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T he Art Students League of New York is honored to be celebrating the centennial year of one of America’s 
great artists, League alumnus and Instructor Emeritus Will Barnet. Th is exhibition recognizes not only 

his contribution to art but his important role as an instructor at the League for nearly 40 years. Bringing 
together seminal works by Barnet and by some of his prominent colleagues and students, the exhibit also 
demonstrates the eff ectiveness of the League’s long-standing atelier approach to educating artists; that through 
practice and perseverance under the guidance of a master, the student can create a foundation from which to 
create a unique voice.  Th is assertion is exemplifi ed by Will’s own development and career.  His integration 
of art and history learned at the League and what he discovered on his own enabled him to develop a unique 
expression that was at once very personal and modern, refl ecting a distinctly American sensibility, especially 
in his portrayals of his family and his New England past.  Whether his paintings and prints were non-objective 
or portrayed family members, he never took an aesthetic side.  His subject ultimately is art itself.  All his work 
reveals a pictorial intelligence that is self-evident.  And at the age of 99, he continues to explore the vast terrain 
of the picture surface, plumbing the depths of creation and uncovering new possibilities.  

Will Barnet embodies the spirit and ideals of the League, from his time as a student to maturity, as a work-
ing artist and instructor. Equipped with talent and determination, he fl ourished within the rich environment 
of the League.  He is an example I oft en cite as evidence of the League’s success and importance in the history 
of American art.  It has been a privilege for me to know Will, and I am especially proud to call him a friend.   

Th e exhibition was organized by League Curator Pam Koob, whose scholarship and organizational eff orts 
were instrumental in bringing it to fruition. She worked closely with Will Barnet, who spent many hours 
recollecting his own career and the achievements of his many outstanding students. We are all grateful for his 
generous loans and for his support of the project. I would also like to thank the other lenders to the exhibit, 
including the former Barnet students who  not only loaned work but in many cases shared their recollections 
with Pam Koob; Joy Weiner at the New York offi  ce of the Archives of American Art, Smithsonian Institu-
tion for helping with research and Erin Butler for her meticulous copyediting.  I would also like to recognize 
the League’s staff  for their contributions: Gaetano Scognamillo for his editorial input, Lilian Engel for her 
design of the catalog and Ken Park for his fundraising eff orts.

Special thanks goes to the following funders for their generous suppport of this exhibition:  
Th e Gladys Krieble Delmas Foundation, Meryl Greenfi eld, Th e IFPDA Foundation, and Th e New York 
City  Department of Cultural Aff airs.

.
Ira Goldberg
Executive Director

Forward and Acknowledgements
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By Pamela N. Koob

Will Barnet with League students, 1970’s. Archives, The Art Students 
League of New York

Of the many individual stories that comprise the 
history of the Art Students League, the career of 
Will Barnet is one of the most illuminating. From his 
enrollment at the school in the early 1930s to his fi nal 
teaching years in the late 1970s, Barnet’s endeavors at 
the League shed light on the persistent course of mod-
ernism there. Known for its commitment to academic 
drawing practices and fi gurative art, the League has 
also aimed throughout its history to enlist avant garde 
artists for its faculty. By 1930, European-trained mod-
ernists Max Weber, Vaclav Vytlacil and Jan Matulka 
had all taught and lectured there. As a student, Barnet 
studied with Stuart Davis, inspired by his Cubist work, 
and he saw fellow artists enroll in Hans Hofmann’s 
classes during his brief tenure at the League. Th ough 
they would always be a minority on the League’s 
instructional staff , modernists like Vytlacil, George 
L.K. Morris, Cameron Booth and others off ered classes 
aimed at exploring avant garde art. 

As Barnet took up teaching duties and sought to 
defi ne his own artistic direction, he studied art from 
various cultures and periods, including the latest 
developments from abroad. He came to believe that 
powerful visual expression derived from the artist’s 
ability to orchestrate form and color into meaningful 
equivalents of human experience. Th is would be the 

crux of his teaching and his own practice. Th ough not 
all of his students agreed with his convictions, many 
found them provocative and valued the discourse 
surrounding them. For Barnet and his students, art 
was not concerned with facile replication but with the 
expression of profound ideas and sensations in dynamic 
compositions.

Th is current of modernism at the League nourished 
diverse individual styles. Some are displayed in this ex-
hibition, which for the fi rst time brings together high-
lights of Barnet’s career with works by his colleagues 
and students. Scholars seeking to enrich and widen 
the canon of American modernism have important re-
sources in the recollections and writings of these artists. 
Barnet, in particular has been an articulate participant 
and keen observer in that history. In the process, he has 
also created a distinctive body of work and introduced 
countless students — at the League and elsewhere — 
to the satisfying intellectual rigors of image-making. 
Th is exhibition celebrates those legacies.

Introduction

Will Barnet and The 
Art Students League
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W hen a young Will Barnet arrived at the Art 
Students League in 1931, he was surprised 
when a new acquaintance asked him, 

“Have you heard that the League is in an upheaval? 
Th ey’re going to get rid of Rembrandt.”1   Referring to 
the debates about modernism’s challenge to traditional 
art, these comments marked the beginning of Barnet’s 
lifelong engagement with the League and the wider 
New York art world.  Over the next fi ve decades, as a 
student and then an instructor at the school, he would 
witness other controversies refl ecting major shift s in 
twentieth-century American art. Yet the institution 
would also be a source of constancy and growth for 
him.  In the League’s classes, he would meet artistic 
giants such as Stuart Davis and befriend future leaders 
such as Burgoyne Diller. At the League’s printing press, 
he would fi nd a means of support and begin his artistic 
career. And in the League’s studios, he would explore 
ideas with colleagues, hone his artistic priorities and 
pursue his aims as a remarkably committed teacher.  A 
mainstay on the League faculty for 43 years, Barnet 
mentored generations of aspiring artists while forging 
his own signifi cant career.2

Now in his nineties, Barnet marvels at how oft en 
artistic and social turmoil marked the times he lived 
in.4  By nature, his own inclination has always been to 
unify and transcend; from the start, he had no inter-
est in “overthrowing Rembrandt.” Barnet came to the 
League eager to learn about modernism, but his earlier 
training at the Boston Museum School had given him 
“almost a religious sense of commitment” to the tradi-
tion of classically trained artists such as Poussin and 
Ingres. “I never wanted to overthrow anything from the 
past,” he has said. “I wanted to add to it. Th at put me in 
a diff erent position than a lot of other painters.” 4  Th is 
thorough grounding in art history would impact his 
teaching as well as his art.

Barnet’s artistic journey had begun well before a 
scholarship took him to the Art Students League. At a 
young age, he informed his family that he intended to 
be an artist and set up an easel in the basement of their 
home in Beverly, Massachusetts.  A solitary child, he 
spent hours in the local library, poring over a special 
collection of art books that the librarians made available 
to him. Barnet became deeply familiar with artists like 
Daumier and Rembrandt, initiating a life-long habit 

of self-education through books and journals. Th ese 
encounters with old masters felt like “conversations,” 
and he began to think of himself as “part of a great fam-
ily of humanist artists.”5   By 12, he was taking the train 
on weekends to the Museum of Fine Arts in Boston.  “It 
was free and there was no one else there,” he has recalled. 
“It was that passion to be an artist.” 6 At Salem’s Peabody 
Museum, he saw exotic cultural artifacts from all over 
the world, further broadening his aesthetic background. 
Later, at the Museum School in Boston, mornings spent 
drawing casts and models were followed by aft ernoon 
visits to galleries. 

In New York, awaiting the opening of the League’s 
fall session, Barnet walked the city and spent time in 
Central Park, where families and couples escaping the 
heat became the subjects of his drawings.  “I was trying 

Cat. No.1. WILL BARNET, Cafeteria Scene, 1934, lithograph on Rives 
paper, 15 x 10 ¼ in.  Permanent Collection, The Art Students 
League of New York

THE ARTIST A Man of Ideas
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to catch the essence of something that was right before 
me and disappeared very quickly,” he said when the 
drawings were published later.7  Sketching an entire 
scene was a departure from the Museum School disci-
pline of drawing one thing at a time, never addressing 
relationships between objects or their settings. 8

Barnet’s plans to study at the League with Jules Pas-
cin were dashed that summer by the French artist’s sui-
cide. He chose Stuart Davis’ class instead, aware of his 
Cubist work; but he was again disappointed when low 
enrollment forced closure of the class as the deepening 
Depression strained the League. Barnet has recalled 
that Davis “was not an enthusiastic teacher but tried to 
set up certain principles for [the class] to understand,” 
adding, “Later on he was a magnifi cent speaker at large 
meetings — sharp, eloquent. His words came out like 
diamonds.... ” 9  

Th ose were diffi  cult years for a modernist instructor 
at the League. In addition to Davis, the school had ac-
tively recruited Jan Matulka in the late 1920s and Hans 
Hofmann in 1932, but their tenures were short-lived. 
Barnet felt his own interest in modernism put him in a 
minority at the League and sensed that “the Dumond/
Miller group...wanted to get rid of the modern school.”10  
Th e struggles to overthrow or preserve ‘Rembrandt’ 
made the League an exciting place.  

Barnet has compared the League cafeteria to a 
Parisian coff ee house in those years, “where every 
modern idea...was discussed, argued and fought over....  
all the artists, the traditional as well as the modern, 
were debating whether art should have content or just 
pure form. Whether it should be politically engaged 
or art for art’s sake.” 11  Th ere were divisions even in the 
realist camp. Barnet recalls Th omas Hart Benton as a 
power at the League.  His nationalist and anti-modern 
views packed the lecture hall, while “social artists” like 
Harry Sternberg advocated an international outlook 
and an art of conscience. 12  Indeed, Barnet was part of 
a community where political debates oft en threatened 
to overshadow aesthetic issues. 

Th e League at that moment was the center of the art 
world. Everybody came to the League. It was very 
vital.... So much going on politically. Th ere were nights 
when we’d have meetings in the gallery discussing how 
to get George Grosz to come here — he was having 

trouble in Germany. I remember hearing those speeches.
It was very exciting, oft en lasting until midnight. 
You cannot imagine what the League was like. It was
tumultuous, really. 13

For a young artist seeking his identity in the 1930s, the 
League was a stimulating, unique environment.

Still holding scholarships for two full-time courses, 
Barnet joined the printmaking class taught by Charles 
Locke and discovered a kindred spirit.  Locke’s keen 
interest in the “geometry” of a picture, particularly 
as exemplifi ed in the work of Poussin, ignited many 
discussions with Barnet, who had emerged from the 
Museum School intent on discovering “what really 
made pictures work, what made them signifi cant, what 
gave them power to exist.” 14 Although Locke had 
little interest in discussing graphic techniques, Barnet 
developed those skills, building on his earlier readings 
on Daumier and his lithographs. “I learned on my 
own at the League to the point where I became a very 
professional printer. I could print anything and at an 

Cat. No. 16. CHARLES LOCKE, Untitled, n.d., lithograph, 11 ⅝    x 
8 in. Permanent Collection, The Art Students League of 
New York
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early age became a rival to some of the older printers 
who didn’t want me to visit their studios. It was a guild 
thing.” 15 By 1935, he was appointed League Printer, 
the youngest person ever to hold that position. He 
pulled editions for students as well as instructors such 
as Harry Sternberg [Cat. No. 14]. Over time, his skills 
attracted artists from outside of the school, including 
Louis Lozowick, William Gropper and José Clemente 
Orozco [Cat. No. 13, see p. 9]. Leonard Pytlak recalled 
artists registering for classes just to avail themselves 
of Barnet’s outstanding printing abilities.16 In 1936, 
a team of Canadian fi lmmakers came to the League 
to record his instruction on making a monotype. 17  
When Mark Rothko was off ered a much-needed teach-
ing position in graphics at Brooklyn College in 1951, 
he prepared by studying with Barnet. 18

Th e League had earlier taken note of Barnet’s talents 
as a student when it purchased his 1934 lithograph, 
Cafeteria Scene, for its permanent collection (one of 

two it would acquire) [Cat. No. 1, see p. 6 ]. Th e print 
was also reproduced in the school’s 1933-34 course 
catalog as an example of outstanding work done in the 
Locke class. 19 Other student works acquired for the 
collection at about this time included a Leger-inspired 
still-life drawn by Burgoyne Diller in Jan Matulka’s 
class [Cat. No. 19, see p. 9].  Diller, who later headed 
the Mural Division of the WPA and worked to employ 
modernists on its projects, was a friend of Barnet’s at 
the League and praised the background of Cafeteria 
Scene for its abstract qualities. 20

Cafeteria Scene registered the hardship of the Great 
Depression, which Barnet saw all around him in New 
York’s soup kitchens, bread lines and abandoned con-
struction sites. “Th ere was a lack of food,” he recalled. 
“Even if you had the money, it wasn’t available…. I 
lived on big plates of baked beans at the automat.” 21 
For many artists, the League became a home. “People 
slept there night and day,” Barnet has reminisced. “And 
we hung around the press. People were attracted to it. 
Th ere was wonderful comradeship.” Lithography was 
gaining popularity among artists in the early 1930s.  
Barnet recalls being enthusiastic and running the press 
day and night. 22  Like Charles Locke’s social realist 
prints [Cat. No. 16, see p. 7], Barnet’s early graphic 
work focused on the everyday New Yorkers he saw 
around him. However, unlike Locke’s print of a couple 
in a restaurant, Barnet’s sympathetic study of a father 
and son sharing a quiet meal avoids an implied nar-
rative and instead universalizes the human need for 
sustenance and dignity.  Th ere is a gravity to the work 
that lift s it out of the realm of illustration.

If the city’s humanity off ered Barnet his fi rst sub-
jects at the League, its galleries, museums and book-
stores off ered him rich learning opportunities. Close by 
the League on 57th Street, galleries in the 1930s were 
beginning to exhibit Cubism, Klee, Miro, and current 
French art. Barnet sought out books on contemporary 
European art at the Weyhe Gallery. “Th ey used to have 
thousands of little art books put out in Germany and 
France on Cubism,” he said, “so that Cubism became a 
very real thing to me.” 23  Even before enrolling at the 
League, Barnet had traveled to New York to see the 
1929 landmark exhibit of works by Seurat, Van Gogh, 

Cat. No. 14. HARRY STERNBERG,  Dance of the Machines #1: 
Th e Present, 1935, lithograph 21 ⅛   x 15 ⅛   in. Printed by Will Barnet. 
Permanent Collection, The Art Students League of New York
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Cat. No. 13. JOSÉ CLEMENTE OROZCO,  Head of a Woman,  
c. 1940, lithograph, 14 x 9 ⅞   in. Printed by Will Barnet. 
Permanent Collection, The Art Students League of 
New York

Cat. No. 19. BURGOYNE DILLER, Untitled, black 
crayon on paper, c. 1930, 19 ½ x 12 in. Permanent 
Collection of the Art Students League of 
New York

Cézanne and Gauguin at the Museum of Modern 
Art. He later recalled, “It was incredibly beautiful and 
overwhelming to see these modern men.” 24 

By the end of the decade, Barnet has said, he was 
“trying to get out of the thirties, out of the social state-
ments.” 25 In this vein, he had endless arguments with 
fellow instructor Harry Sternberg, questioning his 
obsession with lynching scenes, coalminers, and other 
symbols of social protest; why bother with such 
subjects, Barnet wondered, when “Vermeer could 
make art out of a corner of a room?” 26  [Cat. No. 22, see 
p. 10]  He was also devoting more time to painting, not 
at all surprising in light of the fact that as a lithographer 
he said he would “treat a stone just like a canvas, put it 
on the easel, (and) paint and draw on it.” 27 Equally im-
portant, in both his prints and his paintings, Barnet was 
trying to “rid (his work) of illusionary techniques.”28  In 
an eff ort to forge a fresh visual idiom, he explored the 
art of many periods. Th e shift  in his aims – both in sub-
ject matter and style – was refl ected in a later comment 
that the work of medieval artists intrigued him because 
of the way they “organized an idea.” 29

By 1940, Barnet had married and started a family, 
which became the subject of his art in the years ahead. 
“I was excited by children,” he has said. “…their ges-
tures were close to symbolic…their emotions open and 
intense.” 30 In Children Drawing (1946) he used scale 
and composition to convey the pent-up energies of his 
three young sons in the crowded railroad fl at where 
they lived. Soft  Boiled Eggs refl ected Barnet’s inquiries 
into contemporary art as well as early masters [Cat. 
No. 3, see p. 11 ]. He spent two years on the work.31 
Th e painting portrays his wife and sons as fl at forms 
integrated into a shallow Cubist space. Acknowledg-
ing the infl uence of Picasso, the painting also refl ected 
Barnet’s respect for the power of Byzantine painting: 
“Soft  Boiled Eggs came as a summation of a feeling 
about something in terms of the family itself and the 
atmosphere of a ritual. It has a sense of icon, of religious 
painting.” 32

Th is interest in creating a powerful image had begun 
with Barnet’s early appreciation of Rembrandt’s art, 
generating his own desire to produce works that would 
“speak to future generations.” 33  As he continued to 
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look at art from various cultures, Barnet concluded 
that the source of that communicative power was the 
abstract architecture of the image itself. “Th e great 
periods of art,” he came to believe, “have always been 
the great periods of form.” Such “classical pictorial 
order” was evident, he argued, in a wide range of 
artistic forbearers including Vermeer, Ingres, Chardin, 
Cézanne, and Léger. 34 As a League graphics instructor, 
he frequently spoke about composition, particularly 
Juan Gris’ instinct for the “underneath structures 
that make a painting alive.”35  Many League students 
were attracted to these discussions, and he felt he was 
becoming known as a lecturer — “a man who talked 
about aesthetics as well as techniques.”36 His views sur-
faced formally in 1937 when Barnet wrote an article 
on “Lithography as an Art” for the League’s quarterly 
magazine. Urging students not to focus on mastering 
the printer’s skills per se, he wrote, “Th e important 
question is: What do I want to say and how shall I 
express it plastically?” 37 

By 1942, Barnet had been appointed an instructor 
in graphic arts and composition at the school. In an 
article on Chardin for Th e League, Barnet undertook 
the kind of wide-ranging discussion that characterized 
his teaching: 

Th e student of modern art can learn much by a pen-
etrating analysis of the work of Chardin.... Cézanne 
re-discovered in Chardin the synthesis of organization 
and solidity of form which he made the basis of his own 
work.… In the work of Gris and Braque we fi nd a dyna-
mism of conception which expresses itself in a pictorial 
economy which is at the opposite extreme from the dis-
unity and lifelessness of naturalism. 38

Barnet continued to explore composition as a source 
of visual power in subsequent articles and in terminol-
ogy that was increasingly abstract.  In his 1947 essay, 
“Th e Plastic Approach to the Model,” he urged “the 
thinking art student” to consider the posed model as 
a “source of abstract inspiration.” He then conducted 
formal analyses of Velasquez’s Philip IV of Spain and 
Matisse’s Carmelina, observing, “Th ough separated 
by several centuries, both these painters show in their 
work a rigorous concern for the structural forces that 
are so organic and timeless in the history of painting.”39  
In 1950, Barnet summarized his new convictions in 
“Painting Without Illusion.” Th is signifi cant article 
defi ned his concept of the space on a canvas as a “rein-
terpretation of Nature’s laws in painting terms.”  Flat 
forms and their interactions function as substitutes 
or equivalents for ideas and emotions, a new visual 
language in which the artist could use size, position, 
proportion and color to achieve drama, tension, move-
ment and a sense of space.  Demonstrating the way an 
artist “builds” a painting with horizontals and verti-
cals, Barnet discussed Madonna and Child Enthroned 
by an unknown thirteenth-century Italian artist in 
the collection of the Metropolitan Museum of Art. 
He argued that the Byzantine image — like others by 
Vermeer, Gris and Modigliani — achieved a “climactic 
serenity” through the use of “structural forces” in its 
composition. 40 

Th e League journal off ered a valuable forum for 
Barnet as he worked to defi ne his own artistic priori-
ties. His writings spanned a decade which he describes 
as “very important years in formulating what [he 
called] conceptual painting.” 41 Signifi cantly, this search 
was taking place against the violent backdrop of World 
War II and the existentialist threat to traditional values. 

Cat. No. 22. HARRY STERNBERG, Enough, 1947, crayon aquatint, 
14 ⅞   x 11 ¾ in. Permanent Collection, The Art Students 
League of New York
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Cat. No. 3. WILL BARNET, Soft  Boiled Eggs, 1946, oil on canvas, 36 x 42 in. Collection of Will and Elena Barnet

More than ever, he told an interviewer, he believed that 
art had to off er deep, reassuring values that would also 
“attract people centuries later.” 42

During the 1940s, Barnet was looking intently at 
the arts of primitive peoples and Native Americans, 
particularly those of the Southwest. 43 Stimulated by 
publications such as Robert Goldwater’s Primitivism 
and Modern Art and the Smithsonian Institution’s 
Bureau of American Ethnology volumes, as well as 
artifacts on view at the American Museum of Natural 
History and the Heye Foundation, Barnet and others 
were impressed by the expressive, abstracted forms used 
by native artists to convey ideas and experience.  Steve 
Wheeler and Peter Busa, friends since the late 1930s 
when their work was exhibited at the League, shared 
his enthusiasm.  Together they spent much time look-
ing at indigenous arts as well as European modernism 
in New York’s museums. Wheeler had studied with 
Vaclav Vytlacil, George Grosz and others at the League 

in the early 1930s, followed by two years at Hans Hof-
mann’s school downtown. Like Barnet, he was widely 
read, and his mature style would draw upon numerous 
sources: Byzantine art, Surrealism, Synthetic Cubism, 
Native American art, and the arts of Central and South 
America. 44  

Th e interest of Barnet, Busa and Wheeler in the art 
of primitive cultures was shared by others, including 
Robert Barrell, Helen DeMott, and Barnet’s League 
students Gertrude Barrer, Howard Daum and Ruth 
Lewin. Th ese artists developed an aesthetic that 
involved interlocking fl at forms and patterns, and an 
equal emphasis on positive form and negative space to 
produce seamless, all-over compositions. Daum is now 
credited with naming the style “Indian Space Paint-
ing,” although it embraced a wide range of individual 
expression, from Daum’s Raven (1949) [Cat. No. 31, 
see p. 12] to Wheeler’s Halogens II (1943), which 
Barnet purchased [Cat. No. 23, see p. 12]. Barnet’s 
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Strange Birds (1947) evidently took inspiration from 
his observations of a cat and a chicken, as well as imag-
ery from prehistoric Hopi art. 45 It refl ects his attempts 
to transform background spaces into positive, active 
forms that would interact with other shapes to create a 
vital image. 

Looking back on this critical decade, Barnet has 
said: “My search in the late forties was to fi nd forms 
that belonged to the pure matter of painting itself but 
which were equivalents to the substance and the forces 
I felt in nature.”46  His new insights were liberating: “...
the discovery that a canvas had a life of its own... was 
like coming into new territory,...world-shaking to me in 
terms of my outlook.”47  By 1946, Barnet was introduc-

ing these ideas to his League students. In the coming 
years, the rise of abstract expressionism sapped critical 
interest in (and tolerance for) other forms of abstract 
art, generating frustration among artists like Barnet and 
Wheeler. Discussing his engagement with Indian Space 
in a letter to critic Larry Campbell, Barnet wrote:

I was the fi rst and only League instructor who seri-
ously introduced and expanded the spacial (sic) concept 
and imagery associated with this idea. For me this was a 
logical outgrowth from Cubism, adding new dimensions 
and spacial concepts that for the time were new and rev-
olutionary…. In the late forties and fi ft ies at the height of 
expressionism I kept alive this school of thought at the 
League and in my work. Unfortunately the climate and 
sphere of power in the art world had very little interest or 
sympathy so it was never given its due. We did hard edge 
painting…long before anybody else and before it became 
popular in the late fi ft ies and sixties. My concours shows 
at the League would testify to this, as well as my own 
work. I am hopeful that art historians and museums will 
one day recognize its contribution to American art and 
its infl uence on European art. 48

Th ough one scholar did contend that Barnet, Busa 
and Wheeler had signifi cantly broken new ground in 
painting by “rejecting all tendencies toward illusion-
ism,” they struggled for wider recognition. Challenging 
the momentum of abstract expressionism, they orga-
nized a series of panel discussions called “Four O’Clock 
Forums” from 1953 to 1956, aiming to promote 
alternative forms of modern American art. Panelists 
included Louise Nevelson, Willem de Kooning, and 
Philip Guston. Barnet also explored a range of abstract 
temperaments in an essay titled “Aspects of American 
Abstract Painting,” published in 1957 by the American 
Abstract Artists, of which he was an active member.  49

By that time, he was thoroughly engaged with total 
abstraction in his work and might have been describing 
himself when he wrote in that essay, “… the inspired in-
dependent painter searches today for the meaning that 
lies hidden beneath things seen and felt. His vision is to 
fi nd concrete shapes that … communicate his feelings 
and express them in fresh, vital painting terms.”50  For 

Cat. No. 23. STEVE WHEELER, Th e Halogens II, c. 1943-1944, oil on 
canvas, 20 x 24 in. Collection of Will and Elena Barnet

Cat. No. 31. HOWARD DAUM, Raven, 1949, oil on canvas, 40 x 50 
in. Permanent Collection, The Art Students League of 
New York
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Cat. No. 7. WILL BARNET (b. 1911), Singular Image, 1964, color 
woodcut on Japanese paper, 35 ⅝   x 22 in.  Collection of Will 
and Elena Barnet

Cat. No. 6. WILL BARNET (b. 1911),  Mother and Child (Elena 
and Ona), 1961, oil on canvas, 46 x 39 in.  Collection of 
Will and Elena Barnet

Barnet, this quest would produce monumental works 
such as Singular Image, which he did as both a paint-
ing and a print [Cat. No. 7]. Orchestrating bold color 
shapes that emerged from both positive and negative 
space, he abstracted the universal motif of the human 
body.  Still grounded in direct experience, the abstrac-
tion was evidently inspired by Barnet seeing his shadow 
cast across a city sidewalk.51  Pressing against one 
another within the rectangular composition, Barnet’s 
forms generate the kind of “mass and color reactions” 
which he found so powerful in both traditional and 
modern masterpieces.  Anything but static, the com-
position is a formal equivalent of the artist as a vital, 
evolving being.

Between 1959 and 1965, Barnet produced a series 
of large-scale, clear-edged abstractions inspired by new 
environments encountered when he accepted invita-
tions to teach at various universities. He enjoyed the 
intellectual give-and-take in these academic settings,  
but it was the geography that impacted his work. 52 A 
waterfall near Spokane, Washington, where he spent 
the summer of 1963, became a wide, earth-toned com-
position in which dark, compressed ovals stir above 
and below the powerful verticals cascading between 
them [Cat. No. 8, see p.14 ]. 

Barnet’s abstractions received important critical ac-
claim. Singular Image was exhibited in his solo exhibi-
tion at the Galleria Trastevere in Rome and included in 
the Whitney Museum of American Art’s 1962 exhibi-
tion, Geometric Abstraction in America, along with 
works by Stuart Davis, Josef Albers, Alexander Calder 
and Ellsworth Kelly. At the same time, he was also 
working on a series of compositions that returned to the 
fi gure, using fl at planes of pure color. He felt that a work 
such as the 1961 Mother and Child (Elena and Ona) 
[Cat. No. 6] represented not so much a break as an 
evolutionary step beyond the abstract landscapes. Th is 
painting may best refl ect Barnet’s ability to synthesize 
what he admired in great art of the past with his own 
contemporary sensibility. As Gail Stavitsky has noted, 
Mother and Child (Elena and Ona) refl ects the artist’s 
admiration for Raphael’s madonna and child and for 
18th-century Japanese artist Utamaro, as well as Hol-
bein’s weighty portraits and Egyptian hieroglyphics.53 
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Cat. No. 8. WILL BARNET, Compression-Spokane, etching and aquatint on Arches or Rives paper, , 22 x 35 in.  Collection of 
Will and Elena Barnet

In the same period, Barnet applied this distinctive 
style to portraits of art world personalities such as 
patron Roy Neuberger, art historian Ruth Bowman 
and curator Katherine Kuh. Th e simplifi ed forms 
of these carefully constructed works were meant to 
convey what Barnet described as “the idea of a person 
in its most…essential aspect.”54  In his 1967 Portrait of 
Djordje Milosovic, Barnet conveyed the intensity of his 
photographer friend by focusing close up on his one-
eyed gaze and that of the camera [Cat. No. 9].

Th e abstracted fi gurative works earned mixed re-
views. Yet their strength and evident conviction rebut 
those critics who viewed them as uneasy compromises 
with the demands of realism and abstraction. 55 When 
asked about his perseverance against prevailing trends, 
whether abstract expressionism in the 1940s or non-
fi guration in the 1960s, Barnet remarked: 

It has to do with an artist who feels very strongly 
about what he believes in. My relationship with the 
art world was always tied up with history.  What I 
was doing related to the past, but it was fresh in 
the sense that I had reinterpreted ideas in a more 
contemporary sense…. I wasn’t worried about 
what was going on in the art world; I was worried 
about getting a good painting. In many ways I was 

against the grain. I’m sorry to say it, I hate to do 
it — I would love to be part of everything, but that 
is what happens. 56

Such independence earned admiration for the artist. 
His friend Mike Nevelson spoke for many when he 
observed that Barnet would not “accept popularity at 
the price of integrity.” 57 

In the following decade, Barnet embarked on a new 
series of paintings based on his experience of the Maine 
coast, where he began to summer in 1971. Seeing his 
wife gaze out to sea on their porch at dusk, Barnet 
began to contemplate what Robert Doty described as 
“a narrative of time past and the enduring values that 
made a future possible.” While he retained his interest 
in conveying psychological states through composition, 
he was also concerned with capturing Maine’s unique 
light. “I was involved with the new problem of trying 
to deal with the sky, ocean and great distances,” Barnet 
said. “I felt the need to come to grips with the radiant 
light found in the atmosphere without being realistic 
or literary.” Standing on porches, stairways and widow’s 
walks, Barnet’s female fi gures help to establish the 
powerful equilibrium of these compositions. As Doty 
further noted, “Th e new pictures, like those leading 
up to them, were painted fl at, and Barnet continued 
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to eliminate, reduce and simplify in order to achieve a 
classic unity.” 58 Dawn, which Barnet worked on from 
1976 to 1983, gives no hint of his laborious eff orts to 
calibrate the painting’s subtle architecture to express 
mood [Cat. No. 10]. Like other works in this series, its 
apparent simplicity was achieved through dozens of 
preparatory drawings. 59 

Barnet’s slow, deliberate pace refl ected his consistent 
aims: to create images that would be distilled “summa-
tions” of human experience; to speak to future audi-
ences in the same, fundamental abstract language that 
could be discerned in the great masterworks of the past 
and the present; to express ideas through compositions 
of classical stability and permanence. Barnet likened 
his process to a journey with no clear-cut destination 

Cat. No. 9. WILL BARNET, Portrait of Djordje Milisevic, 1967, oil 
on canvas,  37 ½    x 21 ½   in.  Permanent Collection of The 
Art Students League of New York

Cat. No. 10. WILL BARNET, Dawn, 1976-1983, oil on canvas, 
65 x 30 in. Private Collection

when he said, “Th e end is not predetermined, but 
becomes what it is in response to the demands of the 
painting itself.”60  Even when a work was fi nished, he 
spent time contemplating it to be sure that it met his 
aims. Barnet once told a friend that he did not like a 
painting to leave his studio until about three years had 
passed. 61 Drawings and paintings were visual expres-
sions of ideas, with all their inherent complexity.
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Barnet’s impassioned drive toward aesthetic solu-
tions was matched only by his fi erce commitment to 
teaching. While some might have marveled that he 
could fi nd the time and energy to carry on both of 
these enterprises, in many respects each strengthened 
the other. Appointed a League instructor in graphics in 
1936, he taught painting as well aft er 1946; from 1954 
to 1979, his classes focused on “Life Drawing, Painting 
and Composition.” For Barnet, teaching was a deeply 
felt responsibility. “I felt I had something to give that 
was missing from art-school programs,...composition 
and structure, the key to form,” he told an interviewer. 
“I teach the heritage of art, show students the ancestors 
they have.” 62

Discussing great paintings of various periods, Barnet 
aimed to convey essential truths about the “anatomy 
of the canvas,”63  giving students the tools for their 
own image-making endeavors. “My lectures were oft en 
about looking at sixteenth-century paintings with 
modern eyes, looking into them so that we could see 
the abstract ideas running throughout history. Th at 
was one of the great objectives of my teaching — to 
unite past with present.” 64 

Introducing students to their artistic “ancestors,” as 
books and museums had done for him, Barnet mined 
the shelves of the League library and his own collec-
tion of reproductions. One of his class monitors in 
the 1940s recalled being sent to the library to retrieve 
“armfuls” of books, which Barnet used to illustrate his 
lectures and criticisms. “He always referred to Ro-
manesque and Etruscan sculpture and the paintings of 
Vermeer, Velazquez, Titian, Bonnard, Ingres, Seurat, 
Cézanne, Utamaro, Picasso and Matisse,” the student 
said. “He was so articulate in pointing out to us how 
these artists of the past solved their formal problems – 
their attitudes towards space and color. He gave me my 
fi rst real understanding of Cézanne’s space….”65  An-
other monitor, Robert Kane, remembers Barnet urging 
students not to copy but to infuse forms with emotion 
to make them come alive, citing Michelangelo’s image 
of Creation and saying it was “not the drawing per se 

but the dynamic tension that makes you believe what 
you are seeing.” 66  Barnet recognized the uniqueness 
of his approach to teaching art, noting that by the late 
1930s he was “lecturing on Vermeer and analyzing him 
like Mondrian;” in this respect, he said, his classes were 
more like college courses than most League classes, 
with their emphasis on working from the model.67 
Rena Bartos, a Barnet student in the 1950s, echoed 
many when she said, “Will gave me new insights on 
plasticity. I never looked at painting in the same way 
again. His class was intellectually stimulating.” 68

By the late 1940s, Barnet was coming to maturity 
as an instructor. His classes were heavily enrolled 
with eager veterans studying on the government’s GI 
Bill.  World War II had diminished attendance at the 
League, nearly forcing the school to close. Barnet still 
recalls the quiet darkness of its hallways. Th e fl ood 
of returning GI’s made the following period one of 
the League’s most exciting for him. 69  Artist Gerson 
Leiber recalls, “Th e vets were anxious to make up for 
lost years,” and Barnet’s studio “fostered hard, dedi-
cated work and a broad outlook.” Repelled by Harry 
Sternberg’s use of art to support radical causes, Leiber 

THE TEACHER Lessons Beyond the Studio

Cat. No. 50. MARION NICOLL,  Maybe To-morrow, 1976, wood-
cut on paper, 12 x 18 in.  Collection of Glenbow Museum, 
Calgary, Canada, 987.101.2
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Cat. No.48. KNOX MARTIN, Woman with Wonderbread 
Breasts, n.d., mixed media on canvas, 49 ½ x 44 in. 
Collection of the Artist

welcomed the absence of politics and the focus on aes-
thetics in the Barnet class. He also admired his ability 
to “bridge fi gurative and abstract.” 70 Other GI students 
included Paul Jenkins [Cat. No. 42], Knox Martin, 
Michael Ponce de Leon, Arnold Singer, Henry  Pearson 
and Joseph Stapleton. Barnet found their curiosity and 
drive stimulating:

Th e inquisitiveness of these people was electric and 
the challenge to the teacher was enormous. I had 
packed classes of veterans. Th ey had never heard 
of Klee, Kandinsky, Miro; many of them had been 
clerks at the A&P before they became GIs. Now we 
were opening up a whole new world, and it wasn’t 
long before they came to know the modern move-
ment. We engaged in the longest discussions on 
Mondrian’s ideas, discussions that were fabulous. 
We looked up all the material on his work. I gave 
lectures on Juan Gris and Cubism as an introduc-
tion. I had the legendary dealer Kahnweiler from 
Paris speak to my class, which was memorable, and 
a visit with Curt Valentin. We had connections 
from the school to the galleries to see the fi nest 
works. We introduced the students to the best art 
in the world and they took it and loved it and gave 
it everything they had. 71

Daniel-Henry Kahnweiler, dealer for Picasso, Braque 

Cat. No. 42. PAUL JENKINS, Phenomena Aft er the Return, 
2009, acrylic on canvas, 61 1/4  x 51 in. Collection of 
Paul and Suzanne Jenkins, New York, New York

and Gris, spoke about Cubism to the Barnet class on 
April 6, 1949. Two Barnet students, Barbara Balens-
weig and Virginia Wangberg, wrote up his remarks for 
the League newsletter, sharing the experience with a 
wider community of students. 72  Th e event typifi ed 
Barnet’s eff orts to enrich his classes with resources and 
experiences beyond the school.

For many students, the highlights of a Barnet class 
were visits to museums where his formal analyses of 
paintings could be transforming. “Listening to Will 
discuss a work was like a discovery,” recalled Knox 
Martin. “Dialogue was the key. Clear and articulate, 
he could devote an entire aft ernoon to a painting by 
Ingres.” 73 [Cat. No. 48] Sculptor William Crovello still 
remembers Barnet’s observations on a particular Mon-
drian at the Museum of Modern Art. “What he said 
was always clear and interesting,” Crovello has stated. 
“He made you understand what art was and what it was 
not.” 74  Barnet also took students to the Museum of 
Natural History to point out the way Northwest Coast 
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Cat. No. 27. ROBERT BLACKBURN, Negro Mother, 1944, lithograph, 
14 ¼ x 9 ⅜   in. Permanent Collection, The Art Students 
League of New York

Cat. No. 41. MARYAM  JAVAHERI, Untitled, 2010, acrylic on canvas, 
58 x 44 in. Collection of the Artist

Indian artists had achieved a sense of balanced forces 
in their work. At the Metropolitan Museum of Art, 
he discussed the way Byzantine artists stretched and 
abstracted their fi gures to create “movement and expan-
sion, a physical presence that was overwhelming.” 75   
Back in the studio, Barnet would underscore lessons 
learned during these visits, setting up drawing subjects 
to emphasize the inherent structure of an entire scene, 
giving students a feeling of relating horizontals and ver-
ticals. Th is was an innovative approach at the League.76

Barnet’s teaching notes indicate that he also sought 
to address the responsibilities of an artist.  Believing 
that artists should not burden viewers with confusion 
or ambiguity, he wrote, “I always stress the importance 
of having a picture [be] a complete world in itself and 
that it needs no further explanation or addition to 
make itself clear…. It is a painter’s job to make sense.”77  
An artist also had a defi nite role to play in society. 
Barnet argued that the “symbolic forms in primitive art 
aimed at giving order and meaning to life,”78  and he 
saw similar humanistic aims in the great Western artists 
of the past: “By being constructive and loving you are 
fulfi lling not only what I believe is the artist’s responsi-
bility to society but you are satisfying a great personal 
need.” 79 To that end, Barnet held that great art was 
“simple, dignifi ed, profound,” 80 neither decorative 
nor literary. Its subject matter, like its abstract visual 

language, should have universal appeal. 
Barnet expressed his views with passion in part 

because he was “learning and teaching at the same 
time,” particularly in the classes fi lled with GIs. “Th ese 
were good, argumentative classes,” he later recalled. 
“Ideas were discussed, argued over, worked on – right 
on the large canvases…. Th e abstract ideas were being 
hammered out and clarifi ed.” 81 A 1960s student rec-
ognized this as well: “He was teaching out of his own 
immediate preoccupations and his own hard-earned 
stage of development and change. He was teaching out 
of himself….” 82 Yet these convictions never seemed 
to stifl e his students. Fellow instructor Julian Levi 
praised Barnet’s ability to present his ideas “without 
confi ning their expression to the predictably narrow 
limits of his own artistic preoccupations.” 83 Critic 
Larry Campbell, who took several Barnet classes at the 
League, disagreed with Barnet’s implicit notion that 
there were universal laws applicable to art, but he found 
it easy and enjoyable to challenge such ideas. 84 Yoshi 
Higa, a Barnet student in the 1960s, remembers well 
that during critiques of student work, he “always gave 
a detailed reason for his analysis; whether good or bad, 
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Cat. No. 32. WORDEN DAY , Th e Great Divide, color woodcut, 21 5/8 
x 17 in. Permanent Collection, The Art Students League of 
New York

his criticism was clear and we were given the freedom 
to concur or disagree.” 85 One observer wrote that 
Barnet seemed to fi nd that the “innovations” of former 
students stimulated his own work. 86

Even so, Barnet occasionally found himself over-
whelmed by competing views: “I had a hard time as 
a teacher when abstract expressionism came along. I 
was highly disciplined. I had a lot of students in my 
class who wanted to be abstract expressionists, like 
Joe Stapleton. I made no attempt to discourage them, 
but I did not encourage them either. I expounded my 
own ideas.” Later, he had many students who became 
involved with Pop Art, which he dismissed as “com-
mercial art anointed as fi ne art.” Barnet recollected, “I 
had to accept all these things. I just felt that history was 
much more than I could deal with. I would do what I 
believed in and they would do what they believed in.” 87

Such disengagement was rare in Barnet’s long teach-
ing career. Former students universally agree on his 
generous and encouraging spirit. Most notable among 
the artists he helped was Bob Blackburn, who enrolled 
in Barnet’s graphics classes and worked as his appren-
tice at the press in the early 1940s [Cat. No. 27, see p. 
18]. Unlike the professional printers who had refused 
to share their knowledge with him, Barnet mentored 
Blackburn and eventually helped him establish his 
Printmaking Workshop in New York City in 1948. 
Th ere Blackburn introduced generations to printmak-
ing and maintained an open studio and print facilities 
for such artists as Michael Ponce de Leon, Sue Fuller 
and Clare Romano. 88 Other Barnet students who 
pursued signifi cant teaching careers include 
Garo Antreasian, Ted Faiers, Yoshi Higa and Knox 
Martin. Higa notes that his philosophy during 30 years 
of teaching on the university level was based on what 
he had learned from Barnet. 89

Aft er leaving the League, many of his students 
continued to benefi t from Barnet’s interest in their 
careers and his extensive contacts in the professional 
art world. He recommended Worden Day’s paintings 
and drawings to gallerist Bertha Schaefer, who gave 
her solo exhibitions in 1948 and 1951 [Cat. No. 32]. 
Ted Faiers admired him for his humane approach and 
sensitivity to people’s needs: “I...have been with him 

on several occasions when he took time to visit studios 
tucked away in various parts of lower Manhattan. I 
sensed that these visits were signifi cant…events for the 
parties visited.” 90 Another student recalled heading for 
California and Canada aft er his time with Barnet at 
the League and receiving encouraging letters from him 
with names and numbers of artists to contact during 
his travels. 91 A keen observer of contemporary art, 
Barnet could help his students assess their own abilities 
and fi nd directions that suited their talents. 

Most signifi cantly, Barnet off ered his students an 
invaluable role model. His use of books and museum 
visits to enrich his understanding of art history surely 
armed his students with tools for their own lifelong 
education.  Invitations to visit his home and studio 
off ered glimpses of the sacrifi ces made by a real, com-
mitted artist. (Arnold Singer, for one, marveled that 
Barnet’s orderly canvases of the late 1940s were pro-
duced in a closet-sized studio amid the chaos of a home 
with children.) 92  As an organizer of the Four O’Clock 
Forums in the 1950s, Barnet off ered a model of dissent 
and integrity at a time of fi erce cultural intolerance. 
Many of his students were aware of the dispiriting 
critical indiff erence to his work during the abstract 
expressionist period and later when he returned to the 
fi gure, and they developed a lasting admiration for his 
strength and independent resolve.94  Indeed, Barnet’s 
independence has oft en been praised by students and 
critics alike. In 1974, Worden Day noted in particular 
Barnet’s “rare lack of the all-pervasive chauvinism so 
widespread on the art scene everywhere,” and she de-
scribed her teacher as “one of the independent moving 
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forces in American art from mid-century to today.”94 
Since his retirement from the League teaching staff  in 

1979, Barnet has continued to produce prints and paint-
ings and has maintained his enthusiastic involvement with 
the art world. In the spring of 2010, he introduced a fresh 
chapter in his career with an exhibit of abstract works 

painted between 2003 and 2006 at the Alexandre 
Gallery in New York. Saturday mornings usually see him 
head out with a musician friend to selected exhibitions in 
New York City. 95 Interviews and exhibitions of his work 
register appreciation for the goals he has achieved in his art 
and for the history he has witnessed in his life. In his tenth 
decade, Barnet looks to the future as well as the past: “My 
dedication has always been to humanity. To express in my 
art the fragility of life. To record the events that take place 
in your life, and the lives of those around you. In this way, 
there is a furtherance of that person into future generations. 
Most people do this through their children and grandchil-
dren, but an artist does this through his work.” 96 

Fresh evidence for this idea emerged in 2009 when 
Amherst College invited Barnet to a program honoring his 
donation of paintings from the series My Father’s House to 
Amherst and other New England colleges. Painted in the 
1990s, these works focused on Barnet and his parents and 
siblings in the house where they had lived in Massachusetts. 
Th e paintings inspired Amherst professor Th omas Dumm 
to write about their implicit refl ections on the passage of 
time and the workings of memory. When the essay ap-
peared in a scholarly journal, Barnet observed with pride 
that “it was satisfying to have his work embraced on an in-
tellectual and university level.” He viewed it as a “link from 
the atelier school to the liberal arts universe.” 97 Barnet thus 
had the pleasure of building yet another bridge and seeing 
that his work would indeed go on to engage others.
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Works by Will Barnet (b. 1911)
1. Cafeteria Scene, 1934, lithograph on Rives paper,15 x 10¼  in. 
 Permanent Collection, The Art Students League of 
 New York
2. Children Drawing, 1946, oil on canvas, 24 x 30 in.
 Collection of Will and Elena Barnet
3. Soft  Boiled Eggs, 1946, oil on canvas, 36 x 42 in.
 Collection of Will and Elena Barnet
4. Spider, 1940s, oil on canvas, 18 x 20 in.
 Collection of Will and Elena Barnet
5. Strange Birds, 1947, oil on canvas, 14 x 18 in.
 Collection of Will and Elena Barnet
6. Mother and Child (Elena and Ona), 1961, oil on canvas, 
 46 x 39 in. Collection of Will and Elena Barnet
7. Singular Image, 1964, color woodcut on Japanese paper, 
 35 5/8 x 22 in. Collection of Will and Elena Barnet
8. Compression-Spokane, 1967, etching and aquatint on 
 Arches or Rives paper, 22 x 35 in. Collection of 
 Will and Elena Barnet
9. Portrait of Djordje Milisevic, 1967, oil on canvas, 37 ½ x 21 ½ in.
 Permanent Collection, the Art Students league of 
 New York
10. Dawn, 1976-1983, oil on canvas, 65 x 30 in.
 Private Collection

Works Printed by Will Barnet at The League
11. Louise Bourgeois (1911-2010), Interior, c. 1941, lithograph, 
 10 x 12 ½ in. Collection of Will and Elena Barnet
12. Minna Citron (1896-1991) Laying the Bets, 1937, 
 lithograph, 9 x 11 ⅛   in. Permanent Collection, The Art 
 Students League of New York
13. José Clemente Orozco (1883-1949), Head of a Woman,  
 c. 1940, lithograph, 14 x 9 7/8 in. Permanent Collection, 
 The Art Students League of New York
14. Harry Sternberg (1904-2001), Dance of the Machines #1: 
 Th e Present, 1935, lithograph 21 1/8 x 15 1/8 in. Permanent 
 Collection, The Art Students League  of New York

Works by League Instructors of Will Barnet
15. Stuart Davis (1892- 1964), Ivy League, 1953, serigraph, 
 5 x 8 in., Courtesy Alexandre Gallery, New York, NY
16. Charles Locke (1899-1983)Untitled, n.d., lithograph, 
 11 ⅝   x 8 in., Permanent Collection, The Art Students 
 League of New York

Works by League Colleagues of Will Barnet
17. Cameron Booth (1892-1980), Th e Shining Ones, 1949, oil on 
canvas, 40 x 30 in. Permanent Collection, The Art Students 
League of New York

18. Peter Busa (1914-1985), Two Profi les, c. 1950, tempera on 
 paper, 23 ½ x 18 in. Courtesy Acme Fine Art, 
 Boston, Massachusetts
19. Burgoyne Diller (1906-1965), Untitled, black crayon on paper, 
 c. 1930, 19 ½ x 12 in. Permanent Collection, 
 The Art Students League of New York
20. George L. K. Morris (1905-1975), Mihrab, 
 oil and mixed media on canvas, 23 ¼ x 21 ¼ in. 
 Collection of Stephen and Mary Craven
21. Raphael Soyer (1899-1987), Nude in Interior, 1954, lithograph
 with hand coloring, 12 ¼ x 9 ¼ in. Permanent Collection, 
 The Art Students League of New York
22. Harry Sternberg (1904-2001), Enough, 1947, crayon aquatint, 
 14 ⅞   x 11 ¾ in. Permanent Collection, The Art Students 
 League of New York
23. Steve Wheeler (1912-1992), Th e Halogens II, c. 1943-1944, oil 
 on canvas, 20 x 24 in. Collection of Will and Elena Barnet

Works by League Students of Will Barnet
Student years in brackets
24. Garo Antreasian (b. 1922) [1949], Y’es Em (I Am),  1991, 
 color lithograph, 29 x 25 in. Courtesy Gerald Peters 
 Gallery, Santa Fe, NM
25. Anne Arnold (b. 1925) [1950-1954], Eliza, 1968, lost wax 
 bronze, 12 in. H. Courtesy Alexandre Galleries, 
 New York, NY
26. Rena Bartos (b. 1918) [1957-1962], Blue on Green, 1961, oil 
 on canvas, 40 ½ x 26 ¼ in. Collection of the Artist
27. Robert Blackburn (1920-2003)[1940-43],  Negro Mother, 
 1944, lithograph, 14 ¼ x 9 ⅜   in. Permanent Collection, The 
 Art Students League of New York
28. Robert Conover (1920-1998) [1940s], Th e Barn, 1960, 
 woodcut, 21 ⅝   x 17 in. Permanent Collection, The Art 
 Students League of New York
29. Dennis Cossu (b. 1940) [1964-1967], Untitled, n.d. mixed 
 media, 8 x 7 in. Collection of Will and Elena Barnet 
30. William Crovello (b.1929) [1951], Black Cube, 2003,
 granite, 10 ⅝   x14 ⅛   x 13 in. D. Collection of the Artist
31. Howard Daum (1918-1988) [1942; 1944-45; 1946; 1948] 
 Raven, 1949, oil on canvas, 40 x 50 in. Permanent 
 Collection, The Art Students League of New York
32. Worden Day (1916-1986) [1937-1939], Th e Great Divide, 
 1969, color woodcut, 21 ⅝   x 17 in. Permanent 
 Collection, The Art Students League of New York
33. Ted Denyer (1917-2006) [1946-1948], Most Blue Y, 2003, 
 oil on canvas, 34 x 39 in. Collection of Efrem Marder
34. Paul Edlin (1931-2008) [1972-1976; 1978], Collage for Will, 
 n.d., postage stamps on paper, 9 x 7 in. Collection of Will 
 and Elena Barnet
35. Edward Faiers (1908-1985) [1951-1952], Crucifi xion 2, 1958,
 oil on canvas, 48 x 36 in. Memphis College of Art
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36. Saul Fuerstein  (1922-2001) [1946-1951], Green Landscape 
 #2, 1971-1972, collage, 15 ⅞   x 12 in.
 Collection of Carol Fuerstein
37. Shirley Goldfarb (1925-1980) [1952-1953; 1954] Untitled, 
 1962, oil on canvas, 7 ¼ x 5 5/8 in. Courtesy of Zabriskie 
 Gallery, New York, NY, 
38. Terry Haass (b. 1923) [1940s], Projections, 1948, two-color 
 engraving with cut-outs, 13 ½ x 17 in. Permanent 
 Collection, The Art Students League of New York
39. Yoshi Higa (b. 1938) [1964-1967], BR-101, 2010, 
 acrylic on canvas, 48 x 48 in. Collection of the Artist
40. John Hultberg (1922-1005) [1950], Untitled, n.d., oil on 
 panel, 18 x 23 ¾ in. Permanent Collection, The Art 
 Students League of New York
41. Maryam Javaheri (b.1940) [1963-1965], Untitled, 2010, 
 acrylic on canvas, 58 x 44 in. Collection of the Artist
42. Paul Jenkins (b. 1923) [1950-1951], Phenomena Aft er 
 the Return, 2009, acrylic on canvas, 61 ¼ x 51 in. Collection 
 of Paul and Suzanne Jenkins, New York, New York
43. Robert Kane (b. 1939) [1956-1963], Cinzano (Terrace 
 Provincetown), 1962, oil on canvas, 36 x 44 in. Collection of 
 the Artist
44. Takeshi Kawashima (b. 1930) [1964-1967], Swinging Dance, 
 1993, acrylic and wood on canvas, 38 x 33 in. Collection of 
 the artist
45. Th omas Laidman (b. 1927) [1948], Broadway II, 1997,
  lithograph, 36 ¾ x 25 in. Collection of the Artist
46. Abby Leigh [1973-1976], Untitled, n.d., pencil on paper, 
 10 x 14 in. Collection of Will and Elena Barnet
47. Gerson Leiber (b.1921), [1949; 1950-1951], Th e Winds
  of Change: Standing Figure, 1996, mixed media collage, 
 14 ¾ x 12 ¾ in. Collection of the Artist

48. Knox Martin (b.1923) [1950-1951], Woman with 
 Wonderbread Breasts, n.d., mixed media on canvas, 49 ½ 
 x 44 in. Collection of the Artist
49. Gregory Masurovsky (1929-2009) [1949-1952], Somooy,
 2009. Book of collected sketches. Collection of Will 
 and Elena Barnet
50. Marion Nicoll (1909-1985) [1958-1959], Maybe Tomorrow, 
 1976, woodcut on paper, 12 in. x 18 in. Collection of 
 Glenbow Museum, Calgary, Canada, 987.101.2
51. Henry Pearson (1914-2006), [1955-1956], In Saecula 
 Saeculorum, n.d., oil on canvas, 20 x 20 in. Collection 
 of Will and Elena Barnet
52. Mavis Pusey (b. 1931), Epic, n.d., serigraph, 19 ½ x 25 in. 
 Permanent Collection, The Art Students League 
 of New York
53. James Rosenquist (b. 1933) [1956], Tosca II, oil on canvas, 
 42 x 42 in. Private Collection
54. Allan Simpson (b. 1935) [1975-1979], Night, Midtown, 
 1984, serigraph, 32 x 27 in. Collection of the Artist
55. Arnold Singer (1920-2005) [1947-1950; 1952],
 Young Woman Reading, 1957 color lithograph, 16 ½ x 13 
 ½ in. Permanent Collection, The Art Students League 
 of New York
56. Audrie Sturman [1965-1966], Wind Series: Windscape I, 
 2008, burnished high-fi re stoneware, 14 x 26 in.
 Collection of the artist
57. George Vranesh (b. 1926) [1950’s] Orchestra, 2008, acrylic on 
 linen, 30 x 40 in. Collection of the Artist
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