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FOREWORD 

The thirty portraits and landscapes by Homer Boss tional information on Boss and his contemporaries 
which comprise this exhibition and the accompa- and the New Mexico painters; and our member- 

nying catalogue are intended to focus critical atten- ship and development specialist Rebecca Garrity 
tion on this little known but interesting artist who organized a convivial and festive opening recep- 
studied with William Merritt Chase and Robert tion. The assistant director for administration 
Henri. Boss is not only worthy of attention because Corinne Magnonni was in charge of financial plan- 
of his accomplishments as a painter but also for the ning, and Lori Demeuse was responsible for keep- 

influence he exerted on many important American ing the accounts and paying the bills in a timely 
artists through his teaching at the Independent and efficient manner. Last, but only to emphasize 

School of Art and the Art Students League in New the importance of her contribution, 1 would like to 

York City. acknowledge our editor Patricia Powell who dili- 
This exhibition benefits from the heretofore gently gathered and then edited the information for 

unpublished research of Susan S. Udell, Bosss the present catalogue and worked with the media 
niece who inherited his archives. Using these little- for publicity for the exhibition. 

known records of his painting, teaching, and On behalf of the museum, I also wish to thank 
exhibiting history and supplementing them with University Publications art director Earl Madden 

archival research and with oral histories gathered for his design and editor Linda Kietzer for coordi- 
from Bosss students and family, Dr. Udell has writ- nating production of the catalogue. We are also 

ten the first biography of this interesting artist, grateful to Greg Anderson for his skill and care in 
which the Elvehjem is proud to publish in this photographing the works for this catalogue. 
catalogue. Our highest praise, however, is reserved for 

The paintings presented in this exhibition were Susan S. Udell for establishing a credible biography 
selected by the Elvehjem’ curator of collections and a catalogue raisonné for Homer Boss. We are 
Leslie Ann Blacksberg. Dr. Blacksberg reviewed pleased to be able to bring her research to fruition 
works by Boss in private and public collections in this Elvehjem publication. 
and chose those she considered to be the most Finally, I wish to express the museums gratitude 
representative examples of his varied career and to those anonymous and named individuals and 
which reflected major developments in American institutions who generously lent works: Mr. and 
art during the first half of this century. Mrs. H. Earl Hoover II; Hunter Museum of Art, 

Other members of the museum staff also con- Chattanooga, Tennessee; Madison Art Center, 

tributed to the success of this project. Our prepara- Madison, Wisconsin; Milwaukee Art Museum, 
tor Jerl Richmond gave careful consideration to the Milwaukee, Wisconsin; Museum of Fine Arts, 
works and their best presentation; registrar Lucille Museum of New Mexico, Santa Fe, New Mexico; 

Stiger supervised loan agreements, packing the Mrs. Peter J. Smykla; Mr. and Mrs. Peter J. Smykla, 

works for travel, and photographing the works for —_Jr.; and Mr. and Mrs. Jon G. Udell. 
the catalogue; curator of education Anne Lambert 

gathered materials and arranged for the training of 
docents in preparation for giving tours; Museum Russell Panczenko, Director 
Shop manager Liese Pfeifer selected books and Elvehjem Museum of Art 
items for the shop to provide visitors with addi- May 1994 
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AUTHOR’S ACKNOWLEDGMENTS 

The desire for privacy sometimes precludes others 1am also indebted to relatives of Homer who 

from sharing in the beauty and compositional har- have shared information: Pearl Roewe, Edith 
monies created by artists who paint to satisfy inner Baxter, Col. and Mrs. Peter J. Smykla, Sylvia and 

expressive needs rather than to please the public. Peter J. Smykla, Jr., and Dorothea Kutka Rudge. 
Such an artist was Homer Boss (1882-1956), who Archival records were obtained with the assis- 

painted in New York and New Mexico during the tance of Christiane C. Collins (Parsons School of 

first half of this century. Only after Suzanne, his wife Design), Linda S. Ferber (The Brooklyn Museum), 
and my aunt, died in 1976 did we become aware of Everett Raymond Kinstler (National Arts Club), 
the contributions Uncle Homer had made to art in Garnett McCoy (Archives of American Art, Wash- 

America. Their adobe home contained a multitude of ington, D.C.), Catherine Stover (Pennsylvania 
paintings and a scrapbook of newspaper and maga- Academy of the Fine Arts), and Erin Younger (The 

zine articles that prompted me to research Homer Heard Museum). My thanks to them and all others 

BossS life. It was not an easy task, for, aside from who responded to my enquiries. 

entering various exhibitions, this quiet, dignified artist Dr. and Mrs. Paulo Otto procured information 

and teacher had made few attempts to further his from Brazil about Bosss Independent School of Art. 

reputation. With the help of resources at the Kohler Their help, as well as that of Professor Mary Lou 

Art Library of the University of Wisconsin—Madison 1 Daniel of the University of Wisconsin-Madison who 

pursued all information that even remotely pertained translated the information, is much appreciated. 

to Boss. The subsequent support of other researchers Many years ago Professor Emeritus James Watrous 

of this period such as Bennard B. Perlman, William of the University of Wisconsin—Madison art history 
Innes Homer, and Clark Marlor was most encourag- faculty made suggestions for reworking the biogra- 

ing. I am very grateful for their assistance. phy. In 1981 Professor Jane Peters of the University 

The biography was originally written between of Kentucky-Lexington art history faculty carefully 

1976 and 1979 and has been revised over the past critiqued the revision. The biography is enriched by 

year for publication in this catalogue. What I initial __ their expertise. I also appreciate the patience of 
ly perceived as a brief biography was multiplied Patricia Powell, editor for the Elvehjem Museum. In 

several times over because of the recollections of addition I want to thank Russell Panczenko, director, 

students and exhibition reviews that gave credence and Leslie Ann Blacksberg, curator, of the Elvehjem 

to Boss stature in the art world. With gratitude I Museum, for arranging this exhibition. 

acknowledge the generous recollections of several Above all, | am indebted to my late aunt 
persons who have passed on without seeing the Suzanne Kutka Boss for cataloging and notating 

fruition of their tributes, especially my aunt—Anne what she could of Homer’ paintings. His portraits 
Kutka McCosh, and other students and friends of and landscapes speak eloquently for this indepen- 
Homer—Carol Mead Klonis, Stewart Klonis, Helen dent, unassuming man, and we are pleased that 
Hodgskin, and Emil Holzhaver. In addition, some of his works can be shared in this exhibition. 

Mildred Baker, Charlotte Blackmer, Hester Jones, Susan S. Udell 

Charlotte Leal, Clara McPherson Reiss, and Robert Madison, Wisconsin 

Reiss contributed memories of the Bosses. April 1994 
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By SUSAN S. UDELL 

imitators of his style.? This free manner of teaching 
was one which Homer Boss later emulated and 

received praise for in his own teaching career. 
Born in Blandford, Massachusetts, on July 9, 1882, Chase was particularly fond of such old masters as 
Homer Dean Boss was the oldest child of Homer Hals and Velazquez—whose work also influenced 
Carlton Boss and Jane Cecilia Murray Boss, At an the palette of Homer Boss. 

early age, he was fond of sketching and showed Robert Henri, advocating “art for life’s sake,” 

promise of a future in art. The family moved to encouraged his pupils to see and record the nobili- 

Springfield, Massachusetts in the mid 1890s, where ty in the human spirit.* To interest the students in 

the young man worked as a die-setter for Moore topics outside the world of studio art, he often 

Drop Forge. Then, intent on following a career in made philosophical comments drawn from his 

art, he moved on to New York City at the turn of wide acquaintance with art history and literature. 
the century.! He also advised the students to attain a healthy 

Although we know little of his earliest years in wholeness of mind and body and advocated active 
New York, we do know he studied at the New participation in physical exercise. Boxing, handball, 
York School of Art, unofficially known as the baseball, and gymnastics brought together the 

Chase School after its founder and guiding spirit, young class members and strengthened the friend- 
William Merritt Chase (1849-1916).’ Boss studied ships born of mutual interest in art.° Years later, 
first with Chase and then with Robert Henri one of the group remembered Homer Boss as “the 
(1865-1929), who joined the faculty in 1902. stalwart, beautiful, already dignified young fellow 
Chase and Henri were opposites in both manner who contributed so much to that devotion to hard 
and philosophy; Chase stressed delicacy of detail work and wild abandon to hard play which so 
and visual accuracy while Henri encouraged emo- disgracefully distinguished us. . . . a dear young 
tional spontaneity and broad brushwork to reveal friend of my youth.”® 

the model’ temperament. These approaches nour- In those early years of study, Boss became adept 
ished Boss’ talent and developed techniques that at seeing what others overlooked, depicting the 
he used throughout his life. inner feelings of his subjects, and combining pig- 

William Merritt Chase believed that an artist ments which allowed colors to retain their fresh- 
must first learn the technical side of painting ness and vitality through the ages. His draftsman- 

before indulging in the joy of the creative spirit. ship was strengthened by the study and discussion 
Sensitive to the nuances of color, he used it spar- of reproductions which Henri often brought to 

ingly with small touches where it attracted much class of the works of such master European artists 
more attention than the quantity warranted. Gen- as Titian, Velazquez, Rembrandt, Manet, and 

erally, his colors were rather quiet: blacks, low- Degas. 
toned whites, a touch of red, or a bit of smokey Walter Pach (1883-1958), an artist and art 

violet. However, his teaching allowed individuals critic, described his perceptions of Homer Boss at 
to develop their own talents, for he refrained from the New York School of Art: 
criticisms that would make the students slavish 
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And so, for the young artist, the years around 

1903 and 1904 were marked by concentration 

on the problem of expression thru [sic] character, 

thru the use of mass and light and shade, which 
were the phases of the picture most considered at 
the school 

Of particular importance to Homer Boss 

were the visits of Thomas Anshutz, who came 

over from Philadelphia [beginning in 1906] to 
give those unforgettable demonstrations of anato- 
my which have made numberless American 
students his debtor.” 

In the early years of the century, young painters . 

who deviated from subjects intended for the draw- 

ing rooms of wealthy patrons had difficulty in 

getting their work selected for exhibition by the 

conventional jury system. The new generation of 

artists in New York City were realists who were 

interested in portraying the feelings of their human 

subjects and the generally modest social environ- 

ments in which the models lived. Such work was 
held in low esteem by the art establishment, and } 

many years later, a retrospective writer called these 

painters of urban realities the Ashcan School.® Fig. 1. Portrait, ca. 1907, oil on canvas, dimensions and loca- 

Because Boss studied and painted alongside tion unknown 

these men and chose his models for their availabili- 

ty and character rather than proffered commis- careless brushstrokes of the darkened background. 
sions, his work was similar to the Ashcan School. The work appears at once exact and effortless. 
However, since his realistic portrayals did not From 1905 to 1910, Boss associated with such 

include broader social and urban commentaries, young progressive artists as Edward Hopper, 
we cannot consider him a true member of the George Bellows, Rockwell Kent, and Glenn O. 
Ashcan School. In fact, the works which brought Coleman. They organized a group known as The 

Tecognition to Boss in the early part of the century Fifteen in order to exhibit together.? The Fifteen 
consisted of formal portraits reminiscent of preced- net on Thursday evenings at Boss studio in the 
ing generations of artists though imbued with his Lincoln Square Arcade, 1947 Broadway, and held 

own sense of lighting and line. This traditional their first exhibition during the winter of 1907,!° 
portraiture undoubtedly enabled some of his early They rented lofis and space in galleries to show 

works to be accepted by the tradition-bound juries their paintings, but generally their works were 

of the period. ignored or deplored by the art reviewers. 
The earliest portrait we have by Boss (fig. 1) John Sloan diary in an entry for April 25, 1907 

shows a young woman seated obliquely to the attests to the prevailing attitude of the critics: 
viewer with a direct gaze of serene awareness. The 

finely modeled facial features, illuminated bodice A paper last night says that the exhibition at the 
ee 5 : N. Y. School is bad, gloomy. If it is, if theres no 

with its filmy sleeves, and the slight gleams of light gor pean ol oe Bellows. Boss 

on the chair bring out details that become all the Gore tell anal eee ene 
more interesting when contrasted with the almost 
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Boss’ painting was exhibition, the first 

first recognized by the important display of new 

art establishment in realism in early twentieth 
1907, when Robert century American art, 

Henri was selected for helped pave the way for a 

the thirty-man jury for more liberally organized 

the Spring Exhibition = spring exhibition at the 

1907 at the National ay? National Academy of De- 
Academy of Design. v sign in February 1908. 
Some 1500 works Modest reforms included 
were presented alpha- abolishing the second 

betically for the jury's round of eliminations by 
appraisal. Henri was a three-man jury and 

pleased when paint- granting permission to 

ings by Bellows and Henri associates and 

Boss, the first of his students to hang their 

pupils to be consid- paintings as a group in 

ered, were voted in. one of the academy's 

However, his associ- galleries.!* Although I 
ates Glackens, Luks, have not been able to 
and Shinn, and his identify the artists includ- 
students Kent and ed in that group, Bosss 
Sprinchorn did not close association with 

fare as well, and when | Henri at that time makes 
his own three entries me believe that he was 
were not unanimously represented. 
approved, he with- The National Academy 

drew the two that had of Design’s Winter Exhi- 

received negative bition 1908 included Boss's 

votes, convinced that Portrait of an Actress (fig. 
the old guard mem- 2), a work that had 

bers of the jury were eee received favorable notice 
simply intent as usual Fig, 2. Portrait of an Actress, before 1908, oil on canvas, when exhibited at the 
on perpetuating their dimensions and location unknown Pennsylvania Academy of 

own styles. Six-hun- the Fine Arts early in 

dred paintings were 1908. Thus, Boss’ paint- 

approved by the full jury. Then, space limitations ings were accepted for exhibition at the National 

required further reduction by a three-man jury to Academy at least twice before he decided to submit 

378 works.'? Boss’ Girl with a Fan and Bellows’ nothing further to juries at that venerable but 

River Rats survived both juries’ actions and were reactionary institution. 

exhibited along with a few other paintings by In late January 1908, comments had indeed 

Henri’ colleagues. been favorable on Boss’s entry in the 103rd 

Henris dissatisfaction with the jury’ artistic Annual Exhibition at the Pennsylvania Academy 

standards precipitated the now-famous exhibition of the Fine Arts. The New York Times reviewer 

by The Eight (Henri, Sloan, Shinn, Glackens, Luks, J. Nilsen Laurvik discussed Boss and his Portrait 

Lawson, Davies, and Prendergast) in 1908. This of an Actress: 
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As an example of reticent yet vigorous painting And this is really a great pity. Because these two 
embodying what is best in the art of portraiture, men especially show the makings of clever 

this canvas by Boss marks the advent of a man painters. It is too bad to see them bravely toiling 
who will surely come to occupy an important after the black flag of a leader already lost.!7 

place in the world of art. 2 ih oe Me 
In this portrait he has abandoned the man- Henri created portraits with a limited palette 

nerisms that fettered the full expression of his against dark backgrounds, a characteristic that Hale 

personality and we see the man in his own derided. Another less acerbic reviewer saw Boss 
image. It is far superior to his “Girl with a Fan” promise extending beyond Henris style: 
shown in the Exhibition of Contemporary Art at ‘ ; 
the National Arts Club [early January 1908, as Homer Boss is another newcomer whose work is 

well as at the aforementioned 1907 National met for the fist uate Tecogmized here, Hs por; 
Academy of Designs Spring Exhibition], being trait of an actress is very fine in color and charac- 

more subtly modeled, the flesh tones beautifully ee eau e Rober ena pullizs 
rendered, and the whole figure dominated by a ey eee ius chenes > sean 
quiet distinction that lifts it above most of the and stands {cris owmandimictalihy 

portraits in an exhibition notable for its many Henri left the New York School of Art after 

fine examples of portraiture." disagreements with its management and opened 

Boss Portrait of an Actress employs dramatic the Henri School of Art on January 11, 1909 in the 
lighting effects. Light falls only on a bit of Lincoln Square Arcade, 1947 Broadway and 66th 

patterned blouse, on the pleasantly quizzical face Street. Many of Henris former pupils, including 
under an immense dark hat, and on a strip of skirt Boss, enrolled in the new school. Studio lighting 
showing through an opening of the heavy dark was poor in the new location, and when rain and 

coat. The gloved hands are shadowed tones, and fading daylight made painting almost impossible, 
the background, a dark void that is more carefully Boss lectured on anatomy, carefully shaping clay 

blended than in Portrait (fig. 1), does nothing to into the forms of muscles which he placed on a 

distract from the model. The clean lines of the off- skeleton while a nearby live model was directed to 

center figure and the sensitive, poised look suggest show the action of each muscle as it took its place 
that Boss has moved away from a rapid brush- on the developing figure.'° 
stroke and in painting has established real empathy Bossé superior knowledge of anatomy had been 
with his subject. (A friend recalled in later years stimulated by the teaching of Thomas Anshutz, 
that she had heard that Boss was in love with the Henrié former teacher at the Pennsylvania Acade- 

actress and destroyed the painting when he was my of the Fine Arts. Beginning in 1906, Anshutz 
spumed after the portrait was exhibited.)!® had come from Philadelphia each year to present a 

Philip L. Hale, an artist who himself contributed __ series of demonstrations on the functions of bones 

to the same Pennsylvania exhibition, commended and muscles to Henri classes at the New York 
the show in The Boston Herald as one “in which School of Art. 
almost every picture is a pretty good one,” but he Walter Pach noted many years later: 
was less generous to the painters associated with As Henri observed more than once, it was a real 

Robert Henri: sculpture that the older artist [Anshutz] pro- 

One of the humors of the show is the exhibit of duced, a work having character and life and not 

the New York men. Not but what there are clever merely a thing of ae eetaalitle : ; 
men among them, even among the Depressionist Homer Boss was fascinated by Hs Ghent 
eee eee performance and never failed to see it again when 

evident talent like Messrs. Bellows and Homer aa See ees 
Cee eee ing the lesson, he produced one work after an- 

that paves the sidewalk of the house of Henri. einen the method Weta pearnes pod mae 
the unrelenting thoroughness typical of his whole 
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effort, he brought himself to such control of the Exhibition of 
problem that he was indeed a most worthy suc- Independent Artists, 1910 

ean Dain eee : The Exhibition of Independent Artists (hereafter 
emy somewhat over half a century ago [in the referred to as the first independent show) was 

early 1900s] and, in “The Eight” and other exhi- organized by Robert Henri, Walt Kuhn, and John 
bitions, did so much for American Art. Sloan to promote progressive American art. They 

Anshutz, of course, one of the important sent invitations to about eighty artists whose 
pupils of Thomas Eakins, was unquestionably the works, they thought, lacked academic stiffness.2* 
greatest practitioner of artistic anatomy that this The Eight were invited as well as younger, lesser- 
country has produced. Together the master and k . d a ae ho had 
pupil dissected human and animal bodies, and so DOTA ers ao eae cue ares eee 
it was a precious heritage of understanding that refused to submit entries to the National Academy 

was passed on to Homer Boss.2? of Design.”? This invitational exhibition had no 
. . . jury, an unusual condition at that time; the artists 

Within a year after the opening of the Henri only needed to submit their work with a modest 

School, Boss Ree et ized Soe fee for each entry, and all artists were given unbi- 

structor with Henri. Emil Holzhauer (1887-1986), ased treatment: works were hung in alphabetical 
a student o the school in that early period, re- Brdcrehine aricte name, 

elles i Sean ee ie Boss exhibited three portraits in the first inde- 
while Boss was a more permanent teacher. pendent show: Invernizzi (fig. 3), Young Woman in 

We all felt that he [Boss] was a most valuable Blue and Gold (fig. 4), and Portrait of a Young 

asset to Henris teaching as he concerned himself Woman (later exhibited as Young Woman in Black, 

more with the fundamentals of technic and cat. no. 1), which received this brief praise in The 
amcinel eine ee ea ae Evening Mail: “Among the good work by artists 
bravura technic during one of his infrequent h ly unk f 
demonstrations, while Boss would astound us a ee i eed su0n8 Bean 
with his knowledge of anatomy and sound crafts- pieces by Homer Boss, who is now a working 
manship; the two complemented one another blacksmith.”?° The term “blacksmith” must have 

beautifully.?2 referred to Bosss use of dark backgrounds to pre- 

Another student witness to Bosss stature in the ie paueice ee ee pergaits 
school, Randall Davey (1887-1964), wrote: at ae ae age pana 

and their execution differed decidedly. 
When | entered the Henri School I found myself Invernizzi (fig. 3), painted around 1907 to 1910, 

in an atmosphere of dignity, where unceasing portrays a man standing, frontal view, pipe in hand. 
effort was always manifest. , His face, two hands, and ascot are illuminated; his 

Robert Henri was the master of this school ‘ fei 
but there were added factors which contributed other clothing and features are barely distinguish- 
to the intensity of feeling and respect we all felt able from the black background. (George Bellows 
for it. Chief among these factors was Homer Boss. painted the same subject with similar lighting, 
We were all conscious of his presence and of the seated.’” We may assume that Prosper Invernizzi, a 
high regard Robert Henri had for him. fellow student at the New York School of Art and a 

The first time I saw Homer’ painting was at member of The Fifteen, posed either for one of 

the first Independent Exhibition in New York Henri classes or for a group of his artist friends.) 
[1910] where his full length portraits made a Young Woman in Blue and Gold (fig, 4), which 

deep impression on me. At that healthy period of ae hibited in 1910 at the P ina 
American painting Homer Boss was one of the a eee u Se SES ama 
giants—respected and admired by us all.23 Academy of Fine Arts, shows a new attention to 
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bravery and the imagination of Homer Boss.”*8 

Portrait of a Young Woman (later exhibited as 

ao Young Woman in Black, cat. no. 1), presents a sub- 

Sy ject who appears to be of a different class from any 

vibe of Boss’ earlier portraits. Here is a large boned 

young woman with work-roughened hands, wait- 

ing patiently. Her dress and blouse are suited to the 

working class but her necklace is not. Is it a family 
| piece? Is she an immigrant working at some menial 

{- job to make ends meet? Her eyes tell of resigna- 

if J a tion, and yet the proud angle of her head suggests 

: I inner strength and resolve. Although both the dress 
and background of this portrait are black, one is 

easily distinguishable from the other, and the full 

figure is presented almost frontally. The painting 
comes as close to Ashcan subjects as we find in 

Boss’ work. It suggests that he has moved beyond 

the standard studio models and is seeking new 
subjects. Here Boss not only shows his skill in 

portraying well-modeled features but also expresses 

the depths of his subject’ feelings. 

The first independent show was a phenomenal 

success in its public recognition. On opening 

night, the gallery and street outside were so crowd- 
ed by eager viewers that a small contingent of 

police had to be dispatched to control them. The 

Evening Mail provided a positive review: 

It was a good thing to get up this show. It gives 
struggling talent a chance; and it has produced a 

very strong and interesting exhibition. Naturally 
Fig. 3. Invernizzi, before 1910, oil on canvas, dimensions and there are many “extreme” things; there is much 
location unknown struggling, half-realized work that will certainly 

go by the board. No matter; there is also a great 

’ 4 deal of good and very promising work, from 
color. The gown is a panoply of blue in shadow artists now unknown, whose work may some 
and in light. The swirl of blue skirt and the point- day be famous. This voluminous catalogue will 
ed toe make the young woman appear to be mo- yet be as interesting as are those early playbills 
mentarily poised before moving on. The rich gold that have Booth’s or Mansfield’s names on them 

tones of her belt and neckline complement the red in humble parts.”” 

of her bobbed hair. Again, light plays an important The inclusion of Homer Boss work in this 
Tole with only three quarters of the figure being invitational exhibition placed him among the pro- 
fully illuminated. In an article written for Crafts- gressive artists of the period. During the next few 
man magazine about the first independent show, years he continued to submit paintings to the Penn- 
Robert Henri described Young Woman in Blue and sylvania Academy of the Fine Arts which was more 
Gold as “a painting showing the tenderness and 
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The public acclaim that the first independent show 

received was gratifying to Henri, and satisfied with 

the results of his work, he planned an excursion 
abroad. Having studied in Europe, he wanted to 

reacquaint himself with art there and to teach sum- 
mer art classes in Spain. Before leaving, he and 

Homer Boss signed an agreement that completely 

; tumed over control of the Henri School of Art to 
Boss as of June 1, 1910. Beginning in October 1910, 

Henri was to instruct one day a week at a salary of 

$100.00 a month. The agreement also made provi- 

ren « sion for the possibility of a change in the school’s 
4 name, thus anticipating the break that was to occur 

between the two men in the spring of 1912.° 
Although the notice for the school year 

1910-1911 in the American Art Annual listed 

4 “Robert Henri: Life, Portrait, Composition, and 

4 Homer Boss: Director: Drawing, Painting,”*! and 
the following year listed only “Homer Boss, 
Director, Courses in drawing, painting and compo- 

sition,” no art students of that period and few art 
historians of recent times seem to have been aware 
of the deeding-over of the Henri School to Homer 

Boss as early as 1910. 

Boss also directed the schools summer classes at 
Ironbound Island, off the coast of Nova Scotia at 
Chester, and at Monhegan Island, seventeen miles 

off the coast of Maine at Port Clyde. He and John 

C. McPherson, a good friend and student at the 

Henri School, first made the trip to Ironbound 
Island in 1910, painting there with a French artist, 

Fig. 4. Young Woman in Blue and Gold, before 1910, oil on Charles Amaquet. 

canvas, 82 x 40 in., courtesy Georgia Museum of Art, Beginning in 1911, Boss and McPherson also 
University of Georgia, gift of Mr. and Mrs. Peter Smykla, Jr, painted at Monhegan Island. A year-round home of 

eo) lobstermen and a summer paradise for artists, 

Monhegan is a rockbound gem of an island bor- 
receptive to the young, innovative artists than was dered by spectacular cliffs and studded with color- 

the National Academy. In these early years as stu- ful wildflowers. Its romantic history claims that 

dent and teacher, Boss also exhibited frequently at Captain John Smith landed there in 1614, and in 

the National Arts Club of New York City, a residen- the 1700s the island served as a haven for pirates. 

tial club with gallery space that embraced the While at Monhegan, the two young artists stayed 

efforts of the younger artists. at one of the little houses built by Rockwell Kent, 
who had been Boss’ fellow student under Henri at 
the New York School of Art. Kent often joined them 
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as a painting companion on the island. In later ee : 
years, Boss related that he and McPherson lived on Gee all oh, 

two dollars a week and that he (Homer) was the 
cook. Cornmeal cooked in a hundred different aah ri 
ways was the staple of their diet. ' aN 

Through the mid 1920s, Boss, often accompa- P| nN 

nied by McPherson, revisited the islands to paint a a 

and/or teach. Still eager for sport, they purchased | : 

a sailboat on one of their trips to Ironbound, later a = 

giving it to Harris Young, the fisherman with * =i, 

whom they stayed. Homer and “Mac” made what = 7S 

might have been a nostalgic trip to Ironbound = = 

Island in 1926, for that was the year in which se 
their painting companion of 1910, Charles Fig, 5. Fishing Boats, ca. 1920, oil on canvas, 30 x 36 in., 

Amaquet, died. private collection 

In this pastoral setting, Boss now concentrated 
on the land and sea rather than the human figure into his own manner of portraying scenes so that, 
for inspiration. Like the Venetian masters whose while his paintings hinted of the latest trends in 
works he had studied, Boss made small prelimi- art, they were not dominated by them. 
nary oil sketches for these early ventures into land- It was at Monhegan, especially, that Boss was 
scape painting. One such sketch on a board (Island _ Stimulated to depict the play of the waves and the 
Pines) retained the somber palette advocated by colorful planes of rocky coastlines in both oil and 

Henri, but a curious transformation occurred when _ Watercolors. His ability to portray the boundless 
Boss applied his ideas to the actual canvas. The energy or majestic serenity of the sea under varying 
thick, almost overlapping dark pines of the sketch weather conditions recreated scenes with the true 
gave way to a lighter, more airy appearance for the smack of brine cascading onto the beach or crash- 

forest on canvas (Island Pines, cat. no. 2). Other ing over the profusion of boulders (Breaking Wave, 
early landscapes showed a beginning appreciation cat. no. 4). He seemed fascinated by the monu- 
for subtle shades of green and blue while realistic mental proportions of a particularly rocky site 
clouds hovered in lowering skies as in On the (Rock at Monhegan, cat. no. 5) and painted it on 
Shore. As time passed, Boss compositions openly several occasions through the years. 
began to embrace the brilliant blue skies found on In 1910, Boss was elected a life member of the 
idyllic sun-filled days, a full range of foliage hues, prestigious National Arts Club of New York City. 
and the ever-shifting color complexities of the sea He showed three paintings in its exhibition of 
(A Study, later titled A Study [Land and Sea], color- contemporary art held in January of 1911 in New 
plate 2). The paintings from these summer excur- York. Subsequent displays of the exhibition were 

sions shed light on the stylistic changes in Boss’ held in Detroit, Worcester, and Providence. The 
work as clean brushstrokes gave way to the scum- Detroit News reported that Director Griffith (of the 
bled pigments of impressionism (Red Sail). The Detroit Museum of Art) characterized the exhibi- 

influence of cubism which also crept into many of tion as one of the most important ever brought to 
Boss’ landscapes can be seen in his treatment of that city. The reviewer commented: 

clouds and land forms of the islands (Shore at Homer Boss has three pictures that stand out. On 

Monhegan Island). Such paintings as Fishing Boats the west wall is a “Portrait of a Young Girl.” The 

(fig. 5) have elements of expressionism. It was to girl wears a black dress, and there is a startling 
Bosss credit that he could incorporate new ideas contrast between the dark costume and the flesh 

of her neck and arms. “Girl in Black” [later exhib- 
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ae Sime Homer Boss and Rockwell Kent suggested hold- 

ae : | ing a second exhibition of independent artists’ 
sz — -| — works.>’ They originally intended that those who 

a ? og exhibited in this show would refuse to exhibit at 

. Be the National Academy of Design. This provision 

haul oe was retracted, however, since it would have dis- 

A le , couraged some artists from entering. Held at the 
Le gallery of the Society of Beaux Arts in New York 

City in March 1911, the show featured the works 

” of twelve men. Each artist was allotted twenty-five 

“eg sf feet of wall or screen space on which to show his 

works, and one-hundred-and-fifty paintings were 

i exhibited.* 
Ls Joseph Edgar Chamberlin began his compli- 

ay mentary newspaper review of the exhibition with 
—. % nae these words: 

ss Ly L Our “Independent” exhibition this year is, when 

am ad compared with last years show of the same name, 
ee like the country paper of which its editor boasted 

ee that it was “reduced in size and otherwise 
a. improved.” Instead of letting in the work of all 

the struggling geniuses and geniusesses, it pre- 
sents the paintings and drawings of only twelve 

; i men, who are as follows—ranking them in the 
Hig @ Home Bess 210 alphabets, not genius’, order: oe Boss, Glenn 

. ; , O. Coleman, Arthur B. Davies, Guy Pene Du 
ited as Young Woman in Black, cat. no. 1] is anoth- Bois, Julius Golz, Marsden Hartley, Rockwell 

er picture which shows Mr. Boss’ skill in depict- Kent, George B. Luks, John Marin, Alfred Maurer, 
ing black. The girl is far from handsome; the face John McPherson and Maurice Prendergast. 

is a study in character. “Young Woman in Blue Within this dozen of men we have practically the 
and Gold,” on the east wall is striking in color whole range of the utmost independence of the 
but conventional in pose.” present day. 

The Detroit Journal declared that the exhibition Afier discussing several of the paintings, 

. . . represents the very latest and best works of Chamberlin concluded the review: 

leas nox eemlindis wheat thon ame al bey he 
extremists, it is due to this Independent show to 

of light and atmosphere. eat | . say that it probably contains the most original 

Perhaps the ene satisfying Bue in the and significant work of the season thus far, and 

i oe se that it will keep the candid and receptive observ- 
Young Woman” [Portrait of a Young Girl] by Se eyo time.” 

Homer Boss, a standing figure in a striking black Not all the reviewers were as complimentary, 

gown, slightly decolleté.*® but the negative aspects of the show seemed 

Perhaps tentative about his very recent forays into dependent on the extremely poor lighting in the _ 
landscape painting, Boss had chosen to submit gallery. Although it was announced that the exhibi- 

only portraits—and once again found positive tion was not intended as a successor of the 1910 

recognition by doing so. independent salon, one reviewer stated that “The 
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new show is saner and more reasonable than any restrictions of juries or hanging committees. Begin- 

previous exhibition of the new movement present- ning in November 1911, a select few artists held an 

ed here.” He went on to ascribe to Homer Boss exhibition at the MacDowell Clubs gallery, 108 

“some large portraits painted after the manner of West 55th Street, New York City. For eight years 
Mr. Henri.”*° Another critic explained that “Homer __ thereafter, eight to twelve artists exhibited there 
Boss is perhaps the optimist of the group, the most —_ every two weeks, providing a constantly changing 

apt example of the spirit of Christianity. His brush view of American efforts in art. 
is the most kindly, the most generous, if that of At the seventh MacDowell Club group display 

Arthur B. Davies is the most idealistic.”*! in mid January 1912, Homer Boss exhibited with 

In all, Boss had seven paintings in An Indepen- Robert Henri, E. Fuhr, William Glackens, Ernest 

dent Exhibition of Paintings and Drawings of Twelve Lawson, James Preston, Henry Reuterdahl, and 

Men, including “a finely painted portrait of An Old John Sloan. An American Art News report described 
Man and a beautiful picture of a sad-faced Young them, rather broadly, as “eight exponents of the 

Woman in white.”*? Chamberlin credited him for impressionistic school,” and observed that 

contributing “three or four good portrait studies Homer Boss, whose virile portraits have estab- 

and at least one charming landscape, which he lished his repute in modern American art, shows 

calls ‘Late Afternoon.” (This is the first record of several landscapes and portraits, all of interest. 
Boss exhibiting a landscape.) In The [New York] Especially good is his “Study in Brown,” in which 

Sun’ lengthy, rambling review, the only notice of are [sic] agreeable color scheme of warm browns, 
Bosss work was in the phrase, “Homer Boss enhances well-modeled flesh.” 

grows,” and yet the only reproduction of a painting It is probable that Study in Brown is synonymous 
featured in The Sun's coverage of the exhibition was with the full-length portrait of Hilda Ward that 

A Woman of the East by Boss.** Boss painted in 1911. Miss Ward, an admirals 
A Young Woman (also exhibited as Girl in White daughter and an artist, posed in a brown fur coat 

and Young Woman in White, colorplate 1), is the holding a matching fur lap robe and wearing a 
only painting by Homer Boss from this indepen- brown fur hat bedecked with a large pink rose. The 
dent painters exhibition for which we know the rose, a gleaming gold hat-pin, the model’ high- 
location today. The frontal, full-length presentation necked white blouse and her cream and pink flesh 

of the model has a grace and reserve reminiscent of tones provide the only contrasts to a canvas other- 
works by Thomas Eakins (1844-1916), the teacher wise completely awash in rich browns. The portrait 
of Bosss mentors, Robert Henri and Thomas has a largeness of feeling that makes Miss Ward 
Anshutz. Subtle folds of the dress and a languid seem both elegant and approachable. 

hand placed against the heart in the manner of In early February 1912, Boss submitted Portrait 
Franz Halss (1580-1666) later works create diago- of a Young Girl to the 107th Annual Exhibition of the 
nal interest. The calm, fine featured face with its Pennsylvania Academy of the Fine Arts. One re- 

luminous eyes quietly invites the viewer to appreci- viewer described it as “one of the best and strong- 
ate the splendor of the composition. Like other est he has produced.”*° Another compared Boss’ 

portraits of this early period by Boss, the figure is work with that of J. Alden Weir's Reverie, a painting 
set against a dark background. Unlike many of of a young girl with “nothing under the sun but 

those portraits, however, most of the figure is illu- youth and pure sincerity and sensitiveness.” The 
minated, and Boss now deals with shading and reviewer continued: 
modeling light colors rather than dark ones. a / 

The interest in exhibitions such as the first and ibe paitusthet conte! cimysmgerariesi 
: paint the freshness of girlhood quite so convinc- 

second independent shows encouraged the forma- ingly as Mr. Weir. Mr. Boss in his wholly different 
tion of other small group exhibitions without the rorinerenmmest eomrnrent) 
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Mr. Boss catches the delicate nervous line of mixing of colors for an effect was practically elimi- 
young contours with remarkable felicity. His nated. George Bellows, who also used the Maratta 
— feel more Sens he re a Pete ‘ palette, even wrote a letter endorsing it for adver- 
deena eel fr cone an fies ae tisements by an art goods supplier.*? Henri was so 

not Tess lovely in their quickened sensibility than convinced e the desirability of the palette that - 
the passive beauty of a slower-minded type. And insisted that it be used by all students at the Henri 

they are painted with increasing confidence in the School. Boss, however, thought the palette made 
artists individuality and increasing freedom from painting too mechanical; he felt that its use should 
the natural bonds of an admiring pupilage. be optional. 

If we compare the “Portrait of a Young Girl” Although many students who attended the 
i iheaboreiieeer one Se F school’ day classes took up the palette, those who 
CoS The wi c ifte ee Peihe attended the evening classes, especially, had reser- 
hae interesting exp eG ehoollthar will vations about its use. Their reasons included prac- 

hardly have many followers while the present ticality and expense, since, as Emil Holzhauer, an 
enthusiasm for outdoor conditions of light and evening student, remarked: “the palette had to be 
air and for bright, pure color prevails.*” kept in a water basin to prevent the pigments from 

This criticism of darkness in Henris and Bosss CE: Oe ee 

paintings was soon to be a thing of the past for melien ge aNole ae 

Boss. Color was already playing an important role enize a dene nod jehawed S ey ie ere, 

in his landscapes and seascapes of Maine and Nova mecehtiie 2 mrpelsany como ebthe ake 
Scotia, and as the years progressed, he would por- system, Henri ended his affiliation with the school. 

tray skillfully even the clear brilliance of desert and ae we aa , ae as a ee os 
mountain colorations of New Mexico. Moreover, at SS se Be aay al 
the time of the foregoing review, Februaty 1912 Boss renamed it the Independent School of Art. It 

not only had the painting styles of the two artists Le va Ses ae ee eo 

begun to diverge, but the philosophical differences ' on teas q : ees FF a ae h ae : 

between the two men were reaching a point that q 5 my “ a ee a stage oT Raia 4 ean 

would forever sever their comfortable relationship Pare ee en En aS eND 
nee lioaeronna trends that capacity for the life of the school. 

Boss as Master The Armory Show, 1913 

of the Independent School Within a year of the birth of the Independent 

be suing of 1019 dhe dividon Gal School, an art exhibition of international scope was 

of cue years . ee ae i eae a ae ue a vi 2 ee 
ri . Soa: ; lieve was critical to the development of American 

cman ihr eee heh Ac ha mense influence on the direction of the Indepen- 
which twelve basic colors were set at equal inter- dent schcel a 

es aoe 4 ee aaa The idea for this large exhibition was originally 
Oe ie h - jects GE “l conceived by members of the Association of Amer- 

me ane OLE ae a . au si : ne ican Painters and Sculptors in order to promote the 

pe ead ae aoa gteibe a cet cause of American artists. However, Arthur B. 
= a oe eee dara Davies, president of the association, suggested that 

cy) DepamL te in ane oon i? European artists also be invited to exhibit in order 
twelve-dozen hues and tints, the spontaneous to give both American artists and the American 
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public the opportunity to see a more complete the formalist on one hand and the extreme Futurist 

spectrum of contemporary art. In February and on the other.” Their work constituted: 

March of 1913, ne prenatal alia of a school of painting in America, one that has ; 

Modern Art Was ne dat the Armory ol the Sixty- developed out of the impulse toward beauty of 
ninth Infantry in New York City and, due to its the native born Americans expressing their inter- 
site, the exhibition has become popularly known est in the conditions which go to make up their 
as the Armory Show.” environment. We find this group of men never at 

Most of the major twentieth-century artists were a standstill; progressive, open-minded, generous, 
represented in the exhibition. Over two-hundred absolutely sincere and quite fearless. We find a 

: : : i : richer color note in their work from year to year, 
Americans had their work displayed, including nae ur ame d 

George Bellows, Homer Boss, Arthur B. Davies. ee a ceeten 1 ESE ES an eo Wren Click ; Childe 3 3 hy 4 a never the abnormal note. We find a greater free- 

ufam Glackens, Childe Hassam, Robert Henri, dom and fluency of technique without the break- 
Edward Hopper, Walt Kuhn, Ernest Lawson, George ing down of all fundamental principles of 
Luks, John Marin, Jerome Myers, Walter Pach, structure and progress.” 

Maurice Prendergast, Albert Ryder, John Sloan, ae Tet 
Joseph Stella, J M4 den Weir e q ce Jour Homer Boss exhibited two paintings in the 

HA P ie ise h h Heat 8 Armory Show. Portrait (also exhibited as Young 

mre rede aba i a dict Woman in Blue and Gold, fig. 4), had been exhibited 
ae i a ue ee oe a 2 of °F in 1910 at both the Pennsylvania Academy of the 

era ot ee ote ea a oe Fine Arts and the first independent show. Executed 
arcel Duchamp, Raoul Duty, Paul Gauguin, : fe i d 

eal nea a eek Ranney F, ane sh GEE in the dimly lit full-length pensive portrait mode, 

Henri Mati ui a a ‘a P IP lol Pi Portrait represented Boss’ traditional early style of 
re oe ea ig ee a : é aor painting. The other work, A Study (also exhibited 

R cal ee ae ae t re ie ; as A Study [Land and Sea] colorplate 2), presented a 

ran me ir ae ace : bo an departure in style for Boss. Having recently painted 

aa oe an) ; al s ne on the coasts of Maine and Nova Scotia, Boss now 

TRE ane ocred weko ena vaclae ek submitted a landscape where light and color pre- 
avant-garde artists evoked both ridicule and indig- Dailedechedee ct ee an Bee tnd “ 
nation from the American public and journalists. ea : Aen ke ’ 

The most notorious entry was Marcel Duchamps eS eee 
Nile BReeenane Sta D beet ey P presented contrasting contours. Treatment of the 
Be eae aes crepe ie ice foreground meadow grasses and bushes, and the 

Svan — a oe on — = high-lighted red-orange sumac fruit hinted of im- 

ee pressionism. With this painting, Boss had taken a 
other renamed the painting “Staircase Descending a a ee oe ; 
fade”? Along i es ie Soden epants bold = in a new direction, and in the following 

; ears, influenced by what he had seen at the Ar- 
al artists, there emerged a curiosity about the new » Sh y I leat 

trends of cubism, expressionism, and fauvism DRI etl ee Give aie) ena: 
Gres sa q 4 oii see porated the new ideas even while he maintained 

any American artists wondered whether they hisallceimnce toreliant 
should emulate, incorporate, or ignore these revo- : 

lutionary ideas! The Independent School 
At least one reviewer, however, did not overlook aftenthe Aen ory Show 

the American artists’ contributions to this display le <a 
of over 1,000 paintings, drawings, prints, and The Armory Show’s impact on the nation’s artists 

sculptures. Writing in the Craftsman magazine, the al cae gae slip te pees si 
reviewer credited artists like The Eight for “holding : ié occ! i. * - Bd ee Ee 

their work in a fine, sane, beautiful balance between OliEtS Were ow (lal y abs0rued Ty exDeniieDUte 
with the latest trends in art from Europe. Many of 
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Henris former pupils had remained at the school open door to the future. I believe that the func- 
and now, remembering Henris philosophy of en- tion of the teacher is to be the helper, not the 
couraging experimentation and individual expres- master—the dictator. I believe that technical 

sion, they were able to look upon the European Ra ae ee 

innovations with open minds. However, some eed i aac mae le 

wondered how Henri could have lived and painted sth unay be developed 2 se 

in Europe without being affected by these trends in 
art; they considered Henri passé, and as Emil Anita Malfatti (1889-1964), one of the foremost 
Holzhauer recalled, “Pretty soon, only examples of modern artists of Brazil, enthusiastically credited 
post-impressionism, cubism and futurism were Homer Boss and his liberal philosophy for enabling 
being produced in the studio.” her “to make the greatest progress in my life.”>* 

The distinguished American painter, Yasuo Malfattis autobiography in Portuguese entitled 

Kuniyoshi (1893-1953), who had studied briefly 1917 described her experiences as his student and 

at the Henri School in earlier years, was a student detailed the ambiance and importance of the 
at the Independent School from 1914 to 1916, He _‘!ndependent School—an importance that has been 
esta overlooked in North American books of art history. 

; In her initial studies in the United States at the Art 
eae anemone Ee Students League in 1915, Malfatti felt restricted by 

on ee Huenanereslot the life nine: her teachers and thus, on a friend’s recommenda- 

teenth century filled the walls of the school. I was tion, sought out Homer Boss who was holding 
caught up in this excitement without really un- summer classes on Monhegan Island. At their first 

derstanding what it was all about. For the first meeting, Boss tested her mettle by taking her out 
time I began to feel at home.” in a small boat, piloting close to the forbidding 

Boss expressed the principles of the Indepen- Tocks of Le Base Sees: A peeahy ie 

dent School and his own philosophy in the school’ pees oo = Heh ae when they returned, 

catalogue. He defined the principles: me a hen yah with tne class. f 
Malfatti wrote, “I started on a bucolic idyll. We 

That it be a school independent in the fullest sense painted in the wind, we painted in the sun, in the 

en - rain, in the fog.”°? Boss encouraged Malfatti to 

its Sie and exercise - authority over to oe bnpely with formas ancl colors while 
That its classes be open to the Student of concentrating on natural scenes. Her painting A 

Art for individual study and experiment. That its Ventania (The Wind) suggests the extreme sensa- 
criticism recognize the individual and aim to help tion of being blown about and lashed by the fury 

in the development of that which is most person- of the elements; this same feeling is captured in a 
al—and to a technical knowledge organically Boss painting of this period, Battle with the Winds 

constructive, expressive, interpretive, and suited (also known as Hurricane). Some of the most 

ae - ae So ee important landscapes of Malfatti career were 

race is expressed. | therefore believe in an Art in painted mH the summers of 1915 and 1916 when 
America that shall be of its own soil—the expres- she studied on Monhegan Island with Boss. 
sion of the life and environment from which it Malfatti believed that Boss put his students in 

springs. contact with nature and life itself. But for Boss, 
I do not believe that any Art worthy the nature with its anger and calms was not enough; 

name can come through the slavish imitation of he wanted to perceive its inner mystery, its terrors, 

ks halen syst gan She end her oe 
mae dl pont of annie eal he spent with students in Labrador, living inan old 

Tete A Stele Act that hell be the fishermen’ barrack.®! Boss painted scenes with “an 
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Eskimo-like atmosphere—white, ice, aquamarine, included the Independent School in an article 

igloolike structures, all very beautiful, small (fifteen about the new spirit and methods used in various 

to twenty inches), and abstract.”°* Several of these New York art schools. The introduction dwelt on 

paintings were sold at an auction in the 1920s, and _ the necessity for art students to receive adequate 

their whereabouts are now unknown. training in the fundamentals of drawing, for “no 

In the fall of 1915, the Monhegan students and good work can exist without preliminary drudging 

their teacher returned to civilization and the at the problems of structure, and you must know 

Independent School of Art in New York. Here, all that you choose to leave out as well as all that 

Boss gave instruction in anatomy, the movement of you choose to put in.”®° The article continued: 

muscles, and the geometric construction of basic One must therefore applaud such conscientious 

design. Boss and his students experimented with effort to encourage thorough analysis of form as 
the effects of broken light and the accentuated one finds in the Independent School of Art, 

angling of planes. In the spring of 1916, The New where Homer Boss directs the life class. The 
York Times characterized a one-man show of Bosss exhibited studies show a highly modern tendency 
new work as being in transition, with angular toward life-communicating movement and plas- 
forms and interesting arrangements of color show- See a ae 
: . ‘ ee with the opposite tendency toward emphasizing 
ing the influence of the modernists overlying his : : 

il ave ie i the monumental and static. The very ugliness of 
tealistic style. Anita Malfatti painted violently the faces and hodies mumoct ofthe lie eridies 

colored, distorted portraits in oil during this year expresses the effort of the student to get at the 
of study at the Independent School, which were secrets of muscular strain and pressure, of planes 

shown during Brazil's scandalous Week of Modern and directions, of what might be called anatomy 

Art in Sao Paulo in 1922. They are considered the in action. Mr. Boss has adopted the ingenious 
best works of her long and illustrious career.®° plan of building up a muscular organization on 

The Independent School attracted a diversity of be ee 
artists and intellectuals, some of whom were Pe eeu pupils * tI each develop- 

; . ment of anatomical relations as directly as possi- 
refugees from the Russian Revolution or the rav- ble and can at once perceive the bony structure 

ages of war in Europe. Isadora Duncan and her and its drapery. As no really great style can exist 
troupe of dancers frequented the studio, and the without the quality of force, and as the quality of 
girls sometimes posed for the artists. Diaghilev and force is gained by thorough understanding of the 

members of the Russian Ballet were also present; in sources of vital energy, the students in this school 

1916, an exhibition by Boss’ students served as a are well started on the road to significant accom- 

benefit for the ballet. Other visitors included the Ce ee 

American artist-journalist Walter Pach, the French ee a eee a J 2 field of action.°” 
artist Marcel Duchamp, the German-French artist 

Jean Crotti, and the Russian writer Maxim Gorki. Ina comparison of New York City art schools 

Malfatti noted that visitors were always welcomed and their methods that appeared in Art World in 
and integrated in a natural manner: some sketch- March 1917, the Independent School received 
ing the model, some writing in a little corner, and more complimentary comments. This followed a 

one or two trying out new dance steps ina compo- _ discussion of the Art Students League: 
sition.© She remembered Homer Boss as a stimu- In the Arcade Building on Broadway we find a 

lating philosopher who enabled others to discover school of an entirely different type, the Indepen- 
their own temperaments and strengths and Boss’ dent School. Here is a place that is unique in 

Independent School of Art as a dynamic and liberal America and is entirely free from formulas, docu- 
organism that was of great influence in developing ments or stipulations. Every man or woman finds 
modern techniques of artistic expression. eee 

The New York Times Magazine (May 28, 1916) are conducted on a plan which gives the greatest 
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facilities to all. The beginners own soul will not secretary of the school, did much to encourage 
be warped to fit within the narrow margin of an me and I immediately set to work drawing and 
art creed. It will develop itself naturally from the painting along my own lines, having at the first 

direct study of nature and not from an inanimate contact with these people lost my previous ambi- 
cast. Whatever form of art his personal impulse tion to become a cartoonist. 
and temperament will order him to follow, he . . 

will be free from the dictating influence of anoth- Although Kantor Was captivated by the Sou of 
er personality. The head of the school is Homer modernity in this early period of his art studies, he P y : ‘ Lae 
Boss, the friend and helper of his pupils, rather first achieved renown for his realistic paintings, a 
than their tyrannic pedagogue.°* style he embraced when he went to Paris in 1925. 

A personal testimonial to the above may be taken — oe : mull ‘ eas eatly abstract 

from the brief autobiography by Morris Kantor eu accu eu) oan - micas fh : 

(1896-1974) published in the American Magazine of DESI LEC rTa Ds MUNI it 20 tiie Ol ne ncAS anes 
Art. Kantor related that he came to America from ee ay , . 

: F Throughout Kantor’ broad career as a painter 
Russia knowing that he wanted to draw, but : . . 

‘ : ng and teacher, he credited Homer Boss for being his 
unable—for financial reasons—to pursue his interest ae a 

. : Me mentor. Their friendship in the early years was 
during the first five years after his arrival. Then, : ada ; . 

; os : illustrated by Bosss paintings: Portrait of Morris 
when he was eighteen, his improved earnings and re ( 3) de q 

better working hours allowed him to resume “draw- a nos) asayouns alt en aoe 

ing again, though this time with the definite purpose ESS Ab eS STATS SLANE Scanlyesarisy 
: ner ; in 1927. The latter portrait hangs at the Art 

of becoming a cartoonist.” He continued, eriaen eth sniNebr Yorle Guy where:both 
, ; Laie udents League in New York City where both men 

My drawing consisted of quite indiscriminately were inspiring teachers in later years. 

copying evenytinng)l laid my eyes on an the hope The two portraits, painted within a decade of 
that I could perfect myself in that way. Then, by ea 5 sat 

one another, provide insight to Boss’ stylistic evo- 
chance one day, I met a student from the Inde- . ‘ . : 
pendent School of Art. When he saw my draw- lution at that time. The earlier Mortis Kantor 

ings he was very encouraging and suggested that shows the continuing influence of impressionistic 

Lenroll in night courses at this school. He also trends first noted in Boss A Study (Land and Sea) 
advised me to aim higher than cartooning, but (colorplate 2). Undoubtedly further stimulated by 
my interest was completely absorbed by the idea the Armory Show’ impressionistic paintings, Boss 
of combining drawing cee a living, How- presents the portrait against a thickly swirled back- 
ever, art school sounded like a sensible idea so I ground, The figure one hastily ered cdand yet 

joined two years later when I had saved enough : : a 
enon tee nen the details of rumpled, well-filled out suit jacket, 

The Independent School of Art was like a four-in-hand tie tucked with care into the vest, 

new world to me; the language spoken there was furrowed brow, and thoughtful demeanor make a 

as foreign to my ears as English had been when I powerful statement of the complexities of the 
first arrived in this country. I had never known youthful artist's character. In the 1927 Morris 
artists or conceived that there might be more in Kantor the background is simply shaded, and the 

art than wee ey . here ae a clean lines of the suit cause the eye to focus instead 
SOHC VID ABI Oe ea acee on the white shirt cuff, strong hand, and the mod- 
zest for trail-blazing and were experimenting with 18 f TaeMMee Ie cde hog | 

their own forms as freely as they chose. The COOHECE CH ne OI DOSS ASCE pete 
constant talk about the Armory Show, Cezanne, more rested, more self-assured. A nonchalant side- 
Van Gogh, Gauguin, Picasso, about good and bad ways pose adds to the projection of quiet self- 

art, were the first views 1 had ever heard ex- confidence. The realistic figure appears to have 
pressed. I was both impressed and influenced by been painted with deliberate strokes that clearly 
the liberal point of view. Homer Boss, the instruc- define the subject. 
tor, and A. S. Baylinson, who was at that time the 
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The Demise of the Independent School no prizes,” each artist became the sole judge of his 
When America entered World War I, there were own works. Pictures were hung alphabetically, and 

not enough students to operate the Independent in an effort to be as free from bias as possible, 
School efficiently.’ “Ultimately, Boss’ interest in Marcel Duchamp, another founder of the society, 
the school was bought out by some of the stu- suggested that the alphabetical letter which began 

dents. It continued to operate briefly under the hanging be chosen by lot each year.”* 
Baylinson’ management as a workshop studio, The society’ organizers estimated that two- to 

where a group of students met for painting sessions three-hundred artists might submit works to the 
evithout memuchone first annual exhibition in April of 1917 at the 

After leaving his position as master of the Grand Central Palace in New York City. However, 

Independent School during the war, Boss worked 1,365 artists participated with 2,400 entries. 
for a time as a toolmaker in a button factory in Reactions of the 20,000 viewers and critics were 
New Jersey. Emil Holzhaver, who also supported mixed. The society was lauded for presenting con- 

himself as a toolmaker on occasion, recalled, “We temporary art which was not screened by a jury, 
used to sympathize with one another.””? Boss lost thereby allowing viewers to be the judges. On the 

the little finger of his left hand in a factory accident ther hand, the enormous number of entries over- 
during this period, but, fortunately, that did not whelmed some visitors, and the alphabetical hang- 
hinder his painting. ing was denounced for carrying democratic pro- 

GTheslincolnyrcadercoutmmeditaiaera tacall cesses too far. In succeeding years, most of the 

point for artists of similar persuasion to meet, public became accustomed to the gigantic “paint 
paint, and enjoy fellowship, and Boss shared the circus” atmosphere of the annual exhibitions, and 

large studio of the old Independent School there the Society of Independent Artists was able to 
with Baylinson, Kantor, McPherson, and others. present effectively the ever-changing character of 

They painted from a live model one evening a American art throughout the course of twenty- 
week, and sometimes enticed a likely looking eight years. 
prospect in from the street to pose for them. In ‘1921 James Rosenberg compared the annual 

An article written about Homer Boss by Walter ¢xhibition at the National Academy of Design with 

Pach in 1922 not only sounds a final note for the 2 cemetery, and that of the Society of Independent 
Independent School, but also gives insights about tists with a womb wherein some life was stirring. 
Homer Boss, the man. It can be found in the Boss’ painting, The Sea, later titled Marine, was one 

Appendix. of seven paintings symbolizing the “stirrings of the 
womb” that illustrated Rosenberg’ article.” 

New. Ventures This painting shows an evolution in Boss’ style. 
No longer painting the sea with a thick, impression- 

The success of small unjuried group exhibitions in istic brush, here he makes a forthright presentation 
New York City prompted the formation of the of agitated undercurrents and billowing breakers 
Society of Independent Artists (SIA) in 1916. upon a rocky coastline with clear strokes. Geometri- 
Homer Boss, one of the founders of the society, cal organization is important. In the foreground is a 
served on its board of directors the first year and welter of light-tinged brown and greenish black 

again from 1920 to 1924. An annual unjuried rocks with severe planes that create a triangular form 

exhibition was a focal point of the society, and Boss _ with the billows. In the background, the heavy, 

exhibited in its first and many succeeding shows.” —_ turbulent waters add horizontal interest as they 
An initiation fee of one dollar and annual dues come rushing in behind the breakers. Spray and 

of five dollars entitled artists to become members veils of mist lift off the water with both swirling and 
of the society and to submit two works to the vertical lines creating an atmosphere that can almost 
annual exhibition. With the decree of “no jury and _be felt. 
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Bosss entriesin 1923 & = BM set forth the sensations 

n Island Gateway an ‘si. roduce: imagina- (An Island Gateway and ! ie _| produced by imag) 
Portrait—Miss M.) were i Sa : H} tion in such paintings as 

favorably commented S209 ee i The Dawn and The 

upon by Walter Pach in ite | as | Garden Between Dawn 

Freeman magazine: bt * Laat and Sunrise (also exhib- 

... itis heartening to ae r ited as Between Dawn 
find a painter like i = and Sunrise, fig. 7). 
Homer Boss making as my b = These were based on 

long a forward stride as ke at { | ar Jurgen, a popular book 
is marked by his two Y uf Jn “4 ' published around 
pictures of this year. . fae Ge * 1919.77 The author, 

The anatomist who Ede oe y aM i James Branch Cabell, 
Ser ae i : a ersonalized a mystical able tradition of Eakins Aol aa SS ahi e i 
and Anshutz is seen as he. 5 pa pniyerse ttl yi the 

clearly in the painting of / y py o~ .. ocee_—~, physical and common- 
boats—their lines play- [eae ARLE te a, 4, place were illusion and 
ing together like moving [aM i I dreams were reality. The 

muscles and giving the story detailed the 

er oe elle adventures of Jurgen, a 
ne eee Lees . prosaic middle-aged 
body—as in the ee 
“Portrait,” a work which Pawn : te oes 

restored to his poetic 
also sets Het Fig. 7. The Garden Between Dawn and Sunrise, ca. 1919, oil mrintainese a 

colour-quality. on canvas, 73" x 54 in., courtesy Madison Art Center, y coh d 

After the Society of Madison, Wisconsin, gift of Susan and Jon Udell ae oo ect ay 
and sunrise. 

Independent Artists’ first 

year, John Sloan served as its president, continuing : Around the garden was 
in this capacity until its demise in 1944. Boss an unforgotten circle of blue hills. And this was a 

a : 4 place of lucent twilight, unlit by either sun or 
served as vice-president during the 1923-24 term. Berend imonladers any tem te 

There were long-standing differences in the person- diffused faint radiance that revealed this garden, 
alities of the two men: Sloan was an aggressive which is not visible to any man except in the 
publicity seeker of socialist leanings, and Boss was a brief interval between dawn and sunrise. 

private, laconic type who favored individual free- Then «hier Gf coupletin ite gloiy of their 

doms. Now, serving together as officers of the SIA, Bl : 
i : youth passed by, walking in the first glow of dawn. 

they chafed one another again; Boss resigned from ; 3 
. ‘ ; One such couple, embracing amid trees and hills 

the society shortly thereafter, stating that he did not ‘ 
: ne: cs of unreal splendor, became the feature of Boss’ 

wish to be a party to the gaining of further publicity ANGE MTTE Dawnl Affeva dinen ther anpesred 
for Sloan. It wasn’t until 1941, on the occasion of P 8 , : mE 

the society's twenty-fifth anniversary, that Boss again a gold-haired woman, clothed all in white, walk- 
submitted a painting to an SIA exhibition. ing alone. She was tall, and lovely and tender to 

regard: and hers was not the red and white come- 
liness of many ladies that were famed for beaut The Influence of Jurgen y » 
but rather it had the even glow of ivory. . . . and 

Meanwhile, Boss had become absorbed in experi- yet, whatever other persons might have said, to 
menting with varied ideas about art. One under- Jurgen this woman’ countenance was in all 

taking reflected the inspiration of literature, and he things perfect. . . . for Jurgen saw this was . . . 
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Dorothy la Desirée, whom Jurgen very long ago pictures engage to present states of the soul, to 
(a many years before he met Dame Lisa and set put into graphic form indefinable emotions, to 
up in business as a pawnbroker) had hymned in stir the sensibilities of the observer into response 
innumerable verses as Heart’ Desire. by means of arresting emblems portrayed in 

“And this is the only woman whom I ever brilliant colour and free line. 

loved,” Jurgen remembered, upon a sudden. For ae 

people cannot always be thinking of these Craven summed up the exhibition: 

matters. These pictures speak unanimously when they say 
in harmony nth! Cabell philosophy that “the that art is not the reflex of actuality, that it must 

orien (tecdimialbrendeenee tonalite celtic create a reality peculiar to itself to bear the stamp 
; of meaning and the signature of beauty; they 

demiurge, a creator of new worlds, lovely and speak triumphantly against pedantry and studio 
inhabitable because they are unlike the world formulae; they transport us into a world of free- 
which our bodies inhabit,”’> Boss did not duplicate dom where preferences large or small, emotional 

the illusion described in the novel, but interpreted or ideational, true or fanciful, may have their 
his own vision in painting Dame Dorothy in The expression.®! 
Garden Between Dawn and Sunrise (fig. 7). Boldly Not everyone was so enthusiastic about the 
delineated moundlike hills in deep blues and show, however. The critic for the Philadelphia 
salmon form the almost symmetrical background Morning Telegraph commented so disparagingly on 

for the central figure of the enigmatic Dorothy. Clad painting in the exhibition by Paul Burlin that 

only in a suggestion of a filmy gown, she imparts Burlin’ friends threatened a lawsuit, forcing the 
both a sense of serenity and a mysterious vitality. journalist to apologize. Shortly thereafter, a sympo- 

As Cabell did with words, so Boss did with oils, sium of physicians meeting in Philadelphia diag- 
in this assay into modernism, creating allusions that pgsed modern art as insane.&2 
set the real world of unreality against the unreal The committee making the selection for the 

world of realism. exhibition included Thomas Hart Benton, Paul 
Both The Dawn and The Garden Between Dawn Burlin, Arthur B. Carles, Bernard Gussow, Joseph 

and Sunrise were shown at exhibitions of the Stella, Alfred Stieglitz, and William Yarrow, who 

Society of Independent Artists. In addition, The were recognized leaders of the modernist move- 
Dawn and Boss’ painting The Red Fog were includ- ment, When Albert Stieglitz had headed the Little 
ed in the Exhibition of Paintings and Drawings Gallery of Photo-Secession that flourished in New 
Showing the Later Tendencies in Art shown at the York City from 1905 to 1917, those who regarded 

Pennsylvania Academy of the Fine Arts in 1921. him as a mentor had embraced art as experimental 
This was hailed as one of the most important exhi- research and applauded avant-garde styles at such 
bitions of works by younger painters at that time.” ap early date that they considered Henri and his 
Thomas Jewell Craven, well-known art critic, independent friends in the first part of the century 
remarked that the group of painters in the show fobe conventional enotretarted’ >? The inclu 

had “at least one interest in common, the knowl- sion of Boss works in this exhibition of the Later 
edge that art is based on design and not on natural Tendencies in Art demonstrates the distance Boss 
imitation.” had traveled from his early manner of painting 

Craven’ review grouped Boss’ paintings with under Robert Henri guidance. 

submissions by Arthur B. Davies, Georgia O'Keeffe, 

Abraham Walkowitz, Marguerite Zorach, and The Modern Artists of America 

William Zorach in a category he called In 1921, Boss was one of the incorporators of a 
a new symbolism, an art allied with Futurism new organization, the Modern Artists of America, 

when it deals with the figure, and with and Henry Fitch Taylor was elected its first presi- 
Expressionism when it becomes abstract. These dent.&+ Members included some of Boss’ former 
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students as well as several artists who had been The league had been formed in 1875 by a group of 

associated with the 1921 exhibition at the Pennsyl- _ students at the National Academy of Design as an 

vania Academy. Members in 1921 were A. S. independent school of art. Self-governed and self- 
Baylinson, Ben Benn, Thomas Hart Benton, Homer —_ supporting, the school offered training and educa- 

Boss, Louis Bouché, Alexander Brook, Horace tion in art embodying what was felt to be the most 

Brodsky, Paul Burlin, Andrew Dasburg, James advanced ideas in instruction. Distinguished and 

Daugherty, S. Wood Gaylor, Bernard Gussow, competent artists were invited to serve on its staff 

Morris Kantor, Yasuo Kuniyoshi, Robert Laurent, as instructors and lecturers.°” 

Henry McFee, Gus Mager, David Morrison, Elie At various times throughout his association with 

Nadelman, George F Of, Niles Spencer, Joseph the school, Boss conducted classes in life drawing, 
Stella, Max Weber, Isabel L. Whitney, William H. antique drawing, painting, and composition, and, 

K. Yarrow, and William Zorach.* in addition, gave the instruction in anatomy for 

Aside from this impressive list of artists who which he had become renowned. The latter course, 

were leaders in the modern movement in America, a series of weekly lectures entitled “The Building of 

I have been unable to learn anything of the organi- the Human Figure,” was divided into eight ses- 

zation’s incorporation, goals, or accomplishments. sions: (1) muscles of torso, (2) muscles of upper 

Perhaps the untimely death of Henry Fitch Taylor leg, (3) muscles of lower leg, (4) underlying mus- 

in 1925 was responsible, in part, for this lack of cles of arm, (5) completion of arm and torso, (6) 

documentation. The organization’s duration was head and neck, and (7) and (8) principles of mus- 

short, as indicated by the fact that members listing cular action. These lectures were described in the 
their affiliation with the Modern Artists of America league’ catalogue as giving “a most graphic idea of 

in the American Art Annual did so only through human anatomy as Mr. Boss demonstrates his talks 
1927. by modeling the muscles in clay and placing them 

ona skeleton, actually building the figure.”® “His 
Book Illustrations engaging and authoritative lectures on anatomy 
The writing of another author, Waldemar Bonsels, indicate the thoroughness of his methods, which 

inspired Boss to draw some most appealing little apply as strongly to his studio direction.” 
creatures for the Thomas Seltzer publishing firm of A former student at Bosss anatomy lectures 

New York City in 1922. The Adventures of Maya the wrote: “They were marvelous—the best series I ever 
Bee by Bonsels was a children’s tale that could had; it’s too bad he never did them commercially. 

interest older readers as well, dealing with insects There was talk of having them filmed, but I dont 
endowed with personalities, woodland inhabitants, know the details.” Another student at the Art 
and sprites. Years later, Suzanne, Bosss wife, recall Students League, Cecil C. Bell, painted a scene of 
ed: “Homer made intensive studies of the various the extraordinary lectures in 1937,”" preserving a 
insects from actual specimens. He never did any- singular but important record of the diligence that 

thing by halves. I found boxes of dried bugs in his helped teach many now-famous artists their craft. 
studio at one time.”®° Both line drawings and full- After the 1927-28 school session ended, the 
page color illustrations were included in Maya the corresponding secretary of the board of control 

Bee. The whimsical creatures that Boss created were wrote this appreciation to Boss: 

not static realistic studies, but appeared to have life Your classes have been wonderful and we are so 

pulsing within them as they met their various appreciative for all the extra time and work you 
adventures and fates. have devoted to them. It certainly has had great 

results, for your following is being felt thro’ out 
Further Teaching school and : think is ee the Lore 

: that 1s coming Irom your classes. It 1s so individ- 

In 1923, Homer Boss began a long period of teach- ual and eel ie a great inspiration to all the 
ing at the Art Students League in New York City. 

24



school... . We consider you not only one of the er, wearing a lustrous fur coat. Her head is turned 

League’ great friends, but one of our greatest slightly, creating a faint shading of one side of her 
teachers, and I want you to know ae avery well-modeled features. The dark backgrounds of 
pate lace yeu ave wall outheas Boss’ formal portraits in the early part of the centu- 
During Prohibition, the adult students in Bosss ry are a now a thing of the past. Here, the back- 

evening classes at the league would end each week —_ ground is mainly the myriad of blue-green mound- 
with a prolonged bull session at one of the speak- ed hills that so dramatized the background of Bosss 
easies near the school—such as the German Ath- painting Between Dawn and Sunrise. These shapes 
letic Club. According to Homer’ wife, Suzanne, provide a contrast to, but do not disturb the effect 

“They drank beer and talked and listened to their of, the calm, measured pose of the young woman. 

teacher until the wee hours of the morning. I never Helen was acquainted with Dr. Ludwig 

knew when he came home on Fridays. —It was Roselius, who had built the Bottcherstrasse, the 

their conclave night.”?? cultural center in Bremen, Germany. Roselius, 
Among Boss’ students was Stewart Klonis, owner of the Kaffee Hag Company in Bremen, was 

whom Boss considered “one of the most personal known as the “sugar daddy” of Worpswede, an 
of our younger painters”*—and who subsequently _ artists’ colony outside of that city. While he was 
became the director of the Art Students League. visiting in New York City, Helen took him to see 
Klonis paid Boss this tribute: Bosss paintings. Roselius was impressed and 

jie panaedbet lanl dildlmmmemieors offered to arrange an exhibition and cover the 
one of his many students who came to him to expenses so that some of Bosss work could be 

learn to draw, and, after four years, I had leaned shown at the Bottcherstrasse. Ten of Boss’ paint- 

to draw and paint. But, more important, I was ings were in the exhibition that took place in the 

given a true and liberal education. His was a truly mid 1920s. Following its display in Bremen, the 

mature mind and the core of his philosophy was show traveled to Hamburg and Berlin. This was a 
ey ates SOY business not to be joint exhibition with works by the German expres- 
ea DY Pe heen oars By conte sionist Paula Becker-Modersohn (1878-1907) who 

porary fads; but a business requiring a superior ean fn kat Wi de. Th 
mind, a disciplined skill and a highly personal Elelclole yebte Gl laeios cell Wevgnnicele Ge 
ideal, and he lived by it.2° was, however, a separate catalogue for each artist, 

and these remarks were included in the introduc- 

The Exhibition in Germany tion to the Homer Boss catalogue: 

In the early 1920s, while Boss was painting with Boss’ paintings present an extremely lively real- 

friends in the cooperative Lincoln Arcade studio, ism. They are simplified to create a powerful and 
he met Helen, a young friend of one of the artists. original style. The basis of Bosss painting lies ma 
By this time Boss was winte-haired: and lis quiet, carefree trust of nature and her regularity in art.°” 

dignified manner made him appear much older In addition to landscapes, seascapes, and a 
than he really was. Helen reported that although nude, the show included the portraits Nordic Spring 
the others in the group called him “Pop,” she (fig. 8) and Portrait with Red Chair (colorplate 3). 
respected him too much to do so. The latter marked a significant stylistic venture for 

When Boss asked if she’d like to sit for a por- Boss. This is more a portrayal of emotional charac- 
trait, Helen agreed. She recalled that the sitting took ter than an idealization of beauty. Ada, wife of A. S. 

five to eight afternoons at Bosss own studio on 14th —_Baylinson, is painted in a loosely fitting garment 
Street, off Union Square, and that he was quiet and whose folds intimate but do not delineate body 
moved slowly while painting.*° The portrait, enti- contours. The viewer’ attention is drawn to her 
tled Nordic Spring (fig. 8), shows a strawberry- pensive, almost brooding face beneath jet black 
blonde young woman, seated obliquely to the view- hair. Muscular shoulders and arms give strength 
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[pl ae * Boss found the New Mexican climate and the 

). 59 ‘ a seemingly limitless opportunities for artistic expres- 

: sion thoroughly agreeable to him. As soon as he 

let ~ gi was able to do so, he began to spend part of each 
3 2 year in New Mexico. Although he returned to New 

—_— =.” York City to teach winter sessions at the Art Stu- 

Lg ce . dents League, and even remained there for the 

se summer sessions of 1926 and 1927, Boss’ real 

> allegiance now lay in the land of the cedar-bush 

Seal 43 desert, the eroded clay hills, and the ever-enduring 

— * distant mountains. This change of residence signifi- 

| fl cantly affected his art in terms of subject matter 
| ee and disposition of color. 

ee After his marriage on November 23, 1927 to 

ed —y: Suzanne Kutka, a student at the Art Students 
eS > | fmm —_ League, Boss and his wife spent summers at the 

‘ f h San Juan Pueblo, New Mexico, in a house rented 

[7 from a Tewa Indian.” Some time later, they bought 
A F a | aranch at Santa Cruz, a little to the south of the 

wa , pueblo. The shell of an old adobe house remained 
Fig. 8. Nordic Spring, ca. 1921, oil on canvas, 3514 x 30% in., : . 
private collet on the land (see Mi Casa, cat. no. 10), and, with 

minor assistance from Miguel, his Spanish neigh- 

and solidity to the figure, yet the exposed flesh is bor, Boss rebuilt it into a home and studio. Accord- 

painted with almost translucent skin tones that ing to Suzanne, “His adobe floors were famous for 
lend an eerie feeling to the figure. Forms do not they had a beauty that harmonized with the plain 
simply adjoin one another but are outlined. The white-washed walls.”!° His restoration efforts were 

bright red chair and background of vividly colored $0 authentic that a picture of the house was erro- 
wallpaper underscore the expressionistic qualities neously included in a history book with a caption 
of this painting. claiming that it was one of the original houses of 

In appreciation of Roseliuss kindness in arrang- _the conquistadors!!! The Bosses built a stockade- 
ing the German exhibition, Boss gave him a paint- type cedar fence to screen the house from the road. 

ing entitled Beach at Monhegan. Unfortunately, the Adorned as it was with a few dried-out cattle skulls 
Bottcherstrasse was totally destroyed during World and bones, the fence provided a colorful addition 

War II, and, although it has since been rebuilt and (© 4 photographic essay by Gjon Mili depicting 
houses much of the collection that was saved, the “Autumn in the Southwest” for Life Magazine. 
location of Boss’ painting is unknown.”® ; ; 

A New Motif: The Indians 
of the San Juan Pueblo 

Homer Boss was captivated by the dignity and 

Among the students in Homer Boss’ classes on integrity of the old Indians in the San Juan Pueblo, 

Monhegan Island, where he continued to teach in and many of them became his friends. The Indians 
the early 1920s, was Dorothy Kent, the sister of returned his admiration with respect and affection, 

Rockwell Kent, one of Bossé artist friends during honoring Boss with the name Quahtenbeh “House 
his early years in New York City. At their urging, he of Color.” Suzanne was called Pahye-powi “Summer 

spent the summer of 1925 at one of the guest hous- Flower.”!” 
es on Dorothy Kent’ ranch in Alcalde, New Mexico. Boss felt that the life of the Pueblo Indian in the 
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Southwest was almost ideal. In an interview pub- [ ee area 

lished in the New York Evening Post, he remarked: ‘ 2 

Untouched by progress, they till their farms as —) ——- 
their ancestors did. Their system of government { q 
is quite communistic. Land is allotted to each ¥ ; = 
individual for life and reverts to the group at his Saar F\ Bk... 
death. The community work is divided among NR ax 
them, and a crier announces each day the names =< | ay 
of men drawn for the days community work. r ~4| ah 

In winter they have a chance to indulge t = ‘ 

their love for carving, singing, and dancing, A | | sd % 
whole family would often come to our ranch. a ee, 
The father gets out his drum, the tamba, and the eS ig 4 

children dance and sing. Song is a very vital part wa - & em 
of their religion. < isd 1 VA 

There has been a lot of misinformation i & a a 
about these Indians. My wife and 1 have often — eS fs | 
read to our Indian friends articles published 

about them. I can assure you they were highly | 
amused. !°3 Sh 

Many fine Indian portraits resulted from these Fig. 9. Antonio Montoya, 1934, oil on canvas, 32 x 26 in., 

friendships. Both Homer and Suzanne sketched private collection 

and painted the Indians in their ceremonial and euctidiol canine menbelder ot San, 
informal dress. In 1932, the New York Evening Post See Coe eee coe poe ; Peuteen ized Boss’ Indi : Juan, portrays a three-quarter view of Cruz wearing 

a ee eee a maroon shirt and seated near the Bosses’ fire- 

A ae yore : f place. The position of his arms and hands suggests 
Indi rene _ Boss portal at awold that he is not entirely at ease, and his look is n i i i ; a ete . 1 Sa “— a oe brooding and distant. The Bosses’ respect for their 
Windeer anaes op Ee MOntovalis Indian friends is evident in the title of this portrait. 

depicted against a red and blue sri Hopi blan- tn Bees patted Corea taney) Cri ad 
ee fe P ee Dancers in front of some of the adobe houses of the 
cea beer! bees aloe tae tong (2 pueblo. The Governors tall figure wearing a lively black bound braids to hang over his yellow shirt. A Ee iia eanrueultical oF dpsene lominates 

multiple-beaded coral collar shows at the neck of 8 . Pee’ Bns 
: we the foreground while a row of male and female 

een aude ee large NOS ne oP dancers and drummers adds diagonal interest each hand. His facial structure is strongly modeled, Delite bie ores talent fer dani of arpteeaon 
eros : ‘cam : ' 
ak ae and ee Peet the effects of light and shadow, and the harmo- 

. : ater ne ‘ nious arrangement of colors is fully evident in this 
singers, is depicted as a powerfully built man who Ber onalcomenionnen 

Pa wath sick . f 
Oe Se in ee ee ne hae A portrait of Encarnacion Montoya is entitled shoulder and around a blue blanket at his waist. A Kohcteeh. thesnine “Yellow Buffalo.” Koh-tech was 
blue bead and abalone kosiki collar and red yarn ; : Sees men ie 

: apled : ’ healer and bone-setter, a masseur and a respected 
Ues on his braided hair add to the adornment of this : : : 

: : : member of the Tribal Council. Years earlier he had dominant pueblo personality. The extension of the - : : 
A : eee visited Washington, D.C., with a committee of 

aaa made Devon thee sides al the ee Indians and was obviously proud of having made perimeter suggests Don Ambrosio’ importance. the trip. During rest periods in posing he would 

An American Gentleman (fig. 11), a fine charac- : P 
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Fig. 10. Don Ambrosio, 1940, oil on canvas, 32 x 26 in., Fig. 11. An American Gentleman, 1935, oil on canvas, 

private collection 44 x 36 in., private collection 
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often start chanting, “Papa Washingtone, Papa sions of muscular action are visible under the deli- 
Washingtone,” while beating on his chest and doing _cate nuances of the sensitively modeled flesh. 
a little dance step.!° His portrait depicts an aged 

but fiercely proud man with braided hair flowing Landscapes of New Mexico 
over a white pleated shirt. A rich blue blanket out- voved the aed f . q 

lines his shoulders. The blanket backdrop has hori- Boss SRE eee ee Ney Masts one 
zontal stripes of white, orange, and brown. painted it continually throughout his artistic life. It 

The white borer dem of a deep-ted Navaho provided him the perfect setting to blend his train- 
spirit blanket frames Jose Maria Cata, the subject of 8 in realistic depiction of nature with more con- 

Pueblo Council Member (fig. 12). This striking por- temporary a — eo ee ae cleat 

trait shows an Indian garbed in a red shirt topped decorative 2 Bee ee a 
by a ceremonial collar with an abalone shell and intense, dramatically contrasted colors. In infinitely 

gathered at the waist with a hammered silver belt. as ees . ee 
His long black braids are bound in black. Lighting moe and contours wich arrested Ba cliiee Ei 

brings out the contours of the model’ face, folds of —t SWEPL actos the foothills io the a poe o 
the shirt, and sheen of the belt. This is a powerful- a —— aoe eee 
ly painted tribute to Cata, whose name Nan-a-p'in Mexican landscapes were often a radiant blue, 
means “Aspen Mountain.” untainted by pollution. When he depicted clouds, 

We know of fifteen Indian portraits that Boss eee ety Pes le, 

painted: nine of men and six of women. One of the appeared unreal (Rain, fig, 14). Yet, people who 
most personable of the women’ portraits is of have visited that area of the country can attest to 
young Gertrude Cata, known as Foh-sawi (fig, 13), the strangely contoured shapes that occasionally 

meaning “Snowflake.” Seated before a plain adobe dominate the sky. Thus, although Boss might have 
wall on an ocher-toned wooden chair, the git] simplified certain forms to their cubistic elements, 

gazes directly at the viewer with her luminous these elements do exist naturally in the region, and 

eyes. She wears a vertically striped orange and blue this artist bas SS . 
blouse and holds a black pottery jar. With dark Some artists who were attracted to New Mexico 

bobbed hair and modestly reserved demeanor, this ™ those — YEAS ee oa rs 
Snowflake is frozen forever in her youth. vantage points convenient to the roadsides. Homer 

The pottery that occasionally appears in Boss Boss was not. Strapping a canvas to the back of his 

paintings was native to that region of the South- homes savieaas eee ios auense ae 
west. Having arrived in New Mexico before the an easel, Boss would ride deep into the Indians 
SCI eer et ee ere tere country (figs. 15 and 16). Remote regions around 
Suzanne had become friendly with Maria Martinez Santa Cruz were thus preserved on canvas in their 

the San Ildefonso potter who later achieved world- mole ae a i 
wide renown for her craftsmanship and “black on ings Cedar Bush Hills (colorplate 5), Red Cliffs (cat. 

black” ware. Sometimes, Boss would use one of her "0 7), Winding A 
bowls or large urns to convey a sense of natural- Morado (fig, 17), Desert Grandeur (cat. no. 19), 

hess or to serve as a focal point in portraits of his al ie Alamos, and a me of others a bes 
Indian frends: witness to his personalized, yet faithful rendering 

Nude with a Navajo Blanket (cat. no. 20), which of the New Se 
noxteays a Caucasian worn, ts mnace demnetie Most of Boss’ landscapes concentrated on the 

both by the pose of the model and the background designs and vastness of the land itself. However, he 

materials of vividly colored blanket and blue-black occasionally included a small human’element 
tones of the pottery by Maria. Boss’ skill as an (Solitude, cat. no. 16), his adobe home (Above the 
anatomist is evident here as the underlying ten- Ditch, colorplate 7), or his treasured horses (Pasture 
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Fig, 14. Rain, ca. 1932, oil on canvas, 30 x 36 in., ae eae ae ee ; 
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with Snow), thus lending rich insight to the way of ee > ¥ CE MALS SR oe ; 
life he and his wife enjoyed at that time. k 2 ve Care icp OS See 

New Mexico had revitalized Boss’ interest in Poa 4 eet ree ga % ae : 
sa ; 2 ug ig RE ae eed VE depicting the landscape at the same time that a 

resurgence of realism was appearing elsewhere in Fig. 15, Boss riding out for a day of painting 
the nation. Gone were many of the avant-garde 

experiments of the post-Armory Show era, the Watercolors and Woodcuts 
gloomy pigments, and presentations of antisocial In addition to his work with oils on canvas, Boss 

aspects of the cities that had occupied some Ameri- _also depicted a few New Mexican landscapes in 
can artists. The 1920s and 1930s saw the popular- _ watercolor, continuing to work with the medium 
ization of works by the American regionalist he had used occasionally while in Maine and Nova 
painters Thomas Hart Benton (1889-1975), John Scotia. Several of his northeastern watercolors were 

Steuart Curry (1897-1946), and Grant Wood included as part of The Brooklyn Museum’ exhibi- 

(1891/92-1942), who immortalized both the bu- tions Water Color Paintings, Pastels, and Drawings by 
colic and industrial facets of midwestern life, or, in American and European Artists in 1925 and 1929. 
the case of Reginald Marsh (1898-1954)—one of While in the east, he had also designed and 
Boss’ former students—the jostling crowds and printed such woodcuts as The Clamdigger, Fishing 
sometimes seamy scenes of New York City’ lower Boats, and The Dawn. In the late 1920s, his New 
East Side. The best work of the period combined Mexican woodcuts added a new dimension to his 
the freer use of color that modernism advocated interpretation of that region. Unlike his oil and 
with a solid grasp of structural proficiency,!°° Many _ watercolor landscapes which primarily focused on 
artists were again concerned with “the soil, its natural growth and terrain, the woodcut landscapes 
forms, its colors, its feelings, its humans.”!°” Bosss _ often featured a figure on horseback. A typical 
natural inclination to record New Mexican land- woodcut, The Desert, was included in Fifty Prints of 
scapes and Indian friends just happened to coin- the Year that had been chosen from nearly 1,000 
cide with these tendencies, and his work exempli- submissions. These prints were exhibited at The 

fied all that was admirable about the “new” em- American Institute of Graphic Arts in New York 

phases in art. His paintings have helped to preserve City and in sixty other cities throughout America in 

the character and color of the New Mexican region 1930. In the foreground of The Desert is a mesa 
for posterity, dotted with sagebrush and juniper. A horse climbs 
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try were chosen to make a composite picture of 
American life. 

In 1932, four of Bosss woodcuts were exhibited 
at another print display in New York. The New York 
Sun reported that they dealt with New Mexican 

motifs and were “strong, vigorously handled blocks 
; that reveal his feelings for design at its best.”!°° 

Unfortunately, Boss was forced to give up print- 
making soon thereafter, when his eyes began to 

F . . bother him. 

: : re From April 18 to 30, 1932, Homer Boss exhib- 
a i por =e ~ ited fifteen oils and four watercolors, mostly from 

, a agen ne New Mexico, at the Midtown Galleries in New 
x : = te York City. This was the fourth one-man show at 
Res ; yh _ | _ the Midtown and The New York Sun proclaimed: 
=a . sol 

2 << - a : “ That most interesting cooperative venture, the 
Jes ~.- Midtown Galleries, at 559 Fifth Avenue, seems to 
See a Ma i em be gaining strength as the weeks go by—it has 
ES r “De ™ x a eae a | been in existence but a few weeks—and the 
ai eS es 2G ‘ current display certainly shows no falling off. 
ee a re Even at the risk of seeming unresponsive to some 

5 este Se +1 See | that have gone before, one is even inclined to 
Sa i 2 ie ‘ a ae consider this the best showing yet made. The 
Mee Anas mee = customary one-man display is devoted to Homer 

i. sat Se aes I Boss. Although Mr. Boss has been a teacher at the 
o Py A Art Students League for the last nine years and in 

a 1916 was one of the incorporators of the Inde- 
Fig. 16. Boss painting the New Mexico landscape pendent Society and of the Society of Modern 

Artists a little later, in recent years he has had 

with deliberate steps from an arroyo that is banked little to do with exhibitions. During this period 
b dediioanat Hacer (loner he has been spending his summers on a ranch in 

ye OunAuOnS i. OW TOE New Mexico, working out his artistic salvation 
dark tains in the distance. A curiously vibrant a t 2 : mgunal pavipra alone. Now he appears as an accomplished crafts- 
feature is an aura of light that shimmers above the mantwith a matured manner er hic own Lis 

mountains before the night sky closes in. Los Indios present display includes a number of portraits of 
(fig. 18) also features light above the far moun- Pueblo Indians, his neighbors in the West. If they 
tains—in this case, a magnificent sunset that domi- seem chiefly worthwhile as ethnological docu- 
nates the sky with its full, far-reaching rays. A ments it is doubtless because the Indian still is 

briskly stepping horse with a bareback Indian rider i aloof to most of us—something, in fact, we 

is momentarily highlighted at the top of a mesa. On eo ete pce. _ oeauenal 
ee, wee the artist makes his most persuasive appeal. 

the winding trail below, other Indian riders lead the These give the arid West—its fantastic rock 

way into the darkened valley. formations, its vivid, bizarre coloring, its towering 
One of Bosss prints represented the Southwest squadrons of rainless clouds—a sense of reality 

for The United States in Pictures, an exhibition of rarely achieved in paint. If reality is what you 
one-hundred contemporary prints at the Wehye want, here it is—teality intensified in these virile 

Gallery in New York City in 1930. In that exhibi- and knowingly organized canvases.!” 
tion, several prints from each section of the coun 
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Fig. 17. Winding Road also known as Arroyo de la Morado, 1931, oil on canvas, 26 x 32 in., private collection 

The New York Evening Post's reviewer was also greens while their tops are graced with violet- 
responsive to the western landscapes: tinged snow. The color of the sky above the 

The amerediblacolonand tome ob tie mountains progresses from a light yellow to grad- 

picturesque region are the theme of Boss work uated planes of blue, and finally to clear, brilliant 

which he has developed in almost panoramic blue. In the foreground of the painting, two large 

designs, showing the sweep of the plains under cedar bushes draw the viewer's eye into the red 
the apparent closeness of the sky and the curious clay formations which become thickly sprinkled 

configuration of broken valleys, eroded hillsides with growth as they fuse into the darker foothills. 
and encircling mountains. Truth is stranger than A tiny white morada, or chapel, is perched on a 

fiction, so this unbelievable land is more fantastic : - 
: . ae rounded gray hilltop overlooking a broad green 

than any imaginary world. ; ‘ : ae 
valley in the central right side of the painting. 

Both The New York Sun and the New York While this landscape can impart serenity, it also 
Evening Post used Sangre de Cristo (cat. no. 11) as illustrates the tumultuous forces of nature that 
one of the illustrations for their articles. Filled carved out the beauties of that magnificent region. 
with harmonious color, the painting depicts the Another one-man show by Boss was held at the 

Sangre de Cristo mountains in deep blues and Midtown Galleries from February 15 to March 4, 
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Fig. 19. Truchas also exhibited as Snow on Truchas, ca. 1932, 

1933. Nine canvases from New Mexico and three CE ee ey 

from Monhegan Island, Maine were on display, and Tiempo.” [This painting was reproduced in the 

again the exhibition received generous coverage by article.| Other canvases that stand out impressive- 
the media. ly are “Rain,” “Among the Hills” and “Morada of 

According to Art Digest, the New Mexican the Hilltop." 
scenes gave New Yorkers “a glimpse of the colorful The Now Yo Herald Tine eee ee ae 

atmosphere and majesty of a land where a man’s ‘ : ; f er 
ndighborishisavel ‘ ee ticularly interested in such Indian portraits as 

rk or i ‘ a i ee oa smerk a a Tehua Maiden, young Gertrude Cata (also the sub- 

on ere as ge ail Brid ject of Foh-sawi, fig. 13) which illustrated the arti- 

o re ae ra Ge se Ss i‘ it cle, and Nifia, a painting of Emily Cata as a child. 

‘i aa is © expralny be western scenety to NY ‘The reviewer stated that “as a painter of human 

aes types of such picturesqueness and charm of char- 

If you are interested in the arid West, here it is, acter, he [Boss] is distinctly skilful as well as ingra- 
with all its bizarre coloring, its blinding sunlight tiating.”!!3 Other reproductions of Boss works 
and its peculiar atmosphere—an atmosphere that mmeludedeinchas (fig, 19) which was featured in 

takes a few liberties with local color and leaves the eravine cection of the New York Evening Bost 14 

distant objects almost as brilliant in hue as those fe Al 17). which 8 2 

close at hand. There is none of that convenient and eG “ (cat. ae ), whic De 
graying that veils the distance in localities nearer duced in Studio News "° and Art Digest. The 
the sea. Everything is sharp, hard and metallically latter periodical quoted Howard Devree of The New 
brilliant. This is the quality that Mr. Boss has York Times who had written of Boss, 
caught to an extent, one is tempted to say, that no i : ee ae 
other artist has. This sort of thing is not the last tei spicing Niputcbeleag 

. a miracle of nature, and that struggle must leave 
word in art, of course, perhaps not the most ‘ia, . 

: . any artist disconsolate. But he has succeeded in 
desirable—but if truth to the essential character i f th sauces 
of the given scene is what you desire, here it is. Cee ee eer a oa 

Opn aft hie Success THe epee ee tions, and has produced cloud effects, contours of 

anal ees a growing personal eon his rock and brilliance of color calculated to cause 

simplification of form and a completer coordina- dhs dyellets among artificial oe of steel and 
tion of the various elements of his composition. stone to raise both eyebrows. 

In one canvas even, “Dos Morados,” the “space Homer Boss relinquished his affiliation with the 
forms” of his clouded sky take on He cubis- Midtown Galleries upon moving to New Mexico in 
belo cab ie oe eat 1933. And, although he later resumed teaching a 
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part of each year in New York City, he and I loved the class and worked with fierce concen- 

Suzanne now called the ranch in Santa Cruz their tration in order to win Homer’ approval. He 
permanent home. inspired all of his students. . . . He wanted us to 

think before we put down our brush strokes, and 
to concentrate on the color before putting it 

Recollections down on the canvas; to build the form in the 
round with carefully thought-out color, using 

From 1933 to 1937 was a period of freedom for broad, sharply defined brush strokes with no 
the Bosses. Unfettered by the demands of travel margin for error. 
and teaching, they painted, worked on their adobe We were instructed to paint with a very 
home, plowed and planted, and visited Old limited palette in class: cadmium red (light, 

Mexico. Several distinguished landscapes and ee aa oe ae 

Indian portraits were painted during this hiatus i aa ee 
; S ite. No earth colors were used. Homer advised 

from their former routines. us, “Never use black; it will lose its luster and go 
Although both Homer and Suzanne loved the dead. Whistler's blacks cracked; they sank in and 

desert and the naturalness of their way of life in became gray.” To avoid this, we were to make 
Santa Cruz, it was necessary for them to return to black by using allizarin crimson, ultramarine 

New York City. Between 1937 and 1941, in order blue, viridian green, and cadmium deep red. 
to make an adequate living, Homer again taught Homer often cited the examples of the great 

winter sessions at the Art Students League and the Ee eae aurea ey 
. . fresh and pure his paintings were after so many 

New York School of Applied Design for Women centuries. When I look at the portraits done by 

and, from 1939 to 1941, at the New York School Homer of the old American Indian chiefs and the 
of Fine and Applied Art (Parsons School of beautiful portrait of my husband, painted when 

Design).!'® He conducted classes in painting and Bernard was Homer’ student, I feel that Homer 
drawing as well as giving his series of anatomy painted very much in the manner of Franz Hals, 

lectures. Meanwhile, Suzanne taught art in the and that Homer’ magnificent portraits will stay 
public schools and continued her own art studies. GSS OTe ac 1Or Fe One as the pamnunigs 

While they were in New York, an artist friend of otate ae ae 
‘ as We painted from the nude four evenings a 

long-standing, D. Paul Jones, occasionally rented week, with Friday reserved for an anatomy lesson. 
their Santa Cruz home. Homer had painted a por- Friday nights were the most exciting, for Homer 
trait of D. Paul Jones (fig. 20) in 1935 in which would have a skeleton—which he jokingly called 
Jones appears stern and rather austere in a black Mollie—brought into the classroom and placed 
shirt and turtleneck. However, a softly draped alongside of the live model. The model was usual- 

Chimayo blanket with muted stripes behind the lya male, as Homer did not think a female nude 

figure, and the sensitive modeling of the artist's ore ae = ay 2 Ee ie oe 2 d 
hands make him seem more personable—as indeed es a Se 

place them on the skeleton, at the same time 
he must have been, for Jones was well known for explaining the functions of the muscles and using 
his interesting stories as well as his beautifully exe- the model as a demonstrator. 120 

cuted watercolors of Hopi Indian kachina dolls.!!° : ‘ j 
Homer’ schedule at the Art Students League The ee of meeting after the Friday evening 

during those later years in New York City included S108 had continued through the eS with the 

five evening classes a week of life drawing and Carnegie Restaurant and PJ. Clarkes on Third 
composition. At this mature stage of his career, he Avenue now being frequent sites. Beer and good 
was able to draw upon a wealth of experiences asa C°nVersatlon—ranging from modern art to the 

student, teacher, and accomplished artist. One of ea aE e eae ca the 

i rol Mead Klonis, recalled some of orc Wat [i mingled wit 
‘ oe f eee cement warm fellowship. Several of Homer’ former stu- 

dents often joined the group, and it was here that 
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Carol Mead met her ¥ | aa Blackmer, who was an 

future husband, Bernard ah y ‘5 : advertising director for 

Klonis. Bernie had been \e ’ the JC Penney 

the monitor in Homers \ b as Company, left New 

class from 1928 to 1932 N \ i York, and after buying 

and, as his assistant, had i j land near Santa Cruz, 

learned the principles of , j New Mexico, married, 

anatomy as handed | had a family, and took 

down from Thomas ' ; his paintings to Homer 

Anshutz. In later years, | for criticism whenever 

Klonis devised his own he could. Two other 
method for teaching male students, who 

anatomy based on the were not as financially 

knowledge acquired secure, started out for 
from Homer and taught the Southwest to study 

life drawing, anatomy, with Homer. They were 

and water color at the \ § = hitchhiking, hoping to 

Art Students League and y jj iW find work in New 

elsewhere. He was noted / Mexico, but their money 

for his superb control Fig, 20. D. Paul Jones, 1935, oil on canvas, 317% x 25% in., ran out and they ended 
over the watercolor Elvehjem Museum of Art, gift of Mr: and Mrs. Jon G. Udell in their adventure in a jail 
medium, producing memory of Katherine Harper Mead, 1983.58 in Pennsylvania!!° 

realistic work touched Now that Homer was 

with fantasy and nostalgic qualities. back in New Mexico year-round, he devoted him- 
Good friends traveled in the same circles, and self to painting and to working his bit of land. He 

John McPherson—who had accompanied Homer had planted a fine apple orchard in earlier years 

to Monhegan Island and Nova Scotia in earlier and began to reap its harvest. In 1942, Homer and 

years and was now a strong watercolorist—and his Suzanne busied themselves picking and selling 

wife, Sara Freedman McPherson—whose small their crop of over two-hundred-and-fifty bushels of 

realistic paintings in later times were to enliven the apples. They saved some of the “seconds” for cider 

walls of many cottages on Monhegan Island!?!— and also kept some choice apples for their winter 
were the witnesses at the Klonises’ wedding in pies.!** After the strenuous years of teaching and 

1938. Four years later, the Klonises had a son, painting in the city, the simplicity of life in New 

whom they named Homer Boss Klonis for the Mexico was refreshing and they loved it. 

teacher and man they so admired. Many years later It was still necessary for them to have a steady 

Homer Klonis and his wife named their daughter income, however, and there was no program of art 
Suzanne, “for they hoped that she also might poss- education in the neighboring New Mexican public 

es the wonderful quality of joy that Suzanne Boss schools. Accordingly, in 1943 and 1944, Suzanne 

had.”!22 spent the winters teaching in the East while living 
When Homer announced in 1941 that he with relatives. The following year, she initiated an 

would no longer be returning to New York City to art education program in the Espanola, New 

teach, he recommended Bernard Klonis as his Mexico schools and gratefully remained in that 

successor at the Art Students League and the locale, teaching at first in the grade and junior high 

Parsons School of Design. Some of his most school, and later in the high school. She was recog- 

promising students at the Art Students League nized for her work in making the “Espanola High 

vowed to follow him to New Mexico; Bill School art department one of the best in the state 
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of New Mexico” when the Espanola Valley From over the years while Homer Boss was 
Chamber of Commerce named her the actively producing as an artist, there is filed away a 
“Outstanding Woman of the Year” in 1957.25 long list of distinguished recognition both from 

Meanwhile, Homer’ health had declined due to ane . ae ‘ S thought of uote te 
* . part) but ultimately what can it mean more than 

cc ea ae i aie ae it he ve hse adequate and for sti 
: illed an important place in the art world, both as 

works to the annual exhibitions sponsored by the painter and instructor. Homer always felt he 

University of New Mexico in Albuquerque, but belonged to the Middle Ages when fundamentals 
seemed to prefer to remain independent from the and a long apprenticeship were a requisite for 

regular art circles in New Mexico. He continued to aspiring art students. Much of this he must have 
paint until 1946 and then devoted his strength to conveyed as instructor for many years at the New 

pe : ; York School of Fine and Applied Arts and The Art 
the cultivation of his apple orchard and land until 5 o. 

. . tudents League, as is evidenced by a devoted 
1950, when poor health prevented him from doing following, 

even that. Confined to a wheelchair as an invalid, Somewhat violent towards changing times, 
Homer realized that the quiet demeanor maintained he abhorred publicity which explains why so 
throughout his artistic career had succeeded not little was known of his presence here. It seems 
only in assuring his privacy, but also in isolating that he and John Sloan, another stormy petrel of 

him from the recognition accorded to artists beside the art world, but one not so averse to publicity, 
whom he had worked and students whom he had used to get into each other’ hatr, aided and 
taught. On January 15, 1956, Homer died at his evan ee See Pane 

? faculty member until Henri died [should read 

adobe home. until Henri left] when it became the Independent 
An obituary by Gustave Baumann showed great School under Homer’ guidance. 

insight in describing the dignity and productivity With all three of them gone now, let us 
of Homer Boss. Entitled “Homer Boss Filled hope they meet and greet each other affectionate- 
Important Art Need,” it was preceded by a large ly to talk over the old days and see what can be 

photo of Homer and an even larger reproduction of done to start col school of Art in entirely 
one of his paintings, the aged pensive Indian Seana 
Antonio Montoya (fig. 9). Homer’ cremated remains were buried on a hill 

Having heard of Homer Boss’ passing away, I overlooking his beloved ranch and the distant 

went out to his house in Santa Cruz to see mountains he so knowingly portrayed on canvas. A 
Suzanne. Homer was gone, but his shoes were large cross marks both his grave and Suzanne’, for 

still there. Shoes are such expressive things. In she joined him there in 1976. The long adobe 

them he had tramped over his apple orchard, house and the aging orchard with its clumps of 
ge ee once-fruitful trees bordering the irrigation ditch 

and performed all the endless chores a fruit ranch eat in the Espanola Valley, standing in mute 
can think up for the owner. I believe he liked his Leo the loving, creative hands that fash- 
orchard because apples are always apples even in ioned them so long ago. 
a time when Art is not always Art. 
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2+ Perlman, Immortal Eight, 195. 
Notes 25 Homer, Robert Henri aa His Circle, 153. 

‘Undated notice in the Blandford, Massachusetts area newspa- 2 Joseph Edgar Chamberlin, “With the Independent Artist,” 
per, found in the personal scrapbook of Homer Boss and now The Evening Mail, 4 April 1910. 
in possession of the author. 27 Emma S. Bellows, The Paintings of George Bellows (New York: 
*Bennard B. Perlman, The Immortal Eight (New York: Knopf, 1929), section of paintings unpaginated. 
Exposition Press, 1962), 114. *8 Robert Henri, “The New York Exhibition of Independent 
> Katherine M. Roof, The Life and Work of William Merritt Chase Artists,” Craftsman 18 (May 1910): 168. 
(New York: Charles Scribner’ Sons, 1917), 277-311 passim. 2° Chamberlin, The Evening Mail, 4 April 1910. The last sen- 

*Perlman, Immortal Eight, 16. tence was indeed prophetic, for in 1960, the Delaware Art 

> Guy Pene du Bois, Artists Say the Silliest Things (New York: Center sponsored the Fiftieth Anniversary of the Exhibition of 
Duell, Sloan, and Pearce, 1940), 89. Independent Artists in 1910 and reproduced the original cata- 
© Rockwell Kent in Homer Boss, 1882-1956, a memorial cata- logue along with a commentary concerning the organization of 
logue (Santa Fe: Museum of New Mexico Art Gallery, 1956), that exhibition. 

unpaginated. °° The contractual agreement read: “New York—May 27, 1910: 
7 Walter Pach, “Homer Boss,” Shadowland, Classic and Motion After June 1, 1910 the equipment on the premises of the 
Picture Magazine 4? (1922). I am indebted to Edith Calkins Henri School of Art, being easels, stools, boxes, chairs, stands, 
Murphy Baxter, a niece of Homer Boss, for hand-copying this lighting arrangements, etc., become the property of Homer 
article from a decaying magazine. Boss. The transference of ownership being made in considera- 
®Perlman, Immortal Eight, 202. The actual term “Ashcan tion of his intention to carry on the School from that date. The 
School” did not appear in print until 1934 when Holger Cahill School is entirely out of debt of any kind at this date—June 1, 
and Alfred H. Barr, Jr. used it in their book Art in America in 1910—and it is understood that from this date Robert Henri 
Modern Times (New York: Reynel and Hitchcock, 1934). will be in no way concerned with the School, its business or 
William Innes Homer states in Robert Henri and His Circle management except he be employed as Instructor on salary in 
(New York: Cornell University Press, 1969), 230, that the term which case his connection will be only that of an employee. It 
may have been voiced in the late twenties and early thirties by is further understood between Robert Henri and Homer Boss 
artists and critics in New York, that the present name “Henri School of Art” will be retained as 
° Emmanuel Bénézit, Dictionnaire des Peintres, Sculpteurs, Dessi- title of the School until such time as the said Robert Henri 
nateurs et Graveurs 10 vols. (Paris: Grind, 1976), vol. 2, 195. may see fit to withdraw his name from the title—or the said 
'©Florence N. Levy, ed., American Art Annual 8 (New York: Homer Boss may see fit to withdraw the same— 
American Art Annual, Inc., 1911), 185. This source lists these That the photographs framed and unframed now on the 

sixteen men who exhibited as The Fifteen: Rockwell Kent, premises remain as a loan to the School subject to the demand 
Julius Golz, John Koopman, Amold Friedman, Karl [Carl] at any time of Robert Henri. That two drawings framed, one of 
Sprinchorn, L. T. Dresser, George Bellows, Prosper Inverniggi a woman standing by Julius Golz and one of a man seated by 

[Invernizzi], Edward Hopper, Glenn O. Coleman, Edward Homer Boss remain in like manner subject to the demand of 
Keef [Keefe], G. L. Williams, Harry R. Dougherty, Walter Pach, Robert Henri. Likewise a portable reflector for electric light. 
Guy Du Bois, and Homer Boss. (1). It is further understood that during the season 1910-1911 
'' Bruce St. John, ed., John Sloan's New York Scene (New York: Robert Henri is to instruct as per catalog of this date, one day 
Harper and Row, 1965). per week at a salary of $100.00 per month, payable each 
© Perlman, Immortal Eight, 156-60 passim. month.—It is understood that Robert Henri will return from 
® Letter from Bennard B. Perlman to the author, 11 December, abroad as near Oct. Ist 1910 as possible, to begin his instruc- 
1978. tion on the first Friday thereafter. It is understood that the 

‘4 Perlman, Immortal Eight, 181-82 passim. season 1910-1911 terminates May 27th 1911. 
5]. Nilsen Laurvik, “Significance of the Exhibition of the [signed] Robert Henri Homer Boss 
Pennsylvania Academy—Canvases Shown More Satisfying +1 Florence N. Levy, ed., American Art Annual 8 (New York: 
Than the Sculptured Exhibits,” New York Times, 26 January American Art Annual, Inc., 1911), 60. 

1908. >2 Florence N. Levy, ed., American Art Annual 9 (New York: 

'© Letter from Helen Hodgskin to the author, 7 April 1978. American Art Annual, Inc., 1911), 301. 

'’ Philip L. Hale, “Boston Art Shown in Philadelphia,” The * Letter from Clara McPherson Reiss to the author, 10 
Boston Herald, 1908. Located in Bosss scrapbook. October 1978. 
'S“Benson Gets Temple Medal at the Academy,” unidentified 34 Notes from Carol Mead Klonis to the author, December 
clipping in Bosss scrapbook, dated 18 January 1908. 1978. 

Perlman, Immortal Eight, 192. “Canvases Typify Art of America,” The Detroit News (17 
20 Walter Pach in Homer Boss, 1882-1956, unpaginated. February 1911). 
*! Letter from Mrs. Emil Holzhaver to the author, 28 February “Exhibition of Contemporary American Art Open at the Art 
1978. Museum,” The Detroit Journal (18 February 1911). 

Letter from Emil Holzhauer to William Innes Homer, post- 37“Art Notes,” The Evening Post, 25 March 1911. 
marked 6 July 1964 as quoted in Homer, Robert Henri and His *8“Paintings Shown by ‘Insurgents—Twelve Carefully Chosen 
Circle, 161. Exponents of Independent Art Are Represented in Exhibition,” 
* Randall Davey in Homer Boss, 1882-1956, unpaginated. unidentified newspaper clipping in Boss’ scrapbook. 
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» Joseph Edgar Chamberlin, “With the ‘Independents,’ a °8 Marta Rossetti Batista, “Anita Malfatti e 0 inicio da arte 
Somewhat Extraordinary Art Exhibition with Real Stuff in It— moderna no Brasil” (M.A. thesis, University of Sao Paulo, 
Good Pictures by Luks, Davies, Kent and Others—A Glance at Brazil, 1980), 78. 1 am grateful to Mrs. and Dr. Paulo Otto, 

the Extremists,” unidentified newspaper clipping [The Evening 1993-94 visiting professor of genetics at the University of 
Mail?] in Bosss scrapbook Wisconsin-Madison, for obtaining a copy of the dissertation as 

#0 “Paintings Shown by ‘Insurgents.”” well as a catalogue from a 1977 exhibition of Malfattis work in 
‘I “Twelve Independent Artists,” Vogue (25 April 1911): 104. which they translated a biography of the artist. | am further 

“Art Notes.” indebted to Professor Mary Lou Daniel of the UW-Madison 
* Joseph Edgar Chamberlin, “With the Independents.” Department of Spanish and Portuguese for translating perti- 
# Seen in the World of Art,” The [New York] Sun, (Sunday, 2 nent sections of the dissertation. 

April 1911). A Woman of the East illustrated the article. 5° Batista, “Anita Malfatti,” 87. 
“Seventh MacDowell Group,” American Art News (17 ©0 Batista, “Anita Malfatti,” 87. 

January 1912). Found in Bosss scrapbook. 6! Mario da Silva Brito, Antecedentes da Semana de Arte Moderna 
#6 James B. Townsend, “Penn. Academy Exhibit (Second in Historia do Modernismo Brasileiro, vol. 1, 2d ed. (Rio de 
Notice),” (American) Art News, an undated newspaper clipping Janeiro, Brazil: Civilizagao Brasileira, 1964), 44-46. | am 
in Bosss scrapbook. indebted to Professor Mary Lou Daniel for translating these 

47Representative Work by Contemporary Artists in the pages. 
Exhibition of the Pennsylvania Academy,” The New York Times, © Letter from Helen Hodgskin to the author, postmarked 7 
(Sunday, 4 February 1912). April 1978. 
48 See Homer, Robert Henri and His Circle, 184-89, for a com- © “Homer Boss,” The New York Times (21 May 1916), 10. 

prehensive discussion of Hardesty Maratta’ system of color °* Batista, “Anita Malfatti,” 106. 
harmonies. © Batista, “Anita Malfatti,” 92. 
* Letter from George Bellows to Hardesty Maratta, 4 March % “Teachers College Students Exhibit Their Work,” The New 
1913, Bielenberg Company advertisement, International Studio York Times Magazine (28 May 1916). 
61, (June 1917): 15. °7 “Teachers College Students. . .,” The New York Times 
> Letter from Emil Holzhauer to William 1. Homer, post- Magazine (28 May 1916). 
marked 6 July 1964. ° Theodore Lynch Fitz Simons, “New York Art Schools and 
>! International Studio 45 (February 1912): 10, included an Their Methods,” Art World 1 (March 1917): 435-36. 
advertisement for the “Henri School of Art: season © Morris Kantor, “Ends and Means,” American Magazine of Art 
1911-1912.” An advertisement appeared in volume 46, June 33 (March 1940): 140. 
1912, 7, for the “Monhegan Summer Class, Independent 7 American Art Annual, ed. Florence N. Levy, provided the 
School of Art (Henri School).” Thus, the controversy between following statistics for the Henri School of Art and the 

Henri and Boss must have occurred in the early months of Independent School of Art. In 1910-11 the tuition for eight 
1912, and the officially advertised operation of the months at the Henry School was $60 for the 231 students 
Independent School began with the summer class of 1912. enrolled and in 1911 it was $144 for the 160 students; from 
> In 1963, after the Fiftieth Anniversary Exhibition of the 1914 through 1917 there were only 80 students and the 
Armory Show was held at the Munson-Williams-Proctor tuition for 1917 had become $55 for mornings, $60 for 
Institute in Utica, New York, the nearly 400 paintings, draw- afternoons, and $35 for evenings. 

ings and sculpture that were traced and exhibited there trav- 7 Homer, Henri and His Circle, 173. 
eled once more to their original setting at the Armory of the Letter from Mrs. Emil Holzhauer to the author, 21 March 
Sixty-ninth Infantry, Lexington Avenue, Twenty-fifth and 1978. 
‘Twenty-sixth streets, New York City, for another anniversary 1am grateful to Dr. Clark Marlor, author of Society of 
exhibition. The latter was a benefit exhibition for the Henry Independent Artists: 1917-1944 (Madison, Conn.: Sound View 

Street Settlement’ creative arts programs in New York City. Press, 1990) for sending a photograph of The Dawn and a list 
> Barbara Rose, American Art Since 1900 rev. ed. (New York: of Bosss works exhibited at the Society of Independent Artists. 
Praeger, 1975), 31. The renaming was attributed to the sculp- Homer, Robert Henri and His Circle, 1969), 170. 

tor Gutzon Borglum, later renowned for his statue of Lincoln ™ James N. Rosenberg, “The Womb and the Cemetery,” 
in the Capitol rotunda in Washington, D.C., and his work on International Studio 73 (April 1921): 44-51. 

the heads of the four Presidents (Washington, Jefferson, 7© Walter Pach, “The Independents,” Freeman 7 (18 April 
Lincoln, and Theodore Roosevelt) at the Mount Rushmore 1923): 135-37. 

National Monument in South Dakota. This section is based on the book Between Dawn and Sunrise, 
54“Art in New York This Season,” Craftsman 24 (April 1913), selections from the writings of James Branch Cabell, chosen 

134-36. with an introduction and initiatory notes by John Macy (New 
55 Letter from Emil Holzhauer to William I. Homer, post- York: McBride, 1930), 122-25. 
marked 6 July 1964. ’8 Macy introduction to Cabell, xiii. 

5° Lloyd Goodrich, Yasuo Kuniyoshi (New York: Published for 7 Paul Rosenfeld, “The Academy Opens its Doors,” New 

the Whitney Museum of American Art by Macmillan, 1948), 8. Republic 26 (4 May 1921): 290-91. 

57] am indebted to Edith Calkins Murphy Baxter, a niece of 80 Thomas Jewell Craven, “The Awakening of the Academy,” 

Homer Boss, for hand-copying these excerpts from the Dial 70 June 1921): 673. 

Independent School catalogue. 8! Craven, “Awakening,” 673. 
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®2 Irving Sandler, Paul Burlin (New York: American Federation 100 Marshall B. Davidson, The American Heritage History of the 

of Arts, 1962), 6-7. Artists’ America (New York: American Heritage, 1973), 300. 
®5 Barbara Rose, American Art Since 1900 (New York: Praeger, 107 Dorothy Grafly, “Pennsylvania Academy—128th Annual,” 
1975), 57. American Magazine of Art 26 (March 1933): 147. Found in 
® Milton Brown, American Painting from the Armory Show to the Boss’ scrapbook. 
Depression (Princeton, N.J.: Princeton University Press, 1955), 108 “Midtown Tries Print Display,” The New York Sun (22 June 

82. 1932). 

8 Florence N. Levy, ed., American Art Annual 20 (New York: 10“The West Revealed by Homer Boss,” The New York Sun (21 
American Art Annual, Inc., 1924). April 1932). 
86 Notes made by Suzanne K. Boss. 10 New York Evening Post (23 April 1932), 18. 
57 From the introduction to the catalogue of the Art Students ‘11 “Homer Boss Shows New York the Southwest,” Art Digest 7 
League of New York, 1978-79. (1 March 1933): 15. 
88 Catalogue of the Art Students League of New York, ‘2 “Art Displays of Varied Aim,” The New York Sun (28 
1932-33, 13. February 1933). 

® Catalogue of the Art Students League of New York, 45 “Western Themes Shown By Homer Boss,” New York Herald 
1937-38, 24. Tribune (26 February 1933). 

°° Letter from Anne K. McCosh to the author, 25 January 14 New York Evening Post (1 March 1933). 
1978. 415 Studio News, (April 1933). Found in Bosss scrapbook. 
°! Phyllis Barton, Cecil C. Bell (Kansas City, Mo.: McGrew Color _!!°“Homer Boss Shows New York the Southwest,” 15. 
Graphics, 1976), 141. However, Homer Boss’ figure was 47“Homer Boss Shows New York,” quoting Howard Devree, 
drawn with considerable artistic license. “In the Galleries,” The New York Times (19 February 1933). 

°2 Letter from Katherine Hubbell Breese to Homer Boss, 15 118] am indebted to Christiane C. Collins, librarian (1978), 
July 1928. Adam L. Gimbel Library, Parsons School of Design, for her 
> Notes made by Suzanne K. Boss. help. Now called Parsons School of Design (after its founder, 
°4 “Wayside Gallery Exhibit Like Family Showing,” Nyack New Frank Alvah Parsons), the institution was known as the New 

York News (29 June 1933). York School of Fine and Applied Art when Boss taught there, 
55 Stewart Klonis in Homer Boss, 1882-1956, unpaginated. and the New York School of Art when Boss received his early 
°°] am indebted to Helen Hodgskin of Zurich, Switzerland, for training there from William Merritt Chase and Robert Henri. 
much of the information in this section has been excerpted 49 Letter from Anne K. McCosh to the author, 14 February 
from her letter postmarked 10 April 1978. 1978. 
°” Gemailde-Ausstellung Homer Boss. | am indebted to Jane 20Notes made by Carol Mead Klonis, December 1978. 
Peters, professor of art history, University of Kentucky, 1 Included in a memorial tribute to Sarah McPherson written 
Lexington for the English translation. by her grandson, Robert Reiss, January 1978. 
*S Letter to the author from Edgar H. Puvogel, director, 122 Notes made by Carol Mead Klonis, December 1978. 
Bottcherstrasse, Bremen, Germany, 6 February 1979. 51 am grateful to Carol Mead Klonis for her generous per- 
°° Suzanne K. Boss: a short unpublished biography of Homer sonal account of Homer’ activities at the Art Students League 

Boss. in the late nineteen thirties and how his life influenced the 
00 From notes made by Suzanne K. Boss. lives of his friends. 
10l “Mrs, Boss Leaves E. H. S.,” The Hornet’s Nest, student 247 etter from Suzanne K. Boss to Anne K. McCosh, 8 
newspaper of Espanola High School, Espanola, New Mexico, November 1942. 
(24 May 1961). 25 “Four Win Recognition by Espanola Valley Chamber,” The 
1 Notes by Suzanne K. Boss. Rio Grande Sun, Espanola, New Mexico (27 March 1958). 
'03 “Painter of Indians Lauds Pueblo Life,” New York Evening 126 Gustave Baumann, “Homer Boss Filled Important Art 
Post (14 May 1932). Need,” The New Mexican (22 January 1956). 
104 New York Evening Post (23 April 1932), 18. 
10 Notes by Suzanne K. Boss. 
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Colorplate 1 

Young Woman in White, 1910 

Oil on canvas, 74 x 36 in 

Private collection 
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Colorplate 2 

A Study (Land and Sea), 1912 

Oil on canvas, 24 x 30 in. 

Private collection 
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Colorplate 3 

Portrait with Red Chair, 1925 

Oil on canvas, 30 x 24 in. 

Hunter Museum of Art, Chattanooga, Tenn. 
Gift of Mr. and Mrs. Peter J. Smykla, Jr., 1992.20 
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Colorplate 4 

Golden Reverie, 1925 

Oil on canvas, 32 x 26 in 

On loan to Elvehjem Museum of Art, 2.1987 
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Colorplate 5 

Cedar Bush Hills, ca. 1929 
Oil on canvas, 20 x 24 in. 

Private collection 
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Colorplate 6 

Young Woman in Pink Shawl, 1929 

Oil on canvas, 32 x 26 in 

Courtesy Mr. and Mrs. H. Earl Hoover II 
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Colorplate 7 

Above the Ditch, ca. 1934 

Oil on canvas, 22 x 26 in. 

Private collection 

af



<a 

Ve : : . oe se 
(Eee. : eae. Sek ie 

-—- . .$ —.-s Se a 
i eS ee * Z 

lO ae y 
F — on ae 

F | fe v. 

hb q oe Bey, 3 \ 

h " . . Winn’ a a ee a ent a 

" SDV ANA la eel ay ne 

| Z en Mordug dK & ] k / 
N erik. 3 sais DT ee . ) r y Y 

hah Oy, Fa . CE 

p “2 i 404 Vis J 

d mn at oa i P 

) Ale ati ol nha oo f 

4 ee 4 ) re Zo". i . wp ~ 

ba EES E 
lors a P : ‘ | 1 - \ 

Colorplate 8 

Las Truchas in White, ca. 1936 
Oil on canvas, 22 x 26 in. 

Courtesy Mr. and Mrs. Peter J. Smykla, Jr. 
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Young Woman in Black, 1910 

Oil on canvas, 74 x 35% in. 

Elvehjem Museum of Art 
Gift of Mr. and Mrs. Jon G. Udell 

in memory of Suzanne and Homer Boss, 1978.18 
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Island Pines, ca. 1911 

Oil on canvas, 24 x 30 in. 

Courtesy Mr. and Mrs. Peter J. Smykla, Jr. 
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Portrait of Morris Kantor, ca. 1917 

Oil on canvas, 24 x 20 in. 

Milwaukee Museum of Art 
Gift of Susan and Jon Udell 
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Breaking Wave, ca. 1920 

Oil on canvas, 30 x 36 in. 

Private collection 
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Rock at Monhegan, ca. 1920 

Oil on canvas, 24 x 30 in. 

Courtesy Mr. and Mrs. Peter J. Smykla, Jr. 
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Girl in Yellow, ca. 1920s 

Oil on canvas, 74 x 36 in. 

Private collection 
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Genesis, ca. 1924 

Oil on canvas, 73'4 x 54 in. 

Madison Art Center, Madison, Wisconsin 

Gift of Susan and Jon Udell 
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Portrait of Mary, ca. 1925 

Oil on canvas, 36 x 30 in 

Elvehjem Museum of Art 

Gift of Susan and Jon Udell 1992.364 
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Temples of the Desert, ca. 1925 
Oil on canvas, 30 x 36 in. 

Courtesy Mr. and Mrs. Peter J. Smykla, Jr. 
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10 
Mi Casa, ca. 1930 

Oil on canvas, 26 x 32 in. 

Courtesy Mr. and Mrs. Peter J. Smykla, Jr. 
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Sangre de Cristo, ca. 1931 
Oil on canvas, 26 x 32 in. 

Private collection 
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Tahm-pi-oh, 1931 

Oil on canvas, 32 x 26 in. 

Courtesy Mr. and Mrs. Peter J. Smykla Jr. 

56



ee rw D Aa rar 7 

! A s P i “" ’ MAN \y 

Ki x AYE IY), = au | 

Bs SU ey ; 
y NN i NY } di \ 

MN SY 
t } Mar ae te eee 

Fama P eo y =m 

my ie (eee 
1 ae . 

DO ORES Meare 

ee | 
Lh ee 

ce ee ee = 

13 

Carlotta’s House, ca. 1931 

Oil on canvas, 22 x 26 in. 

Private collection 
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Desert Castles, ca. 1931 
Oil on canvas, 26 x 32 in. 

Courtesy Mr. and Mrs. Peter J. Smykla, Jr. 
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Pueblo Indian, ca. 1931 

Oil on canvas, 32 x 26 in. 

Collections of the Museum of Fine Arts, 
Museum of New Mexico, Museum purchase by 

special acquisitions fund 
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Solitude, 1931 

Oil on canvas, 30 x 36 in. 

Courtesy Mrs. Peter J. Smykla 

Ti em, hes 

“27 So ee ate 
a” ee ater einem | 

: = 

S << = Ys ae / hd 

CFS es, 
z — aI aaa | 

Waar > ~* pee 
Le —— S oe age 
po at Se 

17 

Sierra Alta, ca. 1932 
Oil on canvas, 26 x 32 in. 

Courtesy Mr. and Mrs. Peter J. Smykla, Jr. 
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Snow, 1933 

Oil on canvas, 30 x 36 in. 

Courtesy Mr. and Mrs. Peter J. Smykla, Jr. 

anes 

| 

Te ED 
4 rel baa << 36 

- ox a 9 o% 
RR RN «7 «Ree aa a 

pa 2s , fen. 

‘ | 
ae “\ 

: ‘ AS a , 

oe : NAA 
——— = aN 

tbe: , % = 
ba een ae 2 on’ ee | = 

19 

Desert Grandeur, 1935 

Oil on canvas, 26 x 32 in. 

Courtesy Mr. and Mrs. Peter J. Smykla, Jr. 
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Nude with Navajo Blanket, ca. 1935 

Oil on canvas, 36 x 30 in. 

Private collection 
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Red Cliffs, ca. 1939 

Oil on canvas, 26 x 32 in. 

Private collection 
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Before the Rain, 1945 

Oil on canvas, 24 x 30 in. 
Private collection 
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PAINTINGS Young Girl in Gold, 1910 The Fog [The Red Fog?], 1916 
Landscape, 1904 74 x 36 in. Unknown 

Unknown Clouds after Rain, before 1911 Portrait of Morris Kantor, ca. 1917 

Portrait, 1907 Unknown sl a 
Unknown A Portrait of a Man, before 1911 Milwaukee Art Museum 

Girl with a Fan, before 1907 Unknown Granny, ca. 1917 
Unknown A Woman of the East, before 1911 Byun 

Portrait of an Actress, before 1908 Unknown oo Seas, ca. 1917 

Unknown An Old Man, before 1911 are 

Invernizzi, also exhibited as Unknown Sea and Hills, ca. 1917 

Prosper Invernizzi, Esq., before 1910 Late Afternoon, before 1911 Unknown 
Unknown Unknown Dawn, ca. 1919 

Young Woman in Blue and Gold, also Study in Brown, also exhibited as Unknown 
exhibited as Portrait, before 1910 Hilda Ward, 1911 The Garden Between Dawn and 

82 x 40 in. 82 x 40 in. Sunrise, also exhibited as Between 

Georgia Museum of Art, University A Rainy Day, 1911 Dawn and Sunrise, ca. 1919 

of Georgia Union 7342 x 54 in. 

Portrait of a Young Woman, also rai Madison Art Center, Madison, Wisc. 

exhibited as Girl in Black, and Young 34x 30in Sea and Headland (#2), 1919 
Woman in Black, 1910 i 24 x 30 in. 
74 x 35% in. Stone Walls, ca. 1911 ay ‘0 
Elvehjem Museum of Art 24 x 30 in. Ha 

Unknown 
Portrait of a Young Girl, 1910 On the Shore, ca. 1911 
82 x 49% in, 24 x 30 in, Landscape, ca: 1919 

: Unknown 
National Arts Club Permanent Rising Mist, ca. 1911 

Collection, New York, N.Y. 24x30 it ; American Landscape, ca. 1920 

: 30 x 36 in. 
4 Young Woman, also known as A Study, also exhibited as ad 
Young Woman in White, and Girl in A Study (and and Sea) and Land and The Sea, later exhibited as 
White, 1910 Sea. 1912 Marine, ca. 1920 

74 x 36 in. 94x 30 in. 30 x 36 in. 

wt A Battle with the Winds, also known as Rock at Monhegan, ca. 1920 
Girl in Gold, also exhibited as Hurcine er elOl6 24 x 30 in. 

$$ ——  JheHeadland. 1916 Northeast Storm, ca. 1920 

* Height is given first 30. 36K ' 30 x 36 in. 
Works known only from exhibition . Fishing Boats 1920 

lists often lack dimensions Sea and Headland (# 1), 1916 Pea ae 
Unless otherwise noted, the work 30 x 36 in. 30 x 36 in. 

is in a private collection Art Students League of New York 
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Breaking Wave, ca. 1920 Golden Reverie, ca. 1925 Foh-sawi, also exhibited as 

30 x 36 in. 32 x 26 in. Foh-sawi (Snowflake), ca. 1930 
Beach at Monhegan, ca. 1920 On loan to Elvehjem Museum of Art 26 x 22 in. 

Unknown Portrait of Mary, ca. 1925 Solitude, 1931 

Red Sail. ca. 1920 36 x 30 in. 30 x 36 in. 
30x 40 in. Elvehjem Museum of Art sad 1: x 40 in. Winding Road, also exhibited as 

Shore at Monhegan Island, ca. 1920 Portrait of Henry J. Glintenkamp, ca. Arroyo de la Morada, 1931 
30 x 36 in. oie 1925 26 x 32 in. 

. 24 x 20 in. 2 ai The Rock. ca. 1920 Tahm-pi-oh, also exhibited as 
24 x30 A Wagon Train, ca. 1925 Tahm-pi-oh (Sun Rays), Tampian, and 

au ; , 30 x 36 in. Tampioh, 1931 
UI the He . 192 i 
30 os . eadland ca) 1220 Indian Riders, ca. 1926 32 x 26 in. 

i 26 x 40 in. Pueblo Indian, ca. 1931 
Secret Cove, ca. 1920 : 32 x 26 in. 

E Bi He 5 
20 x 24 in. ses y Sc Collection of the Museum of Fine 
Nordic Spring, ca. 1920 20 x 24 in. Arts, Museum of New Mexico 

[Portrait of Helen Hodgskin] Espanola High School, Espanola, September Snow, ca. 1931 
35% x 30% in. NM. Unknown 

Girl in Yellow, ca. 1920s New Mexican Adobe, ca. 1926 Sangre de Cristo, ca. 1931 
74 x 36 in. 24 x 30 in. 26 x 32 in. 

Blue Mood, ca. 1920s Morris Kantor, 1927 Desert Castles, ca. 1931 

30 x 24 in. 26 x 22 in. 26 x 32 in. 
Nude, ca. 1920s Art Students League, New York, Casa Pequena, ca. 1931 

36 x 30 in. NY. Unknown 
Portrait—Miss M., ca, 1922 [Portrait ofl Bernard Klonis, ca. 1929 The Black Mesa, ca. 1931 

Unknown 26 x 22 in. 22 x 26 in. 
An Island Gateway, ca. 1922 Cedar Bush Hills, ca. 1929 Unknown 

Unknown 20 x 24 in. Sunlight and Shadow, ca. 1931 

Genesis, ca. 1924 Clay Hills, ca. 1929 22 x 26 in. 
We oan) 24 x 30 in. Unknown 

Madison Art Center, Madison, Wisc. San Juan Indian, ca. 1929 Carlotta’s House, ca. 1931 

Portrait with Red Chair, ca. 1925 32 x 26 in. 22 x 26 in. 

30 x 24 in. Young Woman in Pink Shawl, 1929 Koh-tseh, also exhibited as 

Hunter Museum of Art, 32 x 26 in. Koh-tseh (Yellow Buffalo), and Kotseh, 
Chattanooga, Tenn. Mi Casa, ca, 1930 ca. 1931 

Two Habitations, ca. 1925 26 x 32 in. 32261 
Unknown Road to Truchas, ca, 1930 Sierra Alta, ca. 1932 

Desert Temples, also exhibited as 20 x 25 in. eon 
Te he D . 1925 ibi 
eT uh ME TIESETE Pueblo Council Member, 1930 Truchas, also exhibited as 

30 x 36 in. 32 x 26 in Snow on Truchas, ca. 1932 

Desert and Mountains, ca. 1925 Nina, 1930 26 x 32 in. 

22 x 26 in. 32 x26 fa Rain, ca. 1932 

National Arts Club Permanent : 30 x 36 in. 
Collection, New York, N.Y. 
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Morada of the Hilltop, ca. 1932 Las Truchas in White, ca. 1936 Landscape with Moon, 1925-1946 
22 x 26 in. 22 x 26 in. 26 x 32 in. 

Tehua Maiden, ca. 1932 Desert in Summer, ca. 1937 Near Chimayo, 1925-1946 

32 x 26 in. 26 x 32 in. 20 x 25 in. 

Unkocyn Mountains and Desert, ca. 1937 Red Clay Formation, 1925-1946 
Among the Hills, ca. 1932 22 x 26 in. 26 x 32 in. 

a i 25 in. Summer Clouds over Desert, ca. 1937 Sentinels of the Hilltop, 1925-1946 

aN 20 x 25 in. 22x 26 in. 
_ ae ey Desert Sculptures, ca. 1937 

x 30 in. 26x32 in. WATERCOLORS 

Poco Tiempo, ca. 1932 , Barn near the Sea, ca. 1920 
26 x 32 in, ae ae Te Ox 13!hin, 

x 32 in. 

Da ae ca. 1933, Red Cliffs, ca. 1939 ee 1920 
x In. 26 x 32 in. x In. 

In the Pasture, ca. 1933 as Sierras Altas, ca, 1030 Headland and Sea, also known as 

26 x 32 in. 2 x 26 in Monhegan, ca. 1920 

5 ; 7 10 x 1444in. 
Nature’s Architecture, ca. 1933 

20 x 25 in. ea Hoye ore Land and Sea, ca. 1920 
22 x 26 in. Unlnown 

Landscape—New Mexico, ca. 1933 Don Ambrosio, 1940 

28 x 34 in. 32 x 26 in Landscape, ca. 1920 

Snow, 1933 , 11x 44in. 
30 6 ‘ Winter Pasture, also known as Land 1920 

Meee as Pasture with Snow, 1940 1 G ie Si 
Above the Ditch, ca. 1934 22 x 26 in. Mee 

BENS Morro in the Lane, ca. 1941 para ne hea a 
Antonio Montoya, 1934 26 x 32 in. nas, ee 
3) x 610 10° x 14’ in. 

. Autumn, ca. 1941 and 1920 

Desert Harmony, 1934 26 x 32 in. oie o 

24x30 in: Governor Cruz and Dancers, 1944 tana 1920 
An American Gentleman, 1935 44 x 36 in. 7 ceded 
44 36h 10'2 x 14 in. 

. Before the Rain, 1945 5 1920 

Desert Grandeur, 1935 24 x 30 in. pres ea 
6 x32 ih. 10x 14 in. 

: Powi-tseh, also known as Teele of the S 1920 
Landscape with House, 1935 Powi-tse, 1945 be ce of the Sea, ca. 

26 x 32 32 x 26 in. ae 
American Gallery of Western Art, The Heard Museum, Phoenix, Ariz. Waterfall, ca. 1920 

Los Angeles Indian Woman and Child, 1946 Unknown 

Near Los Alamos, 1935 32 x 26 in. Fishing Boats, ca. 1920 

ee Antonio’ House, 1925-1946 a 
D. Paul Jones, 1935 26 x 32 in. The Launch, ca. 1920 

3b x 25% in. First National Bank of Rio Arriba, Unknown 
Elvehjem Museum of Art N.M. The Landing, ca. 1920 

Nude with Navajo Blanket, ca. 1935 Desert Pyramids, 1925-1946 Unknown 

36 x 30 in. 22 x 26 in. 
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Boathouse, ca. 1920 Deserted House, ca. 1930 Horses, also exhibited as 
Unknown 10x 14 in. Los Caballos, ca. 1925-1930 

3h, Ol j 
Deserted Village, ca. 1925 Desert, ca. 1930 Ci Soin 

Unknown Unknown Penitente Land, ca. 1925-1930 
1 Tp 5 

Landscape [#1], ca. 1928 SUBSTI 
Unknown WOODCUTS Los Indios, ca. 1925-1932 

' ene 
Landscape [#2], ca. 1928 He meas ca. 1910-1920 5'6x Tein. 

Unknown oe Rider near Morada, ca. 1925-1932 
ae ee 

Mountanetcan (926 Saya ca. 1910-1920 Ax Hin. 

Unknown ae iene Adobe, ca. 1925-1932 
lax Thi 

Hills and Mountains, ca. 1930 oa othe ca. 1919 &x Thin. 

11x 144in. aoe Mountains, ca. 1925-1932 
Tye iba Landscape, ca. 1930 _ 1919 4hx 6Ain. 

Unknown ee Greeting, ca. 1925-1932 
‘ ? 

Desert Hills, ca. 1930 ae ee 1919 FAx 4 in. 

Unknown ae 

The Desert, ca. 1925-1929 

51x Tein. 
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EXE Thre NS ES erry 

1907 Spring Exhibition, National Academy of Design, New Feb. 1914 National Arts Club, New York, N.Y.: * 

York, N.Y. Girl with a Fan May 1916 One-man Show, Thumb Box Gallery, New York, 
Apr. 1907 New York School of Art NY. 

Jan. 1908 Special Exhibition of Contemporary Art, National Arts Apr. 1917 Exhibition of the Society of Independent Artists, 
Club, New York, N.Y., Girl with a Fan New York, N.Y., The Fog 

Jan. 1908 103rd Annual Exhibition, the Pennsylvania Academy 1918 Exhibition of the Society of Independent Artists, New 
of the Fine Arts, Philadelphia, Portrait of an Actress York, N.Y., Summer Seas, Sea and Hills 

Spring 1908 Special exhibition of works by Henri and associ- 1919 Exhibition of the Society of Independent Artists, New 
ates, National Academy of Design, New York, N.Y. York, N.Y., Dawn, Sea and Headland 

Dec. 12, 1908-Jan. 1909 Winter Exhibition, National Academy 1920 Exhibition of the Society of Independent Artists, New 
of Design, New York, N.Y., Portrait of an Actress York, N.Y., Marine, Landscape 

1910 105th Annual Exhibition, the Pennsylvania Academy of 1921 Exhibition of the Society of Independent Artists, New 
the Fine Arts, Philadelphia, Young Woman in Blue and Gold York, N.Y., The Sea, The Headland 

Apr. 1910 Exhibition of Independent Artists, New York, N.Y., Apr. 10-May 15, 1921 Exhibition of Paintings and Drawings 
Invernizzi, Young Woman in Blue and Gold, Portrait of a Showing the Later Tendencies in Art, the Pennsylvania 

Young Woman Academy of the Fine Arts, Philadelphia, The Red Fog, The 

Jan. 1911 National Arts Club of New York, New York, N.Y., Dawn 
Young Woman in Blue and Gold, Portrait of a Young Girl, Girl 1922 Exhibition of the Society of Independent Artists, New 
in Black York, N.Y., The Garden Between Dawn and Sunrise 

Feb. 1911 Circuit Exhibition of Contemporary Art of the 1923 Exhibition of the Society of Independent Artists, New 
National Arts Club of New York, Detroit, Mich.; Worcester, York, N.Y., Portrait—Miss M., An Island Gateway 

Mass.; Providence, RIL Young Woman in Blue and Gold, 1924 Exhibition of the Society of Independent Artists, New 
Portrait of a Young Girl, Girl in Black York, NY,, painting 

Mar-Apr. 1911 An Independent Exhibition of Paintings and Mid 1920s Exhibition of paintings by Homer Boss and Paula 
Drawings of Twelve Men, Beaux Arts Gallery, New York, Becker-Modersohn (1878-1907), Bottcher-Gasse, Bremen, 
N.Y., A Woman of the Eas A Young Woman, An Old Man, Germany, Sea and Headland, The Rock at Monhegan, The 
Late Afternoon, Clouds after Rain, A Portrait of a Man, and Sea, Northeast Storm, Fishing Boats, American Landscape, 
Prosper Invernizzi, Esq. another landscape, Nude, Portrait with Red Chair, Nordic 

1911? Annual Exhibition, National Arts Club, New York, N.Y.! Spring 

1911? National Arts Club, New York, N.Y.2 Mid 1920s Traveling Exhibition of the paintings exhibited in 

Jan. 17-Feb. 6, 1912 Seventh MacDowell Club Group Display, Bremen, to Hamburg, Berlin, and possibly other German 
MacDowell Club, New York, N.Y., several landscapes and cies 
portraits including Study in Brown and A Rainy Day Apr. 14—-May 10, 1925 Exhibition of Water Color Paintings, 

Feb. 4-Mar. 24, 1912 107th Annual Exhibition, the Pastels, and Drawings by American and European Artists, The 

Pennsylvania Academy of the Fine Arts, Philadelphia, Brooklyn Museum, New York, N.¥., Cliffs, Headland and 
Portrait of a Young Girl Sea, Landscape, Land and Sea, Temple of the Sea, Waterfall 

Jan. 8-Feb. 9, 1913 Special Exhibition of the Work of Members, Oct. 20-31, 1925 The Salons of America, Inc., Anderson 
National Arts Club, New York, N.Y., A Study Galleries, New York, N.Y., Two Habitations, Desert Temples, 

i: Painti 
Feb. 17—Mar. 15, 1913 International Exhibition of Modern Art, Baa Mountains Zemin E ate a ae 

Armory of the Sixty-ninth Infantry, New York, NY., 1928 Watercolors by Five American Artists, Weyhe Gallery, 

A Study, Portrait New York, N.Y. 

Apr. 1913 Fifteenth MacDowell Club Group Display, 
MacDowell Club, New York, N.Y.> 
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Jan. 1929 Water Color Paintings, Pastels, and Drawings by Jan. 29—Mar. 18, 1933 128th Annual Exhibition, the 
American and European Artists and Miniatures by the Pennsylvania Academy of the Fine Arts, Philadelphia, 
Brooklyn Society of Miniature Painters, The Brooklyn Sangre de Cristo 

Museum, New York, N.Y., Landscape, Landscape, The Feb. 15-Mar. 4, 1933 Homer Boss, Midtown Galleries 
Launch, Mountains, Deserted Village, Fishing Boats Cooperative Exhibitions, New York, N.Y., Sierra Alta, 

Apr. 25-May 5, 1929 Exhibition of Paintings and Graphics by Truchas, Nina, Rain, Morada of the Hilltop, Tehua Maiden, 
Current League Students and Instructors at the Art Students Among the Hills, Dos Moradas, Poco Tiempo, Land and Sea, 
League, Art Students League, New York, N.Y., Portrait Under the Headland, The Rock 

May 1-Oct. 1, 1929 Summer Exhibition by the Painter Life Spring 1933 National Academy of Design, New York, N.Y., 
Members, National Arts Club, New York, N.Y., Desert and Nina 

Mountains Sep. 1933 Pre-Season September Group Exhibition, Midtown P PI ip 
Mar. 1929-Feb. 1930 Fifty Prints of the Year, The American Galleries Cooperative Exhibitions, New York, N.Y., Road to 

Institute of Graphic Arts, New York, N.Y. and traveling Truchas 

exhibition to sixty American cities, The Desert (woodcut) Sep. 1-30, 1936 23rd Annual Exhibition of Painters and 

Dec. 2-21, 1929 Christmas Selling Show, GRD Studio, New Sculptors of the Southwest, Museum of New Mexico, Santa 
York, N.Y., Desert, Dawn (woodcuts) (charitable) Fe, Solitude 

Dec. 1-20, 1930 Christmas Selling Show, GRD Studio, New Aug. 1937 Exhibition of oils and watercolors by Homer Boss 
York, N.Y., Penitente Land, Horses (woodcuts) (charitable) and tempera paintings and prints by William C. Palmer, 

Apr. 20-May 9, 1931 The Salons of America, Inc., Anderson Art Students League, New York, N.Y. 

Galleries, New York, N.Y., Hills and Mountains Sep. 1937 Annual Exhibition of Members and Associates, Art 

Oct. 19-Nov. 7, 1931 The United States in Pictures (100 con- Students League, New York, N.Y., Landscape—New Mexico 
temporary prints from all parts of the country), Weyhe May 1940 Coronado Country Exhibition (in honor of the 
Gallery, New York, N.Y., [Boss was one of the Southwest Coronado Cuarto Centennial), Albuquerque, traveling to 

representatives. | Tulsa Museum, Oklahoma City Art Center, University of 

Feb. 27—Mar 26, 1932 Contemporary American Artists (first Oklahoma, and Topeka Art Center (sponsored by the 
group exhibition), Midtown Galleries Cooperative institutions and the New Mexico Art Program of the Work 

Exhibitions, New York, N.Y., Solitude Projects Administration), Tahm-pi-oh 

Apr. 2-30, 1932 Contemporary American Artists, (second group 1941 Exhibition of the Society of Independent Artists, New 

exhibition), Midtown Galleries Cooperative Exhibitions, York, N.Y., Portrait 
New York, N.Y., Winding Road Mar. 1942 Paintings by Santa Fe Artists, La Quinta Gallery 

Apr. 18-30, 1932 Exhibition of Paintings and Watercolors by Invitational, Albuquerque, Desert Castles 
Homer Boss, Midtown Galleries Cooperative Exhibitions, Sep. 1-30, 1942 29th Annual Exhibition of Painters and Sculptors 
New York, N.Y., Temples of the Desert, Tahm-pi-oh (Sun of the Southwest, Museum of New Mexico, Santa Fe, 
Rays), Foh-sawi (Snowflake), Pueblo Indian, September Snow, American Gentleman 

Sangre de Cristo, Desert Castles, Casa Pequena, The Black Aug. 1-Sep. 15, 1943 30th Annual Exhibition of Painters and 
Mesa, Sunlight and Shadow, Road to Truchas, Carlotta’s House, Sculptors of the Southwest, Museum of New Mexico, Santa 
Nude, Sea and Headland, Koh-tseh (Yellow Buffalo). Fe. Portrait 

We : Deserted Village, Hills and Mountai , 
ieee olor: Destited Village ails and Mountains, The Aug. 1-Sep. 3, 1945 32nd Annual Exhibition of Painters and 
Landing, Landscape ; 

; ; : Sculptors of the Southwest, Museum of New Mexico, Santa 
May 3-Jun. 2, 1932 Contemporary American Artists (third Fe, D. Paul Jones 

Beep Coe ee Bee ae at 1949-1950 Museum of New Mexico, Santa Fe, traveling to Exhibitions, New York, N.Y. 2 2 
. i Los Alamos, Alamagordo, Moru, Tucumcari, Clovis, 

Jun—Jul. 1932 Outstanding paintings from the past season at Portales, Las Vegas, and Artesia, Arroyo de la Morada 

Midtown Galleries, Casa Del Mar Club, Atlantic Beach, Oct. 1956 H Boss M ‘al Exhibiti xs fi 

Long Island, N.Y., the New Mexican works including ct. 1956 Homer Boss Memorial Exhibition (works from 
Tahir picch 1910-1946), Museum of New Mexico, Santa Fe, Young 

P ; , a Woman in Black, Young Woman in Blue and Gold, Girl in 
Jun. 1932 Midtown Galleries Cooperative Exhibitions, New Gold, Hilda Ward, The Headland*, American Landscape, Rock 

York, N.Y., Desert Hills at Monhegan, Red Sail*, Breaking Wave, Marine*, Portrait*, 

Jun. 20-Jul. 1, 1932 Woodcuts and Lithographs by Members, Nude, Temples of the Desert, Morris Kantor*, Young Woman in 
Midtown Galleries Cooperative Exhibitions, New York, Pink Shawl*, Nina*, Pueblo Council Member, Road to 

N.Y., Los Caballos and three other woodcuts Truchas*, Tampioh, Tehua Maiden*, Snow, Above the Ditch*, 

1932 Exhibition of Work by the Staff, Art Students League, New Desert Harmony, Maye D. Paul Jones, An 5 
York, N.Y., Winding Road, The Castles American Gentleman, Solitude*, Landscape with House*, 

Desert Grandeur, Landscape near Los Alamos, Rain, Arroyo de 
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la Morada*, Clouds after Rain, Don Ambrosio, Pasture with Apr. 1985 Woman, Terra Museum of American Art, Evanston, 
Snow*, Governor Cruz and Dancers, Before Rain, Powi-tse*, Ill., Young Woman in Black 

Indian Woman and Child Oct. 24-Nov. 30, 1985 Chase and Henri: Between Two American 
Nov. 1956 Traveling Memorial Exhibition of the preceding * Masters, Grand Central Art Galleries, Inc., New York, N.Y., 

works, to several cities in New Mexico Girl in White, Girl in Gold, Morris Kantor, Golden Reverie, 

Jan. 9-Feb. 21, 1960 Fiftieth Anniversary of the Exhibition of Nude with Navajo Blanket, San Juan Indian, Foh-sawi 
Independent Artists in 1910, Delaware Art Center, (Snowflake), Young Woman in Blue and Gold 

Wilmington, Young Woman in Blue and Gold, Portrait of a May-Aug. 1993 Recent Acquisitions, Milwaukee Art Museum, 
Young Woman Milwaukee, Wisc., Portrait of Morris Kantor 

March 1960 Fiftieth Anniversary of the Exhibition of Independent 
Artists in 1910, James Graham and Sons Gallery, New York, Endnotes 

N.Y., Young Woman in Blue and Gold, Portrait of a Young 
Woman 1. “National Arts Club’s Own Painters,” The Evening Mail, n.d., 

Feb. 1963 The Armory Show, Fiftieth Anniversary Exhibition ae pou Se of aeornaiay oe Lea 
1913-1963, Munson-Williams-Proctor Institute, Utica, N.Y. sympueny m poeynet vel aal Ti Po oe 

. : ‘ i ’ This accomplishes. A strong blue background is flanked 
id the Arm f the Sixty-ninth Infantry, New York P Tong Sr 

Bn mr oe y os y b d below by strips of yellow. This is an extremel 
NY., A Study, Portrait ics ee suey 

; as decorative and brilliant picture.” Found chronologically in 
Mar. 1966 The Artist's Record, Museum of New Mexico, Homer Bossé scrapbook 

a buat Ue aoe) ies aay 2. “Prize Show at Arts Club,” n.n., n.d., “two fine portraits” 
Feb. 8-Mar. 8, 1970 Masterpieces from the Museum of New found chronologically in Homer Boss’ scrapbook 

ee pana Fe, The oe Koogler McNay Art Institute, 3. ‘In the Galleries,” International Studio 49, June 1913, 85, “a 
San Antonio, Tex., Pueblo Indian i g 

marine by Homer Boss and a bold character study entitled 
May 1977 Homer Boss, Southeast Arkansas Arts and Science Paddy Leary demanded applause.” 

Center, Pine Bluff, Ark., Tampioh, Hilda Ward, Young Woman 4 Lies : ; ? . ‘In the Galleries,” International Studio 51, February 1914, 
in Blue and Gold, H. Glintenkamp, Blue Mood, Portrait with BOD! a lurve andl quill pertralt reminiccent of Makece” 

Red Chair, Rock at Monhegan, Island Pines, Clay Hills, Snow, » ae a Ps 

Sierra Alta, Desert Grandeur, Desert Castles, Morro in the 
Lane, Mi Casa, Las Truchas in White, Near Los Alamos, ’ . 
Morada of the Hilltop, Mountains and Desert, Nature’s Pub l ie ol lect 10ns 

ee American Gallery of Western Art, Los Angeles, California 
Jun.10-Jul.1, 1978 Homer Boss, American Painter 1882-1956, Art Students League, New York, New York 

Theodore Lyman Wright Art Center, Beloit College, Beloit, Blandford Historical Society, Blandford, Massachusetts 
Wisc., Girl in White, A Study (Land and Sea), Between Dawn Elvehjem Museum of Art, Madison, Wisconsin 
and Sunrise, Genesis, Stone Walls, On the Shore, Fishing Boats, Espanola High School, Espanola, New Mexico 
Breaking Wave, Portrait of Morris Kantor, Portrait of Mary, First National Bank of Rio Arriba, New Mexico 

Golden Reverie, Road to Truchas, Sangre de Cristo, Foh-sawi Georgia Museum of Art, The University of Georgia, 
(Snowflake), Snow on Truchas, Rain, New Mexican Adobe, Athens, Georgia 
Portrait of D. Paul Jones, Nude with Navajo Blanket, Arroyo de The Heard Museum, Phoenix, Arizona 

la Morada, Clouds after Rain, Desert Sculptures, Cedar Bush Hunter Museum of Art, Chattanooga, Tennessee 
Hills, San Juan Indian, Desert Towers, Before the Rain, Red Madison Art Center, Madison, Wisconsin 

Cliffs. Watercolors: Landscape, Monhegan, Reflections Milwaukee Art Museum, Milwaukee, Wisconsin 

Aug. 4-Oct. 15, 1978, Homer Boss, American Painter Museum of New Mexico, Albuquerque, New Mexico 

1882-1956, Madison Art Center, Madison, Wisc., paintings National Arts Club, New York, New York 

and watercolors as in the preceding list 

Jan. 21—Mar. 11, 1979 Tucson Collects: The West, Tucson 

Museum of Art, Tucson, Indian Woman and Child 

Jan. 9-29, 1983 The Immortal Eight and Its Influence, Art 
Students League, New York, NY, Sea and Headland 

Jun. 12-Aug.15, 1983 Works by Homer Boss, Elvehjem 
Museum of Art, University of Wisconsin—-Madison, Girl in 

White, A Study (Land and Sea), Breaking Wave, Portrait of 
Morris Kantor, Foh-sawi (Snowflake), Nude with Navajo 
Blanket, Portrait of D. Paul Jones, Rain, Clouds after Rain. 
Watercolor: Monhegan. Woodcuts: Repose, Sleep, The Dawn, 

The Clamdigger, Los Indios 
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Ae TOMER BOSS 

By WALTER PACH (EXCERPT FROM SHADOWLAND, CLASSIC AND MOTION PICTURE MAGAZINE, 1922) 

. .. The painting of Homer Boss has been shown with some acter if not of “school,” which divides artists as sharply as that 
regularity at the larger exhibitions in New York and other cities matter of talent. When a man works to satisfy himself he 

for fifteen years or more, and yet it is safe to say that his name produces things that are in a different category from those that 
is not over-familiar to even the constant visitors to our gal- are made to please the public, and to sell. 
leries, who would be surprised if told they had looked at these And the man who really sets out to satisfy himself finds 
pictures ten, twenty or thirty times—and not seen them. But that he is working toward a horizon that recedes exactly as fast 
there is more to say of the artist: the last man in the world as it advances. One always thinks of old Hokusai in this 
who would wish to be looked on as the founder of a school of connection. “If I only had thirty more years to live” (he was 
Art, and not be placed on that uncomfortable eminence by then eighty-nine), “if I could live twenty years more, even 
friendly or hostile critics—he is nevertheless entitled to the ten—.” The great realization is always ahead, but when we 
credit of having conducted a sort of laboratory of Art where come to know these men, they are the ones we care for per- 
serious students, working under his guidance, did some of the manently; for we are all believers in the things ahead of us, 
best work we have seen from the younger Americans. They are and so the pictures done by men who have insisted on pro- 
today among the most hopeful figures in our exhibitions— gressing are a source of strength to us, while the things so 
Carl Kahler, Charles Duncan, Morris Kantor, James Butler—to neatly aimed at the spot where we happened to stand at a 
name but a few of those who worked in the big studio where given moment become a dead weight that we are glad to leave 
Mr. Boss taught, and one reason for this strength is the self- behind. 

reliance that he encouraged in them. There is none of the hall- Here then is a brief record of the work of one man who 
mark that the school so often imprints on men who have has refused to stand still. First there came a period of conven- 
studied together, and from this fact we may proceed to its tional schooling during which his native Yankee handiness was 
source in the character of Mr. Boss himself, as well as in that of developed to the point where he was quite sufficiently able to 
the men he has influenced. One sees him as a man un- “draw what he saw.” It is a proficiency shared by the thou- 
flinchingly determined to get at the truth of Art for himself, sands who have been trained for it; what makes the individual 
without regard to the fashion of the hour. Here, too, is a we call the artist is the faculty for seeing what those thousands 
reason for the unfamiliarity of part of our public with his overlook. And it was this idea that Homer Boss had impressed 
work. If an artist is willing to float with the stream, it will on him when he came under the instruction of Robert Henri. 

carry him along quite nicely; if he wants to strike out on a The principle of this teacher was that the hand would follow if 
new course, to express the ideas that are his own and no other the mind would lead; and his appeal was for deeper interest in 
man’ he must expect that it will take a certain time for the life, as exemplified by the model, by nature, and by the work 
public to follow him. of the masters. He would bring the photographs of their 

A man of few words, even when amongst people he knows paintings to show his students, and scarcely an evening of 
well, Mr. Boss makes his statement in the painting tersely and criticism was complete without some discussion of a picture 
without pretension. If you have caught what he has to say, you by Velasquez or Titian or Rembrandt—or was it a Manet or a 
will not readily forget it; but he will not repeat, and if you are Degas? .. . 
open to the solicitations of the noisier people round about, Of particular importance to Homer Boss were the visits of 
you pass on with only a troubled memory of the words you Thomas Anshutz, who came over from Philadelphia to give 
did not quite understand. Why shouldn't he repeat, you ask. those unforgettable demonstrations of anatomy. . . . Before an 
Perhaps it isn't the most gracious reply to make—but he has audience able to apply his lesson to their daily work, Mr. 
other things to do. He is working, thinking. He knows that we Anshutz would begin with a skeleton and build up the mus- 
are facing big problems today, he is intent on working out the cles of the body on it with clay, constantly referring to a model 
phases of them that fall within his strong vision—he has never who stood beside the growing figure on the stand, and whose 
been able to interest himself in compelling the public to movements, dictated by the artist, showed the function of each 
recognize his achievement. muscle on the bones. To perform this feat, something is 

A little more emphasis here and there, a discreet visit at needed beside anatomical knowledge and manual skill; a sense 
one house or another, a few amiable compliments to this of function, a quality of imagination also is required. 
student or artist who has such influential connections—how Possessing these latter faculties, Boss set himself to master the 

easy these things are for the arriviste, the climber; but they are secret of the human mechanism and today, as in the time 
an intolerable bore for the man who has real work to do, the when he taught, he is one of the few men we possess who can 
words stick in his throat. And so there is a difference of char- rehearse the drama of our muscular structure in the manner 
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that Thomas Anshutz presented it to his students. always absorbed him most. Just as the body has its mechanism 
The years passed; the young painter had come before the in which each member, each muscle, is functional, so in 

public, careful observers had noted the seriousness of his nature there is a structure which we must account for in 
effort. He had his first successes with the public, and contin- painting if we are to satisfy the mind as to the truth of our 
ued the hard effort for a living that is the part of every artist expression. The artist who merely copies the outlines and 
who is not blessed with independent means, or hampered by lights and shadows of his model cannot carry conviction to the 
the ability to please, which makes for an easy selling. Does spectator—there must be that process of working from the 
“hampered” seem a strange word to use? It is exact; for there is inside, there must be a sense of unity, and it is not too dearly 
a period between the school years and the maturity of an artist bought if extreme emphasis on a particular feature is given in 
when he must search about him and within him for the order to make clear the dominating character of the individual 
precise words that he is to speak. It is a dangerous time, for a or the scene represented. It was this idea that the modern 
too-ready acceptance by the public means the arresting of the French schools developed in Bosss work; they showed, by the 
necessary research before the point is reached where the art freedom with which they handled the appearances of nature, 
goes on from its own impetus, unaffected by outer circum- that the great tradition of European art is the creation of a 

stances. structure parallel in its expression with that of the scene which 
In the last decade, outer circumstance has played a very inspired the artist. It is when he realizes that he is making a 

big part in the artist’ life. The results of the great modern picture, a totally new thing and not a reproduction of an old 
efforts of Europe were brought to America, and every man one, that the artist arrives at beauty of line and color and 
young enough and honest enough to make changes in his thereby proves the genuineness of his vision, of his talent. The 
work has had to face the necessity for re-valuation of his ideas, scene in nature is the same for all men, all recognize the 

he has had to ask himself whether he was going in the right various objects, their sizes, colors, position. If the artist does 
direction, whether he must not modify his course by a point no more than repeat them on his canvas he may cause admira- 
or two of the compass or by a complete about-face as the case tion for his skill—he has not told us the meaning one feels to 
might be. exist in the scene, he has not added to our intellectual stature. 

The self-reliance we have noted in the character of Homer The pursuit of these meanings, of these sources of enthusi- 
Boss was not of that narrow type which prevents an artist from asm, has been the consistent occupation of the artist before us. 
accepting the criticism contained in another man’ work. It He is giving us a deeper vision of nature and of ourselves. He 
was not necessary for him to throw away the qualities he had is of that company on which America must depend for the art 
worked so long to achieve; he found that his problem was which shall record its character. 
rather one of widening the application of the ideas that had 
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