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FROM THE PRESIDENT
by Nancy Mowll Mathews

How do you know when you
are finished?

In the abstract for his upcoming CAA
paper, “Counting the Rayographs of
Man Ray”, Steven Manford eloquent-
ly expresses the dilemma facing the
catalogue raisonné scholar: “How do
you know when you have all of
them? How do you know when you
are finished?”  Answering this
question is like looking into a crystal
ball or prophesying the end of the
world—it calls out the psychic in all
of us. Of course, it is an educated
prediction because we all learn the
habits, foibles, and ticks of the artist
we’re working on and, like Steven
looking for Man Ray’s keys, we
recognize the signs of a completed ar-
tistic cycle and begin to run out of pla-
ces to look for new works. Completion
begins to settle over the project like a
mantle.

But once the catalogue raisonné is in
print, as is ours on Maurice and
Charles  Prendergast (published
1990), that sense of completeness is
suddenly withdrawn. Although the
work is no longer all consuming, it
stays with you in its naggingly
unfinished state. Approximately fif-
ty works are sent to the Prendergast
Archive and Study Center here at
the Williams College Museum of Art

each year in hopes of authentication.
Of these, perhaps one will make its
way into our records as an accepted
work by one of the two brothers.
Changes in ownership, and additions
to bibliography and exhibition his-
tory and ongoing research challenge
claims of an “up-to-date” database.
Our responsibility to provide the art
world with reliable information will
continue until someone else rises up to
take our place. How do you know
when you are finished? For the
catalogue raisonné scholar, it remains
a question even after it has been
answered.

PANEL DISCUSSION
DURING CAA ANNUAL

CONFERENCE
Organized by the CRSA. Chaired by
Steven Manford, Photo Historian

To be held on February 20th,
2003, Thursday afternoon, 12:30
—2:00 p.m, at the New York
Hilton, New York, 1335 Avenue
of the Americas

Why it is Important to
Reinvent the Wheel:
Photographic Historians
Authoring Catalogues
Raisonnés

A substantial amount of original
research is being published by photo

historians, yet only now does such
scholarship include the preparation
of catalogues raisonnés. While there
exist numerous catalogues of collec-
tions and discrete suites of photo-
graphs, only in the new millennium
do we see historians completing cata-
logues on the life work of photogra-
phers. The year 2002-2003 sees the
publication of three important cata-
logues: Alfred Stieglitz: The Key Set
by Sarah Greenough (National
Gallery of Art, June 2002), The Photo-
graphs of Linnaeus Tripe: A Cata-
logue Raisonné by Janet E. Dewan
(Art Gallery of Ontario, December
2002), and Julia Margaret Cameron:
The Complete Photographs by Julian
Cox and Colin Ford (The J. Paul Getty
Museum, January 2003). Several cata-
logues are in process by both senior
scholars and young photo historians.

NOTE: James Trezza has gracious-
ly offered to host a reception for
CRSA members attending the CAA
conference on Thursday, Feb. 20, 57
pm, at his gallery: James Francis
Trezza Fine Art, 39 East 78th Street,
6th floor, New York City--just off
Madison Avenue.

Please RSVP: 212 327-2218

The panel’s goal is to address the
particular challenges and opportun-
ities faced by the photo historian un-
dertaking a catalogue raisonné. As a
means of representing the current
state of scholarship four photo



historians will introduce an aspect of
their catalogue raisonné project.
Speakers will discuss their research
on the photography of William
Henry Fox Talbot, Julia Margaret
Cameron, Alfred Stieglitz, and Man
Ray. What problems are specific to
the preparation of a catalogue fo-
cused on photographs? What con-
stitutes a finished work of a pho-
tographer? How does one deal with
the enormous output of many photo-
graphers? What models can one em-
ploy given that the medium by nature
produces multiples? How does the
photo historian best use such ma-
terials as: the photographer’s own
negatives, contact sheets, work prints,
and tear sheets? How can these
resources be exploited to create a
comprehensive catalogue? And last-
ly, once the work is done how might
the research of the catalogue raisonné
scholar be used by photo historians as
a means of advancing studies in the
history of photography?

Miscellanea Photogenica: Towards a
catalogue raisonné of Talbot & his
circle

Larry ]. Schaaf,
Glasgow

University of

William Henry Fox Talbot (1800-
1877), most widely known as the in-
ventor of photography, was also the
first artist to be trained by it. He
conceived the idea in 1833, achieved
his first successes by 1834, and intro-
duced his art publicly in 1839. While
both his technique and his artistic
achievements grew rapidly after the
public debut, by 1844 Talbot was
actively trying to persuade others to
take over the art. His last photo-
graphs were made little more than a
decade after he first realized his
dream.

Within this period, Talbot produced
around 4000 distinct negative images
and perhaps 15000 hand-made
prints. A catalogue raisonné of this

work is vital to understanding both
the process of invention and the
aesthetic progression of the first pho-
tographic artist. ~ Several unique
problems challenge this effort. Since
there were no commercial products
available, every single one of Tal-
bot’s negatives and prints was made
on hand-sensitized paper. Frequently
in his photograms and especially in
his earlier period, he felt that the
negative was fully sufficient as a
final visual expression. His technical
experiments are intertwined with his
more conventional photographs and
often have a beauty of their own.
Some of his most critical work has
faded beyond our ability to detect the
image. Finally, Talbot worked close-
ly with members of his household
and with a few artist friends-it is
often impossible to determine the ex-
act authorship beyond being a product

of this circle.

Dr. Schaaf has been compiling a
catalogue raisonné of this circle for
more than twenty years. Advances in
computer technology have encouraged
more advanced analysis of this body
of material. For example, each of
Talbot’s negatives was made on paper
cut to size by hand. In contrast to
later factory-made standardized
film, the unique shape of each of
these negatives can be matched to the
outline of them on the prints. Even
when early negatives are totally
faded, Talbot’s inscriptions on them
often include dating and subject
identification. Since Talbot’s photo-
graphs are scattered world-wide,
computer databases greatly facilitate
this effort. Much of the groundwork
has been laid for this catalogue and it
now requires an institutional home
and regular funding to properly bring
it to publication.

continued on page 3
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Peaks and Valleys: Assembling the
Complete Photographs of Julia
Margaret Cameron

Julian Cox, The J. Paul Getty Museum

In January 2003 the Getty Trust will
publish Julia Margaret Cameron: The
Complete Photographs, a single vol-
ume catalogue of the complete photo-
graphs of the pioneering nineteenth-
century British photographer, Julia
Margaret Cameron (1815-79). The
principal authors are Julian Cox and
Colin Ford (founding head of the Na-
tional Museum of Photography, Film
& Television, England), with contri-
butions by Joanne Lukitsh (Associate
Professor of Art History, Massachu-
setts College of Art) and Philippa
Wright (Assistant Curator of Photo-
graphs, the National Museum of Pho-
tography, Film Television, England).

Julia Margaret Cameron's accom-
plishment has generated a body of li-
terature and commentary awarded
few other photographers of the nine-
teenth century and has inspired suc-
cessive generations of writers and
historians. As one of the most writ-
ten-about artists in the history of
photography, Cameron has also been
assiduously collected, by individuals
and public institutions as well as by
foundations and corporations. Her
photographs reside in collections all
over the world. In a career that
spanned fourteen years Cameron
generated a corpus of more than 1200
photographs, a prodigious output for
a photographer working in the age of
wet-collodion. Prior to the publica-
tion of this catalogue raisonné less
than forty percent of Cameron's
oeuvre had been published or exhibit-
ed. With the complete photographs
available in one place for the first
time, this volume provides abundant
opportunities for fresh understandings
of the work.

The catalogue raisonné is, of course,
one of the essential tools of art-

historical scholarship. But in the
field of photographic history, what
makes such a catalogue complete?
This question and related issues will
be the subject of this presentation.
The talk will outline the research
process required to realize the cata-
logue raisonné of a major body of pho-
tographs.  While Cameron's own
preferences for the classification of
her work provided a useful point of
departure for the taxonomy of the
catalogue, it was also necessary to
formulate methodologies uniquely
suited to the requirements that her
work presents. These methods will be
described, as will the intellectual
process that determined the sequen-
cing and presentation of the photo-
graphs and their accompanying cata-
loguing information.

Alfred Stieglitz: The Key Set
Sarah Greenough, National Gallery
of Art, Washington, D.C.

In June 2002 the National Gallery of
Art and Abrams published Alfred
Stieglitz: The Key Set, a two-volume
scholarly study of the museum's
collection of photographs by this
seminal American artist. Using the
1,642 photographs in the Gallery's
key set, the largest and most com-
prehensive collection of Stieglitz's
work in existence, this publication
establishes for the first time an
accurate chronology of the develop-
ment of his art. Alfred Stieglitz: The
Key Set was the culmination of a
multi-year project on Stieglitz, which
began with the 1999 release of a new
edition of the Gallery's 1983 book,
Alfred Stieglitz: Photographs and
Writings, and included a series of
online tours of the Stieglitz collection
and an exhibition of 102 photographs,
Alfred  Stieglitzz  Known  and
Unknown. The exhibition was on
view at the National Gallery from 2
June to 2 September 2002 and at the
Museum of Fine Arts, Houston, from 6
October 2002 to 5 January 2003.

Alfred Stieglitz: The Key Set in-
cludes an introductory essay by Sarah
Greenough, an examination of "Stie-
glitz's Portfolios and Other Publish-
ed Photographs,” by Julia Thompson,
and an "Exhibition History," by Janet
Blyberg. The entries on each of the
photographs in the collection are ar-
ranged chronologically and include
such information as title; negative
date; print identification and date;
inscriptions; exhibition and reproduc-
tion histories; location in other public
and private collections; and contem-
poraneous accounts by Stieglitz. In
addition, each work is reproduced to
scale and every effort has been made
to suggest the varying tonalities of
the original photographs.

This talk will focus on scope, metho-
dology, and cataloguing processes
used in this publication. It will
discuss the challenges encountered in
compiling this information, as well as
the kinds of insights that can be
gleaned from the information present-
ed in the entries.

Counting the Rayographs of Man Ray
Steven Manford, Independent
Scholar, Toronto, Canada

During his career in New York, Paris,
and Los Angeles, Man Ray (1890-1976)
worked in a range of media, but he
remains best known for his photo-
graphs.  Although his portraits,
fashion photographs, and nudes have
been much copied, it is his Rayo-
graphs which have had the greatest
impact on modern art and the history
of photography. It was in the spring
of 1922 that Man Ray began producing
his cameraless photographs. In mak-
ing a Rayograph no negative was
produced. His photographic process
employed neither lens nor camera.
Instead he arranged objects on photo-
graphic paper and allowed light to
trace the contours. The result was a
unique work.



There can only be one of each Rayo-
graph. This sets them apart from the
bulk of photography. It also makes
compiling a catalogue raisonné a par-
ticularly difficult challenge. The
catalogue raisonné scholar collecting
camera made images has the advan-
tage. There are additional resources
to draw upon, including a photo-
grapher's negatives, contact sheets,
and work prints. Moreover, the fin-
ished photographs may exist in vari-
ous quantities, qualities, and formats.
There are fewer leads in locating
Rayographs. To complicate research,
Rayographs were easy to produce,
were rarely documented, and were
almost never titled.  Given the
obstacles, how does one estimate how
many Rayographs exist? This is a
basic challenge all catalogue raisonné
scholars face: How do you know when
you have all of them? How do you
know when you are finished? It's the
difference between a coffee table book
and a catalogue raisonné.

This talk will explore one method for
determining the number of unique
Rayographs made by Man Ray. The
process chiefly involves studying and
cataloguing the objects used in creat-
ing each Rayograph. These objects
often are reproduced as recognizable
objects or shapes, such as a gyroscope,
a key, or a pipe. In making compari-
sons among works we will bring
together groups of Rayographs creat-
ed on the same date. In the process

one can begin to speculate on unac-
counted for Rayographs.

Literature and the Photograph
Conference

11 to 13 March 2004, Winnipeg,
Manitoba, Canada

Mieke Bal,
David Farrell

Keynote speakers:
Eduardo Cadava,
Krell, Fred Wah

Proposals in the form of a title and
brief abstract (250 words) are invited
for papers which address the photo-
graph in literature, theory, or cul-
ture, in relation to: translation, poe-
tics, place, space, gender, genre, frag-
ment, memory, aurality, aesthetics,
archive, colonial experience, race,
body, document, portrait, narrative,
modernity, architecture, geneology.

Proposals should include a brief c.v.
The deadline for abstracts/proposals
is 7 March 2003.

Please direct inquiries and proposals
to Lisa Muirhead at: mosaicjournal _
conference@ umanitoba.ca or send to:
Mosaic, 208 Tier Bldg, University of
Manitoba, Winnipeg, MB, R3T 2N2

E-mail inquiries: mosaicjournal_
conference@ umanitoba.ca

Website:http:/ / www.umanitoba.ca/
publications/ mosaic/

Submission deadline: 7 March 2003
Organized by: Mosaic, a journal for

the interdisciplinary study of
literature. This announcement was
distributed via http:/ / www.
ConferenceAlerts.com.
FACTUALITIES AND
FACTITIOUSNESS AT
THE CAA

by Francis V. O"Connor

On February 24, 2000, the Catalogue
Raisonné Scholars Association (CR
SA) sponsored a session at the annual
meeting of the College Art Associa-
tion in New York City on the topic:
Factualities: A Debate on the Value
of Factual Research for the New
Millennium. The participants were:
Michael Ann Holly, Sterling and
Francine Clark Art Institute, Stephen
Eisenman, Northwestern University,

Anne Adriens-Pannier, The Museum
of Modern Art, Brussles, Gary
Tinterow, The Metropolitan Museum
of Art, New York, and myself. The
session was co-chaired by Nancy
Mowell Mathews, Williams College
Museum of Art, and Melvin Lader,
George Washington University.

This event raised a number of ques-
tions that prompted the following
commentary, that shall mention
and/or reply to some of the key ideas
raised by the participants.

Metaphysics of the Catalogue
Raisonné: Facts, Factids and Factoids

My first reaction to the topic was
that for an organization such as
CRSA, dedicated to the objective
scholarship of the catalogue raison-
né, to be debating the value of factual
research seemed too great a concession
to the current hegemony of subjective
theoreticians. Without research into
the factualities of an artist's oeuvre,
there can be no objective scholar-
ship—just factitious criticism and

uninformed  interpretation.  This
view, as will be seen, was not shared
by all members of the panel.

The word “fact” comes from the Latin
facere, “to make,” and means
something certain or existent, imply-
ing that metaphysical state common-
ly known as “being”~here under-
stood as “truth.” This is not, alas,
readily achieved.

Let me start with the good news.

When we are discussing an object such
as a work of art, we essentially know
a priori, to borrow from Kant's useful
notion, only three things about it that
are absolutely true:

1. the fact that it exists as a thing in
space,

2. the fact that it was made at some
moment in past time, and

3. the fact that it was caused by



whoever made it—hopefully the ar-
tist we are cataloguing.

We are safe in presuming a priori the
factual nature of space, time and
cause in respect to an art object. Be-
yond that, the facts that constitute
the truth about any object are almost
always far from absolutely certain-
which is the bad news. Consider
these parallel ambiguities: Art
objects can change their shape over
time—~be cut down, re-stretched or re-
duced in a casting process, or as a re-
sult of conservation. Their date is
often ambiguous, even when clearly
signed or dated, since backdating of-
ten occurs. Their authorship can also
be open to question until proven with-
in reason~—a tricky business.

Further, the history of an object
accumulates myths and interpre-
tations that may have nothing to do
with it-or else are distortions of
what was once known, or what was
imagined about them.

This suggests that when considering
factualities, there are three to be
dealt with:

1. facts that can reasonably be
construed a priori,

2. factids, that form a constellation of
information around any given object
that may or may not be true,

3. factoids, that, of their nature, only
resemble truth.

If this seems obscure, consider us
humans, who truly exist a priori as
indisputable biological facts. But
there were hominids, who are the
zoological ancestors of humans, that
were not quite mentally or physically
human, and humanoids, who resem-
ble humans, but are really designed
by myth (think of centaurs or an-
gels)~or by Bosch or Walt Disney
(think of Mickey Mouse).

For the author of a catalogue raison-

né, factids are the most numerous and
troublesome, since when describing
works of art—you know those nettle-
some notions: artist, title, date,
medium, dimensions, collection, pro-
venance, exhibitions, and biblio-
graphic references~each of these
elements can raise almost insurmount-
able problems: Is the title the ar-
tist’s, or merely descriptive or tradi-
tional? Is the inscribed date certain,
artists being careless after the fact?
Absent a date, is our connoisseurship
conclusive? Do we always know ex-
actly how the thing was manufac-
tured? Whose eye is perfect to the
sixteenth of an inch? Are owners or
dealers owning up to their treasure’s
origin? Are the citations always rele-
vant--or even necessary?

Was it really in the show—or
shelved by curatorial whim or with
good reason? And what do you do
about works listed passim as
“untitled”?

You get the idea. . ..

A catalogue raisonné is usually under-
stood to be an objective compilation of
facts about the oeuvre, along with
reproductions of each object. This
really means they are really more or
less reliable compilations of verbal
and visual factids (reproductions
being what they always are) com-
piled with moral—if not metaphysi-
cal—certainty.

Recently there has been a tendency to
write “critical” catalogues, with in-
terpretive essays. I feel the only texts
necessary ought to be devoted to
contextualizing the creation of the
oeuvre within the chronology of the
artist’'s career-not to imposing a
personal interpretation upon the
artist. A catalogue raisonné is a refer-
ence book, not a monograph containing
opinions and theories. The author of
the reference book can write the
monograph later. Putting the two

together serves no particular purpose,
especially these days, except to
compound factids with factoids. So
here I must disagree with Professor
Yves-Alain Bois when he reviewed
oeuvre catalogues of Twombly, Klee,
Rothko and Mondrian in the October
1999 Artforum, favoring those that
had a monographic dimension.

Indeed, during the discussion at the
CAA, several voices objected to my
views on this. David Anfam hotly
defended his sometimes proscriptive
Rothko essay, that Bois had de-
scribed admiringly as avoiding “most
of the booby traps associated with
the artist: transcendentalist
“spiritual” mishmash (he explains
its function in Rothko literature but
keeps his distance), the “biograph-
ism” (no, the late “black paintings”
are not about depression), the referen-
tial mania (no, there is no landscape
there). . . .” Indeed, Anfam ex-
plicitly stated that it was no longer
correct to see landscape references in
Rothko’s art. (See my review on
O’'Connor’s Page~Review No. 8—of
his otherwise excellent catalogue for
just how landscape can be seen in
Rothko). [Ed. Website address at end
of this article.]

Gail Levin claimed that the Jackson
Pollock catalogue raisonné had no
interpretive essay because the ar-
tist’'s widow, Lee Krasner, had told
her that she had forbidden one-~
something that is not true. Back in
the 1970s, when Eugene Thaw and I
were editing Pollock’s work, there
were few recent such catalogues as
models, and those in existence, mostly
about European masters, provided
ample biographical and technical in-
formation, but hardly anything re-
sembling a modern “critical” essay.
We followed these precedents, and
the issue of such an essay never came
up, whatever Lee Krasner may have
claimed after the fact.



Indeed, imposing proscriptive, inter-
pretive or ideological interpretations
on the inevitably ambiguous factids
of an artist's oeuvre seems ill-
advised. There is no better way to
manufacture “factoids.”

Factoids are  pseudo-allegorical
constructions imposed on ambiguities
that are presented as new facts but
which only resemble facts. Factoids
can take on a seductive intellectual
allure, are always dated, are vulner-
able to becoming pretexts for some-
body else’s new text, and are moti-
vated by matters seldom germane to
either the art object or to objective
scholarship.

Factoidinal glosses have nothing to
do with the informational nature of
the catalogue raisonné, distort its
readers assessment of the oeuvre as a
whole, and, in the spirit of Occam’s
razor, are unnecessary in such a
context. [Essentia non sunt multipli-
canda praeter necessitatem! —Literal
translation: An argument's essentials
are not to be multiplied unless of
necessity. Vulgate version: Cut the
bullshit unless you need it, and if so,
explain why.]

Let me turn to the metaphysical
import of facts, factids and factoids.

First, a recent study of the history of
truth adduces four ways in which
past thinkers have approached this
intractable subject. [Felipe Fernan-
dez-Armesto, Truth: A History and a
Guide for the Perplexed, New York:
Thomas Dunne Books / St. Martins
Press, 2000.] The first way to truth is
through feeling, the second through
sense perception, the third through
logical reasoning, and the fourth by
accepting authority. If we ponder
these methods, it is plain that all
pertain to crafting a catalogue raison-
né. We perceive our artist as a
totality through intuitive feelings

and senses, make decisions concerning
shaping that whole on logical deduc-
tions from the best visual and textual
evidence, and then let the artist, the
work, and the tradition within
which he or she created, be the au-
thority for what we conclude. We let
the facts and the factids prevail as
best they might, while rejecting the
temptations of factitious factoids.

I ought to add a fifth factor concern-
ing truth to the process: namely
reaching some decisions through a

continued on page 7—

FEEDBACK FORUM

In our Feedback Forum column, in the
summer 2002 (No. 9) issue of CRSA
Forum, I made a comment on the use of
expert opinion by auction houses. 1
suggested that auction houses and
commercial art venues in general, ad-
here to a modicum of professional
courtesy: to acknowledge the source of
the expert opinion and consider pay-
ing for this service. In response I
received this letter from our fellow
CRSA member and colleague, David
P. Silcox, of Toronto.

Dear Scott,

Your comment in the last newsletter
on the use of expert opinion by
auction houses has prompted me to
comment further.

Like many of our colleagues, 1 was
reqularly called upon by auction
houses [David’s cr is on David B.
Milne] to provide expert opinion and
research information (dating, letter
references, etc.), all of which I was
happy to do. As a courtesy 1 got free
catalogues and advance notice on the
movement of pictures. 1 also got ready
information on owners, something
that is a little more formally done

today.

Now 1 run Sotheby’s for all of
Canada.  The issue of expert opinion,
and my new relation to it, has taken
on a fresh cast.

First, auction houses need expert
advice. Although  Sotheby’s has
some of the world’s finest experts,
they don’t have them all. And the
company doesn’t want adverse gossip
from curators, artists” estates, or
knowledgeable collectors. Con-
troversy kills pictures for the market.
Consultations are often requested,
therefore, to avoid surprises for
everyone—owners, curators, buyers,
critics. Sotheby’s doesn’t knowingly
sell dubious or wrongly attributed
pictures, and I have found them to be
assiduous in this regard, despite
occasional pressures by collectors,
dealers and sometimes curators.

Second, auction houses should pro-
vide, 1 believe, some compensation for
services rendered. This can take sev-
eral forms, depending on what the
task is. Quid pro quo is easiest—a
catalogue subscription or a lunch or a
modest fee, for a quick opinion. Cur-
ators know that we sometimes steer
donations to their institutions in ex-
change for their knowledge.  For
scholars, information on collectors or
collections (provided with permis-
sion, of course) is often our way of
helping them when they help us.

In the case of artists’ estates or cata-
logue raisonnés, 1 believe that auction
houses can provide raw and useful
information and that the exchange
there is mutually advantageous. I
located quite a number of paintings

through  Sotheby’s  and  others.
Sotheby’s regularly submits works to
artists’ estates in order to get

certificates of authentication; a
charge is usually levied for this,
along with the shipping bill if neces-
sary, and put [placed on?] the account



of the vendor.

Independent  scholars or experts,
whose opinion is needed to establish
authenticity, rather than confirm it,
should be paid a fee, in my opinion.
This is something the vendor should
bear the cost of, if the opinion is
needed to authenticate and to sell the
work. Credit should be given in these
instances, and of course support of the
catalogue raisonné is in everyone’s
interest.

Maybe what we should do as an
association, is try to establish a
reasonable schedule of minimum fees,
which could be charged for providing
a) an opinion; b) a written assessment
or opinion; and c) a formal letter of
authentication. ~ Whether mitigating
circumstances could amend this sched-
ule would be up to each individual.
At least we would all have some-
thing to show to those who inquire. In
the matter of providing appraisals,
by the way, I have found that citing
the costs and procedures right up front
is usually the best way of making
known what is expected on each side
of an exchange.

David P. Silcox, 19 August 2002

Factualities and Factitiousness
=continued from page 6

consensus of expertise, since relying on
unilateral decisions is to be avoided,
especially in the area of authenti-
city. (For more on this, see Commen-
tary No. 3, “About Consensus Authen-
tication.”)

Given that these more or less intui-
tive, historical and practical ap-
proaches are part of our scholarly
process, there are also two other mat-
ters to be considered.

The first is Richard Rorty’s “anti-
essentialist” notion that all quests for

the “truth” are pragmatic problem
solving—and the seemingly prag-
matic need for consensus scholarship
when judging authenticity.

There are substantive differences
here.

When dealing with the ambiguities
of factids indigenous to scholarly
documentation, we resolve them
whenever possible on the level of
their overall plausibility, not their
usefulness; if we did the latter, we
would be violating the scholarly
process. On the other hand, there is a
distinction to be made between the
documentation of an art object with
morally plausible factids, and the
shaping of the many such objects in an
artist’s oeuvre into a coherent whole
by means of decisions made by the
connoisseur editing the compilation.
Here, experience of the artist's
overall oeuvre in respect to its iconic,
stylistic and formal characteristics
takes precedence over empiricism.
When faced with undated works,
putting them in some sort of sequence
is an exercise in both subjective and
pragmatic interpretation. It is al-
ways understood to be open to revision
on the basis of new factualities.

As for making decisions by consensus,
this is far more a matter of prudence
than pragmatism; it protects the in-
tegrity of a process that is always
open to the fallibility of unilateral
decisions. It is pragmatic—that is
overtly useful—only when the ulti-
mate decision needs to be defended.

Second, I think one of the reasons art
history as a humanistic discipline
has been intellectually blindsided by
current ideological interpretations, is
that it is uniquely engaged with non-
verbal objects—~with things rather
than words. This has forced art
historians to doubt the objectivity of
their craft despite the inherent am-

biguities of objects discerned immedi-
ately in space, rather than discur-
sively as far more temporally per-
ceived “texts,” as they are in history,
literature and philosophy.

Postmodernist discourse denies the
validity of that connoisseurship
central to our scholarly process.
Ambivalence about the object itself
has left many verbally-oriented art
historians open to fashionable
factoids that relieve the scholar of
having to deal with the non-verbal
object in itself. By turning art into
texts to be “read,” factualities, and
the sensibility of the connoisseur, are
relegated to the sidelines, and visual
objects become pretexts for factoidinal
literary interpretations.

Here the current fashion for
concocting “narratives” that are
essentially based on subject matter,
and not on intrinsic artistic or aesthe-
tic criteria, further relieves the post-
modernist “reader” of art of engaging
it per se, but only as a sort of documen-
tation of an idea that may be utterly
without pertinence to what hap-
pened in the past. One could, for
instance, take a series of paintings
depicting the washing of clothes from
the last two centuries, and using this
“narrative,” expatiate on the sociolo-
gical ramifications of household
drudgery or the condition of the
servant class. One could also use such
a narrative to document the devel-
opment of clothing, laundry techni-
ques, and the history of soap and
wash boards. Art can have many uses.
But the narrative method can be
oblivious to the subtleties of the past.

Let me digress a bit to consider the
delightful clash of factoidinal
discourses to be found in James F.
Cooper's Knights of the Brush: The
Hudson River School and the Moral
Landscape [New York: Hudson Hills
Press, 1999]. Mr. Cooper, who is the



director of the cultural studies
program of the Newington-Cropsey
Foundation, and editor of American
Arts Quarterly, argues persuasively
that the Hudson River painters,
pious Christians all, saw themselves
presenting through dramatic land-
scapes a morally suasive vision of
God’s grandeur. He also believes, far
less persuasively, that their
ostensible code of “truth, beauty,
goodness and chivalry,” if translated
to our own times, would have a
salutary impact on the horrors of
modern art and postmodern theory.
The latter he excoriates for seeing his
favorite artists as being, in effect,
agents of early 19th-century capital-
ism’s lustful gaze out upon all that
virgin real estate.

Here we have two utterly factoidinal
interpretations: the first a nonsensi-
cal idealization of a seeming moral-
ity, and an equally nonsensical
projection of politically correct para-
noia upon the very same situation.
The first would have us regress to a
Golden Age of ideal Christian vir-
tues; the second addresses ostensible
greed for gold; neither can see the
past as an evolution of prologues;
both, however, in their own way see
their myths of the past as somehow
prophylactic for us.

Metaphysically, of course, neither
can see nature itself as teleological in
the sense of having a goal, and our-
selves, as part of nature, sharing in
its goal. Yet each of us who recon-
structs the oeuvre of an artist, can
come to see, in micro, that dialectical
unity that is the great artist’s
achievement, that tactic of survival
that is the creative process, and
which parallels our cumulative
biological destiny as human facts.
This is at the heart of the
spirituality artists often grope to
express, and that we ought to take
seriously for what it reveals of a

secular fate~—and about art.

It was of interest that Gary Tinterow
noted that he found interns at the
Metropolitan—that his graduate stu-
dents brought in on stipends to learn
about museum work during the sum-
mer months—~are increasingly ignor-
ant of how to see a work of art, and
how to deduce information from it—
as from the labels on the back or the
age or characteristics of its frame or
stretcher. I noted that the postmoder-
nist dispensation had wasted two
generations of students, training them
as theoreticians before they had the
visual or factual knowledge with
which to operate as connoisseurs and
historians. Holly replied to the con-
trary, saying in effect that art his-
tory had never before been more
“exciting.” What kind of an
educational criterion is that? Sure
it's exciting to be exempted from the
drudgery of scholarship for a career
in factitious speculation unsupported
by factualities. The more the pity!

...regress to a Golden Age
of ideal Christian virtues

The same current attitudes that dis-
dain the true qualities and quiddities
the connoisseur and historian seeks,
reduce art objects to grist for ideolog-
ical milling. Such thinking has no use
for objective truth, and the difficult
methods of attaining it. Facts become
myths, factids become irrelevancies;
leaving factoids the only locus for an
ever-shifting, temporary, and all too
seductive intellectual inebriation—
that erases any remembrance of a
historical past or semblance of a
meaningful future.

All this leads to yet another, per-
haps more practical, metaphysical
insight, with which I shall conclude.

Some years ago Robert Hughes
pointed out that the art world,
which we, more than most art
historians, serve directly, was the
last bastion of “laissez-faire capital-
ism.” 1 think it is fair to say that the
catalogue raisonné, however it may
be used, is the last bastion of absolute
truth. Despite the paucity of given
facts, the contingencies of factids, and
the intrusions and distractions of
fatuous factoids, we still want to
know the art object absolutely:

—~ what was it like when created?

-~ when was it made and where has it
been? - and

+~ who made it?

Several members of the panel took
issue with the idea of “absolute
truth,” noting the many failings,
lacunae, and malfeasances to be found
in some catalogues. Yet such works
exist (unless conceived from the start
to deceive) to establish the truth—
and a bastion is not a temple, but a
protection. As long as factids pre-
vail, this will always be the case—
yet the ideal of the idea of absolute
truth is worth trusting as a goal~and
defending.

Stephen Eisenman’s Marxist argu-
ment against the catalogue raisonné
saw it as tainted by money and
power, often sponsored by dealers,
auction houses, museums, collectors
with an interest in the artist, or the
artists themselves (he mentioned
specifically the many print cata-
logues that are sometimes published
even while an artist is alive). He
also noted that the prestige of such a
massive scholarly undertaking could
be bestowed upon artists of minor
achievement, and that such works
promote the apparently invidious
idea of human genius. All this
expressed an ethical stance without
logic or consequence, and is typical of
this failed political philosophy
however spun out upon practical



pursuits. Long ago in the last century,
when Marxism was alive and well,
Freud declared it “psychologically
untenable” for the reason that it
hoped to change human nature
wholesale in the bosom of a future
socialist utopia. As history has
demonstrated, human nature can only
be subdued by wholesale violence (as
in “utopias” such as the old Soviet
Union, China, Cambodia, etc.). The
totalitarian state would seem to
have failed in this respect, although
it is my perception that it lives on in
certain academic hothouses where we
might hope, in time, that it will
wither on its own rootless vine.

Indeed, at a April 1999 conference in
Washington, D.C,, of the American
Society of Historians of Art of East-
ern Europe and Russia, Dr. Alexandra
Shatskikh, a Senior Fellow of the
State Institute of Art Studies in
Moscow~and an expert on Kazimir
Malevitch—~who is currently editing
his papers and preparing a catalogue
raisonné of his work (who belongs to
CRSA and was present at the CAA
meeting here discussed)—voiced a
similar thought. She pointed out
that under the old Soviet system, top
Party officials determined the
Marxist-Leninist “line” on art mat-
ters and forced scholars to follow
their ideologically-tainted theories,
or else. In such a system, a painting by
Malevitch titled Red Square would
be given the obvious ideological cast
as referring to the famous rallying
site in front of the Kremlin, even if
the artist would have understood it
in terms of his own mystical theories
of art’s purpose. Now that Russia is
free of such Soviet agitprop, those
same scholars now have good reason
to look askance at western art his-
torians who seem similarly to be
enforcing a theory of art and to mak-
ing scholars conform to its dictates or
else. (That is, lose students, tenure,
fellowships and book contracts.) As

she put it, “It would be only a slight
exaggeration to say that most of
Russian historians of art are allergic
to theories and methodologies coming
from outside, from other disciplines
or spheres.” [Her lecture has been
published in Russian and English in
Pinocotheca, No. 89. Fall 1999.]
Serious American scholars in all
fields ought to start vaccinating
themselves against the virus of ideo-
logical factitiousness here prevail-
ing.

It is certainly true that catalogues
raisonné have an impact on the art
market—] learned long ago that
every time you opened your mouth
about Jackson Pollock, there was the
possibility of tweaking the interna-
tional balance of payments—and that
some sort of self-interest is behind
many that are produced. Certainly
estates profit from them, and sellers
and buyers of art use them to certify
authenticity, and many artists are
concerned that the editions of their
prints, that are produced of course in
multiple copies, are catalogued as a
defense against clever reproductions
and outright forgeries. It is certainly
true that certain skullduggeries can
be perpetrated in the editing of a
catalogue raisonné, and that greed
and dishonesty are not unknown in
the art world. What else is new?
Human nature is what it is, and are
we not to catalogue art to insure the
integrity of an oeuvre just because a
few individuals are out there ready
to exploit what one does?

As for the idea that unworthy artists
get catalogued, this raises two points.
First, following the current laissez
faire discourse concerning quality in
art, what, in theory, does that
matter? Second, in practice, the
cataloguing of less-than-great artists
can teach us much about the nature
and permutations of the creative pro-
cess. Seeing a complete oeuvre is to

see a symbolic autobiography. To
understand the symbols by compar-
ison with other oeuvres is to learn
much about why art happens and
how it serves individual survival. Of
course, you need scholars who care
about such matters, and who find
fashionable theories of little use in
understanding the etiology, psycho-
logy and symbology of image making.

If there is real concern about all these
matters, and not just theoretical
rhetoric being expended for “excite-
ment's” sake, then the institutions of
the art world must join together to
protect the scholarly process by
setting up an umbrella organization
that will take in cataloguing pro-
jects, establish the highest standards
for such work, indemnify the scholars
involved, and guarantee to the extent
possible the integrity of the results.

It therefore does not help for scholars
to start questioning objective scholar-
ship because of the ways it may be
exploited. Rather scholars ought to
be united in defense of whatever
means are available for establishing
and securing the truth about works of
art. To abandon facts for factoids is
irresponsible folly. Given that few
facts are a priori, that factids are
usually deliquescent by nature, and
factoids are notoriously delinquent by
nurture, we must proceed cautiously—
but with concerted resolve. But there
can be no concession concerning the
legitimacy of factuality, however
difficult it is to attain, despite the
rampant conceits of factoids, however
factitiously alluring.

copyright Francis V. O’Connor

This essay was first published as
Commentary No. 8 (March 15, 2000)
on O’Connor’s Page: http:/ /members.
aol.com/FVOC.




Recent Publications

The AAM Guide to Provenance
Research

by Nancy H. Yeide,
Akinsha, Amy L. Walsh
American Association of Museums.

Konstantin

According to the AAM Fall/Winter
2002 Bookstore Catalogue “this is a
comprehensive and authoritative re-
source for tracing the ownership his-
tory of works of art. Focused on cul-
tural property looted by the Nazis
and others during WWII, it is divid-
ed into three parts: Basic Provenance
Research and Principles, Holocaust-
Era Provenance Research, and Appen-
dices, which include bibliographies
of collections, dealer archives, and
‘red flag names’ compiled by the
Office of Strategic Services. Includes
on index and' reproductions of art-
works and relevant documents.”

Paper. 304pp. 2001. ISBN 0-931201-
73-X. $40 (AAM Member), $50 (Non-
member). Order no. 1201 from the
AAM, by mail: AAM Department
4002, Washington, DC 20042-4002;
Tel: 202 289-9127; Internet:
http:/ / www.aam-us.org.

[Ed. A review for the next issue would
be welcomed.]

Pulled from the Shelf

There are a number of resources
available for obtaining catalogue
raisonnés, oeuvres, and monographs.
One that recently came across my
desk is the Winter, 2003 list/book
order form from Alan Wofsy Fine Arts
- Wittenborn Art Books. You can view
the list online at www.art-books.com
or write Alan Wofsy Fine Arts, P. O.
Box 2210, San Francisco, CA 94126 or
telephone 415 292-6594.  Another
source is Edward R. Hamilton
Bookseller, Falls Village, CT 06031-
5000. And, also offering a new list of

books is The Scholar's Bookshelf, 110
Melrich Road, Cranbury, NJ 08512;
also reachable by telephone 609 395-
6933 or online www.scholarsbook
shelf.com/fine arts/.

Of note, Sarah Greenough’s/The Na-
tional Gallery of Art's book, Alfred
Stieglitz: The Key Set, received
mention in the New York Times Book
Review (Dec. 8, 2002) and the Wall
Street Journal (Dec. 9, 2002). As
mentioned above Sarah will be parti-
cipating in the photographic cata-
logue raisonnes panel discussion at
the upcoming CAA meeting in Feb-

ruary.

Editor's Notes
by Scott R. Ferris

1 knew I should have turned this issue
of CRSA Forum over to the wardrobe
manager when I sucked in that first
paragraph: trimming here only to
find out that I should have length-
ened there (no need to search for the
paragraph girdles, they bounce out at
you). Ah, the problems associated
with wishful thinking-—if I wait an-
other day will I get that extra bit of
information for the newsletter? (last
minute submissions create havoc).

The reason why I did not came out
with another issue of the Forum be-
tween the Summer 2002 edition and
now is that no material was sub-
mitted. Francis O’Connor came to the
rescue—again~with an essay; my
sincerest thanks to him. Steven
Manford provided a lead-off for his
upcoming CAA meeting panel discus-
sion. And we have begun some dia-
logue on our relationship to the com-
mercial market with a reply to our
“Feedback Forum” from David Silcox.

Barbara Buhler Lynes provided me
with material she found on artnet.
com—~"The Picabia Affair”"—that
will appear in our next CRSA Forum

(I've received more material from
both parties in this exchange-—now
referred to as a public catalogue
raisonné—than I will possibly be able
to use). I will edit this extensive
material as my base for the next
issue. Again my intention is to break
from our bi-annual publishing cycle;
this time I hope to have something
out during March or April.

Please send any bit of news—recent
publications, a call for papers,
events, legal news, an esssay, etc.~to
me by mid February, or bring your
material to the annual meeting! I
plan to attend the day of the panel
discussion (20th).

Nancy Mathews wants me to remind
you that you need to submit the mem-
bership form—found at the end of this
newsletter~on an annual Dbasis,
whether or not your contact infor-
mation has changed. Please mail it to
her each January.

Thank you. Scott

Membership List

Ed. Members, please check your
information and make sure that it is
posted correctly. Please note, there
are a number of additions, corrections,
and updates made below.

Henry Adams,

Curator, American Art
Cleveland Museum of Art
11150 East Boulevard
Cleveland, OH 44106
hadams@clevelandart.org
THOMAS HART BENTON

Anne Adriaens-Pannier,
Adjunct Curator, XXth Century
Drawings

Museum of Modern Art
Museumstraat, 9

B-1000 Brussels
adriaens@fine-arts-museum.be
LEON SPILLIAERT



Dr. David Anfam

Flat 9, Marina 1, 10 New Wharf Road
London N1 9RT England
1@artex-Itd.co.uk
danfam@phaidon.com

MARK ROTHKO

James B. Atkinson

R.R. #2, Box 416

Cornish, NH 03745
atholm@valley.net

CHARLES A. PLATT, graphic work

Helen Dickinson Baldwin
3711 Whitland Avenue
Nashville, TN 37205
robertbaldwinrab@aol.com
EDWIN DICKINSON

Vivian Endicott Barnett

140 Riverside Drive

New York, NY 10024
vbarnett@worldnet.att.net
VASILY KANDINSKY, drawings

Elizabeth A. Barry
P. O. Box 7907
Portland, ME 04112
Artgirl5@aol.com
ROBERT INDIANA

Adrienne Baxter Bell,

Project Director

C. C. Coleman Catalogue Raisonne”
594 Highland Avenue

Upper Montclair, NJ 07043
BaxterBell@worldnet.att.net
CHARLES CARYL COLEMAN

Patrick Bertrand

P. O. Box 10993

Oakland, CA 94610
giverny@u.s.a.net
THEODORE EARL BUTLER

Sarah Boehme,

The John S. Bugas Curator of Western
Art, Whitney Gallery

Buffalo Bill Historical Center

720 Sheridan Avenue

Cody, WY 82414
sarahb@BBHC.ORG

FREDERIC REMINGTON

Phyllis Braff

333 East 55th Street
New York, NY 10022
pbraff@rcn.com
THOMAS MORAN

Richard H. W. Brauer

Brauer Museum of Art

Valpariso University Center for the
Arts

Valpariso, IN 46383
Richard.Brauer@Valpo.edu
JUNIUS R. SLOAN

Doris Bry

11 East 73rd Street
New York, NY 10021
|Ed. E-mail address?]
STIEGLITZ/O’KEEFFE

Dr. Joseph Carlton
Two Sutton Place South
New York, NY 10022
Jycrltn@aol.com
EDWARD MORAN

Gerald L. Carr

608 Apple Road

Newark, DE 19711
gearr@dpnet.net

FREDERIC EDWIN CHURCH

Claudia Carson

29 Park Hill Avenue
Norwalk, CT 06851
cloeja@yahoo.com
Computer data bases

Julie Coleman, Curatorial Assistant
Whitney Gallery of Western Art
Buffalo Bill Historical Center

720 Sheridan Avenue

Cody, WY 82414

juliec@bbhc.org

FREDERIC REMINGTON

Heidi Colsman-Freyberger

The Barnett Newman Foundation
654 Madison Avenue, Suite 1900
New York, NY 10021
hcef@barnettnewman.org
BARNETT NEWMAN

Jack Cowart, Exec. Director
Roy Lichtenstein Foundation
745 Washington Street

New York, NY 10014

ROY LICHTENSTEIN

Elizabeth A. Dear, Curator
C. M. Russell Museum

400 Thirteenth Street, North
Great Falls, MT 59401
edear@cmrussell.org
CHARLES M. RUSSELL

Tina Dickey

300 Whims Road

P. O. Box 706

Salt Spring Island, British Columbia
pajarita@bigfoot.com

HANS HOFMANN

Michelle DuBois

236 Marlborough Street, Apt. 4
Boston, MA 01226
Mdubois608@aol.com

JACOB LAWRENCE

Dr. Lee M. Edwards

1130 Park Avenue

New York, NY 10128
ledwal234@aol.com
HUBERT VON HERKOMER

Sarah Faunce

432 East 75th Street

New York, NY 10021

|[Ed. E-mail address?]
GUSTAVE COURBET, paintings

Scott R. Ferris

P.O.Box 73

Franklin Springs, NY 13341
kentiana@dreamscape.com
ROCKWELL KENT

Ruth Fine,

Curator of Modern Prints and
Drawings

National Gallery of Art
Washington, DC 20565

[Ed. E-mail address?]

GEORGIA O’KEEFFE/Gemini G.E.C.



Jack Flam,

Professor of Art History

City University of New York
35 West 81st Street, Apt. 11 D
New York, NY 10024
Jackflam@aol.com

Recent American Art

Sharon Flescher, Executive Director
International Foundation for Art
Research

500 Fifth Avenue, Suite 1234

New York, NY 10110

Abigail Booth Gerdts
CUNY Graduate Center

365 Fifth Avenue, Room 3406
New York, NY 10016
WINSLOW HOMER

Clive F. Getty
Miami University
Department of Art
Oxford, OH 45056
gettycf@muohio.edu
J.J. GRANDVILLE

Joy L. Glass

24 Fifth Avenue, No. 224

New York, NY 10011
jlglass@mindspring.com

SAINT CLAIR CEMIN, Vol. 1: 1984-
1986

Steve R. Golan

359 Warren Avenue
Cincinnati, OH 45220
sgolan40@hotmail.com

Charles B. Goldstein
8 Hardwicke Place
Rockville, MD 20850
chadeg@erols.com

E. Adina Gordon, Ph.D

155 Elm Road

Englewood, NJ 07631
Yadina@worldnet.att.net

WILLIAM MACMONNIES, sculpture

Nancy Green, Chief Curator
Johnson Museum

Cornell University

Ithaca, NY 14853
neg4@cornell.edu

ARTHUR WESLEY DOW

Julia Gruen, Executive Director
The Estate of Keith Haring
676 Broadway, 5th floor

New York, NY 10012
haringest@aol.com

KEITH HARING

Margaret D. Hausberg

P.O. Box 744

Lake Forest, IL 60045
mhausberg@aol.com

THEODORE ROUSSEL; KERR EBY,
prints

Josef Helfenstein, Director
Krannert Art Museum

500 Peabody Drive
Champaign, IL 61820
helfenst@uiuc.edu

PAUL KLEE

Susan A. Hobbs, Ph.D

2807 Cameron Mills Road
Alexandria, VA 22302
susanhobbs@worldnet.att.net
THOMAS W. DEWING, MARIA
OAKEY DEWING

Barbara Hoffman

The Penthouse, 330 West 72nd St.
New York, NY 10023
artlaw@mindspring.com

Heidi J. Hornik, Associate Professor
of Art History

Baylor University, Dept. of Art

P. O. Box 97263

1401 South University Parks Drive
Waco, TX 76798
Heidi_Hornik@baylor.edu
MICHELE TOSINI

Sharon Coplan Hurowitz, President
Coplan Hurowitz Art Advisory

880 Fifth Avenue, 7C

New York, NY 10021
sharon@printgirl.com

JOHN BALDESSARI, prints

Sona K. Johnston,

Curator of Painting and Sculpture
The Baltimore Museum of Art
Art Museum Drive

Baltimore, MD 21210
sonakjohnson@artbma.org
THEODORE ROBINSON

Alexandra Keiser,

Research Coordinator

The Archipenko Foundation
P.O. Box 247

Bearsville, NY 12409
archypenko@aol.com
ALEXANDER ARCHIPENKO,
sculpture

Roger Keyes, PhD, Director,
Center for the Study of Japanese
Prints

1463 Narragansett Blvd.
Cranston, RI 02905
rkusa@earthlink.net
KATSUSHIKA HOKUSAI, Single
sheet prints

Robert G. LaFrance

151 East 83rd Street, 4H

New York, NY 10028
rgl6996@nyu.edu

FRANCESCO D'UBERTINO VERD],
Called BACHIACCA

Melvin P. Lader

George Washington University
801 22nd Street, NW
Washington, DC 20052
Lader@gwis2.cir.gwu.edu
ASHILLE GORKY, drawings

Ellen G. Landau

Professor of Art History

Case Western Reserve University
Mather House, 11201 Euclid Avenue
Cleveland, OH 44106
ex13@po.cwru.edu

LEE KRASNER



Touran K. Latham
AAHA

411 Branway Drive
Richmond, VA 23229
JOHN CARROLL

Valerie Ann Leeds, Adjunct Curator
Flint Institute of Arts

728 Sergeantsville Road

Stockton, NJ 08559
valeeds22@hotmail.com

ROBERT HENRI, ERNEST
LAWSON

Magda Le Donne,

Curatorial Assistant, European Art
37 Braemar Street

Ottawa, Ontario

[Ed. Rest of address —number?]
mledonne@ngc.ca

HENRI GABRIEL IBELS

Gail Levin, Professor

Baruch College, CUNY

249 East 32nd Street

New York, NY 10016
Gail_Levin@baruch.cuny.edu
EDWARD HOPPER, MARSDEN
HARTLEY

Dr. Anne Marie Logan
25 Reilly Road
Easton, CT 06612
annemlogan@msn.com
RUBENS, drawings

Joan Ludman

74 Hunters Lane
Westbury, NY 11590
Hludman®aol.com
FAIRFIELD PORTER

Barbara Buhler Lynes
1067 Bishop’s Lodge Road
Sante Fe, NM 87501
lynes@okeeffemuseum.org
GEORGIA O’KEEFFE

Steven Manford

P. O. Box 81, Station B

119 Spadina Avenue
Toronto, Ontario M5T 2T2
s.manford@utoronto.ca
MAN RAY RAYOGRAPHS

Dr. Joan M. Marter

220 Madison Avenue, 2A
New York, NY 10016
joanmarter@aol.com
DOROTHY DEHNER

Nancy Mowll Mathews,
Eugenie Prendergast Curator
Williams College Museum of Art
Williamstown, MA 01267
nmathews@williams.edu
PRENDERGAST, CASSATT

Renee Maurer, Research Assistant
National Gallery of Art
Washington, DC 20565
r-maurer@nga.gov

MARK ROTHKO

Jeremy Melius

The Dedalus Foundation, Inc.
555 West 57th Street, Suite 1222
New York, NY 10019
jmelius@dedalusfoundation.org
ROBERT MOTHERWELL (With
Joachim Pissarro.)

Achim Moeller

167 East 73rd Street

New York, NY 10021
achim@moellerart.com
LYONEL FEININGER; MARK
TOBEY Archive

Pamela Moffat

4341 Forest Lane, NW
Washington, DC 20007
JayMoffat@aol.com
LILLA CABOT PERRY

Dr. Hattula Moholy-Nagy
1204 Gardner

Ann Arbor, MI 48104
hattula@sprynet.com
LASZLO MOHOLY-NAGY

Valerie Mendelson Moylan
39-73 48 Street

Long Island City, NY 11104
cmoynihan@sprynet.com
FRANCIS CUNNINGHAM

Jane Myers, Chief Curator
Amon Carter Museum

3501 Camp Bowie Boulevard
Fort Worth, TX 76107
jane.myers@cartermuseum.org

Milo M. Naeve,

24 Ingleton Circle
Kennett Square, PA 19348
JOHN LEWIS KRIMMEL

Laili Nasr

7907 Jensen Place
Bethesda, MD 20817
L-NASR@nga.gov
MARK ROTHKO

Peter T. Nesbett, Exec. Director
The Jacob and Gwendolyn Lawrence
Foundation

P. O. Box 5533

New York, NY 10027
jlerp@aol.com

JACOB LAWRENCE

Dr. Francis V. O’Connor
250 East 73rd Street
New York, NY 10021
fvoc@aol.com
JACKSON POLLOCK

Elizabeth Oustinoff, Director
Adelson Galleries

The Mark Hotel

25 East 77th Street

New York, NY 10021
eo@adelsongalleries.com
JOHN SINGER SARGENT

April Paul, PhD, Director

The Chaim Gross Studio Museum
526 La Guardia Place

New York, NY 10012
grossmuseum@earthlink.net
CHAIM GROSS

Meg J. Perlman

490 West End Avenue, Apt. 5E
New York, NY 10024
MegerP@aol.com

[Ed. Please check e-mail address.]
JAMES BROOKS



Caterina Y. Pierre
73 Jackson Street
Brooklyn, NY 11211
caterina@erols.com
MARCELLO

Joachim Pissarro

The Dedalus Foundation, Inc.
151 East 80th Street

New York, NY 10021
joachim.pissarro@verizon.net
ROBERT MOTHERWELL (with
Jeremy Melius), CAMILLE
PISSARRO

Christine B. Podmaniczky,
Associate Curator

Brandywine River Museum
P.O. Box 141

Chadds Ford, PA 19317
cpodmaniczky@brandywine.org
NEWELL CONVERS WYETH

Aimee Brown Price
225 West 86th Street, Apt. 1010
New York, NY 10024

abrpr@juno.com
PIERRE PUVIS DE CHAVANNES

Justine Price

1136 Garden Street

Hoboken, NJ 07030
justineprice@mail.utexas.edu
ROY LICHTENSTEIN

Neil Printz, Editor

The Isamu Noguchi Foundation
32-37 Vecnor Boulevard

Long Island City, NY 11106
catalogue@noguchi.org
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