall Leaves

Untitled

Untitled

Stars and their
Display

Untitled

279

acrylic, ink and
graphite/paper

acrylic/pape

acrylic/canvas

oil/canvas
oil/canvas
watercolor and
ink/paper
watercolor/paper

watercolor/paper

acrylic/canvas

acrylic/canvasboarc

acrylic/canvas

acrylic/paper

acrylic/paper

acrylic/canvas

mixed media/paper

acrylic/vellum

acrylic/canvas

watercolor/pape

Christie's New
York, Rockefeller
Center

Samuel T. Freema
& Co.

Christie's New
York, Rockefeller
Center

Bonhams New
York

Swann Galleries

Swann Galleries
Swann Galleries

Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers

Swann Galleries
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &



1970 2005
2004

2004

2004

H
©
(o2}
o

2004
1960 2004
2004

2004

1967 2003

1971 2003

1973 2003
2003
2003

2003

1968 2003

1976 2003

1974 2002

2001

1970 2001

144000
1700

9000

7500

3900

3250

6600

9600

11500

7475

47150

69000

33000

21600

28680

113530

9200

23000

37750

Red Violet
Nursery From
Above
Untitled

Untitled
Untitled
Untitled
Untitled
Untitled

Untitled

Untitled

Untitled
Sparkling Leaves
Among Pink
Roses
Splashdown of
Apollo

Untitled

Untitled

Azaleas in Spring
Garden of Blue
Flowers
Rhapsody
Untitled

Dahlias in the
Fall

Spring Displays a
Rock Garden

280

acrylic/canvas
tempera/paper

mixed media/paper
watercolor and
gouache/paper
mixed media/paper
watercolor and
gouache/paper
mixed medigaper

mixed media/paper

mixed media/paper

watercolor/paper

acrylic/canvas
acrylic/canvas
acrylic/canvas

acrylic/canas

oil/lcanvas

acrylic/canvas

watercolor/canvas

acrylic/canvas

acrylic/canvas

Appraisers

Christie's New
York, Rockefeller
Center

Swann Galleries
Sotheby's New
York, Arcade
Sotheby's New
York
Sotheby's New
York, Arcade
Sotheby's New
York
Sotheby's New
York
Sotheby's New
York
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers

Swann Galleries
Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Phillips, de Pury &
Company
Weschles
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &



Appraisers

Weschler's

Auctioneers &
1973 2001 43050 Fiery Sunset acrylic/canvas Appraisers

Weschler's

Auctioneers &
1966 2001 4255 Untitled watercolor/paper  Appraisers

Sotheby's New
1976 2000 30650 Sunset Duet acrylic/canvas York

Weschler's

Morning in the Auctioneers &
1973 1998 18400 Bowl of Night acrylic/canvas Appraisers
Weschler's

Auctioneers &
1997 1150 Blue Abstraction watercolor/paper  Appraisers
Weschler's
Auctioneers &
1997 575 Dashes watercolor/paper  Appraisers
Christie's New
Babbling Brook York, Rockefeller
1976 1997 63500 and Whistling acrylic/canvas Center
Weschler's
Auctioneers &
1968 1996 17000 Burst of beauty acrylic Appraisers
Weschler's
Auctioneers &
1991 1430 Flash of Spring  acrylic/canvasboarc Appraisers
Weschler's
Auctioneers &
1990 1772 Gift of Spring acrylic/canvas Appraisers

See OAuction Records for Aima Thomalss&Art: The ArtistsO Blueboakccessed July 5, 2011,
http://www.askart.com/AskART/artists/search/Search_Repeat.aspx?searchtype=AUCTION_RECORD
S&artist=30109.
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Mark Tobey

Paint
Date

1957

1965

1965

1956

1957

1966

1970

1966

1968

1969

1957

1961

1974

1961

1964

1965

1967

1928
1974

Sale Sale
Date Price

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011
2011

97180

22600

22600

5649

2824

2824

Title

Beach Fragmeni
Untitled
(Abstract
Composition)
White and Rose
Composition
Sumi
Composition

Composition

Untitled

Untitled

Untitled
Untitled
Hoarfrost
Untitled

Untitled (Head)
Untitled
(Portrait of a
young woman)
Untitled (Head
with red lips)

Untitled

Untitled (female
figure)

Head

282

Material

tempera/paper

gouache/paper
mixed media/board

ink/paper

ink/paper
watercolor and
gouache/paper
pencil and
chalk/paper
tempera over
monotype with
tempera/paper
tempera over
monotype with
tempera/paper
tempera over
monotype with
tempera/paper

ink/vellum
gouache/board
mixed media/paper
watercolor/vellum
mixed media/paper
watercolor over
monotype/paper

watercolor/paper

bronze
glass

Auction House

Sotheby's London

Los Angeles
Modern Auctions
Christie's, London
Hauswedell &
Nolte
Hauswedell &
Nolte
Hauswedell &
Nolte
Hauswedell &
Nolte

Kunsthaus
Lempertz

Kunsthaus
Lempertz

Kunsthaus
Lempertz

Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen

Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Christie's Paris



1960

1958

1964

1933

1956

1961

1969

1964

1969

1966

1967

1957

1967

1954

1955

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

2011

12710

2965

9300

3135

1140

4000

9904

85400

5762

7993

7327

12500

4320

2738

2859

Composizione

Homme vu de
dos

Composition

Untitled, 1970
Untitled, 1961
Untitled, 1953

Still Life, 1933
1934

"Entombment"

Untitled Monk
Untitled Cubist
Portrait (Double
Sided)
Landscape
Untitled
Caprice

Head

Sans titre, 1969
Kompasition
Komposition
Cat in the
Clouds

Untitled

Sans titre

Sans titre

283

watercolor and
tempera/paper
watercolor and
pencil and bdlpoint
pen/paper
watercolor and
gouache/paper

watercolor/paper

watercolor/paper
chalk and

Sotheby's Milan

Millon &
Associates

Pierre Berge

Rago Arts and
Auction Center
Rago Arts and
Auction Center
Rago Arts and

tempera/paperboard Auction Center

oil and
tempera/canvas

tempera/paper

ink wash/paper

waxed pastel/paper
gouache and
charcoal/paper

gouache/cardboard
gouache/paper

gouache/paper
tempera and
monotype/paper
oil on paper
on/canvas

watercolor on paper

on/canvas

gouache/paper
watercolor and ink
and collage/pape
gouache and
pigment/paper
watercolor and
gouache/paper

Phillips, de Pury &
Company
Mroczek Brothers
Auctioneers &
Associates
Mroczek Brothers
Auctioneers &
Associates
Mroczek Brothers
Auctioneers &
Associates

Tajan, Paris
Bonhams New
York
Bonhams New
York

Ketterer Kunst,
Munich

Piasa
Christie's, Zurich

Christie's, Zurich
Sotheby's, New
York

Swann Galleries
Etienne de
Baecque
Richmondde
Lamaze



1967

1968

1966

1962

1964

1940

1940

1940

1940

1934
1966

1966

1953

1960

1934

1964

1942

2011

2011

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

34230

24120

5915

6227

2350

2611

3655

12110

15240

4236

7930

4664

3125

1300

Composition

Untitled

Senza titolo
Composition in
Gold

Head

Untitled (shell
figure)

Untitled (faces
and shell)

Untitled (face)
Untitled (shell)
Untitled

Untitled
Sinnierende
Frau beim
Abendessen

Untitled

Senza titolo
Senza titolo,
1966

Untitled

Composition
RYckenansicht
eines Samurais
mit Schwert
Abstrakte
Komposition
Untitled (letter),
1964

"Pike Street
Market, Figure

284

monotype and
gouache on hand
made paper
watercolor and
gouache/paper on
board

tempera/paper

gold/paper
gouache and
monotype/paper
watercolor and
pencil/vellum
watercolor and
pencil/paper
watercolor and
pencil/paper
watercolor and
pencil/paper

tempera/vellum
monotype and
tempera/vbum

oil/board
watercolor/paper
tempera on
styrofoam

gouache/paper
chalk with

Christie's Londa,
King Street

Sotheby's London,
New Bond Street
Finarte
Semenzato,
Milano
Dorotheum,
Vienna
Hauswedell &
Nolte

Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen

Galerie Fischer
Auktionen AG
Germann

Porro & C.

Meeting Art
Rago Arts and

tempera/paperboard Auction Center

gouache/paper on
board
watercolorpaper
sepia/canvas
mixed media/paper

ink/paper

Rago Arts and
Auction Center

Dobiaschofsky
Auktionen, Bern
Dobiaschofsky
Auktionen, Bern
Phillips, de Pury &
Company

Pacific Galleries
Fine Art Auction



1957

1961

1966

1967

1968

1941

1961

1966

1958

1955

1961

1966

1966

1962
1961

1964
1966

1966

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010
2010

2010
2010

2010

4721

2741

2893

11890

4250

8099

7500

12500

3750

1750

6928

7558

4724
6928

7243
4409

4094

Study”

Senza titolo

Open Space

Palette
Untitled
Untitled
Untitled
Composition in

white, blue, and
grey

"Two Market
Figures"

Senza titolo (for
Claire)

Untitled
Tablet in Blue
and White
Untitled
Untitled

Sans titre (2)
Sans titre

Sans titre (2)
Sans titre

Sans titre (2)
Sans titre

Sans titre

285

ink/paper

tempera/paper

tempera/paper
watercolor and
ink/paper

mixed media/paper
mixed media/paper

tempera and
glue/paper

watercolor/paper

monotype and
tempera/paper
gouache and
monotype/paper
tempera with
watercolor and
ink/paper

watercolor/paper

ink/paper
watercolor/paper
watercolor and ink
and wash/paper
watercolor and
gouache/paper
watercolor/paper
watercolor and
gouache/paper
watercolor/paper
watercolor and
pastelpaper

Finarte
Semenzato,
Venezia
Finarte
Semenzato,
Venezia
Finarte
Semenzato,
Venezia
Bukowski
Stockholm
Bukowski
Stockholm
Bukowski
Stockholm

Ketterer Kunst,
Munich

Pacific Galleries
Fine Art Auction
Finarte
Semenzato,
Milano
Sotheby'sNew
York

Christie's New
York, Rockefeller
Center
Christie's New
York, Rockefeller
Center
Christies New
York, Rockefeller
Center

Christie's Paris
Christie's Paris

Christie's Paris
Christie's Paris

Christie's Paris
Christie's Paris

Christie's Paris



1969
1968

1969

1952

1956

1965

1954

1967
L
1961
1964
1968
1968
1955

1970
1972

1962
1969

1970

2010
2010

2010

2010

2010

2010

2010

2010
2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010
2010

3464
5984

14170

9448

6228

17140

10760

2400

2906

3995

10390

2444

3557

1400

6508

4881

960

943
2300

Sans titre
Sans titre

Sans titre

Sans titre
Composition
The Way Nature
Draws at Night
Ohne Titel

Head

Untitled
Clown Motif-
Signature

Untitled

Untitled

Ohne Titel
Ohne Titel
SeaAbyss, 1955
Senza titolo,
1970 circa
Abstract
Composition,
1972

Komposition in
Gold

Ohne Titel
Ohne Titel
Dancer

Deux
personnages

Two figures in

286

gouache/paper
gouache/paper
watercolor and
gouache/paper
watercolor and
gouache/paper

ink/paper

tempera on foam
watercolor ad
gouache and
ink/paper
watercolor and
crayon/paper
collage/paper

gouache/paper
gouache/vellum

gouache/vellum

tempera/cardboard

gouache/paper
tempera and
ink/paper
tempera on
styrofoam

watercolor/paper

scratch drawing on

gilt-plated plastic
foil

tempera with
monotype/vellum

watercolor/paper
tempera/paper

watercolor/paper

tempera/board

Christie's Paris
Christie's Paris

Christie's Paris

Christie's Paris
Versailles
EncheresRoyere-
Lajeunesse
Galerie Koller,
AG, Zurich

Galerie Kornfeld
and Cie

Swann Galleries
Swann Galleries
Charlton Hall
Galleries, Inc.
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Kunsthaus
Lempertz
Kunsthaus
Lempertz
Etienne de
Baecque

Porro & C.

Ivey-Selkirk

Ketterer Kunst,
Munich

Ketterer Kunst,
Munich

Ketterer Kunst,
Munich

Litchfield County
Auctions

Millon &
Associates

Pacific Galleries



1958

1968

1960

1961

1957

1960

1953

1957

1965

1966

1959

1968

1962

1969

1960
1961

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2010

2009

2009

2009

2009

2009

2009
2009

2506

105110

2737

6270

1750

625

1188

13460

3267

18090

Green

Little Theatre
no. 26', 1958

Senza titolo,
1968
Senza titolo

(testa di donna

in profilo), 19

Senza titolo,
1961

Red, White a
Blue Town

Sans titre
Untitled-
Vertical Ink
Abstract

60

nd

Space Intervals

Untitled

Untitled (figure

and dog)

Untitled

Sans titre
Composition

in

white, blue, and

grey
Composition
gold
Cloud (Sans
titre)

Untitled
Phantoms of
memory
Untitled

in

the

287

mixed media/paper

tempera and
monotype/paper

tempera and
monotype/paper

tempera and
monotype/paper

tempera/card
gouache/paper

watercolor and
ink/paper

tempera and
watercolor/paper

gouache/paper

oil and ink/paper

watercolor and
gouache/paper
ink and

gouache/paper

tempera and
glue/paper

paper/plastic
tempera and
monotype/paper

crayon, color pencil,
pencil, baltpoint pen
and ink wash/paper

tempera and
glue/paper

Fine Art Auction

Bonhams Bond
Street

Finarte
Semenzato,
Venezia

Finarte
Semenzato,
Venezia

Finarte
Semenzato,
Venezia
Christie's London,
King Street
Catherine
Charbonneaux
Mroczek Brothers
Auctioneers &
Associates
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Cornette De Saint
Cyr

Piasa
Piasa
Piasa
Kunsthaus
Lemperk

Karl & Faber
Kunstauktionen

mixed media/vellum Van Ham



1964

1967

1962

1963

1966

1958

1947

1967

1966
1966

1954

1967

1955

1967
1971

2009

2009

2009

2009

2009

2009

2009

2009

2009

2009

2009

2009

2009
2009

2009

2009

2009

2009

2009

2009
2009

4233

3566

3566

4101

9251

3726

11350

6120

2750

798

8125
4375

Untitled (Four
figures)

Heads
Untitled
Ohne Titel
Ohne Titel
Ohne Titel
Ohne Titel
Ohne Titel

Ohne Titel

Southern Sky

Skid Road
Composition
sandgitre

Dancer
Untitled

Untitled, 1954
Senzaitolo,
1967

Untitled (Little
Lady)

Astarte

Untitled -
Market Sketch

Untitled
Untitled
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watercolor/vellum

mixed media/vellum

watercolor/vellum
watercolor and

gouache/cardboard

watercolor/paper
tempera/paper
tempera/paper
tempera/paper
tempera and India
ink/paper
tempera/paper

gouache with
pastel/paper

mixed media/paper

tempera/paper
watercolor/paper

tempera/paper
tempera/paper
ink and

tempera/paper

tempera/paper on
board

ink and wash/paper

watercolor/paper

gouache and

Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Villa Grisebach
Auktionen, Berlin
Villa Grisebach
Auktionen, Berlin
Villa Grisebach
Auktionen, Berlin
Villa Grisebach
Auktionen, Berlin
Villa Grisebach
Auktionen, Berlin
Villa Grisebach
Auktionen, Berlin
Neumeister
Kunstauktionen,
Munich
Christie's New
York, Rockefeller
Center

Kahn-Dumousset
Litchfield County
Auctions
Nagel Auktionen
Heritage Auction
Galleries

Meeting Art
Christie's New
York, Rockefeller
Center
Sotheby's, New
York

Mroczek Brothers
Auctioneers &
Associates
Christie's New
York, Rockefeller
Center

Christie's New



2009

2009

1954 2009

2009

1968
1968

2009
2009
1954 2009

1958 2009

1966 2009

1968 2009
2009
1959 2009
1966 2009
1964 2009
1962 2009
2009

1966
1969
1956
1962

2009
2009
2009
2009

1956
1972

2009
2009

5625

1037

12890

13870

208

3061

3618

5566

1658

6084
4143

Untitled

Untitled
Untitled
(Composition
with Figures) (2)
Deux
personnages
Composition in
white, blue, and
grey

Sans titre

The Kabuki
Dancers
Composition,
white and rose

Autografo
Untitled

Head

Untitled

Red

Untitled
Composition in
Gold

Cloud

Black Painting
66

Senza Titolo

Senza Titolo
Senza Titolo

Landscape
Sans Titre, 1972
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ink/paper

gouache/paper
watercolor and ink,
pencil and
glue/paper
gouache, graphite,
watercolor and
ink/paper

watercolor/paper
tempera/paper
tempera/paper
oil and

tempera/paper

tempera/paper

ink/paper

watercolor on tissue

paper
gouache/vellum
gouache/vellum
gouache/paper

watercolor and
varnish/paper

mixed media/paper

tempera over
monotype/canvas

gouache/canvas
tempera/paper

tempera/cardboard

tempera/paper
gouache and
charcoal/paper
oil/canvas

York, Rockefeller
Center

Chrigie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Millon &
Associates

Ketterer Kunst,
Munich

Piasa

Galerie Kornfeld
and Cie

Galerie Kornfeld
and Cie

Finarte
Semenzato,
Venezia

Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen

Germann
Germann

Germann

Sotheby's Milan
Sotheby's Milan
Sotheby's Milan

Tajan, Paris
Cornette De Saint



1972

1966

1955

1961

1968

1959

1960

1954
1959

1952

1954

1962
1959
1953

1969

1966

1939

1961

2009

2009

2009

2009

2009

2009

2009

2009
2009

2009

2009

2009

2009

2008
2008
2008

2008

2008

2008

2008

4143

5333

13000

4375

6000

3000

66030

2784

3796

Sans Titre, 1972 gouache/paper

Utan titel

Untitled (little
Lady)

Small Head
(Sans Titre),
1961

Sans titre, circa

1968

Textures

Untitled

Composition
Rhythms
Nudes in a
Boudoir

Untitled
(Darwin)

Untitled
Untitled
(Composition
with Figures)

Sanza titolo
Rhythms
Sans titre

Composition in
Red, circa 1969
Black Painting,

1966
Male portrait
(Selfportrait?)

Dream
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mixed media/paper

ink and
tempera/paper

tempera/paper
tempera on
monotype

pencil and
tempera/paper
watercolor and
pencil heightened
with white/paper

tempera/board
tempera/paper

chalk/paper on boart

watercolor/paper

gouache/paper
diptychrgouache,

graphite, watercolor

and ink/paper

mixed media/paper

tempera/paper
tempera/paper

watercolor/paper
gouache/paper
oil/cardboard

watercolor/vellum

Cyr

Cornette De Saint
Cyr

Stockholm
Auctionsverk
Christie's New
York, Rockefeller
Center

Piasa

Piasa
Bonhams
Knightsbridge

Bonhams
Knightsbridge
Sotheby's New
York

Wright

William Doyle
Galleries
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Certer

Finarte
Semenzato,
Milano

Wright

Christie's Paris
Galerie Kolle,
AG, Zurich
Galerie Koller,
AG, Zurich

Van Ham
Kunstauktionen
Van Ham
Kunstauktionen



1964

1964

1967
1966
1966

1962

1968

1968

1972
1967

1959

1956

1954

1933

1957

1960

1961

1966

1967
1941

2008

2008

2008
2008
2008
2008

2008

2008

2008

2008

2008
2008

2008

2008

2008

2008

2008

2008

2008

2008

2008
2008

4429

3417
7429

2809

2160

2400
2200

47500

12500

1125

Meeting
Untitled (Four
figures)

Glue

Rising Hills
Senza titolo
Senza titolo
Composition in
gold, 1962
Composition in
white, blue, and
grey, 1%8
Portrait, 1951
Untitled 1,

1972; Untitled
2: Two Works

Untitled, 1972
Untitled, 1967

Untitled

Untitled

Untitled

Still Life

Untitled
Small Head
Head
Ohne Titel

Ohne Titel
Market Scene,

291

lacquer over
watercolor/vellum

watercolor/vellum
lacquer over

watercolor/vellum
watercolor/paper
watercolor/paper
watercolor/paper

gold leaf/paper

glue and
tempera/paper
pastel and
pencil/paper

watercolor and
gouache/paper

tempera/paper
watercolor/paper

tempera/paper

tempera/paper on
board

tempera/board
oil and
tempera/canvas

ink/paper on board
monotype with
tempera/paper
monotype with
tempera/paper
monotype with
tempera/paper
monotype with
tempera/pagr
ink/paper

Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Christie's, Milan
Christie's, Milan
Christie's, Milan

Piasa

Piasa

Piasa

Swann Galleries
Bonhams &
Butterfields San
Francisco
Ivey-Selkirk
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

William Doyle
Galleries
Christie's New
York, Rockefeller
Center

Ketterer Kunst,
Hamburg
Ketterer Kunst,
Hamburg
Ketterer Kunst,
Hamburg
Ketterer Kunst,
Hamburg

William Doyle



1934

1956

1966

1951

1967

1958

1952

1959

1969

1968

1961

1925

1962

1967

1970

1970

1970

1968

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2921

16250

5686

5686

6634

1941

Nudes in a
Boudoir

Figures

Landscape

Composition

Portrait

Composition

Homme vu de

dos

Untitled
(Darwin) -
double sided

Untitled
Cloud
(unnamed)
Composition
and green
(unnamed)
small head
(unnamed)

Clown

Komposition
Komposition
Kompostion
Komposition
Komposition

Composition
Red

red

in

292

chalk/paper

ink and wash/paper

Gouache and
charcoal/paper

China ink and ink
wash/paper

pastels and colored

pencil/paper

watercolor/paper
watercolor and
pencil/paper

watercolor/paper

tempera/paper

tempera

tempera
tempera/paper

ink/paper

watercolor and deck

colors/paper

watercolor and deck

colors/paper
deck colors/paper
deck colors/paper

deck colors/paper

Galleries

William Doyle
Galleries
Christie's New
York, Rockefeller
Center

Tajan, Paris
Artcurial Briest Le
Fur Poulain F.
Tajan

Artcurial Briest Le
Fur Poulain F.
Tajan

Versailles
Encheres Perrin
Royere-Lajeunesse
Millon &
Associates
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Piasa

Piasa

Piasa

Galerie Kornfeld
and Cie

Galerie Kornfeld
and Cie

Galerie Kornfeld
and Cie

Galerie Kornfeld
and Cie

Galerie Kornfeld
and Cie

Galerie Kornfeld
and Cie
Ketterer Kunst,

watercolor/cardboarc Munich



1964

1967

1969

1965

1960

1961

1962

1966

1969

1967

1960

1961

1925

1958
1967

1959

1950

1956

1929

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

4911

3683

23520

6270

23100

20500

3153

1875

1000
1400

289000

5700

Ohne Titel
Ohne Titel
Ohne Titel
Ohne Titel
(Forms and
Changé
Phantoms of the
memory

Ohne Titel,
1961

Sans titre
Untitled
Untitled
Untitled
SelbstprirSt
Self portrait
Ohne Titel
Rainy Day, circa
1925

Nudes in a
Boudoir
Untitled, 1958
Untitled. 1967
Untitled
Hidden
Laughter

Composition

Market Santa
Claus
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gouache/paper

watercolor/paper
gouache and
ink/cardboard

tempera/paper
glue and
tempera/paper
gouache and
sand/cardboard
ink and
gouache/paper

watercolor/paper
oil and

watercolor/paper
watercolor/vellum

ink/paper

ink/paper

mixed media/paper

charcoal/paper

chalk/paper on boart

gouache and
ink/paper
watercolor/paper

tempera/paper
gouache and
graphite/paper

tempera/paper

oil/lcanvas

Kunsthaus
Lempertz
Kunsthaus
Lempertz
Kunsthaus
Lempertz

Kunsthaus
Lempertz

Karl & Faber
Kunstauktionen
Karl & Faber
Kunstauktionen

Sotheby's Paris
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Dobiaschofsky
Auktionen, Bern
William Doyle
Galleries
William Doyle
Galleries

Ivey-Selkirk
Ivey-Selkirk
Christie's New
York, Rackefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Bonhams &
Butterfields San
Francisco



1967

1968

1968

1967

1966

1965

1945

1964

1951

1954

1954

1964

1933

1953

1964

1959

1968

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2008

2007

2007

2007

2007

3600

4500

4200

2400

3276

2730

4025

46060

2551

Untitled

Untitled

Untitled
Untitled
Atmospheric
Abstraction
Untitled
Abstraction in
Brown, Black
and Red
Untitled
Abstraction n
Orange and Rec

Untitled

Sans titre, 1964

Portrait
Sans Titre
(Totem
Totemique)

Sans Titre
(Lettering Sign)

Pastorale
Entombment

White Writing,
1953

Untitled
Twirling Man
Study
Untitled, circa
1968

294

gouache/paper

tempera/paper

tempera/paper

watercolor/paper

watercolor/paper

mixed media/paper

tempera/paper

tempera/cardboard

pastel,
charcoal/paper

tempera/paper

tempera/paper
tempera/paper
tempera/paper
tempera/board

black ink and
tempera/card

pencil, black ink and

wax crayon/paper

tempera/paper

Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Frarcisco
Weschler's
Auctioneers &
Appraisers

Weschler's
Auctioneers &
Appraisers

Mroczek Brothers
Auctioneers &
Associates
Weschler's
Auctioneers &
Appraisers
Catherine
Charbonneaux
Artcurial Briest Le
Fur Poulain F.
Tajan

Artcurial Briest Le
Fur Poulain F.
Tajan

Christie's London,
King Street
Pacific Galleries
Fine Art Auction
Versailles
Encheres Perrin
Royere-Lajeunesse
Christie's London,
South Kensington
Christie's London,
South Kensington

Piasa



1970

1965

1967
1963

1956

1966

1953

1964

1967

1954

1950

1960

1954

1954

2007

2007
2007

2007

2007

2007

2007
2007
2007

2007

2007

2007

2007

2007

2007

2007

2007

2007

2007

24040

9560

13440

900

5014

100330
12120

Portrait

Ohne Title,
1970

Ohne Titel
Untitled
Abstraction in
Brown, Black
and Red
Untitled
Abstraction in
Orange and Rec
Untitled Multi-
Colored
Abstraction
Untitled
Atmospheric
Abstraction
Composizione

Landscape, 195!

Untitled

Trio

Untitled-
Kneeling Man

Komposition

Senza titolo,
1967

Composition
Desert Town
(Wild City)
Sans titre, 1960

Untitled,
(Lettering Sign)

Totem
Totemique

295

mixed media/paper

tempera/paper
tempera/paper

watercolor/paper

mixed media/paper

mixed media/paper

watercolor/@per
gouache/paper
gouache and
charcoal/paper

oil/paper

gouachgsaper

ink/paper

watercolor/paper

tempera/paper
tempera/board
mixed media/board
mixed media/paper

tempera/paper

tempera/paper

Artcurial Briest Le
Fur Poulain F.
Tajan

Christie's, Zurich
Christie's, Zurich

Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Porro & C.

Tajan, Paris
Samuel T.
Freeman & Co.
Mroczek Brothers
Auctioneers &
Associates
Mroczek Brothers
Auctioneers &
Associates
Bukowski
Stockholm
Finarte
Semenzato,
Venezia
Sotheby's New
York

Christie's London,
King Street

Piasa

Artcurial Briest Le
Fur Poulain F.
Tajan

Artcurial Briest Le
Fur Poulain F.
Tajan



1957

1964

1960
1961

1943

1957

1969

1961

1967

1954

1948

1966

1966

2007

2007

2007

2007

2007

2007

2007

2007
2007
2006
2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

4200

60000

14400

1600

14140

14310
14310

120000

132000

6600

8507

27000

1680

2400

1080

Untitled

Space Ritual B
Untitled Figural
Composition
Untitled
Abstract
Composition
Untitled

Dancer
Nude male
figures

Untitled

Sans titre
Sans titre
Sans titre

Intervals

Walled Space
Untitled

Untitled

Untitled
Composition
Echoes from the
Orient
Self-Portrait in
Ladder

Composition

Dancer

296

watercolor/paper

ink/paper

mixed media/paper
watercolor/paper
mixed media/paper
mixed media/paper

mixed media/paper

mixed media/paper
mixed media/paper
tempera/paper
tempera/paper

tempera/board

tempera/board
watercolor/paper
mixed
media/cardboard
mixed media/paper

tempera/board

tempera/paper

mixed media/paper

mixed media/paper

tempera/paper

William Doyle
Galleries
Christie's New
York, Rockefeller
Center

Stair Galleries

Stair Galleries
Stair Galleries
Christie's New
York, Rockefeller
Center

Pacific Galleries
Fine Art Auction
Sotheby's London,
Olympia

Tajan, Paris
Sotheby's Paris
Sotheby's Paris
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

William Doyle
Galleries
Sotheby's London,
Olympia
Sotheby's Ladon,
Olympia
Sotheby's New
York

Sotheby's New
York

Mroczek Brothers
Auctioneers &
Associates
Christie's New
York, Rockefeller
Center

William Doyle
Galleries



1959
1968

1957

1957

1961

1967

1970

1963

1962

1967

1966

1956

1960

1960

1967

1966

1961

1960
1960

2006
2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006

2006
2006

15600
6579

66160

221340

12580

3532

3532

3238

13250

20400

30000

9676

1793

5079

10930

11580
23980

Travel Tobey
Composition

Beach fragment

Wounded Tide
Untitled (Blue
Dripping)
Mouvement
somnolent
Untitled
composition
Untitled
composition
Untitled
compgsition

Ohne Titel,
1962
Flowery desert

Untitled

Composition
Untitled (White
Writing)

Untitled

Untitled
Composition
blueredyellow
on brown

Cezanne's Self
Portrait

Untitled, 1966
(2)

Untitled
composition

Untitled

Metropolis

297

mixed media/paper

gouxhe
tempera/paper
tempera/paper
tempera/paper
watercolor/paper
tempera/paper
mixed media
mixed media
mixed media and

sand/cardboard
tempera/cardboard

mixed media/paper

mixed
media/paperboard

Christie's New
York, Rockefeller
Center

Christie's, Zurich
Christie's London,
King Street
Sotheby's London,
New Bond Street
Sotheby's London,
Olympia

Galerie Kornfeld
and Cie
Kunsthaus
Lempertz

Van Ham
Kunstauktionen
Van Ham
Kunstauktionen
Neumeister
Kunstauktionen,
Munich

Tajan, Paris
Sotheby'sNew
York

Sotheby's New
York

Sotheby's New

tempera/paperboard York

mixed
media/paperboard
mixed
media/pperboard

watercolor/paper

pastel/paper

gouache/paper
mixed media
oil

gouache/card

Sotheby's New
York
Sotheby's New
York

Hans Widmer
Bonhams &
Butterfields San
Francisco
Bonhans &
Butterfields San
Francisco
Stockholm
Auctionsverk
Christie's London,
South Kensington

Christie's London,



South Kensington

Catherine
1930 2006 5004 Au cafZ watercolor/paper Charbonneaux
Abstracted
2006 Figures mixed media/board Treadway/Toomey
2006 496 Two male nudes ink/paper Mallams- Oxford
Texture with Sotheby's London,
1958 2006 29270 Blue gouache/paper New Bond Street

Sotheby's London,
1959 2006 424070 Blue Interior tempera/cardboard New Bond Street

Christie's New

York, Rockefeller

1961 2006 Untitled gouache/paper Center
Sotheby's New
1966 2005 Swan Lake tempera/paperboard York, Arcade
1969 2005 1451 Composition tempera Christie's, Zurich
1963 2005 6773 Flowery desert watercolor/paper Christie's, Zurich
1961 2005 3676 On the moon tempera Christie's, Zurich
1958 2005 2128 Strange cloud tempera Germann
- 2005 Head watercolor/paper SwannGalleries
mixed Sotheby's New
1954 2005 Untitled media/paperboard  York
Sotheby's New
1944 2005 45000 Persephone tempera/paper York

Christie's New
York, Rockefeller
1957 2005 262400 Wounded Life  mixed media/board Center

Compositia in Bukowski
1965 2005 3205 Red watercolor/paper Stockholm
Bukowski
2005 3351 Untitled paper Stockholm
Bukowski
2005 2768 Lights mixed media Stockholm
Bukowski
1968 2005 13990 Untitled watercolor/paper Stockholm
- Bukowski
2005 12240 Untitled mixed media Stockholm
Composition in Bukowski
1965 2005 11360 green watercolor/paper Stockholm
Sotheby's London,
1961 2005 40310 Untitled gouache/paper New Bond Street

Sotheby's New
1966 2005 15600 Untitled (Stars) mixed media/paper York
- 2005 3600 Abstract tempera/panel Susanin's

298



1959

1952

1960

1964

1968

1963

1963

1954

1967

1969

1969

1964

1970

1969

1974

1954

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

7800

7200

3120

7170

6000

8747

34990

5700

4750

3096

1935

2128

2060

50400

9000

33000

7629

Travel Tobey

Untitled

Head

Untitled

Etoile
Composition
Composition

Untitled
Fantasy of the
Past

Untitled

Untitled
Untitled
composition
Untitled
composition
Untitled
composition
Scene in Pike
Place Market,
Seattle

June
Untitled

Untitled

Flight into
Egypt

299

mixed media/paper

mixed media/paper

watercolor/paper

mixed media/paper

watercolor/paper
mixed media/paper
gouache
gouache/cardboard
tempera/board
gouache/paper
gouache

tempera

tempera

tempera

watercolor/paper

tempera/board
watercolor/paper

tempera/canvas

tempera/board

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's Nev
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Samuel T.
Freeman & Co.
Samuel T.
Freeman & Co.
Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street
Sotheby's New
York, Arcade
Sotheby's New
York

Germann
Germann
Germann

Hauswedell &
Nolte

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Bonhams &
Butterfields San
Francisco



1975

1956
1966
1966

1955

1966

1966

1959

1957

1960

1965

1967

1967

1967

1967

1966

1967

1966

1961

1961

1952

2005

2005
2005
2005
2005
2005
2005
2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005

2005
2005

3638

24810
1766
1766

48000

16000
4800
4000

24680

17500

19850

7938

4630

6747

8997

29240

8547

6297

11250

9446

6946

15740
11580

Ever seeing eye

Rive gauche
Composition
Composition

Drums, Indian

and Word of
God

The Skidroad

Bale

Bale
Echo Des
Indiens

Untitled

Little World I111.

Dreamin a
Castle

Untitled

Rising Hills
Composition

with Blue and

Red
Composition
(Brown)
Composition
Untitled
Untitled
Composition
(Grey)
Untitled
Untitled

Untitled
Untitled

300

watercolor and
gouache/paper

waterolor/paper
mixed media
mixed media

tempera/board

tempera/board

mixed media/paper

watercolor and
gouache/paper

mixed media/paper

oil and pencil/paper

tempera
tempera/paper

watercolor/paper

watercolor/paper

ink/paper
watercolor and
gouache/paper

watercolor/paper
gouache, ink and
watercolor/paper

watercolor/paper
gouache and
pencil/paper

gouache
watercolor and

Christie's London,
South Kensington
Christie's London,
South Kensington
PescheteaBadin
PescheteaBadin
Christie's New
York, Rockegller
Center

Rago Arts and
Auction Center
Sotheby's New
York, Arcade
Sotheby's New
York

Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street

Sotheby's London,
New Bond Street
Christie's London,
King Street
Christie's London,
King Street

Sotheby's London,
Olympia
Sotheby's London,
Olympia
Sotheby's London,
Olympia
Sotheby's London,
Olympia
Sothebys London,
Olympia
Sotheby's London,
Olympia
Sotheby's London,
Olympia
Sotheby's London,
Olympia
Sotheby's London,

colored crayon/pape Olympia

watercolor/paper

Sotheby's London,



1961

1964

1966

1966

1968

1964

1970

1961

1969

1971

1969

1966

1935

1950

1968

1950

1957

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

2004

6623

1793

4415

5887

18240

7800

19200

2128

2207

2649

5298

1277

4961

5000

1300

5019

5000

17000

11780

41210

16190

Untitled

Street Scene,

Hong Kong

Untitled

Woman's face

Untitled
Untitled
Untitled
Untitled

Dots

Untitled
Composition
Untitled, self
portrait
Untitled

Untitled
Untitled

Transcendence

Sheep in the
Moonlight
Sheep in the
Moonlight

Nomadia

Untitled

Ancient empires

Untitled

gouache

ink/board

watercolor/paper on

board

mixed media
gouache/paper
tempera/paper
oil/paper
watercolor/paper

tempera

watercolor/paer
mixed media/paper
gouache

gouache
watercolor/paper
ink/paper
watercolor/paper
tempera/paper
tempera/paper

watercolor/paper

gouache/cardboard

gouache

ink/paper

Olympia

Van Ham
Kunstauktionen
William Doyle
Galleries

Villa Grisbach
Auctionen, Berlin
Dorotheum,
Vienna

Phillips, de Pury &
Company
Sotheby's New
York

Sotheby's New
York
Dobiaschofsky
Auktionen, Bern
Ketterer Kunst,
Hamburg
Artcurial Briest Le
Fur Poulain F.
Tajan

Cornette De Saint
Cyr

Bonhams Bond
Street

Bonhams Bond
Street

William Doyle
Galleries
Susanin's
Christie's New
York, Rockefeller
Center

Clars Auction
Gallery

Clars Auction
Gallery

Litchfield County
Auctions

Villa Grisbach
Auctionen, Berlin
Hauswedell &
Nolte
Hauswedell &
Nolte



1961

1964

1967

1968

1959

1970

1952

1954

1970

1970
1962

1960

1960
1966
1967
1970

1965

1954

1970

1961

2004

2004

2004

2004

2004

2004

2004

2004
2003

2003

2003

2003

2003
2003

2003

2003
2003
2003
2003

2003

2003

2003

2003

4710

5004

6181

22500

3360

41830

17930

3096
14720

4000

8831

1177
3870

1103

1398
2902
7353
12580

7006

53780

2820

Man's face
Abstract
composition
Abstract
composition
Untitled

Untitled

Untitled

Untitled
Untitled
composition
Yellow fall
Travellers
Self Portrait

Composition

Composition
Untitled

Personnages

Personnages
Untitled
Untitled
Untitled

Untitled

All Together on

Earth

Intersection

Sign No 263,
1961

302

watercolor/paper
oil
watercolor/paper
tempera/paper on
board

gouache/paper

tempera/paper

tempera/paper

mixed media/paper

Mixed media/card
watercolor/paper
gouache/paper
tempera

tempera
watercolor/paper

gouache

gouache
watercolor/paper
tempera/paper
gouache/paper

tempera/paper

ink/board

temperalvelvet

tempera/paper

Hauswedell &
Nolte
Hauswedell &
Nolte
Hauswedell &
Nolte

Sotheby's New
York

Dallas Auction
Gallery

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Phillippe Schuler
Porro & Co.
Leslie Hhdman
Auctioneers
William Doyle
Galleries
Hauswedell &
Nolte
Hauswedell &
Nolte

Germann
Cornette De Saint
Cyr

Cornette De Saint
Cyr

Auktion Burkard
Auktion Burkard
Auktion Burkard
Casa D'Aste
Babuino
Christie's New
York, Rockefeller
Center

Christie's New
York, Roclefeller
Center

Bonhams &
Butterfields San
Francisco



1968

1957

1957

1956

1954

1968

1933

1961

1954

1954

1965

1968

1923

1957

1967

1958

1964

1958

1954

2003

2003

2003

2003

2003

2003

2003

2003

2003

2003

2003

2003

2003

2002

2002

2002

2002

2002

2002

2002

2002

3788 Untitled watercolor/paper
10800 Released energ\ ink/paper

9000 Released energ) ink/paper
tempera/paper on

21500 Anges board

16190 Etoile tempera/paper

6579 Untitled watercolor/paper
till Life with

9000 White Head oil/board
Red, White and
72000 Blue Town, #2 tempera/masonite

19200 New York tempera/paper
Meditative

21600 Series tempera/pagr

1935 Untitled ink/paper

1653 Untitled watercolor/card
Untitled mixed media/paper

11040 Red trails gouache/cardboard

Portrait of Paul
1400 McCool charcoal

3826 Composition watercolor/paper
Colored Earth
(Beach

47800 Fragmers #2) tempera/paper

Untitled gouache/paper

Silver Rain tempera/board

On the Ritz tempera/paper
2350 Forms watercolor/paper

303

Stockholm
Auctionsverk
Sotheby's New
York, Arcade
Sotheby's New
York

Sotheby's London,
New Bond Street
Finarte
Semenzato,
Milano

Auktion Burkard
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York
Dobiaschofsky
Auktionen, Bern
Christie's London,
South Kensington
Sotheby's London,
New Bond Street
Ketterer Kunst,
Munich

Christie's New
York, Rockefeller
Center

Casa D'Aste
Babuino
Christie's New
York, Rockefeller
Center

Sotheby's New
York

Phillips, de Pury &
Company
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center



2001

1968 2001

2001

1954 2001

2001

1973 2001

2001

2001

[ —
O
(o))
®»

2001

1964 2001

1969 2001

1966 2001

1964 2001

1967 2001

1960 2001

1962 2000

2000

2000

1966 2000

1959
1967

1966

2000
2000

2000

2376

1600

26630

2820
5321

4500

1721

5436

4077

9000

9600

8800

1584

14100

4644

6800
48380

10000

Composition
abstraite

On glass
Untitled

Parade
Space Rose,
Biarritz

Untitled

Untitled

Untitled
Composition
Untitled

Untitled

Untitled
Composition in
blue and
redbrown

Composition
Fantasy Motive
Composition

Composition
brune et rose

Composition
Green and
Yellow
Moments
Untitled
Serenity and
anxiety

R-R

Untitled

304

gouache

gouache/paper

gouache/paper

Binoche Paris
Finarte
Semenzato,
Milano

Skinner Inc,
Malborough
Sotheby's New

tempera/paperboard York

tempera/paper
gouache

gouache/paper

tempera/paper
tempera
watercolor/paper

tempera

gouache/paper

watercolor/paper
gouache/paper

tempera/paper

tempera
gouache
gouache/paper
gouache

tempera
tempera

Christie's New
York "East"
Germann
Christie's New
York "Eag"
Bonhams &
Butterfields San
Francisco
DuMouchelles
Auction House
Kunsthaus
Lempertz

Van Ham
Kunstaukionen
Christie's New
York, Rockefeller
Center

Ketterer Kunst,
Munich

Phillips, de Pury &
Company
Sotheby's New
York

Finarte
Semenzato,
Milano

Cornette De Saint
Cyr

Christie's Los
Angeles
Auktion Burkard

Farsetti
Germann

paper/paper on boar Christie's New



1966

1963

1969

1971

1969

1955
1961
1961

1961

1954

1957
1968

1924

1963

1957

1958

1965

1961

2000

2000

2000

2000

2000

2000

2000
2000
2000

2000

2000

2000
2000

2000

2000

2000

2000

2000

1999

1999
1999

11750

8800

23150
4620
2904

3036

4077

4600
1320

3450

5750

13800

12400

7248
2265

Abstract
composition

Untitled

Untitled
Untitled
Untitled (Self
Portrait)
Untitled

Hidden worlds
Composition
Composition

Composition
Untitled

Sumy
Composition
Portrait of Adolf
Bolm

Voyage

Untitled, 1963
Space Ritual # 7
Untitled
Abstract

composition

Untitled
Gentle thoughts
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tempera/paper

oil/board

gouache

gouache/paper
gouache/paper
gouache/paper

tempera/board
watercolor/paper
watercolor/paper
watercolor and
ink/paper
tempera/paper

ink/paper
paper/cardboard

pastel/paper

gouache/paper

gouache/board
ink/board
tempera/paper
watercolorpaper

tempera
tempera

York, Rockefeller
Cener

Frank H Boos
Gallery

Christie's New
York, Rockefeller
Center

Finarte
Semenzato,
Milano

Phillips, de Pury &
Company

Phillips, de Pury &
Company

Phillips, de Pury &
Company
Christie's London,
South Kensington
Francis Briest
Francis Briest

Francis Briest
Kunsthaus
Lempertz
Finarte
Semenzato,
Milano

Tajan, Paris
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Sotheby's New
York

Sotheby's New
York

Christie's London,
King Street
Kunsthaus
Lempertz
Kunsthaus



1975 1999

1967

1954

1999
1999

1999

1954
1962
1967

1999
1999
1999
1970 1999

1965
1967

1999
1999

1955 1999

1954 1999

1961
1960

1999
1999

1968 1999

1957 1998

1961 1998
1969 1998
1953 1998

1961
1967

1998
1998

1966

1998

1998

860

1386

6795

3036

826

826
4354
3096

48380

14550
2800

5889

2300

3307
3386

4600

8200

3307

3638

6946

6284
4644

996

Watchful eye

Theatre

Composition
Composition

Totem
Twirling man
study
Abstract Red
Untitled

Between white

and black

Untitled
Untitled

Composition

Calligraphic

Untitled
Face

Untitled

USA Rithmus
Composition
Composition
Black flute

Composition
Untitled

Untitled

Underneath the

Moments

306

gouache
watercolor and
gouache/pape
watercolor and
pencil/paper on
board
watercolor/paper
tempera
crayon/paper
watercolor/paper
gouache
gouache

oil/lcanvas
oil/card

watercolor/paper
tempera/paper
watercolor and

gouache/paper
ink/paper

mixed media/paper

mixed media
gouache
tempera
tempera/paper

gouache
gouache

gouache

mixed media/paper

Lempertz
Phillips -
Baywayer
Millon &
Associates

Ketterer Kunst,
Berlin

Francis Briest
Christie's London,
South Kensington
Christie's London,
South Kensington
Sotheby's Zurich
Auktion Burkard

Germann
Sotheby's New
York

Christie's Milan
Ketterer Kunst,
Munich

Bonhams &
Butterfields San
Francisco
Sotheby's London,
New Bond Street
Christie's Zurich
Sotheby's New
York

Finarte
Semenato,
Milano

Christie's London,
South Kensington
Christie's London,
South Kensington
Christie's London,
South Kensington
Christie's London,
South Kensington
Auktion Burkard
Kunsthaus
Lempertz
Christie's New
York, Rockefeller



1964

1966

1936

1965

1954

1954

1965

1966

1955

1928

1970

1951

1953

1961

1966
1970

1958

1944

1961

1998

1998

1998

1998

1998

1998

1998

1998

1998

1998

1998

1998

1998

1998

1998

1998
1998

1998

1998

1998

46000

123500

620

2400

7442

2750

1700

1380

805

36390

2785
1800

24810

14950

Westward Drift

Magic Eye
Flight Over
Forms
Composition

Forms

Calligraphic
Untitled
Untitled
Beaver

Knight with a
Lady

Companions
Interspersed
Untitled

Untitled
Composition
with Insects
Personnage au
chapeau
Composizione
Market in the
summer
Drums, Indians
and The Word

Estampage # 15

307

mixed media/paper

tempera/paper

tempera/masonite

watercolor and
gouache/paper
watercolor and
gouache/paper

tempera/paper

watercolor/paper

watercolor/paper on

board

gouache

oil/burlap

charcoal/paper
gouache
gouache/paper

mixed media/pper

mixed media/paper

watercolor and
gouache/paper
watercolor/paper
tempera/paper on
board

tempera/board

gouache/paper

Cener

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Dumousett
Deburaux
Christie's New
York "East"
Bonhams &
Butterfields San
Francisco
Christie's London,
King Street
Sotheby's New
York, Arcade
Mystic Fine Arts,
Ltd.

Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Christie's London,
King Street
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Millon &
Associates
Sotheby's Milan
Christie's London,
King Street
Sotheby's New
York

Sotheby's New
York



1965

1965

1966

1955

1945

1968

1957

1955
1966

1956
1968
1969
1960
1970
1960

1959

1959

1960

1965
1963
1965
1961
1958
1960
1960

1965

1998

1997

1997

1997

1997

1997

1997

1997
1997

1997
1997
1997
1997
1997
1997

1997

1997

1997

1997
1997
1997
1997
1997
1997
1997

1997

3307

1223

1132

13590

23000

96000

5245

20700
1548
1354

23220
6400
6000

8269

9923

3638

906
12580
16450

3289
2400

11910

13590

Monotype red

brown 1966

Untitled- Woven

city/a poem
Composition

Flight

Announcement
Advance with

the Light
White Lyric

Blue Canal Il
Composition

Celebration Fete

Composition

Standing figure

Untitled
Untitled
Untitled

Message
Rose
progression
Old garden

Composition
Red Signs

Passing Clouds
Brown bottles

with red and
blue

Untitled

Hunter's moon

Winter's edge
The Way Nature

Draws

308

watercolor/paper
gouache/panel
gouache
watercolor/paper
gouache/paperboarc
tempera/paper
tempera/paper

tempera/board
gouache

tempera/paper
gouache
watercolor/paper
mixed media
gouache
tempera/paper

gouache
tempera/paperboard
oil/paper

watercolor and
gouache/paper
gouache

paper
watercolor/paper
tempera/paper
paper/board

tempera

tempera

Sotheby's London,
New Bond Street
Hauswedell &
Nolte

Hauswedell &
Nolte

Villa Grisebach
Auktionen, Berlin
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Norden

Christie's New
York, Rockefeller
Center

Germann
Germann
Germann

Wolf's

Wolf's

Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street
Christie's London,
King Street

Nagel Auktionen
Germann
Germann

Galerie Kornfeld
and Cie

Finarte
Semenzato, Rome
Christie's london,
King Street
Hauswedell &
Nolte

Christie's New
York, Rockefeller



1956

1937

1961

1957

1954

1965

1963

1965

1971

1963

1964

1959

1962

1965
1964

1958

1958

1957

1964

1969

1997

1997

1997

1997

1997

1997

1996

1996

1996

1996

1996

1996

1996

1996

1996
1996

19%

1996

1996

1996

1996

14950

2760

6325

3450

1750

1819

4077

1359

12680

1359
23220

34500

11500

3680
2902

8269

2875
1056

7938

Orison

Untitled
Movement
around a Martyr
La Resille (The
Net)

Untitled
Totem
totemique,
Cosmic world

Untitled

Head
Composition in
yellow, gresn
and purple

Composition

Untitled
Evening light

White Writing
Yellow and Blue
Composition

Untitled
Untitled

Untitled

Untitled

Sumi Drawing,
1957
Silhouettes
Composition
rose

309

tempera/paper
gouache/bard
gouache/paper
mixed media/paper

ink/paper

tempera
gouache

mixed media/paper

gouache
tempera
ink/paper
gouache
waterolor/paper
tempera/paper

gouache/paper
gouache

gouache/paper
tempera
ink/paper

wash

watercolor/paper

Center

Sotheby's New
York
Sotheby's New
York
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade

Sotheby's New
York, Arcade
Christie's London,
South Kensington
Ketterer Kunst,
Munich

Ketterer Kunst,
Munich
Hauswedell &
Nolte
Hauswedell &
Nolte

Auktion Burkard
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Christie's New
York, "East"
Germann
Christie's London,
King Street
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco

Guy Loudmer
Sotheby's London,
New Bond Street



1961
1961

1955

1967

1965

1968

1943

1969

1954

1945

1967

1965
1968

1961

1965

1955

1958

1960
1964

1968

1966

1959

1996
1996

1996

1996

1996

1996

1996

1996

1996

1996

1996

1996

1996

1996
1996

1996

1996

1996

1996

1995
1995

1995

1995

1995

3696
3696

2491

1630

2185

3162

10000

14950

28750

16100

85000

1725

3059
3483

3307

1157

8269

3450

4134
677

2150

33350

19550

Composition
Composition
Northwest
landscape
Composition
Composition
Etoile
Between Worlds
Flight

The Bride and
His Tree
Untitled
Meditative
Series IX
Domination of
the Virgin
Untitled

Monotype 4506
Untitled

The Serpent of
Wisdom
Composition
Untitled

Tablet in Blue
and White

Untitled
Untitled

Composition
Tumult

Cosmic Tension
|

310

watercolor/paper
gouache

watercolor and
gouache/board
oil/board
gouache/paper
watercolor/paper
plaster
tempera/paper
tempera/paper
tempera/panel
tempera/paper
tempera/board
gouache/paper
mixed

media/cardboard
gouache

watercolor/paper
watercolor and
gouache/paper

gouache

mixed media/paper

tempera
gouache/bard

gouache

tempera/paper

gouache/paper

Francis Briest
Francis Briest
Ketterer Kunst,
Munich

Karl & Faber
Kunstauktionen
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Phillips, de Pury &
Company
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, "East"
Bukowski
Stockholm
Germann
Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street
Christie's London,
King Street
Christie's New
York, Rockefeller
Center

Sotheby's London,
New Bond Street
Sotheby's Zurich
Sotheby's London,
New Bond Street
Sotheby's New
York

Christie's New
York, Rockefeller
Center



1935

1967

1945

1954

1966

1960

1963

1945
1960

1962

1942

1954

1962

1960

1970

1958

1967

1954

1995

1995

1995

1995

1995

1995

1995

1995

1995

1995
1995
1995

1995

1995

1995

1995

1995

1995

1995

1995

1995

2300

2875

1035

920

6900

1380

66160
1782
2244

14510

5209
1452

6900

23000

2070

Medieval Battle
Northwest
landscape

Untitled

Untitled

Towards the
North, 1954

Dancer
Untitled
(Abstract
Composition)
Untitled
Composition

Space window
Sans titre
Sans titre

Earth script
Convalescence
Untitled
Composition

Untitled

White Spot

Tablet in Blue
and White

Untitled

Towards the
North, 1954

311

gouache/board
mixed media/paper

watercolor/paper

tempera/board

tempera/paper

gouache/paper

gouache/paper
pencil/paper
mixed media/paper

gouache/board
watercola/paper
watercolor/paper
tempera/paper on
board
tempera/board
gouache/paper
watercolor/paper
gouache/paper

gouache/paper

mixed media/paper

gouache/paper

tempera/paper

Christie's New
York, "East"
Christie's New
York, "East"
Christie's New
York, "East"
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Sotheby's New
York, Arcade

Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Christie's London,
King Street

Jean Louis Picard
Jean Louis Picard
Galerie Kornfeld
and Cie
Sotheby's New
York, Arcade
Kunsthaus
Lempertz

Guy Loudmer
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, "East"
Bonhams &
Butterfields San
Francisco



1955

1968

1967

1958

1967

1956

1953

1965

1965

1955

1965

1951

1954

1960

1953

1959
1955

1969

1995

1995

1995

1994

1994

1994

1994

1994

1994

1994

1994

1994

1994

1994

1994

1994

1994

1994

1994
1994
1994

1994

3450

14890

10750

5788

16450

40250

2588

2250

5060

12400

792

20320

4303

10870
1650
2838

4077

Beaver

Etoile

Parade

Other places,
other spaces No
2

Untitled

Untitled

Oriental garden
Nr 22

New Crescent

Untitled, 1965

Untitled
Torso

Waving Forms
Untitled
Composition
Once Upon a
Time

Untitled
Homme assis
Minute world
One line

Ancient Caves
No. 1

Homme nu
Ecriture blanche

Gray Spectres

312

tempera/paper
watercolor/paper
ink/board

tempera
watercolor and

gouache/paperboar

watercolor and
ink/paper

tempera

mixed media/board

gouache/paper

gouache

oil/lcanvas

mixed media/paper

mixed media/paper

mixed
media/paperboard
gouache/paper on
board

ink/paper
tempera/board
tempera
tempera/paper
gouache
gouache

ink/paper

Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Christie's New
York, "East"

Christie's Londa,
King Street
Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street

Rusterholz
Christie's New
York, Rockefeller
Center
Weschler's
Auctioneers &
Appraisers
Bonhams &
Butterfields San
Francisco
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Skinner Inc.,
Marlborough
Sotheby's London,
New Bond Street
Delorme &
Fraysse

Galerie Kornfeld
and Cie
Hawswedell &
Nolte
Hauswedell &
Nolte

Poulain & le Fur
Poulain & le Fur
Ketterer Kunst,
Munich



1961 1994

1961 1994

1959 1994

1966

1958

1994
1994
1994
1961 1994
1954 1994
1954 1994
1959 1994

1954

1956

1994

1994

1994
1961 1993
1965 1993
1970 1993
1954 1993
1966 1993
1950 1993
1973 1993

1993

1585
2640

1725

2588

2331
2795

4025

4025

2415

9200

9592

6615

10250

2300

10350

54630

2265

4313

Labyrinth
Sans titre
Northwest
Landscape

Patterns

Untitled, 1959

Monotype
Composition

On the Ritz
Purple
Composition
Totem
Totemique

Totem
Twirling Men
Cosmic World

Untitled

Oriental Garden
Untitled

Happy blue
Wafting
memories

Labyrinth

Untitled
Enchanted
Garden
Forms in
progress
Abstract
Composition

313

gouache/board
gouache

mixed media/paper

mixed media/board

mixed media/paper
watercolor/paper
tempera/board
mixed
media/paperbodr
gouache/paper
tempera/paper
tempera/paper
mixed media/paper

tempera/paper

pastel/board

mixed media/paper
watercolor/paper
gouache/paper on
board

tempera
tempera/paper
watercolor/paper
tempera/paper

watercolor/paper

mixed media/board

Ketterer Kunst,
Munich

Marc Arthur Kohn
Christie's New
York, "East"
Christie's New
York, "East"
Bonhams &
Butterfields San
Francisco
Bukowski
Stockholm

De Vuyst
Sotheby's New
York

Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Christie's New
York, Rockefeller
Center

Christie's London,
King Street
Christie's London,
King Street
Christie's London,
South Kensington
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Nagel Auktioren
Bonhams &
Butterfields San



1965

1960

1957

1956

1924

1941

1943

1955

1958

1954

1954

1954

1954

1959

1966

1951

1958
1957

1993

1993

1993
1993

1993

1993

1993

1993

1993

1993

1993

1993

1993

1993

1993

1993

1992

1992

1992

1992
1992

19850

5209

1812
1064

402

1100

920

1840

1600

8250

8800

23100

4400

Circular
Baroque

Figure

Male nude
Sketch for a
Mural

Portrait of
Adolph Blum

Three Men in an

Interior

Dancers
Beaver

A Symbolist
Pictograph
Strange Cloud
Strange cloud
Totem

Totem
Totemique
Cosmic World

Untitled

White Writing

Untitled
White Writing

Strange Cloud
Radiations

314

watercolor and
gouache/paper on
board
tempera/paper on
board

ink/paper
paper

tempera/board

pastel/paper

mixed media/paper

tempera/board
tempera/paper
ink/paper
tempera/paper
tempera
tempera/paper
tempera/paper
tempera/paper
mixed media/paper

mixed media/board

mixed media/paper
tempera/paper

tempera/paper
tempea/board

Francisco

Sotheby's London,
New Bond Street
Villa Grisebach
Auktionen, Berlin
Galerie Bassenge,
Berlin

Auktion Burkard
Sotheby's New
York

Bonhams &
ButterfieldsSan
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Skinner Inc.,
Marlborough
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York, Arcade
Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Christie's New
York, "East"
Sotheby'sNew
York

Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New



1957

1953

1953

1946

1957

1964

1963

1954

1954

1952

1958

1964

1969

1961
1967

1957

1959
1960

1992

1992

1992

1992

1992

1992

1992

1992

1992

1992

1992

1992

1992

1992

1992
1991

1991

1991
1991

4000

3850

3500

8800

4400

1188

2420

22000

9900

16500

60500

16540

594
4000

13200

20900
5500

Radiations tempera/board
Totem # 2 tempera/paper
Totem No. 2 tempera

White Lights tempera/paper

Modern Saint  tempera/board

Space Ritual #

10, 1957 ink/paper
Composition en

bleu, rouge et

noir gouache

Untitled mixed media/paper
World Dust gouache/paper
Apparitions mixed media/paper
Pavaine mixed media/paper
In the Grass No

Il gouache/paper
Untitled gouache/paper
Untitled tempera

Sans titre ink/paper
Paesaggio oil

Chinese Grocery mixed media/paper

Threaded Plane tempera/pper

Baroque tempera/paper

315

York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sothely's New
York

Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco

Catherine
Charboneaux
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Sotheby's London,
New Bond Street
Lombrail
Teucquam
Sotheby's Milan
Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New



1967

1965

1953

1962

1954

1967

1962

1968

1962

1966

1966

1961

1955

1955

1955

1967

1991

1991

1991
1991
1991

1991

1991

1991

1991

1991

1991

1991

1991

1991

1991

1991

1991

1991

1991
1991
1990

1990

33000

7607

12400
38700
61930

2700

1200

4212

3193

3386

3960

3696

3564

2977

1653

1650

6600

6000
5100
2508

12580

Other places,
other spaces # Z

Ballet

White Writing
Sumi
Venise B

Untitled
Composition
Composition in
red, blue and
yellow

Female Dancer
Untitled
Untitled
Personnage et
son aura mauve
Theatre
Personnage au
chapeau
Untitled
Composition
with insects
Untitled

Waving Forms

Waving Forms
Untitled
Space channele

Composition

316

tempera/paper
tempera/board
tempera/board

ink/paper
tempera/paper

gouate/paperboard

watercolor and
gouache/paper

watercolor and
gouache/paper
gouache/paper on
board

watercolor/paper
watercolor/paper

gouache

watercolor and
gouache/paper
watercolor and
gouache/paper

gouache
pendl/paper
watercolor/paper
crayon/paper
crayon/paper
watercolor/paper
ink/paper
watercolor and

gouache/paper on
board

York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's London,
King Street
Christie's London,
King Street
Finarte- Chiasso
Finarte- Chiasso
Sotheby's New
York

Weschler's
Auctioneers &
Appraisers
Weschler's
Auctioneers &
Appraisers
Ketterer Kunst,
Munich
Schneider
Auktionen
Schneider
Auktionen

Claude Robert
Claude Robert

Claude Robert
Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street
Christie's New
York, "East"
Sotheby's New
York, Arcade
Sotheby's New
York

Barridoff Galleries
Guy Loudmer

Schneider
Auktionen



1967

1961

1968

1968

1960

1958
1960

1960

1960
1961

1960

1954

1967

1966

1960

1965

1967

1990

1990

1990

1990

1990

1990
1990

1990

1990

1990
1990

1990

1990
1990

1990

1990
1990
1990

1990

1990

1990

1990

1990

1990

9118

4559

1451

7260

1254

4303
2640

1056

1320
2515

66000

3696

6615

9192
9482
8611

4961

5544

3564

21000

68750

42900

Untitled

Sumi llI
Composition
rouge et blanche
Composition
noire arrachee

Composition

Multiple flight
Composition
Unknown
Worlds

Portrait presume
de Veira de
Silva

Personnages
Mann im Raum

Central

Waving Foms
Composition

Composition

Monotype
Untitled
Untitled

Untitled
Composition
Autoportrait
Composition
White Form

Winter Carnival
in Basel

317

tempera/cardboard
mixed media/paper
on board
gouache/board
ink/paper
gouaclke/board
tempera/paper on

board
watercolor/paper

gouache/paper

gouache

gouache
gouache

tempera/paper

crayon/paper
watercolor/paper

tempera/board

watercolor/paper
tempera
tempera

gouache

watercolor and
gouache/paper
ink/paper

watercolor and
gouache/paper
tempera/paper

tempera/paper

Sotheby's
Amsterdam
Sotheby's
Amsterdam
Galerie Pierre
Yves Gabus
French Auction
House

Martin &
Chausselat

Villa Grisebach
Auktionen, Berlin
Ferri

Christie's New
York, Rockefeller
Center

Martin &
Chausselat
Boisgirard &
Associes
Germann
Sotheby's New
York

Sotheby's New
York

Ferri

Phillips, de Pury &
Company
Eberhart
Auktionen
Auktion Burkard
Auktion Burkard
Sotheby's London,
New Bond Street
Dumousett
Deburaux
Dumouset
Deburaux
Habsburg New
York

Sotheby's New
York

Sotheby's New
York



1964
1961

1966
1968

1966

1961

1973

1960

1948
1966

1961

1958

1958
1963

1954

1971

1971

1970

1990

1990
1990

1990
1990

1990

1990

1990

1990

1990

1990
1990

1990
1990

1989

1989

1989
1989

1989

1989

1989

1989

1989

1989

55000

6289
6468

9200
32000

3960

6072

34000

66000

60500

4400
9240

29040
5214

21860

16310

1902
30960

8708

3624

1782

3397

27720

41800

Untitled (Space
Window)
Fantasy yellow
and blue
Composition
Abstract
composition
Azzurron. 2

Composition

Composition

June

Of the Pacific
Garden
Rhythms
Untitled
Composition
Souvenirs de

danse
Composition

Monotype 4507
Composition
Venetian mirror
Morning

Colour
composition
Untitled
Composiion

Composition

Sans titre

Circular

318

mixed media/paper

gouache
watercolor/paper

tempera
mixed media

watercolor/paper

oil

oil

tempera/pper

Christie's New
York, Rockefeller
Center

Germann
Labat

Christie's Rome
Christie's Rome
Martin &
Chausselat
Martin &
Chausselat
Finarte
Semenzato,
Milano
Sotheby's New
York

Sotheby's New

tempera/paperboard York

mixed media/paper

gouache

tempera/bard
gouache

watercolor/paper
gouache/board

watercolor and
ink/paper

mixed media/vellum

tempera
watercolor and
pencil/paper

gouache
ink/paper

watercolor and
ink/paper

gouache/paper

Sotheby's New
York, Arcade
Guy Loudmer

Guy Loudmer
Granville
Stockholm
Auktionsverk
Ketterer Kunst,
Munich

Ketterer Kunst,
Munich

Auktion Burkard

Auktion Burkard
Villa Grisebach
Auktionen, Berlin
Boisgirard &
Associes
Kunsthaus
Lempertz
Dumousett
Deburaux
Christie's New
York, Rockefeller
Center



1954
1961

1960
1966

1967
1962
1964
1964

1970
1960

1966
1963
1968
1965

1965

1947
1957

1989

1989

1989
1989
1989

1989

1989

1989

1989

1989

1989

1989

1989

1989
1989

1989

1980

1989

1989

1989

1989
1989
1989

1989

16800

7938

6336
7920
7920

29700

17600

6600

28600

2902

6773

5805

4838

19030
6336

4662

5889

3676

56230

9923

3473
12410
13200

55010

Splendore
orientale

Untitled

Composition
Sans titre
Sans tite

Ikonostas
Dance
Memories

Untitled

Paysage
Imagnaire

Untitled

Composition
Fantasy yellow
and blue

China landscape
Wafting
Memories

Sans titre

Composition
Morning
Untitled
Mountain
shadows
Forms and
change

Monotype
Skid Row
Composition

Light of Spring
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tempera
gouache/board

watercolor/paper
gouache
watercolor/paper

tempera/board

tempera/board

mixed media/paper

tempera/paper
watercolor/paper
watercolor/paper
gouache
watercolor/paper

egg tempera
watercolor/paper

gouache
gouache
watercolor/paper
tempera/paper on

board

tempera

watercolor/paper on

board
gouache/panel
ink/paper

watercolor/paper

Brera arte
Sotheby's London,
New Bond Street
Boisgirard &
Associes

Guy Loudmer
Guy Loudmer
Sotheby's New
York

Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center
Schneider
Auktionen
Schneider
Auktionen

Germann
Galerie Koller,
AG, Zurich
Kunsthaus
Lempertz

Guy Loudmer
Bukowski
Stockholm
Ketterer Kunst,
Munich
Schneider
Auktionen
Christie's London,
King Street
Christie's Lomlon,
King Street
Phillips, de Pury &
Company
NeretMinet Paris
Francis Briest
Saheby's New
York



1959

1966

1959

1962
1957

1964
1966
1958

1967

1964

1969

1957

1954

1956

1955

1957

1961

1955

1945
1957

1989

1989

1989

1988
1988

1988
1988
1988
1988

1988

1988

1988

1988

1988

1988

1988

1988

1988

1988

1988

1988

1988
1988

17000

4000

38000

3432
9240

3870
4756
1132
2808

1359

2038

4371

9192

1800

4500

42000

12000

5800

4838

12400

10250

6000
15000

Untitled

Untitled

Untitled

Composition
Space ritual 16
Composition in
red and green
Untitled
Venetian mirror
Autumn
Abstract
composition
Abstract
composition

Composition
Composition
Untitled
Yellow
Structure
Garden

Misty pastures

Space ritual No
16

Composition
Composition
Composition

Sky world
Orb
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tempera

watercolor/paper

watercolor/board

tempera
rice paper

tempera

watercolor/paper
watercolor/paper
watercolor/paper

watercolor/paper
watercolor/paper
watercolor and

gouache/paper

gouache

watercolor/paper
gouache

tempera/board

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Cener

Cornette De Saint
Cyr

Perrin

Schneider
Auktionen

Nagel Auktionen
Nagel Auktionen
Nagel Auktionen
Villa Grisebach
Auktionen, Berlin
Vill a Grisebach
Auktionen, Berlin
Bukowski
Stockholm
Galerie Koller,
AG, Zurich
Christie's New
York, Rockefeller
Center
Sotheby's New
York

Sotheby's New
York

Sotheby's New

tempera/paperboard York

rice paper
watercolor/paper
watercolor/paper
gouache

tempera/cardboard
tempera/cardboard

Christie's New
York, Roclefeller
Center

Eberhart
Auktionen
Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street
Sotheby's New
York

Sotheby's New



York
Sotheby's New

1954 1988 8500 Orpheus tempera York
Sotheby's New
1954 1988 11000 Lights Il tempera/board York
Sotheby'sNew
1956 1988 2500 Landscape tempera York
Sotheby's New
1954 1988 2000 The watchers  tempera York

Hauswedell &
1988 770 Composition watercolor/paper Nolte

Galerie Koller,

1970 1988 19350 Blue interval gouache AG, Zurich
Galerie Koller,
1970 1988 19350 Image gouache AG, Zurich
- Untitled recto William Doyle
1988 8250 and verso gouache/cardboard Galleries
William Doyle
1964 1988 1500 Untitled gouache Galleries
Sotheby's New
1954 1988 35000 Night tempera/paperboard York
Sotheby's New
1952 1988 32000 Delta tempera/cardboard York
Sotheby's New
1965 1988 7000 Untitled tempera York
1967 1988 2600 Senza titolo gouache Brera arte
Sotheby's London,
1959 1988 16540 Untitled gouache New Bond Street
- Sotheby's London,
1988 2646 Untitled gouache/cardboard New Bond Street
Sotheby's London,
1954 1988 2811 Totemic animals gouache New Bond Street

Sotheby's London,
1968 1988 2811 Compositions  watercolor/paper New Bond Street

Christie's New

York, Rockefeller
1957 1988 4000 Composition ink/board Center

Christie's New

York, Rockefeller
1966 1988 4500 Transcedence watercolor/paper Center

- Sotheby's New
1988 26000 Intervals watercolor/board York
Sotheby's New
1945 1988 7000 Inner city watercolor/paper York
1987 32000 Grey surface mixed media/paper Brera arte
1966 1987 1276 Untitled watercolor/paper Christie's
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1987
1987
1987
1987
1987
1987
1987

1987

1965 1987
1967 1987

B 1987

1955 1987
P
1966 1987

1973 1987
1954 1987

2250

950

2000

1500

950

700

750

800

1812
1812
7200

20000

12000

25000

20000
12400

Self-portrait

Self-portrait

Japanese dance
with child

Two dancing
figures

Untitled, San
Francisco

Dancing figures

Man with Whip

Untitled
Centreville,
Wisconsin
Red birds
Composizione

Blue Canal Il
Unknown field
Tumult

Untitled

Spanish lands
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gouache

ink/paper

watercolor and
ink/paper

gouache

watercolor/paper

charcoal

gouache

gouache

gouache
gouache
gouache

tempera/board
paper/paperboard
tempera/paper

tempera/card

tempera

Amsterdam
Butterfields
(Bonhams &
Butterfields San
Francisco)
Butterfields
(Bonhams &
Butterfields San
Francisco)
Butterfields
(Bonhams &
Butterfields San
Francisco)
Butterfields
(Bonhams &
Butterfields San
Francisco)
Butterfields
(Bonhans &
Butterfields San
Francisco)
Butterfields
(Bonhams &
Butterfields San
Francisco)
Butterfields
(Bonhams &
Butterfields San
Francisco)
Butterfields
(Bonhams &
Butterfields San
Francisco)

Nagel Auktionen
Nagel Auktionen
Brera arte
Sotheby's Mw
York

Sotheby's New
York

Sotheby's New
York

Sotheby's New
York

Sotheby's London,



1968

1947

1961

1969

1966
1963

1969

1966

1968

1965

1952

1954

1969

1957
1964
1963
1966
1967
1958

1958
1966

1987

1987

1987

1987

1987

1987
1987

1987

1987

1987

1986

1986

1986

1986

1986
1986
1986
1986
1986
1986

1986
1986

578

5128

4750

2419

1757

1323
4000

3168

5500

2500

13110

6500

10000

4000

3000
992
661
909
793

1980

3250
2515

Untitled

Light spectrum
Skid row
Untitled
Composition
Composition
abstraite
Composizione
Composition
sans titre
Untitled
Untitled

Monotype 4506

Untitled
Apotheosis

Untitled

Space ritual
Untitled
Untitled
Untitled
Untitled

Composition

Untitled 1958
Composition
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watercolor and
gouache/paper

watercolor/paper
gouache/board
gouache
watercolor and
gouache/paper
watercolor and
gouache/paper
tempera
watercolor/paper
watercolor/paper
tempera/paper
watercolor and
gouache/paper
gouache

tempera/board

tempera

ink/paper
gouache
gouache
gouache
gouache

gouache

tempera
gouache

New Bond Street

Sotheby's London,
New Bond Street
Dobiaschofsky
Auktionen, Bern
Sotheby's New
York

Schneider
Auktionen
Bukowski
Stockholm
Christie's London,
King Street

Brera arg

Perrin

Sotheby's New
York

Sotheby's New
York

Bukowski
Stockholm
Christie's New
York, Rockefeller
Center

Sotheby's New
York

Sotheby's New
York

Bonhams &
Butterfields San
Francisco
Christie's London,
King Street
Christie's London,
King Street
Christie's London,
King Street
Christie's London,
King Street
Binoche et Godeal
Bonhams &
Butterfields San
Francisco
Germann



1935

1950

1957

1970

1948

1968

1968

1954

1968

1967

1964

1963

1945

1954

1957

1959

1986

1986

1986

1986

1986

1986

1986

1986

1985

1985

1985

1985

1985

1985

1985

1985

1985

1985

950

2200

4000

20000

9000

793

992

826

909

1240

826

909

1900

9500

26000

31000

7000

10000

Two birds
Escape from
Earth

Above the trees

Biological secret
Times Square
Untitled

Untitled

Totemic animés
Untitled

Untitled

Untitled

Untitled

Self portrait

Seattle Streetcal

November grass
rhythms

Meditative
series VIl
Sleep

Imaginary
landscape
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tempera

tempera/board

paper/board

tempera/board
tempera/cardboard
gouache

gouache

gouache
gouache/board
gouache/board
gouache

gouache

ink/paper

tempera/board

tempera/board

tempera

tempera

tempera

Christie's Nev
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Christies New
York, Rockefeller
Center

Sotheby's New
York

Christie's London,
King Street
Christie's London,
King Street
Sotheby's London,
New Bond Street
Christie's London,
King Street
Christie's London,
King Street
Christie's London,
King Street
Christie's London,
King Street
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco



1959

1965

1965

1967

1969

1961

1968

1965

1965

1923

1961

1971

1968

1965

1960

1965

1954

1960

1985

1985

1985

1985

1985

1985

1985

1985

1985

1985

1985

1985

1985

1985

1985

1984

1984

1984

1984

1984

8500

45000

36000

44000

24000

18000

1240

826

1157

2977

1323

1300

2150

1760

1139

15710

1984

24810

1075

1653

Cosmic tension

Drum echoes

Blue night

Hidden

First colours of
Spring
Released
Composition
Untitled
Untitled
Untitled
Untitled
Portrait of Paul
McCool

Purple
Composition
Composition
Untitled
Nature paths
Fantasy
Breathing city
Bird fantasy

Fantasy white
and brown
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tempera

tempera

tempera

tempera

tempera

tempera
gouache
gouache
gouache
gouache
gouache
charcoal
gouache
gouache
watercolor and
gouache/paper
tempera
gouache
tempera/paper on

board

tempera

mixed media/paper

on board

Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields @n
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Bonhams &
Butterfields San
Francisco
Sotheby's London,
New Bond Street
Christie's London,
King Street
Christie's London,
King Street
Christie's London,
King Street
Christie's London,
King Street
Sotheby's New
York

Sotheby's London,
New Bond Street
Saheby's New
York

Dorotheum,
Vienne

Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street



1960

1968

1968

1968

1953

1954

1971

1966

1966

1968

1967

1969

1952
1960

1955

1946

1970

1961

1968

1967
1960

1984

1984

1984

1984

1984

1984

1984

1984

1984

1984

1984

1984

1984

1984
1984

1984

1984

1983

1983

1983

1983
1983

1653

1240

909

4961

3696

1400

650

661

1075

1157

1075

1240

1386

2000
1254

8000

1200

9900

3142

661

992
1488

Hidden structure tempera

Untitled gouache

Untitled gouache

Untitled gouache

Composition gouache

Untitled gouache

Signs tempera

Composition wateicolor/paper

Untitled gouache

Untitled gouache

Untitled gouache

Untitled gouache

Echevetrement watercolor and

vegetal ink/paper

Composition watercolor/paper

Composition gouache/board
tempera/paper on

Composition board

Composition watercolor/paper

Composition

fond vieux rose gouache
watercolor and
gouache/paper on

Composition board

Composition watercolor/paper

Composition gouache

Head watercolor and
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Sotheby's London,
New Bond Street
Christie's London,
King Street
Christie's London,
King Street
Christie's London,
King Street

Laurin Guilloux
Buffetaud Tailleur
Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Sotheby's London,
New Bond Street
Christie's London,
King Street
Christie's London,
King Street
Christie's London,
King Street
Christie's London,
King Street
Catherine
Charbonneaux
Sotheby's New
York

Binocheet Godeau
Sotheby's New
York

Bonhams &
Butterfields San
Francisco
Cornette De Saint
Cyr

Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street
Sotheby's London,
New Bond Street

Sotheby's London,



1948

1970

1949

1964

1965

1961

1964

1966

1957

1954

1916

1968

1968

1954

1958

1983
1983

1983

1983

1983

1983

1983

1983

1983

1983

1983

1983

1982

1982

1982

1982

1982

1982

4961
2970

2750

1300

600

20000

1135

818

3000

1984

2000

992

1400

700

4134

4465

1750

5000

New York
patterns
Composition

Composition

Self-portraits

Untitled

Desert blooms
Composition
blanche
Composition en
bleu, rouge et
noir

White writing
Untitled
Composition
No. 1

Abstract Figures

Untitled

Abstraction
Monotype- blue
Monotype- red
Multiple

journeys

Red gardens

gouache/paper

gouache/board
gouache

gouache

paper/board

gouache
tempera

gouache

gouache

watercolor and
gouache/paper

watercolor/paper
paper
gouache

tempera

watercolor/pape
gouache
gouache
tempera

tempera

New Bond Street

Christie's London,
King Street
Binoche et Godeal
Sotheby's New
York

Christie's New
York, Rockefeller
Center

Christie's New
York, Rockefeller
Center

Sotheby's New
York

French Auction
House

French Auction
House

Bonhams &
Butterfields San
Francisco
Christies London,
King Street
Sotheby's New
York

Sotheby's London,
New Bond Street
Sotheby's New
York

Bonhams &
Butterfields San
Francisco
Christie's London,
King Street
Christie's London,
King Street

Richard Bourne
Sotheby's New
York

See OAuction Records for Mark TobefsRArt: The ArtistsO Blueboakccessed July 5, 2011,

http://www.askart.com/AskART/artists/search/Search_Repeat.aspx?searchtype=AUCTION_RECORD

S&artist=30110.
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Appendix 2: Select Gallery and Museum Exhibitions

Helen Frankenthler

In 1969, FrankenthalerOs first retrospective exhibition was held at the Whitney
Museum of American Art. That same year, she was the only woman included in the
showNew York Painting and Slpiure: 1940197Q at the Metropolitan Museum of
Art, an exhibition thasummarizedhree decades of art making in New York.

According to critic Amei Wallach, OThatOs when she began to be regatded as
reigning woman artist®®

Her work has regularly beeexhibited both nationally and internationally
throughout her career. Some of her significant solo exhibitions include: the Suzanne
Lemberg Usdan Gallery at Bennington College in Bennington, Vermont, in 2007; the
National Gallery of Australia in Canberia 200906; the Museum of Contemporary
Art, North Miami, Florida, in 2003; the Yale University Art Gallery in New Haven,
Connecticut in 2002; the Neuberger Museum of Art, State University of New York
in Purchase, New York, in 1999; the Savannah Coliédeat and Design, Savannah,
Georgia in 1998; the National Gallery of Art, Washington, DC, in 1993; the Meredith
Long Gallery, Houston, Texas, in 1993 (and again in 2004); Knoedler & Company,
New York, in 1992 and 2008; The Modern Art Museum of Fort Wdréxas, in
1989; Solomon R. Guggenheim Museum, New York, in 1985 and 1998; the Rose Art

Museum at Brandeis University in Waltham, Massachusetts in 1981; the Corcoran

648 Amei Wallach, OArts and Craftines®)® 1-2, (July 18,1989)26.
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Gallery of Art, Washington, DC, in 1975; the Whitney Museum of American Art,
New York, in1969; the David Mirvish Gallery, Toronto, Gmio, Canada, in 1965
and 1973; AndrEmmerich Gallery, New York, 1959 and 1993; The Jewish
Museum, New York, in 1960; Tibor de Nagy Gallery, New York, in 1951 and
1959%%°

FrankenthalerOs inclusion in group shésextensive. Highlights of these
exhibitions include:Action/Abstraction: Pollock, de Kooning, and American Art,
194®1976 The Jewish Museum, New York, in 20@Xlor as Field: American
Painting 195@1975 American Federation of Arts, toured the @ditStates, 2007,
The Shape of Colour: Excursions in Colour Field Art, H28ID5,Art Gallery of
Ontario, Toronto, Canada, in 2008)strakter Expressionismus in Amerika: Lee
Krasner, Hedda Sterne, Elaine de Kooning, Joan Mitchell, Helen Frankenthaler
Pfalzgalerie Kaisedlautern, Germany in 200Bbstraction in the TwentietGentury:
Total Risk, Freedom, Disciplin&olomon R. Guggenheim Museum of Art, New
York, in 1996;The Gestural Impuls&Vhitney Museum of American Art in New
York in 1989;Individuals: A Selected History of Contemporary Art, 18#936
Museum of Contemporary Art, Los Angeles, California, in 198&: Fifties: Aspects
of Painting in New YorkheHirshhorn Museum and Sculpture Garden, Washington,
DC, in 1980;American Painting of the 198QAlbright-Knox Art Gallery, Buffalo,
New York, in 1978Color as Languagelhe Museum of Modern Art, New York, in
1975;The Great Decade of American Abstraction: Modernist Art #2800 The

Museum of Fine Arts, Houston, Texas, in 19&Bstract Paintingn the 70s

4 OHele Frankenthaler,0 accessed July 5, 2011,
http://www.knoedlergallery.com/artists/helen_frankenthaler/biography.html.
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Museum of Fine Arts, Boston, Massachusetts, in 196R8nger Abstract
Expressionists of the Fiftie§he Museum of Modern Art, New York, in 19Mew

York Painting and Sculpture: 1980970 The Metropolitan Museum of Art, New
York, in 1969;XXXIII International Biennial Exhibition of ArtUnited States

Pavilion, Venice, in 1966 (with Ellsworth Kelly, Roy Lichtenstein, and Jules Olitski);
Two Decades of Modern Paintingternational Council of The Museum of Modern
Art, New York, in 1966fainting and Sculpture of a Decade 18%8964,The Tate
Gallery, London, England, in 196BpstPainterly AbstractionLos Angeles County
Museum of Art, California, in 1964 ew Directions in American ArRose Art
Museum, Brandeis University, Waltham, Massactiasa 1963 American Abstract
Expressionists and ImagisSolomon R. Guggenheim Museum, New York, in 1961;
Documenta II: Kunst nach 194B6luseum Fridericianum, Kassel, Germany, in 1959;
Premiere Biennale de Parj$vusZe d€rt Moderne de la Ville de Payj France, in
1959;Nature in Abstraction: The Relation of Abstract Painting and Sculpture to
Nature in TwentiettCentury American ArWWhitney Museum of American Art, New
York, in 1958;Artists of the New York School Second Generalibe,Jewish

Museum New York, in 19579th Street: Exhibition of Paintings and Sculptug8th
East 9th Street, New York in 195ifteen Unknowns Selected by Artists of the Kootz
Gallery, Kootz Gallery, New York, in 1956° As the titles of these exhibitions
indicate,curatas and gallery owners often categoriZzgdnkenthaler within the

context of her style.

850 hid.
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Until the later 1950s, Frankenthaler exhibited her work at the gallery Tibor de
Nagy. Knoedler and Company, and Ameringer, McEnery, and Yohe (formerly
Ameringer/Howardplso representdthe artist These bluehip, first rate galleries
suggest heart world and market place success, thoughidbes on her gender

nevertheless limited her soaring potential.

Norman Lewis

In 1998, LewisQsork was shown in a series of imgpant solo museum
shows. FirstNorman Lewis: Black Paintings, 194877, traveled fromThe Studio
Museum in Harlem, New Yorko the Wadsworth Athenaeum in Hartford,
Connecticut, and the Dayton Art Institute in Dayton, Ohio. In 2008, the St. Louis Art
Museum in St. Louis, Missouri presentddrman Lewis, Twilight Sounf%"

Norman Lewis has been featured in solo exhibitions from 1936 to 2008, and
in group shows from 1934 to 2011. These aspects of his exhibition historyhsveal
recognition, albeit linted, throughout his career. Importantly, too, is the fact that
curators included Lewis in exhibitions centered on race, rarely dissociating the formal
characteristics of his work from Hisography. Represented by Maridillard of
The Willard Gallery irfNew York, LewisOs work has been shown in exhibitions
across the country.

Issues of race permeateewisOs relationship witillard. The artist

explains, Ol feel she thinks being an artist is sufficient but she ignores the race

51 ONorman Lewis,O accessed July 16,,2012
http://michaelrosenfeldart.com/artists/artists_represented.php?i=158&m=history.
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guestion which is very pvalent and it hinders many of the things she wanted to do
for me.&?

His work was featured in solo exhibitions in 1936 and 1937 ddénkem
Artists Guild in New York; the Harlem Art Center, New York in 1937, 1938, and
1939; the Willard Gallery in New Y#&rin 1949, 1950, 1951, 1952, 1954, 1957,
1961, and 1964. The artist was not included in anotheperson show until the
1970s, withNorman Lewis: A Retrospectiva 1976 at The Graduate School,
University Center, City College, New YarkAnother sigrficant period of time
passed without a solo exhibition, until LewisOs 1¢&%nan Lewis: The Black
Paintings at Robeson Center Gallery, Rutgers University, Newark, New Jersey,
followed byFrom the Harlem Renaissance to Abstractithe Kenkeleba Galleiy
New York, in 1989. The following decade opened Wtirman Lewis Returns,
Paintings from the Harlem Renaissanatthe Cotton Exchange Gallery in Augusta,
Georgia, andNorman Lewist the Berman/Daferner Gallery in New York, in 1993.
In 1994, his wdk was featured ifhe Second Transition: 194851 Abstractionst
A.F.T.U./Bill Hodges Gallery, New York, followed in 1997 byprman Lewis: Social
Realism to Abstraction 1938, at the Bill Hodges Gallery in New York, and
Norman Lewisat Ben Shahn Gallies, William Paterson College, Wayne, New

Jersey™?

52Norman Lewis, OOral History Interview with Norman Lewis,O interview by Henri Ghent, July 20,
1974, Archives of American Art, Smithsonian Institution,
http://www.aaa.si.eduoollections/oralhistories/transcripts/lewis68.htm.

53 ONorman Lewis,O http://michaelrosenfeldart.com/artists/artists_represented.php?i=129&m=history.
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The June Kelly Gallery in New York presentt®@500s: Paintings and Works
on Paperand theBill Hodges Gallery, New York, organizédorman W. Lewis: 25
Highly Important Paintingsin 1998. In 1999Michael Rosenfeld Gallery in New
York, presentedntuitive Markings: Works on Paper, 194975 andG.R. N'Namdi
in Chicago, lllinois, displayetlorman Lewisboth shows received critical attention.
In 2002, theBill Hodges Gallery in New York, mountédormanLewis: Linear
Abstractionsfollowed by another onperson exhibition at Bill Hodges in 2004,
Norman Lewis: Master Paintings from 194975°%*

Lewis has been included in a range of group exhibitions, beginning@with
showing in 1934 athe Metropolitan Miseum of Art, New York; the Salon of
Contemporary Negro Art, New Yorkjsk University Galleries, Nashville,
Tennesseend theBaltimore Museum of Art, Baltimore, Marylangh 1939; and the
Tanner Art Galleries in Chicago, lllinois, and the Library of @@&ss in Washington,
DC, in 1940. Other highlights ofeélse group exhibitions includi#tie Newark
Museum in Newark, New Jersdihe G Place Gallery in Washington, DC, athe
Carnegie Institute, Pittsburgh, Pennsylvania, in 1944, inclusion in a 194%show
Studio 35, New York; the Museum of Modern Art, New York in 1951; the Norfolk
Museum in Norfolk, Virginia, in 1952; the Art Instituté Ghicago in Chicago,
lllinois, as well as in the United States Pavilion at the Venice Biennale in Venice,
Italy, in 1966, and the Museum of Art at the University of Michigan, Ann Arbor,
Michigan. Completing the major showings in the 1950s, Lewis was included in a

group exhibition at the Whitney Museum of American Art in New YorkL958. He
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was included in limited grqushows in the 1960s: the City College in New York, in
1967, and the Museum of Modern Art, New York, in 1869.

Beginning in the 1970s, LewisOs work was fealtin group exhibitions held
atmajor museums across the country and in Europe. For instard® 1, his work
was shown at the Newark Museum in Newark, New Jersey, The Brooklyn Museum,
in Brooklyn, New York, theMuseum of Modern Art, New York, th@orcoran
Gallery of Art, Washington, DC, the Venice Biennale in Venice, Italy, and the MusZe
de Peintire et de Sculpture in Grenoble, France. Museum inclusion continued that
decade, with showings at the Los Angeles County Museum of Art in Los Angeles,
California, and in 1978 at the Studio Museum in Harlem, New Ya?k.

In the 1980s, he was included irogp shows at a range of exhibition spaces,
such as the Fine Arts Museum of Long Island, Hempstead, New York, in 1983; The
Art Museum Association of America, Bellevue Art Museum, in Bellevue,
Washington, in 1985; and the Schomburg Center for Researchck Blature, New
York Public Library in New York, in 1988. His inclusion in group shows since the
1990s include: the Kenkeleba Gallery, New York, in 1991; the Terra Museum in
Chicago, lllinois, The Phillips Collection in Washington, DC, the Amon Carter
Museum, Fort Worth, Texas, the Dayton Art Institute, Dayton, Ohio, and the Tate
Gallery in London, Englandn 1992; the Michael Rosenfeld Gallery, New York, the
Philadelphia Museum of Art in Philadelphia, and The High Museum of Art in

Atlanta, Georgia, in 188; The Art Museum, Rhode Island School of Design,
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Providence, Rhode Island, in 1994; the Whitney Museum of American Art, New
York, in 1996; the Flint Institute of Arts, in Flint, Michigan, in 1999; the New York
Historical Society in New York in 2003; tligermuda National Gallery in Hamilton,
Bermuda, in 2007; The Jewish Museum in New York, in 2008; the Tate Liverpool in
Liverpool, England, in 2010; and the Herbert F. Johnson Museum of Art, Cornell
University in Ithaca, New Yorkn 2011.

Although LewisOsavk has been included in major institutions across the
United States and Europe, the themes of the group exhibitions are revealing. The
majority of the shows haveada racebased focuysevident in the titles. From
Exhibition of the Art of the Americarelyro (18511940) at the Tanner Art Galleries,
Chicagolllinois, and the Library of Congress, Washington, DC, in 1940, to
American Negro Arat theDowntown Gallery in New York in 1940, fthe Negro
Artist Comes of Agat the Albany Institute of Histognd Art in Albany, New York,
in 1945, toThe Evolution of AfréAmerican Artists; 1800950at the City College,
New York, in 1967Homage to Martin Luther Kingt the Museum of Modern Atrt,
New York, in 1969andBlack Artists: New York/Bostat The Museunof Fine Arts,
Boston Massachusett#n 1970,Black Artists: Two Generatioret the Newark
Museum, Newark, New Jersey, in 1971, and the major shew,Centuries of Black
American Arf Los Angeles County Museum of Art in Los Angeles, California, the
focushas been primariljo situateLewis within a larger but limited context of
African American art production. This tendency continued throughout the 1980s and
to the present, witRelebrating Contemporary American Black Artistme Arts

Museum of Long Ind, Hempstead, New York, in 1983idden Heritage: Afre
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American Art, 18041950 The Art Museum Association of America, Bellevue Art
Museum, Bellevue, Washington, in 1985; and in 198® Blues Aesthetic: Black
Culture and Modernisirat the WashingtonrBject for the Arts, Washington, DC, the
California African American Museum in Los Angeles, California, the Duke
University Museum of Art in Durham, North Carolina, the Blaffer Gallery, University
of Houston, Houston, Texas, and The Studio Museum in HaNemwv York, New
York.®’

Curators continued taclude Lewis irshows organized around race in the
1990s an@000s Evidencing this trend are the following group shoWse Search
for Freedom: AfricarAmerican Abstract Painting, 194875 Kenkeleba Gallery
New York, New York in 1991African-American Art: TwentietCentury
Masterworks Michael Rosenfeld Gallery, New YorEmpowerment: The Art of
African American ArtistsKrasdale Gallery, White Plains, New York, &flYears of
African-American Arf The Stidio Museum in Harlem, New York, New YorArt by
AfricanrAmericans in the Collection of the New Jersey State Myddem Jersey
State Museum, Trenton, New Jersey, in 1998allenge of the Modern: African
American Artists, 1928945 The Studio Museum iHarlem, New York, in 2003;
Afro Modern: Journeys Through the Black Atlantiate Liverpool, Liverpool,
England; andplendor of Dynamic Structure: Celebrating 75 Years of the American
Abstract ArtistsHerbert F. Johnson Museum of Art, Cornell Univerdityaca, New

York.%%®
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Alma Thomas

Franz Bader in Washington, DC, and Martha Jackson in New, York
represented Thomas; these galleries included her in a host of exhibitions.
Additionally, according to art critic Benjamin Forgey, in the +hi#60s, Thomas,
Odisovered the combination of abstract patterns and beautiful pure colors that was to
open the doors of many of the nationOs top museums to her paitttings&at, just
after the first decade in which she committed her life solely to painting, Thomas
exhibted her paintings at influential museums in Washington, DC, and New York.
Forgey discusses her success, noting, OHer firsvoman exhibition was mounted
when she was 69. In 1976 she became the second living Washington artist whose
work was acquiredadr the permanent collection of the Metropolitan Museum of Art
in New York.¢&®°

In 1972, major museum attention on Thomas piqued. First, Thomas showed
her work in a ong@erson show at the Whitney Museum of American Art in New
York, in an exhibition entitld, Alma W. ThomasThe Corcoran Gallery of Art in
Washington, DC, also exhibited the artist in a solo show that yearAlmait W.

Thomas: Retrospective Exhibition

The decade of the 1980s opened with a major exhibition of ThomasOs work,
just three yearafter the artistOs death. In 1981, the National Museum of American
Art, Smithsonian Institution, Washington, DC, assembled the exhibAiduife in

Art: Alma Thomas, 1891978 supplemented by Merry A. ForestaOs significant

5°Benjamin Forgey, OAlma W. Thomas Dies; Famed District Paifitee,@/ashington Star
February25, 1978, A7.
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exhibition catalogue that chmizled the artistOs life and #t.Another catalogue
featuring a range of scholarly considerations of her work accompasigdificant

show, in 1998, entitledlma W. Thomas: A Retrospective of the Paintiagghe Fort
Wayne Museum of Art, Fort Waynidiana®®? Contributors to the catalogue

included, art historians Ann Gibson and Jonathan P. Binstock, and artist Jacob
Kainen, thus validating the importance of ThomasOs output and contributions to the
art world®®® This recognition is significant becauiseepresents a shift from earlier
critical and scant scholarly attention, which rarely illuminated Thonpas@i®n

within art history.

Thus, although primarily shown in group exhibitions, curators have included
ThomasOs work in a limited number of stlows From a small 1959 exhibition at
Bennett College in Greensboro, North Carolina, followed by exhibitions of her
watercolor paintings in 1960, 1961, and 1962 at the DuPont Theatre Art Gallery,
galleries and museums provided significant showings begjrin the mid1960s.

For example, she had a 1966 retrospective exhibition at Howard University Gallery of
Art that surveyed her painting endeavors even before she retired from teaching,
followed by a show at the Margaret Dickey Gallery of Art in WastongDC, in

1967 (and later in 1975), and then an exhibitdima Thomas: Recent Paintings

Franz Bader Gallery, Washington, DC, (with additional shows there in 1970 and

1974. It was indeed in the early 1970s that Thomas was met with museum and

1 seeMerry A. ForestaA Life in Art: Alma Thomas, 1891978 exh. cat. (Washington, DC:
Smithsonian Institution Press, 1981).

62 5eeAlma W. Thomas, A Retrospective of the Paintiegk. cat. (San Francisco: Pomegranate,
1998)

83 OAlma Thomas,O accessed July 16, 2012,
http://michaelrosenfeldart.com/artists/artists_represented.php?i=158&m=history.
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gallery attention. In 1971, her exhibitidkecent Paintings by Alma W. Thomas:
Earth and Space Series, 196271 at Carl Van Vechten Gallery of Fine Arts, Fisk
University, Nashville, Tennessee, set the tone for the decade, as the 1970s marks the
period in whity Thomas was included in exhibitions in major New York musetifns.

In 1973, she had oneperson showAlma W. Thomas: Paintingat Martha
Jackson Gallery in New York, followed #fma W. Thomas: Recent Paintings the
H.C. Taylor Art Gallery, North Catina Agricultural and Technical State University,
Greensboro, North Carolina aAéima W. Thomas: Recent Paintings, 19876 at
Martha Jackson Gallery, in 19782 In 2001, Michael Rosenfeld Gallery in New
York, mounted the onperson showAlma ThomasPhantasmagoria, Major
Paintings from the 197(§°

ThomasOs inclusion in group exhibitions is much more extensive than the
limited solo shows. Additionally, these shows reach farther back, and span the
artistOs career, with a group show as recent as Rgiflightsincludeexhibitionsat
the Smithsonian Institution in Washington, DC, in 1954, 1955, and 1960; the
Corcoran Gallery of ArtWashington, DCin 1955, 1956, 1959, and 1977; American
University, Washington, DCin 1959; theDimock Gallery at Georg&/ashington
University in Washington, DC, in 1968; the Lee Nordness Gallery in New York in
1969; the Whitney Museum of American AKew York,in 1971; a 1974 show at the

Indianapolis Museum of Art in Indianapolis, Indiana; Los Angeles County Museum
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of Art, Los Angeles, Californian 1976; the Kenkeleba House in New York in 1986;

a 1992 group show at Wadsworth Atheneum, Hartford, Connecticut; Spelman
College, Atlanta, Georgia, in 1996; the National Gallery of Art in Washington, DC, in
2003; the Ackland ArMuseum, University of North Carolina in Chapel Hill, in

2008; and the Nasher Museum of Art at Duke University in Durham, in 2610.

These exhibitions evidence the fact that Thomas received recognition within the art
world during her career, although masfythe shows and critical reviews focused on
her race and gender.

It is less the multitude of group shows in which ThomasOs work has been
included, and more the thematic aspects of the shows that reveal how galleries and
museums categorized this arti3the majority of ler group shows are organized by
race and genderThis reception indicates a continued concern for examining
ThomasOs work through the lens of race and gender, with less interest in formal
comparisons of her work with other artists. Tined continued throughout her
careey exemplified by the following exhibition8th Annual Exhibition of Paintings,
Sculptures and Prints by Negro Artistsevor Arnett Library, Atlanta University,
Atlanta, Georgia, in 1952, 1954, 1964, and 1TMimensons of Blackat the La Jolla
Museum of Art, La Jolla, California, amdro-American Artists: New York and
Boston The Museum of the National Center of A#onerican Artists and the School
of the Museum of Fine Arts in Boston, Massachusetts, in 1Bd@k American
Artists/71 Lobby Gallery, lllinois Bell Telephone, Chicago, lllinois, and

Contemporary Black Artists in Amerieathe Whitney Museum of American Art,
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New York, New York, and The Art Barn, Washington, DC, in 19Zdlor and
Image: Six Artists im Washington, DQJniversity of lowa Museum of Art, lowa
City, lowa, andAfro-American Arf Carl Van Vechten Gallery of Fine Arts, Fisk
University in Nashville, Tennessee, in 19Two Centuries of Black American Art
Los Angeles County Museum of Art, L&sgeles, California, in 197@lack
Artists/SouthHuntsville Museum of Art, Huntsville, AlabamandReflections o&
Southern Heritage: Twentief@ientury Black Artists of the SoutheaSibbes Art
Gallery, Charleston, South Carolina, in 1979.

Museums ad galleries show their focus on ThomasOs gender by organizing
exhibitions such adBlack Matriimages: A Retrospective Exhibition of Paintings by
Laura Wheeler Waring and Paintings and Prints by Elizabeth Catlett, Lois Jones,
Alma W. ThomadMorgan Stat€ollege Gallery of Art, Baltimore, Maryland, in
1972;WomanOs Work: American Art 19%Wiseum of the Philadelphia Civic Center,
Philadelphia, Pennsylvania, in 1974 in New YorkWomenOs Interart Center Inc.,
New York, New York, in 1975Nomen Atrtists iWashington CollectiondJniversity
of Maryland Art Gallery and WomenQs Caucus for the Arts, College Park, Maryland;
Celebrating Contemporary American Black Artjgtsme Arts Museum of Long
Island, Hempstead, New York, in 19&dnce the Harlem Renaiss&n&0 Years of
Afro-American Art Center Gallery of Bucknell University, Lewisburg, Pennsylvania,
andArt in Washington and Its AfrAmerican Presence, 194®7Q Washington
Projects for the Arts, Washington, DC, in 198&can-American Artists, 1880

1987: Selections from the Evafisbbs Collection Smithsonian Institution Traveling
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Exhibition Service, Washington, DC, in 1989ge Within Ourselves: African
American Artists in the Collection of the National Museum of American Art
WadsworthAtheneum, Haford, Connecticytin 1992;Tradition & Conflict: A
Visual History of AfricarAmericans in Art, nineteenth and Eafliwentieth
Centuries Ledbetter Lusk Gallery, Memphis, Tennessee, in 196& onserve A
Legacy: American Art from Historically Black Collegiand UniversitiesThe Studio
Museumin Harlem, New York, New Yorkin 1999;In the Spirit of Martin: The
Living Legacy of Dr. Martin Luther King, JrCharles H. Wright Museum of African
American Art, Detroit, Michigarnin 2002;Five African American Aists, National
Gallery of Art, Washington, DC, in 2003; aAdrican American Art: 200 Years

Michael Rosenfeld Gallery, New York, New York, in 2008.

Mark Tobey

Represented by MariaWillard of The Willard Gallery in New York, TobeyOs
oneperson exhibitias are voluminous. Selections include: the Arts Club of Chicago
in 1928; the Cornish School in Seattle, Washington, in 1930; the Paul Elder Gallery
in San Francisco, California, and the Beaux Arts Gallery in London, England, in
1934; the Seattle Art Musguin Seattle, Washington, in 1935, 1942 and 1955; the
Willard Gallery in New York, in 1942, 1945, 1947, 1949, 1950, 1951, 1953, 1954,
1957; the Portland Art Museum in Portland, Oregon, in 1945; the California Palace of
the Legion of Honor in San Francis&alifornia and the Margaret Brown Gallery in
Boston, Massachusetts, in 1951; the Renaissance Society at the University of

Chicago, Chicago, lllinois, in 1952; the Art Institute of Chicago in Chicago, lllinois,
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the Galerie Jeanne Bucher in Paris, France the Institute of Contemporary Arts in
London, England, in 1955; the Galerie Sandler in Paris, France, in 1958; the St.
Albans School in Washington, DC, in 1959; Frederic Hobbs Fine Art, San Francisco,
California, and the Kunsthalle in Mannheim, Germany,960; Galerie Beyeler in
Basel, Switzerland, the Royal S. Marks Gallery in New York, and the MusZe des Arts
DZcoratifs in Paris, France, in 1961; The Whitechapel Art Gallery in London,
England, the Seattle WorldOs Fair in Seattle, Washington, th8ellgman Gakry
in Seattle, WashingtoiThe Phillips Collection in Washington, DC, in 1982
TobeyOs 8Geattle Art Museum, Seattle, Washington, 197hute to Mark Tobey
National Collection of Fine Arts, Washington, DC, in 1§74ylark Tobey: City
Paintings National Gallery of Art, Washington, DC, in 1984Mark Tobey: A
Centennial ExhibitionGalerie Beyeler, Basel, Switzerland, 1§90.

TobeyOs inclusion in group exhibitions is pervasive as well, and span the
major galleries and museums around théldvoThese nationalral international
shows includePainting and Sculpture by Living AmericaaisThe Museum of
Modern Art, New York, in 1930Americansat the Harvard Society for Contemporary
Art in Cambridge, Massachusetts in 198inerican Art Todagt the New York
WorldOs Fair in New York, in 1938ineteenth International Exhibition of

Watercolorsat the Art Institute of Chicago in Chicago, lllinois, in 19A@tists for

67%illiam C. Seitz,Mark Tobey(New York: The Museum of Modern Art, 196295.
7t OMark Tobey,O accessed July 23, 2012, http://www.moellerfineart.com/artistshegrk

672 Opast Exhibitions, Mark Tobey: City Paintings,O accessed July 23, 2012,
http://www.nga.gov/past/data/exh509.shtm.

673Wolfgarng M. Freitag Art Books: A Basic Bibliography of Artistlew York: Garland Publishers,
1997), 407.
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Victory at The Metropolitan Museum of Art in New York, in 19&9mantic
Painting in Americaat The Museum of Modern Art in New York, in 194"
International Watercolor Exhibitioat the Brooklyn Museum, New YorR1* Annual
Exhibition of Northwest Artistat the Seattle Art Museum in Seattle, Washingﬂi‘h,
Annual Portrait ofAmerica Exhibitiorat Rockefeller Center, New York, aAsnual
Exhibitionat the Whitney Museum of American Art in New York, New York, 1945;
Contemporary American Paintings the Virginia Museum of Fine Arts in
Richmond, VirginiaAmerican Paintings frorthe 18" Century to the Preseat the
Tate Gallery in London, England, akRdurteen Americanat The Museum of
Modern Art, New York, in 1946;).S. Representaticat the XXIV Biennale in
Venice, Italy in 1948The Intrasubjectiveat the Samuel M. Kootz Gary, New
York, in 1949;American Painting Todagt The Metropolitan Museum of Art, New
York, in 1950;Abstract Painting and Sculpture in AmeriaaThe Museum of
Modern Art, New YorkSignificant American Paintingt the University of
Wisconsin in Madisa, WisconsinAmerican Vanguard for Pariat the Sidney Janis
Gallery, New York, in 195%*and more recenth§ounds of the Inner Eye: John
Cage, Mark Tobey, Morris Gravelluseum of Glass, Tacoma, Washington, in
2002°%"° andNight Sounds: Nocturnal Visioms Mark Tobey and Morris Graves

Seattle Art Museum, Seattle, Washington, in 2866.

674 Seitz,Mark Tobey95-96.

67*OSounds of the Inner Eye: John Cage, Mark Tobey and Morris Graves,O accessed July 23, 2012,
http://www.museumofglassstore.é¢8pundsof-the-InnerEye-br-JohrCageMark-TobeyandMorris-
Graves-P2541C22.aspx.

67 Opast Exhibitions, Night Sounds: Nocturnal Visions of Mark Tobey and Morris Graves,O accessed
July 23, 2012, http://www.seattleartmuseum.org/exhibit/exhibitDetail.asp@Bw8876.
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Figures

Figure 1.

Helen Frankenthaler
Abstract Landscapel951

Oil on sized, primed canvas
690 x 71 7/80

Private Collection
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Figure 2

Helen Frankenthaler

Mountains and Sed 952

Oil in canvas

86 5/80 x 117 O

Collection Helen Frankenthaler Foundation, loo. extended loan to the National
Gallery of Art, Washington, D.C.
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Figure 3.

Helen Frankenthaler

Garden Mazgel1952

Oil on sized, primed caas

580 x 51 O

Collection of Mr. ad Mrs. Richard C. Hedreen

347



Figure 4.

Helen Frankenthaler
10/29/52 1952

Oil on canvas

650 x6! O

Private Collection
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Figure 5.

Helen Frankenthaler
Shatter 1953

Oil on canvas

48! O x 540
Private Collection
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Figure 6.

Helen Frankenthaler
Nude 1958

Oil on canvas

101 Ox 45! O
Private Collection
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Figure 7.

Helen Frankenthaler

Winter Figure with Black Overhead959
Oil on sized, primed canvas

840 x 530

Private Collection
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Figure 8
HelenFrankenthaler
Yellow Caterpillar 1961
Oil on canvas

93 3/40 x 1200
Private Collection
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Figure 9.

Helen Frankenthaler

SmallOs Paradis&964

Acrylic on canvas

1000 x 93 5/80

Smithsonian American Art Museum, Smithsoniastitution, Washington, D.C.
Gift of George L. Erion
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Figure 10

Helen Frankenthaler
Nadir Rising 1974
Acrylic on canvas
551 O x 490

Private Collection
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Figure 11

Norman Lewis

Johnny the Wanderet,933
Oil on canvas

370 x30 O

Collection of Tarin M. Fuller
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Figure 12

Norman Lewis

Yellow Hat 1936

Oil on burlap

36! O x260

Collection of Mrs. Ouida Lewis
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Figure 13

Norman Lewis

Blending 1951

Oil on canvas

540 x 41 7/180

MunsonWilliams-Proctor Institute MuseuntJtica, New York
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Figure 14

Norman Lewis
Migrating Birds 1953
Oil onlinen

400 x 600

Private Collection
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Figure 15

Norman Lewis
Processiongl1965

Oil on canvas

38! Ox57" O

Norman Lewis Collection
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Figure 16

Alma Thomas

Study of a Young Girta. 1955
Oil on fiberboard

351 0x27 0O

BarnettAden Collection
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Figure 17

Alma Thomas

Blue and Brown Still Life1958

Oil on fiberboard

23 7/8x 320

Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washington, D.C.
Gift of Vincent Melzag Arlington, Virginia, 1976
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Figure 18

Alma Thomas

Spring Fantasy1963

Watercolor on paper

22 1/80 x 29 7/80

In the Collection of The Corcoran Gallery of Art, Washington, D.C.
Gift of Ida Jervis in Memory of Alma Thoas
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Figure 19

Alma Thomas

Untitled, 1966

Watercolor on paper

180 x23 0O

The Estate of Franz Bader

363



Figure 20

Alma Thomas

Air View of Spring Nurseryl966

Acrylic on canvas

480 x480

The Columbus Museum, Columbus, Georgia

Gift of the ColumbusgPhenix City National Association of Negro Business Women
and of the artist
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Figure 21

Alma Thomas

Red Violet Nursery Viewed from Abpea. 1970
Acrylic on canvas

500x 480

Private Collection
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Figure 22

Alma Thomas

Springtime in Washingteri971
Acrylic on canvas

480 x 480

Private Collection
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Figure 23

Alma Thomas

Cherry Blossmmn Symphonyl972
Acrylic on canvas

68! Ox53 O

Collection of Charles Arnold Hart
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Figure 24

Alma Thomas

Babbling Brook and Whistling Poplar Trees Symphd®76
Acrylic on canvas

720 x 520

Collection of Sherman Kand Essie Greezdmiston
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Figure 25

Mark Tobey

Broadway 19351936

Tempera on fiberboard

260x19 O

The Metropolitan Museum of Art, New York
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Figure 26

Mark Tobey

Broadway Bogie, 1942

Tempera on composition board

31 3/8 x 24 3/80

Collection of Mr. and Mrs. Max Weinstein, Seattle, Washington
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Figure 27

Mark Tobey

Drift of Summer1942

Tempera

280 x 220

Collection of Wright Ludington, Sda Barbara, California
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Figure 28

Mark Tobey

Remembrance in Light942
Temperaon board

13380 x 9 3/

Boise Art Museum, Boise, ldaho
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Figure 29

Mark Tobey

Written Over the Pliaas, 1950

Mixed media on paper mounted on masonite
30 180 x 40

San Francisco Museum of Art

Gift of Mr. andMrs. Ferdinand Smith

373



Figure 30

Mark Tobey

Meditative Series V111954
Temperaon paper

17 7/80 x11! O

Private Collection
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Figure 31

Mark Tobey

Space Ritual # 41957

Brush andSumiink on paper
211/80x29 O

Smith College Museum of Art
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Figure 32

Mark Tobey

Homage to Ramead 960
Temperaon black paper
6! Ox®

Willard Gallery, New York
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Figure 33
ArtistsO Sessions at Studio 35, Photograph by Max Yavno, 1950
Includes Norman Lewis, Hans Hofmann, Alfred Barr, Robert Motherwell,

Willem de Kooning, Loise Bourgeois, Hedda Sterne, Barnett Newman
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Figure 34
Olrascible Group of Advanced Artists,O 1951

Life magazine
Robert Motherwell, Mark Rothko, Jackson Pollock, Ad Reinhardt, Adolph Gottlieb,

and Hedda Sterne (eldes Norman Lewis)
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