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The topic of this conference—“American Art in Exhi-
bition”—is inextricably linked to the question of “What is
American art?” Is it simply art made by citizens of the United
States, or does it reflect something essential about the character
of the nation’s people, its history, and its geography? At the
core of this question is the issue of national identity, which has
been an ongoing source of debate throughout American his-
tory. As a relatively young country, with a population lacking
common ancestors and backgrounds, we have sought to find
common denominators that bind us together. Art has played a
role in this. In helping to shape the country’s sense of itself, art
in the United States has swung between aesthetic insularity and
cosmopolitanism. The broad arc of those swings and how they
have been reflected in national and international exhibitions is
the subject of this talk.

The idea of an aesthetically independent art did not
occur to Americans in the early decades after Independence
in 1776. At a time when England, for most of the country’s
population, was still a synonym for “home”, reliance on
it for artistic styles was assumed. Our art was national in
subject matter only; the history paintings and portraits of
prominent people that American artists produced were com-
pletely dependent on European precedents. The 1828 elec-
tion of populist Andrew Jackson as president, coupled with
the country’s growing financial prosperity, changed that by
giving rise to a strong middle class demanding a subject
matter that addressed the lives and everyday experiences
of common people. Genre scenes depicting recogni-zably
“American” types in familiar, everyday “American” situa-
tions became the norm, as patronage shifted from the elite
to the middle class. “Paint pictures that will take with the
public—never paint for the few, but the many,” Philadelphia
painter William Sidney Mount said.1 Artists from Mount

to George Caleb Bingham (Fig.1) , Eastman Johnson,
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Fig.1 George Caleb Bingham, Fur Traders Descending the Missouri (French-Trader—Half Breed Son) , 1845. Oil on canvas, 29x36'/,in.
(73.7x92.7cm) . The Metropolitan Museum of Art, New York. Image copyright © The Metropolitan Museum of Art. Image Source: Art Resource, NY.
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and George Catlin depicted America as a harmonious and
racially inclusive democracy in which African Americans
and Native Americans had a place, albeit contested. Given
the realities of slavery and the forced relocation of Native
Americans during these decades, the country these artists
described was more ideal than real. But in painting it as if it
were real, they codified the special place that freedom and
democracy had in the young nation. Their message found a
ready audience among the public who frequented the annual
exhibitions held at the nation’s newly established art aca-
demies, the most important being the Pennsylvania Acad-
emy of Art, founded in 1807, and the New York Academy of
Design, founded in 1825. Art’s democratization in the early
nineteenth century was fostered by art unions, which com-
missioned and distributed original engravings to their mem-
bers and made original paintings available in lotteries. The
American Art-Union in New York was the most influential
and successful. At its height, in 1849, it had almost 19,000
subscribers.

From a European perspective, depictions of American
daily life were of little interest, with the result that Ameri-
can genre pictures were rarely included in the international
salons and expositions held annually in Paris and London.

The exception was Catlin’s depictions of Native Americans
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Fig.2 George Catlin, The White Cloud, Head Chief of the lowas,
1844/45. Oil on canvas, 27'%/,6x22'%/,¢in. (71x58cm) . National Gal-
lery of Art, Washington, D.C.; Paul Mellon Collection 1965.16.347.
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(Fig.2) , which found a receptive audience not only in the
United States but also in capital cities around Europe, where
they were seen as testaments to a national identity distinct
from Europe. Catlin was a showman. His “Indian Gallery”,
as he called it, consisted of paintings honoring Native Amer-
icans and their culture, hung “salon style” alongside Native
American costumes, pipes, weapons, baskets, teepees, and
other artifacts he had collected from the tribes he had lived
among, all of which he augmented with lectures he gave
on the Wild West. After two years of showing his “gal-
lery” across the United States, he took it abroad, bringing
with him a retinue of Native American people who enacted
hunts, scalpings, dances, and traditional ceremonies. Catlin
remained in Europe for thirty-one years, introducing Euro-
pean audiences to what the French poet Charles Baudelaire
referred to as “the proud, and free character of these chiefs,
both their nobility and manliness.”

By the mid-nineteenth century, American artists had
found another subject through which to express the coun-
try’s nascent sense of its national identity: its vast, un-
touched wilderness, starting with the splendor of the Hudson
River Valley in the east and moving to the Rocky Mountains
and Yosemite in the west. The seemingly divine light that
infused the panoramic depictions of America’s breathta-
king natural beauty by artists such as Thomas Cole, Frederic
Church (Fig.3) , and Albert Bierstadt suggested divine
favor, signaling an Edenic paradise that, implicitly, had been
granted by God for the benefit of the new nation. Such an
interpretation resonated with a country that had come to be-
lieve in “Manifest Destiny”, the idea that the nation’s west-
ward expansion was divinely sanctioned. Large in scale and
meticulously rendered, these “Great Pictures”, as they were
called, had wide popular appeal, which the artists exploited
by presenting and promoting them as theatrical experiences.
Consciously emulating the contemporaneous pre-cinematic
moving panoramas that were then attracting large audiences,
the artists exhibited their works in darkened rooms under
controlled lighting conditions to enhance optical impact.
Thousands of people lined up to pay admission to see these
oversized, minutely detailed views of American pastoral
landscapes. Stylistically, these paintings of the American
West and the Hudson River Valley resembled those of the
German school of painting associated with the Dusseldorf
Art Academy. Not surprisingly, they found favor in Europe,
making them the first school of American painting to be re-
cognized abroad by inclusion in the annual exhibitions at the
Royal Academy in London, the Paris Salon and, after their
inception in 1851, at World’s Fairs. The 1867 Exposition
Universelle in Paris, for example, in which Frederic Church

won a fine arts medal, included eighty-seven American
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Fig.3 Frederic Edwin Church, Twilight in the Wilderness, 1860. Oil on canvas, 40x64in. (101.6x162.6cm) . The Cleveland Museum of Art, Mr.
and Mrs. William H. Marlatt Fund 1965.233. Photography © The Cleveland Museum of Art.
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paintings.
Everything changed after the Civil War, a brutal
(1861-1865)

consequence for the country, itself not even a century old.

four-year conflict that was of immense
On the one hand, with the question of slavery settled and
unification certain, the United States transformed itself into
an industrial power, growing an economy whose manu-
facturing output equaled that of Great Britain, France, and
Germany combined. Yet, the war had taken a devastating
toll on the American psyche, having produced unspeak-
able injuries and mass numbers of casualties that seemed at
decided odds with the innocent, idealistic genre scenes and
divinely infused landscapes of earlier generations of art-
ists. In response, American artists looked abroad, seeking
cultural refuge in the refinements of Europe. By 1876, art as
an expression of national identity had faded. In their desire
to shed their provincialism, American artists became imita-
tive. As one critic observed about the art exhibited in the
Philadelphia Centennial, “ (before 1876) we had what was
called...an American school of painting; and now the Ameri-
can school of painting seems almost to have disappeared...
We are beginning to paint as other people paint.”’ By the
time the 1889 Parisian Exposition Universelle opened, there

were so many American expatriate artists residing in the
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Fig.4 John Singer Sargent, The Daugh-
ters of Edward Darley Boit, 1882. Oil on
canvas, 87%/sx87°/sin. (221.9x222.6cm) .
Museum of Fine Arts, Boston; gift of
Mary Louisa Boit, Julia Overing Boit,
Jane Hubbard Boit, and Florence D.
Boit in memory of their father, Edward
Darley Boit, 19.124. Photograph © 2014
Museum of Fine Arts, Boston.

French capital that their works had to be shown in a separate
gallery from that of American artists who were still living in
the United States. Few artists of either group depicted overt-
ly American subjects. The embrace by American artists of
European models was rewarded: fifty-seven of the exposi-
tion’s awards that year and twenty-four honorable mentions
were given to American painters. William Merritt Chase,
who had altered his style to incorporate elements of French
Impressionism, won the silver medal. American art, as one
commentator wrote, had become “virtually indistinguishable
from that... of the hundreds of French, English, Swiss, Scan-
dinavians and other nationals who had learned most of their
lessons in Parisian studios.” Novelist Henry James echoed a
similar sentiment, noting that “it is a very simple truth, that
when to-day we look for ‘American art’ we find it mainly
in Paris. When we find it outside of Paris, we at least find

a great deal of Paris in it.”’

Fittingly, three of the giants of
late nineteenth-century American art—John Singer Sargent

(Fig.4) , Mary Cassatt, and James McNeill Whistler—
were expatriates. French-influenced artists who remained
in the United States entered positions of power, controlling
the annual shows at New York’s National Academy, which
had become the nation’s primary arbiter of aesthetic taste,

and serving as gatekeepers to the commercial galleries that
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opened in New York in the 1890s: Durand-Ruel, Montross,
Macbeth, and E. Gimple and Wildenstein.

By 1900, the subservience to French styles and sub-
jects that had prevailed for twenty-five years began to falter
in the face of American technological and industrial power
and the nation’s growing global and imperialist outlook, evi-
denced by its victory in the Spanish-American War (1898)
and its annexation of Cuba, Puerto Rico, Guam, Hawaii, and
the Philippines. Once Theodore Roosevelt became president
in 1901, America gained even more prominence in world
affairs, as Roosevelt mediated peace in the Russo-Japanese
War  (1904-1905) , secured rights to build and operate
the Panama Canal as an American protectorate, and sent a
flotilla of sixteen American naval warships on a circumnavi-
gation of the globe to assert the country’s military strength

(1907-1909) . As America became a more dominant force
on the international stage, calls for indigenous American
subjects and styles returned. Winslow Homer and Thomas
Eakins found themselves honored as revered elder states-
men, their work featured in the encyclopedic museums that
had sprung up in the nation’s major cities in the 1890s. In an

attempt to underscore America’s ascendance, the U.S. State

Department assumed administration of the American art
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Fig.5 John Sloan, The Picnic Grounds, 1906-07. Oil on canvas, 24x36in. (61x91.4cm) . Whitney Museum of American Art, New York; purchase
41.34. © 2013 Delaware Art Museum / Artists Rights Society (ARS) , New York.
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section of the 1900 Exposition Universelle in Paris. The de-
partment’s stated goal was to assert “a new position for the
United States as an art-producing nation” without “foreign
trammels.” ° To ensure the inclusion of specifically Ameri-
can subjects in the exposition, the department stipulated that
at least seventy percent of the works representing America
be made in the United States. In 1909, Congress followed
suit, passing a fifteen percent tariff on imported art created
within the past twenty years by non-Americans to encourage
patronage of contemporary American art.

Friction between artists who looked to Europe for in-
spiration and those who felt it was time to forge an indepen-
dent, self-consciously American art was inevitable. It came
to a head in February 1908, when Robert Henri and seven
(Fig.5)

Macbeth Galleries in revolt against the National Academy,

fellow artists opened an “outlaw salon” at the
which had rejected their art from its annual exhibition.” Cog-
nizant of the rising tide of nationalism in the country, Henri
injected the issue into the exhibition by accusing the acad-
emy of impeding artists who were truly American. Playing
the national card worked; on opening day, more than 300
viewers per hour crowded into Macbeth’s gallery. Commen-
tators embraced the exhibition’s nationalist agenda, calling
its participants “crusaders for an independent, indigenous

American art.”®

Henri played an important role in Ameri-
can painting by advocating for an art that embodied what
he called “the great ideas native to the country” and urging
his fellow practitioners to replace Eurocentric themes with
a new urban subject matter drawn from popular entertain-
ments and unfashionable, ethnic neighborhoods in Ameri-
ca’s burgeoning cities and popular entertainments.’ But apart
from ideology and subject matter, he and his fellow “Ashcan”
artists, as they came to be called, were deeply indebted to
European stylistic precedents. Indeed, one critic called their
1908 exhibition “the most foreign, the most Frenchified
show of paintings that we have seen in New York in years.
Surely it is not ‘revolutionary’ to follow in the footsteps of
the men who were the rage of artistic Paris twenty years
ago.”"” Still, the nationalist rhetoric and vibrantly demo-
cratic subject matter of the Ashcan painters were enough to
position them in 1908 as the era’s avant-garde.

They held that title until February 1913, when the Ar-
mory Show opened in New York. Initiated by many of the
artists in Henri’s circle, the show’s original aim had been
to showcase American achievements. Instead, it became
an exposition of the progression of modern art of prima-
rily French origin from Neo-Classicism and Romanticism
to Fauvism and Cubism. The message of the exhibition, as
explicitly stated in the accompanying catalogue, was that

any artist whose work did not “show signs” of the latest
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Fig.6 Oscar Bluemner, Last Evening of the Year, c. 1929. Oil on
(35.6x25.4cm) . Whitney Museum of
American Art, New York; gift of Juliana Force 31.115.

composition board, 14x10in.
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European styles had “fallen behind.”" Judged by this cri-
terion, American art was insular and inferior. To William
Glackens, who had selected the show’s American portion,
the exhibition revealed that “we have no innovators here.
Everything worthwhile in our art is due to the influence of

2
French art.”'

The sentiment was echoed by Jerome Myers, a
founding member of the show’s organizing committee, who
lamented that “more than ever before, our great country had
become a colony; more than ever before, we had become

»* While most American art in the exhibition

provincials.
was realist, the small amount of American abstract art that
was included was decades behind European developments,
as painter Oscar Bluemner (Fig.6) noted in his review of
the show."*

The impression that American art was imitative, that
it was “sponging on Europe for direction” rather than de-
veloping its own path, gave urgency to renewed calls for
an autonomous national expression.”’ Three years after the
Armory Show, writers James Oppenheim, Waldo Frank,
and Van Wyck Brooks launched Seven Arts, a literary jour-
nal advocating a new American visual art and literature
independent of Europe. The nationalist agenda found an
even stronger voice in The Soil, which New York gallerist
Robert Coady published from December 1916 to July 1917.
An outspoken critic of the influence of European modern
art on American practitioners, Coady promoted an Ameri-
can art “free from all the ‘isms’ that came from Europe.”'
Photographer and gallerist Alfred Stieglitz, who had been
the primary American champion of European abstraction
before the Armory Show, put his weight behind aesthetic
independence, announcing in 1915 that his “291” gallery
would no longer exhibit work by Europeans. After “291”
closed in 1917, he devoted his subsequent galleries—The
Intimate Gallery and An American Place—solely to Ameri-
cans whose art addressed what he called “an integral part of
America today.”"”

In the 1920s, as America assumed an even greater posi-
tion of importance on the international stage as the world’s
leading industrial and financial power, the creation of an
autonomous national art seemed attainable. World War I
had wreaked havoc in Europe, causing devastation of the
sort that had traumatized Americans during the Civil War;
now, as one critic put it, Americans felt that their country “is
just as God-damned good as Europe,” a sentiment echoed
by another critic, who announced that “we have just fallen
heir to the proud position of world supremacy.”'® Artists in
Stieglitz’s circle who had assimilated the lessons of Euro-
pean abstraction in the early years of the century turned their
attention to subjects that mirrored “America and nowhere

else,” as photographer Paul Strand put it."” For those like
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Bluemner, Arthur Dove, John Marin, Marsden Hartley, and
Georgia O’Keeffe, nature became the source of inspiration.
Others, such as Charles Demuth (Fig.7) , Charles Sheeler,
and Joseph Stella, looked to the monumental symbols of
modern industrialization and technology.

The stock market crash in 1929 and the ensuing De-
pression rekindled the country’s isolationism and reinstated
genre scenes of everyday life as the style most appropri-
ate to documenting the American cultural landscape. The
Regionalism of Thomas Hart Benton, John Steuart Curry,
and Grant Wood (Fig.8) , the American Scene paintings
(Fig.9) , and the 1,100

government-sponsored murals that were commissioned for

of artists like Reginald Marsh

public buildings across America gave comforting, idealistic
evidence of the enduring aspects of the American way of
life in the face of economic catastrophe. Visual reminders of
a more innocent and uncomplicated time, they answered the
need for continuity and faith in America.

The pressure on artists during the Depression to aes-
thetically demonstrate their national credentials was intense,
with debates raging between realists and abstractionists over
what subjects could legitimately be called “American” and
whether abstraction was or was not “foreign.” The argu-
ments heated up in 1934 after 7Time magazine identified Re-
gionalism as the authentic American art movement, one that
was replacing incomprehensible, foreign-based art styles.
The implication was that genuine American art depicted
American subjects in a style that was independent of Euro-
pean influence and democratically accessible. Institutionally,
the debate played out in the two museums that were founded
in New York City in 1929 and 1931, respectively: the Mu-
seum of Modern Art and the Whitney Museum of American
Art. Although committed to the diversity and inclusiveness
it felt was inherently American, the Whitney favored real-
ism, while the Modern, rooted in the ideology of artistic
progress, privileged abstraction.

With the outbreak of World War II in Europe, whatev-
er animosity existed over the definition of what constituted
authentic American art was supplanted by the appropriation
of it by the U.S. government as a marketing tool to counter
Nazi propaganda. The State Department contracted with
public and private-sector institutions such as the American
Federation of the Arts, the Council for Inter-American Co-
operation, and the National Gallery of Art to organize travel-
ing exhibitions for distribution to Latin America and Europe
of art that portrayed American life and society as harmo-
nious and optimistic. After the war, the department appoint-
ed J. LeRoy Davidson, a former director of the Walker Art
Center, to take direct charge of these programs. Conscious

that European intellectuals viewed America as a cultural
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wasteland, Davidson determined to present American art as
sophisticated and innovative by organizing a traveling show
of progressive American painting. Rather than borrow work,
he decided to buy it, reasoning it would reduce costs and al-
low him to tour the show for five years—Ilonger than most
lenders would allow their works to travel. He purchased
seventy-nine oils from a wide array of artists, both real-
ist and abstract, including Marsh, Davis, Louis Guglielmi,
Ben Shahn, and Yasuo Kuniyoshi. Advancing American
Art, as the exhibition was titled, demonstrated how far the
United States had come as an innovative force in art, but it
contained few examples of art that “made Americans feel
comfortable about America.”*’After the show’s inaugural
opening at New York’s Metropolitan Museum of Art, it
was divided into two parts and sent to Latin America and
Europe. The initial stops in both hemispheres were unquali-
fied successes. However, reaction at home was a different

matter. Attacks in the popular press began shortly after the
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exhibition opened at the Metropolitan, with Look magazine
running a derogatory article accompanied by a double-page
spread of illustrations in its February 1947 issue that was
picked up in syndication by conservative Hearst newspa-
pers. Reporters criticized the paintings as incomprehensible
and un-American. One critic wrote that “ (the) roots of
the State Department collection... are not in America—but
in the alien cultures, ideas, philosophies and sickness of
Europe... (the work gives) the impression that Ameri-
can is a drab, ugly place, filled with drab, ugly people.”'
Another critic claimed that the paintings were a blunt at-
tempt to “uproot all that we have cherished as sacred in the
American way of life.”” The criticism prompted letters from
irate citizens to congressmen complaining about the use of
government tax money. Even President Harry Truman got
involved, opining about Kuniyoshi’s portrait of a circus girl

(Fig.10) : “If that’s art, ’'m a Hottentot.””> The ensuing
congressional investigation resulted in the House Appropria-

tions Committee voting to cut off funding for the show’s
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Fig.10 Yasuo Kuniyoshi, Circus Girl Resting, c. 1925. Oil on canvas,
39'/,x28%,in. (99.7x73cm) . Advancing American Art Collection, Jule
Collins Smith Museum of Fine Art, Auburn University. Art © Estate of
Yasuo Kuniyoshi/Licensed by VAGA, New York, NY.

tour and threatening to abolish the State Department’s art
program. The continuing attacks ultimately convinced the
department to recall the two exhibitions and sell their con-
tents, which it did in 1948.

Paradoxically, at the same time that conservative art
groups were vilifying progressive realist art as “un-Ameri-
can,” the vanguard art world in the U.S. was developing an
abstract style that aimed to transcend national, ethnic, and
class distinctions in the name of universality. Painters such
as Jackson Pollock, Willem de Kooning, Barnett Newman,
and Mark Rothko, grouped under the rubric “Abstract Ex-
pressionism,” dispensed with storytelling and references to
specific subject matter in favor of depicting abstract states
of consciousness. Abstract Expressionism’s dependence on
spontaneity and freedom of expression made it an apt tool in
the psychological fight against Soviet cultural expansion.*
Throughout the 1950s, the U.S. government subsidized
museums and private organizations to organize shows of
Abstract Expressionism to send all over Europe. Within
America itself, the verdict on Abstract Expressionism was
more polarized, with institutions like the Whitney put off
by the style’s absence of recognizable subjects and its links
to the formal practices and existential themes of European
art. A decade later, Pop Art answered the burgeoning need
for an art that was both self-consciously American and

wholly modern by using hard-edged American advertising



JURRI TIRZ MG R T R, FR el iE
Mo, BAEEEAL, hREI L SGEH 5 —Fimi
Bk, BHFREIXFERIHLAHE R B Pl Z AT B G R
¥, RIBTIREINZARMIERIRR 51 L EBIN R
M, ZRMEAEEE, XFHEMRAIA, XHE
FIEORBORR S, TG, B ZRE T3 TR A
H3, LR E ) S HE RS T L E
%, R AR, TIREEEEN, B2
s MIEAIEFZ
ALEREENRBOEEEEEE, X TS, A
TREZAR, [ <pHh T 55t ] 2 18] S 3 Bt 15
Tk, FENEREHCOHZARBARES T Rk,
1964 4, Z{A%: - 5 H{At% (Robert Rauschenberg) 7
UEHORAEJ EARAF R, W1 NERE T iX SRk
B,

15 20 #2054, 35 B0 25 i AUE E Br LR AR
fT7ERR, BREIARE L E&ERMMICEA T, Amitil
HTZIRSER S ORI, BfEEERERETFHR
Bacmflia, 2HLid, Ao A E
H 5 ZARBSHIMAE BT, Gl 5E BHEAREE T
WA, et 5 E EARH IR i P AR 2R
YT . AEAANEBERER S EEF A RAENZR,
ERZEHEEZRIEYES, SR —A
T, BOHTRZREE, ZRERKANEEEARE,
PREREMFE, B AeEEAR, RN 19 #
LEEaRE, BTSRRI EEREEZAREK, RE
I IRE NAERREEE SN E L, IR, AR S hE, R
5EEAERANZIAK, BERNMNERS5REHLIL
[JEAE, ik, EEEYERR T EEZRIE S, i
HEARF e, Hd b, RERIMENEEZARARKZ S
HW, BalLJLTAER, [ ErIRTI0m A AR R
SRR HOT, SRR TRAR “LE” s “Ral
R, BAN, 20 FENIR Z IR R AT AR R, 3£
| P b 5O b AR SRR B o b DR A . 6
PLT N, EEEFMEEBAN ZRIE, VR
I ER & S H 2 BN, S A TSR . AR,
EH A dtd 2 RIBRER, E205. B, Befnst
ARBEAZ L, ZRUAGII, EABRER, B
EHCER - TRIE, SAERALSRERZG. 71
1864 4F., FEMIPR AW - A - HRE (James
Jackson Jarves) Bif . “Ffile—MRARIRE, Kl
FIENI R Ay e EREGHA S —FE, —H M2
Prvfy, AR ZAME, MEARIFEIELG]. #iR
AR XA E ARG IE#S R, P X W
HYIER, BAEMBERH.

techniques to depict images from American popular culture,
often with subtle critical overtones. The art became an in-
stant media sensation, both at home and abroad, putting to
rest any lingering doubt that the center of Western art had
migrated to the United States. With Pop Art, the aesthetic
swings between provincialism and imitation ceased. For
the first time, Americans felt secure about their art. Robert
Rauschenberg’s receipt of the grand prize at the 1964 Venice
Biennale simply confirmed what had become a reality.
American aesthetic hegemony prevailed internation-
ally until the late twentieth century, when the combination
of post-modernism and globalization immutably changed
notions about art and national identity, causing American
art museums to rethink their mandate. In a global economy
in which traditional art centers are being replaced by net-
works of multinational galleries and art fairs, and travel
and information technology are transforming the exchange
of ideas, earlier definitions of what constituted American
art have collapsed. No longer is it seen as something made
exclusively by citizens of the United States. The Whitney,
as one example among many museums dedicated to Ameri-
can art, has mounted a number of exhibitions of artists who
live, or have lived, in the United States but are not citizens.
Just as the nation considered nineteenth-century artists such
as Sargent, Whistler, and Cassatt to be Americans despite
their having lived abroad for most of their lives, so now do
we consider it appropriate to showcase the work of artists
from other countries with connections to America. This is
not the only way American museums have broadened their
definition of American art. Whereas historically the primary
focus had been on American artists of European descent, the
past several decades have seen the doors of American art
museums opened to include the work of all populations and
demographics, as well as work long dismissed as “craft” or
“folk art.” In addition to temporary exhibitions, the past two
decades have seen a concerted effort by American muse-
ums to fill gaps in their holdings of Asian American, Latino
American, Native American, and African American artists in
order to be able to tell a more inclusive and true story about
the nation and the multiple identities of its people. America
has always been a melting pot of nationalities, in art no less
than in economics, politics, science, and technology. As a
nation of immigrants, inclusivity has long been at the heart
of who we are as a people. As early as 1864, American critic
James Jackson Jarves wrote: “We are a composite people.
Our knowledge is eclectic... It remains, then, for us to be
as eclectic in our art as in the rest of our civilization. To get
artistic riches by virtue of assimilated examples, knowledge,
and ideas drawn from all sources... is our right pathway to
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consummate art.”~ The sentiment is as true now as then.
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