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Artists Painting

While our culture tends to regard easel painting as the
highest form of art, this preference for painting did not per-
tain in colonial America. By every measure (value in pro-
bate inventories, anecdotal commentary, relative cost,
number of surviving objects), colonials preferred objects
that were useful as well as aesthetically pleasing. A painting
and a silver teapot cost about the same, and most who had
the choice opted for the teapot.

How did painting evolve over the course of the eigh-
teenth century? How did artists learn their craft, and how
did they find customers for their wares? The story is prin-
cipally one of portraits and portraitists. As we have seen
(see Chapter 3), some extraordinary paintings survive from
the seventeenth century in the Boston area (very few
appear to have been painted south of New England until
the eighteenth). Portraits are an exceptional kind of paint-

ing, for, unlike other genres, they were intended for the pri-
vate family and usually descended through a family line;
once purchased, they had no commodity value. They per-
formed important work within that context, memorializ-
ing the likeness of individuals, couples, and sometimes
family groups. Few individuals who bought other luxury
goods purchased portraits in the seventeenth century. But
by the early eighteenth, an increasing number of patrons in
all the colonies were willing to commission portraits, and
more artists were available to satisfy this market.

Some already accomplished painters immigrated to the
colonies. The most important of these, John Smibert
(1688-1751), settled in Boston in 1729. He arrived in the
entourage of the philosopher George Berkeley as professor

4.29 JOHN SMIBERT, Dean Berkeley and His Entourage (The Bermuda
Group), 1729. Oil on canvas, 5 ft 9% in (1.77 m) X 7 ft 9 in (2.3 m). Yale
University Art Gallery, New Haven, Connecticut.
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of fine art in a university Berkeley planned—he is the fig-
ure on the far right of his large painting commemorating
the venture (fig. 4.29). Berkeley stands at the opposite end
of the painting. Berkeley’s upward gaze suggests his con-
cern with heaven (he was a clergyman, eventually a bishop
in the Church of England). His right hand, however, points
downward, highlighting the expensive gilt binding of the
book in his hand and the equally luxurious Turkish carpet
that covers the table. The madonna-like mother and son
remind the viewer of the importance of family and patri-
mony, while the grouping of men around the background
columns Suggests that they are figures of uprightness and
character. The seated women—one gesturing delicately
toward the distant landscape—hint at the group’s larger
mission: to bring civilization to the wilderness. Smibert’s
role in all this is to record the enterprise for posterity. His
painting combines likenesses of all involved with a visual
statement of their values: family, education, and property.

How did colonial artists find customers? Since there
were no exhibitions and it was ungentlemanly to hang out
a shop sign or advertise in the newspapers (although some
did both), artists depended on reputation. An artist’s repu-
tation was created and circulated in the same milieu as the
portraits: the family. Eighty percent of John Singleton
Copley’s several hundred colonial sitters, for instance, fit
on just twenty-eight family trees. Since his identity was
well known in this context, most of his colonial works are
unsigned. When Copley began exhibiting in London at the
Royal Academy exhibitions-—open to the public and a pri-
mary place for finding new customers—he routinely
signed his works, putting his name conspicuously on his
achievements with an eye to bringing potential patrons to
his studio.

Although Smibert and Copley are high achievers, for
whom we have relatively good records and many surviving
works, there are dozens of other artists about whom we
know very little. Almost all of them—in both the colonial
and early national (post-independence) period—were por-
traitists, and they worked in both the principal towns and in
the countryside. Color shops provided imported pigments,
canvas, and other supplies. Smibert ran such a shop in
Boston, which not only gave him steady income but served
to introduce his work (Dean Berkeley and His Entourage hung
on the wall of the adjoining studio) to amateur artists
among the gentry who were also potential patrons.

By the close of the colonial era, painters were available
throughout the colonies, and even middle-class families
were commissioning portraits. Education in art was ran-
dom and informal, but sufficient numbers of artists
acquired sufficient skill to satisfy this burgeoning demand.

History paintings, with their overtones of elite education,
aristocratic patronage, and theatrical didacticism, never
caught on in América, but by the opening of the nine-
teenth century there was a blossoming of genre and land-
scape painting. Done on speculation and sold through
middleman dealers, many of these paintings were pro-
duced by artists who had trained in newly established art
academies in Philadelphia and New York or in Europe.

Copley and West: Beacon Hill
and the Academy

Two important artists to emerge from colonial America—
John Singleton Copley (1737-1815) and Benjamin West
(1738-1820)—took disparate paths from obscurity to the
center of British art production in London. West and
Copley not only mastered the techniques and practices
emanating from London, they also revolutionized those
practices.

Copley and West followed different routes to acquire
training in depicting the human form. Copley’s stepfather,
Peter Pelham, had been a printmaker with some painting
skills. When Pelham died, the thirteen-year-old Copley
took over Pelham'’s tools and began to paint professionally.
He set himself a program of study that included copying
an anatomy book and Italian prints of mythological sub-
jects, minutely observing the Bostonians around him, and
drawing plaster casts of antique sculpture. The resources
in Pelham’s studio, together with those from Smibert’s
after the latter’s death in 1751, were sufficient to give
Copley a working knowledge of Grecian and Roman stat-
ues. Smibert’s well-stocked studio, only blocks away from
Copley’s home, was a treasure trove of prints, drawings,
and copies of Old Masters. Keen observation—Copley is
known to have spent ninety hours on a single portrait—
gave him knowledge and the means to render bodies, faces,
furniture, and fabric convincingly.

In 1765, when he was twenty-seven, Copley sent a por-
trait of his half-brother, Henry Pelham, to London for
comment. Benjamin West, who had emigrated to London
six years earlier, responded warmly and encouraged him to
come abroad, to learn the European tradition and con-
tribute to that tradition, but Copley lingered in the colonies
for another decade. In Boston he produced ever more pol-
ished works, married well, and purchased five acres of
property, with three houses, on Beacon Hill next to John
Hancock, one of the wealthiest men in the city. His skill
had brought him prosperity, but it had also clearly brought
him (as well as his customers) pleasure in the sheer power
of its illusionism.
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other approach that valued emotion and feelings above
dispassionate rational inquiry. When Eakins insisted that
his students at the Pennsylvania Academy study anatomy

'om cadavers, he did so because he believed that every
painter needed to understand the human body as precisely
as possible. Artists, for Eakins, were professionals, and like
all professionals, they needed to view the world with full
knowledge and intellectual objectivity.

Realism was also tied to questions of gender. We see
this in the relation of the distraught mother in The Gross
Clinic to the surgeons—all male—engaged in the opera-
tion. By making the mother the bearer of emotion in
the painting, Eakins contrasts her smallish figure with
the upright and commanding presence of Dr. Gross. Her
hysteria contrasts with his rationality. Her presence also
alludes to the professionalization of medicine after the
Civil War, when physicians and surgeons began to form
their own associations. They established professional codes
of behavior to distinguish their activities from those of
the female world of amateur healers. As with architects,
doctors now possessed the power to accredit new mem-
bers, prescribe standards of conduct, and oversee the edu-
cation of those entering the profession (the role occupied
by Dr. Gross as he instructs an amphitheater full of
medical students).

The blood on Gross’s hand and scalpel signals Eakins’s
refusal to allow his art to be compromised by Victorian
notions of propriety. Eakins just as deliberately affronted
the sensibilities of his nineteeflth-century viewers by
portraying the buttocks and anus of the patient. Scholar
Michael Fried has interpreted the blood-red scalpel as an

1sion to the artist’s brush and palette knife, the dripping
vermilion of the blood echoing the pigment on the
painter’s brush. Eakins, in effect, transforms Gross into an
artist-figure, a stand-in for Eakins himself. In so doing, he
links painting to surgery as he had earlier linked painting
and sculling. In each case, the common bond is the display
of discipline and mastery that distinguishes scullers,
surgeons, and painters as modern professionals.

Dr. Gross’s bloodied hand also calls attention to the
essential unity of intellectual and manual labor. Eakins
highlights Gross’s forehead with an intense white that
counterpoints the red of the scalpel. Gross is defined visu-
ally by the relation of these two compositional foci: head
and hand. ike John Singleton Copley’s Portrait of Paul
Revere a century earlier (see fig. 4.32), Eakins’s portrayal of
Dr. Gross emphasizes the intellectual mastery that guides
the surgeon’s—or silversmith’s—hand. The figure of the
professional embodies a unity of mind and body that pre-
dates the modern division of labor. In The Gross Clinic

Eakins counters the effects of modernization not by
retreating from them, but by transforming the newly mod-
ern professional into a figure who restores precisely what
has been lost with the advent of corporate society. The
Gross Clinic uses modernity against itself by rendering the
professional an heroic figure.

PORTRAIT OF FRANK HAMILTON CUSHING: CROSSING
CULTURES. By the late nineteenth century, the battle
between Native and white for control of the frontier was
largely over. With the surrender of Geronimo to the U. S.
Army in 1886 and the Wounded Knee Massacre (1890), the
Plains Indian Wars came to an end. European Americans
had reshaped the West in their own image. The terms of
encounter now included a new figure: the anthropologist.
Anthropology developed in the nineteenth century as a
profession devoted to the study of so-called “primitive”
societies, those occupying the lowest rung on the ladder
leading from savagery to civilization. But with proper tute-
lage, they could rise to a higher state. Anthropology in
these years employed an absolute (Western) standard of
measure by which non-Western cultures were judged and
found wanting.

In 1895, Thomas Eakins painted a portrait of an anthro-
pologist who worked against the grain of his profession
(fig. 11.16). Frank Hamilton Cushing, employed by the
Smithsonian Institution, was the first person to use the
word “culture” in the plural: “cultures.” Cushing refused to
believe that Western society represented the highest form
of evolution, employing instead a relative measure of value.
For Cushing, non-Western traditions, rituals, customs, lan-
guages, and complex forms of social organization, though
different from those of the West, were not inferior.
To the contrary, Cushing found that Native societies of
the Southwest, in particular the Zuni, provided forms of
spiritual and cultural wholeness lacking in European and
American life.

Cushing earned both fame and derision for his decision
to become a member of the Zuni. Originally sent in
1879 by the Smithsonian Institution on a two-month fact-
tinding and collecting tour, Cushing decided to become a
full-fledged member of the tribe instead. He stayed for four
and a half years, mastering Zuni language and customs,
joining the Bow Priesthood, and rising to the position of
First Chief Warrior. He was finally recalled to Washington
after participating in a Zuni raid on a Navajo encampment,
arguing for Zuni ownership of a disputed land claim, and
signing his official correspondence with the Smithsonian
“1st War Chief of Zuni, US. Asst. Ethnologist.” Cushing
had become a man of two worlds.
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“The machine is the religious expression of today”—
The Little Review 11, No. 1 (Spring 1925).

By the early twentieth century, the United States was the
most fully mechanized and industrially advanced country in
the world. As the American-born Frenchman Eugéne Jolas
wrote in transition (June, 1930), here was a nation where “the
social and human structure is ineluctably permeated with
the ideology of the machine.”® Machines had fundamen-
tally transformed the ways in which urban Americans (by
1900 the greater part of the population) experienced time
and space. Throughout much of the nineteenth century,
art and the machine had been what Henry Adams would
call “two realms of force,” that of culture (mind, imagina-
tion, and creative expression, freed from utilitarian needs,
as well as ethical ideals and spiritual aspiration) and that of
society (industry, finance, and the governing institutions
that created the infrastructure of the social world). Art, a
product of human imagination and freedom, was defined
in a manner that excluded the machine. But this older habit
of mind overlooked the fact that the machine was itself a
product of human imagination.

“Industrial civilization,” wrote one philosopher, “must
either find a means of ending the divorce between its
industry and its ‘culture’ or perish.”!® A new modernist
culture would have to embrace the machine as a major
element. Machines were no longer things to be avoided in
the search for a higher life that had dominated the genteel
culture of the late nineteenth century. Now they claimed
the interests of artists as the subjects of art; as new instru-
ments with which to make art (the still camera, the motion
picture camera, and the airbrush were all machines); as
furnishing new principles of aesthetic organization; and
as aesthetic objects in their own right. In short, a machine
age called for a machine art. At the same time, however,
World War I offered a horrifying display of machine-driven
mass destruction, casting a dark shadow over this love
affair with technology.

EMIGRE INFLUENCE. What is most remarkable about this
aesthetic embrace of America’s technological modernity
was that it happened first among European artists. Only
in the wake of this European encounter would American
artists come to  preciate the artistic potential of their
own society. World War [ brought an influx of new creative
personalities. The cultural bonuses provided by their arrival
in New York were many: they made fun of the pieties
that ruled American art, introducing irony, attacking
entrenched notions of “high art,” and adding a welcome
measure of sheer silliness to the proceedings.

In 1915 Marcel Duchamp and other émigrés in flight
from the war in Europe inspired a new kind of artistic
activity which came to be known as New York dada.
Preceding the official birth of international Dada in 1916 in
the European capitals of Berlin, Zurich, and Paris, it was
the product of a particular transatlantic exchange between
French and American artists. In contrast to European
Dada, which was fed by a deep sense of cultural exhaustion
and disgust with the prevailing political and social order
that had produced the war, New York dada sprang from a
fascination with the exciting new forms of urban moder-
nity taking shape on this side of the Atlantic. Leading the
new art were Duchamp and Francis Picabia (1879-1953).
Both had already been introduced to US. audiences
through their works at the Armory Show. Bored by a New
York art world earnestly pursuing its own brand of native
modernism, these Frenchmen were far more engaged by
American modernity—fast cars, fast women, machines,
skyscrapers, and popular entertainment. New York dada
assumed newly mobile gender identities, used found
objects, and rejected aesthetic modernism-—those forms of
artmaking that centered around easel painting, pursuing a
separate aesthetic language distinct from everyday forms.
New York dada was the first genuinely transatlantic move-
ment, bringing European and American artists together in
a mutual exploration of machine-made modern America.
Their example revitalized American art at a critical
moment. But at the same time, their encounter with
American modernity would produce radically anti-art ges-
tures that left their mark on the subsequent history of the
international avant-garde.

Duchamp had begun as a painter, part of a circle of
avant-garde artists and writers who gathered in a suburb of
Paris. Even before his presence at the Armory Show, he was
showing signs of boredom with easel painting. He turned to
chance procedures and mechanomorphic narratives involv-
ing witty commentaries on human sexual drives; he repu-
diated any willed aesthetic program. By 1913 Duchamp had
given up painting and had created his first “readymade,”
a snow shovel which he hung from the ceiling and titled
In Advance of the Broken Arm. Picabia in turn contributed
the mechanomorph. Resembling anonymous mechanical
drawings, these works portrayed human subjects as
machines. Picabia’s mechanomorphs mocked the quest
for authentic selfhood and creative originality that obsessed
his American counterparts. They revealed his combined
sense of delight and anxiety over the prospect of a world
where mechanical functions had displaced the human.

Picabia’s Ici, C’est Ici Stieglitz: Foi et Amour (fig. 13.5) is an
affectionately satirical mechanical portrait of his friend
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expression, design history nonetheless offers a different
perspective on the years of crisis. Designers responded
to the public’s desires for psychological and historical
reassurance. However, rather than looking to the past—to
narratives that located the present within a perspective of
history—designers pursued several strategies to promote
consumer confidence about the future: by appealing to a
reassuring professional expertise, by streamlining forms to
create comforting environments, and by making an engi-
neered future appear exciting, desirable, and inevitable.
Design was distinct from manufacturing, and engaged
an unprecedented range of social institutions, from corpo-
rate business and industry to museums, retailers, advertisers,
and consumers. All of these played their part in the look,
promotion, and circulation of designed objects which
reshaped the everyday world of millions of Americans.

Mass-Marketing the Modern:
Industrii Design

By the early 1930s, American designers were actively
pursuing new models of how to marry mass production
and industrial materials to good design. “The machine
is a communist!” proclaimed the cultural critic Lewis
Mumford (1895-1990) in 1930, recognizing its potential to
level class and social distinctions by making good industrial

sign available to all. In pursuit of better models, design
between the wars drew lessons from a variety of European
modernist sources, from the German Bauhaus (established
in Weimar Germany in 1919 with precisely those aims)
to Scandinavian modern. Supported by an odd alliance of
artists, manufacturers, museums, and department stores—
Lord and Taylor, Macy’s, and Saks among them—the
“design in industry” movement promoted affordable
domestic consumer goods. Many of the main contributors
to American design in the years between the wars were
emigrés: Paul Frankl (1886-1958) and Joseph Urban
(1872-1933) from Vienna; Kem Weber (1889-1963) from
Germany; Eliel Saarinen (1873-1950) from Finland, along
with his son Eero (1910-61), who would go on to become a
leading postwar designer and architect; Raymond Loewy
(1893-1987) from France, and many others. These men
were eventu  y joined by a number of talented Americans,
many of whom studied or traveled in Europe during these
seminal years. Exploiting new materials such as plastics,
Bakelite, Formica, aluminum, stainless steel, and chrome,
these designers combined the lessons of purity, simplicity,
and elimination of ornament learned from European
modernism, with manufacturers’ and marketers’ concepts
of practicality and desirability.

DESIGN AND ARCHITECTURE IN THE 1930S:

Industrial design, along with advertising, commercial
photography, and graphics, took modernism and domesti-
cated and popularized it. Modernist concerns with pure
form were now routinely applied, not only to the fine arts,
but to everything from refrigerators to bridges. Designers
such as Norman Bel Geddes (1893-1958) won celebrity
status, while artists such as Charles Sheeler, Charles
Burchfield (1893-1967), and John Storrs (1885-1956) designed
textiles, rugs, and wallpaper. The painter and printmaker
Louis Lozowick (1892-1973)—who did much to promote
Russian Constructivism in the United States—and the
sculptor Alexander Archipenko (1887-1964) (see fig. 13.26)
both designed store window displays, linking avant-garde
styles to high fashion.

THE STREAMLINED STYLE. The “design in industry”
movement had its origins in the late nineteenth century,
taking root in England, and thereafter in Germany.
Brought over to the United States by émigré designers
between the wars, it encountered a receptive environment.
American businesses, advertisers, and retailers seized on
modern styling as a highly effective marketing tool.
Responding to the consumer’s desire to be “up-to-date,”
designers and their corporate sponsors devised a style in
the 1930s known as “Streamlined” that would supplant Art
Deco. The crisis of the Depression brought a longing for
psychological reassurance and a reaction against the edgy,
nervous dynamism of Art Deco. Art Deco corresponded
to what Richard Wilson has termed the “machine-as-parts”
aesthetic in which individual design elements are incorpo-
rated in a composition featuring abrupt transitions
and sudden changes of scale. In Streamlined design, visual
continuity replaces fractured planes, and sleek smooth
contours replace jagged silhouettes. Horizontal extension,
suggesting continuity across space and time, replaces
vertical aspiration as the new axis of the modern. The
Streamlined style extended its reach from teapots, lamps,
automobiles, and trains to sculpture and buildings in an
integrated interior design.

First articulated as a design principle by the European
modernist Le Corbusier, the Streamlined style came to be
widely applied by American industry. Streamlining began
through the principles of aerodynamic flight (the elimina-
tion of “drag”). Speed had become the primary metaphor
driving the search for a modern form. Ultimately it drove
the redesign of everyday life, consistent with the modern
ideals of efficiency, hygiene, rationality, and the elimina-
tion of waste. In practice, streamlining had rather little to
do with functional efficiency, but it had a great deal to do
with cushioning the consumer’s encounter with technology.
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equal element in the design. Though this technique
induced a tendency to see the canvas in terms of surface

ect, Mountains and Sea also suggests spatial illusion
through the landscape element within the work; the paint-
ing turns upon a central episode evoking mountain or rock
forms and vegetation, anchored on the right side by the
suggestion of a blue horizon. Frankenthaler’s nature was
different from Pollock’s; it was, in her words, “the totally
abstract memory of the landscape.”

Frankenthaler’s work combined tradition and technical
innovation. In terms of scale, Frankenthaler matched her
male colleagues: Mountains and Sea was roughly 7 by o feet.
Yet she paradoxically used scale to produce intimacy of
vision, serving private sources of meaning and symbolism.
Mountains and Sea also introduced a new lyricism of pooled
color in place of the fierce gestures of older Abstract
Expressionist painters. Shortly after she completed her
breakthrough work, its dematerialized and floating fields of
color furnished in iration for the artists Kenneth Noland
and Morris Louis in their version of color field painting.

Resourceful and independent, Frankenthaler took what
she needed from the largely male traditions of artmaking
that had defined modernism, and incorporated these
lessons into her own contribution. Her innovations are all
the more striking in a decade characterized by pressures
on women to marry, and to renounce personal objectives
in service to the family. Frankenthaler’s breakthrough
required willful absorption in her own creative develop-
ment, made possible by the financial support of her family.
An elite education at Bennington, an all-women’s college
committed to professional training—especially in the arts—
had furthermore given her confidence in her own intellect
that allowed her to hold her own alongside male critics
and artists.® Like O’Keeffe before her, she resisted being
labeled as a woman artist by critics who interpreted her
art exclusively in terms of gender and “essential” feminine
experience. Yet, like other female artists in the 1950s, she
struggled with the universalizing and often explicitly male
discourses and practices of her older colleagues in Abstract
Expressionism. To step outside the subordinate roles
assigned to women in the 1950s, and to assert the authority
of one’s own experience and sexuality, was a course taken
by other women artists who collectively represented alter-
native forms of Abstract Expressionism.

Pacific Rim Influences

Although frequently synonymous with the New York
School, Abstract Expressionism was a nationwide move-
ment that appeared simultaneously in several urban centers.

Most observers assume that the influence flowed from
New York to the rest of the country, and thus give priority
to art made in that city. But in San Francisco and Seattle
communities of artists produced their own distinctive
forms of abstraction. These West Coast movements were
shaped by the presence of strongly defined personalities,
but also by specific physical landscapes, intellectual and
social environments. A shared artistic and historical inheri-
tance was filtered through local conditions, resulting in
regional schools of abstraction. West Coast artists such as
Mark Tobey were included in surveys of modern American
art from the late 1940s. But since then, such national cover-
age has given way to a history of American art largely
centered on New York.

One regional influence came from the West Coast’s
location on the Pacific Rim, in proximity to intellectual and
aesthetic influences from Asia. Artists and intellectuals
across America were introduced to Zen Buddhism, which
finds enlightenment (or satori in Japanese) through the
meditative discipline of mindfulness—a paradoxical disen-
gagement of the mind and judgment through experience
of the moment. The lectures and writings of the Japanese
scholar Daisetz Suzuki (1870-1966) played a central role in
the dissemination of Zen Buddhism; his ideas particularly
took root on the West Coast, especially in San Francisco
and Seattle. Suzuki first visited the United States from 1897
to 1908 and returned in 1950, at the age of eighty, for a
decade of teaching at leading institutions such as Columbia
University, during which period he published in English
influential books such as Zen and Japanese Culture.

MARK TOBEY. Mark Tobey (1890-1976), working in the
Pacific Northwest, took the universal preoccupations of
Abstract Expressionism in another direction. Tobey
renounced any claim to an American painting, which he
associated with nationalistic rivalries leading to war, in favor
of “universal citizenship,”’ reviving and extending the older
concept of the cosmopolitan as a citizen of the world to
include not only European and Native American but Asian
culture, which he identified as his greatest influence.
Introduced in the 1920s to Chinese brush painting by a
Chinese friend in Seattle, Tobey also spent time in a Zen
monastery near Kyoto, Japan, in 1934, and retained a life-long
interest in Asian art and culture. He shared with other West
Coast artists an interest in Japanese calligraphy and ink
painting, a vital tradition made available to a wider audience
at the Museum of Modern Art’s 1954 exhibition Abstract
Japanese Calligraphy. Tobey’s markmaking was intimate and
meditative, far removed from the psychic automatism that
was a point of departure for New York abstraction.
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activism fuels her work, which explores issues of Native
American cultural sovereignty. Corn Blue Room is comprised
of ancestral Iroquois corn which hangs in the center of a
space formed by photo stands arranged in the shape of a
traditional Iroquois longhouse. The photos there, and in
the accompanying CD-Rom projected on the wall, may
seem incongruent: corn, a sunflower, a power line, gener-
ating stations, and photos of Iroquois political marches.
The kaleidoscope of images sets up juxtapositions between
manifold forms of power, particularly the industrial power
and energy generated by the Niagara Mohawk Power
Authority, which in 1957 flooded one-third of Tuscarora
land (and which is today one of New York State’s biggest
polluters), and the caloric energy and cultural power gen-
erate by the strains of corn kept and nurtured by genera-
tions of Tuscarora women.

The blue light in the installation (which is now widely
associated with genetic engineering) confers an aura of
technological know-how on the corn, suggesting that the

protection of these strains by Tuscarora women is not to be
regarded as a merely “natural” or instinctual behavior, but
has amounted to a sophisticated form of genetic knowledge
and management all along. Indeed, Tuscarora white corn
has been carefully bred for size and flavor; its kernels have
as much as 50 percent more protein than ordinary corn. At
the same time, the blue light seems alien and hostile, and
reminds us that these native strains of corn are constantly
threatened by the genetic pollution introduced by the
genetically modified corn hybrids used widely in American
agribusiness. In order to avoid the migration of commer-
cially modified genes into their stock, Native horticultural-
ists now must time their plantings so that their corn
pollinates at a different time from the commercial corn
planted nearby. The installation suggests that transgenic
encounter is not always beneficial, and that the right to
refuse genetic “communication” requires as much knowl-
edge, power, and vigilance as does the impulse to impose it.

Conclusion

Throughout this book, we have used the principle of
“encounter” to structure our account of the arts in America.
American art, we have argued, has developed from a series
of contacts, confrontations, and compromises between
cultural traditions and across cultural boundaries. As the
twenty-first century gets under way, the encounter-driven
development of American art and culture continues apace.
But these encounters are being accelerated—and perhaps
fundamentally altered—under the pressure of changes
associated with contemporary globalization. American art

has always emerged from the negotiation of cultural fault-
lines, but the locations of those faultlines, as well as the
pace, scale, and character of encounter itself, are shifting.
In Corn Blue Room, we find ourselves revisiting, at a newly
microbiological scale, the first encounters of European
and Native American cultures that we featured at the
beginning of this volume. Rickard’s work attests to the fact
that this early encounter was not to be a single, isolated
event, but rather the inauguration of an ongoing series of
complex cultural negotiations.
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Freake-Gibbs Painter, The
(attrib.) The Mason Children: David,
Joanna and Abigail 701, 71; John Freake
68, 69—70; Mrs. Freake and Baby Mary,
Boston 68, 68, 69—70, 488
Freedman, The (Ward) 281, 284

Freer, Charles Lang 327
French, Daniel Chester 382, 440
Freud, Sigmund 411
Freytag-Loringhoven, Baroness Elsa von
428-9, 429
God 430, 431
Frick, Henry Clay 379
Fried, Michael 375
Friedan, Betty: The Feminine
Mystique 620
Friendship quilts 1834
From Brooklyn Heights (Ault) 464, 465
Frost, Robert 241
Fulani people 93
Fuller Building “Flatiron Building,”
New York 339, 41415, 415
Fumée d’Ambregris (]. S. Sargent) 330, 330
functionalism 24951
fur trade 40, 55, 58, 209, 212, 216, 220,
224, 230, 231, 237
Native American women and 228
Fur Traders Descending the Missouri
(Bingham) 226-8, 227
Furness, Frank 343
furniture
Anglo-Japanese style 345; Arts and
Crafts Movement 349; Colonial 117,
118-19; “Craftsman” 349; drawers i17,
158; Gothic Revival 178—9; Gothic
style 178—9; Greek Revival 160;
mechanized manufacture 250, 349;
post-war design 575, 577, 578-9;
Shaker 184, 191; for women 159—60;
see also chairs; desks/writing tables;
sideboards; tables
Futurism 45962, 469

Galassi, Peter 571
Gallatin, Albert 426
Galle, Theodore: Vespucci Discovering
America 26
Gallery 291, New York 403, 409, 417, 422
Gallery of Living Art, Lower
Manhattan, New York 426
Gallery of the Louvre, The (Morse) 193,
194, 195
Gamboa, Harry 612
Gardner, Alexander
A Harvest of Death, Gettysburg, July,
1863 272; Home of a Rebel Sharpshooter,
Gettysburg 2724, 273
Gauguin, Paul 424
Gautreau, Virginie 331, 331-2
Gehr, Herbert: High-brow, Low-brow,
Middle-brow 577, 577
Gehry, Frank: Guggenheim Museum,
Bilbao 6479, 648
gender 357, 5645
and dada 4289
General Robert E. Lee at his Home (Brady)
274, 2745
Genet, Jean 630
geological surveys 300, 302—4
geology and art 261-2, 266
George Catlin (Fiske) 219, 219
George lII, king of England 139, 142
George Washington Covenant Belt 39
George Washington (Greenough) 144, 144
George Washington (“The Athenaeum
Portrait”) (Stuart) 143, 1435
Georgian architecture 102-8
Germany
architecture 446, 447, 448; design 89,
432; government propaganda 53z, 533;
immigrants from 1, 77, 203, 206, 504;
Pennsylvania fraktur 184, 187; see also
Bauhaus, the
Geronimo 375
GFP Bunny (Kac) 653, 653-4

Gibbs, James: Book of Architecture
103, 108
Gibson, Charles Dana 400
Gibson, Jon: reconstruction of
ceremonial enclosure, Poverty
Point 7
Gifford, Stanford Robinson: October in
the Catskills 265, 265-6
Gilded Age 295
Giotto di Bondone 464
Glackens, William 393, 406
Washington Square 398, 398—9
glass
favrile 321, 354-5; painting on 135;
peachblow 603; plate 342; stained 354,
354, 355
global trade 93, 95, 131, 133, 158, 216,
218, 355
globalization 623, 647
God (Freytag-Loringhoven) 430, 431
Goddard, John 118-19
desk-and-bookcase 118, 119; tea table
118, 118-19
Godkin, E. L. 298, 299
Gods of the Modern World (Orozco) 522,
522
God'’s Trombones (J. W. Johnson) 529
Godwin, John 250
Gogh, Vincent van 424
Going to Church (W. H. Johnson) 48s,
510, 510
Goldberg, Rube 431
Killer Stock Market Share Prince
Indicator 430, 431
Golden Mountains (Tobey) 564, 564
Gomez-Pefia, Guillermo 562
(with Sifuentes) Mexterminator
project 652, 652
Gone with the Wind (film) 389
Goodman, Paul 551
Gordon, Peter: A View of Savannah,
Georgia 61, 61
Gore Place, Waltham, Massachusetts
156, 156—7
Gorky, Arshile 5545
The Liver is the Cock’s Comb 554
Gothic influences
in architecture 79, 83, 448, 452; in
furniture 345
Gothic Revival
architecture 176-8, 248, 338;
furnishings 1789
Gottlieb, Adolph 555
Gould, Jay 345
Goya, Francisco de 526, 561
Gragg, Samuel: side chair 250, 250
Graham, Charles: Brooklyn Bridge:
General View 461
Graham, Dan 605
Graham, Martha 535
grain elevators 447, 448
Grammar of Ornament (Jones) 445
Gramsci, Antonio 449
Grand Canyon of the Yellowstone (Moran)
303, 303
Grand Tour, the 173
Grant, Judge Robert 525
Grant, Ulysses S. 283, 295, 295
Grant, William: portrait (Stuart) 163,
1634
grave markers 78
Puritan 73, 88—9, 9o
Gray Numbers (Johns) 551, 568, 630
Great Depression 485, 517-18, 549
iconography 543-4; migrations 526-9
“Great Figure, The” (Williams) 468—9
"Great Kivas” 19
“Great Migration,” 1910s 476
Great Pueblo period 6, 17
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