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In 1946, the TS, State Diepartment Pla.uu:-:l a project of culoural -:]iplc-macjr
as a clear demonstration of Americas artistic coming of age. The program
called for the acquisition of works of art by the leading American modernists
of the time with the intention of traveling the art through the Latin American
republics, Burope, and Asia. Very soon afrer the project began ies tours, however,
the State Department had to recall the collecrions to the United States, where
they were later auctioned off to public and private buyers. Among them were
the present organizers of this exhibition. For quite some time, those three
institutions (the Georgia Museum of Art ar the University of Georgia, the Fred
Jones Jr. Museum of Art at the University of Oklahoma, and the Jule Collins
Smith Museum of Fine Art ar Auburn University), which collectively hold
cighty-iive of those works of art, have wanted o recreate the original exhibitions.
We are pleased to realize this shared vision through the dedicared effores of
various lenders, our hard-working staffs, and our generous funding partners.
The original exhibitions, part of a new direction in international
diplomacy, enjoyed good reviews for the most part from arc critics here and
abroad. Unforrunately, American conservative groups assailed the various
programs of the project. These virulent opponents used the narional media and
their bully pulpits in Congress to vilify the art’s modernist slant as subversive
and un-American and to rarget individual arcists whom they deemed
politically dangerous. The controversy over these well-intended exhibitions
and the subsequent sale of the objects by the War Asses Administration as
government surplus have provoked research by various scholars, most notably
in the exhibition and accompanying catalogue encitled Aduerncing Aweerican Arr:
Politicr arnd Aesthatics in the State Deparement Exhibition 19461048 (1984) with
essays by Margaret Lynne Austeld and Virginia M. Mecklenburg. We thank
them and acknowledge the many other scholars, including Serge Guilbaule,
Taylor D. Lictleton, Leon F. Licwack, Louis Menand, and Maleby Sykes, for the
groundwaork they laid for this project. Our curatorial objective is to build on
their carlier research, m investigate the imbroglio, and to examine the works of

art as such rather than as political weapons. As you will read in the essays that
follow, the originators of the exhibitions hoped they would promote democracy
in a postwar world of continuing conflict and uncertainey.

The range of artists incladed in the original exhibirions illaserates the
State Deparcments agenda as well as an inherent desire to balance the works
of such well-established artists as John Marin, Arthur Dove, Yasuo Kuniyoshi,
and Ben Shahn with the worles of such arrists as Mahum Tschachasow, Micchell
Siporin, Karl Zerbe, and David Burdiuk, who were equally innovative bur are
not as well known today. All were a vital part of the nation’s zeitgeist and
help illuminate a transitional period of American art. Also significant was the
inclusion of the work of African American artists such as Jacob Lawrence and
Bomare Bearden, who would continue to build solid reputations in the second
halt of the rwentieth century, and the very few women artises represented, such
as Geargia ('Keeffe and Irene Rice Pereira, who nonetheless presaged in their
paintings the imminent dominance of abstraction.

We are grareful o both the Henry C. Luce Foundation and the Marional
Endowment for the Ares, which have assiseed us with the necessary funding for chis
project. Their generosity and belief in the project has been invaluable and inspiring.

Crthers who have offered kind assistance to us as we prepared the inicial
research and organization of this project include: Karherine Dehn, of Kraushaar
Galleries; Freda and Richard Durrete, of Durrert Studios; Jason Schoen; Stephen
Murphy, of New Trier Township High School; Kevin and Cheryl Vogel and
the Valley House Gallery of Dallas, Paul D Schweizer, of the Munson-Williams-
Proctor Arts Inscitute; Allison Whiting, of Christics New York; Andrew
V. LaLonde and Kathy Houghton of the New York Mills Union Free School
District; and Pamela Bransford, of the Montgomery Muscum of Fine Arts.

We also wish to thank the following institutions and individuals for
their cooperation and willingness to loan essential pieces: Robert Ekehund; Claude
Albritron; Mr. and Mrs. Scephen Seidel;, Eve Granick and David Wheatcroft;
Wendy Blazier of the Boca Raron Museum; Don Bacigalupi, Chris Crosman,



and Jennifer De Martino of the Crystal Bridges Museum of American Arc;
Maxwell Anderson and Trisha Dixon of the Dallas Museum of Arc; Suzanne
Dielahanty, Donna Gustafson, and Margaret Molnar of the Jane Voorhees
Zimmerli Arc Museum, Rutgers, the State University of Wew Jersey; Linda
Diodson of the Washingron County Museum of Fine Ares; Carol Herr of the
Lancaster County Art Association; Judy Sourakli of the Henry Arc Gallery,
University of Washington; Pauline Sugino of the Honolulu Academy of Arts,
Karen Rosner of the New York City Department of Education; and Grace
Ramirez Gaston of the Public Are for Public Schools, New Yaork City School
Construction Auchoricy.

We extend special thanks to Mark A, White, Eugene B. Adkins
Curaror of the Fred Jones Jr. Museum of Art at the University of Oklahoma,
and Dennis P. Harper, Curator of Collections and Exhibitions of the Jul=
Collins Smich Museum of Fine Arc at Auburn University, for spearheading
the research and writing for this project. Their work has inspired all of us who
participared in this project o very high standards.

We must also acknowledge the various staff and individuals from each
of our institutions who worked diligently to make this exhibition possible.
From Auburn University that includes: Janice Allen, Grace Scott Bishop-
Wagoner, Colleen Bourdeau, Michael Cortez, Danielle Funderburk, J. Andrew
Henley, Jessica Hughes, Daniel 8. Neil, and Sunny Staleer.

Paul Manoguerra, Tricia Miller, and Hillary Brown ar the Georgia Museum
of Art embraced the project with enthusiasm and passion, as they do wich all the
museum’s projects. We all recognize the extraordinary contriburion of Betry Alice
Fowler, who wrote the successful grant applications thar ensured the projects sucosss.

Thank you to the numerous staff members of the Universicy of
Oklahoma who helped make the project possible: Gail Kana Anderson, Susan
Baley, Michael Bendure, Miranda Callander, Deborah Rudy, Brad Stevens,
Robyn Tower, and Becky Zurcher Trumble, as well as Heather Read for writing
many encries. We would alse like oo recognize Mile Pullin and the Fred Jones

Jr. Museum of Art Association for their support in acquiring one additional
work from the original checklist of Advancing American Art and one warercolor
in the accompanying group that was sold in the WAA auction. We also extend
our gratitude to Roger and Joyce Lethander for making pessible the acquisitien
of an additional work from Advancing American Art to the collection of the
Jule Collins Smich Mussum. Finally, thank you to Lnis Salamanques of TNESCO
for his assistance in research etfores.

We convey our most sincere appreciation to Adelheid M. Geal, director,
and Jenny McComas, curator of Western are after 1800, at Indiana Universicy
Art Museum, for signing on their institution as the third veme of four for
this exhibition.

How and why these works of art ended up as part of a surphas sale is
an intriguing story, one that involves politics, censorship, and how we measure
the warth of artistic expression in a democratic society. From our perspective,
the organizers were perhaps naive in their optimism when they decided to creane
this series of exhibitions to promote a greater awareness and understanding
of American democracy and freedom. These pages investigate the curarorial
motivations and ideas that generated the original project as well as the socio-
economic, political, and cultural coneexe from which they arose. It is evident that
a confluence of untoward events interrupeed what was an ambitious undermaking,
one whose good intentions precipitaced a clash of cultural issues. Many of

those same disputes continue to confront us today.

Ghislain d'Huml&ras, Wyladean and BIll Saxon Director
Fred Jones Jr Musesm of Ave, University of Oblahoma

Willlarm U. Enand, Diractor
Georgia Masenn: of Art, University of Georgia

Marllyn Laurer, Director
Jele Collires Smith Muvesan of Fine Art, Awburn University



Advancing American Art

LEROY DAVIDSON'S “BLIND DATE WITH DESTINY"

IN THE COLD WAR SPRING OF 1946, Joseph LeRoy Davidson, visual-arts
specialist at the State Department in Washingron, D.C., began assembling a
collection of paintings by contemporary American artists for the government
to use as a political tool abroad. Davidson was tasked with developing a set of
touring exhibitions that would demonstrate the ascendance of modern American
art and its liberation from European roots and exemplify the freedom of
expression enjoyed by diverse artists in a democrartic country. Directed in large
part toward audiences within the growing sphere of Soviet hegemony east of
the Iron Curtain, Davidson's project represented an innovative type of cultural
diplomacy and instrument of American foreign policy. Assistant Secretary

of State for Public Affairs William B. Benton described the department’s art
programs as “[bearing} testimony, to all those abroad who thought of the
United States as a nation of materialists, that the same country which produces
brilliant scientists and engineers also produces creative artists.™ At the heart
of this initiative was a project called Advancing American Art.




Under the aegis of the State Department’s
newly established Ofhce of International Informarion
and Culrural Affairs (OIC), Davidson purchased
seventy-nine “oils” by established and emerging artises
to constitute Advancing American AreS They were
augmented by two groups of “water colors” compris-
ing another seventy-three warks. (Actual media in all
three collections included encaustic, tempera, casein,
and gouache, in addition to oil and watercolor) The
plan, as devised by Diavidson and his immediace
supervisor, Richard H. Heindel, chiet of the Division
of Libraries and Institutes at the Deparement of State,
was to circulace selecrions from these 152 works of
art and others to follow to embassies and institutions
around the globe in a mission of cultural diplo-
macy, not unlike the department’s Vaice of Aweerica
radio programs. In less than a year, following inirial,
well-received showings in Wew York, Paris, Czecho-
slovakia, and Latin America, the project was aborted,
its organizers and arrises ridiculed in the media and
before Congress. Davidson was out of a job, his position
abolished. Before another year had passed, the entire

collection of cils and a majoricy of the watercolors

Ag. 1

Advancing American Aric LeRsy Davidson's "Blimd Dade witk Dentimy"

were sold ar auction as war surplus. The project’s rise
and spectacular fall caprured the attention of the
American public as had few other domestic art enter-
prises, engendering passionate debate about the value
of modern are, government’s role in patronage of the
arts, and what constitutes a rruly American are form.
Advancing American Art’s ill-fated story offers impor-
tant clues to underscand better the unsettled peried
in American history immediacely following World
War II. The parameters of the debate and tone of che
imbroglio within which it occurred may also serile a
tamiliar chord to contemparary followers of are and
perhaps offer insights to inform twenty-first-century
deliberations on the same issues.

LeRoy Davidson's selection of paintings for
Advancing American Arr refleceed changing times
in the state of American art and American sociecy at
large in the mid-twentieth century. Davidson came of
age during the Great Depression and began his career
in the arts amid Mew Deal effores ar socieral and
sconomic reconstruction. Born in 1908 in Cambridge,
Massachusetts, he received his undergraduace educa-
tion at Harvard, graduating in 1930, He carned a

Ag. 1
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master's degree in 1936 at New York University's
Institute of Fine Arts betore taking a position at the
Walker Art Center in Minneapolis, where he served as
curator and assistant director from 1939 o 1943, He
was fluent in French and German and read Chinese.
Dhuring World War IT, Davidson served in the Army
Signal Corps and was involved with graphic ares ar

the War Department in Washington, DUC. In 1995,
he joined the State Department to direct the interna-
tional art programs at OIC. Having solid experience in
academic, cultural, and governmental milicus, David-
son appears to have been particulacly well suited for
the job. His scholarly interests ranged from Asian arr,

a subject he rerurned o lacer for docroral studies and
teaching, to European and American modernism. Cne
of his acquisition coups ar the Walker was the purchase
of Franz Marc’s The Large Blwe Horves (g, 1), an important
painting from the German Expressionist movernent
Dier Blaue Reiter (the Blue Rider) and the first major
modernist work to enter the Walkers collection.

The idea at OIC to develop and travel
Advancing American Art did not arise spontancously.
The State Department had circulaced exhibicions of
art prior to 1946, often put together by such organi-
zations as the American Federarion of Ares (AFA) and
the Council for Inter-American Cooperation ar rented
from Life magazine, the Museum of Modern Art, and
the Baltimore Museum of Art. One such exhibition
of forcy-five loaned American warercolors was seleceed
by the Whitney Museum of American Are, assembled
and mounted by the Walker Art Center, and presented
by the Inter-American Office of the Mational Gallery
to travel to the “other American Republics.” The
relationship berween the Mational Gallery and the Stace
Dieparcment, however, had grown unsatisfactory o
personnel wichin OIC. Davidson and Heindel mainrained
that the exhibitions the National Gallery organized

were too conservative and did liccle to promote
American art and living arrists.* In addition, contrace-
ing exhibitions to the National Gallery was a costly
venture, The hscal year 1946 (FY46) budget for OIC,
tollowing its establishment in January of that year,
reflected a $35,000 obligation to the Wational Gallery
as grants-in-aid for exhibitions, and the first half of
FY47 included $21,600. Total exhibition granes for
FY46 amounted to $47,500, and all other departmental
expenses numbered just over $54,000. The latter
Bgure included purchases of paintings for Advancing
American Art and other exhibitions, plus the costs

for touring exhibitions of photographs, art reproduc-
tions, and industrial design; shipping and inscallation
fees; and other miscellaneous charges. Grants to the
Mational Gallery consumed more than a third of

the budgee. In the first half of FY47 its portion was
better than half of total expenditures?® Furchermeore,
OIC increasingly found ieself unable to mise curatorial
objections regarding Mational Gallery—arganized
projects. Davidson met with the Warional Gallery's
director, David Finley, on several occasions after joining
the State Deparcment, bur ultimacely the insdtion
demanded that it manage “all or none of the art pro-
gram.” The lacter option prevailed .

This new autonomy at OIC provided Arc
Specialist Davidson a stronger curatorial role. Among
the OIC-organized exhibitions to tour in 1947 were
Sy Americanr Sice 1800, seleceed from the corporare
collection of International Business Machines (IBM),
and American Industry Sponsors Art, described by
Davidson as “a cross-section of late nineteenth and
ewenticth century American oil and warercolor paine-
ing . . . lent to the Department by various American
business firms for exhibition in Europe.”” Both exhibi-
tions utilized loaned objects and integrated examples

of modern arr into historical conrexte. OIC also




toured Fifty Americen Serigraphs, featuring a then-new
commercial process that had developed intw a fine
art medium under Works Progress Adminiscration
programs. Prints for the serigraphy exhibition were
purchased as four identical sets and toured widely—
in 1946 the exhibition was hosted in Algiers, Ceylon,
Copenhagen, and Prague. Four other exhibitions of
contemporary prints traveled to South America. They
included lithographs, etchings, serigraphs, mono-
prints, woodcuts, wood engravings, and aquatines by
dozens of leading American printmakers. The deci-
sion to purchase all those prines, rather than borrow
them, was o a large degree a financial considerarion.
Justificatien for che purchases appeared in an OGIC
memo from Ftl:urua.r:.r 21, 1947: “Tt was found that
at a cost of approximarely $500.00 the Department
could organize an excellent print exhibition, which
would be the permanent property of the Uniced Staces
Government. A c-:-mpa.ral:uln: exhibit, when rented,
was found to cost $850.00 per year.™

Favorable responses abroad o the prinemak-
ing exhibitions and requests from host sites to see
more of the advanced American seyles spurred the
creation of a similar survey of modern American
painting. The department offered justification for the
project in a memorandum of July 1947 from che
Division of Libraries and Institutes (ILD}: “In July 1944
the mission at Sao Paclo wrote: 'It is believed that
an exhibit of modern American painting would be
very successtul and this othee scrongly recommends
that every effort be made to organize such an under-
taking.™ Similarly, “In 1945 the Cultural Relations
Artache in Buenos Aires urged the Department to
send ‘2 group of ariginal paintings by our best modern
painters’ o Argentina.” Moreover, the mission at
Bucnos Aires, quoting an unnamed “outstanding art
cricic,” expressed grave apprehensions thar “if che col-

Advancing American Aric LeRsy Davidson's "Blimd Dade witk Dentimy"

lection is labeled as ‘modern art in the United States’
and if the selection is left to official or semi-official
committees, the result will seem hopelessly academic
and ‘unmodern’ as compared to modern art as it is

understood in Argenrina.” The critic urged that the
collection “be thoroughly advanced in style and mighe
indeed include a few examples of the abstrace™

In respanse to those and similar entrearies,
Davidson conosived the idea of Advancing American
Art, which would “place emphasis on the creative
and experimental aspects of painting” by the “lead-
ing exponents of modern trends” working in the
United Stares.” From their experience in organizing
earlier loan exhibitions, it was apparent o Heindel
and Davidson that borrowing works of art would not
be practical for a project of the scope and duration
they intended. A "Statement on the direct purchase
cechnique” described several addirional reasons that
supported purchase. Borrowed exhibitions were
generally only available for shore periods, requiring
frequent replacement of individual loans and a costly
repetition of packing and shipping charges. Insur-
ance premiums for purchased art could be eliminaced,
as the government would assume all risk. Travel
expenses for specialists to escort and unpack privace
collecrors’ loaned objects would also be eliminared as
such couriers would net be required. Whereas some
lenders only allowed their works o be displayed in
major metropolitan museums, purchased art could be
shown in smaller towns and art centers. Furchermore,
priority requests could be accommedared withoue
prolonged and sometimes unsuceessful negotiations
with owners."" As mentioned previously, the Stare
Diepartment had demonstraced the efficacy of pur-
chasing art in the case of its print exhibitions. At an
opening receprion in Jamuary 1946 for the serigraphy
collection, Benton, Heindel, Davidson, and others in




the department discussed at length the relative merits
of borrowing versus purchase. Benton endorsed the
idea of buying works for exhibition and expressed
approval for the type of are that was on view, which

was predominantly modernist in style As owner,
publisher, and chairman of the board of Encyclopac-
dia Britannica (from 1943 uncil his deach in 1973},
Benton developed an impressive corporate collection
of art, which included some of the same artises who
would constiture the State Deparcment collecrions.
Selections from Encyclopacdia Bricannica’s collection
were toured, and Benton referred to thar experience
when administering the art programs developed by
Davidson and Heindel.

Funding to acquire Davidson's initial selec-
tions, the seventy-nine "oils” mentioned earlier, came
from four sources in 1946 and 1947, according o a
State Deparcment memeo dated April 7, 1947, item-
izing the charges. Appropriations from the Ofhce of
International Information and Cualtural Affairs,
War Informartion Functions covered thirty-four paine-
ings at a cost of $25,950 (1946}, Cooperation with
the American Ri.-pl_ﬂ:ulics, mr:n:].r—ﬁv-: paintings for
$11,027 (1946) and nine paintings for $6,400 (1947},
Culrural Relations with China and the Neighboring
Countries and Countries of the Wear East and Africa
{(Emergency Funds of the President), five paintings for
$2,510 (1946), Contingent Expenses, Department of
Stare, rwo painrings for $1,100 (1946) and four paint-
ings for $2,925 (1947). Total appropriations for these
purchases amounted o $49,912, making the average
price per painting just under $632.9 Although it is
uncertain whether Davidson had a fixed budget or a
prcd:n::min:d numiber n::t-pa.in:ings to acquire, OIC
planned for ewo separate touring exhibitions. One
would be circulated across Eastern Europe (referred

to in State Department documents as “the Eastern

[z

Hemisphere”) and the second to countries in Larin

America ("the other American Republics,” or the

“"OAR") Judging from the sources of allocared funds,

a complete tour itinerary may very well have included
other continents.

Although Davidson’s knowledge of modern
art was already well grounded, he sought advice from
leading specialists in the private sector, perhaps in
recognition of the gravity of his rask. While prepar-
ing a list of artists to be represented, he consuled
with Hudson Walker, president of the American
Federation of Ares: Herman More, curator ar the
Whitney Muscum of American Art; James Johnson
Sweeney, director of painting at the Museum of
Modern Arc; Maude Kemper E.il-::,r, art critic and
editor of MER's Arr Opiricer; and Alfred Stieglitz,
phomgrapher and owner of the influencial modern art
gallery An American Place™ Undoubtedly, he had
also established contacts with other gallery owners
while at the Walker Art Ceneer and when purchasing
prines for OIC. Walker and More were involved in the
selection of watercolors, of which a group of chircy-
frve was assembled to tour the OAR and chirty-cight
for exhibirion in China and the Far East; however,
Diavidson alone selected the oils and acred as curaror
of the collection and exhibitions, which would earn
him both praise and harsh cricicism in the months
o come. OIC had arranged to premiers Advancing
American Art at the Merropolitan Museum of Are
in Oceober 1946 prior o shipping the works abread.
This deadline may have spurred a more rapid assembly
of the mllection than the agency would otherwise
have employed. Selection of works almost cermainly
would have been slower with a more time-consuming
deliberation by commirtee.” A second vemue was
scheduled on the heels of the Met exhibition. State
Diepartment officials had been pressed to hnd a more
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modern American contriburion to the international
exhibition to be held in Paris that November for the
first meeting of UNESCO (United Nations Educa-
tional, Sciencibic and Cultural Organization) than
the survey of paintings from cllections of American
museums that was then on view at the Tate Gallery
in London." On short notice, the group of oils for
the Eastern Hemisphere, supplemented by the st of
thirty-hve watercolors, was chosen to represent the
United Scates during UNESCO Monch.

Several names were -Fl:i.[‘l:l'ﬂﬁ.EI for inclusion:

artists who held long-established reputations in 1946,

such as Arthur Dove, Marsden Hartley, Walt Kuhn,
John Marin, and Georgia O'Keefte. Davidson would
naturally have wanted to include examgples by the
best-known modernist painters, if such works were
available and atfordable. He also wanted to feature
newer and emerging arcists. Except for Hartley, who
had died three years earlier, all his choices were
!.iﬁ.tlE artists. Current exhibicions p:mrl:]:d an obwious
resource to identify signibhcant arcists. For example,
the AFA, with which Davidson consulted, was
planning a touring exhibition of works to be drawn

Advancing Awericaw Art: LaBoy Davidson's "Blimd Date with Dertim®

from recent acquisitions (1943—46) by the Metro-
politan Museum of Art and the Whicney. Its check-
list inchaded Paul Burlin, Julio de Diego, Joseph

de Martini, O. Louis Gugliclmi, Kuhn, Julian Levi,
Loren Maclver, Marin, George L. K. Morris, Irene
Rice Pereira, Gregorio Prestopino, Abraham Rartner,
Ben Shahn, Mahum Tschachasov, Franklin Warlkins,
Max Weber, and Karl Zerbe, all of whom Davidson
inchided in Advancing American Arc. Another ten
artists on the AFA checklist were feamured in the
two OIC watercolor exhibitions: William Baziotes,
Charles Burchheld, Adolf Dehn, Lyonel Feininger,
Grorge Grosz, John Heliker, Edward Hopper, Dong
Kingman, Jacob Lawrence, and Jean Liberté.? Con-
currently, at the New York commercial galleries chat
spring, one could view solo exhibitions by Romare
Bearden at Samuel M. Kootz (hg. 2), Louis Bouche
at C. W. Kraushaar (fig. 3), and Burlin and Ralston
Crawtord at the Diowntown Gallery. Bouché's Gallery
K (cat. no. 11), Bearden's At Froe in the Aftermoan (cat.
no. 3), and Crawford’s Wing Fabrication (cat. no. 21),
all of which Davidson purchased, were among the
paintings on display.




One World

ADVANCING AMERICAN ART, MODERNISM, AND INTERNATIONAL DIPLOMACY

MARK ANDREW WHITE

THE CRITICAL HISTORY of Advancing American Art has focused primarily
on the national controversy created by the conservative press, members of
Congress, and the executive branch. Although previous criticism has helped
preserve the history of the project and its role in the culrural politics of the
United Srates, authors have been less concerned with how it informed, and was
informed by, American global aspirations in the postwar period. Advancing
American Art hoped to foster cultural goodwill abroad, and the State Department,
in its promotional statements, emphasized individualism and freedom of
expression as demonstrable values of the exhibition by arguing that “Only in a
democracy where the full development of the individual is not only permitted
bur fostered could such an exhibition be assembled.” The exhibition was one
of a number of important cultural programs endorsed by Assistant Secretary of
State for Public Affairs William Benton and informed indirectly by politician
Wendell Willkie's influential book One Warld, which emphasized international
cooperation and cultural exchange in the wake of World War II. A cursory
examination of the checklist of Advancing American Art reveals that the art



and artists drew upon stylistic and themaric influences
from around the globe: American folk art, American
Indian art, Ducch Die Seijl, the School of Paris, Ger-
man Expressionism, and Russian Constructivism. In
this regard, the project demonstrated a heterogeneous
modernism that emphasized both intellectual freedom
and the multiculturalism of the United Stares, as
opposed £o a nationalise “American” style.

In citing intellectual freedom as a goal of
Advancing American Art, Benton and his staff conrin-
ued the legacy of Franklin Dielano Roosevelt’s culcural
programs under the New Deal;, however, they depart-
ed from the rhetoric of the Federal Are Project and
other programs, which actively soughe a distincrively
American art, rooted in the soil of Morch America.
The survey of American modernism the project cre-
ated also differed from the more homogenecous picture
promoted in the 19505 by supporters of Abstract Ex-
pressionism in that it included both experimental and
conservative tendencies. Modernism for the organizers
and promoters of Advancing American Art was not
defined by a single aesthetic idealogy bur by a pluralicy
of expression created in response o the condirions of
modern life by artists of varying intellectual disposi-
tions and different racial, social, and cultural back-
grounds. In turn, the State Deparcment hoped o
promote this notion of modernism as an example of
the individualism and freedom of expression available
under American democracy.

Advancing American Art was an important
part of a much larger program of traveling exhibitions
that the State Department’s Division of Libraries and
Institutes Art Program organized following World
War II. Most exhibitions were created externally by
grants supplied to such institutions as the National
Gallery of Art, which assembled a show of watercolors
for Latin America, or the American Federation of

Arts, which planned to send a group of thirty-eight
warercolors to China and other countries in Easc Asia.
Orther touring exhibitions sponsored by the State
Diepartment inchided Sixey Americans Simee 1800,
organized out of the collection of International Busi-
ness Machines Corporation and sent to the Middle
East and Europe, and American Dedustry Spossors Art,
which included ffry-three oils and watercolors lent
by various industrial spensors for a tour of Northern
Europe.’ J. LeRoy Davidson, the principal curator of
Adwvancing American Art, and division chicf Richard
H. Heindel were dissatished with the largely conser-
vative narure of most of the exhibitions, and the Stare
Department had allegedly received complaines abour
their quality. Davidson decided to organize Advancing
American Art himself and purchase the paintings
instead of borrowing them from an external encicy.?
Benton reportedly agreed to the idea at a meeting of
the Pan American Union in January 1946, :spi:ciall‘_.r if
the work was “predominantly modern in characeer™
Davidson selected seventy-nine oils represent-
ing the heterogeneous nature of American modernism
in the 1940s, Arcists with established reputations,
such as Stuart Davis and Georgia O'Keeffe, for exam-
ple, were included alongside such emerging artists as
Ben-Zion and Gregorio Prestopine. Stylistically, cthe
show demonstrated Davidson's incerest in the diverse
and global character of American modernism. In his
description of Advancing American Art, he argued
that “the American artist has not relied solely upon
contemporary Europe for inspiration but like the Eu-
ropean has drawn directly upon Africa, the primicives,
and the Mear and Far East. In addition, for America
there has been a source not as yet thoroughly explored
by the critics—American folk art of che 18th and
19th centuries, on which many American arrists have

based their approach.”
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The checldist bears out Davidson's assertion.
Influences from both the School of Paris and German
Expressionism were obvious in many of the works
included. European study and exposure to Fauvism,
Cubism, and Expressionism had an impact on many of
the most prominent modernists of an earlier generation
such as Archur Dove, Marsden Hartley, John Marin,
and Max Weber, who were represented by recent works
to acknowledge both their place in the history of
American art and their continuing infuence. Hartley
had died in 1943 and was the only nonliving artisc
featured in the exhibirion; his influence on many of
its younger artists must have necessicared his inclu-
sion. Other artises included had close relationships
with many of the most prominent members of the
European avant-garde. George L. K. Morris studied
with Fernand Léger, and the former's painting demon-
strated clear influence from the hard-edged Cubism of
his inscructor. Abraham Rattner developed close rela-
tionships with Le Corbusier, Alberto Giacomertti, and
Pablo Picasso during his mumerous sojourns in Paris
in the 1920s and 1930s, and his works demonstraced
affinities for Georges Rouaule and Marc Chagall.
Irene Rice Pereira had studied with Amédée Ozenfant
in Paris, bur her work had much moere in common
with the Russian Constructivism of El Lissicsky and
the Meo-Plasticism of Piet Mondrian and Theo van
Dioesburg. Artists such as Byron Browne and Romare
Bearden were not as well connected, bur cheir debt to
Picasso was abundantly clear. Beardenk As Fiee ére the
Afternoon (cat. no. 3) refers to the Spanish Civil War
and the death of Spanish poet Federico Garcia Lorea,
similar in many respects to Picassos painting Grersica
{1937). French Surrealism influenced William Baziotes,
Adolph Gottlieh, and Charles Howard, alchough
Baziotes's vaporous color was somewhat beholden to

Chilean painter Roberto Martta, and Gortlichs com-

partmentalized abstractions were informed by North-
wrest Coast American Indian textiles and houseposts.

German influence was equally represented
in Advancing American Art. Both Karl Zerhe and
Werner Drewes were German-born. Zerbe had been
condemned as a “degenerate” by the Third Reich and
was a close colleague of Max Beckmann's, Direwes
had trained at the Bauhaus with Lazlé Moholy-Nagy
and Wassily Kandinsky. Expressionism had widely
influenced American social realists and is evident in
the worls of Philip Evergood, Jack Levine, and Ben
Shahn. Finally, Davidson’s interest in American folk
and naive painters was represented by artists such
as Loren Maclver, Evercer Spruce, and even Yasuo
Kuniyoshi, whose Cinwer Giel Rerting (cat. no. 62) is
directly inspired by folk painting,

Davidson purposely included more conserva-
tive artists such as Louis Bouché, Walt Kuhn, and
Reginald Marsh "so that the entire gamut of contem-
porary production may be estimared.™ His approach
to contemporary art anticipated “A Statement on
Modern Art” issued in 1950 by che Instituee of Con-
temporary Art in Boston and the Museum of Modemn
Art (MoMA) and the Whitney Museum of American
Art in New York City. In that statement, the three
museums defined modernism as 3 “mulciform move-
ment” and stated emphartically that “The feld of
contempaorary art is immensely wide and varied, with
many diverse viewpoints and styles. We believe chat
this diversity is a sign of vitalicy and of the freedom
of expression inherent in a democratic society. . . .
We hold that American art which is international
in characeer is as valid as art obviously American in
subject matter. We deplore the revival of the tendency
to identify American are exchasively with popular
realism, regional subject and nationalistic sentimene”™”

Advancing American Art advocated the diversitcy,




Modernism for the organizers and promoters of

Advancing American Art was not defined by a single

aesthetic ideology bur by a plurality of expression

created in response to the conditions of modern life

by artists of varying intellectual dispositions and

different racial, social, and cultural backgrounds.

freedom of expression, and internationalism this stace-
ment endorsed.

The State Diepartment planned a more ambi-
tious exhibition schedule than usual for the project
to help fulfill irs mission as both a demonstration of
the heterogeneous, global narure of American art
and a weapon against the suppression of intellectual
freedoms under communism. On October 4, 1946,
Advancing American Art premiered ar the Metropolitan
Museum I]-F.i'l:l:l', a singular event for State Depart-
ment exhibitions. The editor of Arf News, Alfred M.
Franktureer, recognized that the exhibition seressed
the global origins of modern American art and
promoted individualism: “[These painters} stem from
sources as wide as the whole globe of which each
segment becomes daily moere indebeed to another as
they come closer together. Their names themselves
are an ethnic cross-section. As the idea of America
has subordinated the concept of racial origins, so the
growing international fabric of culture has subardi-
nated nationality in art to the poetics of the individual.
Hence the individual is emphasized here™

Ome Warld: Advancing American Art, Madernism, amd International Diploemacy

opened at the Met, the State Department began to
receive numerous requests for the exhibiton from
embassies around the world, including those in
Orttawa, Bome, Oslo, Poland, Cammu.am:]B:]gmd:.’
It was also suggeseed that the exhibition might
questioned whether it would have any impact, con-
sidering Josef Sealin’s affection for socialist realism.
Ultimacely, che State Department recalled Advancing
Jlml:‘l:mﬁrth:ﬁ:n:anfd:mmm.l finalized.!”
The State Department hoped to indude these
additional vermes bur decided o delay confirmation
until the carly schedule had been completed. Afrer
the exhibition closed ar the Met, on Ocwwober 27, it
was split into two touring groups and sent to regions
considered political and incellecrual battlegrounds
berween democracy and communism: forey-nine
oils were slared for the Eastern Hemisphere and
the remaining thirty for the Western Hemisphere.
The Eastern Hemisphere exhibition traveled from
MWew York to Faﬁu,whmhupmu]ﬂumbn 18




Weird Junk

WHAT ENDED ADVANCING AMERICAN ART?

PAUL MANDGUERRA

WHY, IN 1947, did the State Department shut down its art program and the
most visible component of that program, a project called Advancing American
Art? Why did the exhibitions and the collection fall from critical success in the
art world to a very public, politically charged, inglorious end? The quick answer
is thar the project was caught up in a gradual shift from cogent discussions
about the role of government in economic affairs at home and abroad rto a new,
simplistic dichotomy of freedom versus communism. For Americans, Soviet-led
communism replaced fascism as the major threat to capitalism and the republic.
Yet, that change does not fully account for the ultimate decision of Secretary
of State George C. Marshall and the State Department to close the Advancing
American Art exhibitions abroad in 1947, to order the return of the works to the
United Stares, and to sell those works via the War Assets Administration at
extremely low prices to institutions in 1948. The complex relationship between
fine art, popular culture, and a democratic ethos often intersects with politics
in American history. As curator for the collection and the exhibitions, Joseph
LeRoy Davidson, visual-arts specialist at the State Department, made specific



aesthetic and stylistic decisions. His singular, personal
vision for the collection, thanks in part to his autonomy
From previous State Deparcment art projects organized
by the National Gallery, failed to include many of the
American artists, mostly Regionalists and American
Scene painters, already popular in mainstream American

culrure. The elements of abscraction and Surrealism
in many of the works Davidson chose established a

mood reflective of pain, fear, and loss. Meanwhile, the
leteist political and the Central and Eastern European
ethnic backgrounds of many of the artists represenced
in the collection confliceed with William Randelph
Hearst and his media conglomerare’s long-standing,
powertul, peinted, and dogged vilihication of lefeiste
and communist political viewpeints in the United
States and with sweeping Republican gains in the
House and Scnate during the mideerm elections of
MNovemnber 1946, The internationalism characteristic
of Wendell Willkics Ome World and Henry Luces
“The American Century,” and not the new trope of
“containment” articulated by President Harry 5. Truman
in postwar American society, guided Davidson, the
collection, and its exhibirions.

Advancing American Art hirs into a world-

view that saw "expercs” artempting to transform
political problems into solvable technical ones. In the
Ftbrua.r].r 17, 1941, issue of his magazine Lﬁ, with

a cower image featuring the young American actress
Cobina Wright Jr., Luce wrote a lengthy ediorial
titled “The American Cenrury.” Nine months before
the Japanese would bomb Pearl Harbor, Luce at-
tempted to persuade his fellow Americans o join the
world war and thar American civilization was criti-
cal for the future of that world and its hght against
fascism. Arguing owver five successive pages (noced

for their complete lack of advertisements) that there
was 4 grear gap becween “the reasonable hopes of our

Wiirdd Tunk: What Ended Advawcing Americen Arid

age” and the realities of "failure and fruscration,” Luce
called on Americans to lead, "o accepr whole-hearcedly
our duty and our oppertunity as the most powerful
and vital nation in the world and in consequence
exert upon the world the full impact of our influence.”
He called for a new age of internarionalism—"an
internationalism of the people, by the people and for
the people”™—and America "as the dynamic center of
ever-widening spheres of enterprise, America as the
training center of the skillful servants of mankind,
America as the Good Samaritan, . . . the powerhouse
of the ideals of Freedom and Justice.™ Americans,
Luce explained, could no longer remain aloof and enjoy
their isolation from the horrible problems of the world.
Just how entrenched American Scene paine
ers were with the American public in the prewar
vears becomes evident in the same issue of Life. The
Regionalism of artists like Thomas Hart Benton
became assodated with :tpub]icanjsm, the Bew Deal,
and corporate America through the patronage of Life
and the Associaced American Artists (AAA) agency.
Among images fearuring Oldsmobiles, Bendix laundry
machines, and Birds Eye frozen vegerables, Life
presented an advertisement for AAA's free, sixey-four-
page caralogue (Ag. 1). Established by Reeves Lewenthal,
a former reporter and arcists’ agent, in 1934, AAA
hired American artists o produce etchings and licho-
graphs to sell ar inexpensive prices to a middle-class
audience.” For a mere five dollars, everyday Americans
could own an eriginal princ by famous American
artists—Benton, John Stenart Curry, Peter Hurd,
Joe Jones, Luigi Lucioni, Boardman Robinson, Grant
Wood, and sixty others mentioned in the advertise-
e, "["u-"]j.rl:uallj.r talcjng fhne art out of the muaseums
and putring it into your home,” AAA wanted o make
sure that now “esery caltsowdd perron can own a Genuine
Original™ The stable of AAA the advertisement
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tratures includes just four arcists—Adolf Dehn, William
Gropper, Yasuo Kuniyoshi, and Robinson—aof the
sixty-seven selecoed for the State Deparcments project
halta decade lacer. In the ad, Regionalism and Ameri-
can art are completely domesticated, made evident by
the man and two women locking at their very own
framed lichograph, Febrwary, by Wood. It was the
lack of what the Hearst newspapers would call “truly
American, modern and able painters™—thess American
Scene image-makers like Wood and Benton—thar
became one rallying cry for the opponents of Davidsonk
collection and exhibitions.*

Life magazine represents a strong example
of the shift in mainstream American consciousness
from appreciation of the narrative styles of American
Scene painting prior to and during World War I1 to
recognition of abstract art as “the exerplar of the
much-touted American vircues of individualicy and
freedom.™ Unfortunately for Davidson and Advancing
American Art, that shift would not occur unril well
after the appearance in the magazine of "A Life Round
Table on Modern Art” in October 1948, and, espe-
i:iall}r, "Ja-:ksnn Follock, Is He the Greatest Living
Painter in the United States?™ in August 1949, Even
then, Li#s trearment of Pollock "was typically dualistic,
celebratory and cynical” as are hisoorian Erika Doss
writes. Dhoss argues that the “condescending tone” of
Léfe's article on Pollock was "obwiously partriarchal and
served to objectify and hence domesticare Pollock's
potentially threatening are.™ Today, we see Abserace
Expressionism as a high-art illustration of American
military, industrial, and technological might in the
West during and afver World War II. Yet, Pollock and
his fellow arcists became emblems of American free-
doms and individual expression and exemplars of the
distinct, heroic struggle berween reason and unreason

much too late o save Advancing American Art.'

Wiirdd Tunk: What Ended Advawcing Americen Arid

Ar the same time Davidson was accumularing
works of art for inclusion in Advancing American
Art, an antilefrist, antigovernment discourse came to
dominare political debate in late 1946 and beyond
and provided Republicans with a powerful weapon
with which to influence policy. Hearst’s newspapers,
which had not shied away from sensationalism, isola-
tionism, and conservatism since the 1930s, hounded
the exhibitions and the collection. Hearse buile the
nation’s iirst media conglomerate by extending his
newspaper empire o include wire services, magazines,
newsreels, hlms, and radio. At the peak of his power,
in the mid-1930s, Téme magazine estimated Hearst's
audience at twenty million, and his papers were
important as vehicles of popular opinion in the Uniced
States. In the 1930s, Hearst and his newspapers saw
threats to the foundartions of the American republic,
capitalism, and the frec press in communist and
lett-wing activists during the Depression, and they
waged a media battle against communists in American
universities in the mid-1930s. Throughout the 1930s,
Hearst was alse unabashedly isolationist in his views
with regard to American foreign policy. With the
opening of the Cold War and the end of World War
I1, the Hearst newspapers continued cheir strident
anti-communist activities. Richard Berlin, president
of the Hearst Corporation, in accordance with a policy
Hearst himself established, assembled a list of reporrers,
columniscs, and editorial writers whose specialty was

anticommunist commentary. The corporation had a

"EP:cial assistant for subversive activity” who had

assermnbled files for the House Un-American Activities
Commirtee in 1940, Eventually, in eacly 1950, the
Hearst papers championed the cause of Senator
Joseph McCarthy.® It was Hearst's media conglomerate,
especially the New York Jowrmal-American, and the
like-minded Cowles publishing family in is news-
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Last Man, ca. 1945
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0. Louis Guglielmi

American, b, Egypt, 1906-1956

In Ssdwy Exst, a woman and child emerge from
a trapezoidal smirwell. Ar the center of the
picture the woman gazes up with an awed bur
wary expression. W ich abstract shapes in maize,
wermilion, and purple, the painring’s backgronnd
contrasts sharply with the stnpped-down realism
of the subway exic. Borh are mareed by bright
cobors and acute angles, however, easing the
rransition berween the two spaces. In this way,
Guglielmi expresses cthe hesimnce and che
exuberance of Mew Yorkers in the face of a
bustling postwar cioy.

Baorn in Cairo to Iralian parents, Oevaldo
Louis Guglielmi immigrated to che United States
in 1914. His family sectled in Iralian Harlem, a
meighborhood thar piqued his inrerest in depicring
the lives of the urban poor. He atcended che
Mational Academy of Design while scill in high
school and spent the 1930s employed by the
government as part of the New Deal. Throughour
that decade and the early 19408, Guglislmi
painted in a style thar combined precise drafrs-
manship with mysterious imagery and a liberal
social conscience. His work was fearured ina
mimber of impormnt exhibitions ar the Museum
of Modem Am, New York, including Famtastic
Art, Dada, Swerealism (1036), New Horizons in
Awmerscan Ars (1930), and Amerscan Realists anid
Magrc Realins (1943), This adularion was not
universal, Guglielmi's Temementr (cat no. 44),
also inchaded in Advancing American Arr, was
sharply criticized for its pessimistic depiction of

Guglielimi'’s postwar work is mone
eprimistic and more indebted to early modemises
than his earlier paincings." Sufusy Ex# undoubredly
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fics chat descriprion. The figures both have
muasklike faces iniscent of early Cubism, and
the unnarural coloration and relation of masses
suggests the paintings of Henn Marisse and Paul
Cézanne. The painting emphasizes a tension
berween motion and stasis, highlighred by the
woman's hands—one cur off by che subway sceps,
the other gripping the child’s arm a= if to hold
him back.
The MNew York City subway system was
g popular subject for modern artises, incloding
Beginald Marsh {cac. no. 74), Walker Evans, and
Mark Rothko” Placing his subjects on the steps
of a subway exit, Guglielmi emphasizes their
separacion from the crowd. The relation berween
body and ciry calls to mind his Waiting Weman of
the same year, in which a fermale figure’s elongared
body in the foreground mimics the lines of che
will behind her and the streetlight next to the
subway entrance in the background, The subway
serves a dual purpose in his painrings as a source
of freedom and as a representation of how the
modern city shapes the body to irs demands.
Because he borrowed sryles and subjecs
from a number of movemencs, Guglielmi has
been called everyrhing from a Precisionist roa
magic realist to a social surrealisc. One unchanging
qualicy throughout his career 15 his representacion
af the felt realicy of urban life. In the caralogus
for Amersizn Realisis and Magee Realitr, he declares,
"I thoroughly believe that the inner word of our
subjective life is quite as real as cthe objective™
Swiway BExit shows us the inner world of two
rypical passengers.

S5P
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Karl Knaths

American, 1891-1971

"“When I first saw the paintings of Karl
Knarhs . . . whar impressed and charmed
me were the integrated qualities of fresh
wision and selfreliant invention. Then, too,
I wns fascinared by the nmsial combination
of angular calligraphy with subtle color
and sensitive brushwork. [ seemed w
understand the artist’s urgent need fora
20th century economy of means w convey
his sense of che simple seafaring life he
had found in his Cape Cod environment.™
Thus reflected Duncan Phillips, the seminal
collector of modern a who in 1921, in
concert wich his mother, Marjorie Acker
Phillips, esmablished the Phillips Memorial
Art Gallery (now known as the Phillips
Collection) in Washington, DUC. In 19265,
Phillips boughr the first paincing Knachs
ever sold, initaring a parronage that lasted
unril the collecror’s death forcy years later?
Phillips evenrually came to own the largest
and most represenmative collection of waorks
by the arrisc’

Born in Ean Claire, Wisconsin,
and christened "Orro.” Knachs atrended
the School of the Art Insritute of Chicago
before moving o Provincetown, Massachu-
seces, in May 1919, He exhibired that
surnmer ar the Provincerown Arc Association
as Cheoo Knarhs buc by the following year
had adopred rthe name by which he is now
known.* Provincetown, described as “the
biggest art colomy in the world™ st chres
years before Konarhs's arrival, long atoracred
avant-garde writers, actors, and arcists in
great numbers, and many like Knaths ook
year-round residence.* Several art schoals
operated in the thnving communicy, io-
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chiding Charles Webster Hawthorne's
Cape Cod School of Arc (1899), Ambrose
Webster's Summer 5chool of Painring
(1900}, and Hans Hofmann's Summer
School of Arc (1935} Among the most
distinceive artists to fourish in this bohe-
mian miliew were a groop of printmakers
whao settled or summered thers beginning
arcund 191% Blanche Lazzell, Ethel Mars,
Bror Julins Olsson Nordfeldr, and orhers
color woodout princs. Konown as che Prov-
incetown Princers, they created Cobise-
mnapired imagery produced from a muloicolor
marrix carved into a single block. When
printed, the blocks' thinly incised and
unpigmented lines separate the different
areas of color, giving rise to the warks'
charactenization as "white line prints.”
Although chiefly a painrer in cils and wa-
tercolors, Knachs, one of the most advanced
modemists in the community, infuenced
the imagery of the Provincetown Printers
and occasionally creared prines vsing char
technique. Clem Diggers, an undared wa-
tercolor likely painted in the sarly 1940s,
reveals thar the influence was reciprocal.
Knarhs's lively rendering of Cape
Cod fishermen, a subject he depicrad fre-
quently, bears a strong Eeemblance to the
Provincetown Printers’ white line prints,
both in surface appearance and manner
of construction. Most striking 15 Knathss
jigsaw-like placement of color planes, each
laid down breadly with tew overlaps, leav-
ing a thin white line between sections of
differing hues. His veils of ganry, trans-
parent color glow with an inper brilliance

derived from the paper’s bright marface.
The Provincetown Printers similarly nsed
warercolor paints rather than opaque princing
inks to achieve the same luminous etffscr
Of course, Knarhe 18 not necessarily ar-
tempeing to mimic such prines in chis
work, and his gesoural black and dade gray
lines describe forms in & manner not ob-
taunable chrough che white line rechnigue.
Yer, the similarities of composicion and
color manipularion make clear their kin-
ship, as may be discerned in comparison to
the work of anocher Provincetown Printer,
Mabel A Hewit (fg. 1) Knaths also found
resonance in the am of Wassily Kandinsky,
perceiving a musical correspondence with
color and space in painting, In carefully
measured proporcions and incervals, he
made use of Wilhelm Osrwald’s system of
organizing color to give a conceprual and
pracrical foundarion to his othereise spon-
tanecus compositions.”

DH

! Duncan Phillips, intro. to
Paul Maocesryi, Karl Knsths
(Washington, DC: Phillips
Gallery, 1957), 7.

? lzabsa| Patterson Eaton,
HKar! Knsths—Fve Decades
of Painging, exh. cat., (Wash-
ingtan, DC: Intamational
Exhibiticre Foundation,
1973), 142, The painting is
Geranium in Night Window,
1422, oil on canvas, 24 x
2018 inches, Phillips
Collection.

3 *The Knaths Unit,” www.
phillips collection.ong’
ressach/american_art/
miscallansousknaths-unit.
hitrn (sccassed Decambear 8,
2011) adapted from Erika
Passanting and David Scott,
The Epe of Duncan PRilips
[New Haven, CT: Yale
University Press, 1095),

4 Egton, 144,

% *Provincetown History: The
At Colomy, & Brief History”
WL iamprovincetown.com,
history/ant-colomy-historn.
bt {aczessed December
A, 2011} adapted from Myla
Ahrens, Provincetown: The
Art Codors, A Brief History
and Guide (Provincstown,
MA: Provincetown Art
Bemociation and Mussum,
2000, The description
camas from a Boston Glabe
headlins, August 27, 1916,

“Biddest Art Colany in the
World at Provircstown.”

¥ Mocsanyi, 33.

Fig. 1

Makbszl A. Hewit

(American, 1903-1987)
Vilage Wall, 1955

White line woodcut

Edition unknawn, probably 10
1T 212172 inches

Jule Colling Smith Museum of
Fire Art, Auburm University;
museurn purchase
2010.4.01



sa Glam DIggears, n.d.
Watercolor on papsr
181/4 2 17 34 inches
Jule Caollins Smith
Museum of Fine Art,
Aubum University;
Advancing American
Art Collection
1848121
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