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Abstract:
The reconstruction of the twenty-first-century imagination (ideologies that shape our “imagined world”) and aesthetic 

view through the “authentic” modes of abstraction, conceptualism, and the lens of media and digital technology has led 
to a new way of understanding and experiencing creativity. While these are certainly new or original critical experiences, 
there are other types of creativity, ideologies and imaginary worlds that are quite separate, and sometimes polemically 
opposed to this genre of making and looking. 

An example of this type of creative visualization and boycotting of the supposedly authentic gesture is the work of 
the late American artist Edward E. Boccia, who devoted much of his life to a series of panel paintings that take as their 
subject problems of politics and society, as well as religious experience in the twentieth century. Made between 1956 
-2006, the large scale altarpieces represent the phenomenon of figural creativity produced in traditional studio mediums 
in mid- to late twentieth-century America. While the artist was active within a university community, where there would 
be a heightened awareness if not support of the contemporary rhetoric of formalist criticism and anti-illusionism, Boccia’s 
way of working was transgressive, going against the nationwide current of Abstraction, Minimalism and Conceptual art, 
art informe and later digitization. 

This study attempts to reposition his significance and move past a conscribed history of mid- to late twentieth-cen-
tury American art that has often been guided by a somewhat reductive hierarchy in which abstraction and its progeny 
feature as the key accomplishments of American ingenuity. 

Keywords: 20th-century American painting, abstraction, American art criticism, Avant garde, Max Beckmann, 
Edward E. Boccia, Arthur C. Danto, Expressionism, figural painting, Clement Greenberg, institutional outlook, optical-
ity, modernism, Rosalind Krauss, transgressive artwork, St. Louis University Museum of Art, Washington University,
St. Louis.

Introduction

The entire social and moral fabric is 
collapsing – and it is collapsing fast. Man 
joins man in banal and materialistic en-
deavors. Man riots against man. Nature 
and lasting values are assailed. As a matt er
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of fact they don’t even exist for many. The only truth is the spirit. This I 
cling to. … (May 1970, E. Boccia)1

Arthur C. Danto has argued that art is irretrievably immersed in philosophical 
questions about art and non-art and in ideas about representation. He posited an end 
to artistic self-definition, perhaps an end to romanticism and to the artist’s compulsory 
role as an inventor and soothsayer. However, as much as art may exist within the 
contemporary context and conceptions of art history, it can also be defined by artistic 
intention, e.g. the intended metaphor. As a former curator at the Museum of Modern 
Art, I must give some credence or testimony in support of Arthur C. Danto’s theory 
of the influence of the artworld proper. What is considered innovative or high style 
is, in fact, simply a matter of taste and institutional outlook.2 At the center of this 
qualitative evaluation of artwork is the well-heeled New York gallery culture, as well 
as the prevailing influence and intellectual dominance of Hilla von Rebay’s museum 
of non-objective art, today the Solomon R. Guggenheim Museum. In addition, the 
greatest taste maker, e.g. the Museum of Modern Art as it exists post Alfred Barr and 
post Kirk Varnedoe has supported a program of exhibitions and critical writing deeply 
entrenched in theoretical assessments, art informe and abstraction as central, most 
broadly exhibited in Ann Temkin’s impressive if not teleological survey of Abstract 
Expressionism. I make this point not to say that this critical focus is, in any way, 
inferior to traditions based in figural art, but rather to recognize that such emphasis 
by dominant forces can obscure other modes of creativity. 

This study will examine Boccia’s work in the collections of major museums but 
also a number of works recently uncovered, including a series of unknown paint-
ings made by the artist in his old age. Moreover, this research will draw upon a se-
ries of archival journal entries, writings and lett ers previously undiscovered and un-
published from the artist’s trust. Quite unlike any project I have ever worked on, 
even with living artists, full and exclusive access to writing, preparatory work, jour-
nals and more have left me with an open-ended viewpoint on Boccia’s practice and, 
in general, on meaningful artistic practice in post-war America. What has struck 
me the most in this journey is that while we can discuss dichotomies, transgres-
sions, boycott s, and doubts about the authenticity of abstraction on the part of art-
ists like Boccia, his practice continues to elude contemporary art theory or iconog-
raphy, which cannot be said to capture precisely the form or intentions of this plu-
ralistic body of work. Learning about the artist’s practice has forced me to abandon 
any conceptions I may have had about what constitutes transgressive or modernist 
art and to look more deeply and beyond such defi nitions. The artist’s extensive onto-
logical writing and thoughts about the practice of his contemporaries have not only 
illuminated my way, but allowed me to understand that Boccia’s power resided not 
only in the handling of paint, but in his grasp of complex intellectual and social is-
sues and his ability to depict these intangible problematics without appearing as re-
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ductionist or philistine. In 1970, the artist wrote: 

My paintings are ‘revolutions’ against atheism, materialisms, timely 
lusts and social-economic aggression. The apple painted by Cezanne is 
one such example of a revolt against fashion and secularism. May I paint 
man as well.3

About the artist
Edward E. Boccia’s artwork can be found in over six hundred international pri-

vate collections and over fi fty public collections worldwide. He was the subject of nu-
merous retrospectives and invited to teach at Washington University by Dean Ken 
Hudson, whose other recruits included Max Beckmann, Werner Drewes and Philip 
Guston. 

Boccia was born to Italian parents in Newark, New Jersey, in 1921. From an ear-
ly age, he loved to draw and studied at the Newark School of Fine and Industrial Art, 
as well as at the Art Students’ League, New York and the Pratt  Institution, New York. 
Boccia was enlisted in the 63rd Engineer Combat Batt alion, a specialized camoufl age 
division batt alion during WW II. Known today as the ghost army, they created visu-
al subterfuge to deceive the Nazis. After the war, Boccia obtained a BSc (1948) and an 
MA (1952) from Columbia University, New York. While studying for his MA, the artist 
served as Dean of the Columbus Art School, Ohio, where he also taught painting and 
drawing and was an integral force in the dissemination of the Bauhaus methodology. 
In 1951, the painter began as Assistant Dean at the School of Fine Arts, Washington 
University, St. Louis, a school known for famous facility including the recently depart-
ed Guston and Beckmann. Boccia taught at the university for over thirty years, fostering 
generations of artists while continuing to develop his own body of independent work. 
An erudite man, he read philosophy, mystical and spiritual writing, as well as poetry. 

Boccia’s production was partly hermetic. We know he was aware of the develop-
ment of technology and the digital world. As a professor of fi ne art for over thirty 
years, he was constantly exposed to such things. However, he was not convinced by 
the way in which technology had increasingly pervaded the world of art and expres-
sion. In 2004, he would paint a monumental altarpiece as a eulogy for a dead child, 
David’s Death, long in the works, building not only on historical painting, but on his 
own years of living and experimentation (Fig. 1). Nonetheless, Boccia’s intent was for 
his work to serve a philosophical and religious function; creativity, innovation and aes-
thetic vision came from handiwork, study and preparation. This long-lasting commit-
ment to the creation of a serious large-scale painting was Boccia’s transgressive move 
against the status quo of society. He worked on his own, often in isolation, on mas-
sive panel pictures, and was not interested in fulfi lling the art world’s conception of 
“good painting” or modernism. While we understand modernism or the Avant-garde 
as a turn against form and beauty, art against art, in fact, a move to a fi gural language 
was in fact the most transgressive. In a recently uncovered notebook, Boccia writes 
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about the inescapability and power of models, particularly the canonical masterworks: 
“Masterpiece becomes Familiar as a Being, a Breathing Reality rather than an ancient 

The historical positioning of Boccia’s work in the history of American art has been 
at the center of my research for some time, and as I learned more about the artist, 
my fi rst impulse was to consider Boccia in the context of social realist, proto expres-
sionist American painters such as Thomas Benton Hart, Abraham Ratt ner and oth-
ers, who worked in a similarly majestic and monumental style, infused by currents of 
European Avant-garde art such as Surrealism and Expressionism. It was to the art his-
torical methods of Hilton Kramer that I owed an interest in the fl uid nature models of 
tradition. I had thought of Benton Hart because of the monumentality, grandeur, and 
Ratt ner, although completely diff erent formally, shared with Boccia a commitment 
to painting about spirituality. It would turn out that my instinct was, in part, correct 
when I received a lett er from a close family friend, who wrote: 

It was Benton who showed Ed how a painting can function; and it was 
Joseph Stella who broke everything apart and put it back together, result-
ing in a desire to make painting move beyond and into the unknown. This 
unknown, for Ed, was the essence of the spiritual. (Kapan 2014)5

Figure 1: Edward Boccia David’s Death, 2004, oil on canvas.
Reprinted Courtesy of The Edward E. Boccia & Madeleine J. Boccia Trust, St. Louis.
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Beyond the simple mediation of religious imagery, Boccia’s work was always about 
a crisis of morality on some level and, as such, it was deeply connected to the historical 
canons of art, however unorthodox during their own time. Kramer has pointed out 
Thomas Craven’s observation about Benton that there are patterns of El Greco, and 
this may seem too surprising to some. Those that insist on a hard and fast adherence or 
departure from models or tradition are in an essentially static position that can hardly 
be said to accommodate creativity in and of itself (Kramer 1987, 323). Keeping this 
idea of fluid influences and canons in my mind, my research has continued within the 
private archives of the artist’s home and uncovered unknown works that possess not 
only a firm grasp on tradition, modernism, an engagement in the contemporary world 
but also a commitment to plasticity as an expression of spirituality.

Mid-century America: Clement Greenberg at the Center6

“I want not to be a member of each passing hour, a victim of collective 
materialism.” (Boccia 1969)7

If we can consider the critic Clement Greenberg as a nexus for value judgments, 
whether these assessments were in keeping with the critic’s own ideas or were made 
in opposition to Greenberg, we shall encounter the primacy of his position within the 
conceptualization of modern art. A certain essentialism existed in Greenberg’s idea 
of art, and at the core of his ideas, he saw that realistic and illusionist painting was 
about sublimation, a concealment of artistry and medium. Modernism, e.g. abstract 
art, refocused attention on art itself, thereby creating space within this discursive place 
for critical contribution perhaps by non-artists. It is strange to encounter this in works 
like Boccia’s, wherein not only illusory models are used in a symbiotic way, but also 
intellectual and philosophic modes of thought, which are in no way less abstract or 
semiotic than a Ryman painting, for example. 

Greenberg’s early work emphasized the primacy of aesthetic qualities and assert-
ed in —“Avant-Garde and Kitsch” (1939) that the role of the Avant-garde e.g. the tru-
ly transgressive was to preserve cultural values of art, in opposition to capitalism. This 
assignment of a semi-sacred role to the artist is important for the work and mindset of 
Boccia in terms of how mid-century American cognoscenti regarded the artists’ roles 
and how artists themselves regarded their purpose. However, while we should be 
cautious when assigning Greenberg’s assessments as proscriptive, almost immediate-
ly we can see that for Greenberg and others like him, plasticity had no place in their 
concept of modernity. In the now famous essay “Towards a Newer Laocoön” (1940), 
Greenberg outlines the following: “Should any of them be too precisely realized, the 
poem would lose the greatest part of its effi  cacy, which is to agitate the consciousness 
with infi nite possibilities by approaching the brink of meaning and yet not falling over 
it”.8 Furthermore, almost as if in anticipation of Danto’s criticism, Greenberg posits 
that: “The essence of modernism lies, as I see it, in the use of characteristic methods 
of a discipline to criticize the discipline itself, not in order to subvert it but in order to 
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entrench it more fi rmly in its area of competence. Kant used logic to establish the lim-
its of logic, and while he withdrew much from its old jurisdiction, logic was left all the 
more secure in what there remained to it.”9 For the most part, Greenberg’s tactic is to 
examine Abstraction as a natural out-growth of the modernist evolution, beginning 
with the Cubists and superseded by the action painting of Jackson Pollock, the works 
of Barnett  Newman and Mark Rothko and post-painterly works by Morris Louis and 
others. Within this narrative of retrospective assessment, certain formal or technical at-
tributes of this type of art were named, including a fl att ened plane, opticality or pure 
material vision. That a richness of opticality can be achieved in fi gurative work was of 
course not entirely denied by Greenberg, despite the reductionist views of his writing; 
however, what his general historic approach obscures is that innovation can exist with-
out fi tt ing into these paradigms of pure medium, abstraction and process. 

For his part, an abiding interest in the studio process has contributed to a more 
thoughtful consideration of artistic process in formal terms, and it adds, in fact, to the 
study of non-abstract artists like Boccia. It can defi nitely be stated that Greenberg sup-
ported artists like Anthony Caro and David Smith, who technically did not belong to 
the great monolith of abstract painting. 

Overall, it is rather reprehensible to hold Greenberg accountable for any and all the 
disavowal of non-abstract art in twentieth-century art criticism. Rather the strength 
of his infl uence forged a way of thinking that truly aff ected our outlook. He did not 
himself account for value judgments made within his own assessment, but neverthe-
less this outlook or set of markers for modernism has somehow permeated art histor-
ical practice and the ways of understanding modern art, too often ignoring or obscur-
ing work that is either material or related to classical canons and even literary refer-
ences. This may be particularly true of work that has a certain intertextuality, like that 
of Boccia, who describes the artwork of his time as “an age which prefers experimen-
tation over end-results – all the more reason to paint conclusions”.10

One must exercise caution when positioning work like Boccia’s as something in 
opposition to abstraction, as he shared with many abstract painters a keen interest in 
masters such as Cezanne. And most surprisingly, he was fascinated by the work of art-
ists like Cliff ord Styl, Robert Motherwell, as well as Wilhelm de Kooning. Namely, in 
these artists’ work, it was the heroic gesture that Boccia admired, in a sense this was 
not only a formal motif or structure, but also an unnamable quality about the evoca-
tion of the spirit, not only in terms of fi guration but also about this abstract concept. 
And while I do make the point that artists like Boccia are often excluded from signifi -
cant histories of American art because they do fi t a priori into the concept of post-fi gur-
al Avant-garde art, Boccia’s abstract or existentialist viewpoint is not entirely removed 
from the ideas of Greenberg. In fact, Boccia’s work is intrinsically engaged with the 
corporeal artistic process, the medium and the picture plane. However, as a way of 
framing his practice, we should touch briefl y on the critical climate in the mid- to late 
twentieth century, a force present in universities and artistic communities throughout 
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America, namely the elimination of three dimensions, the new paradigm of modern-
ism (Wood 1993, 173). Perhaps, in the end, this collapse of consideration of represen-
tational art as important to understanding American Modernism, was partly due to 
misunderstanding Greenberg, in the sense that his ideas were understood primarily 
as emphasizing existentialism over representation and, as such, this dichotomy served 
as the armature of art historical hierarchies. That the two were mutually exclusive was 
clearly not the case. We must also confront the way in which Boccia actually related 
to what Greenberg considered modern, what was pure form, format, medium, cubic 
squareness. Formally, we can look at the examples of what preceded Cubism, e.g. Paul 
Cezanne, and the break from Greenberg in the argument of one of his followers, the art 
historian Michael Fried, who in 1968 pointed to the responsive nature of contemporary 
art and its symbiotic relationship to the past, rather than its evolutionary diff erence. 
Boccia was comfortable with this understanding, as he explained in his various writ-
ings about the force of infl uence and typology of hierarchies. He remained unafraid of 
borrowing, of modes of copying and transforming, confi dent and determined to make 
work that would function as an expression of the immaterial, the mystical, moral crisis, 
godliness, and the phenomenological. At the same time, he would successfully present 
illusionistic surface alternating between beauty and ugliness and, at this intersection, 
he would create the deepest intellectual and emotional discursive language. 

The artworks
Boccia was an artist of the cold war years, and while his practice was clearly dis-

avowed by the warring factions of Greenbergian links to socialist politics and organi-
zations such as the Congress for Cultural Freedom, he shared a mentality with con-
temporary intellectuals, specifi cally the disgust with the middle-class fascination with 
consumption and material culture. And yet, in his search for a pure form art, Boccia 
had no room in his own work for the emblematic fl atness of Manet, regarded by his-
torians as a moment of audacity, although perhaps, most ironically, bett er att ributed 
to a lack of facility on the post impressionist’s part, however pleasing the outcome. 

The Allegorical Episode (1956)11

This work was made in the fi rst years of Boccia’s appointment at Washington 
University, and while no one would ever accuse Boccia of the dreaded decorative ten-
dency, or frivolity, the three panels seem deceptively simple (Fig. 2). The narratives are 
framed by various elements taken from carnival, biblical or classical images. The cen-
ter panel shows the carnival horse wrapped around a center niche, adjacent is a lad-
der, reminiscent of the deposition of Christ, a common theme of altarpieces, and to the 
left we see a broken arch and pilasters, the right panels showing a merry-go-round that 
resembles an ancient temple representing purity. We can understand the complexity 
of the mechanics of this work by seeing how the line between beauty is shown in tan-
dem with ugliness, its abuser and usurper. Within Boccia’s work, the use of beauty was 
meant to demonstrate purity and was a refl ex of post-war production. Ugliness was a 
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device to express contempt for the corruption of the contemporary world and the ex-
istence of sin and immorality. Within this framework, a moral crisis is drawn out in 
the hermetic imagery, in allegorical fi guration and symbolism. 

Figure 2: Edward Boccia Allegorical Episode, 1956, oil on canvas.
Private Collection, Chicago. Reprinted Courtesy of The Edward E. Boccia & Madeleine J. Boccia Trust, St. Louis.

This is a historical way of working; after all, Arthur Danto makes a strong case that 
the advent of artists producing ugly and beautiful art is not the creative property of 
Avant garde artists of the twentieth century, but rather a device or habit of many a 
canonical artist, seen in the example of the seventeenth-century painter Goya, when 
contrasting his suppressed black works and his luminous portraits (Danto 2004, 197). 
What is made in secret and what is made for the public was once quite separate? 
In Boccia’s works of this kind, the subject matter, the contemplation of sin, moral 
corruptibility, disdain for materialism and frivolity, is a parade of private thoughts, 
but on an enormous scale, an element that cannot be discounted. 

The center panel of Allegorical Episode has a number of themes, identifi ed specifi cal-
ly by the artist in his writings, recently uncovered in his studio: these include mech-
anization, represented by a typewriter, in “contrast with human aff ection in the form 
of a Man-Lion with a typewriter on his head”.12 Boccia writes about what he perceives 
as a new crop of artists, who anxious and often untalented use diplomacy to achieve. 
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I have to fi ght the machine, its consequences: the leveling-off  of all 
things – people, places, and ideas. I refuse to accept mechanization when 
it mechanizes IDEA – I’ll hold to nature until I die …13

Boccia shows disdain for modern invention, and points to the ephemeral nature of 
play and frivolity. A woman holding an egg represents the regenerative aspect of the 
natural world. Lust and reproduction are personified in the couple embraced at the 
center. 

The element of personal crisis is seen in the self-portrait as an allegory of fl esh, de-
sire, and lust. A straining, reaching virile horse is tethered to a post, signifying that 
physical prowess and beauty are meaningless in the world of the divine. As such, it 
is an allegorical depiction of the universal struggle to achieve spiritual purity.14 It is 
man’s struggle to overcome these earthly desires, to “transcend” this state that is the 
central theme of the painting: the ladder of transcendence.15 And within Boccia’s pic-
ture, a blind-folded woman is shown in an artist’s studio “symbolic of a kind of blind-
ness to the spirituality of the creative force; the plaster cast of anatomical man rep-
resents her preference for the unimaginative type”.16 The artist’s palett e is bordered by 
hands with the stigmata symbolizing the “condition of the artist in a secular-pragmat-
ic society” and clearly a parallel to the fi gure of Christ.17 Boccia identifi ed the palett e, 
in a lett er to a collector, as “That which the human spirit searches for its reason for be-
ing”.18 The right panel features what the artist describes as “carnival”, the merry-go-
round horse, the marionett e, a fi gure “whose manipulation victimizes man, symbol-
ized by the severed head”, and below a still life of the artist’s studio. 

Carnival imagery is most famously represented in Peter Brueghel’s painting The 
Batt le between Carnival and Lent (1559) as well as Georges Rouault’s Carnival Evening 
(1886), and of course Beckmann’s Carnival [Fasnacht] (1920).19 Overall, Boccia’s pan-
el represents the ephemeral quality of life and indicates that the pleasures and games 
of this life will often be proved useless and unredeemable. Made within a contempo-
rary critical environment that posited fi guration for the most part to be academicism, 
Boccia emphasizes the primacy of artistic vision in the left panel. Formally, while this 
might be seen as stubbornly traditional, in fact the artist shares much with the spiritu-
al abstraction based in the materiality of paint seen in the work of American Abstract 
Expressionists, or even an interest in the evocation of the intangible, shared with the 
artists of art informale. He writes in an undated notebook: 

The impetuousness of life in mechanized America worries me. The 
fast moving – fi ckle – materialistic standard (or lack of standard) is the 
worst environment for a painter. Could it be that the aspect of speech and 
change aff ect the painter so directly that his paintings are nothing but 
change-overs impetuous, nervous. Acts of motor movement – without 
the slightest quality of the transcendent. This would mean that no paint-
ing today, even our so-called best, can match or …20
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This settled, Boccia maintained his way of working as a deep intensive study, 
preparing countless drawings as a way of working through problems of space, 
composition, construction and color. In fact, many of the preparatory works, particular 
the ink and pastel drawings have a very particular quality of dynamism. 

We know that for Greenberg, the autonomy of the art object and a specialist rigor 
within the discourse of interpretation were fundamental (Francina 2004, 73). However, 
Boccia wants to oppose this and points to an essential conservatism that is seen in 
Greenberg’s work, as well as in that of his critics. “This is the age of the rebel caught 
in his own conformity – all the more reason to avoid political impetus”.21

The permeability and infl uence of Greenberg is seen when one of his students re-
jects his ideas and somehow simply seems to extend them, as may be the case of 
Rosalind Krauss and her discussion of the formal conception of repetition and the 
models seen early in Rodin and then later even in the work of Donald Judd, and of 
course in the mysterious value of formlessness and postmodern subjectivity, most 
clearly expressed and used to frame all twentieth-century art through four categories 
of modernism.22 Buskirk characterizes Krauss’s approach as defi ned by four associa-
tions with the informe – “horizontality, base materialism, pulse and entropy – in oppo-
sition to the modernist emphasis on verticality, visuality, instantaneity and sublima-
tion” (Buskirk 2014, 90-92).

Naturally one sees that with the dominance of such ideas which, in fact, are intrinsi-
cally linked to privileging the idea of copies and form even in formless artwork, works 
like Boccia’s – that embraced these precise elements: the vertical, traditional, plastici-
ty and metaphor – were easily ignored in the last decades of the twentieth century. It 
is too simple to say of course, that these ideas, trends, forms, or formlessness are in 
anyway not refl ective or related or have a shared inheritance. Rather, we can point to 
the idea that fractured space is key to Boccia’s aesthetic, and as W.J.T. Mitchell has ex-
plicated, the discursive nature of art extends beyond codes of form and genre. While 
Boccia was essentially a very plastic painter, he emphasized fullness and rounding 
of form, even when the form was hybrid or surreal, expressive of vitality or despair. 
He explained that the miracle of Cezanne was that each fruit in still life was “a potent 
body”. Furthermore, he commonly broke lines to create tension and provoke feelings 
of unsett led sorrow. Boccia’s engagement in intellectual debate and philosophy in-
formed this intricate construction. 

Boccia’s shapes were not merely geometric or proto-Cubist, but had an essence of 
spirit; made alive by a musculature and the way in which the shapes shifted within 
the architectonic composition, these shapes articulated a complex puzzle. These con-
structional laws were also observed. The artist noted the careful placement of ges-
ture to orchestrate a purposeful asymmetry. This gives us some clues to how the art-
ist’s mind worked in terms of the planning of his work, of how the unexpected pair-
ing, which gives an air of dissonance and perfection, was achieved through this me-
ticulous geometric planning. 
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Ed would intentionally push and pull the outlines of a face or arm, 
bring a color forward or send it back by warming it or cooling it, until the 
sum of these ‘imperfections’ sang out in concert, creating new harmo-
nies and tensions of movement within the forms and space of a compo-
sition, so that his ‘copy’ functioned quite diff erently than in the original. 
(Kapanto Berland 2014)23

Il Pensieroso (1981)

I want to present another work that is not particularly well known and has only 
been exhibited a handful of times, but is undoubtedly a masterful if not epic work, 
which expresses not only the intellectual rigor of postwar art, but also a pluralistic con-
nection to mysticism and canons of form.24 The oil on canvas work comprises fi ve pan-
els and measures six feet six in height (Fig. 3).

Figure 3: Edward Boccia Il Pensieroso, 1981, oil on canvas.
Reprinted Courtesy of The Edward E. Boccia & Madeleine J. Boccia Trust, St. Louis.

Il Pensieroso is a world of magical stories. Like most of the artist’s works, this 
visionary picture cannot be properly understood in reproduction. Rather, the 
experiential element of the traditional altarpiece is crucial here. To be in its presence is 
to experience the religiosity of the artist and his masterful technique.25 The strangeness 
of this picture is in part due to the unexpected admixture of styles, the cropping and 
borrowing of genres such as Surrealism, both oneiric and veristic.26 The central panel 
has as its subject an artist, sitting with his muse, against the background of a crystalline 
lake, illuminated by the night sky. The artist’s muse is dissected and reassembled in 
the Cubist manner, being flanked by small still life imagery: of fruit, eggs, a bird, and 
hidden figures.27 The far left panels show an articulated geometric Christ with the 
crown of thorns, accompanied by a woman. The next panel features a man in a boat, 
wearing peasant’s clothes; he holds up an oar and one can see a dove and a unicorn as 
well. The unicorn is a symbol of purity, chastity, and an allegory for Christ. 

In the right panel, Boccia confronts the consumerism and frivolity of the contem-
porary post-war world, a place he decrees as essentially corrupt. The far-right panel 
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shows a one-armed man, a common idiom in the Surrealist vocabulary (often used to 
refer to the brutality of war); and a zoomorphic bird-woman and a serpent (a symbol 
of envy). The other right panel portrays a horse in a boat, holding a bird; behind them 
is a hillside. The boat symbolizes the journey, which in turn expresses the desire to dis-
cover other levels of meaning and the att ainment of spiritual enlightenment, further 
expressed by the earth-bound horse holding the bird that represents fl ight and the at-
tainment of spiritual elevation.28 In using these devices, Boccia sets into motion the di-
alectic between the sacred nature of the altarpiece and the romantic idea of the artist 
as a sacred vessel. Of the redemptive role of the artist and his own connection to the 
history of art, Boccia once wrote: “Since nothing is really new under the sun, one can 
see traces of my light and my construction in certain past art periods. This is because 
that which calls me to action, instinctively from within myself, is the same voice which 
called others into action a thousand years ago.”29

This awareness is in direct contrast with the profi le of mid- to late postmodern art-
ists, who are often characterized as constantly striving to escape the bondage of tradi-
tion, of illusionism – whether actually expressed by the artists themselves or entirely 
imagined in the minds of art critics. 

Eugene’s Journey (1996)30

Another work that is generally unknown is this majestic work consisting of nine 
panels and standing nearly six feet tall, with a daunting width of 15 feet (Fig. 4). The 
sheer scale and ambition of this work is much like that of James Rosenquist, who 
worked during this period in a similarly heroic manner, the most iconic example being 
the 1964-65 F1-11 paintings, although, of course, the content and style are completely 
diff erent. In Eugene’s Journey, while certainly material or sculptural, Boccia focused on 
something imperceptible or indiscernible as the saying goes, embodied in full plastic 
detail. The eff ort and force invested into the picture, animating these muscular strug-
gling fi gures, reveal the artist’s regard for Caravaggio. It seems there were many things 
to admire in this painter, such as his iconically dramatic treatment of biblical subject 
matt er, quasi-erotic Greco-Roman beauty, and symbolically intense lighting. Moreover, 
Caravaggio’s work incorporates ordinariness and “ugliness”, meant to symbolize or-
dinary man’s struggle for revelation, as pictured in First Inspiration of Saint Matt hew.31

Eugene’s Journey has as its subject travel and discovery. It lays emphasis on the im-
portant life of the mind and oral spirit in contrast to the opposing forces of consumer-
ism and earthly desires. It is a compilation of enigmatic and monstrous creatures; their 
exaggerated scale is counterposed with the graphic black lines and compressed space. 
A nightmarish narrative detail encounters with spiritual struggle, horror, loss, and 
struggles and dismay at the sins of violence, lust and greed. The central panel shows a 
horse with the head of a woman and a man with head of a horse.32 It is diffi  cult to parse 
out the confl uence of mystical traditions within Boccia’s work, partly because of his 
suggestive use of the hieroglyphic occult or esoteric.33 Boccia’s intentions may be com-
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pared to the Neo-Platonism of artists such as Gauguin, who sought to shed the “shack-
les” of earthly life, to achieve incomprehensibility, seen as a victorious emancipation 
from representation, whereas for Boccia, it functions as a metaphor for the att ainment 
of a mystical state, beyond earthly temptations and sins, the artist being placed at the 
center of this process.34 While bearing litt le formal similarity to the works of Gustave 
Moreau, Boccia’s work is infl uenced by the Symbolist master, primarily in his syncretic 
use of pantheistic and Christian imagery, the altarpiece-like panels, although the syn-
cretic impulse was running through much of Western literature and art, in the form of 
combinations of classical with biblical and contemporary references. Of his vocabulary, 
Boccia said: “Practically all my triptychs are made of Pagan, Hebrew and Christian im-
ages. As such I have developed, over the years, a personal mythology.”35

Nereus Reborn (1960)
Two years after painting this picture, 1962, the artist wrote: “This is the age that 

confuses subject with content – all the more reason to transform the two into a state-
ment of one”.

Nereus Reborn (1960) is a pantheistic seascape centering on the Greek mythological 
fi gure Nereus (not illustrated).36 The god is a bearded man with a serpentine tail, as 
often seen in ancient imagery. The sea symbolizes the water of the womb, a universal 
source, yet this sea voyage is one to no particular port, it is at once perilous and idyl-
lic a metaphor for the relationship between man and woman. 

Boccia comments on the signifi cance of the sea in his work: “And yet, it is the sea—
that vast and primal home of early origins—which revitalizes, in its ebb and fl ow, the 
very soul wherefrom my stirrings take their form”.37 He elucidates that the white sail 
is the “torn spirit”. The upturned boat is a metaphor for birth, what the artist calls a 
“world embryo” that will stop Nereus’s abduction of the bird woman. 

In the catalogue for the retrospective held in 1960 at the St. Louis University 
Museum, Boccia outlined the “periodic variations” of his work including that of the 

Figure 4: Edward Boccia Eugene’s Journey, 1986, oil on canvas.
Reprinted Courtesy of The Edward E. Boccia & Madeleine J. Boccia Trust, St. Louis.
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sea myth − “The human fi gure returns to its more natural form, but there is here a 
metamorphosis of human and sea-forms, and a synthesis of man with the terrifying 
powers of this world. Demonic conditions occur in phases of purgatory.”38

Nereus has one eye (according to the artist, this is symbolic of a lack of introspec-
tion). He holds the mast, the axis mundi, the central axis of the world. The left panel 
also shows a boat, with a heroic fi gure at batt le. The three heads in the lower margin 
are symbols of lust, materialism, hypocrisy, and are based on drawings done in Rome 
1958-9.39 The inversion of the boat (a metaphor for the journey) contributes to the cha-
otic mood. Overall, the depiction of travel symbolizes the quest for spiritual elevation, 
while positioning this search within the cycle of life on earth and the larger eschato-
logical vision of Christianity.

Lastly, the violent right panel is concerned with matt ers of sin, redemption and 
absolution. Boccia depicts sin as inversion and fragmentation: a decapitated body in 
bondage. The horse represents purity before sin; the inverted man is he who breaks 
the commandment; there is fi nally a vignett e from Michelangelo’s Last Judgment (1536-
41) showing the damned.40 On the whole, we see a borrowing of the exegesis of the 
Synoptic (early Greek) passage of time, several successive events in same picture 
frame. Aesthetically, there is an overpowering gruesomeness and viscerality derived 
from the large-scale experience, turbulence, a sense of eternal voyage, compounded by 
the dynamism of the waves, the stormy sky and the diving seagulls. 

We can reframe the concept of disruption if we understand Boccia’s tactics as relat-
ed to and even critically engaged with Danto’s explanation of beauty and ugliness, the 
abuse of beauty, two ways of working that the artist appears to oscillate between. This 
runs in parallel with the exposure of ugliness and moral corruption seen in the works 
of world-weary Surrealists and with the unfl inching eye of Expressionist artists, such 
as Ott o Dix and Max Beckmann. 

Sacrosanct (1977)

Equally disruptive is Boccia’s enormous triptych The Sacrosanct (1977), the center 
panel measuring 60 by 54 inches and the two side panels 60 by 24 inches (Fig. 5). This 
work is a tableau signifying greed, destruction, cruelty, and the depravity of man.41 
Painted in the illuminated and jarring expressionist palett e related to Beckmann and 
Kokoschka, the painterly handling plays back and forth with smooth elemental surfac-
es to impasto neo-impressionist layering. The center panel shows a group of enigmat-
ic creatures: two men who voyeuristically derive pleasure from cruelty, a poet writing 
and a seated man who is the patron, a Cyclops. The woman is an object of lust — but 
also representative of her victimization, and mental infi rmity. Finally, the man com-
ing through the boards symbolizes depravity. The Roman columns signify intellect.42 
In this work, Boccia achieves an unsett ling chaos not only through his use of histor-
ical allegorical archetypes for chaos such as vices, but also through a sense of repul-
sion, signaled by his inclusion of violent imagery and his dislocation of the narrative 
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from a recognizable place and time. Is Boccia’s power to confuse his viewer? The art-
ist writes: “I don’t paint pictures to heal the sick nor to make the healthy person ill. 
I paint to convert the viewer, to ‘shock’ him into the reality of mystery. Every time I 
paint I’m in a state of conversion…”43

Abuse of beauty and confrontation with the same…
How does the epic and allegorical painting of Boccia represent not only person-

alized stories, but also myths of universal tragedy, while being quintessentially con-
temporary, in Rosalind Krauss’ sense, that is, beyond sublimation? Much of the art-
ist’s work is autobiographical, often focusing on abstract struggles: including over-
coming earthly temptations and achieving spiritual elevation. In these pictures, the 
artist paints himself as the protagonist engaged in these universal struggles in very 
plastic terms. In Boccia’s series of elegiac pictures that take as their subject the death 
of his son David in 1984, we see the complexity and set of paradoxical combinations 
and confl icts and enter into the realm of Danto’s idea of a confrontation between beau-
ty and ugliness. Here we see salon painting unseated by abuse, but an abuse or ug-
liness that is motivated by a search for meaningful expression not only of intellec-
tual doubt and introspection but the life of the heart and soul. It is in this way that 
Boccia’s encyclopedic pictures approaching his own personal tragedy engage a dis-
cursive use of symbols, a mirroring of Surrealist practice, and the raw linear typolo-
gy of Expressionist form. 

Figure 5: Edward Boccia, The Sacrosanct, 1977, oil on canvas. Collection of the Missouri University of Science
and Technology, Rolla. Reprinted Courtesy of The Edward E. Boccia & Madeleine J. Boccia Trust, St. Louis.
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Dark Night of the Soul (1987)

Within the same vein, we shall look at another work. Made only a few years after 
his son’s death, this painting measures a colossal 78 x 72 inches at the center and each 
side panel is 78 x 36 inches (Fig. 6).44 A smoky toned central panel frames a bearded 
Christ who falls from the sky, holding an egg and a rod (symbolic of reproduction and 
cycle of life; the rod is the ascent of the spirit). Flanking him are two hybrids: a wom-
an-fi sh and a man-fi sh, shown crucifi ed.45

Figure 6: Edward Boccia, Dark Night of the Soul, 1987, Collection of the St. Louis University Museum of Art.
Reprinted Courtesy of The Edward E. Boccia & Madeleine J. Boccia Trust, St. Louis.

Boccia has also included an androgynous figure, as well as a person in women’s 
clothing (presumably a Roman soldier). This transgressive depiction and ambiguity 
suggests fluidity between the world of the sacred and the earthly. In the foreground 
there are a number of allegorical vignettes: a body of water reflective like glass, a bowl 
of fruit (fecundity) lanced by an angel and a vibrant nude lying against a deep blue 
mantle subject to the attentions of a reptilian figure, symbolic of the sensual natural 
world.46

The right panel shows a couple (the man is Boccia most likely, he depicted himself 
in many of the triptychs), symbolic of love. An angel fl anks them, and an infant is at 
the center, the fi gure of Boccia gestures like Abraham off ering Isaac. As a whole, work-
ing together, these vignett es serve as an allegory for the cycle of life on earth, the tem-
poral nature of earthly or physical pleasures.47 The centaur’s lusty nature symbolizes 
man’s disregard for spirituality and an obsession for the bodily. 
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Your Feast Shall be turned into Mourning (1989)
Measuring 72 x 60 inches at the center and 72 x 42 inches at the side panels, this 

monumental picture is also dedicated to the phenomena of mourning and death (Fig. 
7).48 The left scene shows an artist at his easel and around his leg a serpent is a wind-
ing, portentous sign of tragedy. The artist’s sensuous models lie against a beautiful 
landscape; their shoes, symbols of vanity and artifi ce, are placed on a table. An oce-
anic body of water alludes to the idea of a journey. The artist depicts himself with the 
head of a horse. 

Figure 7: Edward Boccia Your Feast Shall be turned into Mourning, 1989, oil on canvas. Collection of the St. Louis
University Museum of Art. Reprinted Courtesy of The Edward E. Boccia & Madeleine J. Boccia Trust, St. Louis.

The central panel is a memento mori, reminiscent of the morbid Victorian tradition of 
photographing the dead. At the center is a forest scene. The forest clearing is a classical 
metaphor for the sacred and in this space the artist sits, cradling a grey, presumably 
deceased child, watching a beautiful nude, the Siren, who looks at herself in a mirror, 
oblivious to the hermaphrodite to her left. The right scene shows a Pietà, a mother 
holding a dead child with an animal’s face meant to be same horse-headed artist in left 
panel; a man is at a table with a teapot and a cup, the devil lurking close by. 

This picture, like so many in Boccia’s oeuvre, depicts the cycle of life, symbolized 
by water, earth, fruit, and fi nally death. The presence of hybrid creatures implies that 
the borders between the worlds of the living and the dead are mutable and permeable. 
And yet, there is an order within this picture, a crystalline depiction of a dream nar-
ration. This transcendent imagery was achieved in part by careful planning, drawing 
on the old masters. Still, this work was made in the wake of Greenberg’s critical view, 
morbidly characterized by Kramer as: 

… severely constricted in its aesthetic options, and the only options that 
count are the purely aesthetic ones. We are, in other words, totally en-
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closed in the tradition of modernism, and from this tradition there is no 
exit – except, of course, the kind that leads straight to the dreaded realm 
of academicism, commercialism, and kitsch” (Kramer 1987, 323). 

Conversely, Boccia wrote in 1962: “This is the age which prefers experimentation 
over end-results – all the more reason to paint conclusions”.49

David’s Death (2004)
One of the artist’s last works that shares these themes is the monumental triptych 

David’s Death (2004) (Fig. 1).50 In a lett er writt en to Charles Grund in late 1984, he stat-
ed: “I’m not sure I’m going to start my next triptych just yet. The grief I still feel for my 
son gets in the way… I mean, I want to paint a great triptych in memory of him–and 
I think I need more time–for the pain to diminish. I can’t be objective yet (if ever?).”51

This work stands apart in the masterly orchestration of style iconography with a 
modernist palett e to create a narrative that is also fi ercely Catholic in the tradition of 
El Greco. Further, it is evocatively personal as an elegiac work. In an eerie tableau re-
splendent with luminous light and deep rich color, the scenes are animated by the use 
of Expressionist black lines and distortion. On the left we see the disarticulated image 
of a cross, an arm and an amputated leg transposed from the center panel, a serpent 
winding around the outstretched limb, below a fi gure that holds a knife, and a cou-
ple embracing, with a candle, a mirror that refl ects, and a still life of an egg, pear and 
an apple, which are shown at the base (all symbols of fecundity; the apple is a sym-
bol of temptation and the fall). The center portrays a levitating man in the posture of 
the crucifi ed. The central grouping features a seated man in his embrace, a deceased 
child. He is att ended by a man in a blue robe, with a bird perched upon his shoulder, 
in his hand a cross, to the right is an angel holding a fi sh, the symbol of Christ, and 
a devil holding a mirror. This is set against a verdant landscape and the evening sky 
is illuminated with a mystical and unnatural light, with both a moon and a red sun.52

The right panel shows a number of mysterious creatures, a twisting nude whose 
foot is on top of the bearded man’s head, and a hybrid cat man, as well as two small 
fi gures at the margins. We are meant to understand that one cannot know who one 
truly is. Life is an indefi nable and violent force. At the top center there is a vignett e 
still life of a tray with a glass of wine. Beyond the clear reference to the death of his 
son, Boccia also points to the existence of sinfulness and preoccupation with earth-
ly life, symbolized by the erotic nude. While the narrative is clearly autobiographical, 
depicting loss and grief, it is also allegorical, although one senses that the artist wish-
es this to be a complex iconographic lesson, mutating between his own personal code 
and that of the viewer. The palett e must be remarked on: it is all painted in rich blues 
and purely nocturnal black. 

In truth, in many ways, Boccia defi es true empirical categorization, by virtue of con-
tinually including symbolism from divergent sources and changing formal techniques, 
even within a single work, creating a sense of wonder and confusion. Specifi cally, 
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Boccia was interested in the metaphysical concept of transcendence within the mode 
of painting and in the problems of contemporary culture, spiritual confl icts and reli-
gion. His creation of a personalized vocabulary of metaphor, allegory, and symbol in 
an admixture of complex stylization was one of certain originality. 

Boccia clearly saw the role of art as the sublimation of the force of creative art; the 
making of an earthly object represents a moral confl ict, and one must ask if this is so 
far from the aspirations of abstractionists or even the polemics of Greenberg. To situ-
ate Boccia’s art, we should recall that the master Max Beckmann referred to his trip-
tych Departure (1932-33) as “yes, departure, from the illusions of life toward the essen-
tial realities that lie hidden beyond”.53 It is important to note that the monumentali-
ty of the panel paintings, their parade of violent, sensual and puzzling imagery of an 
unknown cosmos is hardly recounted in reproduction and can only be experienced in 
person to understand the masterful graphic hand and the use of color and compressed 
space. In keeping with the critical concerns of the Expressionist painters before him, 
Boccia’s work often had as its content a critique of contemporary society and morality 
and a more universal theme, that of humanity’s struggle with the temptations of the 
physical world in opposition with those of the spiritual word. To complicate matt ers, 
while this body of work can be defi nitively evaluated as religious painting, this cate-
gorization alone cannot hold all of the meanings and applications of Boccia’s oeuvre. 

The history of art is a puzzling mix of the empirical, fascinated with ideas of sci-
ence, like the evolution of style, the genesis of ideas, and antecedents, as if protean 
versions of form could give life to more sophisticated forms later. We, as art histori-
ans, are masters of poetic conjecture, speaking of our ideas as about the motivation 
of the dead. And much of understanding and exposure to art and artists in America 
has been shaped by the hegemony of criticism embodied in the fi gures of Clement 
Greenberg, his students, followers and critics. In fact, the criticism of Greenberg has 
taken a life of its own, departing entirely from art itself, forming, in a sense, its own 
discourse and aesthetics. Within this labyrinthine architecture of thought, art some-
times becomes lost. Greenberg’s ideas have long been at the center of contentious de-
bate and are often subject to subjective interpretation. That said, his ideas about the 
true modernism exemplifi ed by American Abstract Expressionists and color fi eld 
painters have dominated formal concepts about creativity in the twentieth century, 
not only in his assertions of the preeminence of such formal qualities, but in the pre-
occupation of much of the art world, as well as in the direction of collecting and cu-
rating throughout America. 

Conclusion

This essay will conclude with some thoughts about the previously unknown work, 
Pietá (1984) revealed in last year’s inventory of the artist’s studio by his family, myself 
and one of our research assistants, Emily (Fig. 8).54 This heart-breaking picture, made 
in the year of the death of his young son, is an unfl inching tableau of sorrow, building 
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on a long tradition of this subject, transformed by many years of studio practice, ex-
perimentation and creativity, all in all, a stunning accomplishment (Fig. 8).

Figure 8: Edward Boccia Pietá, 1984, oil on canvas.
Reprinted Courtesy of The Edward E. Boccia & Madeleine J. Boccia Trust, St. Louis.

Despite my assertion, earlier in my essay, that abstraction and the informe work’s 
popularity and institutional approval are guiding factors in the visibility and 
qualitative assessment of art, I must here speak of a matter of taste and even shock. Of 
course, many will criticize me for a lack of polemical rigor, but what is art history if it 
is not about the discovery of some pluralistic complexity, of the beauty of invention 
and even the simple appreciation of the same. 

As an art historian trained in the early 1990s, it is certain that my way of thinking 
has been too long entrenched in the disembodiment of art. The fi rst time I saw the var-
nished surface of this picture, it was just a small corner of about twenty inches. All I 
could see was a pulsating sculptural hand of heroic proportions, grasping a dying crea-
ture. This vignett e or detail of the expression of sorrow stirred something within, and 
I pulled the picture out of the racks. As my eyes adjusted, the institutionalized degra-
dation of plasticity and traditions seemed to fade away, the privileging of abstraction 
forgott en after so many years of indoctrination, and when I saw the picture Pietá (1984) 
it was if my heart had moved and lived a thousand lives.
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This striking painting is a self-portrait of the man holding his dead son. There is no 
sublimation here, nor fl att ening, nor formlessness, only form made whole, only emo-
tion made dark and light, tactile and immersive, oceanically deep and brutal. 

Notes:
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2 As such, George Dickie’s institutional theories of art should be taken into account in terms 
of the looming obscurity of Boccia and artists like him. This theory of art asserts that the 
elevation of certain types of art depends very much on arbitrary factors such as the taste of 
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tuna was] assimilated to the Hellenic goddess Tyche [by the Romans], an abstract power 
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6 he expands on this defi nition as the column as a metaphor for the “aspiration toward the 
Higher Plane” (The Archives).

43 Artist’s Statement from the sketchbook: “Hospital Drawings” 1984 (The Archives).
44 Triptych, oil on canvas. St. Louis University Museum. For common symbols of Christ, see 

Batt istini, 2005. 
45 This pairing was a common expository theme in early Christian art, refl ected as well in me-

dieval and renaissance altarpiece traditions. Traditionally, ecclesiastical artwork would often 
pair imagery of natality and regeneration with that of death as a way of telling the story of 
Christ and providing an institutionalized sense of acceptance within its fl ock.

46 The angel signifi es the “Message from celestial plane to us – higher order ….the INVISIBLE 
made VISIBLE”. See card Six (The Archives).

47 The angel lancing the fruit is also associated with sexual consummation in the model of 
Christian iconography, a foreboding image symbolic of the angel who punishes. Other un-
identifi able creatures populate the landscape as well. On the left, we see a bucolic back-
ground, with a magnifi ed picture of a centaur pressing his fi ngers into the wound of the 
Christological fi gure shown as an anthropomorphic bird and fi sh.

48 Triptych, oil on canvas. Collection of the St. Louis University Museum of Art. 
49 Artist’s Papers (The Archives). 
50 Triptych, oil on canvas; center panel: 72 x 42 inches; side panels: 72 x 28 inches, Artist Estate.
51 (The Archives).
52 The moon for Boccia is identifi ed as a “symbol of Lower phase = the Desires; the Lower Self, 

the Personality, the matt er side of nature– the self caught up in materialism”. See Card 15 
(The Archives). 

53 Max Beckmann, triptych, oil on canvas, center panel: 84 ¾ x 45 3/8 inches; side panels: 84 ¾ 
x 39 ¼ inches, The Museum of Modern Art, New York. Beckmann cited in Kessler, 1970.

54 I must bring thanks to our American Art research Intern, Emily May McEwan-Upright. In 
addition, I wish to thank the artist’s gracious widow, Mrs. Madeleine J. Boccia, for her gen-
erosity in sharing her memories of her husband and opening her home to me; to Dr. Alice 
Boccia for her trust, generosity, insight, and warmth of heart, and also for allowing me ex-
clusive access to her father’s papers. I am also grateful to H.Kapan for his intellectual rigor, 
knowledge, and support. My thanks also goes to Wendy Timmons, Intern, Expressionist 
Research; and to CC Marsh, Lead Research Assistant, for her insight, dedication and hard 
work in preparation of the fi rst critical monograph on Boccia, forthcoming. 



141Cezanne’s Apple and Edward E. Boccia Hierarchy,
Revolt and Artistic Innovation in 20th-Century America

References:
1. BATTISTINI, Matilde. “Christ”. Symbols and Allegories in Art. Los Angeles: The J. Paul Getty 

Museum, 2005, 108-115.
2. BOCCIA, Edward. “Some Notes by the Artist”. E. Boccia A Retrospective Exhibition. October 30 
− December 8, 1960, Pius XII Memorial Library, St. Louis University, St. Louis, Missouri, 1960.

3. ---. Edward E. Boccia. A Retrospective, Saturday October 8, 2005-Saturday October 29, 2005. 
McGaughen & Burr, Fine Arts Gallery, St. Louis, Missouri. 

4. ---. “Artist’s Refl ections From Italy. A St. Louisan Ponders Surging Life Force That is Rome”. 
Sunday Post Dispatch, July 26, 1959, 5B. 

5. BOIS, Yves-Alain, and Rosalind KRAUSS. L’Informe: Mode d’emploi, Paris: Centre Georges 
Pompidou, 1996. 

6. BUSKIRK, Martha. “Rosalind Krauss 1940”. Art in America 1945-1970. Writings from the 
Age of Abstract Expressionism, Pop Art, and Minimalism. Jed Perl, Editor. New York: Penguin 
Random House, 2014. 

7. CHEETHAM, Mark A. ”Mystical Memories: Gauguin’s Neo-Platonism and “Abstraction” 
in Late-Nineteenth-Century French Painting”. Source: Art Journal, Vol. 46, No. 1, Mysticism 
and Occultism in Modern Art, Spring 1987, 15-21. 

8. DALRYMPLE HENDERSON, Linda. “Introduction to Mysticism and Occultism in Modern 
Art”. Art Journal, Vol. 46, No. 1, Spring 1987, 5-8. 

9. DANTO, Arthur C. The Abuse of Beauty: Aesthetics and the Concept of Art. Chicago: Open Court, 
2003.

10. ---. Symposium: Arthur Danto, The Abuse of Beauty, Embodiment, Art History, Theodicy, 
and the Abuse of Beauty: A Response to My Critics.Inquiry, Vol. 48, No. 2, 189–200, April 2005.

11. DICKIE, George. “The New Institutional Theory of Art”. Proceedings of the Eighth International 
Wittgenstein Symposium, Vienna, Austria, 1984.

12. GRAFTON, Anthony, Glenn W. MOST, & Salvatore SETTIS. The Classical Tradition. Cambridge, 
Mass: Belknap Press of Harvard University Press, 2010, 365. 

13. GREENBERG, Clement. “Towards a Greater Laocoon”. Partisan Review. VII, No. 4. New York: 
July-August 1940, 296-310.

14. ---. The Collected Essays and Criticism, Volume Perceptions and Judgments, 1939-1944. Chicago: 
University of Chicago Press, 1988.

15. KESSLER, Charles S. Max Beckmann’s Triptychs. Cambridge: Belknap Press of Harvard 
University Press, 1970.

16. KRAMER, Hilton. “The Idea of Tradition in American Art Criticism”. The American Scholar, 
Vol. 56, No. 3, Summer 1987, 319-327.

17. THOMAS, Troy. “Expressive Aspects of Caravaggio’s First Inspiration of Saint Matthew”. 
The Art Bulletin, Vol. 67, No. 4, Dec. 1985, 636-65.

18. WOOD, Paul, Francis FRANCINA, Jonathan HARRIS, and Charles HARRISON. “Modernity 
and Modernism Reconsidered”. Modernism in Dispute. Art Since the Forties. New Haven: Yale 
University Press, 1993, 173.


