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MARK YOUR
UPCOMING EVENTS:

CRSA Session at the CAA Annual
February 17, 2005, 5:30-7:30 pm

Publish OnLine or Perish the
Thought: The Future of the CR,
organized by Jeffrey Coven and
Steven Manford (see page 11 for more
details).

Also: The CR returns to New York
University, April 16-17, 2005.

CALENDAR.

Organized by Lisa Koenigsberg

The following is the transcript
of a talk Gail Levin delivered at The
Catalogue Raisonne: A Seminar in
New York, on 17 April 2004. It is
printed here with the permission of the
author.

Problems in Dating:
Putting the Catalogue
Raisonné in Order

Gail Levin
City University of New York

Working at the Whitney Muse-
um as the first curator of the Hopper
Collection, I not only had to locate all
of his art, I had to figure out when he
produced all of the undated, often unti-
tled paintings, watercolors, commercial
illustrations, drawings, and prints of
his formative years. And before his
marriage in 1924 at age 42, when his
wife, the artist Josephine Verstille
Nivison, began keeping his records, he
did very little to document his work.

My catalogue raisonné appeared
in three volumes and a CD-Rom in
1995. It includes all of Hopper's oil
paintings, watercolors, commercial il-
lustrations, and a selection of the se-
veral thousand drawings that exist.
Since then, no one has challenged my
decisions about either authenticity or
dating. And no omitted paintings have
yet come to light, although forgeries
appear in the marketplace with some
frequency.

In addition to the catalogue rai-
sonné, 1 wrote a critical biography of
Hopper that was also published in
1995. Few art historians have tackled
both a catalogue raisonné and a biogra-
phy; fewer still have completed both
studies for the same artist.! Drawing
upon my perspective as author of both
a catalogue raisonné and a biography of
Edward Hopper, I hope to show in the
present paper how each of these two
studies affects the other, especially in
the dating of previously unrecorded
works. Neither the catalogue raisonné
nor the biography is a currently fa-

shionable genre for art historians in the
academy. They have long scorned bio-
graphy as too personal, even irrelevant.
As a result, biographies of artists are
too often written by journalists or
scholars from other fields, only perpet-
uating their low status among art his-
torians.

continued on page 3

fig. 1. Peter Cain. Satellite. 1988, oil on
linen, 90"x34",

Collection of John Silberman

See page 3
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In the last issue of the CRSA Forum
we were graced with Part I of David
Silcox's detailed and often humorous
account of developing the David B.
Milne Catalogue Raisonné of the Paint-
ings. At the end of Part I, which I re-
peat below, it appears as though Da-
vid and Company have thrown the CR
into the ice box and pulled out several
Bradors (Canadian for Aaaahh). In
Part Il the company has regrouped for
a sober view toward the finish line.

The Milne Catalogue
Chronicles (Part IT)

David P. Silcox

©1999

Despite our best efforts in the early
1980s, we barely got half way through
the Catalogue, before I took a job as
assistant deputy minister of culture in
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Ottawa at the beginning of 1983 and
David Jr closed the Queen Street head-
quarters. At that point, the whole enter-
prise went pretty much into the deep-
freeze for nearly eight years. I had al-
ready devoted some time to my book
on Christopher 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 outside Ottawa.

PART II

In 1991, after this eight-year hiatus, the
Milne project was rescued unexpect-
edly, when the New Democratic Party
won the provincial election and decided
to run the province without me as the
deputy minister of culture and com-
munications. Luckily, [ was taken in
by Massey College, at the University
of Toronto, where I could now finish
the great undertaking. David Jr and I
fired up our faxes, set new schedules,
and in the summer of 1991 1 moved in
for one year, and promised my wife
that the project, realistically, would
probably take two or three years, but
not more, if [ could raise the money
and spend most of my time on it. I
drew up a budget of $1.1 million, then
scaled it back to $800,000, thinking
that the larger amount would frighten
off sponsors, and started in. I hired Liz
Wylie, a former student of mine at
York University, who is a curator, a
whiz at computers and a Milne aficia-
nado. A year later | hired Elizabeth Dri-
ver at the suggestion of Bill Harnum at
the Universtity of Toronto Press to do
the bibliography: she turned out to be
an invaluable right hand — a meticulous
researcher, well-organized, and a superb
editor. And then 1 hired photographer
Nancy Rahija, because someone had to
be totally focussed on the slides, pho-
tographs and transparencies. We needed
a lot of new photography, and although
I had spent a lot on outside photogra-
phers, we clearly needed someone in-
side, who could also deal with the
complicated issues of computer-scanned
images, which we were now committed
to. Half my time and more was spent
doing the fund-raising or the work re-
lated to it. After three years I revised
the budget to $1.1 million.

continued on page 10

Note from the author: The following is
a transcript of a talk entitled, Working
with a Living Artist: The Jacob Law-
rence Catalogue Raisonné, given by the
author at the The Catalogue Raisonne:
A Seminar in New York on 18 April
2004. It was written for oral presenta-
tion which will account for the style of
writing and the degree of redundancy
that exists throughout.

PREPARING A
CATALOGUE
RAISONNE ON A
LIVING ARTIST:
A PERSONAL
ACCOUNT

Peter Nesbett

I wish to address the opportunities
and challenges of preparing a catalogue
raisonné on a living artist. 1 will ap-
proach the subject from my particular
experience, rather than in general terms,
as [ think that this will be more helpful
to you, the reader. In the process, |
hope to make clear the reasons why I
decided to undertake such a project on
Jacob Lawrence’s work, despite a num-
ber of unusual circumstances. I also
wish to interject another topic, the
scholar-artist relationship. Preparing a
catalogue raisonné is as much about
managing information as it is about
managing relationships, which I believe
is a topic that is too often left out of
these discussions.

Between 1992 and 2000 I researched
and edited two catalogues raisonné on
Jacob Lawrence’s work: a catalogue rai-
sonné of his prints, which was pub-
lished first in 1993 and then updated
and republished in 2000; and a cata-
logue raisonné of the artist’s paintings,
drawings, and murals, which was pub-
lished in 2000 as well. I also co-edited
a multi-author monograph on the ar-
tist’s work, which became the exhibi-
tion catalogue for the retrospective that
traveled from 2001-2003. Finally, |
developed a comprehensive educational
website with a visual archive of more
than 800 works, a full bibliography,
detailed biographical information, les-
son plans, and information on the ar-
tist's use of materials and techniques,
continued on page 13



BY WAY OF
INTRODUCTION

In another installment in our series on
lesser known artists, Eileen Costello
introduces us to a young artist whose
candle flickered out long before his
potential ever did..

The Peter Cain
Catalogue Raisonné

Project
Eileen Elizabeth Costello

A catalogue raisonné ordinar-
ily calls to mind the documentation of
the work of an artist long dead, or per-
haps from at least a generation or two
earlier. More recently, catalogue raison-
né scholars have begun to focus their
attention upon living artists, yet often
(and for obvious reasons) one who has
enjoyed a long and productive life and
who has reached the later stage of his or
her career. Two years ago Matthew
Marks Gallery, New York, invited me
to initiate a project somewhat atypical
of these more conventional situations.
The Peter Cain Catalogue Raisonné in-
volves researching and documenting the
work of a contemporary artist, yet one
who died prematurely at the age of 37
in 1997. Cain's entire production of
paintings, drawings, photographs, and
collages totals over two hundred works
completed within a period of barely ten
years. His creative output had a great
impact upon artists, critics, curators,
and collectors of his own generation,
and the catalogue raisonné will serve as
a valuable tool, historical reference,
and, hopefully, source of enjoyment
not only for those already familiar with
his work, but also for future artists,
historians, and, in fact, anyone with an
interest in late twentieth-century Ameri-
can art.

If you ask any habitué of New
York City's art galleries during the late
1980s and 1990s whether or not they
know the work of Peter Cain (fig. 2),
they will most likely reply, "Oh, yes,
the car painter." This is a fair assess-
ment given the fact that of the 61 paint-
ings Cain completed before his death,
54 of them are of cars. But they are al-
so unforgettable paintings and Cain's

often surreal images of automobiles
painted in a manner reminiscent of the
Photo-Realists made a lasting impres-
sion upon viewers. Over sixty drawings
accompany the paintings, many of
which preceded the painted works. The
artist frequently produced two drawings
of the same image — a line drawing that
he termed "fast," and a more intense,
highly finished rendering that he refer-
red to as a "slow" drawing. Cain also
created collages from automobile adver-
tisements selected from an assortment
of magazines and these, along with the
drawings, function as studies for the
paintings. They also provide great in-
sight into the artist's creative process.

Cain's depictions of rare and
vintage models, late 1960s convertibles
or "muscle” cars, luxury sports vehicles
such as Mazda Miatas, Honda Preludes,
Porsche Carreras, and Mercedes sedans
suggest the product of a West Coast ar-
tist, a natural assumption given that lo-
cale's affinity for car culture. Even his
first "mature” painting, thus the initial
entry in the catalogue raisonné and
dating from 1987, suggests a Califor-
nian sensibility. Using a photo from a
1960s magazine advertisement and
copying it with exactitude, Cain por-
trays a hip young man in sunglasses
behind the wheel of his white conver-
tible as he cruises along the incline of a
shore road to approach the viewer head-
on. With the beach behind him and a
brilliant blue sky above, one imagines
a Beach Boys tune blasting from the
AM radio. Untitled would prove to be
an anomaly among Cain's paintings
featuring automobiles since it is the on-
ly one that includes a figure as well as
a landscape. But Cain would return to
such subject matter, albeit minus the
car.

Cain hails not from Califor-
nia, but was born and raised in subur-
ban Orange, New Jersey. He began
drawing incessantly at an early age and
after winning a scholarship for a sum-
mer drawing program in fourth grade,
he had no doubt that he wanted to be
an artist. He cultivated his innate talent
at Parsons School of Design from 1977
to 1980, then spent two years at the
School of Visual Arts. At first living
in Brooklyn, he later moved into an
apartment on Manhattan's Lower East
Side and eventually took up residence
on the Bowery where he would remain
until the mid-1990s. Carroll Dunham,
who met the artist in 1990, describes

Cain's tenement apartment as void of
anything other than a bed and the stu-
dio materials with which to do his
work: "There wasn't enough stuff
around to call it 'squalid.' The atmos-
phere was intense and focused, all busi-
ness." Indeed, Cain was a serious artist
and both dealers and critics quickly re-
cognized his abilities. At the time of
his death Cain had had six one-person
exhibitions in New York and California
since 1989, participated in over forty-
eight museum and gallery group exhi-
bitions within the United States, Eu-
rope, Japan, and Korea, and had partici-
pated in two successive Whitney Bien-
nials in 1993 and 1995. His diligence
and devotion to his art yielded prodi-
gious results, and the critical response
to his work was largely positive.

Cain's first one-person show
took place at Pat Hearn's Chelsea gal-
lery in 1989. In retrospect, one sees
how this collection of thirteen paint-
ings anticipated his later work, save for
a series of six sepia-toned paintings
based on photographs he found in Col-
lectible Automobile, a magazine that
advertises rare and vintage cars for sale.
Dating from 1988-89, they are darkly
ominous, even spooky. Much in the
spirit of Photo-Realism, they recall
gangster automobiles from 1950s film
noir. With the exception of a 1992-
1994 series of later model cars based on
images from a newspaper, thus rendered
in grisaille, Cain would not repeat such
direct representations. He moved on to
what were considered classic "muscle"
cars in the late 1960s and although he
rendered Untitled (Barracuda) and
Satellite (fig. 1), both from 1988 and
both included in his debut exhibition,
with great attention to the original pho-
tographs, here the forms have been
stretched, the color flattened, and the
composition simplified. The effect is
disconcerting, and further heightened
by the fact that Cain suspended the
automobile bodies vertically so that
they hang in an empty space against a
neutral background. No longer straight-
forward depictions of cars, these works
represent a transition in Cain's creative
development as he began to reassess his
source material, negate any likeness to
earlier Photo-Realists, and edge more
towards an abstracted imagery, a ten-
dency that the artist would pursue in
his subsequent works.

In 1990, Daniel Weinberg
Gallery presented a show of five paint-



While Cain typically scoured magazines featuring
automobiles for his source material and often relied upon car
advertisements, the artist also produced his own photo-
graphs. Although related to vehicles, they are not straight-
forward presentations of cars. In Bonneville (1993), Cain's
Cibachrome print offers a vaguely sexual section of puckered
black leather upholstery taken at such close range that it
insistently resembles one orifice or another. Untitled (1995)
is a photo of an aluminum door located on the back of what
is most likely a refrigeration truck. The door's highly po-
lished surface reflects mesmerizing whorls of bright daylight,

1 blue sky, and black asphalt, calling to mind the swirls of a
g polished agate geode. Similar to his paintings, Cain used

} il photography to turn the original object into an abstract
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fig 2. Peter Cain, 1995. Photograph by Clayton Anderson

ings and four drawings that represent this turning point. In
these works Cain transformed his subject matter entirely by
cut- ting up the source photos, dissecting the object, and
rearranging the pieces. The artist completely eliminated the
automobile's body by splicing together the front and rear
ends of the car to result in an aberrant, surreal type of vehi-
cle. He mutated sports cars such as Miatas, Preludes, and
Carreras and depicted them in profile, reducing two sets of
wheels to one. A single symmetrical image fills the entire
canvas as the truncated vehicles hover, sometimes upside
down, sideways, or, as in the later Pathfinder (1992-93),
with their nose in the air. The large canvases are painted
with a slick brushstroke that mimics the flattening effects of
the photograph. He often painted them in bright reds, yel-
lows, or soft grays, and occasionally against a striped back-
ground to suggest velocity. These entirely new entities recall
the original object, but now they force the viewer to rethink
the object of inquiry.

Critics often refer to Ralph Goings, Robert Bechtle,
or Richard Estes in describing Cain's work, but in some
ways his approach is more akin to Chuck Close's or Gerhard
Richter's who also base their paintings on photographs. For
these artists the photograph serves as a point of departure
that enables them to express their ideas about painting, to
work through the problems it imposes, and allows them ul-
timately to push the medium into a new direction. Oddly
enough, Cain often expressed an affinity to Robert Ryman.
[ say oddly simply because the work of the two artists bears
no resemblance to each other whatsoever in subject matter -
in one case, automobiles, and in the second, white paint —
yet one discerns a similarity in their profound interest in and
ability to elaborate upon the theme of abstraction, and this
they do within their self-imposed confines of a single motif.
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By the early 1990s Cain's work had attracted a sub-
stantial amount of attention and the artist was becoming
firmly ensconced within the contemporary art world. He had

- successively presented four one-person shows, participated in

over a dozen group exhibitions, and, during a period that en-
joyed a popular trend of guest curators, was asked by Chris-
tian Leigh, Simon Watson, and Dan Cameron to contribute
work to their themed-based shows — invitations coveted by
both established as well as up and coming artists. Cain had
received enthusiastic reviews in the New York Times, Art
News, Arts Magazine, Art in America, and Flash Art, but
perhaps the most solid confirmation of his critical achieve-
ment came when Elisabeth Sussman invited him to partici-
pate in the Whitney Museum of American Art's 1993 Bien-
nial Exhibition. That same year Cain contributed a number
of works to two different venues held at the 45th Venice
Biennale, one of which was held at the Peggy Guggenheim
Collection. It was an extremely successful period for Cain,
but one that continued with additional museum group shows
in Athens, London, Barcelona, Bonn, and Japan. In 1995 the
Whitney Museum presented a second invitation to take part
in their Biennial exhibition: an extraordinary request that few
artists can claim, and one that further attested to Cain's sta-
tus as an extraordinary artist.
Despite the best of medical efforts and the love of
friends and family who surrounded him, on January 5, 1997,
Peter Cain died at the age of 37, having suffered a cerebral
hemorrhage in his sleep a few nights earlier. With such ta-
lent, ambition, and promise, the loss of Peter Cain feels
especially untimely. In a 1991 New York Times review of
his second New York show, Roberta Smith wondered what
would happen once the artist's obsession with cars ran its
course. A posthumous exhibition at Matthew Marks Gallery
in February, barely a month after the artist's death, would
answer her question. Organized in close concert with the ar-
tist (who obviously never knew he would not live to see the
show), Marks presented a new body of work unlike anything
that Cain had done before. Instead of cars, the artist rendered
with loving detail three monumental portraits (as well as nu-
merous drawings) of his companion, Sean. In each painting
Sean lies on his back on a blanket at a beach and we see the
young man's head in close-up viewed from the level of the
sand. In Sean Number One and Sean Number Three Cain
orients the image vertically so that his subject hangs down
in profile, similar to the automotive paintings and causing
the same unsettling effect. Sean's face has been cropped and
4



with his slightly sunburned skin — freckled and painted an
orangish-pink — the image recalls a side of beef hanging in a
butcher's shop, yet they are highly intimate portrayals of
someone he loved. Sean Two (fig. 3) presents him from be-
hind with his head and shoulders raised as he looks away
from us and beyond. A twirled and blond-streaked ponytail
dangles down and we wonder just what it is from afar that
has captured his attention.

In addition to the portraits, Cain produced four
paintings based on his photographs of Mini-Marts and gas
stations in Los Angeles. These landscapes are void of any
human presence, he even erased logos and type from the
signs, thus instilling them with a haunting emptiness and
anonymity — like waking up to find some weird "Twilight
Zone" episode come true. These works indicate that Cain
was shedding his "car painter" label, expanding the vocabu-
lary of his imagery, and had fully mastered his painterly
technique. Indeed, Smith later mused in Cain's obituary that
these last works made one think about the kind of painting
that the artist might have moved on to had he lived longer.
Fortunately, the catalogue raisonné will allow us to pro-
ductively ponder the work he left behind and the direction it
may have taken.

©Eileen Elizabeth Costello 2004

fig. 3. Sean Number Two, 1996. Oil on linen, 60"x84"

DATING ARTWORK continued from page 1

When, for example, the art critic Hilton Kramer
enthusiastically praised James E. B. Breslinis 1994
biography of Mark Rothko, he could not resist gloating that
its author, a professor of English, "came to his subject from
outside the art world," noting "that an academic career in art
history—especially as the discipline of art history has lately

evolved-may not be the best preparation for achieving

distinction in the writing of artists' lives."2 In his own
lengthy review of this same book, art historian Jack Flam
CRSA Forum

made negative comments, such as "a lack of familiarity with
other works of art." This elicited an angry response from
Breslin; in their published dispute, the two alluded to their
separate disciplines, as if each thought the other not truly ca-

pable.3 I have heard journalists claim that scholars cannot
write good biographies and scholars find fault with
biographies because they are too journalistic.

On the other hand, other art historians in the academy
have attacked the catalogue raisonné. Stephen Eisenman,
who teaches art history at Northwestern University, has
written that the catalogue raisonné is "accurately described
as the proper domain of commercial art dealers and auction

houses rather than of independent scholars."4 Other theorists
have argued that there are no facts. Obviously, these scholars
are not concerned with publishing newly discovered works
for the first time, a case where authenticity would have to be
demonstrated. The catalogue raisonné, while still respected
and considered indispensable as a research tool, is regarded
by many, often unfairly, as a tedious collection of data,
lacking theoretical perspective. With all of its reference lists,
it may seem rather dry to the layman.

Yet the catalogue raisonné has been defined rather
differently by its many practitioners. It is true that
connoisseurship is still central to producing a catalogue
raisonné; the author must determine which works are
authentic so that all of them can be arranged and presented in
a chronological sequence from the earliest date of execution.
Today, however, in addition to mastering all the
documentation, the catalogue raisonné scholar must also be
prepared (where necessary) to call upon scientific tests of
artistic materials such as pigment analysis, radiographs, and
infrared reflectography. This is enough for some cataloguers,
who intentionally refrain from critical analysis and
commentary; others (myself among them) acknowledge and
include interpretation, making use of the research behind
such understanding to make informed decisions on issues
such as the dates of specific art works. Such interpretive
discussion often makes the thinking behind the assigning of
a date more transparent for the reader.

In my experience, writing a first critical biography
and compiling a catalogue raisonné are both arduous,
exacting tasks. Still, those who write biographies and
catalogues raisonné do not often agree on either the value or
the content of the two genres. In recent memory, Eugene
Victor Thaw, an art dealer and one of the co-authors of the
Jackson Pollock catalogue raisonné, argued against the
notion that an artist's private life illuminates his work,
asserting that while he was "not opposed to investigating the
lives and psychology of creative artists," he found that "this
material... is seldom central to the content of art itself."5 B.
H. Friedman, the author of the first biography of Jackson
Pollock, took issue with Thaw: "An artist's work takes
precedence over biographical detail. However, the work can
often be elucidated by such detail; the life can only be
understood through the work: the two are inseparably
connected. Suppression of detail and exaggeration of the

'dramatic’ create myths about artists."6

A deliberate distortion of facts to manufacture myth
5



was how most art world professionals—
from historians to critics to artists—
viewed a later Pollock biography co-
authored by Steven Naifeh and Gregory
White Smith (the first of whom actual-
ly did some graduate work in art his-
tory).7 More than one critic has de-
nounced its claims as "psycho-bab-
ble."$ Hilton Kramer asserted that this
book, which won a Pulitzer Prize in
1991, "bears a closer resemblance to a
television series like "Dallas" with its
unremitting focus on glamorized male-
volence, than it does to a serious ac-
count of an artist's life and work."9
There were, of course, no art historians,
art critics, or artists on the committee.

In contrast to biography, where
the narrative form is expected to offer
critical assessment, the place of inter-
pretation in a catalogue raisonné has
provoked much discussion. Pollock's
widow, the artist Lee Krasner, who ini-
tiated the Pollock catalogue raisonné,
repeatedly told me that she had insisted
upon only a collection of images, docu-
ments, and facts.! | In his review of the
Pollock catalogue raisonné, Hilton Kra-
mer insisted "Originality of interpreta-
tion has no place in a catalogue
raisonné," while in another review, art
critic Lawrence Alloway correctly criti-
cized the same work for "avoiding
interpretation as if it were mere contest-
able opinion.... They even refrain from
iconographical comment though, after
all their labors, who should be better
placed to discuss meanings;... The
mastery of data is admirable, but the
refusal to interpret it disappoints mod-
ern expectations of holistic scholar-
ship."12

Despite such different opinions
about the wisdom of simply reporting
facts or trying to interpret them, the
focus of a biography and of a catalogue
raisonné of the same artist share some
major concerns, especially chronology.
For a biography, we want to know the
precise dates of the artist's birth, educa-
tion, marriage, journeys, and major
accomplishments including art works
and exhibitions. We also want to know
the significance of these particular
moments in time and that is, in itself,
interpretive. In the catalogue raisonné,
when we assign a date to a previously
undated work, we are also making an
interpretive decision. Even when the
work has an exhibition history, but the
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artist failed to record the work's precise
date, we are forced to make an
interpretive judgment about when the
work was actually made.

Such judgments preoccupied me
from 1976, when I began my study of
Edward Hopper for a catalogue raisonné
at the Whitney Museum of American
Art. The Hopper Collection there re-
sulted from a bequest of the couples'
artistic estate in 1968 by the artist's wi-
dow Josephine Nivison Hopper, who
was also a painter. The Whitney Studio
Club, the museum's precursor, gave
Edward his first one-man exhibition in
1920 and the Whitney Museum organ-
ized retrospectives of his work in 1950
and 1964. Jo, who also showed her
paintings at the Whitney on occasion,
left the museum almost all of her own
work, in addition to what remained

unsold of her husband's art.13 Al-
though Jo's paintings would certainly
have assisted in the documentation of
Edward's life and work, almost all of

them were discarded by the museum.!4

Beginning my project at the
museum, | expected to find Hopper's
personal papers, including the letters he
kept, the photographs, books, and
phonograph records that he and his wife
owned: in short the evidence of his in-
tellectual and cultural scope. [ searched
in vain. Soon I learned that no one
from the museum had sought to obtain
this material, either directly from Jo
after Edward's death, or, later, from the
executor of her estate. The opportunity
had been missed to conserve basic
materials for a history of the artist and
his production. This, despite the fact
that in 1964, at the time the museum
was producing the catalogue for the last
retrospective exhibition held during
Hopper's lifetime, Jo wrote to Margaret
McKellar of the Whitney telling her
that she and Edward were "pack rats,"
and had saved everything. Faced with
this lack, I attempted to collect copies
of all of the correspondence of the artist
and his wife as well as copies of all
interviews with them. I conducted my
own interviews with everyone I could
find who had known the Hoppers: other
artists, his neighbors, his dealer, even
the handyman for his building.

Still in my twenties and
possessing an excess of energy when 1

began work on the catalogue raisonné
in 1976, 1 conceived of the project in
the broadest possible terms. A newly
received doctorate gave me confidence.
I would employ methodical scholarship
to gather and digest in systematic form
all that could be known of Hopper's
work. No detail was too arcane, no
publication too obscure for my ambi-
tious venture. My catalogue raisonné
would be the definitive work on
Hopper: in addition to reproductions of
each work of art, I would document
every owner (past and present), all exhi-
bitions in which each picture was inclu-
ded, and every publication that ever
mentioned or reproduced it. 1 included
all specific discussions of a particular
work by the artist or his wife in the
entries for each object. I also compiled
a comprehensive bibliography that list-
ed any article, exhibition catalogue, or
book that even cited the artist or repro-
duced his work. Additionally, 1 con-
structed a detailed chronology of his
life and a complete exhibition history
which listed all of the reviews. Every-
thing was done by hand, without com-
puters, which were not yet available to
me.

By 1984, I had completed all of
this for Hopper's oils, watercolors, il-
lustrations, and prints. I had nearly fin-
ished dating the thousands of drawings
that he produced and I had identified all
of the sketches which led to paintings.
For individual works of art of particular
interest, | had written extensive essays
explaining sources of inspiration, relat-
ed works, and other significant infor-
mation. 1 had also produced several
introductory essays: the first analyzed
Hopper's critical fortunes; the second
was a brief biographical sketch; the
third traced his artistic development;
and the final essay identified and exa-
mined the recurrent themes of his work.

At this time, the museum
declared the Hopper catalogue raisonné
complete. [ returned to the teaching ca-
reer which I had interrupted for this
project, but my life as a scholar had
changed forever. I was spoiled by the
opportunity to study so many original
art works closely. In the process of pro-
ducing the catalogue raisonné, I had
organized two major Hopper exhibi-
tions which drew on many other collec-
tions: the first, in 1979, presented all
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of the artist's prints and his commercial
illustrations; then a major retrospective
of his watercolors, oils, and preparatory
drawings took place the next year. The
planning of these exhibitions and the
shows themselves provided unparal-
leled opportunities for studying Hop-
per's art. My intimate acquaintance
with these works grew as | accom-
panied both exhibitions on extensive
itineraries to other museums, monitor-
ing the condition of each object and
arranging the presentation of this mate-
rial in each venue. Working on Hopper
at the time when the Whitney stored its
collection in the same building as the
curatorial offices, 1 had easy access to
examine works of art in the museum's
collection, even on a daily basis.

Towards the end of the eight
years that I worked on the catalogue
raisonné, I realized that a biography of
Hopper was needed. Stimulated by the
research that I had already done, I was
curious to know more. Having turned
up in a private collection Jo's volumi-
nous, nearly illegible diaries that
offered an intimate eye-witness report
on her husband's life, I eagerly sought
out their documentation not only of
Hopper's process in making a painting,
but what also he did with the rest of
his time. Under the pressure of the
deadline for the catalogue raisonné set
by the museum, I had focused on locat-
ing comments about Hopper's paint-
ings. But the more [ read, the more |
knew that important clues to Hopper's
work were buried there amid the tedi-
ous recording of shopping lists and
other trivial details. I felt compelled to
decipher and interpret this new evi-
dence. I knew that I had to write a bio-

graphy of Hopper.

Today I would like to share with
you some of the processes that I
employed for determining the dates of
works that arrived unidentified in the
bequest in 1968 to the Whitney Muse-
um. One notable example is a monu-
mental canvas, measuring 36 x 72 in-
ches, that had arrived rolled up, having
long ago been removed from its
stretchers. In 1970, Lloyd Goodrich
had exhibited and published it as an
undated work that he called Cafe Scene.
As [ began to sort out Hopper's devel-
opment, I sensed that this painting was
significant. I had it called back from a
so-called "friend" of the museum who
had been able to borrow it for the

modest payment of $250 a year. ]
found that the work was covered by a
dark coating of smoke, so I arranged to
have it cleaned and then hung in my
office so that I could contemplate it
daily; its mysteries and its importance
for Hopper's career unfolded over time.

I began my search for this pic-
ture's history by combing through ar-
chives to locate exhibition checklists at
places where Hopper might have been
exhibiting during his formative years.
These were New York institutions that
held non-juried group shows organized
by artists, including the MacDowell
Club and the Whitney Studio Club.
Both had issued small brochure-type
catalogues that generally lacked illus-
trations and did not provide identifying
dimensions.

In one of the early group exhibi-
tions held at the MacDowell Club in
New York, in February 1915, I found a
work called Soir Bleu listed without
dimensions or a reproduction. 1 tracked
down reviews for this show (as well as
all the other early shows) published in
several of the many newspapers that
New York then supported. I found that
Hopper had shown two canvases in this
show: New York Corner, a lively urban
street scene, and Soir Bleu, which
prompted one critic to comment: "Ed-
ward Hopper is not quite successful
with his Soir Bleu, a group of hardened
Parisian absinthe drinkers, but he is en-
tirely so with his New York Corner.”
Another critic wrote: "in Edward Hop-
per's New York Corner there is a com-
pleteness of expression that is scarely
discoverable in his ambitious fantasy,

Soir Bleu."15

I was familiar with New York
Corner, also known as Corner Saloon,
which was then in the "permanent" col-
lection of the Museum of Modern Art,
having been acquired from Hopper's
dealer Frank Rehn, when he exhibited
the previously unsold work in 1941.16
A much smaller canvas than Soir Bleu,
New York Corner, measuring just 24 x
29 inches, would certainly have seemed
less ambitious to a critic than the much
larger Soir Bleu.

Eventually, 1 was able to satisfy
myself that this scene of a heavily-
made-up woman looming over a Paris
cafe at twilight must be the painting re-
corded as Soir Bleu, first shown in

1915 and not again until the painting
arrived in Jo Hopper's bequest to the
Whitney Museum. It expresses fascina-
tion with the forbidden Paris discover-
ed by a rather innocent, timid young
man during his first and longest trip
there from October 1906 through July
1907.

[ also found in Jo's bequest to the
Whitney Museum the only surviving
drawing related to this work, a sketch
for the man on the far left, which is
captioned "un Maquereau," literally, "a
mackerel," exactly the same French
slang for a pimp that Picasso used for a
sketch he made in 1903. In the first
edition of the catalogue for Edward
Hopper: The Art and the Artist, the
exhibition of Hopper that | organized
for the Whitney in 1980, I had incor-
rectly referred to the French title that
Hopper wrote on this drawing as "le
Maquereau," using the definite rather
than the indefinite article. This was
noteworthy, because very soon after
publication, another sketch for "le ma-
quereaui” appeared for sale in England.
For me, this was an early wake-up call
to the fact that forgers will not only
read books, but they might even repeat
your mistakes.

After studying the sketch for "un
Maquereau," I had concluded that the
erect woman with the heavily painted
face in Soir Bleu depicts a prostitute
who seeks clientele in the soldier, the
clown, and beret-clad artist in the out-
door tables. But how, you may won-
der, was I convinced that this canvas
was painted in New York and not in
Paris, where Hopper had produced nu-
merous watercolor caricatures of various
types of prostitutes?

From the years that Hopper spent
painting in Paris, there are only a
couple of canvases that feature images
of figures. There is one much smaller
canvas of a couple seated at a cafe table,
which Hopper titled both Le Bistro and
The Wine Shop and recorded as having
been painted in New York in 1909.
One other figurative oil, called Summer
Interior, depicts a lone female figure
seated on the floor. Hopper also record-
ed it as having been painted in 1909.
But rather than link Seir Bleu to these
canvases of 1909, I paid attention to
the admission Hopper made near the
end of his life: "It seemed awfully
crude and raw here when I got back. It



took me
Europe."17

ten years to get over

Thus, I would argue that Hopper
painted Soir Bleu some years later,
when he experimented with the large
scale of the figures in relationship to
their setting, accidently finding a new
direction that would represent a major
departure in his work. This close focus
on the figure only becomes important
during the 1920s, after his new wife
becomes his regularly available model.
Furthermore, the motifs of urban
sexuality in Soir Bleu reveal not only
Hopper's personal fascination with
Paris, but also his awareness of con-
temporary public controversy in New
York.

The term "French macquereaux"
was notorious. In New York alone, the
French were said to be operating in
force: one report claimed four hundred
"French macquereaux" who were
"known to have women in houses" of
prostitution, explained that many of the
houses were "run under the guise of
massage parlors,” and declared that
"many of the women in these houses

are French."18

My research uncovered warnings
that appeared in the popular muck-
raking magazines and in books such as
Reverend Emnest A. Bell's Fighting the
Traffic in Young Girls or War on the
White Slave Trade published in
1911;19 the theme also engaged the
theater, where Little Lost Sister attract-
ed crowds in 1913. The caption on the
frontispiece to Bell's book states: "The
Lure of the Stage-Answering a Want
Ad: Disreputable Theatrical Agents
sometimes act as white slave traders,
alluring positions on the stage being
the net to catch young girls." Movies
such as Traffic in Souls also capitalized
on the scandal. Between 1908 and
1914, there was a panic over "white sla-
very," the discussion of which itself
produced a frisson even while fueling

public discourse on sexuality.20

As a result, movies, restaurants,
and even ice-cream parlors were de-
clared to be "dangerous places for
young girls to attend unescorted."2!
This illustration depicts what Bell
called "The First Step: Ice cream par-
lors of the city...largely run by foreig-

CRSA Forum

ners, are the places where scores of girls
have taken their first step downward.
Does mother know the character of the
place and the man she is with?" Hopper
may still have imagined such danger
for the solitary young women he
depicted in Automat of 1927. But for
the popular American mind in the years
leading up to the First World War, the
Paris depicted in Soir Bleu was "The
Modern Babylon," the capital of "de-
bauchery," and the "headquarters of the
world-wide white slave trade of the pre-

sent time."22

The panic was symptomatic of the
deeper social change, which was about
to transform the sexual values of the
American middle class. There was at
best an uneasy balance between the old
and new, causing strife between the last
of the proper Victorians and the propo-
nents of radically new social behavior.
Even the critics who disliked Soir Bleu
when it was first shown in 1915 sensed
the import of the theme of illicit seduc-
tion and threatening sexuality. The cri-
tic who presumed that the figures in the
cafe were "hardened Parisian absinthe
drinkers" was projecting a cultural
stereotype that linked prostitution with
compulsive drinking, a theme then cur-
rent in the preaching of reformers such
as the Women's Christian Temperance
Union, as well as in the 1909 United
States Senate report that made foreig-
ners the scapegoats for sexual anxieties,
claiming "the vilest practices are
brought here from continental Eu-
rope."23Another illustration in Bell's
book shows a vulnerable "Emigrant girl
at the Dock," where "foreign girls are
more helplessly at the mercy of the
white slave traders." In short, it is not
surprising that the motifs of Soir Bleu
could shock the conservative audience
and provoke the critics, impelling them
to sit up and take notice of Hopper at
last.

Yet another reason to date Soir
Bleu to 1914 instead of 1909 or 1910
suggests itself based on a knowledge of
his later habits. If Hopper had finished
Soir Blew much earlier than 1914, he
certainly waited a long time before
showing such an ambitious picture,
passing up both the 1910 Independents
exhibition and the Armory Show in
which he participated. He typically
took no more than a month or two to

complete work on a large painting. And
years later, he routinely sent works to
his dealer to show as soon as they were
finished, even before the paint was dry.

But it was not until Hopper's mar-
riage in 1924 that Jo began to keep
records of his paintings whenever they
left the studio for exhibition or sale.
Although her visual legacy was almost
entirely destroyed by the Whitney,
which threw out almost all of her oil
paintings that she included in her be-
quest, she also left a substantial written
legacy in the form of letters and her
diaries, enabling me to redate a number
of Hopper's paintings, often even cor-
recting by several months the record
books that she kept. In a few cases, evi-
dence that I missed in a cursory reading
of the diaries for the catalogue raisonné
proved that an atypical painting was
not produced when [ had originally
estimated based upon its subject, style,
and materials.

For example, 1 was able to identi-
fy the subject of an untitled painting on
a small wood panel of a stairway. It
was clearly a depiction of the interior of
the artistis boyhood home in Nyack.
Because it was painted on panel and
represented a scene from his boyhood, 1
assumed an early date of 1925, just se-
veral years after he had painted other
wood panels of Monhegan Island
(Maine) landscapes. What a surprise,
then to find in Jo's diary for April 4,
1949 that Edward, recovering from
prostate surgery, had begun to paint "a
little picture on a wood panel-a
staircase going down to open door &
hall lamp suspended. Said memory of a
repeated drawing of levitation, sailing
downstairs & out thru door."24 Two
days later, Jo noted that Edward heard
from his doctor that he required addi-
tional surgery. He continued to work
on the panel while he waited for a
hospital room to become available, but
Jo noted that he had "so little heart to
[give] the work [while] facing such un-
certainty."25 Five days after he had be-
gun this picture, he checked into the
hospital. Recuperation and summer on
Cape Cod intervened; Hopper never fin-
ished or signed this work, nor did he
have Jo record it in the record books
she kept.

The dates and exhibition history
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of other atypical paintings in the be-
quest were not changed, but explained
by the focus on historical events (rather
than works of art) occasioned by the
biography. The initial context for some
works had been long forgotten. Hopper
did not exhibit Railroad Sunset until
the spring of 1937, over seven years af-
ter he painted it in the fall of 1929. He
and Jo had returned to New York from
their summer travels in New England at
the end of September, in time to wit-
ness the panic associated with the stock
market crash on October 24. Both the
theme and the unusual palette, with its
extreme hyperbolic colors, must reflect
the dramatic events taking place in the
city. Technology, symbolized by the
railroad signal tower and tracks, has
failed; the wisdom of its intrusion into
the countryside is questioned. No won-
der the painting found no buyer and
ended up in the bequest; with the stock
market collapse, the art market stum-
bled as well.

Thus, I hope that I have shown
the benefits, even a kind of scholarly
symbiosis, of writing both a catalogue
raisonné and biography. From my
point of view, each genre adds to the
strength of the other. The best cata-
logue raisonné will provide at least a
summary of the artist's biography in
which to place the work; any worth-
while biography of an artist must fea-
ture the creation of the work. In order
to understand an artist well, one must
become familiar with the full scope of
the creative work. To avoid drawing
conclusions based upon a work of art
which turns out to be atypical, or,
worse, a forgery, the art historian and
the biographer both need the expertise
of the catalogue raisonné.

Only fatigue and lack of time for
other projects would dissuade me from
producing another such duo. [ have a
nearly completed catalogue raisonné of
the painter Marsden Hartley, who was
also a poet and essayist. Fortunately, a
biography of the artist already exists,
written by a literary scholar, as well as
several recent monographs, a number
from the perspective of gay studies.
None duplicates the biography that 1
would have written, but their existence
makes such a task at once less arduous
and less necessary.
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The Milne Catalogue Chronicles
continued from page 2

Fundraising was something that I had not thought
much about in my career, except as a responsibility of other
people. I was fortunate that the University of Toronto pro-
vided an account through which the funds required to prepare
the Catalogue and the biography for publication by the Uni-
versity of Toronto Press could be channelled. The Press was
most helpful in this, and set a good example by making a
sizable investment in the Project, both in the time of its
editors and production staff, and toward the costs related to
manufacture and marketing.

Yet the money had to be found and finding it was
almost as strange a chase as finding the pictures was. Most
of it was just hard work: preparing the promotional material
and the budget, making appointments, sending out letters,
and making phone calls by the score. Psychologically it was
an unnerving business because being turned down frequently
is difficult not to take personally. Yet there were uplifting
moments. Right at the outset I approached my friend Gerry
Sheff of Gluskin Sheff + Associates Inc., and asked for an
unspecified amount. He saw me a couple of days later and
said that he and his partner Ira Gluskin and their associates
had decided to help and that I had to guess by how much. I
thought they might give $5,000, but secretly hoped for
$10,000. I tried not to answer the question, but he persisted.
I guessed $10,000. He said: ‘We decided on $20,000. But I
could have told you 10! You never ask for enough.” They
subsequently more than doubled that initial contribution and
also sponsored the launch parties for both the biography and
the catalogue. Their support was early, and generous, and en-
couraging, and without strings. The McLean Foundation was
also extremely generous, took a personal interest in our pro-
gress, helped with other donations and assisted at the highest
level. An equally generous and encouraging friend wishes to
be anonymous, but her help was timely and crucial.

And I will never forget the kindness of Fred Men-
del, our first donor. After I had catalogued his Milne paint-
ings in Saskatoon in 1970, he slid a hundred dollar bill into
my hand as he shook mine goodbye, and said: ‘This is a
good thing you are doing. I support you.’

Money, like information for the Catalogue, also
came from unexpected sources. A friend of my wife’s made a
suggestion that turned into a $50,000 donation from a foun-
dation that was not listed in the big fat foundation book. A
lady from Hamilton wrote a letter out of the blue offering to
help. She wrote a substantial cheque on her eightieth birth-
day and later added more. I always thought [ came from a
poor family, at least a family without much money — and [
did. But one of my aunts surprised me one day after I had
mentioned fundraising woes, by phoning up to ask if she
could help and she did most generously. Henry Luce IlI, of
the Time-Life family, was someone 1 got to know when he
was a member of a group called the American Friends of
Canada. He was persuaded to assist the project by the fact
that half of Milne’s career was in the States, and gave me
$20,000 US. Later I took him the published biography and
asked him for another contribution. He was uncomfortable,
since he hadn’t expected another request and his staff had
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already told me that no more could be expected. [ mentioned
that the McLean Foundation had doubled their contribution.
‘Our mortal enemy,” he said, his face darkening. I could see
my chances rapidly turning to smoke. Luckily, I realized that
he was confusing the magazine Macleans, which helped to
get Time magazine ‘kicked out of Canada,’ as folks at Time
remember it, with the McLeans of Canada Packers. When he
was convinced | was referring to meat, not magazines, he
said, ‘What the hell,” and gave me another $20,000 US,
which turned out to be even more in Canadian dollars.

In the end, we raised all the money we needed, but
it’s a strange thing that the hardest part of writing a book of
this kind is the fundraising; I am glad to have that challenge
behind me, and I am sure that the people I pestered for sup-
port are glad too.

David Jr and I decided, as we bore down on getting
the Catalogue done once and for all in 1991, that every entry
should be illustrated, and also that every entry should be
self-explanatory — that is, no codes, unintelligible short-
forms, or ellipses; each entry had to stand alone. Further-
more, we agreed that all letter or diary comments that refer to
specific paintings must be cited in the appropriate entries,
and that all treatments of the same subject (Milne did many
series of paintings) must be cross-referenced. The proper ab-
breviated forms for each of hundreds of letters, diary entries,
and painting notes, had to be created and checked for consis-
tency — a task most ably done by Elizabeth Driver among her
many other duties.

These decisions, of course, had enormous cost im-
plications, both in the time needed to create the text and in
the increase of the total number of characters to be checked
many times over, typeset, and finally printed. The final cha-
racter count is nearly 4.4 million.

The bibliography had to be expanded to include
every item — even some ephemeral material and sources, such
as films and pamphlets. The exhibition list is also unusual
in that, unlike any other, it gives all the paintings by Milne
in each exhibition. Finally, of course, after a hiatus of nearly
a decade, the ownership of the works had to be reconfirmed.
Many of the paintings had changed hands, owners had
moved, died, or disappeared. Our telephone bills showed
how much effort we made in trying to catch up with our
subjects, but the number of ‘whereabouts unknown’ in the
Catalogue is an indication that time won many of the strug-
gles in this regard.

The actual process of recording a finite number of
facts or pieces of information in a determined order sounds
simple enough but, like many seemingly simple things, is
infinitely complicated. A slight change in a title, for exam-
ple, required changes to: the main heading, all cross-refer-
ences (and there might be none, or fifteen, or more), the title
index, the exhibition list, the verso entry (if any), any refer-
ences in the introductions, the photography credits, the own-
ers database, and, potentially, changes to many photos,
slides, and transparencies. Changing a catalogue number,
which we had to do several times: was like an earthquake:
the aftershocks reverberated for days, and involved adjusting
all entries that would be affected, reorganizing the order of
the work sheets, and relabelling all our photographic records:
black-and-white prints, slides, and transparencies. There are
several million pieces of information in the catalogue, and
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they all have to be accurate and in the right place. Just
checking that all the information from the work sheets and
from the earlier versions of the catalogue had been correctly
transcribed and put with the correct image into the final
manuscript took days and days of my wife, Linda Intaschi,
reading from one version, while each of the rest of us
checked images, the computer, and the work sheets.

The design of the Catalogue was brilliantly done by
Will Rueter, but the number of steps that finally led to the
published volumes would carry you around the equator three
times. First of all, what font to use. I liked Will’s sug-
gestion of Scala, a modern typeface which seemed to suit
Milne well, but I didn’t like the look of the number one (1).
We got it redesigned, after consulting with the creator in
Rotterdam, but had to substitute the new number one,
whether in roman, bold, or italic, every time it came up, and
there are tens of thousands of them in the Catalogue. Then
there was a major dust-up between authors and publisher
over the multiplication sign, used to express dimensions — 9
x 12: the Press wanted to use the letter ex, since there is no
multiplication sign in Scala. | insisted on a proper multi-
plication sign, and by the time we had it in place and pro-
perly spaced, a dozen memos have gone back and forth. The
same for fractions, which also don’t exist in Scala. In addi-
tion, we wanted special characters in order to show inscrip-
tions as they really are — circled, boxed, underlined, and
there are a lot of them. In the end, the special Milne font on
my computer had more than 300 characters in it.

At great length we considered page layout, whether
a left or left/right orientation. And we struggled with maps,
finally turning to expert help in the Geography Department
at the University at a cost of more than $10,000. The form
of the entries began to look promising, and we typeset a
section or two and printed them in order to try out the com-
puter processes and to see how the design worked with real
text on real pages. Type sizes were changed a little. Setting
the specifications for the gray tones in the black and white
illustrations was another delicate and subtle issue, and check-
ing that each of the 3000+ met the specs took time and care.
As the manuscript moved through the production process,
each and every page presented its own problems of balance
and arrangement.

Finally, we spent hours and hours on the selection
of the paintings to be reproduced on the front and back of the
dustjackets of both volumes — how many, what subjects to
show Milne’s career over forty years, etc. Proofs were
printed. In the end we couldn’t agree on the background
colour and the publisher imposed a much better decision: no
dustjackets.

The colour separating and the printing of the Cata-
logue, superbly done by the U of T Press at its own plant in
Downsview, was another time-consuming task to which
David Jr and [ committed days and days. The colour plates
went through up to six proofs, and of course we had to be
there when they were printed. Adjusting the colour as the
plates go on press, if one cares about it, takes more time
than the printing itself.

At last the work was published: two volumes,
together weighing more than 13 pounds, one of 540 pages
the other of 784, making 1324 pages in total; 2725 paintings
catalogued; 3034 black and white illustrations of every exist-
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ing painting we have seen, plus some drawings or ancillary
sketches; 193 colour plates on 48 pages in each volume; in
large 9.25" X 12.25" format, with a version of Milne’s 1945
cover for Studio, now Studio International, beautifully em-
bossed in gold on the box and on the cloth covers. The
exhaustive bibliography covers more than 100 years of
books, exhibition and auction catalogues, magazines, news-
papers, and films. The exhibition list gives all the works in
more than 500 exhibitions. Milne’s lists are all included,
along with the full quotations from his letters, diaries and
painting notes — some of them are short and some run for
several columns. Only 971 copies have been printed.

Right in the middle of his long list of the huge
batch of paintings he sold to Alice and Vincent Massey in
1934, Milne wrote in the margin: ‘My cataloging spirit is
failing here. Some indications of pessimism appear.” We
printed out this epigram and hung it prominently in our
Massey College office. There were times when the same
lethargy and uncertainty attacked us, but somehow we finally
arrived at the point where optimism and closure prevailed.
Milne once wrote that he would like to catalogue all his
paintings, showing how the thread of his aesthetic thought
ran along the path of his remarkable production. Why he
never did this is something we now understand too well.
Nevertheless, 1 hope that this Catalogue Raisonné of his
paintings is close to what he had in mind.

©David P. Silcox 1999
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Upcoming Events
The CRSA session at the College Art Association (CAA)
conference, February 16-19, 2005, in Atlanta will take place
on February 17, from 5:30-7:00 PM. Here are the specifics
of our program:

Publish OnLine or Perish the Thought: The Future of
the Catalogue Raisonné

Session Co-Chairs: Jeffrey Coven and Steven Manford
Panel:

*Charles Ritchie, Assistant Curator of Modern Prints and
Drawings, National Gallery of Art, Washington DC. Past
and Future: The Story of the National Gallery's Gemini
G.E.L. Catalogue Raisonné Project and its Potential as an
Expandable Resource.

*Michael Schroeder, Assistant Director, Microsoft Research
Silicon Valley, Mountain View, CA. The Gilbert Munger
Website as Art History Research Paradigm.

*Christine B. Podmaniczky, Associate Curator, Brandywine
River Museum, Chadds Ford, PA. Can I Supersize This?
The N. C. Wyeth Catalogue Raisonné.

«Jeffrey Coven, Professor of English (retired), Suffolk
Community College (SUNY), Selden, NY. Publishing a
Catalogue Raisonné on the Web: Boon or Bust

Information about the conference will be posted on the CAA
conference site:  http://www.collegeart.org/annualconference/
2005/index.html



artnet

www.artnet.com
61 Broadway
New York NY
212-497-9700

Dear CSRA scholars,

My name is Amy King, I am the manager of a new
initiative instigated by Artnet.com termed the Artist Works
Catalogue Project (hereafter: AWC). Recognizing the need
to bring the depth of the fine arts world into digital format,
Artnet’s web library will create the first quality source of
artists’ monographs online. Artnet has created a website,
with cataloguing tool, that services the public by clearly
presenting a broad sampling of an artist’s career in both
chronological and thematic fashion.

I have spoken with several of you over the past couple
months concerning our project and Scott Ferris suggested I
submit a description of the project to the CRSA Forum
with the hope of explaining my goals and clarifying any
misconceptions concerning the project itself.
Before discussing the benefits and merits of the
AWCs, | wanted to mention that in agreeing to manage this
project, my chief concern is to maintain the respectability
and integrity of each site. I would like you to know that my
credentials include a masters degree in Art History as well as
four years cataloguing experience for Sotheby’s in the
European Art department. Please be aware that 1 am not
attempting to create or recreate entire catalogues raisonné
online; 1 do, however, wish to bring your artists into the
online world in a responsible, educational manner and act as
a gateway to many of your larger endeavors.

what is the artist works catalogue project?
The AWC is an online library that hosts artists
monographs consisting of an artist’s statement, biography,
exhibition history, publications, reviews, interviews, public
collections and images of works of art. Each artist’s site
currently contains between 150 and 300 images with basic
cataloguing and optional provenance, exhibition and
literature fields. I encourage you to visit the nine artist
monographs we have completed through direct collaboration
with artists such as Benny Andrews, Nancy Spero and
Donald Sultan at:
http://www.artnet.com/usernet/awc/awc_artistworksindex.asp
In order to bring the proper weight and significance to
each site, 1 am contacting the foundations and scholars
considered the experts on each artist as well as living artists
themselves. The foundation, scholar or artist will be
responsible for deciding what visual and textual material to
include in the monograph. Artnet will then enter the
material into our cataloguing tool and give editing control
only to the foundation, scholar or artist (catalogues will not
be able to be changed by outside parties). Because of the
unique, organic nature of online media, sites may grow and
change over time as you deem necessary, expanding to
accommodate the addition of new images as well as written
updates on works.
We expect the sites to function as a supplement to

printed materials and other websites. Each monograph will
clearly state that it is a sampling of an artist’s career edited
and curated by each individual scholar or institution.

what the awc is not

The AWC project does not attempt to replace,
circumvent or in any other way deflect the art community’s
attention from your expertise or catalogue raisonné project.
[n fact, we believe the interest generated from the digital
monographs will do just the opposite.

The AWC project will not be an advertising or
gallery focused revenue branch for Artnet. Each catalogue
will remain an educational forum designed to accommodate
researchers utilizing artnet and the online world for more
respectable collections of artists® images and background.

what we offer

The sites provide an excellent gateway to your catalogue
raisonné project while publically identifying you as the
acknowledged expert on your artist.

also increasing the public’s association of expertise to the
artist. The books and articles categories on each site will
link to your publications on the artist as well as to other
important bibliographical resources.

In a digital environment, where websites devoted to
specific artists launched by unqualified individuals are
increasingly common, the monographs give you an
opportunity to create an official face for your artist online.
Artists” oeuvres need quality representation on the Internet,
information best provided by a true expert on each artist.

The monographs can be expanded or edited over time
without any fear of other parties having content control over
your monograph. Each digital monograph may be
reproduced as a CD-ROM, which would be yours to
distribute.

cost

Revenue for the hosting and creating of each monograph
will come from living artists directly. Through my respect
for your educational endeavors, I am able to offer you the
opportunity to create a monograph free of charge.

Our web-based cataloguing tool is very easy to use
and Artnet is willing to enter any images and data on your
behalf that you do not want to enter yourselves. The text for
each site is quite standard and, most likely, it is the type of
back matter you have already compiled.

In summary, we hope this library becomes a vast
resource and starting point for any potential scholars
interested in discovering more about their favored artists.
We believe that the dissemination of your information online
will lead to a broader awareness of your scholarly endeavors
and to the acquisition of your completed literary works.
Thank you very much for your interest. I invite anyone with
questions or who is interested in building a monograph with
us to please give me a call at (212) 497 9700 x373 or email
at aking@artnet.com.

Sincerely yours,

Amy C. King
Manager, Artist Works Catalogue, Artnet



CR on Living Artist
continued from page 2

including the results of a material anal-
ysis conducted by the Getty Conser-
vation Institute on our behalf.

With the help of a small board and
staff, I raised the money for these pro-
jects—$1.2M. More than eighty-five
percent of this money came in $1,000-
$7,500 donations from people with no
material investment in Lawrence’s
work. The artist’s agent donated about
2% of the funds, the National Endow-
ment for the Humanities gave us an-
other 4%, the Getty Grant program
helped us out with another 2%, and
collectors helped with about 4%, but
most of the money came from doctors,
lawyers, university professors, and for-
mer students, who did not own an
original Jacob Lawrence artwork.

When I first met Jacob Lawrence
in 1991 he was 74 years old and in mo-
derately decent health. In 1995, I
helped him and Mrs. Lawrence move
from the house they had lived in for 25
years into an assisted living complex in
downtown Seattle. In the summer of
1998, Mr. Lawrence was diagnosed
with lung cancer. That fall he success-
fully underwent radiation and chemo-
therapy treatments but he was too frail
to undergo surgery. By early 2000, the
cancer had spread. He was hospitalized
that spring and died in the summer. On
June 9th, at the age of 82, he passed
away, while the catalogue raisonné was
on the press in Hong Kong.

Assessing The Situation

Before | get into my discussion
about my relationship to the artist and
his involvement with the project, I
should begin with a few admissions:

* I never intended to do a catalogue
raisonné. When I worked in the Impres-
sionist painting department at Chris-
tie’s after graduating from college, I re-
gularly came in contact with various
“experts” who were brought in to au-
thenticate works we had hoped to sell.
But the backgrounds of these “ex-
perts”"~many of whom were from old
European families or were descendents
or relatives of the artists—made the job
seem esoteric to me.

* 1 didn’t have the standard back-
ground of a catalogue raisonné scholar.

CRSA Forum

[ did not come from a family of artists,
nor a family that collected art. [ was
not a professor at a university, the di-
rector of an artist’s foundation, or full-
time curator at a major museum,
though 1 did work, once the project was
underway, as a curator of contemporary
art at the Seattle Art Museum for al-
most a year.

= I did not have a PhD; in fact, at the
time I started the project, I didn't even
have my masters degree.

* [ had never been published, let alone
publish a book.

Furthermore, the artist was an un-
likely candidate to be the subject of a
catalogue raisonne, especially by me:

« My masters thesis, when I did get it,
was on the work of Robert Smith-
son—an American artist whose work
played a pivotal role in defining the
post-minimalist era—not African Ameri-
can modernism, or even American mo-
dernism for that matter.

« Jacob Lawrence was still alive. The
majority of catalogues raisonné have
been produced on artists who are not
alive, whose artistic production has
been arrested by the final curtain. This
meant, of course, that there was no
foundation already in place with either
the mandate or resources.

= Lawrence's paintings, at the time,
fetched upwards of only $150,000, not
the One Million § Plus market levels
attained by the work of many other
catalogue raisonné subjects. I bring this
up because at the lower levels of the
market there is less pressure to prepare
a catalogue raisonné, but also because it
is unlikely that those that are invested
in the artist’s work have the same level
of resources to pour into such a project.
Lawrence’s works were owned primar-
ily by museums—an enormous number
of works entered museum collections in
the 1940s—middle-class professionals,
musicians, and former students. It is
true that Nelson Rockefeller and Roy
Neuberger had both owned works, but
they had given them away shortly after
purchasing them. Rockefeller, apparent-
ly, gave his one Jacob Lawrence paint-
ing to a friend as a wedding present.

+ Jacob Lawrence never kept an inven-
tory of his works, and by the time I
met him, had very little of his work
still in his possession. I say this be-
cause detailed inventory lists, cardfiles
or notebooks—I'm thinking of the one’s
prepared by O’Keeffe, Dove, Hopper,

and others—can often serve as the initial
bedrock upon which a catalogue rai-
sonné is built. Alternately, a substan-
tial collection of work, such as the rich
holdings often inherited by artist’s
estates or foundations, can serve a simi-
lar purpose.

So how did 1 come to this rather
esoteric line of work? I guess you could
say I ended up in the wrong place at the
right time.

In the late 1980s, I worked as a
cataloguer in the Impressionist Painting
department of Christies. It was, as you
will all remember, a heady time for that
market and it was during that time that
we sold van Gogh's Portrait of Dr.
Gachet for over $80-million. By 1990/
1991, the art market had taken a nose-
dive and I left Christies to go back to
graduate school, choosing to leave New
York for the Pacific Northwest, where |
enrolled at the University of Washing-
ton in Seattle.

When [ arrived in Seattle, | didn’t
know who Jacob Lawrence was. I had
seen only one painting of his in my
lifetime and that was only two weeks
before I left for the West Coast. Out of
financial need and psychological neces-
sity, I got a part-time job with a small,
but well-respected art gallery that spe-
cialized in work by Northwest artists.
The gallery was run by a French wo-
man in her late 50s and showed mostly
the work of University of Washington
faculty and artists known as the
"Northwest Masters," people like Mark
Tobey and Morris Graves. The gallery
was located in a converted one-story
house in a residential section about ten
miles north of downtown Seattle, far
from the gallery district. I worked at
the gallery several afternoons per week.

I didn’t know that the gallery
represented Jacob Lawrence’s work
when [ was hired. [ also didn’t know
that it had exclusive representation at
that time. Lawrence, who had spent
more than forty years in New York—
from the 1930s to the early 1970s—left
to teach at the University of Wash-
ington. In the late 1980s, after a long
legal dispute, he ended his relationship
with his New York gallery of 25 years.

I sensed quickly that Lawrence was

a significant artist, but I just didn’t
realize to what extent until probably six
months later. The gallery inventory
consisted mostly of recent paintings
and limited edition prints. Occasionally
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an older work would pass through, but
infrequently. Rummaging through the
one monograph on his work—which had
been published only five years earlier-I
learned that Lawrence was one of the
first successful black artists in America
to have been raised and trained in a
black community; that he was the first
American artist of African descent to be
represented by a commercial gallery;
that he exhibited regularly in small
group exhibitions with such established
artists as Stuart Davis and John Marin;
and that he had exhibited in nearly all
the U.S. annuals between 1941 and
1960. 1 learned that by the age of 24—in
1941-he had already produced his five
epic narrative series—including the "Mi-
gration" series—and that by the time he
was in his late twenties his work was
already in the collections of the Whit-
ney Museum of American Art, the Me-
tropolitan Museum, the Museum of
Modern Art, the Brooklyn Museum,
the Phillips Collection, the Philadel-
phia Museum, and many others. No
black artist in the United States was to
receive the same degree of recognition
until the late 1960s. He held two dozen
honorary degrees, and was a recipient of
the National Medal of Arts. As I
learned more, 1 also realized that there
was an enormous disparity between the
accolades that had been bestowed upon
him and the amount of serious scholar-
ly inquiry into his work. I think there
were a number of reasons for this:

« First, a lot of white scholars didn’t
know how to write about his work and
how to categorize it: The artist’s use of
modern idioms for social ends created a
style and sensibility that was uniquely
his own; many also felt that his work
was naive and perhaps not worth
serious critical attention; and finally, he
emerged as an artist of significance in
the 1940s, when the critical attention to
modern art was transitioning from the
figurative to the abstract. For these
reasons his work was not regularly
hung as part of a permanent collection
or included in the standard histories of
20th century American art,

« Second, many black scholars, with
the exception of Alain Locke or James
Porter earlier in the century, decided to
concentrate on the work of black artists
who did not have the same degree of
visibility that Lawrence had.

+ Third, there existed little public
documentation of  his work,
CRSA Forum

subsequently, there was too little raw
data for the scholars to work with.

The dealer for whom [ was working
agreed to fund a preliminary effort to
locate and document Lawrence's work.
We started with his prints—of which
there turned out to be about 80. I spent
a year researching the subject, and in
1993 the CR of prints was published. I
put together a traveling retrospective of
the prints that eventually went to about
14 venues nationwide. The catalogue
raisonné served as the CR for that
show. The revenues from exhibition
fees and catalogue sales were reserved
expressly for future Lawrence research.
We had no idea how much there was
left to document but we knew that
compared to what existed, it was a sig-
nificant amount. The 1986 monograph
documented about 200 works. We
predicted there could be around 1,000.

I graduated with my Master’s the
following year and, flat broke, began
exploring the idea of launching a CR
on Jacob Lawrence’s paintings and
drawings. My intention was to set the
ball in motion immediately. Given the
lack of material to work with, 1 thought
it was critical to start the project while
Mr. Lawrence, who was in his mid-
70s, was still alive and could be a
valuable resource. While still on
payroll at the gallery, I conducted a
study on the feasibility of the project.
After discussions with many museum
curators around the country, I was con-
vinced that my instincts were right and
[ dove in. I set up an independent not-
for profit corporation with a small
board of directors and a larger board of
advisers.

What | Learned In The
Process About Managing
Relationships

Catalogue raisonné scholars spend
an enormous amount of their time col-
lecting and analyzing large amounts of
data. Not surprisingly, much of our
emphasis in talking about these pro-
jects is devoted to these issues.

CRs are about managing relation-
ships as much as they are about manag-
ing and interpreting information. This
can be nparticularly challenging for
scholars who tend to be introverts—
more comfortable with a book in a li-
brary than with colleagues at a cocktail

party.
For the scholar, there are roughly
five constituencies that you need to
manage on an ongoing basis.

» Scholar — Estate/Foundation

« Scholar — Private Collectors

= Scholar — Museums

= Scholar — Dealers (primary & secon-
dary market)

* Scholar — Funders
Sometimes there is overlap between
these constituencies or they may be the
same. I don’t want to dwell much on
the various forms these many relation-
ships can take because the subject is
too great, and because much of the dis-
cussion concerns all catalogues raison-
né projects, regardless of whether the
artist is alive or dead.

I wish to address the scholar-dealer
relationship, which in my experience,
was so critical in the beginning. [ will
then discuss, specifically, the relation-
ship between the scholar and the artist,
which is what really distinguishes this
project from many others.

The dealer wants to give the appear-
ance of being supportive of a CR pro-
ject because it can be a valuable tool for
getting access to artwork. And yet often
s/he wants to keep the pace of the pro-
ject slow so that valuable information
in her/his possession is not made pub-
lic. This became an enormously chal-
lenging, if not exhausting, landscape of
on-going negotiation.

Nonetheless, it was because of the
role of a dealer—specifically, the dealer |
had worked for in Seattle—that the pro-
ject got rolling. In fact, she funded the
print catalogue and provided seed mo-
ney for the CR of the paintings, draw-
ings, and murals. She received great
benefit from this investment. For the
print project, she became the owner of
the information and she ended up with
an 80-page catalogue that became an
excellent marketing device for her. But
I ended up with an important benefit
myself, that became very useful in
gaining access to collectors and in rais-
ing money in the future. It also allowed
me the opportunity to establish a
relationship with Mr. and Mrs. Law-
rence and to develop their trust in my
professional capacity.

Establishing a trusting relationship
with the artist is by far the most
important aspect of preparing a cata-
logue raisonné on a living artist. With-
out trust, it is impossible to acquire
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authority. And the establishment of au-
thority over the project and its content
is critical for the catalogue raisonné
scholar. Authority can be a vehicle for
abuses, but lack of authority can allow
for the manipulation of the project in
ways that compromises the project’s
integrity.

A well known case-in-point; In
1999, Balthus: Catalogue of the Com-
plete Works was published. Its title
page notes authorship as “by Virginie
Monnier and Jean Clair, with the au-
thorization of Balthus”. In the notes
introducing the catalogue itself, the fol-
lowing statement: “The catalogue in its
entirety has been submitted to the
artist, who has passed it for publica-
tion. A small number of drawings re-
cognized in fine as fakes have been
withdrawn from the catalogue.”

What is the role of a scholar in a
project and what is her/his relationship
to the artist? Does one act as an em-
ployee of the artist or of others with a
financial interest in the artist’s work
(e.g. a foundation, a gallery), or does
one attempt to function independently
in an effort to maintain objective dis-
tance? Of course, the more indepen-
dence you have-and I mean an indepen-
dence that is sanctioned by the artist,
and that is important-then the less
compromised the project will be. Ideal-
ly, the artist needs to transfer to you
her/his authority to authenticate the art-
work. This is very difficult, if nearly
impossible.

In the case of the Jacob Lawrence
project, my authority to serve as the
expert on Lawrence’s work was never
conferred to me in writing by the artist.
I assumed this position of authority
slowly, over time. First, |1 obtained per-
mission from the artist to do the cata-
logue raisonné, with the understanding
that he would not serve on the board of
directors for the project, that he would
not be responsible for funding it, and
that I would be sensitive about the time
I would ask of him. At the time, I
think he was relieved to not feel full re-
sponsibility for the project. Several
years later, when it was time to set up
the authentication committee, | asked
his permission to set up a committee of
three independent scholars. 1 explained
my reasoning for not including either
himself or Mrs. Lawrence on the com-
mittee—noting that 1 didn’t want there
to be an appearance of any conflict of
CRSA Forum

interest in the catalogue raisonné schol-
ars community. About a year prior to
publication, I asked the artist for per-
mission to determine the criteria used
for including authentic works—deter-
mining where to draw the line with re-
gard to very incomplete sketches or
ephemera, and he granted me (orally)
that authority.

I must note that while I did not
work for Mr. Lawrence at any time, I
spent an enormous amount of time
with him throughout the project. We
got together at least weekly, either so [
could interview him, or for lunch or a
cocktail.. He often called me over to
his studio if he needed help with some-
thing, and on occasion, 1 took him to
the store, or to a doctors appointment,
etc.

Establishing trust with Lawrence

was critical. There are a number of
reasons for this but one transcended all
the others: the fact that I was a white
man.
« First, I had to prove to Mr. Lawrence
that my motives were sincere, that [
didn’t have some hidden agenda.
People are often suspect of a white
scholar who takes a sudden and pro-
found interest in the work of black ar-
tists. Museums and galleries com-
pound-within the artworld-a problem
that exists in the society at large. In the
artworld it manifests itself when muse-
ums (and galleries) use the work of
black artists to meet certain institution-
al objectives—many of which are man-
dated by funders. So, you see the work
of black artists shown during February
("Black History Month") or in exhibi-
tions that are used by museums for
community outreach or children’s edu-
cation.

+ Second, I had to prove myself to
African American historians and poten-
tial black funders particularly since this
was to be the first CR on an American
artist of African descent. Despite all my
best efforts, there were a number of
people-including several prominent art
historians—who either did not help me
or tried to thwart my progress.

Lawrence’s support and belief in
my abilities were important to me su-
staining my research and bringing the
project to conclusion. As long as | was
able to maintain his support, 1 knew
that anyone else who was not thrilled
about the project would eventually fall
in line. In maintaining Lawrence’s sup-

port, in fostering his trust in me, and
acquiring the authority I needed to
effectively do the job, I had be sensi-
tive to a number of potentially hot top-
ics:

* My desire for complete access. Ar-
tists who have not documented their
work, often haven’t dealt with issues of
legacy. Lawrence hadn't considered
this, and then suddenly he was faced
with someone going through his per-
sonal effects—old file boxes, correspon-
dence. In addition, Lawrence had lots
of drawings stashed away that he’d
forgotten about or that he didn’t feel
ready to reveal. It wasn’t until four
years into the project that I had access
to this material.

* My sensitivity to the artist’s time.
Even after the artist commits to seeing
the project through, becomes comfort-
able with a sense of legacy, and the
work parameters are defined, be sensi-
tive to the amount of time the artist
invests.

» My respect for the artist's most re-
cent work. One of the reasons for pur-
suing the CR of a living artist is be-
cause that artist has already produced a
large body of historically significant
work. It is possible that the artist is
still producing work at the same level,
but perhaps unlikely. Thus, one is
faced with balancing their interest in
the past with an unconditional support
of current work; this can be difficult.
One way of addressing this is by
writing on the new work, even if you
feel that it you are compromising your
standards by doing so.

* My need to maintain a professional
distance. It is important to maintain a
degree of professional distance, and to
regularly reconfirm your value as an
arts professional outside of the CR
project. Consider managing other pro-
jects during the course of the CR-
writing on other artist’s work, for in-
stance.

* My need to maintain my authority
as the expert on the artist's work. The
role of artist in this process wasn’t
actually critical, but the balance of au-
thority did become an issue nonethe-
less. The artist was not a member of
the authentication committee, though
we did ask his opinion on all artworks
for which their was some question or
deliberation.

[ decided to establish an
authentication committee of three peo-
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ple to review all the artworks for inclu-
sion in the catalogue raisonné. The
committee included myself, Michelle
DuBois—who ultimately became co-edi-
tor of the project-and Elizabeth
Steele-a conservator at the Phillips
Collection who had written on Law-
rence’s use of materials and techniques
in the past. [ also solicited the involve-
ment of the Getty Conservation Insti-
tute to assist us with pigment analysis.
Neither Jacob Lawrence nor Gwendolyn
Lawrence, his wife, were involved in
committee decisions. For works that
were questionable, we would seek their
opinion, but I can’t think of any cases
where their opinion actually changed
the opinion of the committee. There
were three cases, in fact, where the
committee decided that the work in
question was by the artist, when either
Mr. or Mrs. Lawrence did not support
that assessment. I'll address this later.
The committee format was very

important—not just for legal reasons..

With regards to authentication issues, it
was essential to establishing the author-
ity of the Jacob Lawrence Catalogue
Raisonné Project in the eyes of the
artist, his wife, other scholars, collec-
tors, dealers, and the general public.

One major advantage of working
with a living artist is that their very
presence on this earth is a primary de-
terant to forgers, and often, the number
of fakes in the market is significantly
less as a result. This was the case with
Lawrence. Almost all of the fakes we
saw were very poorly executed. There
were less than a dozen works that re-
quired serious scrutiny.

Given all that | have said so far, it
might sound as though the involve-
ment of the artist was negligible and
perhaps, not even necessary to the com-
pletion of the project. People often as-
sume that an artist's involvement will
be a valuable research tool. The reality,
at least in my situation, was unlike
what I had expected.

» Lawrence could not remember much
of his early work, nor could he remem-
ber who had bought it or where it is.

» As I mentioned earlier, he did not
have his own record-keeping system.

* He had not maintained relationships
with a lot of people.

* He felt uncomfortable reaching out to
those who did have work..

On the other hand, Lawrence's
involvement was important with
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regards to:

* Providing an endorsement of the pro-
ject.

* Providing us with fundraising op-
tions. The artist allowed us to create
limited edition prints that we could
sell. He also attended a series of fund-
raising dinners, at which he was the
guest of honor. The combination of
these strategies generated close to one
million of our 1.2 million dollar bud-
get.

» He inspired me when | better under-
stood him. Over time | came to know a
true humanitarian who had a different
perspective on the definition of "beau-
ty" in his art.

* Feeling of commitment to him. Our
mutual respect encouraged me to con-
clude the project, so as not to let him
down after I had gained his enormous
trust.

Other issues

Completeness. The very notion of
preparing a catalogue raisonné on a
living artist is incongruous with the
conventional notion of the catalogue
raisonné itself, which is meant to be
the authoritative record of the artist’s
life achievement. With the life itself
not complete, such a task is, obvious-
ly, impossible. As a consequence, the
scholar is forced to think of the cata-
logue raisonné in different terms, not as
a static monument to artistic achieve-
ment but as a comprehensive document
of an artist’s oeuvre at a moment in
time. It’s a conception that applies to
all catalogue raisonné projects, regard-
less of the life status of its subject.

If one accepts this, then one can ac-
cept that fact that a catalogue raisonné
is never a definitive object. 1 believe
that it is—in certain cases—more impor-
tant for the scholarship to be made
public, than for the scholar to wait
until every last artwork is located.

This was certainly the case with the
Jacob Lawrence catalogue raisonné.
Given the paucity of information on his
work prior to the commencement of the
project, it was my goal to establish an
acceptable threshold of completion—to
ensure that the material was shared with
the public in a timely way. That thres-
hold was 90%. If I believed that we had
located and documented 90% or more
of the artworks thought to have existed,

then I considered that sufficient for
publication. It’s a matter of striking a
balance between completeness and ac-
cessibility.

Interpretive issues. There has been
a long-standing dispute among cata-
logue raisonné scholars as to whether or
not it is appropriate to include an inter-
pretive essay or group of essays in the
catalogue raisonné.
This is how we handled the issue. Due
to a lack of serious scholarship on Law-
rence's work (three retrospectives but
only one of them had a catalogue that
was more than two-dozen pages in
length), 1 felt it was important to jump
start the process by using the raw data
to begin a new, critical intrepretation of
the work. Nonetheless, | realized the
importance of keeping these efforts se-
parate. [ decided that neither I nor my
co-editor would be contributors to the
catalogue. Instead, we would maintain
our neutrality and hire a team of schol-
ars, give them free access to our re-
search, and then commission them to
explore the subject. The monograph,
containing essays by eight historians,
was published in a separate companion
volume to the CR. That volume, titled
Over the Line: The Art and Life of
Jacob Lawrence, was also distributed
independently and became the exhibi-
tion catalogue for the recent traveling
retrospective of Lawrence’s work.

In Conclusion

1 leave you with the following
thoughts.

I am still undecided as to whether
or not the recent increase in CRs on
living artists—-many of them gallery
funded—is good or bad. One criticism
I've heard suggests that the recent spurt
in CR production is making a mockery
of traditional CR standards, which 1
happen to disagree with.

Who decides which artists deserve
a CR? | weathered the criticism, parti-
cularly from prominent art collectors in
the Pacific Northwest, that Lawrence’s
work was undeserving of a catalogue
raisonné. Personally, [ believe that if
someone can pull together the re-
sources, and maintain the highest pro-
fessional standards, then the CR should
be developed.

One of the criticisms [ frequently
heard about preparing a catalogue rai-
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sonne on a living artist was that it
provides the artist an opportunity to re-
edit or re-define her/his legacy by in-
fluencing the CR process. This may be
equally true with CRs on dead artists—a
surviving spouse/partner may be even
more protective of the artist’s legacy
and more zellous in designing her/his
historical record.

The real question is whether or not
there is a need to develop a CR. Why
go through the research and make it
public when the expense is so great? In
many cases, especially when an artist is
well published, [ don’t think there
should be a rush to publish a CR. One
argument against producing a CR on an
artist whose work is underpublished is
that it would benefit the art, and there-
fore the artist, more by the careful re-
lease of smart, focused monographs
over a long period of time. This is a
market based argument. Frankly, I'm
not interested that much in the market
implications of a CR.

©Peter Nesbett 2004
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Editors Note/s

As you may have gathered, I have
been tapping the well of the NYU/CR
event of last April. There are still a few
papers out there — from individual
speakers and panelists alike — that have
not been published here. If those of
you whom I have contacted would take
a moment to send your papers in, this
would carry us through the January is-
sue and on to the new topics that will
surface in the upcoming CRSA and
NYU/CR events.

Though the majority of our articles
have been virtual mini-CR autobiogra-
phies, I have found within them nu-
merous "helpful hints" — noting pit
falls to avoid, potential research and
funding resources, networking possi-
bilities. Nevertheless, I will encourage
you all to think outside the full length
essay box and consider sharing squibs
that generally sail across your desks.
The memos that you usually take for
granted —  professional program

CRSA Forum

announcements,  grant  application
deadlines — could be the information
one of our fellow members is looking
for. Instead of tossing out those
memos, recycly them here, in the
Forum.

We can expect to hear from Michael
Reed about Sally Farnham, in our next
installment of BY WAY OF INTRO-
DUCTION. I have been working on a
review of the revised edition of Dan
Burne Jones's, The Prints of Rockwell
Kent: A Catalogue Raisonné, that |
could have available for the January
issue. Think about what you can bring
to these pages. SRF

Membership List

Members, please check your person-
al data and make sure all informa-
tion is correct. LET ME KNOW DI-
RECTLY (as well as updating Nan-
cy Mathews) if changes need to be
made! Thank you for your assis-
tance with this matter.

As usual there are a number of
additions and updates in this list.

Artists and CRSA related services
included in this list.

ARTISTS:

WILLIAM BAZIOTES
(Michael Preble)

THOMAS HART BENTON
(see Henry Adams)

NORMAN BLUHM

(John Yau)

THEODORE EARL BUTLER
(see Patrick Bertrand)

PETER CAIN

(see Eileen Costello)

SAINT CLAIR CEMIN

(see ]DE L. Glass)

FREDERIC EDWIN CHURCH
(see Gerald L. Carr)
CHARLES CARYL COLEMAN (see
Adrienne Baxter Bell)
GUSTAVE COURBET

(see Sarah Faunce)

JASPER F. CROPSEY
(Kenneth W. Maddox)
TAMARA DE LEMPICKA
(see Alain Blondel)

MARIA OAKEY DEWING
(see Susan A. Hobbs)
THOMAS W. DEWING

(see Susan A. Hobbs)

EDWIN DICKINSON

(see Helen Dickinson Baldwin)
ARTHUR WESLEY DOW

(see Nancy Green)

KERR EBY

(see Margaret D. Hausbe
ROBERT GOODNOU

(see Ellen J. Epstein)
J. J. GRANDVILLE

(see Clive F. Getty)

KEITH HARING

(see Julia Gruen)

HAN S HOFMAN N

(see Tina Dicke

WINSLOW H MER

(see Abigail Booth Gerdts)
ROBERT INDIANA

(see Elizabeth A. Barry)
VASILY KANDINSKY

(see Vivian Endicott Barnett)
ROCKWELL KENT

(see Scott R. Ferris)

PAUL KLEE

(see Josef Helfenstein)
JACOB LAWRENCE

(see Michelle DuBois)

ROY LICHTENSTEIN

(see Jack Cowart)

WILLIAM MACMONNIES
(see E. Adina Gordon)
EDWARD MORAN

(see Dr. Joseph Carlton)
THOMAS MORAN

(see Phyllis Braff)

BARNETT NEWMAN

(see Heidi Colsman-Fre F%berger)
GEORGIA O’ KEEF

(see Doris Bry)

FRANCIS PICABIA

(see Pierre Calté with William Camfield)
CHARLES A. PLATT

(see James B. Atkinson)
WILLIAM RANNEY

(see Sarah Boehme with Julie Coleman)
FREDERIC REMIINGTON
(see Sarah Boehme with Julie Coleman,
Laura Foster)

MARK ROTHKO

(see Dr. David Anfam, Ruth Fine)
THEODORE ROUSSEL

(see MarEaret D. HausberE}
CHARLES M. RUSSEL

(see Elizabeth A. Dear)
JUNIUS R. SLOAN

(see Richard H. W. Brauer)
LEON SPILLIAERT

(see Dr. Anne Adriaens-Pannier)
ALFRED STIEGLITZ

(see Doris B

HUBERT Vi N HERKOMER
(see Dr. Lee M. Edwards)

SERVICES:

Art Law

(see Barbara Hoffman)
Authentication Issues
(see Sharon Flescher)
Computer Data Bases
(see Claudia Carson)
Photograp h{;

(see Mlchael Felicetta)
Recent American Art
(see Jack Flam)

Henry Adams, Chair
Dept. of Art History
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Case Western Reserve University
Room 103, Mather House

11201 Euclid Ave.

Cleveland, Ohio 44106
henry.adams(@case.edu

THOMAS HART BENTON

Dr. Anne Adriaens-Pannier
Adjunct-Curator, XXth Cen. Drawings
Museum of Modern Art
Museumstraat, 9

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

Dr. David Anfam

Art Ex Ltd.

Flat 9. Marina 1. 10 New Wharf Road
London N1 9RT, England U.K.
danfam(@phaidon.com

MARK ROTHKO

James B. Atkinson

117 Town House Road

Cornish, NH 03745
atholm@valley.net

CHARLES A. PLATT, graphic work

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

Vivian Endicott Barnett

140 Riverside Drive

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

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

Adrienne Baxter Bell

594 Highland Avenue

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

Roberta Bernstein
Professor of Art History
University at Albany

225 Novak Road

Valatie, New York 12184
rmbernstein333@aol.com
JASPER JOHNS

Patrick Bertrand

P.O. Box 10993

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

Alain Blondel
CRSA Forum

50. rue du Temple

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

Sarah Boehme

The John S. Bugas Cur. of Western Art
Buffalo Bill Historical Center

720 Sheridan Avenue

Cody, Wyoming 82414
Sarahb@bbhc.org

FREDERIC REMINGTON and WILLIAM
RANNEY

Maria Lluisa Borras
Art Historian

Comité Picabia

Consell de Cent 369
28009 Barcelona, Spain
Borras@mente.net
FRANCIS PICABIA

Phyllis Braff

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

Richard H.W. Brauer

Brauer Museum of Art

Valpariso University Center for the
Arts

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

Doris Bry

11 East 73rd Street
New York. NY 10021
dbry@earthlink.net
STIEGLITZ/O'KEEFFE

Pierre Calté, President
Comité Picabia

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

William A. 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
Jyerlin@aol.com
EDWARD MORAN

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

| East 53 Street, 4th floor

New York, NY 10022
acarnelli@pmgmf.org

YVES TANGUY, paintings & works on
paper in color

Gerald L. Carr

608 Apple Road

Newark, DE 19711 .
gcarri@dpnet.net

FREDERIC EDWIN CHURCH

Claudia Carson

29 Park Hill Avenue
Norwalk, CT 06851
cloeja@yahoo.com
Computer Data Bases

Julie Coleman. Curatorial Asst.
Buffalo Bill Historical Center

720 Sheridan Avenue

Cody, Wyoming 82414
juliec@bbhc.org

FREDERICK REMINGTON/WILLIAM
RANNEY

Heidi Colsman-Freyberger

The Barnett Newman Foundation
634 Madison Avenue. Suite 1900
New York. NY 10021
hef@barnettnewman.org
BARNETT NEWMAN

Eileen Costello

Matthew Marks Gallery
235 Mulberry Street, #4
New York, NY 10012
ecostello@mail.utexas.edu
PETER CAIN

Jeffrey A. Coven

7 Village Way
Smithtown, NY 11787
catraisi@yahoo.com
ERNEST FIENE, prints

Jack Cowart, Exec. Dir.

Roy Lichtenstein Foundation
745 Washington Street

New York, NY 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.org
EDWARD RUSCHA

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

400 Thirteenth Street North
Great Falls, MT 39401
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edear@cmrussell.org
CHARLES M. RUSSELL

Tina Dickey

P.O. Box 450

Salt Spring Island, B.C.
V8K 2W1, Canada
pajarita@bigfoot.com
HANS HOFMANN

Michelle DuBois

P.O. Box 980
Manomet, MA 02343
Mdubois608@aol.com
JACOB LAWRENCE

Dr. Lee M. Edwards

P.O. Box 489

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

Ellen J. Epstein

33 Park Drive

Mount Kisco, NY 10549
ee27@erols.com
ROBERT GOODNOUGH

Sarah Faunce, Proj. Dir.

Courbet Catalogue Raisonné Project
28 East 78th St., fifth floor

New York, New York 10021
faunce-courbet@mindspring.com
GUSTAVE COURBET, paintings

Scott R. Ferris

8867 Jackson Hill Road
Boonville, NY 13309
kentiana@tweny.rr.com
Rockwell Kent

Ruth Fine. Curator

Special Projects in Modern Art
National Gallery of Art

2000 B South Club Drive
Landover. MD 20785
r-fine@nga.gov

MARK ROTHKO, works on paper

Jack Flam

Prof. of Art History

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

Recent American Art

Sharon Flescher, Exec. Dir.

International Foundation for Art Research
500 Fifth Avenue, Suite 933

New York, NY 10110

Authentication Issues

Laura A. Foster, Curator
Frederic Remington Art Museum
303 Washington Street
Ogdensburg, NY 13669

CRSA Forum

lafo@fredericremington.org
FREDERIC REMINGTON

Abigail Booth Gerdts
CUNY Graduate Center
365 Fifth Avenue
New York, NY 10016
WINSLOW HOMER

Clive F. Getty

Miami University
Department of Art
Oxford, Ohio 45056
gettycf@muohio.edu
J.J. GRANDVILLE

Joy L. Glass

24 Fifth Avenue, No. 224

New York, NY 10011
jlglass@mindspring.com

SAINT CLAIR CEMIN. Vol. 1: 1984-1986

Steve R. Golan

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

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

E. Adina Gordon, Ph.D

155 Elm Road

Englewood. NJ 07631
Yadina@earthlink.net

WILLIAM MACMONNIES, sculpture

Richard Grant, Proj. Mgr.
Richard Diebenkorn CR
3200 College Avenue, #2
Berkeley, CA 94705
dick@diebenkorn.org
RICHARD DIEBENKORN

Nancy Green, Chief Cur.
Johnson Museum
Cornell University
Ithaca, NY 14853
negd(@cornell.edu
ARTHUR WESLEY DOW

Julia Gruen, Exec. Director
The Estate of Keith Haring
676 Broadway, 5th floor
New York. NY 10012
haringest@aol.com
KEITH HARING

Allison Harding, Pro. Mgr.

The Dedalus Foundation, Inc.

555 West 57th Street, Suite 1222
New York. NY 10019
aharding@dedalusfoundation.org
ROBERT MOTHERWELL

Margaret D. Hausberg

P.O. Box 744
Lake Forest, IL. 60045

mhausberg@aol.com
THEODORE ROUSSEL, KERR EBY, prints

Robin Held, Assoc. Curator
Henry Art Gallery

Univ. of Washington

Box 351410

Seattle. WA 98105
robinheld@henryart.org
LYNN HERSHMAN LEESON

Josef Helfenstein, Dir.
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
pathills@bu.edu
EASTMAN JOHNSON

Susan A. Hobbs, Ph.D

2807 Cameron Mills Road

Alexandria, VA 22302
susanhobbs@comcast.net

T.W. DEWING, MARIA OAKEY DEWING

Barbara Hoffman

The Penthouse

330 West 72 Street

New York, NY 10023
artlaw@mindspring.com

Ellen Holtzman.

Prog. Dir. for the Arts

The Henry Luce Foundation

111 West 50th Street, Suite 4601
New York, NY 10020

holtzman@hluce.org

Heidi J. Hornik

Assoc. Prof. of Art History
Baylor University

3721 Austin Avenue
Waco, TX 76710
Heidi_Hornik@baylor.edu
MICHELE TOSINI

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

New York. NY 10021
sharon@printgirl.com

JOHN BALDESSARLI, prints

Alan Hyman

Alan Wofsy Fine Arts
1109 Geary Blvd.

San Francisco, CA 94109
editeur@earthlink.net



Old Master and Modern

Sona K. Johnston

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

Baltimore, MD 21210
sjohnston@artbma.org
THEODORE ROBINSON

Alexandra Keiser

The Archipenko Foundation

P.O. Box 247

Bearsville, NY 12409
akeiser@archipenko.org
ALEXANDER ARCHIPENKO, sculpture

Roger Keyes, PhD, Dir.

Center for the Study of Japanese Prints
1463 Narragansett Blvd.

Cranston, RI 02905
rkusa@earthlink.net

KATSUSHIKA HOKUSAL single-sheet
prints

Lisa Koenigsberg
Advisor to the Dean for Arts Initiatives
New York University

333 East 57th Street

New York. NY 10022
lisa.koenigsberg@nyu.edu
Catalogue raisonné as a methodology

Melvin P. Lader, Prof. of Art History
George Washington University

801 22nd Street NW

Smith Hall, A 110

Washington, D.C. 20052
lader@gwu.edu

ARSHILLE GORKY, drawings

Robert G. La France, Research Assoc.
National Gallery of Art

420 Tth Street. N.W., #416

Washington, D.C. 20004
robertglafrance@hotmail.com
FRANCESCO D'UBERTINO VERDI, called
BACHIACCA

Ellen G. Landau

Professor of Art History

Case Western Reserve University
2956 Broxton Road

Shaker Heights, Ohio 44120
ellen.landau@case.edu

LEE KRASNER

Touran K. Latham
411 Branway Drive
Richmond, VA 23229
lathamd@att.net
JOHN CARROLL

Magda Le Donne, Cur. Asst.
European Art
37, Braemar Street

CRSA Forum

Ottawa, Ontario, Canada
mledonne@ngc.ca.
HENRI GABRIEL IBELS

Valerie Ann Leeds

Adjunct Curator of American Art
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, | Bernard Baruch Way

New York. NY 10010
gail_levin@baruch.cuny.edu

EDWARD HOPPER, MARSDEN HARTLEY

Dr. Anne-Marie Logan
25 Reilly Road

Easton, CT 06612
annemlogan(@msn.com
RUBENS, drawings

Joan Ludman

11758 Grove Ridge Lane
Boynton Beach. FL 33437
Hludman@aol.com
FAIRFIELD PORTER

Barbara Buhler Lynes

The Emily Fisher Landau Director
Georgia O'Keeffe Museum Research
Center

217 Johnson Street

Santa Fe, NM 87501
lynes@okeeffemuseum.org
GEORGIA O'KEEFFE

Kenneth W. Maddox

Art Historian

The Newington-Cropsey Foundation
25 Cropsey Lane
Hastings-on-Hudson, NY 10706
kmncti@aol.com

JASPER F. CROPSEY

Anna Malvano

Via Giacomo Bove 12
10129 Torino, Italy 0
amalva@aliceposta.it
UGO MALVANO

Steven Manford

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

Dr. Joan M. Marter

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

Nancy Mowll Mathews

Eugenie Prendergast Sr. Cur. of
19th & 20th Cen. Art

Williams College Museum of Art
15 Lawrence Hall Drive. Suite 2
Williamstown, MA 01267
nmathews@williams.edu
MAURICE PRENDERGAST, MARY
CASSATT

Renee Maurer

Research Assistant
National Gallery of Art
Washington, DC 20565
r-maurer{@nga.gov
MARK ROTHKO

Stephen Robson Miller

Research Consultant

Yves Tanguy Catalogue Raisonné
367 Cambridge Street

Cambridge, MA 0 2141
ferrars@bu.edu

YVES TANGUY: KAY SAGE

Achim Moeller

167 East 73rd Street

New York, NY 10021
achim@moellerart.com

LYONEL FEININGER. MARK TOBEY

Pamela Moffat

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

Dr. Hattula Moholy-Nagy
1204 Gardner

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

Valerie Mendelson Moylan
39-73 48 Street

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

Jane Myers, Chief Curator
Amon Carter Museum

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

Milo M. Naeve,

Field-McCormick Cur. Emeritus of
American Arts

Art Institute of Chicago

24 Ingleton Circle

Kennett Square, PA 19343

JOHN LEWIS KRIMMEL

Laili Nasr

8303 Rising Ridge Way
Bethesda, MD 20817
L-nasr@nga.gov

MARK ROTHKO
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Emily Ballew Neff

Cur. Amer. Paintings & Sculpture
Museum of Fine Arts, Houston
P.O. Box 6826

Houston, TX 77265
eneffi@mfah.org

FREDERIC REMINGTON

Peter T. Nesbett

art on paper

150 W. 28th St., Ste. 504
New York. NY 10001
peter@dartepub.com
JACOB LAWRENCE

Washburn Oberwager
100 Chetwynd Drive
Bryn Mawr, PA 19010
woberwager@mail.com

Dr. Francis V. O'Connor
250 E. 73rd Street, Apt. 11C
New York, NY 10021
fvoc@aol.com

JACKSON POLLOCK

Elizabeth Oustinoff. Dir.
Adelson Galleries

The Mark Hotel

25 E. 77th Street

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

April Paul, Director

The Chaim Gross Studio Museum
680 Ft. Washington Avenue, Apt. 2H
New York, NY 10040
grossmuseum(@earthlink.net
CHAIM GROSS

Meg J. Perlman

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

JAMES BROOKS

Caterina Y. Pierre

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

Joachim Pissarro

The Dedalus Foundation, Inc.

151 East 80 Street. Apt. 10B

New York. NY 10021
Jjoachim.pissarrof@nyc.rr.com
ROBERT MOTHERWELL. CAMILLE
PISSARRO

Christine B. Podmaniczky, Assoc. Cur.
Brandywine River Museum

P.O. Box 141

Chads Ford. PA 19317
cpodmaniczky@brandywine.org
NEWELL CONVERS WYETH

CRSA Forum

Kenneth A. Pollack

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

Michael Preble

Program Director
Peninsula Fine Arts Center
101 Museum Drive
Newport News, VA 23606
mpreble@pfascua.org
WILLIAM BAZIOTES

Aimee Brown Price

203 West 86th Street. Apt. 1010
New York, NY 10024
abrpri@juno.com

PIERRE PUVIS DE CHAVANNES

Justine Price

1136 Garden Street

Hoboken. NJ 07030
justinedprice@mail.utexas.edu
ROY LICHTENSTEIN

Neil Printz, Editor

Isamu Noguchi Foundation
32-37 Vernon Boulevard
Long Island City, NY 11106
catalogue@noguchi.org
ISAMU NOGUCHI

Michael Quick, Director

George Inness Catalogue Raisonné
1223 Wilshire Blvd.. #401

Santa Monica, CA 90403
mquick@prodigy.net

GEORGE INNESS

Mary Ran

3668 Erie Avenue
Cincinnati, OH 45208
mrangallery@aol.com
EDWARD POTTHAST

Michael P. Reed

3 Church Street

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

Inge Reist. Chief

Collections Dept. & Research
Frick Art Reference Library
10 East 71st Street

New York, NY 10021
reist@frick.org

Susan Barnes Robinson
Professor, Art History

Loyola Marymount University
I LMU Drive, MS 8346

Los Angeles. CA 90045
srobinson@!mu.edu

MABEL DWIGHT

Katy Rogers, Research Mgr.

CR of Robert Motherwell

555 West 57th Street, Suite 1222
New York. NY 10019
krogers@dedalusfoundation.org
ROBERT MOTHERWELL, paintings &
collages

Peter Rooney

Magnetic Reports

332 Bleeker Street, #X6

New York, NY 10014
magnetix@ix.netcom.com
Catalogue Raisonné Software

Alexander S.C. Rower. Dir.

Alexander & Louisa Calder Foundation
40 Wooster Street, 5th floor

New York. NY 10013

ALEXANDER CALDER

Louisa Wood Ruby
433 4th Street
Brooklyn. NY 11215
Iwruby@aol.com
PAUL BRIL

Ellen Russotto

Esteban Vicente Archives

P.O. Box 385

New York, NY 10013
estebanVicente@nyc.rr.com;

David Hare: estatedavidhare@yahoo.
ESTEBAN VICENTE

Bonnie Rychlak

Director of Collections

The Isamu Noguchi Foundation, Inc.
32-37 Vernon Boulevard

Long Island City, NY 11106
catalogue@noguchi.org

ISAMU NOGUCHI

Jerome H. Saltzer, Professor, M.L.T.
Room 32-G922, 77 Massachusetts Ave
Cambridge. MA 0 2139
Saltzer@MIT.edu

FREDERICK F. SCHAFER

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

561 Broadway. 8A

New York. NY 10012
sandbackaf@earthlink.net
ROBERT RYMAN

Joyce K. Schiller

Curator, 19th & 20th Century
Delaware Art Museum

5301 Kentmere Parkway
Wilmington, DE 19806
jschiller@delart.org

JOHN SLOAN

Deborah Browning Schimek
Asst. Adj. Prof.
New York University
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60 East 8th Street, Apt. 30P
New York, NY 10003
jgs3@nyu.edu

HANS REICHEL

Ralph Schneider

47 St. Paul's Place
Hempstead, NY 11550
ralph47@optonline.net

Rona Schneider

12 Monroe Place

Brooklyn Heights, NY 11201
ronaf@ronaschneiderprints.com
STEPHEN PARRISH, etchings

John R. Schoonover, Pres.
Schoonover Studios, Lits.
1616 N. Rodney Street
Wilmington, DE 19806
studios@dca.net

FRANK E. SCHOONOVER

Michael D. Schroeder.,, Asst. Dir.
Microsoft Research, Silicon Valley
1065 La Avenida

Mt. View. CA 94043
mds@microsoft.com

GILBERT MONGER

Charlotte Sholod, Curator
Dreyfuss/Glicenstein Estate
1520 York Avenue, Apt. 3J
New York, NY 10028
csholod@earthlink.net
GLICENSTEIN

David P. Silcox

Massey College, Univ. of Toronto
70 Montclair Avenue, Apt. 402
Toronto, Ont.. Canada M5P 1P7
david.silcox@utoronto.ca
DAVID B. MILNE

Patricia Siska

55 Payson Avenue, #6F
New York. NY 10034
psiska@earthlink.net

Wendy Snyder

88 Lexington Avenue. #9E
New York, NY 10016
wendysnyder@earthlink.net
SAM GLANKOFF

Regina Soria

78. via P.A. Micheli
Rome, Italy 00197
reg.soria@tiscalinet.it
ELIHU VEDDER

Melissa Webster Speidel

Curator, Thomas Moran CR Project
631 Portofino Lane

Foster City, CA 94404
melissai@cyberlynk.com
THOMAS MORAN, oil paintings

CRSA Forum

Ronald D. Spencer

Carter, Ledyard & Milburn
Two Wall Street

New York. NY 10005
spencer@clm.com

Atty. active in CR matters

Peter R. Stern

McLaughlin & Stern, LLP
260 Madison Avenue

New York, NY 10016
pstern@mclaughlinstern.com
Atty. active in CR matters

Joyce Hill Stoner

Prof. & Paintings Conservator
Winterthur/Univ. of Delaware Program in
Art Conservation

Winterthur Museum

Winterthur, DE 19735
jhstoner@udel.edu

Consultant: N.C., Andrew & J.B. Wyeth
projects

Roberta K. Tarbell

1810 Rittenhouse Sq. Apt. 901
Philadelphia, PA 19103
Tarbelli@Camden.rutgers.edu
WM. and MARGARET ZORACH

Mary Thorp

Harry Bertoia Research Project
P.O. Box 352

Rock Cave, WV 26234
thorpdesigns(@juno.com
HARRY BERTOIA. sculptures &
monotypes

James Francis Trezza

39 East 78th Street, Suite 603

New York, New York 10021
jft@trezza.com

19th & 20th Century Authenticators

Dr. Yolande Trincere

Roy Lichtenstein Foundation
55 West [ 1th Street, Apt. IF
New York. NY 10011
vetphdi@cs.com

ROY LICHTENSTEIN

Patricia Trutty-Coohill. Prof. Art Hist.
Siena College

Creative Arts Department, Foy 306, 515
Loudonville Road

Loudonville, NY 12211 .
trutty@coohill.com

LEONARDO DA VINCI in America

Ashley Waechter

Gerald Peters Gallery

1011 Paseo de Peralta

Santa Fe, NM 87501
awaechte@gpgallery.com
TAOS SOCIETY OF ARTISTS:
BLUMENSCHEIN, CRITCHER

Jayne Warman

11 Normandy Road

Bronxville, NY 10708
jswarman@earthlink.net
CEZANNE'S paintings & watercolors

Robert S. Warshaw, Esq.

501 Fifth Avenue, Suite 1803
New York, NY 10017
rwarshaw(@fifthavenuelaw.com

Deborah White

1968 Arbor Court

Charlottesville, VA 22911
millerproject@earthlink.net
ALFRED JACOB MILLER, WILLIAM
ROBINSON LEIGH

Guy Wildenstein
19 East 64th Street
New York, NY 10021

Gertrude Wilmers

Special Research Associate

International Foundation for Art Research
14 East 90th Street

New York. NY 10128
gwilmers@sprintmail.com

CORNELIS SCHUT

Barbara A. Wolanin

Cur. for the Architect of the Capitol
7807 Hamilton Spring Road
Bethesda, MD. 20817
bwolanin@earthlink.net

ARTHUR B. CARLES, CONSTANTINO
BRUMIDI

Gerd Woll, Senior Curator
Munch-museet

P.O.B. 2812 Toyen

N-0608 Oslo, Norway
gerd.woll@munch.museum.no
EDVARD MUNCH, paintings

Erin Wright

Research Assistant

3581 Ocean View Avenue
Los Angeles, CA 90066
erin@edruscha.org
EDWARD RUSCHA

John Yau.Assist. Prof. Of Critical Studies
Mason Gross School of the Arts

33 Livingston Avenue

New Brunswick, NJ 08901
jvau974406(@aol.com

Norman Bluhm, paintings

Dr. Judith K. Zilczer. Curator Emerita
Hirshhorn Museum & Sculpture Garden
2351 North Quantico Street

Arlington, VA 22205
zilczerj@verizon.net
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