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FROM THE PRESIDENT
Nancy Mowll Mathews

$$$

As many of you know, our previous
cash reserves are now almost gone, and
it is time once again to begin asking for
money from our members. Scott has
done such a phenomenal job of getting
the newsletter out (and very frugally, I
might add) that we need to support his
efforts.

We are calling for all members to
make annual donations of at least twenty
dollars to cover these costs. Many have
already sent in their checks, but many
will be hearing about this for the first
time. Please fill out the membership
form to update your membership infor-
mation and send it to me with a check
payable to CRSA.

Why “donations” rather than “dues”?
Very simply: we don’t have the mechan-
ism to tie membership to “dues.” In-
stead, we must rely on the good will of
members to send in money whenever
they can and at whatever amount they
can afford. We fervently hope that those
who have the means will send in a
substantial amount.

The CRSA exists because of the extra-
ordinary contributions of its members. I
must mention once again the time and
effort that Scott Ferris, as editor of the
CRSA Forum, and Steven Manford, as
CRSA director of programs, continue fo
donate to the organization. I would also
like to thank all the members who have
contributed to the Forum and who spoke
in the two New York events this spring,
“The Scholar and the Auction House,”
and “The Catalogue Raisonné: A Semi-
nar in New York.” And finally, we ac-
knowledge with gratitude those who
hosted the events: Lisa Koenigsberg and
the staff at the NYU School of Con-
tinuing and Professional Studies, Pro-
grams in the Arts and Morgan Spangle,

Jack Flam, and Joachim Pissarro at the
Motherwell Foundation. The NYU semi-
nar was so successful that Lisa Koenigs-
berg has already selected dates for an-
other one next year: April 16 and 17,
2005. Put these dates on your calendar!

We are currently considering what type
of program to have for our annual CRSA
meeting at the College Art Association
conference in Atlanta next February. We
would also like to repeat the format of
our very successful panel on “The Scho-
lar and the Auction House” for an even-
ing program in New York next fall. If
you would like to be an organizer, or if
you have suggestions for either, please
contact Steven Manford.
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The Expert Versus the
Object

Ronald D. Spencer is counsel to the New
York City law firm of Carter, Ledyard &
Milburn LLP—where he specializes in art
law and foundation law—and a CRSA
member. He presented his paper, "Legal
Issues Concerning the Catalogue Raison-
né," at The Catalogue Raisonné: A Seminar
in New York, in April (see below). The
following "Introduction” is excerpted
from his recently published book, The Ex-
pert Versus the Object: Judging Fakes and
False Attributions in the Visual Arts (New
York: Oxford University Press, 2004).

Introduction
Ronald D. Spencer

The authenticity of a work of visual art
has always been a critical issue for any-
one concerned with art, not simply for
the work's monetary value, but for its in-
trinsic worth. Authentication is the pro-
cess by which art experts—academic or
independent art historians, museum or

collection curators, art dealers, or auction
house experts—attribute a work of visual
art (the Object) to a particular artist or
specific culture or era.

The "objects" with which this book is
concerned are works of visual art—
paintings, drawings, and sculpture, al-
though many of the general concepts,
and certainly the emphasis on the impor-
tance of connoisseurship and the need for
systematic authentication procedures,
will be applicable as well to other ob-
jects, such as archaeological objects, de-
corative arts, and antiques.’

continued on page 4

D'Annunzio’s Daughter, 1903
bronze, Krakow National Museum

BY WAY OF
INTRODUCTION

As a continuation in our series on lesser
known artists, CRSA member Charlotte
Snyder Sholod, who is compiling a
catalogue raisonné on the work of
Henoch “Enrico" Glicenstein, offers
this thumbnail sketch of the artist.

See page 2
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Research Methods:

A Compendium
Tina Dickey,
Editor, Hans Hofmann CR

CRSA is a truly muiltiversal organiza-
tion in that its members, as individual
authorities on our chosen artists, are not
in direct competition with each other.
We have a golden opportunity to ex-
change information, even trade secrets,
in order to enhance the efficiency and
depth of our work as individuals and our
effectiveness as a group. In line with this
awareness, the following overview of re-
search methods is not the sole contribu-
tion of the author but a compendium of
comments of CRSA members culled
from the business meeting held at CAA
Seattle, February 21, 2004, at an ungod-
ly hour of the morning. I am grateful for
the expertise, generosity and insight of
the CRSA members present: Nancy
Mowll Mathews (Prendergast and Cas-
satt), Gail Levin (Hopper and Hartley),
Sharon Flescher (Executive Director,
IFAR), Barbara Wolanin (Arthur B.
Carles), Joyce Schiller (John Sloan),
Renee Maurer (Rothko), and Joyce Hill
Stoner (Wyeth, and American Institute
for Conservation).

While waiting for our colleagues to ar-
rive, a few of us launched into a roving
discussion that raised more questions
than answers, questions that could fuel
future meetings, newsletter articles, and
listserve roundabouts: When commenc-
ing a CR, how can the investment in
time and funding be estimated? Time
constraints can present serious obstacles.
How are CRs funded? What funding
sources are available to unaffiliated CR
editors? How should the work on a CR
be structured, in terms of workloads, or-
ganization, and priorities? How much are
we paid? When a CR is completed, what
happens to the files, and how can they
be updated? How can we sustain a
mutually  beneficial and  ethical
relationship with dealers? How can we
increase our abilities to date and
authenticate works? (Biographical study
is extraordinarily helpful in dating work;
studying with former students, or at
least the involvement of former students
can be helpful in authentication).

Our organization facilitates shoptalk
between scholars, but a wider range of
open discussion would benefit us all and
educate the institutions and clients with

2

whom we negotiate our purposes and
needs.

Our Networks: The Mail, The
Internet and The Advertisements

The CR sprints into a new century with
use of the internet. A short way into the
discussion, I volunteered to look into
creating a simple web page that will ad-
vertise our events and offer links to the
web pages of our members (plus a mem-
bership list for those not on line). Si-
multaneously, the CRSA web page can
establish mutual links with other organ-
izations such as IFAR, and those of ap-
praisers, conservators, and dealers. The
subject is now under exploration. (The
domain crsa.org has already been claimed
by the Chinese Radio Sports Associa-
tion, but catalogueraisonne.org appears
to be available.)

Those members maintaining a home
page for their artist or project can contact
AskArt.com to request a link to their
page from the AskArt page for that ar-
tist. The resources of ArtNet.com can be
helpful to CR editors; inquire into their
educational and institutional rates. Ebay
tends to be a good source for fakes and
ephemera (publications, etc.), but rarely
turns up an original.

The museum mailing is logically con-
ducted first, before mailings to apprai-
sers, galleries, and auction houses.
Museums are the last stop for most
continued on page 9
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By Way of Introduction
Enrico Glicenstein

(1870-1942)
Charlotte Snyder Sholod

Born in the tiny hamiet of Turek in
Russian Poland in 1870, Glicenstein in
his youth seemed far from destined to
become a master sculptor whose works
of art would one day enjoy an interna-
tional reputation and would be collected
by major museums around the world.
Opportunities for the child to experience
the caliber of fine art that he would
someday champion were limited to local
fairs and church processions, the ubiqui-
tous folk art of his native land, and the
fascinating tombstones carved by his
father, a poor, provincial teacher of Bible
and Talmud.



An innate drive to create manifested itself early in
Henoch's life, leading him to carve objects from wood
he found in the nearby forest. Despite his father’s stern
disapproval, the boy’s strong urge to carve resulted in a
series of small original figures that eventually became
legendary within the neighboring towns. Recognizing
the teenager’s outstanding talent, generous patrons in
Lodz volunteered to finance his studies at the Royal
Bavarian Academy of Art in Munich.

Thus Glicenstein experienced his first contact with
professional artists, not to mention his first exposure to
ancient and Classical art in the Glyptothek, at the age of
twenty in Munich. During his five years in Germany,
the Academy channeled his energies towards learning the
techniques of modeling and bronze casting, while his
own penchant for infusing his prize-winning works with
the passionate spirit of real life informed his sculpture
with a personal, emotive style that would evolve over
the subsequent five decades of his illustrious career.

A crucial turning point occurred in his life in
1895/1897, when two consecutive Prix de Rome allowed
him to work uninterruptedly on developing his skills in
Italy. Heartened by the Mediterranean light and majestic
grandeur of Rome, the twenty-six-year-old sculptor
rejoiced in discovering sculptural masterpieces ranging
from the Etruscan to the Renaissance periods. Equally
crucial to his well-being was the presence of Helena
Hirszenberg, whom he had married in Lodz at the end of
1896 and who joined him in Rome for the second year of
his scholarship.

Finding patrons in Rome was a struggle. Within a few
years, however, Glicenstein’s expressive yet classic
sculpture aftracted the attention of international society
in Rome, and such foreign notables as Stroganoff,
Prince Nelidov, Ludwig Mond, and Henrietta Hertz, as
well as numerous Italian born dignitaries, became regular
visitors to his studio. Encouraged by their admiration
and commissions, Enrico, as he was now called, devoted
all his dynamic energy to creating new sculpture, One in
particular, Cain and Abel, brought him the great satis-
faction of winning a gold medal in 1900 at the Exposi-
tion Universelle in Paris.

By 1901 the Glicenstein family had doubled in number
with the birth of a son, Emanuel, and a daughter, Bea-
trice. Accepted as a bona fide member of the artistic
community in Rome, the sculptor was invited to model
a bust of Gabriele D’ Annunzio at the poet’s villa in Net-
tuno, where the fresh beauty of D’Annunzio’s young
daughter inspired him to create her bust as well. It was
this portrait, D'Annunzio’s Daughter, which enjoyed a
place of honor next to Rodin’s Le Penseur at the 1904
Salon in Paris. Rodin, who had spent a full day with

Glicenstein at Meudon, soon thereafter recommended the
young sculptor’s election to the Société Nationale des
Beaux-Arts. Many other tributes followed, allowing Gli-
censtein to look back to the flourishing period of 1897-
1906 as his halcyon years.

The ensuing years were far less stable, as several of
his major benefactors had died or left the city by 1907,
and he felt the artistic climate in Rome to be less sup-
portive. Consequently, he began making frequent extend-
ed trips to Germany to seek commissions and exhibition
venues over the next seven years, compelling him to
leave his family behind and interrupting the continuity
of his all consuming work. Portrait busts by the pilgrim
artist were in demand, collectors purchased his sculp-
tures, and a retrospective, which was first held at the Bre-

Glicenstein working on National Defense (1942, wood,
now in the collection of Smithsonian American Art
Museum , in carpentry shop on Welfare (now Roosevelt)
Island.




men Kunsthalle in late 1912 and tra-
veled to galleries in Hamburg, Mu-
nich and Frankfurt am Main the fol-
lowing year, solidified his reputation
in Germany.

Plans had been made to mount the
traveling retrospective in St. Peters-
burg, and Glicenstein was in Lodz
on his way to Russia when the out-
break of World War I intervened.
Compelled to remain in Poland for
the duration of the war, the artist
created several poignant, directly
carved wood sculptures and many
drawings reflecting the horror of the
ongoing battles. At long last, in
March 1918 he was permitied to
travel to neutral Switzerland, where
he was reunited with his wife and
children and where the family re-
mained for several years.

Glicenstein did not stay long in
Rome after his return at the end of
1920. Searching for new opportun-
ities, he soon left for London.
Although his works were featured in
a solo exhibit at the Greatorex Gal-
lery and at the Royal Academy of
Art, his overall reception in England
was discouraging and prompted him
to hurry back to Italy in mid 1924.

In sharp contrast to London,
Glicenstein’s homecoming to Rome
was triumphant. An exhibit held in
January 1925 elicited great praise in
the Italian press for his powerful and
vigorous art; furthermore, as a direct
result of his success, King Vittorio
Emanuele inducted him into the
Order of Cavalier of the Crown of
Italy. Similarly, his one-man retro-
spective at the 1926 Venice Biennale
attracted enthusiastic critical atten-
tion. But his victories were short-
lived. While modeling a portrait of
Mussolini, Glicenstein, in his typi-
cal guileless manner, stated his
opinion that Fascism was danger-
ously repressive. This disastrous
encounter with Il Duce sealed his
fate, forcing him soon thereafter to
take flight from his beloved Italy.

Accompanied by his son, the artist
arrived with his collection in New
York in early 1928 in time for the
opening of an individual show at the
Anderson Galleries. With Rockwell
Kent as one of his main supporters,
the situation at first seemed exceed-
ingly promising. However, the exhi-
bit bore no tangible results, making
Glicenstein wonder why he had
bothered coming to the States. Only
a series of uncommissioned portrait
busts—Commander Richard Byrd,
Mayor Jimmy Walker, and Ignace
Paderewski, to name a few— gave
him reason for tempered optimism.

His friends felt he might have
better luck in Chicago. While in the
Midwest from 1929 to 1935, the
stock market crashed and the
Depression began, compounding
Glicenstein’s struggles to find bene-
factors willing to finance expensive
works of sculpture. After suffering
overwhelming loneliness for his
wife and daughter, Glicenstein was
finally able in 1935 to bring his
whole family back together in New
York, where they lived in relative
tranquility until Glicenstein was hit
by a car and died on 30 December
1942. Despite the oftentimes dire
circumstances characterizing Glicen-
stein’s American period, he succeed-
ed in creating his most masterful and
strongest sculptures during this
time.

It was here that he achieved his
signature mature style, described by
directly-carved monumental forms
pulsating with the intensity of his
genuine emotions and illustrating
his basic credo, “I feel the urge to
express myself with the purity of a
child.”

©Charlotte Snyder Sholod
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The Expert Vs. the Object

continued from page one

Since the process of authentication
of visual art depends chiefly on the
scholarship of art experts, it is
especially important that the experts
feel free to express scholarly
opinions about the attribution of
works of art. The art minded public,
unfamiliar with the attribution
process, may regard it with a
measure of suspicion or may put too
much trust in it, believing that
attributions are made and fakes
disclosed as a result of scientific evi-
dence. In fact, few are based on
scientific tests; the majority are
based on the connoisseurship of an
expert. And here, the natural wari-
ness about the subjectivity of an
individual opinion may be com-
pounded by numerous examples of
shifts in the status of a single work -
a work removed from the canonic
oeuvre of an artist by a group of
experts (e.g., the Rembrandt Re-
search Project) and then, a few years
later, reattributed to the same artist
by the same experts.

If the art minded public does not
have a clear idea of the attribution
process, it is largely because the
experts have rarely articulated it in a
systematic way. And why this pau-
city of expert explanation? Chiefly
because of the experts' fear of legal
liability. If you doubt this, think,
for example, about the thousands of
artworks that public museums ac-
quire each year, and think, too, why
one never (or rarely) sees an expert
publicly challenge the authenticity
of a work on which an institution is
spending millions of dollars. Why,
for instance, are there are no false
attribution sections in almost all
catalogues raisonné? Why are owners
of an artwork usually told only
whether it "will" or "will not" be
"included in the catalogue" raisonné
of the artist in question. And why



do most American museums have
policies which prohibit their curators
from expressing opinions on works
of art not already owned by the
museum?

The question of whether a work of
art is "real" or “original" implies
other questions: What am I buying?
What do 1 own? What am 1 looking
at? And, increasingly, perhaps due
in some small part to higher prices,
but in larger part to the growing
sophistication of the art minded
public as a result of exhibitions such
as the Metropolitan Museum's 1995
"Rembrandt/Not Rembrandt," peo-
ple are beginning to ask how a given
attribution was arrived at. The ques-
tion may be answered at several
moments—when art is bought and
sold in a private transaction or at
public auction, when art is appraised
for its value for an income or estate
tax deduction, when museums and
art galleries mount public exhibi-
tions, when a scholar produces a
book on the work of an artist, or
simply when an owner wishes to
determine the authorship or authenti-
city of a work.

Even as public awareness of and
demand for opinions on the authen-
ticity of art is increasing, fewer
experts are willing to render these
opinions for fear of being sued by a
seller, buyer, or owner. This circum-
stance is aggravated because an art
scholar authenticating a work may
not ethically charge a fee related to
the value of the art. For a $600 fee,
why should the expert risk a million
dollar lawsuit for product dis-
paragement or negligence? It should
also be understood that, in much the
same way that court decisions
awarding damages for medical mal-
practice influence how doctors prac-
tice medicine, court decisions hold-
ing experts liable for negligent opin-
ions with respect to attribution affect
how (and indeed if) experts will
provide their expertise and opinions

for the benefit of the art market and
the general public.

These conditions have led groups
of art scholars to form boards or
committees in part to defend and
ensure against these potential legal
claims. This attempt is bound to be
only partly successful, largely be-
cause the law demands objective evi-
dence, which conflicts with the in-
trinsic "subjectivity" of even group
connoisseurship.

people are beginning to
ask how a given
attribution vtvas arrived
a

It is not just experts, art dealers,
and lawyers who are interested in
authentication. The public has al-
ways been fascinated to see a shrewd
art forger one-up rich collectors and
pompous experts, especially in the
case of twentieth century art. Here
many museum goers still feel that
they are being taken for a ride.
Standing before an abstract or mini-
malist painting, they think, "My kid
could do that, or better." Even this
dubious visitor would, however, ac-
cept objective scientific evidence
about the authenticity of a work.
But, alas, when we examine the pro-
cess of attribution, we find very few
decisions supported by science.
Instead, as we will find in this
book, we are, in the vast majority of
cases, drawn back to those "pom-
pous" experts and connoisseurs.

The public's lack of understanding
of the attribution process and the
experts' concern about legal liability
for expressing their opinions have
combined to produce fertile ground
in which fakes and false attributions
flourish. And the concern over legal
liability has been intensified by
several unfortunate court decisions
in which the courts did not fully
comprehend the attribution process
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or the expert's role.

Thus, freedom of scholarly opin-
ion requires an understanding of the
attribution process on the part of the
courts and of lawyers, and would
benefit from increased public aware-
ness of the process.

Part 1, "Authentication and
Connoisseurship," illuminates the
process through essays and inter-
views based on the practical experi-
ence of art world experts. Each
author addresses attribution issues
involving his or her particular pro-
fessional concerns, an approach that
presents a wide variety of profes-
sional and institutional interests.

The essays begin with an
examination of the nature and his-
tory of connoisseurship. By con-
noisseurship we mean that sensi-
tivity of visual perception, historical
training, technical awareness, and
empirical experience needed by the
expert to attribute the object. Francis
O'Connor and Peter Sutton agree on
the primacy of connoisseurship in
the attribution process, with the for-
mer focusing on the nature of con-
noisseurship and the latter on its
historical development as a bona
fide analytic tool. They also agree
on its essentially "objective" nature.

The 1942 essay about fakes by
Max Friedlander is, in part, here to
remind the reader that a fake—a
work created with infent to
deceive—is but one facet of authenti-
city issues.” The larger, more im-
portant, and much more frequent
problem is the examination of a
work of unknown or wrongly attrib-
uted authorship.

The application of connoisseur-
ship to an artist's entire body of
work will often result in the cata-
logue raisonné—the principal pub-
lished research document on the ar-
tist's work. In their essays on the
catalogue raisonné, John Tancock,
Michael Findlay, and Peter Kraus
agree on the primacy of the cata-



logue raisonné as a research tool,
and agree as well on many of the
considerations which make certain
catalogues unreliable. Tancock and
Findlay allow the reader to see how
the two major public auction
houses, Sotheby's and Christie's,
utilize (or do not utilize) a catalogue
raisonné in the auction sale catalogu-
ing process.

While the catalogues referred to in
these essays represent the opinions
of a single expert (or, at most, two
or three coauthors), Eugene Victor
Thaw discusses the operation of the
art world and art market, as a whole,
in self-correcting misattributions.
Thaw reveals how art historians, cur-
ators, art dealers, conservators, auc-
tion house experts, and collectors
come, over time, to a consensus
(which may change as a result of
new research and analysis) about the
attribution of a work of art. How
this process operates in the field of
Old Master drawings is the subject
of the essay by Noel Annesley, an
Old Master drawings expert.
Through describing the analytical
method by which he attributes an
Old Master drawing, Annesley ex-
plains his part in the market's "self
correction."

To the layman, a signature on a
painting might appear to be impor-
tant evidence of authorship. In fact,
it tends to be nowhere near as im-
portant to the expert as our everyday
contact with bank checks, receipts,
wills, deeds, and contracts would
suggest. However, signatures remain
important to judges in courts, and
so Patricia Siegel, a handwriting ex-
pert, shows how she decides on the
authenticity of an artist's signature
(Jackson Pollock, in this example).

It is also important to understand
how organizations and groups of ex-
perts (foundations, boards or com-
mittees of experts, as opposed to in-
dividual experts) operate in the de-
termination of authenticity. Sharon

Flescher describes the workings of
the International Foundation for Art
Research, although IFAR is some-
what atypical of these groups be-
cause it undertakes research on more
than one artist. But, with respect to
each artist, IFAR's process is rather
typical in that it employs a group of
experts who arrive at an opinion on
attribution by consensus.

Another organization concerned
with issues of authenticity and attri-
bution is obviously the art museum.
Samuel Sachs II, former director of
the Frick Collection, agrees with
O'Connor and other essayists in this
book on the primacy of provenance
and connoisseurship in determining
authenticity, and on the relatively
small value of signatures in this pro-
cess. But there are other criteria at
work in a museum. Obviously it is
important not to hold out a fake as
authentic; but more important than
the matter of atiribution (that is,
who created the work) is whether the
work of art is of "consummate quali-
ty."

If connoisseurship is primarily
concerned with articulating visual
perceptions, conservators bring to
the attribution process a fairly sin-
gle-minded concern with the physi-
cal structure of a work. Rustin Le-
venson, a conservator, describes how
an examination of the physical struc-
ture of a painting can help attribute
the authorship of traditional works
of art. With respect to contemporary
art, conservators face new challenges
from artists who, in recent decades,
use a variety of eccentric and often
impermanent materials. The conser-
vation of such non-traditional mater-
ials, as Levenson demonstrates in
her second essay, becomes increas-
ingly complex, both in terms of
physical procedures and philosophi-
cal issues, all of which have impor-
tant ramifications for attributing
works of art.

While part 1 of this book illumi-
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nates the nature of authentication
and connoisseurship, part II, "Au-
thentication and Law," attempts (o
help the reader understand how the
law resolves disputes over issues of
attribution. The essays in part II
should help to establish the objec-
tive and systematic standards neces-
sary to defend, at law, art scholar-
ship and subjective judgments about
art. To this end, Theodore Stebbins,
Jr., addresses the liability of art ex-
perts in law courts from the late
nineteenth century to the present
day. Stebbins also examines the
practical methods and procedures
used by art experts today, and the
effect of these procedures on their
potential liability for rendering an
opinion on authenticity. The essays
in part II deal as well with the kinds
of legal claims made as a result of
an attribution, and the question of
whether the expert's determination,
self described as only an opinion,”
gives the expert protection from le-
gal claims (Ronald D. Spencer, "The
Risk of Legal Liability for Attribu-
tions of Visual Art").

Factors which judges consider im-
portant and proposed procedures for
experts to follow that would limit
their liability are covered in my es-
say, "Authentication in Court: Fac-
tors Considered and Standards Pro-
posed." Newly available legal pro-
tections for experts rendering opin-
ions (such as "hold harmless" provi-
sions in agreements between owners
of art and the experts) is the subject
of my essay, "A Legal Decision in
New York Gives Experts Protection

. ." Last, French law and its
complicating factor of artists' (and
their heirs') moral right to attribute
the artist's work is discussed by Van
Kirk Reeves in "Establishing Au-
thenticity in French Law."

One goal of this book is to help
lawyers advise their clients and
judges to arrive at more informed
decisions (informed, that is, by a



better understanding of the nature of
the attribution process and its prac-
tical consequences for art scholarship
and the art market). When judges
and private legal advisers know
something more about the "indus-
try,” a knowledge which seems quite
lacking in some of the judicial deci-
sions discussed in this book, deci-
sions are more likely to be fair to
litigants and legal advice more use~
ful to art world participants. The es-
says in part I describing the process
of attribution and examining the his-
tory, nature, and practical applica-
tion of authentication and connois-
seurship are intended to provide the
legal community with just such in-
dustry knowledge.

At this point the reader may well
be asking why, and to whom, au-
thenticity in the visual arts is impor-
tant. As will be seen, there has been,
and continues to be, an intrinsic
conflict between the subjectivity of
the expert's connoisseurship and the
objectivity of the law, which de-
mands clear and compelling evi-
dence. It is said of James McNeill
Whistler that when someone showed
him an alleged Velazquez, he dis-
missed it after a glance, and when
its owner protested his curtness, he
declared, "I always swoon when I
see a Velazquez." One of the contri-
butors to this book of essays can
deeply sympathize with Whistler.
Not that Francis O'Connor faints at
the sight of a Jackson Pollock paint-
ing, but he knows that recognizing a
copy, a mistaken attribution, or a
fake comes from a lifetime of empir-
ical experience with an artist's
oeuvre. With such experience, you
can perceive the wrongness of a
work as quickly as you could a for-
gery of your own signature. But
proving such immediate, visual per-
ceptions in court is, alas, not easy.

The essential points here are two.
First, as it is argued, expressly in
some essays (O'Connor and Sutton)

and implicitly in others, that the
connoisseur's perception of an ar-
tist's form, or distinct manner, is
not dissimilar from other types of
"objective” evidence accepted by a
court, such as handwriting analysis
and forensic pathology—both of
which are based on the formal char-
acteristics of phenomena. Second,
the expert must take a more system-
atic, organized, and careful approach
to the authentication process, so
subjective judgment can be support-
ed by rational and physical analysis
of the art object. Inherent, of course,
in such a coherent system is that the
authentication process is based on
experts with no self-interest in the
object in question, and not, as was
common in late nineteenth- and ear-
ly twentieth century Europe, on an
opinion stated in a certificate for
which a substantial fee, linked di-
rectly to a positive opinion, was re-
ceived or promised.

In establishing these two points,
it is hoped that this book will be of
use to a wide range of individuals
for whom a coherent system of au-
thenticating works of art is impor-
tant, if not crucial, in their profes-
sional lives. Artists and their estates
have a very real interest in defending
themselves against forgeries and
misattributions; dealers, collectors,
scholars, curators, and auctioneers
all need to know with some modi-
cum of certainty that what they sell
or resell, acquire, study, or exhibit
is authentic.

thely dare not speak out
or fear of risking
litigation

It may be useful to detail the
value of the essays to each of these
interested parties.

For artists and their heirs, an ac-
tive production of fakes may well
prove a negative form of flattery, but

-
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it is hardly a distinction to be
sought or tolerated: it devalues the
real works from the artist's hand,
distorting their aesthetic and eco-
nomic appreciation. This has hap-
pened with a vengeance in the realm
of Salvador Dali's prints. On another
level, unauthorized reproductions of
an artist's work leave the artist the
loser when it comes to royalties and
reputation. Here, Robert Indiana's
widely reproduced LOVE image is a
notorious example. Artists and their
heirs, therefore, have to fight inau-
thenticity on two fronts: the first,
that of mistaken attributions or out-
right forgeries, and the second, that
of intellectual property rights viola-
tions.

Dealers are often required both
morally and legally to certify the au-
thenticity of the objects they sell, so
the need to establish the rightness of
their wares is paramount. Both their
reputations and their economic well-
being require a system of authenti-
cation that is authentic in itself,
being free of all questionable self-
interest and recognizable as authori-
tative. At present, it is often the case
that a dealer cannot find a recognized
authority willing, even if able, to
give an opinion as to the authenti-
city of an object because a negative
opinion is too vulnerable to a law-
suit. This problem is complicated
by the fact that some dishonest
dealers are all too willing to pay for
wildly inaccurate positive authenti-
cations, which are relatively invul-
nerable to challenge by knowledge-
able experts for the same reason—
they dare not speak out for fear of
risking litigation. This book spells
out the rights, duties, and vulnera-
bilities of art dealers faced with
authentication problems, and the le-
gal and commercial remedies avail-
able to protect them, their artists,
and their clients from the conse-
quences of fakery and misattribution
in the art market.



Collectors, obviously, have a
right to expect that what they buy is
authentic, just as any consumer
ought to be able to trust the label on
a watch or a scarf. But truth in label-
ing does not always pertain to what
changes hands in the present-day art
world, leaving inexperienced collec-
tors especially vulnerable to fakes
and misattributions. Here, the col-
lector has some obligation to per-
form "due diligence" before any ma-
jor purchase, making sure to see
such things as a complete proven-
ance and an authoritative publication
history for the object (although, as a
practical matter, this information is
probably not available for a large
percentage of lesser works). It is
hoped that the wealth of information
in this book will help the fledgling
as well as the experienced collector
avoid the acquisition of inauthentic
objects.

scholars become the
recognized authorities
to whom everyone turns
for informed opinions

Scholars are perhaps the most
vulnerable to the present lack of
clear-cut standards and procedures
for authenticating works of art. They
are on the front line of defense
against fakes and misattributions,
especially those scholars who under-
take a monographic study of an ar-
tist, or who author a catalogue
raisonné of the artist's work. It is
scho-lars who most often become
the recognized authorities to whom
everyone else tumms for informed
opinions, and until early in the
twentieth century, they were able to
give such opinions without inhibi-
tion.” However, because of concern
for legal liability, they are no longer
able to do so as freely as in the past.
Further, since scholars are seldom
economically independent, they are

most vulnerable to the threat of liti-
gation. Many oeuvre catalogues are
stalled because of the consequences
of listing known fakes, or omitting
them, which is pretty much saying
the same thing. One practical result
of this book might be a change in
the views of judges in future court
decisions about expert opinion, so
that those best qualified can make
judgments on authenticity without
undue concern for being ruined in
the process.

Museum curators are very much in
the same vulnerable situation as
scholars, although somewhat more
protected by their institutions. Whe-
ther to include a work deemed inau-
thentic in an exhibition can, how-
ever, have ramifications quite differ-
ent from those faced by the scholar.
If you want a certain collector to
leave your museum his Picasso, do
you overlook the dubious Utrillo be-
ing pressed upon you for a current
exhibition? When a certain Old Mas-
ter painting suddenly appears at auc-
tion from the collection of a very
famous connoisseur, how do you
judge, under the pressure of the con-
noisseur's reputation, the conflicting
opinions of experts that the painting
may be (a) authentic but heavily re-
stored; (b) the artist's copy; (¢) an
assistant's copy; (d) a seventeenth
century copy; (e) something more re-
cent?

Similarly, what does the auction-
eer do when required to warrant the
authenticity of the same painting
when it is sold, and be ready to give
back the money if the buyer later
balks when the conflicting opinions
of experts are reported in the news-
papers? Since auctioneers tend to see
a greater variety of works, as well as
greater numbers of dubious works,
than other art world professionals,
they are more dependent on reliable
in-house and outside expert opinion,
and more vulnerable to litigation of
all sorts. Here again, it is hoped that

8

the experts in auction houses can
learn from this book.

Finally, these essays will demon-
strate, despite our intuitive suspi-
cion that art and the law do not
comfortably coexist, that there is as
much human empathy inherent in
the formulation of a body of law as
there is in the creation of a work of
art. Both attempt to express,
through either images or actions, a
respect for what is true and real, and
a rejection of what is not. It is our
hope that this compilation of ideas
will further that respect.

Notes

1. For a study of these other objects,
see Mark Jones, Why Fakes Matter:
Essays on Problems of Authenticity
(London: British Museum Press,
1992).

2. For a study exclusively on the
subject of fakes in the visual arts,
see the work of Friedldnder’s young-
er contemporary, Otto Kurz, Fakes,
2nd rev, and enl. ed. (New York:
Dover, 1967).

3. See Sir Joseph Duveen's difficul-
ties in the 1929 case of Hahn v. Du-
veen, addressed in part Il of this
book.

©Ronald D. Spencer

AAAAAAAAAAAAAAAAAAAAA
Forms of Legal
Protection

The following RELEASE, IN-
DEMNITY AND COVENANT
NOT TO SUE form has been
provided to the CRSA Forum by
Frances Archipenko Gray as an
example of the document used by the
Archipenko Foundation.

Nancy Mathews has announced
that she has been working with
attorney Peter Stern "to develop
something that could be used by
CRSA members as both guidelines



and a template.” Perhaps this form
will be ready to share with the
membership by the next issue of the
Forum.

If other members already have
Jforms that they use and would like
to share with the membership,
please do.

"RELEASE, INDEMNITY AND
NT NOT TO SUE

The undersigned owner of a work
which the owner believes is by the
hand of Alexander Archipenko and
is described as follows: (the Work),
agrees to hold THE ARCHIPENKO
FOUNDATION, Frances Archipen-
ko Gray, its President, and the other
officers, directors and employees of
the Foundation, in their representa-
tive and individual capacities, harm-
less and released from any liability
to the undersigned and to any other
person (whether or not such person
has relied upon or contracted with
the undersigned) and covenants not
to sue or make any other claim, be-
cause of the Foundations rendition
of an opinion on authorship of the
Work or its refusal to render such an
opinion.

Signature of Owner, Date

Name of Owner

Owner contact information/address."

OO TOTOTT

American Institute
for Conservation
(RIC), Collaborations
with Art Historians

The following announcement by
Joyce Hill Stoner was submitted to
the members of the AIC.

I am sure that a number of our
members already have established
professional  relationships ~ with
conservators. Nevertheless, Nancy
Mathews and 1 have and will share
the names of CRSA members and
their artist/s of expertise, to
inquiring AIC members. If vou

would not like your contact
information given out to AIC
members please make this clear to
Nancy or myself, or Joyce.

Joyce Hill Stoner:

"I would like to alert conservators of
paintings, sculpture, photographs,
and works of art on paper that the
Catalogue Raisonné Scholars Asso-
ciation (CRSA) of the College Art
Association would be interested in
hearing from conservators as they are
treating works by known artists. If
you are treating a work by Winslow
Homer, Mary Cassatt, Rockwell
Kent, Alfred Stieglitz, or Isamu No-
guchi, for example, the scholar cur-
rently working on the catalogue
raisonné for that artist would be de-
lighted to hear from you, and might
be able to offer you additional infor-
mation on the particular piece.

"A CRSA online database will
soon be available, probably by the
end of 2004, but in the meantime,
Nancy Mowll Mathews, the CRSA
President, nmathews@williams.edu,
or Scott Ferris, Editor of the CRSA
Forum, kentiana@twcny.rr.com,
have said that we may publish their
e-mail addresses and they will be
glad to connect conservators who
write to them with appropriate cata-
logue raisonné scholars, if known.

(As a new Vice President of the
CAA, I have been looking for ways
to connect conservators and art his-
torians for collaborative efforts of
benefit to both sides.)"

Dr. Joyce Hill Stoner,

Professor and Paintings Conservator
Winterthur/UD Program in Art Con-
servation

jhstoner@udel. edué

Research Methods

continued from page 2

works, and the provenance they list
will remove the found work from

g

subsequent mailings. Augment your
museum mailing with a request that
they notify private collectors in their
area. Mailings to auction houses
and the most active galleries entail
prior research of auction records (or
in the case of galleries, gallery
sales), and the preparation of cover
letters to be forwarded on to clients.

Art News provides a list of the
top 200 collectors of the year, who
can be individually located through
internet white pages or the Social
Registry. Some CR editors will be
lucky to have lists of collectors in
the records of the artist or primary
dealer—many of these will be de-
ceased, which can be confirmed by
checking the Social Security Master
Death Index or SSDI on the web.
Heirs can be traced through obitu-
aries; The New York Times has an
index to obituaries of the last cen-
tury. Additional sources for the
names of collectors include the pa-
pers of the artist and related dealers
in the Archives of American Art,
along with columns describing auc-
tion sales by Carol Vogel in The
New York Times.

Advertisements are known to be
effective in the IFAR Journal, art
magazines, and antique magazines.
Letters to the editor are free of
charge (if they are published). Notice
should be placed in the AIC
(American Institute for Conserva-
tion) newsletter, to the attention of
the paintings and paper groups. The
New York Times Book Review
Section and The New York Review
of Books used to be a time-honored
source for CR notices.

Our Sources: The Archives

Some artist estates retained compre-
hensive records of works, exhibi-
tions, and sales. As mentioned

= “earlier, the artist and dealer papers of

the Archives of American Art are tre-
mendous original source materials.
Additional clues may be found in
the papers of former students and
friends of the artist. The Whitney
Museum papers at the AAA offer de-
tailed research into selected artists of
the forties. The findings of the



themselves to achieve that surrepti-
tious pleasure so familiar to academ-
ics who love to repeatedly look up
their publications in the university
card catalog (if one could find such
an item outside the University Ar-
chaeology Museum)?

So we need to ask if print publi-
cation and electronic publication are
mutually exclusive. But even if
most of these questions were to be
resolved in favor of publishing con-
ventionally, at least one question
would remain, at least for some of
us: Is this new form of publication
worse than no publication at all?

©Jeffrey Coven

A Summary of the
Seminar

Francis V. O’Connor

A catalogue raisonné (hereafter: CR)
is a complete inventory of an artist's
works. As such it is a major
achievement for the scholar who pro-
duces one and a major contribution
to the art profession in general. CRs
provide detailed information concern-
ing each object in the artist's oeuvre
and a wealth of historical and biogra-
phical material that explains the
work's nature and certifies its authen-
ticity. Museums, auction houses,
dealers, collectors and students of art
find CRs invaluable. Their authors
become the experts of last resort
concerning their artist and his or her
work. This two-day seminar [at
NYU]J raised and discussed the many
adventures and problems scholars
face in the compilation, publication
and afterlife of CRs as art world re-
sources. It also provided a rare
opportunity for the scholars in the
field to network. What follows is a
brief account of the major points
raised during the proceedings. These
may be divided into four areas: ga-
thering the information, the writing
of the catalogue, the various legal
ramifications concerning the intellec-

tual property they contain and the de-
termination of authenticity, and how
to publish them in the early 2lst
century.

Gathering

The information for a CR can be
found in a wide variety of forms. If
the artist is from the 19th century
and very well known, such as Freder-
ic Remington, George Inness or
Camille Pissarro are, a CR may well
already exist and be in need of revi-
sion and updating. This situation
was discussed by Sarah Boehme,
Michael Quick and Joachim
Pissarro, respectively. If the artist is
recent, the raw data may (or may
not) be found among his or her
papers. Edward Hopper's papers and
remaining oeuvre were given to the
Whitney Museum and provided the
basis for Gail Levin's CR. Robert
Motherwell's papers were given to
the Dedalus Foundation, where
Joachim Pissarro is editing his CR
(as well as an update of his
grandfather's under other auspices).
In a few cases, a sin-gle scholar
takes on a number of CRs and later
bestows them on younger scholars,
as Lloyd Goodrich did for Winslow
Homer, which is now being
completed by Abigail Booth Gerdts.
In certain cases, a long-lived artist
generates a number of factions in the
art world that com-plicate the life of
the scholar, as Barbara Buhler Lynes
described in an account of her
Georgia O'Keeffe CR. In a few
cases, artists begin organiz-ing their
own CRs—as the painter Pat Adams
described during one of the seminar's
panel discussions. In all cases the
information has to be analyzed,
checked and divided according to date
and sometimes medium—a process
now made easier by sophisticated
computer software that permits easy
augmentation and inter linkage.

Writing

The basic entry data for a work of art
in a CR, which can be different for
murals, prints or photographs, is:
Title (there may be more than one;
in some cases many; others remain
untitled and may require descriptive
titles), Date (not always certain,
especially if the work has been
repainted), Medium (may not be
what it seems; technical analysis is
not always possible), Dimensions
(can fluctuate wildly due to perpetu-
ated errors and the occasional shrink-
age or swelling of the object!), Sig-
nature (may be present or not; may
not be by the artist, etc.), Collection
(normally known, but not all private
owners want to be identified), Pro-
venance (history of work back to
artist's studio that may or may not
be self evident—and can be obscured
by art market forces), Remarks
(where necessary to clarify specific
points about the work—such as a
visual source for the work or who or
what it may represent), Exhibitions
(all the places the work has been
shown in public), and References (to
all the publications that have illus-
trated the work or contain substan-
tive comments).

The task of finding, checking and
compiling all this information into a
consistent format for each work in
an oeuvre is daunting. Listening to
the many scholars at the seminar I
would say that the average time all
this takes is about a decade; some
spend a lifetime.

Probably the most recalcitrant
problem is in dating undated works.
Gail Levin pointed out the value of
biographical information in this pro-
cess, whereby a date can be learned
indirectly from personal evidence.
Michael Quick demonstrated how
stylistic analysis can also help in re-
vising the chronology of undated
works. Every artist is different, of
course, and absolute dates are hard to
come by even when the artist signs



future of CR publishing.

In his remarks at the Dedalus
Foundation, Joachim Pissarro noted
that the “curse of our mortality” is
to leave something out—even after
years of exhaustive and exhausting
research. It is just such a concern and
its attendant anxieties that originally
led me to consider publishing a ver-
sion of my CR —"The Prints of
Ernest Fiene"—on the web. If a cat-
alogue raisonné is in fact a true,
complete and authoritative compen-
dium of an artist’s work, then it
behooves the CR author to correct
the inevitable errors and omissions
as quickly as possible. Conventional
publishing simply cannot accommo-
date speedy revision, whereas such
speed is fundamental to the nature of
electronic publishing. And revision
on the internet, as opposed to a CD
ROM, is only limited by the author
or editor being able to take a few
moments from his or her subsequent
project to do it.

At NYU, Francis O’Connor made
the categorical statement that a CR
published now that is not electronic
is a waste of paper, and Tina Dickey
in a recent CRSA list serve chat ses-
sion cut to the same chase when she
asked, “Are we as a group predomi-
nantly planning to publish our CR’s
in books?” Also at NYU, Abigail
Gerdts noted that the current genera-
tion of CR’s should be published
electronically, though not necessari-
ly on the internet, as well as in
print; while Sarah Boehme informed
us that the Remington CR would be
accompanied by a CD ROM contain-
ing supplementary material. Several
other speakers discussed the features
contained in their electronic data-
bases and visitors to the Adelson
Galleries were able to see one in
action. At least two people were
seen demonstrating their electronic
CR’s on their laptops during confer-
ence breaks. If the time for publish-
ing CR's electronically has not

come, it cannot be far away.

Neil Printz, at the Dedalus Foun-
dation, discussed his dilemma regard-
ing whether to publish his Noguchi
catalogue divided into volumes ac-
cording to medium (sculpture, de-
sign, etc.) or to follow the more tra-
ditional path of presenting the works
chronologically. After much soul
searching, he decided on the latter.
Nevertheless, he noted he would pre-
sent one medium of Noguchi’s oeu-
vre online, apparently to compensate
for having had to give up the alter-
nate format in the print version. A
complete online catalogue, however,
could eliminate Printz’ dilemma. A
click or two of the mouse can take
the reader from a chronological pre-
sentation to any of a number of
other formats. The capacity of the
technology to store enormous a-
mounts of data and publish it in
multiple arrangements almost in-
stantly makes web publication at-
tractive to CR authors who want to
afford their readers maximum flexi-
bility but find themselves constrain-
ed by the limitations and costs of a
printed volume or volumes. These
features should be especially appeal-
ing to authors working on less than
blockbuster artists for whom funding
will be harder to come by.

In a recent e-mail to the CRSA
listserv, Jerome H. Saltzer answered
the question how do we advertise and
network to turn up long lost works
of art. He writes that publishing his
catalog on the internet, was “one
very effective way of turning up un-
known or lost works. I receive two
or three e-mails every month that be-
gin with some version of ‘T have a
painting by Frederick Schafer that is
not listed in your catalog. . . .””
Saltzer’s comments go on to illus-
trate very effectively just how pow-
erful a tool the web is for coaxing
references out of the woodwork as
well as easily updating a CR.

On the other side of the internet
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publishing coin, another Dedalus
panel member made the remark, in
passing, that the web was a notor-
iously unreliable source of informa-
tion. There is probably no traditional
scholar who has surfed the web in
his or her area of expertise who
hasn’t been appalled by egregious
misinformation not only present but
multiplied exponentially by means
of the very technology lauded above.
Is the web the mother of all vanity
presses or can it be informed with
scholarly legitimacy? CRSA Forum
editor Scott Ferris has commented,
“Checking through eBay or AskART
or Artnet, I often cringe at what they
include as factual [Rockwell] Kent
information.” He went on to say,
however, that he also “cringes” at
what various traditional print publi-
cations often include. Certainly relia-
bility and respectability are funda-
mental to the very nature of the CR,
so before one publishes a CR on the
web (or anywhere) there must be a
way of certifying its scholarly cre-
dentials. To some extent this would
be accomplished on the web in the
same way it is for print publica-
tions: the credentials of the author
and the publisher (whether it be Yale
University Press or www.yale.edu)
are lent to the publication.

And then there are the fears. How
can the denizen of the stacks who is
more comfortable among dusty
tomes than with a dusty keyboard be
expected not only to examine the
work of others in a technologically
complex environment but develop
the skills to produce his or her own
work electronically?

Perhaps most deeply felt of the is-
sues revolving around the electronic
publication of a CR is what might
be called book envy. Would CR au-
thors (and readers) no longer be able
to see, hold and otherwise viscerally
experience their books; not be able
to sign copies for friends and col-
leagues? Would they have to Google



puters, digital images and elaborate
programs to complete their CRs, on-
ly a few seemed to have any vision
of publishing them on anything
other than paper—the papyrus of the
21st century. As I stated bluntly dur-
ing one discussion, to do that now is
crazy.

It seems to me that these days
there are only two ways to publish a
catalogue raisonné—either on the In-
ternet or on a CD-ROM, or both.
The kind of textual information that
goes into a catalogue raisonné has
the great advantage of being instant-
ly supplemented as new works and
information about old works be-
comes available. The visual imagery
is protected from theft, since the
only way to download it is to print
it out— and the resulting images are
hardly suitable for republication—
and can be protected further by can-
celing procedures if required—or us-
ing a PDF format. While the images
may well not show up consistently
over the Internet, they are there for
identification purposes. A catalogue
raisonné is not an art book. Besides,
the digitized images in the electronic
database are pre-served, can be put on
CDs, and do not fade. (I have noticed
that the signature of color plates in
the first volume of our Pollock cata-
logue are already starting to fade!)
Since critical or interpretive essays
have no place in a catalogue raison-
né, they are not an issue.

Indeed, it is a sobering thought,
especially for scholars, that at the
dawn of the 21st Century informa-
tion is not what it used to be. In his
brilliant and as yet unappreciated
book, A New Kind of Science,
Stephen Wolfram discusses informa-
tion in the context of evolving away
from axiomatic systems based on
discrete quantities of data and toward
algorithmic systems based on the
continuous processing of data. This
is to be seen most dramatically today
in the transition away from books
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and toward computers and the Inter-
net.

None of this interferes with the
archival situation—there can always
be secure files of the original re-
search materials—just as the entire
corpus of research material for my
Jackson Pollock catalogue and its
Supplement is today preserved for
researchers at the Pollock-Krasner
House and Study Center of SUNY at
East Hampton.

An Internet edition of a catalogue
raisonné could have a spinoff in the
form of a CD edition that could be
sold on a subscription basis much
the way some presses sell the most
recent volumes of one of those end-
less editions of a great personage's
papers—or a new Bible translation.

Another great advantage of an
electronic edition of a catalogue rai-
sonné is that its author is in com-
plete control of its contents and the
style of their presentation. Designers
and errant printers are not around to
mess things up —and a good copy-
editor can be hired to keep it literate
and consistent. But the main point is
that the entire enterprise is in the
hands of the scholars who are re-
sponsible for its contents.

But all of this is contingent on ac-
cepting and respecting our new tech-
nology, keeping it under our control,
and being willing to renounce our
emotional bonds to traditional books
made of paper—the papyrus of the
21st century.

[Note: This summary can be found
in another form, along with its au-
thor’s seminar paper, “Cataloging
Jackson Pollock: Issues of Procedure
Then & Now,” at Commentary No.
20 on O’CONNOR’S PAGE: http:
//members.aol.com/FVOC. For
more about Stephen Wolfram’s im-
portant book, A New Kind of Sci-
ence, go to Commentary No.16.]
©Francis V. O’Connor
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The Milne Catalogue

Chronicles (Part I)

David P. Silcox
1999

Thirty-five years ago in 1964, and in
my spare time, I tried to start a
project that I thought would take a
while—but not more than a year. In
1968 I tried to start it again, but this
time I thought it would probably,
realistically, take two years. Then in
1970 David Milne Jr. and 1 joined
forces and by 1973 we thought we
would be finished by 1975, although
even then we would say, wryly, that
our deadline was 1972. At last we
finally are finished and the David B.
Milne Catalogue Raisonné of the
Paintings is a published reality.

The preparation of a catalogue
raisonné, a complete chronological
documentation of each and every
work by an artist (and those sup-
posed to be by him or her), is a
labour of immense range and scope.
Here’s the enigma about it: it’s the
sort of work that you have to start
when you are young, when you
don’t know as much as you should;
and it’s the sort of work that you
can’t start when you are older, when
you may (hypothetically) know what
you are doing, because you haven’t
enough time or energy to finish.

My interest in Milne began when,
as a student at the University of
Toronto, I met Douglas Duncan,
Milne’s agent and dealer, the emi-
nence of the Picture Loan Society,
one day when he was hanging Milne
paintings at Victoria College, where
he was an alumnus. My attraction to
Milne’s work became acute a year or
so later when [ moved to Hart House
at the University of Toronto and
involved myself with the collection
and the exhibitions there—mostly
contemporary art, but including a
Milne retrospective show of 44
paintings, which Duncan chose and
which I gathered up and hung. At



and dates the work—given repainting
or slips of memory. And what do
you do about the artists who make
later copies of their early works and
back-date them? Other problems
arise over reconstructing the history
of a work back to the artist's studio,
and several speakers at the seminar
lamented the secrecy of dealers, col-
lectors and auction houses, given the
huge monetary value of works of art
these days and the desire to maintain
absolutely opaque transactions.
Scholars who want to deal only with
owners of a work sometimes have to
be satisfied with working through
their agents. As Abigail Booth
Gerdts pointed out in her presenta-
tion, the rules of the market can in-
validate the contents of a CR by
withholding essential documenta-
tion.

Legalities
Here the issue of authenticity is
paramount for the simple reason that
these days scholars can be liable at
law for negative opinions. Indeed,
nearly every presenter raised the
problem of fakes and how to deal
with them. Michael Quick, for in-
stance, stated that there are more
Inness fakes than real ones; William
A, Camfield of the Comité Picabia
discussed several law suits resulting
from forgeries. The lawyer, Ronald
D. Spencer—and the editor of a valu-
able new anthology on the whole
question titled The Expert Versus
the Object: Judging Fakes and False
Attributions in the Visual Arts [see
above] in which the author has an
essay titled "Authenticating the At-
tribution of Art: Connoisseurship
and the Law in the Judging of
Forgeries, Copies and False Attribu-
tions" (pp. 3-27)—spelled out some
of the realities involved in dealing
with fakes.

First off, a scholar's opinion can
be a value judgment (this work of art
is aesthetic drivel) or an assertion of

fact (this work of art is a fake). If the
latter, there are a number of legal
claims a person can make if the as-
sertion of fact is made in public (i.e.
published). First, the opinion mon-
ger can be charged with negli-
gence—not examining the work cae-
fully enough, he can be charged with
disparagement or making the work
less valuable because of the opinion
stated, or defamation of the owner's
knowledge and reputation. If the
work is being sold and a scholar's
opinion is involved, there can be
claims of breach of contract
concerning warranties of authenticity
or claims of false advertising.

All this adds up to a situation in
which a scholar can be at risk of an
economically devastating lawsuit for
asserting an opinion of inauthenti-
city. What do you do if an auction
house, as agent for an owner of an
obvious fake, asks your opinion and
then turns around and tells the owner
exactly who has prevented his mak-
ing many millions on its sale? What
do you do if you are editing a CR,
have a backlog of several hundred
fakes that you cannot publicly call
fakes by publishing them, and which
you by implication do call fakes
even if you leave them out of your
CR? (You can be in the same posi-
tion if you are a curator and leave a
fake out of your show.) Many cata-
logues are stopped in their tracks
because of these issues. Scholars are
also more and more reluctant to give
opinions about works of art even if
they utilize releases that have clauses
promising not to sue the scholar for
the opinion. Such clauses are now
enforceable at law, but who would
want to pay for the lawsuit to prove
that yours is one of them?

While these issues and many other
aspects of them were thoroughly
spelled out in the talks, panels and
discussions at the seminar (and are
dealt with in legal detail in Spencer's
anthology), no clear solutions to the

-
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fundamental dilemma for scholars
were forthcoming. The result is that
many scholars face the frustrating
fact that their expertise is stymied
and that it is all but impossible to
stop fakes from being bought and
sold. Indeed, modern digital techno-
logy has produced methods of faking
works of art that can be beyond ex-
pert detection: a high-resolution digi-
tal copy of a watercolor printed on
watercolor paper in continuous tone
is nearly expert proof. In one case
mentioned an owner sold a group of
works while requiring digital forger-
ies from the dealer to replace
them—ijust as Nelson Rockefeller
once required a museum fo paint
copies of a group of works to replace
those he had promised it!

This scholar has long held that
some sort of umbrella organization
thai would protect scholars caught
up in such circumstances is neces-
sary (see my essay in Spencer's
anthology at pp. 22-24). But there is
no sign that this suggestion is going
to be acted on anytime soon.

Publication

When the scholar has put in his or
her decade of drudgery compiling a
CR, feels morally certain that the
task is (for now) complete, and
found a way to more-or-less finesse
the fake problem, it comes time to
publish the result. I was amused and
not a little amazed listening to some
of my colleagues at the NYU semi-
nar talk lovingly of the big, plump
books they will soon hold in their
hands. One, as hard a headed scholar
as you can meet, was literally crad-
ling the virtual vision of the thing
in arms!

Like me, of course, they had been
raised and trained in an academic
culture of "publish or perish" and it
is very hard to revise one's thinking
and especially one’s feelings about
such matters. While all the scholars
at the seminar were using com-



seum world in Canada, finding
Milne’s paintings was, relatively
speaking, straightforward, even if
arranging to see, photograph, cata-
logue, measure, and assess each
work was a task of herculean size.
Everyone was helpful: collectors,
dealers, curators, and auction houses.
Only two or three people ever turned
me down flat. I don’t count the day
not so long ago when I visited an art
dealer to trace several of the works
he had sold and he said ‘David, I've
had Revenue Canada here all week,
and I can’t remember anything.” Al-
though the estate had several hundred
works and the National Gallery a
large collection, nearly two thousand
works were sprinkled across the
country and even cropped up through
happenstance in countries around the
globe, including the USA, Bermuda,
Scotland, England, Israel, Russia,
India, Mexico, France, Norway,
Italy, Australia, and New Zealand.

When we got down to the
business of cataloguing, we dis-
covered that Duncan’s 1200 photo-
graphs and documented paintings
were considerably shy of the total.
Of the 450 New York paintings, for
example, he included less than
twenty. Of the 200+ Palgrave paint-
ings and 200 more done at Six Mile
Lake in 1933-5, those that came
into the hands of the Masseys, he
included only a dozen or so. Without
Duncan’s records we would have had
an even more difficult time, but his
chronology was created without the
benefit of Milne’s notes and letters,
and he shuffled it around so often
that up to six or seven numbers
sometimes are assigned to a single
painting, and the different versions
and lists he made overlap each other
like shingles.

One of the first things I did when
we started was draw up a work sheet.
On it we could inscribe all the infor-
mation that we thought was impor-
tant when we saw a painting: the

size and medium, the particulars of
the signature and date, if any, all
inscriptions and numbers, the prov-
enance as given by the owner, the
exhibition history, published refer-
ences, primary documents (letters,
diaries, notes) in which the painting
is mentioned, particular conditions
of the work—if it was torn or dirty
or restored or cropped; the form of
the photographic documentation:
black and white, large 8x10, slide,
and/or larger transparency; the credit

that the owner wanted in the
published version.
the deadening effect of time

on the colour of the slides

Thus began the odyssey: trying to
see all the paintings. My weekends
here and there, my summer holidays,
practically everything fitted around
the possibility of fitting in a Milne
visit. David Jr. and I made one trip
across western Canada in the early
1970s, doing the public institutions
and as many private calls as we
could schedule. It was pretty ama-
teurish, as I look back on it now:
maybe take a black and white
picture, if Duncan hadn’t; maybe
take a slide if the colour was parti-
cularly striking, maybe not; setting
up flood lights on chairs and using a
camera tripod as much for effect as
purpose. Now I'm horrified at the
quality of these snaps—which were
always intended as a record only,
never for reproduction. Never mind
the deadening effect of time on the
colour of the slides, it's the
unevenness of the light that offends
me now, the unuseableness of them.
That they were taken by an amateur,
often in great haste and under duress
is of little consequence now. How
often did I cut frames open, while
reassuring the owner that I had to
examine the back and that 1 would
put it all back to rights? How ofien
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did I rush a snap, because the owner
was going out, had other things to
do, and wanted me out of the house?
Or because [ had three more calls to
make on the other side of town.
Anyway, the three-ring binders of
catalogued work piled up, and by the
end of the 1970s we had the basis for
a rough manuscript.

Other things had been happening
throughout the 1970s of course. |
was on the Faculty of Fine Arts at
York University for much of the
time, then on my own, but serving
as the part-time Director of Cultural
Affairs for Metro Toronto. I sched-
uled my own time, and spent a good
deal of it doing Milne work: research
at the New York Public Library, the
Philadelphia Museum, the Boston
Museum of Fine Arts, the Frick
Library, the Dominion Archives, the
Archives of American Art, and a
stint at the Library of Congress,
where I worked through the night on
several occasions, going through all
the copies of all the magazines
published in New York between
1907 and 1916, looking for Milne
illustrations: Army and Navy Life,
Uncle Sam’s, Metropolitan, Pear-
son’s, and a few more. In the end I
only turned up three little illustra-
tions by Milne. He seems not to
have had much success as an
illustrator.

A lady phoned me one day and said
that her mother had gone to Model
School (for teachers) with Milne and
that she had a photograph of their
graduating class. In the National
Gallery of Canada’s files I found a
record of the purchase of six Milne
watercolours in 1924—$25 each.

I visited all the places that Milne
painted: in New York, the building
his studio was in at 42nd and Fifth
Ave., still over a restaurant, sites
around the Bronx and Manhattan,
West Saugerties, Boston Corners,
the Adirondacks, Palgrave, Six Mile
Lake, Uxbridge, and of course Ban-



this time I met Alan Jarvis, former
Director of the National Gallery of
Canada, who had first written about
Milne in 1934 and brought him to
Duncan’s attention. Jarvis, himself a
Rhodes Scholar, said Milne was a
genius. When you are young and im-
pressionable and someone like Jarvis
tells you that Milne is the best
Canadian artist, you are likely to
believe him. All the artists I got to
know then supported Jarvis’s view.
Then too, before I went off to study
art history at the Courtauld Institute,
I visited Vincent Massey at Batter-
wood, and he had Milnes hanging
everywhere—literally  dozens of
them. I was only a scrap of litmus
paper in the presence of well in-
formed opinion.

When I came home in 1964 after
more than two and a half years in
England (only part at the Courtauld),
I thought that what I would do, since
he seemed to encourage it, was help
Duncan to finish a Milne catalogue,
which he had started in 1939. He had
photographed hundreds of paintings
—all of them it seemed—and arrang-
ed them chronologically, measured
them and knew who owned them.
On the surface the task seemed only
one of tidying up a little and finding
a publisher.

Of course 1 hadn’t counted on
Duncan’s eccentricity and his excep-
tional gift for procrastination. We
would set a date, he would change it,
cancel, suggest calling again a week
from next Monday. The result was
that I not only never got to see his
catalogue (which turned out to be a
stack of squared, scored, gray cards,
about 24 x 18 inches (54 x 45 cm),
with tiny photographs pasted on and
identified with titles and his num-
bering system), but also saw practi-
cally none of the paintings.

Thus did 1964-5 pass. And 1965
6. I had gone to Ottawa as the Cana-
da Council’s first arts officer, and
while there happily handing out

money to artists, [ continued to pes-
ter Duncan periodically. At his sug-
gestion Ralph Allen at the Agnes
Etherington Art Centre in Kingston
asked me in 1967 to write the cata-
logue essay for a centennial Milne
exhibition and I did. Research for
this was limited to what Duncan told
me and what I could find in the few

sealing Milne's letters for 25
years

exhibition catalogues available at
the time. I wrote to Blodwen Davies,
a writer who had befriended Milne’s
long estranged wife Patsy, and who
had received a Canada Council grant
to interview Milne’s friends in the
United States and Canada, but she
curtly tumed me down—indeed she
shortly thereafter deposited in the
Dominion Archives, sealing every-
thing for a period of 25 years, all her
papers and Milne’s thirty years of
letters to the distinguished New
York advertising artist and executive
James Clarke, Milne’s closest friend
and supporter, which she had got
possession of. She had wanted to
publish the letters but Duncan con-
trolled the copyright and wouldn’t
give permission; he wanted Profes-
sor Norman Endicott and the artist
Gordon MacNamara to edit the let-
ters but Davies would not allow
them access. A.Y. Jackson, who dis-
liked Duncan and Milne (he always
said that the trouble with Milne was
that he didn’t use enough paint),
encouraged her to refuse any coopera-
tion.

In 1968, both Duncan and Milne’s
wife Patsy died. A year later Davies
and Clarke died. Toward the end of
1968 I got a call from David Milne
Jr., whom I had never met, asking if
I was still interested in doing the
Milne catalogue. | said 1 was, and
that T also wanted to do a critical
study of his father’'s work. With a
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lawyer, Hamry Malcolmson, we
worked out an arrangement whereby
the Milne estate would engage me to
prepare the Catalogue. A sum of
$2000 was agreed upon. My friend
Wilf Smith at the Dominion Ar-
chives decided that Milne’s letters
could be released and copied, since
they were more than 25 years old
(and thus had already served the sen-
tence given them by Davies), and 1
began to transcribe Milne’s writings.
Some of this was simple, when
Milne used a typewriter, or even
when he copied out a draft of a letter.
But deciphering Milne’s handwriting
was most often called for and has
become a specialty of mine—one
that was often tested. The National
Gallery provided copies of photo-
graphic prints from Duncan’s nega-
tives of Milne’s paintings. I had be-
gun. Duncan’s sister, Frances Bar-
wick, imagining that Duncan’s cata-
logue was virtually complete, insist-
ed that it be published as based on
Douglas Duncan’s Catalogue. |
agreed. What did I know?

Within a year, it became clear that
David Milne Jr. wanted to be a part
of the project. Duncan had never en-
couraged him to see or learn about
his father’s work, imagining him, I
guess, to be indifferent. He was only
12 when his father died and only 27
when Duncan died. In any case, he
was now the administrator of the
estate, and his interest in his father’s
work suddenly loomed large in his
life. We threw out the lawyer’s
agreement, and decided to work toge-
ther. Thereafter, everything was in
duplicate, all typescripts, all photo-
graphs, all work sheets, most corre-
spondence. We each paid for our own
expenses for travel, accommodation,
meals, supplies, photography costs,
efc.

I was lucky enough to travel a lot
when [ worked for the Canada
Council, and since I knew nearly
everybody in the art gallery and mu-



get posters for his family’s record
stores. He had none of Milne’s pos-
ters. He had bought a couple of
paintings, and given them to his
sister, who had died. The paintings,
he thought, had been thrown out.

One February in the late 1970s, I
was having dinner in a restaurant
called The Olde Yarde Inne on Virgin
Gorda in the Virgin Islands when I
saw an Eskimo print on the wall.
The waiter said the owner’s wife was
Canadian and shortly afterwards I
found myself having coffee in their
remarkable home, which was mostly
library (in the humid Caribbean!) and
a library of first editions at that. On
a shelf I noticed and pulled out the
fifth number of The Colophon,
1931, which contains Milne’s two-
colour drypoint Hilltop, also called
Painting Place. When 1 mentioned
that it was by an artist I was doing
some work on, they said: ‘Oh, David
Milne. We have a painting of his in
our summer place in Maine.” My
first thought was ‘This whole trip is
deductible!” That summer, the coast
of Maine was one of my destina-
tions.

Back in Canada I was having no
luck tracing four paintings that Dun-
can sold, because although he wrote
down the purchaser’s name, he didn’t
note where they lived. They were not
in the Toronto telephone book and
no public museums recognized the
name, I put the problem on hold,
along with numerous other insoluble
ones. One day, many, many vears
later in Ottawa, I saw the name
Milliken printed on a tumbler, a
promotional item for a Member of
Parliament, who was a friend of a
friend of mine. The name Milliken
rang a bell. Perhaps this was the
missing family. I called to ask. The
MP answered: “No, but if anyone in
the family collects it would be Uncle
Don, who lives in West Vancouver.’
[ phoned Uncle Don and, yes, he had
Milnes, but two, not four. His de-

scription of one sounded familiar but
the other did not. | arranged for
photographs, but neither turn out to
be what I expected. I looked up
Duncan’s records again and find that
with the lapse of time I have the
name wrong: it was Merriken I
should have been looking for, not
Milliken. But I had located two more
paintings that had disappeared.

Pauline McGibbon, our wonderful
former Lieutenant Governor, knew
everybody among old Toronto fami-
lies. I asked her one day about a
friend of the Masseys named James
Duncan, who had purchased some
paintings from Mellors Galleries
back in 1934. ‘Oh, Jimmy’s still
alive,” she said, and gave me his
phone number in Bermuda. 1 ar-
ranged a visit, of course, and it
turned out that he was the father-in-
law of a later Lieutenant Governor,
Hal Jackman, and that he had three
paintings.

An artist I know in Vancouver
told me one day that she was sure
she had just seen a Milne painting in
an old boarding house she was think-
ing of buying. She gave me the ad-
dress and I rang the bell at the right
door, which was connected to the top
floor. It took a long time for the
occupant to negotiate the four floors,
After I stated my purpose, he invited
me up, but made me agree to accept
him as he was, and explained that he
didn’t do much house-cleaning. I
climbed the stairs with him. The
dust was so thick that a track ran up
the middle of the stairs. From the
entrance door a main track went to
the kitchen and a spur to the bed-
room. At least ten or more years of
dust had settied there, and 1 felt as if
1 would disappear from view into it
if I stepped off the path. On the
walls were a Milne, three Emily
Carrs, two Lawren Harris's, and a
fine copy of Picasso’s Le Repas
Frugal, a famous 1904 etching.

The new wife of an old friend of
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mine in Victoria told me that her
brother in Calgary knew someone in
Cambridge, Massachusetts, who had
found a Milne. The evidence was
shaky, and we couldn’t seem to
locate the owner. E-mail messages
flew off into the ether and were never
received or answered. Regular mail
was returned. After several weeks we
learned that he had moved to the
Caribbean. | grew more skeptical.
Weeks went by without a response,
but I kept trying, and finally we con-
nected. It turned out that this person
was cycling to work one morning
and noticed a picture in someone’s
garbage. He retrieved it and it was,
indeed, a Milne watercolour—
Boston Corners, 1917, one that,
probably, was owned by a member
of the Kimball family who attended
Harvard.

A lady in upstate New York con-
tacted me to say that she had bought
her Milne, a vintage 1920 water-
colour, at a garage sale in Ithaca,
where Comell University is and
where Milne had a show in 1922.

A gentleman from Harvard called
to report that he had purchased two
Milnes from a house contents sale
on Long Island, both extremely fine
1921 dry brush paintings, one of
them, Across the Lake I, the best of
the Dart’s Lake summer.

One day just a year ago a man
called from Walkerton, Ontario,
where Milne went to high school: he
had an early Milne drawing, which
we did not know about, of the
Walkerton town hall. He had found
it in a book his father bought for
fifty cents when the contents of the
Milne house in Paisley were sold by
auction many years ago, and he
asked if he could reproduce the work
as part of a campaign to save the
building, which was being threatened
with demolition. After some discus-
sion we discovered that the book was
inscribed and given to David Milne
upon his graduation in 1899 by his



croft, where David Milne IJr’s
mother, Kathleen, lived, still lives.
David Jr. and 1 spent many summer
weeks working in the cabin that
Milne built on nearby Baptiste Lake
in 1948. I would arrive with a car
full of boxes of my files and slides,
and a case or two of wine: an incen-
tive to work hard and long. Using
our slides, we compared paintings
endlessly, scoured the letters and
diaries, challenged Duncan’s dating,
and slowly moulded the chronology
into an acceptable order.

I was also busy during 1976 and
1977 with the preparation and pro-
motion of the book on Tom Thom-
son I wrote with Harold Town, and
after that involved in other publi-
cations on Christopher Pratt, Jack
Bush, and Molly Bobak, while try-
ing to make a living. Even while I
was traveling around for the Thom-
son book I was doing Milne busi-
ness. In Guelph, where I went to see
an elderly couple’s Thomsons, I
hoped to find Milnes. At the end of a
pleasant visit the wife turned to her
husband and said ‘Do we have any
Thomsons in our Toronto place?” ‘I
can’t remember,” he said. He pressed
a key into my hand and told me to
go and have a look for myself—at a
penthouse on Prince Arthur Avenue.
They hadn’t been there for a year or
more and would appreciate it if 1
would see if everything was okay. [
went. No Milnes. Three more
Thomsons. I had never met these
people before and there 1 stood in
their apartment, alone, wondering
what to do with their key. Perhaps I
needn’t say that I have met a lot of
fine and trusting people in the pro-
cess of cataloguing Milnes, especial-
ly those who allowed me to bundie
their Milnes into my car and whisk
them off to be photographed at a
studio, never knowing if I would
retumn.

David Milne Jr. was living in
Toronto at the end of the 1970s, and

rented a small office on Queen Street
East near Church. At the suggestion
of the University of Toronto Press,
where we had made an agreement
with Allan Fleming (who designed
and printed our letterhead) and lan
Montagnes, to publish the work, he
purchased a Canadian Micom com-
puter—expensive in those days,
huge, clunky and definitely the way
of the future. It clanked and churned
and buzzed and whirred and was
incredibly slow. but it did keep the
files in order and dribbled out the en-
tries as we prepared them. Fortun-
ately, technology has been changing
for the better. When in 1991, ten
years later, I came to the problem of
trying to retrieve the data from these
early disks, I struck a reef on which
we almost sank. The information
was almost irretrievable: there was
only one known place in Ontario
that could still translate or transform
these disks into MacIntosh or IBM
(in the geological section of the
Ministry of Natural Resources), and
it took hours and hours for each one.
Very often the information had
literally fallen off the disks. The
state of deterioration was alarming.
Paper is much more durable than
electronic media (another compelling
reason to keep buying books); never-
theless, 1 have to confess that the
changes in technology, which have
allowed us to reproduce all the paint-
ings, many drawings, and nearly two
hundred colour plates (something we
could never have imagined at first),
have made the Catalogue a much
more wonderful one than it would
have been fifteen years ago. The idea
will reach its apogee later this year
when we bring out the CD-ROM,
which will have on it virtually all of
Milne’s paintings in living colour.
At about the time Milne Jr.
bought the Micom computer (1981-
2), the entries began to take shape
and a style of sorts emerged. Initially
we thought of using a number of
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short forms, codes, abbreviations,
and we tried a variety of these. We
decided that our catalogue would be
factual and informative but not criti-
cal: it was our purpose to present all
the relevant facts and information
but not to comment on the aesthetic
value of the paintings. Nevertheless,
we wanted the reader to have access
to all our sources for establishing
the chronology or for identifying a

painting.

a huge, clanky Canadian
Micom computer kept the
files in order

We worked away at Queen Street
East daily, I usually a half day and
then extra work at night. I was also
working on the manuscript of a criti-
cal study of Milne, which I hoped
would be published then, but David
feared that if | published the critical
study I would abandon the Catalogue
Raisonné and he withheld permis-
sion to reproduce letters or any
images until the Catalogue was fin-
ished. In retrospect he was probably
correct about the Catalogue, and he
probably saved me from a less than
satisfactory version of the critical
study that finally was published in
1996.

From the earliest days of the pro-
ject, chasing down Milne paintings
was more than an academic exercise.
One day in 1970, for example, a
New York friend of mine was in the
elevator at the Museum of Modem
Art and she overheard an elderly man
say to his companion that he once
knew an artist named David Milne,
whom he thought was very good and
who had been in the Armory Show,
but he couldn’t find any of his paint-
ings hanging. She got his name,
Maurice Landay, and [ called him and
met with him. It turned out that he
used to go every week for years to
Milne’s studio at 42nd and Fifth to
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WILLI RANNEY

(see Sarah Boehme, Julie Coleman)
MAN RAY

(see Steven Manford)

HANS REICHEL

(see Deborah B
FREDERIC REM INE%T ON
(see Sarah

THEODORE ROBINSON
(see Sona K. Johnston)
MARK ROTHKO
(see David Anfam, Ruth Fine, Renee
Maurer, Laili Nasr)
THEODORE ROUSSEL
(see aret D. Hausberg)
PETER PAUL RUBENS
(see Ann Marie Logan)
EDWARD RUS
(see Robert Dean, Erin Wright)
CHARLES M. RUSSELL
(see Elizabeth A, Dear)
ROBERT RYMAN

X Baker Sandback)
KAY S

(see Ste; hen Robson Miller)
INGER SARGENT
(see Elizabeth Oustinoff)
FREDERICK FERDINAND
SCHAFER

(see Jerome H. Saltzer)
FRANK E. SCHOONOVER
(see John R. Schoonover)
CORNELIS SCHUT

(see Gertrude Wilmers)
JOHN SLOAN

{see Joyce K. Schiller)
JUNIUS R. SLOAN

(see Richard H. W. Brauer)
LEON SPILLIAERT

(see Anne Adriaens-Pannier)
ALFRED STIEGLITZ

(see Doris Bry)



teachers in Walkerton. Furthermore,
the book contains the picture that
Milne copied for his first known
painting, On the Dochart, a scene of
a Scottish river, which Milne later
remembered as an Irish river—a
painting he gave to his mother.

Sometimes paintings that should
have been easy to find proved to be
elusive, David Jr. arrived at the
Canadian Embassy in Paris to cata-
logue the Milne painting that had
been purchased for the Paris Lega-
tion by Donald Buchanan in 1935,
After much toing and froing it was
finally discovered in the janitor’s
closet in the basement. It now hangs
in our Ambassador’s office in
Washington.

Despite our best efforts in the ear-
ly 1980s, we barely got half way
through the Catalogue, before I took
a job as assistant deputy minister of
culture in Ottawa at the beginning of
1983 and David Jr. closed the Queen
Street headquarters. At that point,
the whole enterprise went preftty
much into the deep-freeze for nearly
eight years. I had already devoted
some time to my book on Christo-
pher Pratt, which came out in 1982,
I returned to work in Toronto in
1985, just in time to wave farewell
to David Jr., who then moved to the
country oufside Ottawa.

(To be continued in the next issue of
CRSA Forum.)

Editor's Notes
Scott R. Ferris

In reflecting back upon The Scholar
and the Auction House: Working
Toward Working Together program
(held in March), I have to admit that
1 did not walk away satisfied. 1|
came to the event believing that we
would be discussing the current rela-
tionship between the scholar and the
auction house, how we—the CRSA

and auction houses—might come to-
gether in a spirit of mutual coopera-
tion and benefit. In my loftiest ima-
gination [ envisioned the drafting of
our ideals into a "letter of agree-
ment." (So much for the romantic.)

Why do I believe that such a goal
is necessary? Because there are nu-
merous issues that need to be ad-
dressed.

One issue, that was briefly dis-
cussed at the March event, is the
matter of legal protection for the
scholar. The auction houses should
provide the owners of artwork with a
binding legal document, which they
would sign, that would exempt the
scholar from suit when the scholar's
decisions regarding said work of art
were made in good faith. (For a
more precise examination of this
topic see Ronald Spencer's article
above.)

Another issue is the matter of
compensation for any contribution a
scholar may make toward the accept-
ance of artwork by the auction
houses and/or the catalogue entry da-
ta they provide. The owner of art-
work should be made aware of any
expense related to the acceptance of
and documenation by a scholar in a
pre-acceptance conract.

A third, but not last issue for
consideration, is the matter of "who
judges the experts" that contribute to
an auction catalogue? For a great
example of this issue one need look
only as far as Sotheby's May 19th,
American Paintings, Drawings and
Sculpture catalogue—lot numbers
115 and 116 (Rockwell Kent). Al-
though I provided Sotheby's with
the catalogue data for these entries
[as 1 have numerous times in the
past], anyone is eligible to con-
tribute an opinion. (Sharon Flescher
will address this topic in an upcom-
ing issue of IFAR journal. 1 believe
the CRSA Forum will have an op-
portunity to inciude some of these
proceedings in an upcoming issue of
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our own.)

I am hopeful that we, the CRSA,
have not closed our books on this
important topic. I encourage all to
consider the issues that effect their
relationship with auction houses and
submit their thoughts for publica-
tion in the next issue of this news-
letter.

EE R e e e

Membership List

Members, please check your person-
al data and make sure all information
is correct. LET ME KNOW DI-
RECTLY (as well as informing
Nancy Mathews) if changes need to
be made!

Please keep in mind the follow-
ing: Nancy generates the mailing
labels from the application data you
provide her; that information is for-
warded on to me to update Forum
entries (when | am not copied regard-
ing the same). The entries that I in-
sert into the Forum are not advertise-
ments, therefore, I request that you
reduce your entries to a bare mini-
mum—give me information that
would pass as a basic mailing ad-
dress, plus, who your CR artist/s is
(or your related CR service).

As usual there are a number of ad-
ditions and corrections to this list.
As we continue to grow it is impor-
tant to keep this list under control;
we don't want to create a newsletter
that is predominantly a membership
roster.

Thank you for your assistance
with this matter.

ARTISTS:

ALEXANDER ARCHIPENKO
(see Alexandra Keiser)

JOHN BALDESSARI

(see Sharon Coplan Hurowitz)
THOMAS T BENTON
(see H Adams)

HARRY BERTOIA

(see Mary Thorp)



BARNETT NEWMAN

Eileen Costello

Matthew Marks Gallery
3009 C Fruth Street
Austin, TX 78705
eecostello@hotmail.com

Jeffrey Coven

7 Village Wa
Smithtown, NY 11787
ERNEST FIENE, prints

Jack Cowart, Exec. Dir.

Roy Lichtenstein Foundation
745 Washington Street

New York, 10014

ROY LICHTENSTEIN

Cecilia de Torres

140 Greene Street

New York, NY 10012
mail@ceciliadetorres.com
JOAQUIN TORRES-GARCIA

Robert Dean, Editor
3581 Ocean View Avenue
Los Angeles, CA 90066

robert@edruscha.
EDWARD RUSC!?IIE

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

400 Thirteenth Street, North
Great Falls, MT 59401

ede. ssell.
CHARLES M. RUSSELL

Tina Di

P.O. Boi%

Salt §;

Bntls umbla V8K 2W1

m‘éa%

Michelle DuBois

P.O. Box 980
Manomet, MA 02345
Mdubois608@aol.com
JACOB LAWRENCE

Dr. Lee M. Edwards

Box 489

Locust Valley, NY 11560
ledwal234@aol.com
HUBERT VON HERKOMER

Ellen J. Epstein

33 Park

Mount Kisco, NY 10549
ee27@erols.com

ROBERT CGOODNOUGH

Sarah Faunce, Proj. Dir.
Courbet Cat. Raisonné Project
432 East 75th Street

New York, NY 10021
GUSTAVE COURBET, ptgs.

Scott R. Ferris

8867 Jackson Hill Road
Boonville, NY 13309
kentiana@twcny.rr.com
ROCKWELL KENT

Ruth Fme, Curataor,

Fecn jects in Modern Art
ational Gallery of Art

2000 B South Club Dr.
Landover, MD 20785

;[ARK ES’%]?{?KO, works on paper

University of New York
est 81st Street, Apt. 11 D
New York, NY 10024
Jackflam@aol.com
Recent American Art

Sharon Flescher, Exec. Dir.
International Foundation for Art
Resear

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

Laura Foster Curator

%F NY 13669
FREDERIC REM]NEii ON

Abigail Booth Gerdis

CUNY Graduate Center

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

Clive F. Getty
Miami University
ent of Art
ord, OH 45056
cf@muohio.edu
F} RANDVILLE

Joy L. Glass
24 Fafﬂ'l Avenue, No. 224
New York, NY 10011

lﬁl Ai% CI:EMIN 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
agina@earthlink.net
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WILLIAM MACMONNIES,
sculpture

Richard Grant, Proj Er
Richard Dlebenkom C
3200 College Ave., #2
Berkley, 94705

i iebenkorn.o
RICHARD DIEBENKORN

Nancy Green, Chief Cur.
]nlu'lgyon Museum

Ithaca, NY 14853
4@cornell.edu
WESLEY DOW

Julia Gruen, Exec. Dir.

The Estate of Keith Haring
676 Broadway, 5th floor
Negv York, 10012
ha:;{t_g .com
KE HARING

Allison Proj. Mgr.

The Dedalus Foundation, Inc.

555 West 57th St., Ste. 1222

New York, ri}rallomg
ahanim%@d usfoundation.
ROBERT MOTHERWELL e

M argaret D. Hausberg
P.O.Box 744

Lake Forest, IL 60045
mha

.com
THEODORE ROUSSEL; KERR EBY,
prints

Robin Held, Assoc. Curator

Seta,ttle, WA 98105
robinheld
LYNN H%SI—EIK{ANOEEESON

Josef Helfenstein, Director
Krannert Art Museum

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

PAUL KLEE

Patricia Hills,

Prof. of Art History
Boston University

238 Putnam Avenue
Cambridge, MA 02139

Eathl]l
ASTMAN }OHNSON

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.



TAOS SOCIETY OF ARTISTS:
BLUMENSCHEIN, CRITCHER
(see Ashley Waechter)

MARK TOBEY

{see Achim Moeller)

JOAQUIN TORRES-GARCIA
Cecilia de Torres

MICHELE TOSINI

(see Heidi Hornik)

YVES TANGUY

(see Allesandra Carnielli, Stephen
Robson Miller)

ELIHU VEDDER

(see Soria)
FRANCESCO D'UBERTINO
VERDI (called Bachiacca)

(see Robert G. LaFrance)
ESTEBAN VICENTE

(see Ellen Russotto)

HUBERT VON HERKOMER
(see Lee M. Edwards)
FRANKLIN T. WOOD
Kenneth A. Pollack)

NEWELL CONVERS WYETH

(see Christine B. Podmaniczky, Joyce

Hill Stoner)

WILLIAM ZORACH
MARGUERITE ZORACH
(see Roberta K. Tarbell)

SERVICES:

Art Law

(see Barbara Hoffman, Ronald D.

Spencer, Peter R. Stern)

Authentication Issues

(see Sharon Flescher, James Francis

Trezza)

Computer Data Bases

(see Claudia Carson)

Photograp h{

(see Michael F. Felicetta)

Publisher/ Fine Arts Dealer,

Catalogue Raisonné

E:ee 1)¢\lan Hyman/ Alan Wofsy Fine
ris

Recent American Art

(see Jack Flam

Software, Catalogue Raisonné

(see Peter Rooney, Alain Blondel)

it A f Art Hi

art. o 1story
Ic)a?;e Western Reserve Univer.
Rm. 103, Mather House
11201 Euclid Ave.
Cleveland, OH 44106
hxa2 .cwru.edu
THO! S HART BENTON

Dr. Anne Adriaens-Pannier,
Adjunct Curator, XXth Century
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-ltd.co.uk
MARK ROTHKO

James B. Atkinson

117 Town House Road
Cornish, NH 03745
atholm@valley.net

CHARLES Ae.yPLATI', 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.

P. O. Box 7907

Portland, ME 04112
irl5@aol.com

ROBERT INDIANA

Adrienne Baxter Bell

594 and Avenue

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

Roberta Bernstein,

Prof. Art Hist

Universi y
225 Nov Road
Valetie, NY 12184
rmbernstein555@aol.com
JASPER JOHNS

Patrick Bertrand
P. O. Box 10993
Oakland, CA 94610

mﬁsﬁaﬁgl{l. BUTLER

Alain Blondel
50, Rue du Temple
75004 Paris, France

clia.com
'I“m DE LEMPICKA

Sarah Boehme,
The John S. Bugas Curator of
Western Art,
Buffalo Bill Historical Center
720 Sheridan Avenue
Cody, WY 82414

BBHC.ORG
FREDERIC REMINGTON and
WILLIAM RANNEY

Phyllis Braff

333 East 55th Street

New York, NY 10022
braff@ren.com
"HOMAS MORAN
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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 B
11 East 73rd Street
New York, NY 10021

dbrg@earthlink.net
STIEGLITZ/O’KEEFFE

Pierre Calté, President
Comité Picabia

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

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
Jycrlin@aol.com
WARD MORAN

Allesandra Carnielli, Exec. Dir.
Pierre & Maria Gaetana Matisse
Foundation

1 East 53 Street, 4th floor

New York, NY 10022

EE pamhngs and
works on paper in color

Gerald L. Carr
608 Apple Road
Newark, DE 19711

E?En.%grcﬁﬂgﬂwm CHURCH

Claudia Carson

29 Park Hill Avenue

Norwalk, CT 06851
oeja@yahoo.com

Computa' data bases

Julie Coleman, Curatorial Asst.
Buffalo Bill Historical Center
720 Sheridan Avenue
Cody, WY 82414
uhec@bbhc .OT'

EDERIC GTON,
WILLIAM RANNEY

Heidi Colsman-Freyberger

The Barnett Newman Foundation
654 Madison Avenue, Suite 1900
New York, NY 10021
hef@ametinewman.org



jane.myers@cartermuseum.org

Milo M. Naeve,
Field-McCormick Cur. Emeritus,
Art Institute of Chicago

24 Ingleton Circle

Kennett are, PA 19348
JOHN LEWIS KRIMMEL

Laili Nasr
8303 Rlﬁnﬁmdfoes‘;\;a

L- NASR@CI;% H§(0

Emily Ballew Neff

Curator, American Painting,
Sculpture

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

Houston, TX 77265

FREDERIC INGTON

Peter T. Nesbett, Editor
Art on Pa;

39 East 78th Street
New York, NY 10021

peter@artonpaper.com

Washburn Oberwager
100 Chetwynd Drive
Bryn Mawr, PA 19010

oberwager@mail.com

Dr. Francis V. O’Connor

250 East 73rd Street, Apt. 11C
New York, NY 10021-4310
fvoc@aol.com

JACKSON POLLOCK

Elizabeth QOustinoff, Director
Adelson Galleries

The Mark Hotel

25 East 77th Street

New York, NY 10021

eo@ad alleries.com
JOHN SINGER SARGENT

_?gil - Paul, Director

Gross Studio Museum

680 Ft. Washington Ave,
Apt. 2H

ew York, NY 10040
useum@earthlink.net
ggAIM GROSS sculpture

J.
49?J5W&et End Avenue, Apt. 5E
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
joachim.pissarro@nyc.rr.com
OBE MOTHERWELL,
CAMILLE PISSARRO

Christine B. Podmaniczky,
Associate Curator

Brand River Museum
P.O. 141

Chadds Ford, PA 19317

SE% EL‘L: c(szdNVERSd{VWIY?i%rg

Kenneth A. Pollack

2124 Stuart Street
Brooklyn, NY 11229
booklken@aol.com
FRAKLIN T. WOOD, prints

Aimee Brown Price
225 West 86th Street, Apt. 1010
I;Ibew York, NY 10024

Justine Price
1136 Garden Street
Hoboken, NJ 07030
ice@mail.utexas.edu
OY LICHTENSTEIN

Neil Printz, Editor
The Isamu Noguchi Foundation
32-37 Vernon Boulevard

Long Island City, NY 11106
calopcenopuchion
IS, NOGUCHI
Michael Quick, Director
e Inness CR
ilshire Boulevard, #401

Santa Monica, CA 90403
GEORGE INNESS

362? Erie Avenue
Cmannat:, OH 45208

Michael P. Reed

3 Church Street

West Lebanon, NH 03784
robertsflowers@valley.net
SALLY JAMES FARNHAM

nﬁ? Reist, Chief

ons Dept. & Research
Frick Art Reference Library
10 East 71st Street
New York, NY 10021
reist@frick.org

Susan Barnes Robinson,
Profe]ssor, Art

Loyola Marymount University
1 L}lr\/lU Dr., MS 8346

Los Angele‘:, CA 90045
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juno.com
P PUVIS DE CHAVANNES

srobinso@lmu.edu
MABEL DWIGHT

Katy Research M;

CR of rt Motherwe

555 West 57th St., Ste. 1222

New York, NY 10019

ROBERT Vi WELI‘:n
MOTHER s

and collages PR

Peiaer Roa'ley

337 Bleecker #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

Louisa Wood Ruby
433 4th Street
?rooklyn, I;IY 11215
wruby@aol.com
PAUL BRIL

Ellen Russotto

P. O.Box 385

New York, NY 10013
estebanvicente@nyu.rr.com
estatedavi 00.com
ESTEBAN VI , DAVID
HARE

Bonnie Rychlak,
Director of Collections
The Isamu Noguchi Foundation
32 -37 Vernon Boulevard
ng Island City, NY 11106

ISAME Cmorg

Jerome H. Saltzer, Professor, M.LT.
Room NE 43-513, 545 Tech. Sq.
Cambridge, MA 02139
Saltzer@MIT.EDU

FREDERICK F. SCHAFER

Amy Baker Sandback, Proj. Dir.
The Dia Center for the Arts

561 Broadway, 8A

New York, N 1[[)12
sandbackaf@earthlink.net
ROBERT RYMAN

Joyce K. Schiller,

Curator 19th & 20th Century
Delaware Art Museum

5301 Kentmere Parkway

Wi n, DE 19806
jschiller@delart.org
OHN SLOAN

Deborah Browning Schimek,
Asst. Adjunct Protessor



New York, NY 10023
artlaw@mindspring.com

The Henry Luce Foundation
111 West 50th St., Ste. 4601
New York, NY 10020
holtzman@hluce.org

Heidi J. Hornik,

Assoc. Prof. of Art History
Baylor Universi

3721 Austin Ave.

Waco, TX 76710

Heidi ﬁorrﬁk@g?ﬁlor.edu
MICHELE TOS

Sharon Coplan Hurowitz, Pres.

Coplan Hurowitz Art Advisory
Fifth Avenue, 7C

New York, NY 10021

shamn@Krint .com
JOHN BALDESSARY, prints

Alan H

Alan V&ofsy Fine Arts
1109 Ge Blvd.

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

Sona K. Johnston,
Curator, Painting and Scul:
The Baltimore Museum of
Art Museum Drive
Baltimore, MD 21210

SDTTE%%ORE ROB[N‘S(;J{F

Alexandra Keiser,

Research Coordinator

The Archi Foundation

P. O. Box 247

Bearsville, NY 12409

arch l.com

A ER ARCHIPENKO,
sculpture

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

1463 Narragansett Blvd.

nk.net
KATSUSHIKA HOKUSAL, Single
sheet prints

Melvin P. Lader

Professor of th\rt Histo

George Washin Universi
801 %nd Street,gth??v W
Smith Hall, A 110
Washington, DC 20052

Lad .edu

ASHILLE GORKY, drawings

Robert G. LaFrance
National Gallery of Art
420 7th Street, NW, #416

Washington, DC 20004
robell-\tﬁlafranoe@hohnail.omn

FRA O D'UBERTINO VERDI,
Called BACHIACCA

Ellen G. Landau

Professor of Art Histo:

Case Western Reserve Univer.
Mather House, 11201 Euclid Ave
Cleveland, OH 44106

exl .cwru.edu

LEE SNER

Touran K. Latham
AAHA

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

l’érlagda Le R?tnne, Cur. Asst,
37 Braemar Street

Ottawa, Ontario

mled cca

HENRI G 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

Box B7-235

1 Bernard Baruch Way

New York, NY 10010
Gail_Levin@baruch.cuny.edu
EDWARD HOPPER, MXRSDEN
HARTLEY

Dr. Anne Marie Logan
25 Reilly Road
Easton, CT 06612

RUBENG, drawings

Joan Ludman

74 Hunters Lane

Wstbury, NY 11590

Hludman@aol.com

FAIRFIELD PORTER

Barbarasl?lﬂller L

1067 Bi ‘s Lodge Road

1Sante- Fe, %M 875(?1

CY:E-[ORCIA O’KEEFFE

Kenneth W. Maddox

grt Historifltnm T
ewington-Cropsey Foundation

25 Crog't;y Lane

Hastin, n-Hudson, NY 10706

l.com
JASPER F. CROPSEY
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Anna Malvano

Via Giacomo Bove 12
10129 Torino Italy
amalva@aliceposta.it
UGO MALVANO

Steven Manford

6010 Boulevard East, 87
West New York, INJ 07093
s.manford@utoronto.ca
MAN RAY RAYOGRAPHS

Dr. Joan M. Marter

220 Madison Avenue, 2A

New York, NY 10016

booamnarter@aol.com
ROTHY DEHNER

Nancy Mowll Mathews,

E ie Prendergast Curator

Williams College Museum of Art
Williamstown, MA 01267
nmathews@williams.edu

MAURICE PRENDERGAST, MARY
CASSATT

National Gall
Washington, DC 20565
r-maj a.gov
MARK ROTHEO

Stephen Robson Miller,
Research Consultant

Yves Tanguy CR

367 Cambridge Street
Cambridge, MA 02141
ferrars@u.edu

YVES TANGUY, KAY SAGE

Achim Moeller

167 East 73rd Street

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

Pamela Moffat

4341 Forest Lane, NW

Washi DC 20007

JayMoffat@aol.com
LA CABOT PERRY

Dr. Hattula Moholy-Nagy
1204 Gardner

Ann Arbor, MI 48104
hattul

LASZLO MOHOLY-NAGY

Valerie Mendelson Moylan

39-73 48 Street

Long Island City, NY 11104

ano COm
IS GHAM

Jane Myers, Chief Curator
Amon Museum

3501 Camp Bowie Boulevard
Fort Worth, TX 76107



LAST MINUTE ANNOUNCEMENT

This note in from CRSA member Alain Blondel of
Encyclia. Since it pertains to topics discussed at the
CR meeting in New York in April, I have decided to
include it herewith.

By including this note in the CRSA Forum, the CRSA
is not promoting or recommending Mr. Blondel's
software. However, we encourage fellow members who
may be using this software to comment upon its
effectiveness in these pages, in the next issue of the
Forum.

"During the two days of the seminar organized by the
CRSA [NYU] on 17 and 18 April 2004 in New York,
numerous difficulties linked to the creation of a
catalogue raisonné database were mentioned by different
speakers.

The option of an online publication of a catalogue
raisonné was also brought up, in particular in the speech
given by Mr. O'Connor.

In the following, I would like to present in brief, the
solutions Encyclia offers to resolve these difficulties
which are indeed of great relevance:

—LCost reduction: the software solutions mentioned at
the seminar demand cost intensive development by
professional programmers. Thus, the cost price would
be too high for an independent author. The Encyclia
software, which is the most complete among all
solutions available, costs 950 Euro (for Mac and
Windows).

—User friendliness: catalogues raisonné correspond to
certain generally accepted standards. Encyclia has
developed a software that fully integrates all these
aspects. It is very comprehensive and, at the same time,
clearly structured and user friendly.

—Several databases: the software offers the possibility
to design several databases simultaneously. Thus,
information on several artists can be collected at the
same time. A complete database can be duplicated for
translation into another language.

—Editing assistant: a great number of printing formats
permit the gathering of different notes on the works,
history, bibliography and exhibitions in order to
facilitate proofreading.

—Raisonné numbers: until the very last moment before
publication, a numbering tool enables the user to
modify the order. A thumbnail display offers the
possibility to check consistency directly.

All tailor-made sofiware programs that we have
examined up to now are far from offering such a
complete range of tools. Nonetheless, the obvious
advantages of the Encyclia software probably lie in its
various publishing options:

—Paper edition: the database can be exported into Quark
XPress, the publishing program used by all printing
companies. Thus, the risk of transcription errors is
avoided.

—CD-ROM edition: the catalogue raisonné sur CD-
ROM can be included in a monograph. Such a solution
presents a cost saving alternative compared with the
paper edition demanding the print of the illustrations of
all works.

—Online edition: the author (or his publisher) may opt
for his own website publication of the catalogue
raisonné. A first example of this option has already
gone online (and is temporarily free of access):

www.lempickacatalogue.com/

In conclusion, Encyclia enables you to save a
considerable amount of time thanks to a comprehensive
software program, completed and thoroughly tested
since 1997 by numerous authors of catalogues raisonné.
As soon as your work is complete, you may publish it
in the format of your choice.

If you wish to obtain more detailed information, please
visit our website:
www.encyclia.com/en/encyclia-k/index.htm

I will be glad to answer your questions any time."

Alain Blondel
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