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Arthur B. Davies (1862-1928) ventured across many lines in his art (Fig. 1).1   
He painted themes drawn from ancient myths and legends, but instead of  
illustrating them, he entered into them as if  he were a participant or ob-

server.  Bridging gaps of  time and place, he explored facets within them, distinct 
from their known stories.  He painted nudes, but not in an academic manner.  
Assuming the attitude of  a symbolist, he perceived this form to be an abstract 
embodiment of  ideals, and he used it to explore beauty, grace, movement, and 
emotion.  He also portrayed the figure as an expression of  a sensuous freedom 
of  life that was considered modern.  Davies admired the art of  Albert Pinkham 
Ryder and George Inness and followed their legacy in capturing an unseen world 
beyond the limits of  visual perception. At the same time, he found inspiration 
within himself, never expressing a particular religious belief  or adopting a didac-
tic stance.  He was comfortable straddling modes, combining realistic forms with 
elements drawn from the realm of  fantasy.  Everyday life occasionally entered 
into his work, but his desire was to transcend the banal and coarse aspects of  
normal experience.  As Royal Cortissoz wrote, it was into the world of  poetry or 

the dream to which “Davies 
is constantly straying, away 
from the pressure of  ugly 
modern things.”2  Mod-
ernism was an important 
influence on his art in the 
1910s, but he incorporated 
its modes into his distinc-
tive visions. 

In addition to his art, Davies 
was a critical and influential 
arbiter in the American art 
world in the early twenti-
eth century.  He played a 
significant role in several 
notable artist’s groups.  He 
was a member of  the Eight, 
the gathering of  artists in-
cluding Robert Henri, John 
Sloan, George Luks, Ever-
ett Shinn, William Glack-
ens, Ernest Lawson, and 
Maurice Prendergast that 
exhibited for the first time 
together at Macbeth Gal-
lery in 1908.  Although re-
alist images of  contempo-
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Fig 1. Arthur B. Davies, ca. 1908 / Gertrude Käsebi-
er, photographer. Ferargil Galleries records, Ar-
chives of American Art, Smithsonian Institution.



rary city life were the predominant subject for the Eight, the group’s true mandate 
was a commitment to individualism in art.  Davies’s idiosyncratic work, detached 
from a specific aesthetic tradition, fit into the overall trajectory.  Davies was also 
influential through his advocacy and support of  other artists, including many 
innovators.  He introduced Henri to the art dealer William Macbeth and helped 
Henri obtain his first teaching job in New York.  He advised many artists, includ-
ing Prendergast, Charles Sheeler, Arthur Crisp, and Manniere Dawson. He was 
a backer of  Rockwell Kent, helping him establish and sustain his career.  Dem-
onstrating an early sympathy in America for the avant-garde, he supported and 
encouraged Marsden Hartley and Alfred Maurer.  A frequent visitor to the gallery 
of  Alfred Stieglitz, Davies had an understanding of  the most advanced art being 
seen in America at the time.  At one point, Stieglitz wrote: “Arthur B. Davies came 
in.  He wanted one of  the [Cézanne] watercolors. He was the only buyer.”3  When 
a group of  artists chose to break from the National Academy of  Design to form 
their own organization, Davies became its president (following the resignation of  
J. Alden Weir). His leadership of  the Association of  American Painters and Sculp-
tors brought the famed Armory Show of  1913 to fruition.  Traveling to Paris, 
he and Walt Kuhn were guided by Walter Pach to the studios of  the Cubists, the 
Duchamp brothers, and others, and Davies quickly absorbed the new art. Pach 
observed that although Davies had not been in Paris for years and “was seeing the 
moderns for the first time,” the “depth of  his intuitions was therefore astonish-
ing—in my experience, unique.”4  After the trip, Davies transformed what had 
been a bland list of  exhibitors into an exciting, radical one, including progressives 
whose work had not been seen in America before.  It was due to Davies’s efforts 
that the show had such a dramatic catalytic impact on the art that followed.  

In his personal life, Davies seems to have wanted as much to live in a fantasy 
world as he did in his art.  In fact, he sustained two lives at once, one consisting 
of  his failed marriage to Virginia Meriwether Davis Davies, a country doctor, 
who raised the couple’s two sons in Congers, New York, and the other of  his life 
as David A. Owen, in which he was married to Edna Potter Owen, his model and 
eventually the mother of  his daughter.  Keeping these two existences circuitously 
separated, Davies was able to sustain the ruse throughout his life.  

Art on View

Among the works in the show, The Horn Players (Cat. 1) is perhaps the earliest.  It 
was probably painted about 1893, a time when Davies was adhering closely to the 
style of  Albert Pinkham Ryder, as is demonstrated in the painting’s dark palette 
and the relatively thin application of  the pigment, which reveals the canvas sup-
port.5   The painting was probably among the oils inspired by the operas of  Rich-
ard Wagner for which Davies had a passion at the time, especially after attending a 
performance of  Tristan and Isolde, perhaps the one held in New York in January of  
1890 (Wagner was also a source for Ryder).6   Several works of  the period by the 
artist have Wagnerian titles, including Siegfried’s Death (ca. 1893, location unknown) 
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and a depiction of  Rhine maidens, from the same music-drama.  French horns 
are a feature of  many of  Wagner’s operas, further connecting The Horn Players to 
this source.  Yet, music in general, was also a significant stimulus for Davies at 
the time and subsequently.  In 1893, he avidly read George Moore’s Modern Paint-
ing, no doubt finding himself  drawn to Moore’s comment: “just as the musician 
obtains richness and novelty of  expression by means of  a distribution of  sound 
through the instruments of  the orchestra, so does the painter obtain depth and 
richness through a judicious distribution of  values.”7   Davies, himself, would 
state similarly in 1895: “painting is like music, with contrast of  harmony and syn-
copated time; it can no more 
tell a story nor be translated 
into words than can music 
at its highest.”8   The Horn 
Players evokes a musical in-
terpretation. Standing out 
against the musician’s black 
coats, which are flat and 
unmodeled in the manner 
of  paintings by Édouard 
Manet, the repeating gold 
curved shapes of  the horns 
are suggestive of  the deep 
and resonant sound of  the 
instruments.  The undulat-
ing contours of  the woods 
and trees behind the fig-
ures convey a further sense 
of  melodic movement and 
tonal gradation.  

Davies’s coarse brushwork, 
simplified forms, and em-
phasis on public entertain-
ment in The Horn Players 
concur with aspects typically 
associated with the Ashcan 
School, with which Davies 
would have little connection 
later in his work.9   At the 
same time, Davies translat-
ed his subject matter through his own lens of  envisioning a world separate from 
that of  commonplace experience.  

Davies appears to have held onto The Horn Players until after 1925, when it en-
tered the collection of  Germaine Montereau, who was associated with the Manu-
factures des Gobelins, the factory in Paris and  Beaugency, France, for which Da-
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cat 1. The Horn Players, ca. 1893, Oil on canvas, 10 3/4 x 9 1/4 in.



vies would create designs for tapestries, beginning in 1925. The artist must have 
carried the painting overseas, perhaps as a means of  payment to Montereau for 
the lessons he took in the art of  weaving and for the refining of  his designs so 
they could be produced.10  

Another early example is Chil-
dren Playing (Cat. 2), which 
may well have been among 
the paintings Davies ex-
hibited at his second show 
at the Keppel Galleries in 
Chicago, held in April of  
1896.  The Chicago Daily Tri-
bune described the show as 
consisting “mostly of  small 
studies of  children at play in 
meadows or woods, wander-
ing among the flowers and 
trees, or listening to a story 
of  some fairy princess.”11   
The painting demonstrates 
Davies’s union of  reality and 
fantasy.  He probably drew 
his inspiration from watching 
his three nieces (living with 
the Davies family in Congers, 
New York), and his first son, 
Niles, born in March 1893.  
The girls in the forefront of  

the painting may represent the younger of  the three.  
The one standing in red has hitched the boy to a toy 
set of  reins, acting out an activity that was no doubt 
popular in a day when horses and carriages were still 
the main mode of  transportation.  That such reins 
were common items for parents to purchase for 
children’s games is borne out by an ad for just such 
bell-adorned reins from a Sears Catalogue of  Fall 
1900 (Fig. 2).  Other children blend into the back-
ground as they might in a tonal nocturne by James 
McNeill Whistler, while in their wispy presence, they 
are suggestive of  wood sprites from Shakespeare’s A 
Midsummer Night’s Dream.  The natural and charmed 
existence of  childhood, when a game can seem real, 

appears to be Davies’s theme in this painting, expressing his ideal vision of  a 
life that would afford a fluid interchange between the realm of  actual experi-
ence and one of  make-believe.  Davies depicted a similar subject in Dancing 
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cat 2. Children Playing, ca. 1896, Oil on canvas, 18 x 22 in.

fig 2. toy reins, Sears catalogue, Fall 1900.



Children (1902, Brooklyn Museum, New York), which scholar Teresa A. Carbone 
suggests may have been created as an elegy for the oldest of  the artist’s nieces, 
Lucy Betts, who died suddenly at age seventeen in 1902.12  
	
In Little Fauns on the Banks of  the Arethusa (Cat. 3), Davies portrayed two young 
fauns with goat ears standing on the banks of  the mythical Arethusa, a body of  
water named for the nymph whom Artemis changed into a spring or river to pro-
tect her from pursuit by the river god Alpheus.  Davies based his image of  the 
fauns on his two sons, Niles and Arthur David, but idealized them, capturing a 
contemplative moment when the older boy has raised his arm to give an explana-
tion to the younger one, perhaps telling of  the nymph’s fate.  Davies may have 
drawn inspiration for this painting, as well as for an earlier image of  the nymph 
Arethusa (ca. 1893, Butler Institute of  American Art, Youngstown, Ohio), from 
poems on the subject of  the myth by Percy Bysshe Shelley (published posthu-
mously in 1820) and by the symbolist poet, Stéphane Mallarmé (first written 
in 1865).  Davies added a sense of  timeless splendor to the work through his 
handling in which he applied thin, semi-translucent glazes, producing a velvety 
surface and an ambient tonal light in the manner of  a work by Titian or other 
painters of  the Venetian Renaissance.

In Rosy-Fingered Dawn (Cover detail and Cat. 4), Davies again drew from an ancient 
Greek source.  The subject refers to Homer’s Odyssey, in which this metaphor of  
dawn appears frequently, marking the beginning of  Odysseus’s journey and other 
points at which new obstacles occur.  Homer makes an analogy between the 
beginning of  the day and Odysseus’s youth and inexperience.  Later in the epic 
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cat 3. Little Fauns on the Banks of the Arethusa, ca. 1900, Oil on canvas, 16 1/4 x 22 in.



story, Homer describes dawn as “gold-throned,” suggesting that by the end of  
his journey, Odysseus has developed strength and a richness of  knowledge that 
endow him with regal bearing.  Davies alludes to some of  these ideas in his paint-
ing.  Represented by a rose-toned lithe nude figure, the dawn is interrupted by 
a small child who pleas for her attention, pulling her right arm and pointing for 
her to look upward.  Stepping lightly forward, the figure of  dawn, who towers 
over the landscape, is curtailed in her movement by a hanging vine. Her head is 
bowed rather than gazing in the direction that the child points.  While the figure 
herself  is rosy-colored, the background is gold-toned, suggesting the presence 
of  the later more powerful dawn.  Although Davies’s meaning is enigmatic, the 
painting could be an expression of  the conflict the artist felt in his two lives and 
the tension he experienced between his role as a father and that of  an artist.  

Seadrift (Cat. 5) has the distinction of  being one of  three paintings Davies chose 
to exhibit at the 1913 Armory Show, in which he played an instrumental role.  
As in two of  his other works on view at the show, a painting Moral Law—Line 
of  Mountains (ca. 1911, Virginia Museum of  Fine Arts, Richmond), and a pastel 
Design, Birth of  Tragedy (Colby College Museum of  Art, Waterville, Maine), the 
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cat 4. Rosy-Fingered Dawn, ca. 1910, Oil and graphite on canvas, 16 x 20 in.



figures in Seadrift imply successive motion and varied aspects of  one story.   This 
approach reflects Davies’s interest in the photographic studies of  the human fig-
ure in motion by Eadweard Muybridge, while it has a fascinating resonance with 
Marcel Duchamp’s Nude Descending a Staircase (1912, Philadelphia Museum of  
Art)—for which Duchamp also looked at the work of  Muybridge.  Duchamp’s 
painting was controversial even in Paris: in 1912, he was asked by the Cubist 
Albert Gleizes to voluntarily withdraw it from submission to the Salon des In-
dépendants on the basis of  the fact that a nude “reclines rather than descends.”  
For Davies to have derived in-
spiration from Duchamp’s im-
age, he would have had to have 
seen it in Duchamp’s Paris stu-
dio before its first public view-
ing, which took place at the Ar-
mory Show.  There, called “an 
explosion in a shingle factory,” 
it was the subject of  ridicule 
and stood for the extremist el-
ement in the show that scan-
dalized the public.  In Davies’s 
image, the nude figures rising 
from the water are suggestive 
of  a broad range of  associa-
tions, from the movement of  a 
single individual from the water 
to the evolution of  the species.  
In this respect, a figure appears 
to rise to an upright stance only 
to become lost and isolated in 
a spatial nebula from which he 
eventually tumbles once more 
to the water’s edge.  

Davies’s paint handling in the 
work is distinctive for its time, 
demonstrating a gestural and 
abstract layering that antici-
pates the approach of  the Ab-
stract Expressionists of  the 1950s.  Both referencing in its title the jetsum along 
an ocean shore and a sense of  being adrift in life, the painting, with its classically 
pyramidal composition, evokes a feeling of  spiritual searching that the artist 
may have felt in his divided existence, especially after Edna gave birth to his 
daughter Ronnie in 1912. 

Also painted about the time of  the Armory Show, Figures in a Landscape (Cat. 6) 
is another highly unusual work.  Here Davies included figures in various poses 
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cat 5. Seadrift, ca. 1912, Oil on canvas, 28 x 23 in.



who themselves define the structure of  a landscape, yet one broken into the 
fragmented space and multiple perspectives of  Cubism.  The figures are inter-
locked within the arrangement, their isolation and the restriction of  their move-
ment suggesting a modern sense of  alienation.  Davies’s paint handling is again 
strikingly advanced, demonstrating an awareness of  the overall pictorial unity 
through brush movement and coloristic relations. 

Two Figures with Deer (Cat. 6) demonstrates Davies’s return to his earlier style in 
the period following the Armory Show, yet the painting’s heated complementary 
colors of  blue and orange demonstrate his freedom from convention.  The sub-
ject again seems drawn from Greek mythology, presenting a reinterpretation of  
the story of  Artemis and Actaeon. Traditionally in the myth, Actaeon stumbles 
on the nude goddess bathing.  For this transgression, Artemis punishes Actaeon 
by forbidding his speech with a warning that if  he were to speak, she would 
change him into a stag.  When he calls to his hunting party, Artemis carries out 
her threat, at which point the hunter’s dogs, not recognizing Actaeon, turn on 
him and tear him to pieces.  In Davies’s painting, it is seemingly the hunter who 
is discovered in the flesh by the goddess, while the stag prances away.  Nonethe-
less, the outcome is unclear.  In the distance, three figures, perhaps representing 

8

cat 6. Figures in a Landscape, ca. 1912, Oil on canvas, 23 3/4 x 28 1/4 in.



the fates, evoke the theme of  destiny and add a sense of  foreboding.   While an 
analogy can be drawn to Davies’s life from this image, it also reflects his view of  
myth as a living form, 
reaching across the 
ages.  

Given that Davies was 
a ground breaker in 
introducing American 
audiences to a radical 
new art, a testament to 
his even greater fore-
sight is his realization 
that the basis for mo-
dernity was not a break 
from the past, but its 
continual reinvention.  
Today when the idea 
of  a linear progression 
in art has been called 
into question, such a 
broader awareness has 
resonance.  

Biography

The fourth of  five children, Arthur B. Davies was born in Utica, New York, to 
David Thomas, a successful businessman and an ardent Methodist minister, and 
Phoebe Loakes Davies.  He demonstrated an early interest in mechanics, sports, 
and art, creating his first painting when he was ten and copying images from 
art and literary magazines in his youth.  At age fourteen, he began to study art, 
taking private classes in nearby Cazenovia with Dwight Williams, a painter of  
Tonalist landscapes.  Among his first influences was an exhibition he visited in 
1878 of  the work of  George Inness, held at the Utica Art Association.  

Due to financial duress, the Davies family moved to Chicago in 1879.  There, 
the young artist attended the Chicago Academy of  Design for two years (1880-
81) before setting out on a two-year trip in the Southwest, where he served as 
a draftsman and civil engineer for the Santa Fe Railroad. On his return, Davies 
enrolled at the Art Institute of  Chicago, studying under Charles Abel Corwin, 
a former student of  Frank Duveneck, and Alice Kellogg, with whom he struck 
up a romance.  In 1887, Davies worked on a cyclorama of  the Civil War Battle 
of  Shiloh for the B & O passenger depot on Chicago’s Michigan Avenue, along 
with John Twachtman and several other artists.  
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cat 7. Two Figures with Deer, ca. 1914–17, Oil on canvas, 14 1/2 x 
17 3/4 in. 



By 1888, Davies had moved to New York 
City, where he began producing illustra-
tions for Century and St. Nicholas maga-
zines.  He also studied at the Art Students 
League. Among his teachers was Kenyon 
Cox, who introduced him to the work of  
Puvis de Chavannes, which would have a 
strong impact on his work. Later, Davies 
studied sculpture at the league with Augus-
tus Saint-Gaudens. 

In 1890, Davies met Virginia Meriwether 
Davis on the Staten Island Ferry.  Davies 
and Davis, a medical doctor on the staff  
of  the New York Infant Asylum who was 
a direct descendant of  Meriwether Lewis, 
were married in July of  1892.  The two, 
who shared a love of  art, music, and lit-
erature, soon moved to a farm in Congers, 
New York, about an hour north of  New 
York City and just west of  the Hudson 
River.  Naming the farm, “The Golden 
Bough,” Davies demonstrated his aware-
ness of  the 1890 book of  this title by the 
Scottish anthropologist Sir James George 
Frazer, consisting of  a comparative study 
of  religions and encompassing folklore 
and magic.13   In the book, Frazer cited a 
painting of  1833 with this title by James 
Mallord William Turner, itself  inspired by 
Virgil’s poem, The Aeneid.  

Davies’s first son, Niles, was born, in 
March 1893.  Within the year, the Davies 
household expanded, when Virginia’s wid-
owed sister, Mattie Betts, moved in with 
her three daughters, then ages nine, seven, 
and five.  Davies featured the girls in many 
of  his early canvases.  In 1893, Keppel 
Galleries in New York held an exhibition 
of  Davies’s lithographs.  Two years later, 
the Chicago branch of  the gallery held the 
first solo show of  Davies’s paintings.  That 
year also saw the birth of  the artist’s sec-
ond son, Arthur David, as well as a sum-
mer in Europe, in which the artist visited 
Amsterdam, Paris, and London.

10

cat 8. Life Study (Interior), ca. 1910, Oil on canvas, 12 x 6 in.



By 1896, Davies had become as-
sociated with Macbeth Gallery, 
establishing a close relationship 
with the proprietor, William 
Macbeth; Davies would be af-
filiated with the gallery until 
1919. His initial show at Mac-
beth was a group exhibition of  
1894, in which the works of  
Robert Henri and William Gla-
ckens were also included.  Mac-
beth held the first solo show of  
Davies’s work in New York in 
1896.  The New York Times re-
ported:  “There are two other 
men in this city whose art is 
closely allied to that of  Davies.  
These are R. W. Blakelock and 
Albert Ryder, but while the last 
two succeed at times at tonal 
qualities of  rare richness, Mr. 
Davies, seeing even more glo-
ry of  color, adds an astonish-
ing naïveté that is fascinating 
and unique.”14  Davies traveled 
abroad again in 1897, spend-
ing time in Italy, North Africa, 
and Spain.  The following years 
were marked with sadness for 
the artist.  His daughter Silvia, born in June of  1898, lived only eleven month; his 
son Alan, born in the summer of  1900, lived only a year.  

About 1900, Davies became estranged from his wife and began spending more 
time in New York City, where he moved his studio to 237 Fifth Avenue, in the 
same building as Macbeth Gallery.  His work continued to receive attention for 
its uniqueness.  For example, a review of  Davies’s 1901 exhibition at Macbeth in 
the New York Times, entitled “Paintings by an Idealist,” stated: 

The strain of  realism has been so hard during the last three decades that 
one turns with a sense of  relief  to an artist who is not so overwhelmed 
by the pressure to make things real that he has no vitality left to follow 
higher paths. . . . He leaves the deadly level of  the commonplace and 
seeks the realm of  dreams, leaving it to the observer to get into relations 
with him as best the observer may. . . No one who enjoys pictures out of  
the common should fail to visit this gallery.15   
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cat 9. Life Study (Female Figure), 1910s, Chalk on 
paper, 18 x 13 in.



In 1902, the artist Edna Potter became Davies’s model.  Three years later the 
two began to live together as a married couple under the assumed name of  Mr. 
and Mrs. David A. Owen.  They would retain this identity through the rest of  
Davies’s life. 

In 1904, an exhibition was held 
at the National Arts Club in New 
York, including the work of  Da-
vies, along with that of  Henri, 
Glackens, Luks, Sloan, and Pren-
dergast, establishing a group that 
would expand into the Eight 
within a few years.  The New York 
Times recognized the show’s sig-
nificance in an article sub-head-
ed “Startling Works by Red-Hot 
American Painters.” The author 
noted: “A collection like this has 
the most enlivening effect on the 
beholders; no one can remain in-
different; it is either admiration or 
damnation, and the style of  most 
of  the paintings is such as to de-
mand an instant decision. If  the 
end of  the month is reached with-
out duels, the club is in luck.”16  
Davies traveled west again in 1905, 
taking a trip that began in Denver 
and continued through parts of  
California, Oregon, Washington, 
and Canada.  Subsequently he be-
gan depicting female figures in an 
elongated fashion, inspired by the 
redwoods of  California. 

In the period that followed, Da-
vies continued to exhibit with future members of  the Eight, an association that 
culminated in the landmark exhibition held at Macbeth Gallery in February of  
1908 that brought the group to a new level of  notoriety.  Their work was sub-
sequently seen at the Pennsylvania Academy of  the Fine Arts, the Art Institute 
of  Chicago, and at venues in seven other cities, through 1909.  In that year, 
Lizzie P. Bliss, the daughter  of  textile merchant and United States Secretary of  
the Interior under President William McKinley, Cornelius Newton, purchased a 
painting by Davies.  She soon turned to Davies as a consultant as she built one 
of  the finest collections of  modern art in America in the early twentieth century.  
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cat 10. Mountain Pass, Italy, ca. 1928, Watercolor on 
paper, 12 1/4 x 9 1/2 in.



(In 1929, Bliss founded the Mu-
seum of  Modern Art with Mary 
Quinn Sullivan and Abby Al-
drich Rockefeller.)17   Bliss also 
became Davies’s leading patron, 
creating the largest private col-
lection of  his work in America.  

On December 19, 1911, the first 
meeting of  the Association of  
American Painters and Sculptors 
was held.  When the group’s first 
president, J. Alden Weir, stepped 
down, and Henri declined the 
position, Davies was asked to 
serve.  He accepted, but went 
far beyond the organization’s 
initial plans for a large indepen-
dent display of  the work of  the 
group, creating the most influ-
ential exhibition of  the era.  As 
noted above, he was escorted by 
Walter Pach to the studios of  
the Parisian avant-garde, absorb-
ing all that he saw and selecting 
the cutting-edge art of  the time 
for the show.  On viewing the 
work of  the Duchamp broth-
ers, Davies was known to have 
commented: “That’s the stron-
gest expression I’ve seen yet.”18  
Open to all of  the progressive 
trends of  European modernism, Davies was responsible for bringing the work 
of  Post-Impressionists, Cubists, Dadaists, and Symbolists to the attention of  the 
American people, along with examples of  art by American innovators.  At the 
exhibition, Davies was on hand daily to greet visitors, while working to counter 
the horrified reactions. Of  his efforts, Stieglitz wrote:  “You have done a great 
work.”19  He then proceeded to purchase two of  Davies’s drawings from the 
show.  Bliss was guided by Davies’s advice in her purchases from the exhibi-
tion.  

Davies’s interest in a wide variety of  art fed his passion for collecting.  Over 
time, he amassed nearly five hundred works, including European examples by 
William Blake, Georges Braque, Edgar Degas, André Derain, Juan Gris, Fer-
nand Léger, Aristide Maillol, Camille Pissarro, Auguste Rodin, Georges Seurat, 
and Paul Signac. He also collected works by American artists, including George 

cat 11. Female Figure Studies, 1910s, Oil on canvas, 21 5/8 
x 11 3/4 in.



Bellows, Patrick Henry Bruce, Winslow Homer, George Luks, John Marin, Alfred 
Maurer, Maurice Prendergast, Albert Pinkham Ryder, Charles Sheeler, Joseph Stella, 
Max Weber, and Stanton MacDonald Wright.  Additionally, Davies collected Greek 
and Roman sculpture, Persian and Mesopotamian pottery, and Coptic, Flemish, and 
English tapestries.  

In the period following the Armory Show, Davies incorporated modernist means 
into his art, fusing aspects of  Cubism, Futurism, German Expressionism, and Sy-
chromy.  He abstracted and fragmented the figure, often arranging figural forms into 
chromatic shapes in motion.  He used this approach for his important commission 
in 1914, the murals he created for Lizzie Bliss’s music room (now in the Munson-
Williams-Proctor Arts Institute, Utica, New York). However, by 1918 Davies had re-
turned to his earlier romanticized approach, finding modernist methods too avoidant 
of  subjective feeling.  Late in his career, his art showed the influence of  the theories 
of  “inhalation,” in which models posed while holding their breath. 

During the course of  his career, Davies also produced a number of  works in bronze 
and wood and numerous lithographs, aquatints and etchings.  

In 1924, Davies executed a set of  murals for International House in New York.  That 
year also saw the publication of  a book of  collected essays on Davies’s art by Dwight 
Williams, Royal Cortissoz, Frank Jewett Mather Jr., and Frederic Newlin Price.  Dur-
ing the 1920s, Davies began to divide his time between New York and Europe, first 
in Paris and then in Florence.  He died in the latter city in 1928.  Two years follow-
ing his death, the Metropolitan Museum of  Art held a memorial exhibition of  his 
work.  

Lisa N. Peters
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cat 12. Trees and Houses, ca. 1900, Oil on panel, 5 1/2 x 9 3/4 in.
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cat 13. Green Hills and the Apennine Range, Italy, 
ca. 1925, Watercolor on paper, 9 3/8 x 12 3/8 in.



A.B. Davies:
Museum Collections 

Addison Gallery of  American Art, Andover, Massachusetts
Academy Art Museum, Easton, Maryland
Allen Memorial Art Museum, Oberlin College, Ohio
Arkell Museum at Canajoharie, New York
Arnot Art Museum, Elmira, New York
Art Institute of  Chicago
Ball State University Museum of  Art, Muncie, Indiana
Boca Raton Museum of  Art, Florida
Brandywine River Museum, Chadds Ford, Pennsylvania
Brooklyn Museum, New York
Butler Institute of  American Art, Youngstown, Ohio
Cantor Arts Center, Stanford University, California
Carnegie Institute, Pittsburgh
Charles Hosmer Morse Museum of  American Art, Winter Park, Florida
Cheekwood Museum of  Art and Botanical Garden, Nashville, Tennessee
Chrysler Museum of  Art, Norfolk, Virginia
Cincinnati Art Museum
Colby College Museum of  Art, Waterville, Maine
Colorado Historical Society, Denver
Colorado Springs Fine Arts Center
Columbus Museum of  Art, Ohio
Columbus Museum, Georgia
Crocker Art Museum, Sacramento, California
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cat 14. Fields and Trees, ca. 1927, Oil on panel, 6 5/8 x 10 5/8 IN.



Dayton Art Institute, Ohio
Delaware Art Museum, Wilmington
Denver Art Museum
Detroit Institute of  Arts, Michigan
Everson Museum of  Art, Syracuse, New York
Flint Institute of  Arts, Michigan
Frederick R. Weisman Art Museum, University of  Minnesota, Minneapolis
Fred Jones Jr. Museum of  Art, Norman, Oklahoma
George Walter Vincent Smith Museum, Springfield, Massachusetts
Georgia Museum of  Art, Athens
Herbert F. Johnson Museum of  Art, Cornell University, Ithaca, New York
Hickory Museum of  Art, North Carolina
High Museum of  Art, Atlanta, Georgia
Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washington, D.C.
Hunter Museum of  American Art, Chattanooga, Tennessee
Indianapolis Museum of  Art
Jack S. Blanton Museum of  Art, Austin, Texas
John and Mable Ringling Museum of  Art, Sarasota, Florida
Joslyn Art Museum, Omaha, Nebraska
LaSalle University Art Museum, Philadelphia
Los Angeles County Museum of  Art
Lyman Allyn Museum, New London, Connecticut
Maier Museum of  Art, Lynchburg, Virginia
Marion Koogler McNay Art Museum, San Antonio, Texas
Mead Art Museum, Amherst, Massachusetts
Memorial Art Gallery, University of  Rochester, New York
Memphis Brooks Museum of  Art, Tennessee
Metropolitan Museum of  Art, New York
Michael C. Carlos Museum, Atlanta, Georgia
Michelson Museum of  Art, Marshall, Texas
Middlebury College Museum of  Art, Vermont
Minneapolis Institute of  Arts, St. Paul, Minnesota
Minnesota Museum of  American Art, St. Paul
Mobile Museum of  Art, Alabama
Montclair Art Museum, New Jersey
Montgomery Museum of  Fine Arts, Alabama
Munson-Williams-Proctor Arts Institute, Utica, New York
Musée Nationaux Paris, France
Museum of  Art and Archaeology, University of  Missouri, Columbia
Museum of  Art, Brigham Young University, Provo, Utah
Museum of  Fine Arts, Boston
Museum of  Modern Art, New York
Museum of  New Mexico, Santa Fe
Muskegon Museum of  Art, Michigan
National Gallery of  Art, Washington, D.C.
Nelson-Atkins Museum of  Art, Kansas City, Missouri
Nelson Fine Arts Center, Arizona State University Art Museum, Tempe
Newark Museum, New Jersey
Neuberger Museum of  Art, Purchase, New York
New Jersey State Museum, Trenton
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New Orleans Museum of  Art
Oakland Museum of  California
Oklahoma City Museum of  Art
Parrish Art Museum, Southampton, New York
Pennsylvania Academy of  the Fine Arts, Philadelphia
Philadelphia Museum of  Art
Phillips Collection, Washington, D.C.
Phoenix Art Museum, Arizona
Portland Art Museum, Oregon
Portland Museum of  Art, Maine
Princeton University Art Museum, New Jersey
Reading Public Museum, Pennsylvania
Rhode Island School of  Design Museum of  Art, Providence
Robert Hull Fleming Museum, Burlington, Vermont
Ruth Chandler Williamson Gallery, Scripps College, Claremont, California
San Diego Museum of  Art, California
Santa Barbara Museum of  Art, California
Sheldon Museum of  Art, University of  Nebraska, Lincoln
Smithsonian American Art Museum, Washington, D.C.
Spencer Museum of  Art, Lawrence, Kansas
Swope Art Museum, Terre Haute, Indiana
Telfair Museum of  Art, Savannah, Georgia
Toledo Museum of  Art, Ohio
University of  Arizona Museum of  Art, Tucson
University of  Michigan Museum of  Art, Ann Arbor
USC Fisher Museum of  Art, University of  Southern California, Los Angeles
Wadsworth Atheneum Museum of  Art, Hartford, Connecticut
Washington Country Museum of  Fine Arts, Hagerstown, Maryland
Whitney Museum of  American Art, New York
Worcester Art Museum, Massachusetts
Yale University Art Gallery, New Haven, Connecticut 
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