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Topic for Annual Meeting

The CRSA annual meeting will
take place, as usual, during the
College Art Association confer-
ence which will be held from Feb-
ruary 18 to 21, 2004 in Seattle.
Our meeting has been scheduled
for Saturday morning, February
21, at 8 am so as not to conflict
with any sessions. Rather than
having a panel or any formal pro-
gram, we will have an information
sharing session as proposed by
Tina Dickey, editor of the Hans
Hofmann catalogue raisonné. She
has suggested that we discuss the
following research issues:

1) How do we advertise and net-
work to turn up long lost works
of art?

2) How do we get access to gal-
lery and auction house records?
3) Mass mailings: to whom? and
do they work?

4) What other methods can be
used as needed? (i.e. Tracing the
heirs: starting with a name in the
records, trace it through the obit-
uaries and the internet white

pages)

LI

5) Is there an ideal order in which
research strategies should be
employed over the course of a
catalogue raisonné project?

For those unable to make the
meeting, Tina has agreed to write
up our discussion for the next
newsletter. We will also be glad
to have input on these research
issues on our list serve. If you
have not subscribed, or if you
aren’t sure if you have or not,
follow these steps:

* Send a new e-mail message to
LISTPROC@BAYLOR.EDU
and in the body of the text, type
Subscribe CRSA-L your name
(e.g. Subscribe CRSA-L Nancy
Mathews).

* Once you have subscribed, you
will receive a welcome message
including instructions for
unsubscribing.

* To send a message to all the
subscribers of the CRSA list
serve, address the e-mail to
CRSA-L@Baylor.edu. Your
message will automatically be
distributed to everyone on the
list.

We look forward to hearing from
you!

Changes In The Way We
Work

For many of us this announcement is old
news. For some of us — myself not in-
cluded — digital photography is already
our tool of choice. Like it or not we
will all, eventually, have to give up our
tried and true systems, dig up the dol-
lars and proceed to the next age. Here
is a statement, from Kodak, that filtered
down to us via the listserv of the Na-
tional Conference of State Historic Pre-

servation Officers. Ed.

Kodak Pre-discloses Plans To
Discontinue Slide Projectors
and Accessories in 2004

Eastman Kodak Company has
confirmed plans to discontinue the
manufacture and sales of slide
projection products and accesso-
ries in June of 2004. This early
disclosure is being made to key
user groups in order to allow time
for adoption of a replacement
technology or purchase of backup
slide projector products.

The Kodak products included in
this event are Carousel, Ektagra-
phic, Ektalite and Ektapro slide
projectors and all Kodak Slide
Projector accessories.

The current plan is to cease
manufacturing in June 2004. Ko-
dak anticipates that small quanti-
(continued on page 2)



ties of new Carousel, Ektagra-
phic, Ektalite and Ektapro slide
projectors will be available
through the end of 2004. In addi-
tion, the Kodak distributor,
Comm-Tec, in Germany, plans
to sell Ektapro projectors and
accessories beyond 2004.

Kodak will offer service and
support for slide projectors until
2011.

Slide projectors continue to be
used in many government appli-
cations due to a proven track re-
cord of cost-effective, reliable,
high quality image projection.
Combining the seven years of
service and support with a long
history of trouble free operation,
means that slide projectors will
continue to enjoy many years of
productive use.

Investigating and installing re-
placement technologies can be a
challenging and costly effort with
a long implementation time-line.
So, many may wish to purchase
backup units for currently in-
stalled slide projectors while
making the transition. Upcoming
government budgeting activities
make it prudent to pre-disclose
now in order to allow ample time
to include slide projector demand
in the government budgeting
plans for 2004.

Making Kodak aware of your
future requirements will insure
that there is enough products on
hand before production ends.
You can do this by contacting
Glenn Prince, Kodak Account
Manager, Government Markets
(678) 339-0723, glenn.prince

@kodak.com.

Terra Museum
Closing: Did The
Public Finally Lose?

In court, out of court. How many
people had enough coins to stay on the
ride? The Chicagoans thought they
did, and at one time they believed their
fair city would retain the Terra Muse-
um attraction.

What does this mean for us? It pro-
bably means, don't postpone your
research trip to the Terra any longer.

Ed.

On June 20, 2003, the Board of
Trustees of the Terra Foundation
for the Arts announced that it
will place 50 paintings and 350
works on paper on a renewable
15 year loan to The Art Institute
of Chicago in late 2004.

The Terra Museum will remain
open through 2004 and continue
to present a rich variety of exhi-
bitions and programs with Mod-
ern Matters, the sixteen month
series that explores fresh per-
spectives on early modernism in
American art.

The entire collection of more
than 700 works of art will remain
under the ownership and man-
agement of the Terra Foundation
for the Arts. The Terra Founda-
tion will also continue to operate
the Musée d’Art Américain in
Giverny, France. All requests
for loans to exhibitions should
continue to be directed to Eliza-
beth Glassman, Executive Vice
President, Terra Foundation and
Director of the Terra Museums.
Information about objects in the
collection and exhibitions should
be directed to Cathy Ricciardelli,
Director of Exhibitions & Collec-
(continued on page 3)
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tion Services, Terra Museum of
American Art.

The Terra Foundation concur-
rently announced that it plans to
significantly expand its support
of American art nationally and
internationally. With resources
of approximately $200 million,
the Terra Foundation will be one
of the leading foundations focus-
ing on the advancement of the
appreciation of American art.
The Foundation will announce
its programs addressing Ameri-
can art for a wide range of con-
stituencies after July 2004. Fu-
ture inquiries about the Terra
Foundation activities should be
directed to the Foundation offi-
ces.

Terra Foundation for the Arts
Terra Museum of American Art
664 North Michigan Avenue
Chicago, IL. 60611.

The Complete Photographs
of Julia Margaret Cameron

Introduction, Steven Manford

The photographs of Julia Marga-
ret Cameron are admired and en-
joyed by academics and the pub-
lic. Her life-sized portraits and
attractive figural groupings have,
in recent decades, increasingly
stimulated (and have been stimu-
lated by) Victorian, feminist, li-
terary, and cultural studies. And
still, she is perhaps the most
popular of nineteenth century
photographers. Deservedly so.

It is appropriate then that the
first catalogue raisonné to be
published on a photographer
should be devoted to Julia Mar-
garet Cameron. In his paper, de-
livered at the College Art Asso-
ciation annual conference (Feb.
2003), Julian Cox identified some
comparable projects. One
should not misinterpret the au-
thor’s acknowledgment. While
portions of a photographer’s
oeuvre have been published un-
der the title of a catalogue raison-
né Julia Margaret Cameron: The
Complete Photographs is the
first book to comprehensively
inventory and illustrate a life in
photography.

The creation of a new catalogue
raisonné model will readily be
appreciated by our readers. For
photo historians and fans of the
work of Julia Margaret Cameron
the wealth of new material will
be the reward. Julian Cox notes
that more than half the photo-
graphs included had not previ-
ously been published or exhibi-
ted before. In the long process
of recovering the work of Julia
Margaret Cameron, authors Co-
lin Ford and Julian Cox have as-
sembled a definitive and thought-
ful survey of photography.

Peaks and Valleys:
Assembling the
Complete Photographs
of Julia Margaret
Cameron

Julian Cox

Remarks on the publication Julia
Margaret Cameron: The Complete
Photographs, by Julian Cox and Colin

Ford, with contributions by Joanne
Lukitsh and Philippa Wright. (Los
Angeles: The J. Paul Getty Museum,
2003)

By any standards of measure-
ment Julia Margaret Cameron is
a canonical figure in the history
of photography and occupies a
permanent place in the medium’s
top ten greatest list. Her consi-
derable achievement has genera-
ted a body of literature and com-
mentary of the kind awarded few
other artists of the nineteenth
century. It has also inspired suc-
cessive generations of writers
and historians, with flurries of
discovery and re-discovery from
the early 1970s until the present
day.

Cameron’s photographs have
been assiduously collected by in-
dividuals and public institutions,
as well as, in more recent years,
by foundations and corporations.
The Getty Museum has more
than 300 of her works, the ma-
jority of which hail from the for-
mer holdings of the pioneering
photographic collectors Samuel
Wagstaff, Jr, and André
Jammes. The pre-eminent public
collections of photographs in
North America—The George
Eastman House in Rochester,
New York, the Metropolitan
Museum, New York, the Art In-
stitute of Chicago, the Museum
of Fine Arts, Boston, and the
Harry Ransom Humanities Re-
search Center at the University

of Texas at Austin—all have sig-
nificant troves of Cameron
prints.

In a career that spanned four-



teen years, from 1864-1878, Ca-
meron generated a corpus of
more than 1200 photographs, a
prodigious output for a photo-
grapher working in the the age of
wet-collodion. However, prior
to the publication of the cata-
logue raisonné, it is fair to say
that only forty percent, approx-
imately, of Cameron’s oeuvre
had been previously published or
exhibited. So the recovery of Ca-
meron’s complete production al-
lows us to see the artist in her
full glory—warts and all—for
the first time. The assembled
works are a testament to Came-
ron’s pioneering achievement, re-
vealing not only vivid flashes of
brilliance in individual images but
also a sustained dedication to the
art and activity of picture making
over a career that spanned four-
teen years.

The catalogue raisonné is, of
course, one of the essential tools
of art historical scholarship,
since it fulfills the basic function
of recording and analyzing an ar-
tist’s entire production. How-
ever, in the field of photographic
history such volumes are prac-
tically non-existent. The only
useful prototypes that I know of
are Kathleen Stuart Howe’s 1992
catalogue (of one hundred sixty
photographs) Felix Teynard’s
Calotypes of Egypt (New York,
London, Carmel: Hans P. Kraus,
Jr., Inc., Robert Hershkowitz
Ltd, Weston Gallery Inc., 1992),
and Malcolm Daniel’s detailed
listing of the sixty images known
to comprise Edgar Degas’s com-
plete production in photography

in his 1999 exhibition catalogue
(Paris: Bibliothéque Nationale de
France, 1999). The collection
catalogue also has some relevance
here: books such as Amy Con-
ger’s 1992 catalogue of the Cen-
ter of Creative Photography’s
holding of Edward Weston pho-
tographs (more than 1800
images) and Judith Keller’s 1995
catalogue of Walker Evans prints
at the Getty Museum (more than
1200 images). But while these
productions have a certain simi-
larity of scope, their objectives
and function remain quite dis-
tinct from the catalogue raisonné.

When we began the process of
conceiving the appropriate struc-
ture and contents of a catalogue
raisonné of Cameron’s photo-
graphs, we found that we had to
take our lead largely from the
fields of painting and the graphic
arts. Here we found the two
most helpful sources to be David
Anfam’s 1998 catalogue raisonné
of Rothko’s paintings (published
by the National Gallery of Art
and Abrams, New York) and the
Art Institute of Chicago’s, Litho-
graphs of James Whistler, 1998.
Both are exemplary of their kind,
and contain the classic modus
operandi one would expect to
find in such a publication. We
learned much from the Rothko
and Whistler volumes, and
gleaned from both in our efforts
to devise a methodology and
structure suited to the require-
ments that Cameron’s work
uniquely presents.

The typical way to proceed in
a catalogue raisonné is to se-

quence the work strictly chrono-
logically. However, we felt that
Cameron’s own preferences for
the classification of her pictures
should serve as the principal lo-
gic for the taxonomy of the cata-
logue. In the album Cameron
presented to Lord Overstone—a
friend and patron—in August
1865, she prepared a handwrit-
ten contents page in her distinc-
tive bold cursive in which she
listed the photographs in three
distinct categories: “Portraits/
Madonna Groups [and] Fancy
Subjects for Pictorial Effect.”
The portraits and madonna
groups speak for themselves,
while under “Fancy Subjects”
Cameron included photographs
with literary, mythological, and
religious themes. In the price list
that accompanied her 1868 exhi-
bition at the German Gallery,
London, the work was arranged
under the headings: Fancy Sub-
Jects/Portraits [and] Series of
Twelve Life-Sized Heads of
Fancy Subjects—together these
categories account for a consi-
derable percentage of Cameron’s
total production, and we used
them to help guide the structure
of the catalogue. However, in
order to accommodate the com-
plete oeuvre, we organized it into
eight chapters that are driven by
subject and a sensitivity to
Cameron’s chronology.  Our
common sense objective in each
of the chapters was to sequence
the photographs in the context of
works related by style, compo-
sition and date of creation. And
every effort was made to place in



reasonable proximity images that
are overtly or implicitly related,
thereby demonstrating a hypo-
thetical working process. If han-
dled effectively, this approach
serves to clarify certain hitherto
obscure or unknown relation-
ships between individual pic-
tures.

Each chapter is preceded by a
two page text that introduces the
subject, explains its relevance in
Cameron’s art, and outlines the
organizational principles that ap-
ply to the sequence of pictures
that follow. After the introduc-
tion there is a sequence of color
plates that leads into the cata-
logue section for that particular
chapter. In a typical page spread
each photograph is accompanied
by a cataloguing entry pertaining
to the particulars of the print re-
produced and, where applicable,
the locations of other surviving
examples.

The fields of information are
typical of the kind that one
would expect to find in such a
publication:  Title/Date/Collec-
tion, (located directly underneath
the image) and then Inscriptions/
Medium  (where  relevant)/
Dimensions/Provenance/Other
Prints/Notes (located on the fa-
cing page, at right).

The most practical way for a
photographer to revise or devel-
op a composition is to make an-
other one. As a consequence, ed-
iting is fundamental to the pho-
tographer’s art and often entails
making fine distinctions between
one picture and another. And
evaluating the success or failure

after the fact is part of this pro-
cess. Cameron appears to have
engaged in this process of self
evaluation to a degree uncommon
among her peers. This catalogue
includes numerous works that
Cameron may have judged as ex-
periments or disappointments,
but the fact that she did not des-
troy them admits them into her
ocuvre. The inclusiveness of Ca-
meron’s working methods meant
that, in most cases, the task of
sequencing the photographs was
not difficult since Cameron
worked in distinct series; for ex-
ample the 32 portraits of Henry
Taylor and the 50 studies of her
favorite niece and god-child, Julia
Jackson. Indeed a survey of any
chapter in the catalogue readily
demonstrates the serial nature of
Cameron’s production. By in-
stinct, and in practice, she never
made the same picture twice.
Sometimes her repeated investi-
gation of a favorite subject bor-
ders on the obsessive but in the
context of a catalogue raisonné
they are infinitely revealing of
both the subject and the photo-
grapher, and invite our reapprai-
sal of the relationship between
them.

The research for the publica-
tion involved visiting and obtain-
ing information from more than
one hundred collections, mostly
in the United Kingdom and the
United States, but also in France,
Germany, the Netherlands, Swe-
den, Israel, Japan and Australia.
There are works from more than
75 collections, public and pri-
vate, reproduced in the catalogue.

We also tracked down prints
through an elaborate network of
photographic dealers and collec-
tors, the vast majority of whom
were extremely supportive of
our work. In instances where we
could not gain access to pictures
that were required for publica-
tion, additional attempts were
made through dealers and cura-
tors to locate other collectors and
sources of photographs. In the
case of prints sold through the
auction houses for which no
other examples were found, it
was not always possible to es-
tablish the identity of the current
owners or the whereabouts of
the object. Reproductions of
these works were taken from the
relevant auction catalogues and
included in the catalogue raisonné
with the wording “present
whereabouts unknown”.  This
convention is also followed in
the Rothko paintings catalogue,
where the unknown works are
reproduced in black and white,
while all the known works ap-
pear in color.

One very rewarding area of dis-
covery in our research was the
increase in the total number of
works known from Cameron’s
final years in Ceylon, where she
lived and worked from 1875-78
(she died there early in 1879).
Prior to this publication no more
than about a dozen of these
images were known—while the
final count in the catalogue is up
to twenty-six. But when should
the process of information ga-
thering be drawn to a close in a
project like this? Right up to the



publication date, hitherto un-
known photographs continued to
come to light (in fact we accom-
modated three late entries in the
volume to increase the total from
1222 to 1225 photographs). This
process of discovery is likely to
continue. For example, Came-
ron’s portrait of the poet Chris-
tina Georgina Rossetti, which we
know she made (since the title is
inscribed on one of Cameron’s
wooden negative boxes) has ne-
ver been found. Cameron is also
known to have registered for
copyright a significant number of
photographs for which the prints
no longer exist or have proved
impossible to locate. It is our
hope that a healthy number of
these pictures will subsequently
come out of their hiding places
and be added to the existing cor-
pus. And so it is with some
humility that we acknowledge
this project as being “complete”
as we could make it—and realiz-
ing that it represents the summa-
tion of what we know about
Cameron at the beginning of the
215t century—at the end of three
decades of close attention to her
work by scholars and curators. It
will be up to the next generation
of scholars to continue to ex-
plore, uncover and expand our
understanding of this vital and

engaging historical figure.
Copyright Julian Cox

Julian Cox, Associate Curator of
Photographs, at the J. Paul Get-ty
Museum (Los Angeles), first presented
this paper at our February 2003, an-

nual meeting.

Notices,
Queries

Save the Date!

The NYU School of Continuing
and Professional Studies will
present a two-day seminar on
“The Catalogue Raisonné,” April
16th and 17th, 2004. Approxi-
mately fifteen speakers will co-
ver organizational, ethical and le-
gal issues, the history and future
of this type of art historical pub-
lication, as well as specific pro-
jects that are in progress and
those that have recently been
completed. Many CRSA mem-
bers will be among the speakers.
As part of the School of Contin-
uing Studies, the seminar will be
offered for course credit and at-
tendees will be charged accord-
ingly. Fortunately, CRSA mem-
bers will receive a courtesy dis-
count, and we hope all who are
interested will be able to attend.
NMM

I am told that this is a preliminary
announcement by Lisa Konigsberg/the
NYU School of Continuing Education.
Who will be scheduled to speak and on
what topics is not posted at this time.
Ed.

Vedder Catalog Offer

In July, CRSA member Regina Soria
Levi Bianchini wrote:

Last year I was the curator of an
exhibition in Rome and San Gi-
mignano featuring Elihu Vedder

and other landscape painters in
Italy. The catalog is partially bi-
lingual. The show consisted of
the collection of Simon Parkes of
New York of about sixty paintings
by Vedder. There were also a-
bout twenty paintings by Vedder's
friends such as Charles C. Cole-
man. It is a beautiful catalog and
I'would be happy to send it to any
of my CRSA colleagues that
might be interested. The title of
the catalog is Impassioned Tra-
velers: Elihu Vedder and Other
American Landscape Painters of
the Nineteenth Century.

I am updating my Vedder CR
and am looking for a colleague
that would work with me, either
in Baltimore or in Rome, or
both. I have a large archive of
new material and I am getting on
in years. I am anxious to com-
plete the work I started over 30
years ago. Any advice would be
very much appreciated.

Regina Soria can be contacted at
reg.soria@tiscali.it. The 195 page,
soft cover catalog includes essays by
Regina Soria, Elena de Majo and
Gabriele Borghini, as well as, a
critical anthology and back matter; 62
color plates and several black and
whites illustrate the text.

Please note that the cost of mailing
this catalog is approximately $12-13;
therefore I will recommend that parties
interested in receiving it consider
covering the cost of shipping. Ed.

The Smithsonian’s Newest
Online art index

The newest online resource,
which debuted June 1 at www.
siris.si.edu/saam.htm, is the Pre-



1877 Art Exhibition Catalogue
Index. By compiling and digitiz-
ing nearly 137,000 records from
more than 1,000 of America's
earliest auctions, and exhibitions
in the United States and Canada,
the Museum puts a wealth of
never before accessible early his-
tory about American art at the
user's fingertips.

Users can search the database
by artist, title, subject, media,
type of object, provenance
(owner at time of exhibition), ca-
talogue titles or exhibition venue.
Keyword or alphabetical browse
searching is provided.

For further information about
any of the Smithsonian American
Art Museum's comprehensive
art research databases, contact
[them] at:

Art Information Resources
Smithsonian American Art
Museum

VB 3100, MRC 970

P.O. Box 37012

Washington, DC 20013-7012
Telephone: (202) 275-1932
E-mail: artref(@saam.si.edu

Reference hours: Monday to Fri-
day, 10 a.m. to 5 p.m.

This announcement comes to us,
online, via Gwendolyn Allday.

LOC’S LATEST ONLINE
RESOURCE

The Library of Congress is
pleased to announce the latest
addition to its American Mem-
ory Web site, titled "American

Women: A Gateway to Library
of Congress Resources for the
Study of Women's History and
Culture in the United States."

Designed as a first stop for Li-
brary of Congress researchers
working in the field of American
women's history, American Wo-
men provides easy entree to an
online version of the Library's re-
cently published women's histo-
ry resource guide. It also con-
tains links to existing and newly
created Web documents that of-
fer:

* practical advice on preparing
for a research trip to the Library
of Congress

* tips on how to search the Li-
brary's catalogs and finding aids
specifically for women's history
resources

* an overview of the Library's
American Memory collections
and how to find materials relating
to women within and across
these digital offerings

* helpful orientations to wo-
men's history sources in the Li-
brary’s online exhibitions and its
audiovisual Web broadcasts of
lectures, readings, and symposia
sponsored by the institution.

At the core of the new site is
the slightly expanded and now
fully searchable version of
"American Women: A Library of
Congress Guide for the Study of
Women's History and Culture in
the United States," a 2001 print
publication that has been rede-
signed for online use, with added
illustrations and links to digitized
material located throughout the
Library of Congress Web site,

including some material newly
digitized especially for American
Women.

Simultaneously a guide, an on-
line magnet for digitized women's
history materials drawn from a
plethora of Library sources, and
a gateway, American Women is
an innovative addition to
American Memory. The site
will continue to evolve and grow
as new subject approaches to
women are explored, additional
items and collections on women
are identified and digitized, and
new programs on women's
themes are videotaped for public
broadcasting over the Internet.

Please direct any questions to
http://www.loc.gov/rr/askalib/ask
-memory2.html.

This announcement appeared on the
American Art History Discussion List
(AmArt List Serve) and written by
Danna C. Bell-Russell, Digital Refer-

ence Specialist, Library of Congress.

Gilbert Munger CR
Online

J. Gray Sweeney, Professor of
Art History (School of Art, Ari-
zona State University-Tempe),
informs me that his colleague,
Michael Schroeder, has produced
an “online CR of Gilbert Mun-
ger.”

According to Schroeder the
“Munger web site is the combin-
ation of an illustrated list of
paintings and an archive of his-
torical documentation for Mun-
ger.”



Schroeder, the Assistant Direc-
tor of Microsoft’s Silicon Valley
research lab, goes on to say that
he thinks his project “provides
an example of how to publish as
you do the research, in order to
solicit input from around the
world. In fact, of the 200+
paintings catalogued more than
50 have been submitted via e-
mail from people I never heard
of!” he says. The Munger web
site address is http://gilbert
munger.org.

Schroeder is interested in mak-
ing this methodology more wide-
ly accepeted. Sweeney is curi-
ous to know if there are other
online catalogues; they are both
interested in corresponding with
authors of like projects.

Sweeney and Schroeder are the
authors of the recently released
book, Gilbert Munger: Quest for
Distinction (Afton Historical
Society Press).

Sweeney can be contacted at
gray.sweeney@asu.edu, and
Schroeder at mds@microsoft.

Author’s general query

Theresa Leininger-Miller is writ-
ing a biography on Augusta Sa-
vage and is curious to know how
much information to include a-
bout her work. Leininger-Miller
is an Associate Professor, the
Director of Graduate Studies,
and Chair, College of Design,
Art, Architecture and Planning,
University of Cincinnati. She can
be reached at theresa.leininger@
uc.edu.

EVENTS

American Art Lecture Series,
Palmer Museum of Art, The
Pennsylvania State University

The Palmer Museum of Art is
pleased to announce the 2nd
annual American Art Lecture
Series. The 2003-04 schedule
highlights twentieth century
American art and cultural his-
tory, with reference to works
currently on display in the Pal-
mer Museum of Art. Lectures
include:

* "The Work in Jules Olitski's
Painting," Sarah Rich, The Penn-
sylvania  State  University,
November 19, 2003, 7 p.m.

¥ "On the Streets with George
Luks: Looking at Ashcan Paint-
ings," Molly S. Hutton, Gettys-
burg College, February 9, 2004, 7
p.m.

* “The Lusty Matron’: Class,
Sex, and the Modern Woman in
Kenneth Hayes Miller's 1930s
Paintings," Ellen Wiley Todd,
George Mason University, April
5,2004, 7 p.m.

All lectures are held in Palmer-
Lipcon Auditorium at the Palmer
Museum of Art, Penn State U.,
University Park, PA. Admission
is free and open to the public.
Please contact the Museum for
further information at 814-865-
7672.

This announcement is brought to us by
Leo G. Mazow, Curator of American
Art, Palmer Museum of Art, via the

AmArt List Serve,

“CENTER FOR AMERICAN
ART” AT PHILADELPHIA
MUSEUM

This autumn the new “Center for
American Art,” at the Philadel-
phia Museum of Art, began it’s
public programming.

According to an online an-
nouncement, they are seeking
ideas for the future use of the
Center and how it might interact
with scholarly research, teaching,
or exhibition projects. Kathleen
A. Foster, the Robert L. McNeil,
Jr. Curator of American Art and
director of the Center, request
that interested parties mail in the
below questionnaire information
(and share it with students and
colleagues). They will use this
data to build their programming
as well as add your name(s) to
their mailing list for future
events.

Questionnaire:

[ ] Yes, please put me on the
mailing list for events and
programs at the new Center.
Name:

Title/Institutional Affiliation:
Address (work):

Address (home):

E-mail:

(Indicate above with a check or
an arrow where you'd prefer to
receive mailings.)

Do you prefer e-mail [ | or regu-
lar mail [ ] or both? [ ]

What kind of activities would you
like to see at the Center for
American Art?

How do you think your research
(or teaching, or exhibition) work
can benefit from or interact with



the Center?

Are there colleagues at your
school/library/gallery/museum
historic site who might wish to
receive information about the
Center's program?

Return to: Center for American
Art, Philadelphia Museum of
Art,

Box 7646

Philadelphia, Pa. 19101-7646
kafoster@philamuseum.org

FEEDBACK

This letter was faxed to the CRSA
Forum on 25 September by William
Camfield, a member of the Comité as
well as the CRSA. Ed.

“The members of the Comité
Picabia await with interest your
readers’ comments regarding the
pros and cons of a more “open”
process for work on a catalogue
raisonné. For our part, the opin-
ion and research of others is a
routine part of our operation, but
we do not advocate public debate
as a model for producing a cata-
logue raisonné. We felt compell-
ed to enter such a debate in order
to respond to a scurrilous public
attack by Alain Tarica in the
form of a tract that he mailed—
without notifying us—to an un-
known number of scholars, art
collectors, gallery owners, muse-
um curators, and auction houses
in Europe and the United States.
Given Mr. Tarica’s gross mis-
representation of some of Pica-
bia’s work and the Comité Pica-
bia, we felt obligated to respond

to every point, exposing his self-
serving motives and methods.
We proposed a measured, pro-
fessional consideration of the de-
bate if a respected and mutually
acceptable journal was interested
in the subject. Without our
agreement, Mr. Tarica published
his tract in Artnet.

Given the intensely public na-
ture of Artnet, the Comité
Picabia thought it was essential
to request publication of our re-
sponse as well. We ask every
interested person to read with
care Mr. Tarica’s initial attack
and response. The issues and,
particularly, the questionable
motives and methods of Mr.
Tarica are much clearer there
than in the abbreviated account
provided by Scott Ferris in the
Spring 2003 issue of the CRSA
Forum. For the complete ver-
sion, see www.artnet, “The Pica-
bia Affair” and “The Picabia Af-
fair, Part II” in the Features sec-
tion and our response at www.
picabia.com.

While Mr. Ferris provided an
even-handed account, the last
section on “The So-Called ‘Re-
makes’ of Picabia” might confuse
the reader. As noted early on in
Mr. Ferris’ excerpt from the
Comité text (“The Picabia Affair,
Part II”"), Mr. Tarica’s theory of
“Remakes” concerning a group of
collages owned by him is at the
heart of this entire affair. By
ending his presentation of the
“Remakes” with only the ex-
change on the painting Sails, Mr.
Ferris concludes with a painting
irrelevant to the collages and

omits the debate at the core of
this affair. We understand that
the content of our debate is not
the point of Mr. Ferris’ article,
but we are concerned that the
limited space at his disposal may
have contributed to some confu-
sion at the end.”

The Comité Picabia

Publications

The November 2003 issue of
Vanity Fair brings to the fore
another highly visible battle be-
tween an authentication board
and the general public in its arti-
cle, “Judging Andy,” by Michael
Shnayerson (p. 196).

Signs of the Artist: Signatures
and Self-Expression in American
Painting, by John Wilmerding,
Yale University Press (autumn
2003).

Online Discussions

This past summer a few of our mem-
bers—Peter Rooney, Jerome H. Saltzer
and David Silcox—were engaged in an
online discussion about whether or not
to index a CR. With their permission I
am reprinting the gist of their ex-
change as it appeared on the Indexer’s
Discussion Group (indexI@listserv.
unc.edu). I encourage those who care
to add to this conversation to please
do so online (listproc@baylor.edu) or

in this forum.

Peter Rooney (magnetix@ix.net
com.com ) wrote:

This is a discussion that has been
bouncing around a couple of



news lists in the field of editing.
It seems there is a catalogue
raisonné of Braque published
without an index, and these
correspondents wonder why it
doesn't have an index. Although
I realize that many published
CRs don't have indexes, I also
wonder, why not? An index could
contain references to galleries;
collectors; auctions; places; the
artist's life; the artist's techniques
and materials; and many other
topics. Can someone explain why
is it customary not to provide a
separate index to CRs?

Jerome H Saltzer (Saltzer@
MIT.EDU) wrote:

I think the fundamental reason
lies with the words "...and many
other topics." There are so
many different possible indexes
that a really comprehensive index
would take up more pages than
the CR itself So what we get
instead are a few lists that
attempt to help readers answer
what the author thinks may be
the most frequent questions.

This is one area where an on-
line CR has a significant advan-
tage over the kind that is pub-
lished in a paper book. If the site
designer provides a Google-style
search facility, that facility will be
more effective than a comprehen-
sive index, at least in the hands of
readers who can figure out how
to pose search queries. (And,
thanks to Google, that form of li-
teracy is becoming wide-spread.)
A CR is a kind of a database, and
what the reader really wants is a
database search facility that per-

mits locating information in ways
that the author didn't think of.
With even a huge investment of
effort, you can't come close to ap-
proaching that with traditional
indexing methods in a book.

David Silcox (david.silcox@
utoronto.ca) wrote:
This is a ticklish subject, since I
think there is more than one an-
swer. My own huge CR on David
Milne (nearly 3000 paintings) did
not have a general index. How-
ever, it had an exhaustive title
index, a chronological exhibition
list and a bibliography, and var-
ious other lists and appendices.
But a general index would have
been nearly as long as the cata-
logue itself, for certain names,
subjects, places, and so on, ap-
pear on practically every page.
A general index would have been
both extremely difficult to make,
perhaps as difficult to use, and
quite possibly of not much real
use (if all it provided was a page
number—or, say, 600 page
numbers—under one heading).

However, usually some kinds
of information, I suspect, can be
summarized in some other fash-
ion for the reader/researcher.
did that in the introductions to the
appropriate chronological sec-
tions, listing all the versions of a
particular subject or locations,
Jor example.

The kind of information that a
general index might provide,
such as a solitary or even a few
mentions of another artist, critic,
or place, would, in all likelihood,
not be of sufficient importance fo

warrant the work or space in-
volved. I certainly thought not
and the University of Toronto
Press, well experienced in these
matters, thought not too, al-
though they encouraged the ful-
lest forms of all the other end-
matter.

Proposed CRSA
Event for March 2004
[proposal written by Steven Manford]

Working Towards Working
Together: The Auction House
& Catalogue Raisonné
Scholar

The relationship between the
catalogue raisonné scholar and
the auction house is vitally im-
portant to both parties, particu-
larly if the scholar is actively
preparing his or her catalogue.
But these relationships are fre-
quently complicated, and awk-
ward. Issues of confidentially,
financial compensation, owner-
ship of new research, and ac-
knowledgment of the scholar’s
work can put the specialist and
auction house at odds with the
scholar.

The goal of this event is to
provide a forum for auction
houses and the CRSA to create
dialogue and establish guidelines
for mutually beneficial ex-
changes. Concerns and propo-
sals will be put forward. It is
hoped that through discourse we
can find solutions, better our
working relationships with the
auction houses and advance our



projects.
An evening in three parts.

Part One (three speakers, each
speaker given 15 minutes): Each
speaker will give a written or im-
provised talk reflecting upon
their experiences in working with
the auction houses. Speakers
will be selected for their unique
insights and viewpoint. For con-
sideration: One of the three could
be a senior auction house spe-
cialist. Such a person would
speak to the experiences of
working with the catalogue
raisonné scholar.

Part Two (three speakers, each
speaker given 15 minutes): Each
speaker will give a written or im-
provised talk to propose how
the catalogue raisonné scholar
and the auction house might
more productively work togeth-
er. Topics may address con-
tracts, sharing of information,
writing catalogue entries, proto-
cols and acknowledgment of the
scholar’s research. A talk may
propose standards and guidelines
which may in the future be
adopted by the Catalogue Rai-
sonné Scholars Association.

Part Three (running 30 minutes):
With a moderator, an open dis-
cussion to take up issues and
comments made in the six pre-
sentations.

An intermission could take place
after the conclusion of Part Two.
People could visit for 20 minutes
then we would finish up with the
open discussion. Therefore the

entire evening would run ap-
proximately two and a half
hours, not including time for
brief introductions.

Nancy Mathews has suggested
that participants also include gal-
lery representatives, since so
many issues that will be discuss-
ed apply to both. Nancy further
suggests limiting the time given
to each speaker to five minutes,
allowing more people to provide
input. And she has suggested
that the official program time be
reduced to one hour with the
open discussion being limited by
the constricts of our potential
host. Which brings up obvious
question, does any one have a re-
commendation as to where this
event could be held?

Please, if you have thoughts on
the structure of this event, how
to select speakers, who to invite,
etc., contact Nancy, Steven or
myself, or open discussion via
our listserv.

Editor’s Notes
Scott R. Ferris

Please note my change of e-mail
address, and just to confuse mat-
ters, 1 will have a new mailing
address (and possibly another
new e-mail address) by our next
Forum!

We, the CRSA, are a group of
people associated by one com-
mon denominator, the catalogue
raisonné. It is fair to say that
most of us share another bond,
we are specialist in the work of

one or more, artist/s. Our
brethren members help faciliate
CRs through technical expertise
or they have a keen interest in
and use for the CR. Though we
are an association roughly a de-
cade young, we are still develop-
ing our organizational footing and
fine tuning our voice. This
CRSA Forum and our listserv
are that voice.

Some of us are early in our CR
development, while others have
already published. Tina Dic-
key’s proposal for our annual
meeting—that we discuss the
steps to obtaining information
pertinent to our CRs—should be
a discussion as much about the
physical acquisition of data as it
is about the techniques of infor-
mation retrieval. The topic of our
proposed gathering in March,
2004—defining a cooperative,
mutually beneficial relationship
between CRSA members (with
Association backing!) and com-
mercial entities—is one step
toward info retrieval, a step that
will be enriched by the input of
novice and veteran alike.

Another concern is the retrieval
of information before it escapes
us, as brought to our attention
by the quietus of the Terra Mu-
seum. As unfortunate as it is,
we expect that objects and infor-
mation will slip through our fin-
gers as it temporarily resides in
commercial venues but we are
caught off guard when a public
collection closes or reduces ac-
cess to it materials.

How we compile what we’ve
gathered (should we index our in-



dex?) and are we thorough in our
research (the “Picabia Affair,”
the Warhol disputes) are ques-
tions that are best hammered out
within the forge our association.
As we become a stronger organ-
ization our footing will grow
steadier and our voice, resound-
ing.

While on the way to the
printer...this last minute note
from Tina Dickey.

CRSA members:

The general opinion voiced at the
IFAR conference in NY in 2001
seemed to be that CR editors
should not collect and submit
digital images for publication
because:

1) digital images could not be col-
or corrected

2) there was not yet a standard
format

3) the amount of images collected
for a CR can lead to problems in
terms of storage and organization
4) new technological revolutions
can occur during the huge time
lag when creating a CR—be-
tween when an image is received
and the publication date.

A significant number of major
museums no longer make trans-
parencies, and some will only
provide digital imagery.

My questions to the group:

1) Have the above problems been
solved recently? A technological
revolution was foreseen some
years ago, in which bitmaps

would be replaced by a fractal
form of imaging, and this could
conceiveably resolve both prob-
lems. Has this revolution recent-
ly occurred?

2) What are your own policies
on accepting digital images in-
stead of transparencies?

3) If the general opinion turns
out to be that we, as CR editors,
should continue to resist digital
imagery, and if we face a serious
problem in convincing museums,
galleries, and collectors to submit
transparencies instead of digital
imagery, could we issue a state-
ment as a group that will be more
effective than our individual re-
quests?

In closing, we've come full circle. Ed.

Membership List

Members, please check your
personal data and make sure all
information is correct. Let me
know directly (as well as updat-
ing Nancy Mathews) if changes
need to be made! There are a
number of additions and correc-
tions in this list.

Henry Adams, Chair
Department of Art History
Case Western Reserve
University

Rm. 103, Mather House
11201 Euclid Ave.

Cleveland, OH 44106
hxa28@po.cwru.edu
THOMAS HART BENTON

Dr. 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

117 Town House Road
Cornish, NH 03745
atholm@pvalley.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

Alain Blondel

50, Rue du Temple

75004 Paris, France
info@encyclia.com
TAMARA DE LEMPICKA

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 and
WILLIAM RANNEY

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

LI

Doris Bry

11 East 73rd Street

New York, NY 10021
dbry@earthlink.net
STIEGLITZ/O’KEEFFE

Pierre Calté, President
Comité Picabia

26, Rue Danielle Casanova
Paris, France
archives@comite-picabia.com
FRANCIS PICABIA

William Camfield, Prof. Emeritus
Dept. of Art & Art History
Rice University

1117 Milford

Houston, TX 77006
billc@rice.edu

FRANCIS PICABIA

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
gecarr@dpnet.net

FREDERIC EDWIN CHURCH

Claudia Carson

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

Julie Coleman, Curatorial Asst.
Whitney Gallery, Western Art
Buffalo Bill Historical Center
720 Sheridan Avenue

Cody, WY 82414
juliec@bbhc.org

FREDERIC REMINGTON,
WILLIAM RANNEY

Heidi Colsman-Freyberger
The Barnett Newman
Foundation

654 Madison Avenue, Suite
1900

New York, NY 10021
hef@barnettnewman.org
BARNETT NEWMAN

Eileen Costello

Matthew Marks Gallery
235 Mulberry Street
New York, NY 10012
eecostello@hotmail.com
PETER CAIN

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

P. O. Box 706

Salt Spring Island,

British Columbia Canada V8K
2W3

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

Ellen J. Epstein

33 Park Drive

Mount Kisco, NY 10549
ee27@erols.com

ROBERT GOODNOUGH

Sarah Faunce, Project Director
Courbet Cat. Raisonne Project
432 East 75th Street
New York, NY 1002
GUSTAVE COURBET, ptgs.

Michael F. Felicetta
33 Third Ave., #9E1
New York, NY 10003
mff202@nyu.edu
Photography

Scott R. Ferris

P.0O.Box 73

Franklin Springs, NY 13341
kentiana@verizon.net
ROCKWELL KENT

Ruth Fine, Curator,

Special Projects in Modern Art
National Gallery of Art

2000 B South Club Dr.
Landover, MD 20785

rfine@nga.gov
MARK ROTHKO, works on

paper

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 Dir.
International Foundation for Art
Research

500 Fifth Avenue, Suite 935
New York, NY 10110
Authentication issues

Laura Foster, Curator

Frederic Remington Art Museum
303 Washington St.

Ogdensburg, NY 13669
LAFO@fredericremington.org
FREDERIC REMINGTON

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
gettycfi@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@earthlink.net
WILLIAM MACMONNIES,
sculpture

Nancy Green, Chief Curator
Johnson Museum

Cornell University

Ithaca, NY 14853
negd@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 W, 72nd St.
New York, NY 10023
artlaw@mindspring.com



Heidi J. Homnik, Associate
Professor of Art History
Baylor University

3721 Austen Ave.

Waco, TX 76798
Heidi_Hornik@baylor.edu
MICHELE TOSINI

Sharon Coplan Hurowitz, Pres.
Coplan Hurowitz Art Advisory
880 Fifth Avenue, 7C

New York, NY 10021
sharon@printgirl.com

JOHN BALDESSARI, prints

Alan Hyman

Alan Wofsy Fine Arts
1109 Geary Blvd.

San Francisco, CA 94109
editeur@earthlink.net
Old master and modern

Sona K. Johnston,

Curator, 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 HOKUSAL,
Single sheet prints

Melvin P. Lader
Professor of Art History

George Washington University

801 22nd Street, NW
Smith Hall, A 110
Washington, DC 20052

Lader@gwu.edu
ASHILLE GORKY, drawings

Robert G. LaFrance
151 East 83rd Street, 4H
New York, NY 10028

rgl6996@nyu.edu

FRANCESCO D’UBERTINO

VERDI, Called BACHIACCA

Ellen G. Landau

Professor of Art History
Case Western Reserve
University, Mather House
11201 Euclid Ave
Cleveland, OH 44106
ex13@po.cwru.edu

LEE KRASNER

Touran K. Latham
AAHA

411 Branway Drive
Richmond, VA 23229
lathamd@worldnet.att.net
JOHN CARROLL

Magda Le Donne, Cur. Asst,
European Art

37 Braemar Street

Ottawa, Ontario
mledonne@ngc.ca

HENRI GABRIEL IBELS

Valerie Ann Leeds, Adjt. Cur.
Flint Institute of Arts

728 Sergeantsville Road
Stockton, NJ 08559
valeeds22@hotmail.com
ROBERT HENRI, ERNEST
LAWSON

Gail Levin, Professor

Baruch College, CUNY

1 Bernard Baruch Way

New York, NY 10010

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

6010 Boulevard East #87
West New York, NJ 07093
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, MARY
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
Jjmelius@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
Jjane.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

Emily Ballew Neff

Curator, American Painting,
Sculpture

Museum of Fine Arts, Houston
P. O. Box 6826

Houston, TX 77265
FREDERIC REMINGTON

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, Apt. 11C
New York, NY 10021-4310
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 J. Paul, PhD, Director
The Chaim Gross Studio
Museum

680 Fort Washington Ave,
Apt. 211

New York, NY 10040
grossmuseum(@earthlink.net
CHAIM GROSS sculpture

Meg J. Perlman

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

JAMES BROOKS

Caterina Y. Pierre

73 Jackson Street
Brooklyn, NY 11211-2219
caterina@erols.com
MARCELLO

Joachim Pissarro

The Dedalus Foundation, Inc.
151 East 80th Street, #10 B
New York, NY 10021
Jjoachim.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 Vernon Boulevard

Long Island City, NY 11106
catalogue@noguchi.org
ISAMU NOGUCHI (With
Bonnie Rychlak.)

Michael Quick, Director
George Inness Catalogue
Raisonne

1223 Wilshire Boulevard, #401
Santa Monica, CA 90403
GEORGE INNESS

Mary Ran
3668 Erie Avenue
Cincinnati, OH 45208

mrangallery@aol.com
EDWARD POTTHAST

Susan Barnes Robinson,
Professor, Art History

Loyola Marymount University
7900 Loyola Boulevard

Los Angeles, CA 90045
srobinso@Imu.edu

MABEL DWIGHT

Peter Rooney

Magnetic Reports

332 Bleeker Street, #X6
New York, NY 10014
magnetix@ix.netcom.com
Catalogue Raisonné Software

Alexander S. C. Rower, Director
Alexander & Louisa Calder
Foundation

40 Wooster Street, 5th floor
New York, NY 10013
ALEXANDER CALDER
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The Dia Center for the Arts
561 Broadway, 8A

New York, NY 10012
sandbackaf(@earthlink.net
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Asst. Adjunct Professor

New York University

60 East 8th Street, Apt. 30P
New York, NY 10003
dbrownin@berkshireschool.org
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