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American Suburbia
McCarthyism/McCarthy Era





Pop Art/Minimalism

Andy Warhol, 200 Campbell’s Soup Cans, 1962

Donald Judd, Iron Stacks, 1965-8



Abstract Expressionism



“A Life Roundtable on Modern Art,” October 11, 1948
“late bohemian enterprise” 



“A Life Roundtable on Modern Art,” October 11, 1948
“late bohemian enterprise” 





Jackson Pollock, Cathedral, 1947 



“This tremendous, 
individualistic struggle, which 
makes modern art so difficult 
for the layman, is really one 

of the great assets of our 
civilization.”

LIFE Oct 11, 1948



The Irascibles, also know as the Irascible 18. 
The moniker was given to a group of 18 

American artists who signed their names to an 
open letter protesting the Metropolitan 

Museum of Art’s juried exhibition American 
Painting Today-1950, claiming that the selected 
jury was “notoriously hostile to advanced art” 

and had demonstrated a clear bias against 
“modern painting.” The letter was published on 

the front page of the New York Times on May 
22, 1950 and sparked a subsequent barrage of 

media attention.





Theodoros Stamos, Jimmy Ernst, Barnett Newman, James Brooks, Mark 
Rothko, Richard Pousette-Dart, William Baziotes, Jackson Pollock, 
Clyfford Still, Robert Motherwell, Bradley Walker Tomlin, Willem de 
Kooning, Adolph Gottlieb, Ad Reinhardt, Hedda Sterne

The Irascibles were photographed and appeared in the January 15, 1951 issue of LIFEmagazine.



2017 2018



Joan Mitchell, Helen Frankenthaler, and 
Grace Hartigan at the opening of 

Frankenthaler’s solo exhibition at the Tibor 
de Nagy Gallery, New York, February 12, 

1957. Burt Glinn/Magnum Photos

Clockwise from top left: Sonia Gechtoff in 
studio ca. 1961-62, Mary Abbott in studio ca. 
1949–50, Perle Fine in studio in 1959, Judith 
Godwin in 1977, Deborah Remington, Helen 

Frankenthaler in 1956



Corner of Hedda Sterne’s studio

"I see myself as a well-working lens, a perceiver of something 
that exists independently of me: don’t look at me, look at what 
I’ve found.”  Hedda Stern



By 1945, Hedda Sterne’s work began to reflect her immediate surroundings, inspired by her feeling that "the United States was more surrealist, more 
extraordinary, than anything imagined by the Surrealists.” Between the late 1940s and early 1950s, Hedda Sterne began to focus on the anthropomorphic 
qualities of machinery, from rural farm equipment in Vermont, to massive contraction cranes in New York. As she would later recall: "I had a feeling that 
machines are unconscious self-portraits of people's psyches: the grasping, the wanting, the aggression that's in a machine."

Hedda Sterne, Machine, 1949, oil on canvas



Hedda Sterne, Machine 5, 1950

anthropographs



Elaine and Willem de Kooning



Elaine de Kooning, Untitled # 16, 1948



Elaine de Kooning, Man in a Whirl, 1957



Left: Elaine de Kooning, John F. Kennedy, 1963
Above and Right: Elaine de Kooning, Sketches of 
John F. Kennedy, 1963



Willem de Kooning, Pink Angels, 
c. 1945 oil and charcoal on 
canvas, 52 x 40 inches



Willem de Kooning, Woman I, 1950-52
1952. Oil and metallic paint on canvas, 
6' 3 7/8" x 58”

“Beauty becomes petulant to me. I like 
the grotesque. It’s more joyous.”

De Kooning once summarized the 
history of female representations as 
“the idol, the Venus, the nude.” 

In 1953, The Museum of Modern Art 
acquired a new painting, De Kooning’s
Woman 1, which prompted its 
collection committee to state: “The 
Committee found the picture quite 
frightening, but felt that it had intense 
vitality and liked the quality of 
the color.” 



Willem de Kooning, Gotham News, 1955 



In Gotham News, an abstract urban 
landscape, he dragged charcoal 

through wet paint, “churning up the 
surface to create a heated 

atmosphere that pulsates with an 
intense metropolitan heat.” The 

title Gotham News gives us a 
reference point for interpretation. 
"Gotham" refers to the city in the 

Batman comics, which in turn 
referred to New York, where de 
Kooning lived. "News" perhaps 

refers to the newsprint seen on the 
lower left and the top center of the 
canvas. The artist had been using 

newspaper to help the paint to dry, 
and in that process some of the 

print came off. He liked the effect 
and left it. 



Lee Krasner in her studio. Photo: Hans Namuth.
Lee Krasner in her studio Aug. 30, 1956, two weeks 

after husband Jackson Pollock’s death.



Lee Krasner, Blue and Black, 1951-53 



all-over compositions



Lee Krasner, Celebration, 1959-60 



Lee Krasner, Gaea, 1966



Lee Krasner, Gaea, 1966



Lee Krasner, Imperative, 1976 



Jackson Pollock and Lee Krasner



Jackson Pollock, Cathedral, 1947 







Jackson Pollock painting through glass



Grace Hartigan (1922-2008)

Grace Hartigan, The Persian Jacket, 1952
57 1/2 x 48"



Grace Hartigan, Grand Street 
Brides, 1954

72 9/16 × 102 3/8in.



HELEN FRANKENTHALER

SOAK-STAIN TECHNIQUE

Soak-stain technique is the act of staining canvases! This method 
of collapsing color into canvas by manipulating thinned acrylic 

washes into the unprimed cotton fabric had an immediate 
impact on Morris Louis, who would translate it into his own 

idiom in a series of poured paintings created by gravity-pulled 
streams of luminescent color.

Helen Frankenthaler (1928-2011) in her studio



A line, color, shapes, spaces, all do one 
thing for and within themselves, and yet do 
something else, in relation to everything that 
is going on within the four sides [of the 
canvas]. A line is a line, but [also] is a color. . . 
. It does this here, but that there. The canvas 
surface is flat and yet the space extends for 
miles. What a lie, what trickery—how 
beautiful is the very idea of painting.

—Helen Frankenthaler



Helen Frankenthaler, 
Mountains and Sea, 1952



Helen Frankenthaler, 
Interior Landscape, 1964 

She was the first American painter after 
Jackson Pollock to see the implications of 
the color staining of raw canvas to create 

an integration of color and ground in 
which foreground and background cease 

to exist.
http://www.lisicontemporaryart.com/frankenthaler/



Helen Frankenthaler, Magic Carpet, 
1964 



Joan Mitchell, Hemlock, 1956 

Joan Mitchell, Helen Frankenthaler, and Grace Hartigan at the 
opening of Frankenthaler’s solo exhibition at the Tibor de Nagy 

Gallery, New York, February 12, 1957. 



Joan Mitchell, Hemlock, 1956 

The title derives from a passage in 
a 1916 Wallace Stevens 

poem, Domination of Black, which 
contains several references to 

hemlock, including: “Out of the 
window, / I saw how the planets 

gathered / Like the leaves 
themselves / Turning in the wind. / 
I saw how the night came, / Came 

striding like the color of the / 
heavy hemlocks. . .”



Elizabeth Catlett 
(1915-2012)



Elizabeth Catlett, Homage to My Young Black Sisters, 1968Elizabeth Catlett, Seated Woman, 1962

Catlett was moved by 
“black beauty, not the 
female nudes of the 

European artists, but the 
women of the African 

wood carvers and the pre 
Hispanic stone carvers.”



Louise Nevelson (1889-1988)

Through personal choice and necessity, I never became 
involved with a group of artists. I don’t belong to any 
movement. Of course, there is no mistake that the times I was 
living in had influence on me. We pool our energies with other 
creative people. I feel that, say, if some of our people weren’t 
around where sparks fly, maybe I would not have come to this. 
That must be. My work is bound to be related to that of others.

But you know…I wouldn’t feel in the right place if I was in the 
stream of Abstract Expressionism. Now I think they are 
marvelous. I love their art, and I love their energy. Nevertheless 
I had to go my own way. Yes, I believe artists reflect their time, 
but they have to stand on their own two feet…not on someone 
else’s. I chose at quite an early age to be a soloist. Because I 
realized that the rhythms of people are different. Consequently, 
I wouldn’t assume to impose that on somebody else. And by 
the same token, I had to make my decisions, I had to make my 
moves. Everything came back to me.

-- Louise Nevelson 



Louise Nevelson, Atmosphere and Environment X, 1969-70



Minimalism
Postminimalism

Donald Judd, Untitled, 1966 Donald Judd, Untitled, 1966



Anne Truitt, Valley Forge, 1963

Anne Truitt in her Twining Court studio, 
Washington, DC, 1962

Minimalism
Postminimalism

“What is important to me is not geometrical shape per se, or color 
per se, but to make a relationship between shape and color which 
feels to me like my experience. To make what feels to me like 
reality.” -- Anne Truitt



Eva Hesse (1936-1970)

Minimalism
Postminimalism

I didn’t even do much sculpture in school 
and once I started out there wasn’t 
anything traditional about my pieces. I 
don’t know if I am completely out of the 
tradition. I know art history and I know 
what I believe in. I know where I come 
from and who I am related to or the work 
that I have looked at and I am really 
personally moved by and feel close to or 
am connected or attached to. But I feel 
so strongly that the only art is the art of 
the artist personally and found out as 
much as possible for himself and by 
himself. So I am aware of my 
connectiveness – it is impossible to be 
isolated completely – but my interest is in 
solely finding my own way. I don’t mind 
being miles from everybody else…I don’t 
mind staying alone. I think it is important. 
The best artists are those who have stood 
alone and who can be separated from 
whatever movements have been made 
about them.

-- Eva Hesse



Eva Hesse, Hang Up, 1966 

Acrylic on cloth over 
wood; acrylic on cord 
over steel tube



Eva Hesse, Notebook and Sketches, 1966





Eva Hesse, Legs on a Walking Ball, 1965, varnish, tempera, enamel, cord, metal, papier-caché, 
unknown modeling compound, particle board, wood 



‘…clean and clear – but crazy like machines…’

Made in studio space located in an abandoned textile factory in Kettwig an der Ruhr, 
Germany. The old factory still contained machine parts, tools and materials from its 
previous use and the angular forms of these disused machines and tools served as 
inspiration for Hesse’s mechanical drawings and paintings.
http://artnews.org/hauserwirthlondon/?exi=36604

http://artnews.org/hauserwirthlondon/?exi=36604


Eva Hesse, Study for or after Legs of a Walking Ball, 1965



Eva Hesse, Schema, 1967-68  cast latex with 
moveable elements



Eva Hesse, Study for 
Schema,1967

Hesse defined the word ‘schema’ as 
“synopsis, outline, diagram. general 
type, essential form, conception of 
what is common to all members of a 
class.” While the evenly-spaced, 
balanced grid of her eponymous 
sculpture (fig.9) may be read in 
terms of Hesse’s definition, her 
interest in ‘diagram’ and ‘essential 
form’ are also expressed in the 
meticulous planning and rigor with 
which she approached its design, 
including her choice of material.

-- Jeffrey Saletnik



Eva Hesse, Test Pieces, 1967

“The materials I use are really 
casting materials, but I don’t 
want to use them as casting 
materials. I want to use them 
directly, eliminating making 
molds and casts … I am 
interested in the process, a very 
direct kind of connection.”

-- Eva Hesse



Eva Hesse sculpture exhibition gallery shot—foreground, “Schema,” 1967–68, latex, Philadelphia 
Museum of Art, and in the background “Sans II,” 1968, polyester resin and fiberglass



Eva Hesse, Sequel, 1967-68

Latex, pigment, and cheesecloth



Eva Hesse, Repetition Nineteen III, 1968

Fiberglass and polyester resin, nineteen 
units

By allowing the components of 
the sculpture to be arranged in 
various configurations, Hesse 
purposely left the precise 
allusions of these suggestive 
forms ambiguous, inviting our 
associations to guide our 
experience of the work and its 
meaning. The irregular surfaces 
of the elements are typical of 
“antiform” or “process” art.
https://www.philamuseum.org/collections/permanent/85791.html



Eva Hesse, Accession II, 1969 



Eva Hesse,
Untitled, Rope 
Piece, 1969-70



Alice Neel
(1900-1984)

I do not know if the truth that I have told will benefit the world in any 
way. I managed to do it at great cost to myself and perhaps to others. It 
is hard to go against the tide of one’s time, milieu, and position. But at 
least I tried to reflect innocently the twentieth century and my feelings 
and perceptions as a girl and as a women. Not that I felt they were all 
that different from men’s.

I did this at the expense of untold humiliations, but at least after my 
fashion I told the truth as I perceived it, and considering the way one is 
bombarded by reality, did the best and most honest art of which I was 
capable.

I always was much more truthful and courageous on canvas.

-- Alice Neel



Alice Neel, Pregnant Maria, 1964



Alice Neel, Pregnant Maria, 1964Edouard Manet, Olympia, 1863



Florine Stettheimer, A Model (Nude Self-Portrait), 1915
Alice Neel, Pregnant Maria, 1964

https://www.metmuseum.org/exhibitions/listings/2021/alice-neel

https://www.metmuseum.org/exhibitions/listings/2021/alice-neel

