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1. NAME OF PROPERTY

Historic Name: The Frick Collection and Frick Art Reference Library Building 
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4. STATE/FEDERAL AGENCY CERTIFICATION

As the designated authority under the National Historic Preservation Act of 1966, as amended, I hereby certify
that this____nomination____ request for determination of eligibility meets the documentation standards for
registering properties in the National Register of Historic Places and meets the procedural and professional
requirements set forth in 36 CFR Part 60. In my opinion, the property____meets____ does not meet the
National Register Criteria.

Signature of Certifying Official Date

State or Federal Agency and Bureau
'I

In my opinion, the property____meets____ does not meet the National Register criteria.

Signature of Commenting or Other Official Date

State or Federal Agency and Bureau

5. NATIONAL PARK SERVICE CERTIFICATION

I hereby certify that this property is:

Entered in the National Register 
Determined eligible for the National Register 
Determined not eligible for the National Register 
Removed from the National Register 
Other (explain):

Signature of Keeper Date of Action
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6, FUNCTION OR USE 

Historic:

Current:

Domestic Sub: Single Dwelling
Education Library
Recreation and Culture Sub: Museum
Education Library

7. DESCRIPTION

ARCHITECTURAL CLASSIFICATION: Late 19*'’ & 20*” Century Revivals: Beaux-Arts

MATERIALS:
Foundation: Brick, concrete 
Walls: Limestone 
Roof: Glass, copper, asphalt 
Other:
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Summary
The Frick Collection and Frick Art Reference Library in New York comprise an institution that is considered 
one of the great legacies of the first period of major art collecting in the United States and one of the defining 
activities of the Gilded Age elite. Among his contemporaries, Henry Clay Frick (1849-1919) stood out as both a 
collector and, with his superb Carrere & Hastings edifice sensitively designed for a high-profile Fifth Avenue 
site, architectural patron. Frick’s vast fortune, knowledge of the arts and architecture—nurtured and bolstered 
by a cadre of expert advisors, and desire to create a monument of the most personal sort, resulted in a museum 
and institution with few rivals. It is one of the best examples of the (art) house museum subset within that type 
in this country. Its transition from private house museum to publicly accessible institution, whose core mission 
was retention of the character established by Frick, required an expansion program so expertly conceived by 
John Russell Pope, that the earlier and later portions read as a seamless whole. Pope’s additions, constructed 
between 1931 and 1935, included a much-expanded Frick Art Reference Library, which has been an integral 
aspect of the institution since its 1920 founding by daughter Helen Clay Frick (1888-1984). The Frick 
Collection and Frick Art Reference Library Building maintain an uncommon degree of physical integrity and 
convey the character defining features that underpin its national significance both for its architecture and as a 
cultural institution.

Describe Present and Historic Physical Appearance.

Exterior
The Frick occupies the entire block-frontage along Fifth Avenue between Seventieth and Seventy-First Streets 
in New York City, facing Central Park. The limestone building is set back from Fifth Avenue behind a spacious 
raised garden, which is separated from the surrounding cityscape by elaborate iron fencing and a stone wall.
The central portion of the Frick House is three stories, with a neatly rusticated first floor topped by a beltcourse. 
The third story is set back behind a parapet of balusters alternating with solid piers. The Fifth Avenue (west) 

facade is anchored by an implied portico composed of four monumental ionic pilasters resting on a raised 
terrace with a grand stair, flanked by large urns, descending into the garden. The pilasters frame three bays 
containing arched entries on the first floor and floor-length openings fronted by stone balustrades on the second. 
The remaining first-floor windows are rectangular, fitted with French doors, and topped by ornate carved stone 

plaques.

The two wings, which are perpendicular to the central portion, are tied together by the wide beltcourse. The 
gallery wing on the north side is one and a half stories high and has a loggia of pairs of fluted columns capped 
with Ionic capitals. At the Fifth Avenue end is a small pavilion that continues the rusticated first floor and has 
an arch with a demilune tympanum that is carved with a classical nude. This arch is repeated on the Fifth 
Avenue face and the wall proceeds along that front with three more square-headed windows with bas-relief 
carving as well. The southern, two-story wing of the house projects with the same rusticated treatment and has 
two windows with triangular pediments facing Fifth Avenue.

The treatment of the southern wing along Seventieth Street is similar to the Fifth Avenue front of the central 
portion. The original entrance to the house was through a porte-cochere behind the house with a carriage 
passage running from Seventieth Street to Seventy-First Street, enclosed to the west by a courtyard. During the 
1930s alterations, the pediment and sculpture on the 70* Street face of the no longer needed porte-cochere, were 
brought southward almost to the plane of the rest of the south facade and reused as the main entrance to the 
museum. To the east of the entrance stands a one-story pavilion, a sympathetic addition completed in 1977, 
having a solid rusticated wall facing 70* Street. This pavilion extends three bays northward from the south 
wall, each of which contains an arched opening containing French doors topped by a semicircular transom 
facing onto a garden to the east. The garden is enclosed on its north and east sides by a one-story enclosure
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composed of perimeter walls that continue the design motifs of the pavilion. The south side of the garden is 
defined by ornate iron fencing. The remainder of the museum’s east wall abuts the Frick Art Reference Library.

The one-story north wall of the museum proper is an elongated version of the original design, which was 
extended during the 1930s renovations. A pair of Serliana arches set off by a tabernacle frame composed of 
Ionic pilasters topped by a segmental pediment containing sculptures (similar to the treatment of the pavilion 
facing the Fifth Avenue garden), frames the composition. The expanse of wall between is apportioned into 
sections by pairs of Doric pilasters alternating with blank sections of wall; these sections are topped by 
decorative stone plaques. The Frick Art Reference Library is physically contiguous, though compatibly 
distinctive, with the north wall of the museum. Designed and constructed at the same time as the Pope 
extensions to the house, the harmoniousness of the Library’s facade reflects its centrality to the mission and 
function of the Frick Collection since its establishment. The Renaissance Revival palazzo features a 
monumental arch at center containing the entrance opening through two stories of rustication. The cornice 
running along the top of the pilasters on the north wall continues across the face of the Library, and similarly 
scaled pilasters and columns further tie the two sections together. The wall is simply rendered above the 
entrance arch, pierced on the north and west sides by large windows with tabernacle frames with triangular 
pediments. A heavy, denticulated entablature closes the composition, with the upper stories set back from the 
lower wall planes.

Interior
As completed, the plan of the Frick house was not a traditional symmetrical Beaux-Arts design but rather a dog
leg axial plan; a scheme often used by Carrere and Hastings. The central portion of the plan consisted of a 
living hall flanked by the library and the drawing room all opening onto the Fifth Avenue garden; north-south 
axes crossed through the three rooms on the west and from the south hall, living hall, and north hall on the east. 
The main axes of the two flanking wings were positioned perpendicular to those in the central block. The west 
wing contained the large Gallery whose east-west axis was echoed by another axis miming from the exterior 
pavilion facing Fifth Avenue, along the loggia, and through the library and north hall to a vestibule opening onto 
the carriage drive. In the east wing, the dominant axis traveled from the main entrance westward through the 
south hall and west vestibule into the garden. As the dominant room in the east wing, the dining room was 
largely situated outside the system of cross axes as was the stair hall, which occupied a position at the 
intersection of the long hall and the entrance hall just to the north of the main entrance. The stairhall is 
dominated by an Aeolian organ.

The dog-leg axial plan of the first floor was only partially repeated on the second because the lofty ceiling 
heights and skylights of the west wing precluded additional floors. The second floor contained bedrooms for 
Henry Clay Frick, his wife Adelaide Frick, and their daughter Helen Clay Frick. Mr. Frick also had a private 
sitting room, and Mrs. Frick had a boudoir. Each of these rooms overlooked Fifth Avenue. In addition, there 
was a breakfast room, guest rooms, and bathrooms. The third floor had three more guest rooms, quarters for the 
female servants and the housekeeper, bathrooms, a sewing room, hanging room, and tmnk storage. The 
basement level housed the service areas including the kitchen, butcher’s room, pantry, housekeeper’s office, 
refrigerated space, house laundry, servants’ laundry, upper servants’ dining room, general servants’ sitting and 
dining room, flower room, and receiving room. In addition, there were bedrooms for the male servants, 
bathrooms, and women’s and men’s coatrooms. The plans include all of the rooms that would be expected in an 
imposing city residence laid out in a manner that afforded optimum views and light but also the efficient 
running of a house. There are two elevators and two sets of stairs, with one of each dedicated to the service of 
the house.
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Frick died in 1919, and his will stipulated that the house was to become a museum upon his wife’s death, which 
occurred in 1931. At this time, the trustees for the Frick Collection hired John Russell Pope to execute changes 
adapting the house to its new function as a public institution. Pope was sensitive to the Louis XVI character 
established by Thomas Hastings. At this time, the drive on the east side of the house was eliminated and the 
carriage court reworked, glassed over, and turned into a garden court for the museum; it features a sunken pool 
with a fountain surrounded by plantings and trees. The southern face of the porte-cochere was retained for the 
entrance to the museum but was pushed southward, a change that provided a reception area with coatroom 
facilities. The upper floors of the building were considered “unsuited to the use or access of the general public” 
and were reassigned as offices and other fimctions that supported the development of the museum.* On the 
north side of the house. Pope created two additional galleries, the East Gallery and the Oval Room, and a Music 
Room. Pope’s changes and additions were not merely intended to increase the size of exhibit space in the 
museum but to facilitate visitor comfort and circulation, moving in a complete circuit from the entrance hall into 
the garden court and the new galleries, before passing into the West Gallery and back through the house’s 
original public rooms to the entranee.

Pope was also commissioned by the Trustees to build the new Frick Art Reference Library Building located at 
10 East Seventy-First Street, immediately north of the museum to which it is connected on the first floor and 
basement levels. The Library was conceived by Frick’s daughter. Miss Helen Clay Frick, and modeled on the 
photo-archive at the Witt Library of the Courtauld Institute in London. It contains six full stories with 
interposed mezzanines creating a structure of thirteen floors. The Library’s interior takes in a reading room, 
stacks, offices, and it once included private quarters for Miss Frick, from which she oversaw the Library.

Integrity
As originally constructed. The Frick Collection and the Frick Art Reference Library are extremely articulate 
examples of Beaux-Arts classicism executed with the most refined planning and detailing, and constructed of 
the finest materials. The transition from private house museum to publicly-accessible institution and later 
additions, have been devised with commensurate quality and elegance. The Pope expansion in the 1930s 
impacted the fabric of the original house as minimally as possible. The entrance drive and rear garden court 
were eliminated for Pope’s new spaces, with the porte-cochere traded for an entrance area and its south 
elevation becoming the main entrance for the museum. Henry Clay Frick’s office to the east of the West 
Gallery was sacrificed for the Oval Room and the desired pattern of eirculation through the institution. Service 
spaces to the east of the dining room were reconfigured for art display in particular the movement of the 
Boucher wall panels and related finishes downstairs from what had been Adelaide Frick’s boudoir. The upper 
floors—formerly the private realm of the family—have remained largely intact with the exception of minor 
spatial reconfigurations.^ From its phased completion in 1935, the Frick Collection and Frick Art Reference 
Library Building has been carefully maintained, with the updating of mechanical systems comprising the most 
radical of alterations.

Colin B. Bailey, Chief Curator of The Frick Collection, has observed:

Just as Pope’s additions to the Collection were intended to draw as little attention to themselves 
as possible—many visitors now naturally believe that Frick and his family inhabited the entire

' Records of the Organizing Director, Notebook I, page 4, Frick Collection Archives, New York, New York.
^ Five bathrooms and the partition walls of three were removed from the second floor. The bathroom walls removed include those 

between the northernmost two guest bedrooms (replaced with a simple dividing wall), between Mr. Frick’s and Miss Frick’s bedrooms, 
and those in Mrs. Frick’s Boudoir. The other baths removed were one adjacent to Mr. Frick’s sitting room and one adjacent to the 
southernmost guest bedroom; both of these spaces now serve as offices.
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space of the current museum—so was the Collection’s development carefully monitored to be ‘in 
harmony’ with the tastes and preferences of its foxmder.^

The Frick expanded once more from 1975 to 1977, adding a single-story building on the Seventieth Street side 
with a reception hall, coat check, a shop on the first floor and exhibition galleries in the basement. The addition 
was designed by John Barrington Bayley in conjunction with Harry Van Dyck and G. Frederick Poehler. The 
expansion also included a garden designed by Russell Page (1906-1985). In a 2006 consideration of the 
property, Mark Alan Hewitt commented on the stringent stewardship of the building by the institution, in 
particular Bayley’s addition:

The trustees.. .have guarded Hastings’ design contribution zealously through the decades, 
preventing the defacement by modernist additions that have beset other institutions in the city. 
John Barrington Bayley’s 1977 entry vestibule and garden were well matched to the Hastings and 
Pope building and made quite a stir with a design then considered outrageously traditional.*^

From its inception, the Frick Collection and Frick Art Reference Library has upheld a mission whose 
focus is maintaining as much of the Frick-inspired environment as possible, a mission whose concern for 
physical integrity is a built-in feature. The Pope and Bayley expansions are clear expression of the 
historic and current commitment to the institution’s architectural legacy, in actions and decisions both 
large and small.

^ Colin B. Bailey, Building the Frick Collection: An Introduction to the House and Its Collections (New York; The Frick 
Collection in association with Scala Publishers, 2006), 111.

Mark Alan Hewitt, Kate Lemos, William Morrison, and Charles D. Warren, Carrere and Hastings: Architects, vol. I (New 
York: Acanthus Press, 2006), 388-89.

■*i

1

■'4
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8. STATEMENT OF SIGNIFICANCE

Certifying official has considered the significance of this property in relation to other properties: 
Nationally:Statewide:_ Locally:

Applicable National 
Register Criteria:

Criteria Considerations 
(Exceptions):

NHL Criteria:

NHL Theme(s):

Areas of Significance: 

Period of Significance: 

Significant Dates: 

Significant Person(s): 

Cultural Affiliation: 

Architect/Builder:

Historic Contexts:

AX B C X D

A_B_C_D_E_F_G

I. 4

II. Creating Social Institutions and Movements
4. Recreational activities

III. Expressing Cultural Values
1. Educational and intellectual currents
5. Architecture, landscape architecture, and urban design

Architecture; Education; Other: Collecting in the United States 

1912-35

1914, 1919, 1935

Henry Clay Frick; Helen Clay Frick 

N/A

Carrere & Hastings (Frick residence, 1912-14)
John Russell Pope (Alterations to residence and Frick Art Reference Library, 
1931-35)
John Barrington Bayley and Harry Van Dyke (addition including coat room, 
exhibition gallery, and shop, 1977)

XVI. Architecture
M. Period Revivals

6. Beaux-Arts (1890-1915)
XXVII. Education

G. Adjunct Educational Institutions
1. Museums, archives, and botanical gardens
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State Significance of Property, and Justify Criteria, Criteria Considerations, and Areas and Periods of 
Significance Noted Above.

Introduction
The Frick Collection and Frick Art Reference Library Building is home to one of America’s most august and 
influential art institutions. They comprise a physical entity whose architectural importance not only rests on its 
significance within the museum typology, but also as a near-perfect architectural illustration of the museum’s 
foundations and expansion. The Frick is one of two in the United States within the “house museum” category 
that stands out from its peers, the other being the Isabella Stewart Gardner Museum in Boston. Distinct from 
their “historic” cousins, art house museums refer to highly personalized, self-made monuments devised wholly 
by individual collectors. Such a patron conceives and constructs a building primarily for the art with most of the 
rooms becoming dedicated museum settings; for a time, this building doubles as a residence. Eventually, the art 
and its container are bequeathed to an institution dedicated to maintaining the residential character of what 
becomes a publicly accessible facility. Some museums uphold this mission by keeping the resource more or 
less unchanged over time, for example the Isabella Stewart Gardner Museum, others, like the Frick Collection, 
make careful choices over time that uphold residential character while still embracing institutional evolution.

In 1912, Pittsburgh industrialist and art collector Henry Clay Frick hired Thomas Hastings of the famed Beaux- 
Arts firm of Carrere & Hastings to design a house for his art, and his family, on Fifth Avenue in New York; 
major construction was completed by the end of 1914. Frick’s collaboration with Hastings—as well as noted 
decorators and dealers Charles Allom, Elsie de Wolfe, Charles Carstairs, and Joseph Duveen—in acquiring art 
and furniture and fashioning what was felt to be an ideal environment for aesthetic appreciation, indicates 
Frick’s intention of eventually opening the building to the public. Between 1931 and 1935, with the expertise of 
renowned architect John Russell Pope, the trustees of the Frick Collection thoughtfully expanded the house and 
library, the latter understood as an integral part of the organization from its 1920 founding by Frick’s daughter, 
Helen Clay Frick. Their intention was to provide a new and modem experience for visitors; still, the tmstees’ 
overall adherence to Frick’s ideas about the institution and Pope’s sensitivity to the original design also resulted 
in a nationally-significant museum that remains in essentially the same form as it did when the public was 
invited inside for the first time in 1935.

The Rise of Collecting and the Domestic Museum in Gilded Age America
Serious art collecting in colonial and antebellum America remained an uncommon and rarified activity, even 
among people considered very wealthy as artwork was the most luxurious of luxuries with regard to function 
versus cost.^ Post-Civil War, Gilded Age economic prosperity created a newly wealthy generation of 

conspicuous consumers, of palace builders and art collectors. Architecture was the traditional form through 
which power and wealth were demonstrated. In America, a remarkable building boom occurred between the 
Civil War and World War I, including sumptuous urban townhouses, country places, and vacation houses.
At the same time, there emerged a distinguished circle of collectors, whose lives, careers, collecting passions, 
and patronage, intersected. Historian William Constable observed: “the emergence of the Great Master 
collection was due largely to social and economic changes in the United States in the [eighteen] eighties and 
nineties. There came into existence a class of extremely wealthy men who formed an aristocracy based on

^ See Margaretta M. Lovell, “Painters and Their Customers: Aspects of Art and Money in Eighteenth-Century America,” in Of 
Consuming Interests: The Style of Life in the Eighteenth Century, ed. Cary Carson, Ronald Hof&nan, and Peter J. Albert 
(Charlottesville: Published for the United States Capitol Historical Society by the University Press of Virginia, 1994), 285-86, and 
Angela B. Mack and J. Thomas Savage, “Reflections of Refinement: Portraits of Charlestonians at Home and Abroad,” in In Pursuit of 
Refinement: Charlestonians Abroad, 1740-1860, ed. Maurie D. Mclnnis and Angela D. Mack (Columbia, SC: University of South 
Carolina Press, 1999), 23-24.
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money, whose pre-eminence was widely recognized, and whose power was indisputable.”^ These people, 
including the Vanderbilts, Morgans, Havemeyers, Fricks, Walters, Rockefellers, Isabella Stewart Gardner, John 
G. Johnson, P. A. B. Widener, Charles Lang Freer, and Andrew Mellon, were tied together through architects, 
art dealers, business associates, and, above all, the works of art themselves. They visited one another, studied 
one another’s collections, and benefited from their mutual experiences in assembling, enriching, and arranging 
their collections.

The new houses built by Gilded Age collectors had to be furnished with commensurate style, sophistication, and 
luxury to provide an appropriate place for the display of artwork and as an attempt to import cultural and social 
validity using long-established European sources. While a few patrons favored progressive interior design—for 
example, the rooms completed in 1892 by Louis Comfort Tiffany and Samuel Colman for the Havemeyer 
mansion at 1 East Sixty-Sixth Street (at Fifth Avenue)—^the majority preferred more traditional European styles 
of decoration. In a conscious effort to emulate titled Europeans, Americans bought the illusion of Old World 
ambience through new houses rendered in any one of a number of monumental historical styles and filled with 
antiques and works of art purchased in Europe. There was a wide range in chosen architectural models as well 
as the character of collections assembled after the Civil War, but generally taste favored Beaux-Arts and 
Italianate buildings that contained popular and widely accepted art of the French Academy and the Barbizon 
school. Whereas wealthy European families had inherited estates filled with varied artwork and furnishings 
assembled over generations, the houses and domestic museums the newly rich in America predominantly 
represented the taste of that particular generation.^

These early large-scale collectors generally created what can be called “domestic museums” within their city or 
country residences. The inclusion of an art gallery that often also served as a ballroom for entertaining large 
groups could elevate the social status of these collectors. It was not uncommon for the galleries to be open to 
the public on a limited basis. Mrs. William B. Astor, perhaps the most prominent member of the social elite in 
post-Civil War New York, had an early picture gallery in her New York City house at Fifth Avenue and Thirty- 
Fourth Street. An interior photograph depicts the art collection in the 1880s and documents the predictable 
group of Barbizon and academic paintings.* When Mrs. Astor moved uptown to 840-42 Fifth Avenue, a double 

mansion designed by Richard Morris Hunt and completed in 1895, there was an even larger art gallery at the 
rear Joining the two houses. This gallery, also used as a grand ballroom, had many of the same paintings hung 
in an identical arrangement as in the old house.

Gilded Age “robber barons” such as the Vanderbilts, accumulated immense wealth through railroads, industry, 
and banking, and formed a new class of patrons. William H. Vanderbilt, the son of Commodore Cornelius 
Vanderbilt, doubled the fortune that he inherited from his father in 1877, before his own death in 1885. His city 
palace at 640 Fifth Avenue (1879-82) was decorated in high style by Herter Brothers and contained a large art 
gallery. While the interior decoration was cutting edge, the art collection was very much in the prevailing taste

® William George Constable, Collecting in the United States of America (London: Thomas Nelson and Sons, 1964), 97. The 
subject of collecting old masters is a specialized topic that is very different from the subject of collecting American paintings, antiques, 
or folk art. A parallel can be drawn in the study of architecture where the Beaux-Arts classicism, based on European models, is 
considered separately from the Colonial Revival, which drew upon American classical precedent. Both existed contemporaneously, 
and indeed were even executed by the same American architects (especially McKim, Mead & White). Where the Colonial Revival and 
collecting of Americana was rooted in patriotic historicism, the collecting of Old Masters and the Beaux-Arts style was rooted in an 
emulation of the European precedents, and an imperialistic demonstration of power, wealth, and cultural sophistication. Collecting in 
the United States has been selectively studied. Constable’s book, although written in 1964, remains the best treatment of this subject. 
Other aspects of collecting may be found in biographical works that focus on individual collectors and dealers, books on Gilded Age 
architects and architecture, and the history of the development of museums in American.

’Ibid., 1.
* The photograph is in the collection of the New York Historical Society, New York, New York.
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and included predominantly European historic and military paintings, landscapes, academic works, and scenes 
of exotic lands. By contrast, Robert L. Stuart’s art collection nearby at 871 Fifth Avenue encompassed a large 
group of American paintings in addition to European ones. The American works were displayed with equal 
prominence. Both the Stuart Gallery and the Vanderbilt Gallery were illustrated xxv Artistic Houses, a lavish 
folio of mostly domestic interiors published in 1883-84.^ After William H. Vanderbilt’s death, the house at 640 
Fifth Avenue served another collector: Henry Clay Frick rented the house from 1905 to 1915.

Outside of New York, Mrs. Potter Palmer had an even more cutting edge art collection in her Chicago mansion 
completed in 1882. Like Vanderbilt’s and Stuart’s mansions, many of the rooms were furnished by Herter 
Brothers. Mrs. Palmer was an early collector of French Impressionist paintings that she displayed alongside 
more academic art in her celebrated art gallery. Her importance within an elite circle of connoisseurs was 
demonstrated when she headed the committee on the display of art at the Chicago World’s Columbian 
Exposition in 1893.*°

The creation and nature of American art collections and places for their display, not only took on a distinctively 
and predictably “American” look during this first generation, but the long-term purpose of their existence seems 
to have also quickly evolved into something distinct from their European predecessors. Gilded Age collectors 
did not seem intent on handing down important collections to the next generation for private gratification. 
William Constable noted that “another characteristic of American collecting, far more general than it has ever 
been in Europe, [is] namely, the conscious intention of the collector that his collection should not pass to his 
descendants, but ultimately benefit the community.”'' Domestic museums formed the nucleus of many newly- 
established institutional and public art museums and remain a conspicuous part of the history of art collecting in 
America. The form and content of Gilded Age domestic museums showed remarkable similarity, but the later 
histories of the collections moved in several different directions. Some collectors were institutional patrons and 
established truly public art museums. Other collectors financed institutional museum buildings centered around 
their own collections. Finally, there were the collectors who not only built buildings but also carefully crafted 
and controlled the environment in which the art would be displayed. Each of these collectors had different 
motives, reflected in the form and administration of later, post-domestic museums.

Public Art Museums: A Consortium of Founders
Many of the most influential private collectors eventually became benefactors of exceptional museums. By 
1870, the Metropolitan Museum of Art (New York; NHL, 1986) and the Museum of Fine Arts (Boston) had 
been founded; the Philadelphia Museum of Art dates to 1876 and the Art Institute of Chicago to 1879. The 
success of these institutions depended on the support of a group of patrons (and their trustees) who donated both 
art collections as well as funds to build and endow massive institutions that were arranged and curated by 
museum professionals.

Established in 1870 by a group of wealthy businessmen and bankers, the Metropolitan Museum of Art had an 
especially generous and judicious group of patrons. The building faces Fifth Avenue at Eighty-Second Street on 
the edge of Central Park, its accretive form having been attained with a number of building campaigns since 
moving to the site in 1880. At the turn of the twentieth century, its board of trustees was headed by Pierpont 
Morgan, who became president in 1904. He exerted enormous influence on the institution. Indee(l, he directed 
the Met to be “the most opulent museum filled with the most treasured art in the United States, a museum which

^ Arnold Lewis et al., The Opulent Interiors of The Gilded Age, All 203 Photographs from Artistic Houses (New York; Dover 
Publications, 1987), 103. Stuart died before the house was actually completed. The paintings were given to the New York Public 
Library which placed them on permanent loan to the New York Historical Society.

The Potter Palmer paintings became an important part of the collection of the Art Institute of Chicago.
“ Constable, Collecting in the United States, 3.
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would be the standard for and the envy of every other art museum in the country.”'^ Morgan’s fellow board
members included other noteworthy American collectors: Henry Walters, Henry Clay Frick, and John G. 
Johnson. Each of these men also went on to make a mark on another institution and built upon their experience 
with the Met.

Morgan’s own collecting tastes were diverse and his acquisitions grand. He owned Old Master paintings, 
ancient and Near Eastern works of art, miniatures, sculpture, ceramics, manuscripts, autographs, rare books, 
medieval enamels, furniture, carpets, and many other objects, and was known for purchasing entire collections, 
some of which he bought on behalf of or gave to the Met. In 1903, Charles Pollen McKim designed the Morg^ 
Library to house books, manuscripts, and other selected objects. At his death in 1913, Morgan left his art 
collection to his son. Jack, who gave eight thousand objects to the Metropolitan Museum after selling enough to 
pay inheritance taxes. Frick purchased Morgan’s Fragonard series of paintings. The Progress of Love, many of 
his bronze sculptures, Asian porcelains, Limoges enamels, and furnishings. In 1924, Jack Morgan gave the 
Morgan Library, along with its treasures, to New York City as a museum.

The Metropolitan Museum of Art became the repository for numerous other private collections following the 
lead of Morgan’s munificence. Benjamin Altman (1840-1913), the department store magnate, collected Chinese 
porcelains in addition to Old Master paintings by Rembrandt, Vermeer, and Holbein. His collection was similar 
to Henry Clay Frick’s and Frick and Altman were well acquainted and knew each other’s collections well.'^ 
Without children, Altman was persuaded to leave his collection to the Met, but stipulated that the collection be 
displayed as a unit and segregated from the other holdings of the museum. This was Altman’s way of 
ensuring that he would be remembered as an individual art patron.

H. O. Havemeyer (1847-1907), another important collector of Old Master paintings, was among the most 
generous benefactors of the Met. His interests ranged from Old Master paintings, Asian ceramics, and 
metalwork, to avant-garde Tiffany glass, and were complemented by his wife’s enthusiasm for Impressionist 
paintings. Like many other collectors, the Havemeyers’ bequest was finalized only after the death of both 
husband and wife. Mr. Havemeyer died in 1907, but the collections did not go to the Metropolitan until after 
1929 when Louisine Havemeyer died. The donation had no restrictions on the display of the collection, and the 
objects were dispersed to relevant departments.

John G. Johnson (1841-1917) was another member of this pivotal circle of Old Master collectors. He was a 
lawyer of considerable ability who advised Morgan, Frick, Widener, Havemeyer, Rockefeller, and others on 
legal matters.'^ Although Johnson would have liked his collection to remain in his Philadelphia mansion, it was 
transferred to the Philadelphia Museum of Art in 1933 after it was determined that his mansion could not 
function as an independent museum. The Philadelphia Museum and School of Industrial Art had been chartered 
in 1876 and its collections situated in Memorial Hall (NHL, 1976), the art gallery built for the Centennial 
Exposition, until the 1920s when the Philadelphia Museum of Art was constructed at the terminus of the new 
Benjamin Franklin Parkway. The new museum building not only housed art from many important donated 
collections, but was one of the vanguard institutions to use period rooms as an approach for display.

‘^Steven Coxm, Museums and American Intellectual Life, 757(5-/925 (Chicago; University of Chicago Press, 1998), 192.
Henry Clay Frick Correspondence, Frick Collection Archives, see letters from March 23, 1911, December 22, 1911, and 

December 24, 1912. Similar requests to visit can be found from Henry Walters, P. A. B. Widener, and others.
Calvin Tomkins, Merchants & Masterpieces: The Story of the Metropolitan Museum of Art (New York: Henry Holt, 1970, 

1989), 169-74. Altman was not the only donor to place such limits; Jules Bache also wanted his collection kept together and 
segregated from other works.

Aline Saarinen’s chapter on Johnson in The Proud Possessors (New York: Random House, 1958), 92-117, provides an 
excellent portrait.

...jM
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Another collector from Philadelphia, P. A. B. Widener (1834-1915), was a close friend of Henry Clay Frick’s 
and made his fortune in trolley cars and public transit systems. He commissioned a majestic Beaux-Arts 
country estate from Horace Trumbauer, filling it with antiques, tapestries. Old Master paintings, sculpture, and 
Impressionist works by Monet and Renoir. After his death, Widener’s art collection was placed in trust with his 
son Joseph, who later gave it to the National Gallery of Art in Washington.

On the whole, this generation of collectors was pivotal in the history of American museums by transferring from 
private ownership and enjoyment a core of great works of art upon which public art museums could be 
established and expanded over time.

Institutional Museums: A Single Founder
Another group of collectors was inspired to finance and build buildings to specifically house their collections. 
These buildings were institutional in design but the patron was intrinsically involved, from the choice of the 
architect to the style and plan of the building. By financing the architecture, the patron ensured a safe and 
sympathetic setting for the collection. Here, too, there were varying restrictions, including whether the building 
was restricted solely to the collection of the donor or it could incorporate other collections and objects.

William Wilson Corcoran (1798-1888) led the way in this area. In 1859, Corcoran commissioned James 
Renwick with the design of a gallery to house his private art collection which included the works of many of his 
artist-friends: Albert Bierstadt, Frederic Church, Thomas Doughty, and George Inness, as well as European 
landscape artists. Corcoran had previously given the public access to his collection when it was still installed in 
his house but more ambitious plans led him to fund the construction of the French Second Empire art gallery, 
the first such building in Washington, D.C (now part of the Smithsonian American Art Museum and called the 
“Renwick Gallery”; NHL, 1971). Because of the Civil War, it did not open for its intended purpose until 1869 
at which time Corcoran created a board of trustees for ownership and management of the building and the 
collection it housed. Five years later, the fledgling institution was chartered by Congress as the Corcoran 
Gallery of Art. In 1897, having outgrown its first purpose-built home, the Corcoran Gallery moved a few blocks 
away to a new Beaux-Arts building designed by Ernest Flagg (NHL, 1992). Charles Adams Platt 
sympathetically expanded the original building in 1928.

Charles Adams Platt was also the architect of the Freer Gallery in Washington D.C., constructed between 1923 
and 1928. Charles Lang Freer amassed spectacular collections of Asian art as well as American paintings, 
especially the work of James McNeill Whistler. His gift to the public of his art collection was made in 1904 and 
also included enough funds to construct a building bearing his name in which to house the collection. The 
Italian Renaissance Freer Gallery was a conscious nod to the art patronage of fifteenth- and sixteenth-century 
Italy. Freer’s ambition was to “unite modem work with masterpieces of certain periods of high civilization 
harmonious in spiritual suggestion.” By providing the building for his collection. Freer ensured “the exhibition 
of every object in the collections in a proper and attractive manner.”'®

William Walters (1819-94), and his son Henry Walters (1848-1931), are a rare American example of two- 
generation collectors. Both were also involved in the early history of other institutions. William T. Walters was 
a tmstee of the Corcoran Gallery and chairman of Committee on Works of Art, while Henry was a trustee of the 
Metropolitan Museum of Art under the presidency of Pierpont Morgan, with whom he had much in common. 
Henry Walters inherited his feeling for objects and passion for collecting from his father, and his Baltimore 
house located in the Mount Vernon neighborhood, served as a domestic museum where the public was granted

Thomas Lawton and Linda Merrill, Freer: A Legacy of Art (Washington, DC: Smithsonian Institution Press, 1993), 6-7.
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admission to see his European paintings. After Henry Walters inherited his father’s collection, he went on a 
buying spree that encompassed virtually every medium from ancient to modem. The collection numbered more 
than 22,000 objects, including antiquities, manuscripts, Limoges enamels, armor, Islamic art. Renaissance 
bronzes, Asian ceramics and metalwork, as well as paintings. In 1900, Henry Walters proceeded to build an 
Italian Renaissance palazzo not far from the family house that was formally opened in 1909 as a public museum. 
The Walters Art Gallery was designed by William Adams Delano of the architectural firm of Delano and 

Aldrich. Both Delano and Aldrich, like so many of the great architects of their generation, had apprenticed in 
the office of McKim, Mead &, White. Walters’s museum building was influenced by the Morgan Library, and 
indeed, Delano had sought the advice of Charles McKim while it was being designed.

John D. Rockefeller, Jr. (1874-1960) was an important collector and philanthropist who was part of a family 
who endowed numerous cultural institutions. Rockefeller’s early collections included tapestries, mgs, and 
especially fine Chinese porcelains. In 1922, Rockefeller acquired the Cloisters, a group of medieval structures 
that had been assembled by the sculptor George Grey Barnard; he gave them to the Met in 1927. The gift was 
further enlarged with the donation of Fort Tryon as a city park, with funds to move and expand the Cloisters and 
its collections, and the purchase of the land across the Hudson River from the Cloisters in order to preserve the 
view. In addition. Rockefeller donated objects from his collection, the most famous of which were the Unicom 
tapestries. Rockefeller was one of the charter tmstees of the Frick Collection and took a leading role in the 
transformation of Frick’s house into a museum. He also donated artwork to the collection.

Although Andrew Mellon was a latecomer to the elite circle of major American art collectors and only actively 
began buying important paintings in the mid-1920s, the quality of his purchases once he began collecting was 
consistently high and eventually amassed one of the greatest collections in the country. A close friend of 
Frick’s, Mellon’s fortune was based on the innovative and highly profitable financial-industrial complex of late- 
nineteenth- and early-twentieth-century Pittsburgh. It was during his tenure as Secretary of the Treasury (1921- 
32), that Mellon devised his plan to create a national gallery for art in Washington, D.C., first expressly voicing 
his plans to do so in 1928. Towards this end, he founded the A. W. Mellon Educational and Charitable Tmst in 
1930 to hold both the money and art that would form the museum, establish an endowment, and provide a core 
of works of art.** In 1935, Mellon commissioned and assigned John Russell Pope—^who had just designed the 

additions made to the Frick—^the task of giving physical shape to the national museum concept. In 1937, 
Congress passed a bill establishing the National Gallery of Art and acknowledging Mellon’s immense gift to the 
United States. The building was dedicated and formally accepted by President Franklin D. Roosevelt on March 
17, 1941.

Although inspired and initially funded and filled through the imagination and generosity of single individuals, 
depending on their charters, many existing museums with institutional foundations have continued to grow and 
change becoming in many ways indistinguishable from public art museums in operation, if not necessarily in 
breadth of collection.

House Museums
Finally, there were those collectors who built buildings, bequeathed their collections, and provided the 
environment in which the objects would be displayed. These stand out as the most personal monuments. House 
museums, where most of the rooms were dedicated as museum settings, arose around the turn of the century and 
coincided with the development of the concept of the period room. Period rooms were composed of

167.
” William R. Johnston, William and Henry Walters: The Reticent Collectors (Baltimore: Johns Hopkins University Press, 1999), 

David Carmadine, Mellon: An American Life (New York: Alfred A. Knopf, 2006), 406.
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sympathetic furnishings assembled in an architectural setting but installed in an institutional building. The 
Colonial Revival movement cultivated an awareness of and interest in the domestic architecture of the past.
This movement, popularized by men such as Henry Davis Sleeper (1878-1934) whose house, Beauport, in 
Gloucester, Massachusetts, was among the earliest assemblage of historically-styled rooms, was of widespread 
influence. Historic house museums are distinct from house-type museums in that they tend not to include 
significant art collections, and their interpretation focuses on history rather than art.

The Wallace Collection in London, which is thought to have inspired Frick’s decision to leave his collection to 
the public, was an influential precursor to the American collector’s house turned museum. The core of the 
collection of French furniture, porcelains, and Old Master paintings was assembled by Richard, Fourth 
Marquess of Hertford (1800-1870). His son. Sir Richard Wallace (1818-1890), greatly expanded the collection 
with the addition of Italian Renaissance sculpture, metalwork, arms and armor, and ceramics. The collections 
were installed in Hertford House and were given to the English nation by Sir Richard’s widow in 1900. The 
displays retained the domestic feeling of the house and influenced American museum builders.

Fenway Court, created by Isabella Stewart Gardner and completed in 1903, belongs to a special category that 
bridges the house museum and the institutional art museum, and was the first of its kind. The museum was 
based on a highly personal selection of important paintings and other works of art that were displayed in a 
specially designed environment decorated with historic furnishings. Mrs. Gardner created stage settings in each 
of the rooms that reflected her interests, taste, and role as a patron. Anne Higonnet explained in a 1997 article 
on Gardner:

The very term private art museum unites the concept of privacy with the public functions of a 
museum. Private art museums were understood in their time to achieve a precarious and 
precious balance between private and public political values, between the individualism and civic 
responsibility both considered vital to a democratic ideal. Museum founders like Gardner 
believed that by purchasing some of the most famous of all art objects and orchestrating 
sumptuous displays, they could ennoble both themselves and their nation while fostering 
democracy, by exhibiting at once personal power and civic service, individual taste and a 
collective cultural heritage.’®

The building, the collections, the design of the interiors, the materials, and the placement of the objects were all 
determined by Mrs. Gardner. Furthermore, she stipulated in her gift to the public that the arrangement must 
remain forever unchanged. The Gardner Museum opened to the public only after Mrs. Gardner’s death in 1924, 
and it preserves the style of the period in which the collections were assembled. While her collection developed 
concurrently with museums and collections in Boston, New York, Washington, and other cities, her desire to 
maintain control over the display of her artworks has been shared by only a select few. It was an important 
precedent to the Frick Collection. Both institutions had their origins as private homes and collections, but 
Isabella Stewart Gardner and Henry Clay Frick had visions beyond private collections. Higonnet continues: 
“these private eart museums expressed many of their century’s most fundamental concepts about art’s value, 
about art’s role in history and in contemporary culture, about where art should belong, and to whom.”^®

The Frick Collection falls into the “house museum” category and was the pinnacle of a lifelong interest in art 
and, eventually, collecting. On the whole, Frick’s history as a buyer and appreciator of art reads like a typical

Anne Higonnet, “Private Museums, Public Leadership: Isabella Stewart Gardner and the Art of Cultural Authority,” Fenway 
Court 27 (1997): 82.

Ibid., 79.
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Story of collecting in Gilded Age America. His early activities paralleled those of other Americans and focused 
on contemporary French painters such as Bourguereau and Breton, history paintings by Alma-Tadema and 
Gerome, and Barbizon school painters including Troyon, Daubigny, Millet, and Corot. Many of these paintings 
remain at Clayton, the Frick family’s Pittsburgh house, in their original surroundings. Frick purchased the large 
Italianate house in 1882 and ten years later had Pittsburgh architect Frederick Osterling expand and transform it 
into a chateauesque mansion. Frick’s evolving taste showed through this rebuilding and redecorating, as well as 
through the purchase of works of fine and decorative art and furnishings for the house. When he departed 
Clayton and Pittsburgh in the early twentieth century, Frick left much of his early collection in Pittsburgh. 
Today, Clayton is also open as a museum, established after the death of Frick’s daughter Helen in 1984.

Housing Frick’s Art (1912-31)
The Frick Collection is the apotheosis of Henry Clay Frick’s life as a collector and architectural patron.
When Frick built the house which would display his collection, he sought and achieved the highest quality of 
design and materials for what he had almost certainly planned from the outset to become a museum.
Henry Clay Frick is a familiar figure in American industrial history as a supplier of coke for steel production, 
and in labor history for his later partnership with Andrew Carnegie and their involvement in the Homestead 
Strike of 1892 which culminated in violence. Less widely known is Frick’s importance and influence as an art 
collector and institutional benefactor. Having already amassed a fortune many times over and severing his ties 
with Carnegie Steel in 1899, Frick was free to leave western Pennsylvania. In 1905, he saw the completion of 
his 104-room summer house at Pride’s Crossing, Massachusetts, called “Eagle Rock” (Arthur Little and Herbert 
W. C. Browne, architects), and rented the William H. Vanderbilt townhouse at 640 Fifth Avenue in New York, 
a house that notably included a spacious domestic gallery—Frick’s first. The large gallery was especially 
important to Frick and living in Vanderbilt’s mansion enabled him to establish his position among the powerful 
elite in New York. During his years at the house, Frick’s collecting became increasingly ambitious with the 
purchase of works by Rembrandt, Velazquez, Vermeer, El Greco, and Holbein. From 1913 to his death in 1919, 
Henry Clay Frick was the most prominent American collector and offered the best works on the market.^'
During the very same years, he had his Fifth Avenue house designed and constructed with the future of his 
collection at the forefront of his plans. The Vanderbilt mansion dramatically outstripped his Pittsburgh 
mansion, yet the institutional scale and sophistication of the Frick family’s Fifth Avenue mansion would 
seemingly outpace their large, but decidedly domestic rented quarters.

A year after moving into 640 Fifth Avenue, Frick purchased the Lenox Library site. According to the conditions 
of the sale, he had to wait until the New York Public Library (NHL, 1965) was completed before he could take 
possession of the property. The library did not open until 1911 at which time Frick was able to secure the 
services of Thomas Hastings, co-founder of the renowned Beaux-Arts firm of Carrere and Hastings (John 
Carrere died in February 1911 from injuries in an auto accident). John Mervin Carrere and Thomas Hastings 
met during their studies at the Ecole des Beaux Arts in Paris. After graduating, they returned to the United 
States and were hired by McKim, Mead & White, the singularly preeminent architectural firm of the last quarter 
of the nineteenth century in the United States. Florida visionary Henry Flagler pushed the duo to set up their 
own office in 1885 in order to provide designs for his initial hotels along Florida’s East Coast in St.
Augustine.^^ The turning point for their firm came in 1897 when they won the competition for the New York 

Public Library, considered a masterpiece of Beaux-Arts classicism and planning in the United States. As they 
matured, their buildings were distinguished by a combination of refined ornament and restrained style. They 
placed great importance on the relationship of a building to the landscape. A 1912 article referred to the firm as

Charles Ryskamp et al., Art in The Frick Collection (New York; Harry N. Abrams, 1996), 17. Isabella Stewart Gardner opened 
Fenway Court and essentially ran out of funds and J. P. Morgan died in 1913.

Charming Blake, “Carrere and Hastings,” Macmillan Encyclopedia of Architects, vol. 1 (New York; Free Press, 1982), 387.
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“the architects of the new Public Library and many other of the most artistic structures in the city.”^^ The 
recent, first comprehensive evaluation of their contributions to fin de siecle American architecture provided a 
telling assessment of their admired skill and appeal as designers:

Compared to McKim, Mead & White, John Russell Pope, or Horace Trumbauer, the firm used 
the classical language of architecture both more consistently and less academically in an equally 
wide range of projects. Guided always by a search for the best solution for the desired end in 
view, Carrere and Hastings used the test of pragmatism to reject superficial stylistic choices in 
favor of the appropriate precedent for the specific site and program.^"*

In retrospect, the decision to hire Hastings for the jobs seems logical but getting to that point was a bit more 
circuitous. Carrere and Hastings’s legacy is soundly fixed in large civic, commercial, and institutional 
buildings. The comparatively few domestic commissions tended towards large, even massive, country estates 
deftly integrating architecture and landscape such as Caimwood (1892; Bryn Athyn, PA) and Arden House 
(1905-1910; Harriman, NY), although their role in “introducing a strong Beaux-Arts influence into the 
composition of town houses” in brownstone-dominated New York, is solidly acknowledged.^^ Despite his 
aspirations and the celebrated reputation of the firm, Frick’s initial choice for his townhouse was Daniel 
Burnham. P. A. B. Widener—Frick’s friend, a well-known collector himself who made his fortune in streetcar 
lines and development in Philadelphia—dissuaded him from using Burnham for a “picture gallery.”^® Frick had 
been making most of his art purchases through Knoedler & Company; Charles Carstairs, who headed the 
London branch of Knoedler, was Frick’s closest art adviser. The company commissioned Thomas Hastings to 
provide a design for a New York gallery, completed in early 1912 and celebrated with an art exhibition that 
included a number of works loaned by Frick.^* Carstairs introduced Frick and Hastings a short time after, and 

by the end of May the New York Times reported: “Carrere and Hastings...have been commissioned to prepare 
plans for [the Frick house]...this latest addition to the long line of imposing dwellings along upper Fifth 
Avenue.”^*

That the project would ultimately be fiaiitful was not only dependent on the client securing the architect, but also 
by the architect securing the client. James Howard Bridge, Frick’s secretary, wrote to his employer about his 
initial meeting with Thomas Hastings, stating: “I spent a delightful hour with Mr. Hastings & caught much of 
his enthusiasm...That he is putting his soul into this undertaking is obvious, & he frankly called it ‘the chance of 
a lifetime. Most familiar with high-profile commissions, undoubtedly having bounteous budgets, Hastings 
would not have been disappointed by the parameters of the Frick commission, such as they were. Like Frick’s 
fortune, his building site was remarkable. Only a small number of houses in New York occupied most or all of 
their blocks, including Frick’s rental the William H. Vanderbilt House at 640 Fifth Avenue, the Cornelius 
Vanderbilt House at 1 West Fifty-Seventh Street, the Andrew Carnegie House at 2 East Ninety-First Street, and 
the Charles Schwab House on Riverside Drive between Seventy-Third and Seventy-Fourth Streets. The 
Carnegie House, now the Cooper-Hewitt Museum, and The Frick Collection are the only two that remain

“A $5,000,000 Home for Henry C. Frick,” New York Times, May 26, 1912, 4.
Hewitt et al., Carrere and Hastings: Architects, 36. Although the first major published work on the firm, the authors of the 

recent monograph recognize the trailblazing work of Curtis Charming Blake’s doctoral dissertation, which was the first serious study of 
the firm after its wholesale disregard by American modernists during the preceding half-century. See Curtis Channing Blake, “The 
Architecture of Carrere & Hastings” (PhD diss., Columbia University, 1976).

Ibid., 349.
Bailey, Building the Frick Collection, 25.
Ibid.
“A $5,000,000 Home,” 4.

' James Howard Bridge to Henry Clay Frick, July 13, 1912, quoted in Martha Frick Symington Sanger, The Henry Clay Frick 
Houses (New York: Monacelli, 2001X 140.

28 , 
29
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Standing. These were also the only two of the Fifth Avenue residences that incorporated major gardens and 
landscaping, a conspicuously expensive use of Manhattan land that in most cases merely translated into larger 
footprints for houses. The building that Hastings created was refined and monumental. The setting of the 
mansion enhanced its monumentality, giving the structure an elegant distance from the street and adjacent 
houses. Its siting and architecture, no less its modem planning and systems, was the hallmark of a firm known 
by that time for fiilly “integrated engineering, planning, garden design, and interior design.”^® In keeping with 
the self-monumentalization inherent to art house museums, Mark Allen Hewitt wrote of the edifice in 2006:

[Frick’s] magnificent house and art collection have stood on the comer of Fifth Avenue and 70^**
Street for almost 100 years to remind the world that Frick was a prince of American 
business...From its inception, the combination gallery and house that Thomas Hastings designed 
for Frick was intended to be the finest in the world, and in its materials and execution, no 
expense was spared. Both patron and designer deserve credit for its ultimate success.^'

Histories of Carrere and Hastings situate the house not only as one of their career highpoints, but as a milestone 
in New York’s domestic architecture. In his 1980 study Jean-Pierre Isbouts called the Frick house “Hastings 
most successful example of his domestic architecture”—a valid statement when considering his urban town 
houses.^^ Within the context of early-twentieth-century New York domestic architecture, Curtis Channing 
Blake observed: “The Henry Frick House (1912-1914) is the most distinguished and elaborate city house that 
Carrere and Hastings, or any other firm, built in the first two decades of this century. The very prominent site, 
the expectation that the house would eventually become a public museum, and the ambitions of the patron were 
all factors that differentiated this urban residence from others by the firm.”^^

While the building itself was entirely the work of Thomas Hastings, the interior finishes represent the 
collaboration of architects, dealers, decorators, and above all, the patron. The luxurious use of Manhattan real 
estate on the exterior of the house set the tone for the style of the interiors and the way in which Henry Clay 
Frick wanted his art collection to be seen. Frick was not an easy client, but his vision and taste combined with 
his wealth, were critical to the successful realization of the house. The finest materials were used throughout 
and the quality of the work was unsurpassed in New York. Although the building was conceived with domestic 
comfort in mind, there is no question that Frick intended it to eventually become an institution.

Frick hired Sir Charles Carrick Allom (1865-1947) of the White, Allom firm in London in 1913 to decorate the 
first floor rooms. Frick explained in a 1913 letter: “we desire a comfortable well arranged home, simple, in 
good taste, and not ostentatious.”^"^ Allom understood that the decor would need to revolve around the works of 

art and his primary responsibility was to provide the best possible backdrop for them. Frick continually 
reiterated his desire for minimal ornament and detail. Allom had to coordinate his plans with Thomas Hastings, 
and Frick used Allom to reinforce his preference for simplicity. Carstairs was also involved and coordinated 
with Allom on the matters of executing Frick’s taste.

The Frick family, including Mr. and Mrs. Frick and their daughter Helen, moved into the building in November 
1914. Earlier that year Frick commissioned Elsie de Wolfe, the famed American decorator, to appoint the 
second floor rooms including the family bedrooms and Mrs. Frick’s boudoir. She also took responsibility for

Hewitt et al., Carrere and Hastings: Architects, 26.
Ibid., 378.
Jean-Pierre Isbouts, “Carrere & Hastings: Architects to an Era” (PhD diss., Rijksuniversiteit Leiden, 1980), 224.

” Blake, “The Architecture of Carrere & Hastings”, 195-96.
Box: Letters, # 79, December 12, 1913, Frick Family Residence, 1 East Seventieth Street, Helen Clay Frick Foundation 

Archives, New York, New York.
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the ladies’ reception room and Frick’s first-floor office. She was hired in part because there was much left to 
complete in the house and the Fricks were being turned out of their rental house because of the untimely death 
of its owner.^^ About the same time de Wolfe became involved with the house, Frick was also apparently 
influenced by the breadth of recently-deceased J. Pierpont Morgan’s collection, on exhibit at the Met from 1914
through 1916. De Wolfe soon began assisting Frick in the acquisition of French furniture along with Jacques
Seligman, a Parisian dealer. At that point, the dealer Joseph Duveen also became an important figure in the 
development of the Frick Collection, substantially replacing Charles Carstairs and the Knoedler Gallery on 
whom Frick had previously relied for art purchases.

Joseph Duveen’s first sale to Frick in 1915 was J. P. Morgan’s set of panels by Fragonard, together with the 
interior paneling that had been specifically made for them. To facilitate the sale, Duveen undertook the 
installation in Frick’s house at his own expense. Duveen also used Allom to help with the additional work 
being done in Paris. The entire decorating project was delayed by the First World War, which jeopardized not 
only shipping arrangements but also the work of European craftsmen. As the interior schemes developed for 
each of the spaces, objects were acquired to fill out the rooms. Further purchases from the Morgan collection 
were made through Duveen, including bronzes, enamels, porcelains, and eighteenth-century French furniture. In 
addition to these objects, Duveen supplied artwork, including paintings, the Boucher panels for Mrs. Frick’s 
boudoir, and sculpture.

The finishes in the house thus represent the intricate coordination of a complex cast of players including first 
and foremost, Henry Clay Frick, and followed by his chosen art advisors, dealers, decorators, and architect. 
Each had his or her own priorities, but in the end, all had to please Mr. Frick. In Art in The Frick Collection, 
Charles Ryskamp has observed: “the ensemble of paintings, sculptures and decorative art has a harmoniousness 
and serenity that create a unique experience. These qualities came from Mr. Frick’s highly developed 
cormoisseurship, as well, no doubt, as from his custom of living with paintings for months before finally 
deciding on their purchase.”^’ Frick’s collaboration with the architect Thomas Hastings, the decorators Charles 
Allom and Elsie de Wolfe, and dealers Charles Carstairs and Joseph Duveen, led him to develop decorative 
ensembles for each room that presaged the eventual establishment of an unprecedented institution.

In planning his new house, Frick almost certainly envisioned it as a future museum.^* His ultimate decision on 
Thomas Hastings as the architect alone suggests Frick’s eventual aspirations. That Hasting’s approach to the 
design problem was more institutional than domestic is indicated in the earliest press about the plans. In May 
1912, the New York Times reported “the picture gallery will be the [building’s] chief feature;” one month later 
the newspaper continued, “the gallery...is specially designed to form a proper setting for the Frick
treasures... [and] the effect of the whole structure and the gallery is one of general spaciousness.”^^ While the
gallery was without a doubt the most impressive space, the other public rooms were conceived on a grand scale 
and with classic Beaux-Arts planning concepts stressing enfilade and views, and logical if also dramatic, 
patterns of circulation. Overlaying the disposition of the rooms was their careful interior finishing. Frick 
continued to evolve as a collector as he worked with Allom, de Wolfe, Carstairs, and Duveen to complete the 
rooms, an evolution that underscores his intentions, with each room becoming more or less a total work.

Bailey, Building the Frick Collection, 63.
Ibid., 59-61.
Ryskamp, Art in The Frick Collection, 29.
The sole reference to this idea is in a letter from James Howard Bridge to Henry Clay Frick on July 13, 1912. Bridge was 

Frick’s personal secretary and as such was privy to the details of Frick’s ideas and plans. The letter refers to a conversation that Bridge 
had with the architect Thomas Hastings, wherein Hastings was not aware of the “Museum idea.” See Sanger, Henry Clay Frick 
Houses, 140.

“A $5,000,000 Home,” 4; “Fine Sunken Garden for New Frick Home,” New York Times, January 5, 1913, 8.
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In 1915, while his team was still actively engaged with constructing and filling the house’s interiors—an 
endeavor slowed by the outbreak of World War I in Europe—Frick clearly expressed his wish for his house to 
become a museum through the writing of his will. This decision not only broadened the focus of his collecting, 
but also led him to consider ways in which the house might need to be expanded for continued collecting and 
institutional purposes."^" In 1915-16, Hastings worked on plans to expand the house to the east along Seventy- 
First Street with the additional gallery space and a second entrance servicing that portion of the building. These 
specific plans did not come to fruition, and only a few years later, Frick died from food poisoning—any changes 
to the house deemed necessary for its function as a public museum would have to be made without Frick’s 
active counsel.

In his will, Frick bequeathed the house, the land, and the collection “for the purpose of establishing and 
maintaining a gallery of art in and at the said house and premises above described, and encouraging and 
developing the study of the fine arts, and of advancing the general knowledge of kindred subjects; such gallery 
to be for the use and benefit of all persons whomsoever, to the end that the same shall be a public gallery of art 
to which the entire public shall forever have access.”"" Comments made about the future of his residence and its 
contents not long before he died, provide further insight about his hopes and self-memorialization: “I can only 
hope that the public will get one-half the pleasure that has been afforded me in the enjoyment of these 
masterpieces in proper surroundings. I want this collection to be my monument.”"^^ Upon his death, the Frick 
Collection was incorporated and trustees appointed. In addition to family members, the board included two 
important collectors: John D. Rockefeller, Jr., and Andrew Mellon, as well as the sons of two other collectors: 
Horace Havemeyer and Junius Morgan. These four men had a variety of experience with museums and 
collectors. With the preliminary organization sorted, the trustees of The Frick Collection and the public would 
have to wait more than a decade and a half before Frick’s “monument” would be ready.

While Frick had assembled the art collections and provided a setting with furniture and objects, he did not seek 
to control it from the grave. The trustees were allowed to make changes and add to the collections. Well before 
they needed to consider the museum, the trustees funded the construction of the Frick Art Reference Library on 
a lot on Seventy-First Street to the east of the house across its drive. Concurrent with the incorporation of The 
Frick Collection as an institution, Helen Clay Frick (1888-1984) founded the Frick Art Reference Library in 
1920 to complement her father’s stated mission that the Frick Collection “shall be permanent in character” and 
“shall encourage and develop the study of the fine arts.”"'^ In turn, Helen Frick’s library was established “to 
encourage and develop the study of the fine arts, and to advance the general knowledge of kindred subjects.”"^'^ 
Her vision was to enhance her father’s legacy through education and scholarship. She planned to develop a 
world-class research facility modeled on the Witt Library in London, which combined traditional reference 
books and periodicals with photographic archives documenting the work of relevant artists. The original facility 
was locateiJ in the bowling alley in the basement of the family residence. In 1924, Thomas Hastings designed a 
new one-story structure at 6 East Seventy-First Street based loosely on his 1916 design for a gallery expansion 
to the house. The trustees’ decision to fund not only the original building but its more elaborate successor ten 
years later reveals their understanding that the Frick Art Reference Library was an integral part of their overall 
concept for the institution even while it officially remained a separate organizational entity during Helen Frick’s 
lifetime. She was steadfast in her devotion to the Frick Art Reference Library and continued to attend to every

Bailey, Building the Frick Collection, 81-85.
Documents Relating to the Frick Collection, Printedfor the Trustees (New York, 1923), 10.
Cited in George Harvey, Henry Clay Frick: The Man (Privately printed, 1936), 336. Harvey quotes Frick on the occasion of 

showing his last acquisition—Vermeer’s Mistress and Maid, purchased in 1919—^to a friend.
Records of the Organizing Director, Notebook II, 2, March 31, 1932, Frick Collection Archives, New York, New York.
Ibid.
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detail of its development, funding, and management until her 1984 death, at which time it formally became part 
of the Frick Collection.

From Private Residence to Public Museum (1931-35)
No action could be taken in opening the house as a museum during Adelaide Frick’s lifetime. Within weeks of 
her mother’s October 1931 death, the New York Times reported that Helen Clay Frick had “removed her 
personal belongings from the house and turned it over to the trustees of the collection.”"^^ At that time, some 
people outside the institution incorrectly believed that “the process of converting the residence into a museum 
would require several months. Carpets must be taken up and other arrangements must be made which will delay 
the opening.”"*^ The size and opulence of the house’s first-floor rooms likely contributed to this naive idea, so 
too Frick’s concept for the museum. As early as the day following Frick’s death, the New York Times explained 
to its readers: “when he began planning his house he incorporated into it the idea that it would become a public 
museum some day, but a public museum of a new order—a museum that should have a ‘home atmosphere. 
Although a fair explanation of the desired character of the museum, the trustees, if not the public, immediately 
understood that considerably more intervention would be necessary. It took four years to make the transition 
from house to museum. Careful consideration was given to each facet of the aesthetics and the functions of the 
buildings and their new use. The aim was to highlight the permanent collection creating interior arrangements 
that could accommodate larger numbers of visitors as well as new acquisitions. The entire process contrasts 
with Isabella Stewart Gardner’s demand for a totally static arrangement of her collection in perpetuity; Frick’s 
legacy could be enhanced over time.

In 1931, Frederick Mortimer Clapp (1879-1969), “a Pontormo specialist and former professor of art history at 
the University of Pittsburgh,” became the organizing director and, in close conjunction with the trustees, 
orchestrated the design and execution of the new institution."*^ At the outset, Clapp recorded the goal of the 

Committee on Organization and Policy in transforming the Frick into a museum open to the public: “the 
preservation, as far as possible, of the ground floor of the house in is present form as a unique example of a 
great collection in a beautiful and intimate setting; and the making of such arrangements as will provide for 
uninterrupted and continuous circulation of visitors.”"*^ Furthermore, the Committee on Organization and Policy 

found that the upper floors of the house were “unsuited” to access by the general public and would be better 
used as administrative offices and study rooms. Finally, the committee focused on the importance of the Frick 
Art Reference Library acknowledging that “the assurance of adequate development of the Frick Art Reference 
Library...as a highly important means of further fulfilling the founder’s wish to have his collection become a 
center of the study of the history of art.”^° Two architectural firms, Delano and Aldrich and John Russell Pope, 
were asked to submit plans for alterations and additions to the existing structure. Pope was favored by 
Rockefeller, Mellon, and Duveen, all of whom appreciated his Beaux-Arts training and the classicism of his 
work. Pope had an additional edge because of his involvement at the time with a number of other museums, 
including the Metropolitan Museum of Art. He had also designed the Baltimore Museum of Art, the National 
Archives in Washington, D.C., and additions to the British Museum and the Tate Gallery in London.^* After

“Frick Art Museum to Open in Spring,” New York Times, November 5, 1931, 27.
Ibid.
“Frick Art Gallery Worth $15,000,000,” New York Times, December 3, 1919, 3.
Bailey, Building the Frick Collection, 99.
Frederick Clapp, Records of the Organizing Director, “Report to the Board of Trustees of the Frick Collection by the 

Committee on Organization and Policy,” March 31, 1932, Notebook I, 4a, Frick Collection Archives, New York, New York. The 
Committee on Organization and Policy was composed of Walker Hines, Childs Frick, and John D. Rockefeller, Jr.

Ibid.
’’ The choice of Pope over Delano & Aldrich as architects was no doubt driven by the preference of Mellon, Rockefeller, and 

Duveen, each powerful in their own right. Pope’s extensive experience with both museums and libraries must have greatly influenced 
the final decision. Lastly, Delano & Aldrich despite entering many civic competitions did not win one until 1944; they were often
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completing the Frick Collection and Library, he would go on to design the Jefferson Memorial and the National 
Gallery in Washington, D.C.

Although Pope was awarded the commission in March 1932, it would be over another year before, and only 
after the purchase of two additional lots at 10 and 12 East Seventy-First Street, that his plans for the museum 
and library would be fully developed. The New York Times reported in June 1933: “John Russell Pope, 
architect, has designed for the trustees of the Frick collection a new art reference library to be erected at 10 and 
12 East Seventy-First Street and a one-story addition to the main building.”^^ Progress on the library’s 
construction was slowed in part because it was desired that the existing library remain open during construction. 
The week before it opened in January 1935, Royal Cortissoz, the renowned art critic, wrote in the New York 
Herald Tribune:

It is a great thing that Miss Frick has created and it will, of course, rapidly grow greater, for what 
the library aims at is, in the long run, an exhaustive documentation of the masterpieces of the 
world. It neighbors the art gallery in which the Frick collection of paintings will in due time be 
more accessible to the public. With that collection it will remain a beautiful monument to a 
high-minded generous purpose.

The physical and institutional bonds between museum and library were underscored by the New York Times 
coverage of the latter’s impending opening: “The former library has been tom down. In its place a new structure 
will be built joining the new library to the former residence, soon to become a museum. Thus, when the entire 
project is finished, it will constitute a harmonious architectural unit no less than a well-equipped centre [sic] for 
art study.”^"*

With the library opened, all attention could be directed to the speedy completion of the museum. In justifying a 
steady pace for construction. Dr. Clapp is credited with remarking: ‘“things of beauty cannot be created in a 
hurry. Careful decisions were being made for reasons of artistic and constmction quality as well as the long
term functioning of the institution. The New York Times reported in February 1934:

no effort is being spared to make of the former residence and additional new stmctures a setting 
worthy of the notable Frick collection and a distinct addition to New York architecture...All the 
alterations in the original residence and the new construction under way have been planned with 
the idea of providing for the future development of the institution... The domestic sections of the 
residence, although not of immediate use for museum purposes, are being altered, nevertheless, 
for future needs.^^

An April 1934 photograph depicts the Seventy-First Street facade with the new library fully enclosed, adjacent 
to the still standing 1924 facility; by this time work had already begun in earnest on the additions and changes to

beaten by John Russell Pope. Peter Permoyer and Anne Walker, The Architecture of Delano & Aldrich (New York: W. W. Norton, 
2003), 55.

“New Frick Library to Cost $1,000,000,” New York Times, June 24, 1933, 15.
” Royal Cortissoz, “The Purpose of the Frick Art Reference Library,” New York Herald Tribune, January 6, 1935, clipping in 

Frick Collection Archives, New York, New York. See also: “Picture Library,” Time January 21, 1935, http://www.time.com/time 
/magazine/article/ 0,9171,787944,00.html.

54 „‘Frick Art Home to Open Jan. 14,” New York Times, January 6, 1935, 6N.
” “Frick Art Showing Delayed Till Fall,” New York Times, February 22, 1934, 19. 

Ibid.
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the house, including extending the Seventy-First Street wall eastward and preparing the former drive for 
transformation into the enclosed court.^^

In designing the new public spaces, John Russell Pope did his best to maintain the feeling of the house that 
Frick had created; however, the new use of the building necessitated providing an elegant route for viewing the 
collection. On the museum’s opening, the New York Times remarked: “in planning to open the Collection to the 
public the trustees felt that the residential character should be maintained and that only such alterations should 
be made as might be counseled by administrative necessities or that would make possible and easy a one-way 
circulation of a large number of visitors.”^* Towards this end. Pope created a new entrance on Seventieth Street 
formerly occupied by the porte-cochere; roofed over the open drive and court, resulting in an enclosed garden 
and fountain; built two additional galleries on the Seventy-First Street side, the Oval Room and the East Gallery; 
moved the Boucher panels from the second floor to the first floor as the centerpiece of the new Boucher Room; 
and modified the doors in the West Gallery to provide access to the Oval Room. His additions merged 
seamlessly with the original structure. Colin Bailey has commented: “Everything was designed to disguise the 
transition from the original house to its modem additions: similar marbles, woods, and stone were used where 
ever possible.The views of the garden and Fifth Avenue, as well as in the interior court (originally the rear 
garden), underscore the importance of the landscape and transition between the interior and exterior spaces that 
was not only part of the original scheme of the house but also one that was maintained in the renovation.

The West Gallery remained a large, well-lit space with skylights, furnished with Italian Renaissance furniture 
and reproduction sofas. The Enamel Room, located off of the West Gallery, contained Limoges enamels, 
bronze sculptures, and small Renaissance paintings. The Living Hall remained the heart of the mansion-turned- 
museum and has some of the most important works in the collection including Giovanni Bellini’s St. Francis in 
the Desert. In contrast to the grand proportions of the West Gallery, the Living Hall is less formal and is 
enhanced by the eclectic mixture of decorative objects, including Renaissance bronzes, porcelain, and Boulle 
furniture. The Library contained English portraits and Renaissance bronzes with furniture designed by Allom. 
The Dining Room also has furniture and paneling designed by Allom, and is formal in character. The Fragonard 
Room features the “Progress of Love” series with French eighteenth-century furniture and porcelain. The 
Boucher Room, with panels depicting the arts and sciences, was originally in Mrs. Frick’s boudoir on the second 
floor and was relocated to the first floor for the opening of the museum. Like the Fragonard Room, most of the 
decorative objects in this space are also French eighteenth century. The Oval Room, part of the Pope addition, 
provides an elegant setting for the Houdon sculpture of Diana, as well as portraits by Gainsborough and Van 
Dyck. The East Gallery, positioned on the site of the original library building, displays paintings by Whistler, 
Van Dyck, Goya, and Manet.

When the Frick Collection opened to the public in December 1935 the museum and its new ensembles were 
widely admired, as expressed contemporaneously by Edward Alden Jewell:

So flawless has been the handling of these architectural factors—with their attendant, their 
inextricably commingled, factors of decoration—that unless with deliberate purpose one pause to 
think about them, one merely accepts a magnificent, finely integrated whole, unmindful of the 
immense difficulties surmounted. And that is as it should be.^°

See Bailey, Building the Frick Collection, 104, for 1934 photograph.
Edward Alden Jewell, “In the Realm of Art,” New York Times, December 15, 1935, 14X. 
Bailey, Building the Frick Collection, 105.
Jewell, “In the Realm of Art,” 14X.
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The novelty of the institution, which strove to maintain an air of domesticity, at least as experienced by the 
Fricks, did not please all critics as the rooms full of paintings, sculpture, decorative art items, and furniture 
required controlled pathways through the museum. Lewis Mumford opined:

no doubt the barriers protect the carved chest, the Renaissance chairs, and the sculptural bric-a- 
brac from the prying hands of the curious, but unfortunately they completely sacrifice the 
paintings to these very minor works of art. The lover of paintings cannot see the bigger pictures 
without becoming walleyed.^*

He went on to suggest that the paintings would be better served by “the bare walls of a modem building” instead 
of the nuisance of the Frick family’s decorative choices. Though disapproving, Mumford’s critique 
acknowledged the uniqueness of the museum and its approach to display and visitation.

The Frick Collection as an Influential Institution
The period of significance for the Frick Collection and Frick Art Reference Library (1912-35) encompasses a 
high point both in American collecting and the development of public art museums in America. Because Frick 
had such success in acquiring masterpieces, the institution’s collection is of high quality and of great 
consequence in the history of collecting in America for setting a standard for and inspiring other collectors. The 
architecture of the Frick house similarly established a level of excellence for the design and quality of execution 
in museum buildings. Even during Henry Clay Frick’s lifetime, when there was only limited access to his art 
collection, it was of great importance to contemporary collectors and others who moved in his social circle.^
Over time, this influence has grown.

The Frick Collection is an important link in the history of collecting and American museums, especially between 
the Isabella Stewart Gardner Museum in Boston and the National Gallery of Art in Washington, D.C. The Gardner 
Museim is the only other public art collection with the same combination of outstanding paintings installed by the 
donor in a building specifically designed for the collection within a home setting. Where the Gardner Museum is 
an intensely personal presentation of paintings in carefully construeted stage sets to be preserved without change in 
perpetuity, Frick created a more austere, and arguably a more maseuline environment, but one which has been 
allowed to evolve over time. In each case, the rooms were planned to enhance the display of the artwork with 
particular attention given to the choice of materials, the proportions, and the design scheme. It is the significance 
of both these elements the buildings and the set display of collections within—that distinguish these two 
institutions. Both are highly personal museums that reflect the taste of Gilded Age collectors who were compelled 
to leave a cultural legacy, bequeathing their collections and endowing publicly accessible institutions.
Additionally, Frick desired to create a cultural heritage equivalent to the political and economic status achieved by 
that time in the United States. George Harvey, Frick’s early biographer, recounts Frick as saying: “the American 
people...are fond—and properly so—of going to Europe, chiefly to see the famous paintings and other works of art 
there. I am going to try to bring some of them here where all Americans may have the opportunity of seeing them 
without crossing the ocean.”^^

Frick’s collecting interests and wish to contribute to the national cultural wealth greatly and directly influenced 
Andrew W. Mellon. The men had much in common: both were from Pittsburgh and intimately involved in the 
establishment and massive growth of the financial-industrial complex that exponentially increased that city’s,

Lewis Mumford, “The Art Galleries: Fifth Avenue’s Newest Museum,” New Yorker, December 28, 1935,49.
“ Frick was a rather private person. In responding to a request by a writer from the Sun, a New York newspaper, for access to his 

house he responded: “You can well understand that I desire as little notoriety as possible.” Box: Letters #22, January 15, 1913, Frick 
Family Residence, 1 East Seventieth Street, Helen Clay Frick Foundation Archives, New York New York 

“ Harvey, Henry Clay Frick, 336.
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and the nation’s wealth. Mellon became one of Frick’s closest friends and, indirectly, Frick made an indelible 
mark on the shape that the National Gallery of Art took as a public museum.

The Frick Collection, although small, has played a very significant role in the United States. The 
types of paintings collected by Mr. Frick deeply affected the taste of Americans in the decades 
after his death—first and foremost, that of Andrew Mellon, his close friend, and other collectors 
who gave to the National Gallery of Art in Washington, which Mellon founded...It was, and 
continues to be the model, the touchstone, for many other collectors and institutions—whether or 
not they achieve the standards of collecting or the atmosphere of The Frick Collection, as we 
know it today.

The National Gallery created by Andrew Mellon was the culmination of a long-held dream of a gallery for the 
country that demonstrated the United States’ position as a world power, and rich enough to possess a share of 
Europe’s greatest cultural treasures. Mellon’s choice of John Russell Pope as the architect of the National 
Gallery was certainly influenced by the superb work he executed for The Frick Collection and Frick Art 
Reference Library just a few years earlier. The two interior courts of the National Gallery are of particular note 
in their similarity to the enclosed court that Pope devised for The Frick Collection. In both cases, the spaces 
provide a contrasting repose from the galleries.^^ Pope’s August 1937 obituary in the Washington Post noted: 
“Frick and Mellon...developed a taste for art while traveling together in Europe, and afterward vied with each 
other in building up their personal collections. In giving these collections to the people, each chose Pope to 
design the gallery.”^^

The Frick Collection is not an institution with an encyclopedic collection like the Metropolitan Museum or the 
National Gallery of Art. Rather, it is the combination of a group of superlative masterpieces that are displayed 
with furnishings and decorative arts in an environment of commensurate quality and harmonious design, making 
the Frick the world class institution it is. The excellence of the architecture and connoisseurship created by 
Henry Clay Frick resonate in American cultural history. The notion of collecting masterpieces and housing 
them in an architectural monument also had repercussions on newer American museums. The Kimbell Art 
Museum and the J. Paul Getty Museum stand out as examples of institutional collecting of the finest Old Master 
paintings on display in buildings of the first quality. The Kimbell Art Museum in Fort Worth, Texas (Louis 
Kahn, 1972), is a Modern building with extreme care given to modestly scaled, intimate spaces where works can 
be displayed to best advantage in naturally-lighted galleries. Likewise, the collecting mission of the J. Paul 
Getty Museum, consisting of the Getty Villa in Malibu, California (1974, Langdon & Wilson; 2006, Rodolfo 
Machado and Jorge Silvetti), and the Getty Center in Los Angeles (Richard Meier, 1997), is to acquire the 
greatest and rarest objects and present them in spectacular architectural and landscape settings—a mission with 
its roots in the genesis of the Frick Collection

Conclusion
The Frick Collection and Frick Art Reference Library in New York comprises an institution that is considered 
one of the great legacies of the first period of major art collecting in the United States, one of the defining 
activities of the Gilded Age elite. Among his contemporaries, Henry Clay Frick stood out as both a collector 
and, with his superb Carrere & Hastings edifice sensitively designed for a high-profile Fifth Avenue site, 
architectural patron. Frick’s vast fortune, knowledge of the arts and architecture—nurtured and bolstered by a 
cadre of expert advisors, and desire to create a monument of the most personal sort, resulted in a museum and

Ryskamp et al., Art in The Frick Collection, 33.
Cannadine, Mellon: An American Life, 539.

“ “John Russell Pope, Designer of Mellon Art Gallery, Dies,” Washington Post, August 28, 1937, 17.
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institution with few rivals. It is one of the best examples of the (art) house museum subset within that type in 
this country. Its transition from private house museum to a publicly-accessible institution whose core mission 
was retention of the character established by Frick required an expansion program so expertly conceived by 
John Russell Pope that the earlier and later portions read as a seamless whole. Pope’s additions, constructed 
between 1931 and 1935, included a much-expanded Frick Art Reference Library, which has been an integral 
aspect of the institution since its 1920 founding by daughter Helen Clay Frick. The Frick Collection and Frick 
Art Reference Library maintains an uncommon degree of physical integrity and convey the character defining 
features that underpin its national significance both for its architecture and as a cultural institution.
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__Recorded by Historic American Buildings Survey: #
__Recorded by Historic American Engineering Record: #

Primary Location of Additional Data:

__State Historic Preservation Office
__Other State Agency
__Federal Agency
X Local Government 

__University
__Other (Specify Repository):

10. GEOGRAPHICAL DATA

Acreage of Property: Approximately 1.26 acres.

UTM References: Zone Easting
18 587164

Verbal Boundary Description:

Northing
4513842

The Frick Collection and Frick Art Reference Library is located in Manhattan, New York, New York, on a lot 
bounded by Fifth Avenue to the west (200’-10”), East Seventieth Street to the south (272’), and East Seventy- 
First Street to the north (275’). The property is a bit irregular along its eastern boundary, but covers 
approximately sixty percent of the block running east from Fifth Avenue. The property corresponds to Block 
1385, Lots 1,8, 10, and 11, in the Borough of Manhattan Tax Map and as shown on the enclosed map, entitled 
“The Frick Collection and Art Reference Library: Site Plan—Existing Conditions.”

Boundary Justification: The boundary has been drawn to correspond with the current legal lot lines for the 
property, which is approximately 1.26 acres in extent.
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Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, main entrance

Photographer: Ira Martin 
Date: 1931-36
The Frick Collection, facing east from Central Park

Photographer: Ira Martin 
Date: 1938-70
The Frick Collection, facing east from Fifth Avenue

Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, facing east from Fifth Avenue

Photographer: Ira Martin 
Date: 1931(?)
The Frick Collection, Portico, facing west

Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, Fifth Avenue Garden, Portico

Photographer: Richard Deliberto 
Date: 1977
The Frick Collection, 70* Street Garden and addition

Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, 70* Street Garden

Photographer: Ira Martin 
Date: 1938
Frick Art Reference Library, front entrance, 1938

Photographer: Richard Deliberto 
Date: late 1990s
Frick Art Reference Library, front entrance

Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, Entrance Hall



12. Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, Boucher Room

13. Photographer: Ira Martin 
Date: 1935
The Frick Collection, Dining Room

14. Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, Dining Room

15. Photographer: Ira Martin 
Date: 1946
The Frick Collection, Fragonard Room

16. Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, Fragonard Room

17. Photographer: Ira Martin 
Date: 1940
The Frick Collection, The Garden Court, facing north

18. Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, The Garden Court, facing north

19. Photographer: Ira Martin
Date: 1938
The Frick Collection, The Garden Court, facing south

20. Photographer: Richard Deliberto
Date: 2001
The Frick Collection, The Garden Court, facing east

21. Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, The Garden Court, facing west

22. Photographer: Ira Martin
Date: 1935
The Frick Collection, Library

23. Photographer: Ira Martin
Date: 1940
The Frick Collection, Living Hall



24. Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, Living Hall

25. Photographer: Ira Martin 
Date: 1931
The Frick Collection, Staircase and organ niche

26. Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, Staircase and organ niche

27. Photographer: Ira Martin 
Date: 1931
The Frick Collection, Staircase and organ niche (view from second floor)

28. Photographer: Ira Martin 
Date: 1938-69
The Frick Collection, Organ niche

29. Photographer: Ira Martin 
Date: 1933
The Frick Collection, West Gallery

30. Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, West Gallery

31. Photographer: Ira Martin
Date: 1935
The Frick Collection, Oval Room, facing East Gallery

32. Photographer: Richard Deliberto 
Date: 2001
The Frick Collection, East Gallery

33. Photographer: Ira Martin
Date: 1935
The Frick Collection Enamel Room, 1935

34. Photographer: Thurman Rotar
Date: 1930s-1990’s
Frick Art Reference Library, Reading Room

35. Photographer: Richard Deliberto
Date: late 1990’s
Frick Art Reference Library, Reading Room
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NATIONAL REGISTER OF HISTORIC PLACES 
REGISTRATION FORM

1. Name of Property

historic name The Frick Collection, The Frick Art Reference Library 
other names/site number

2. Location

street & number 1 East 70* Street, 12 East 71®* Street not for publication_
city or town New York vicinity___
state New York code NY county Manhattan code
zip code 10021

3. State/Federal Agency Certification

As the designated authority under the National Historic Preservation Act, as amended, I hereby certify that this
____nomination____ request for determination of eligibility meets the documentation standards for registering
properties in the National Register of Historic Places and meets the procedural and professional requirements set
forth in 36 CFR Part 60. In my opinion, the property____meets____ does not meet the National Register
Criteria. I recommend that this property be considered significant___nationally
___statewide___ locally. (___ See continuation sheet for additional comments.)

Signature of certifying official Date

State or Federal Agency or Tribal government



In my opinion, the property____meets _
continuation sheet for additional comments.)

The Frick Collection 
New York, New York

_ does not meet the National Register criteria. (

Signature of commenting official/Title Date

State or Federal agency and bureau

4. National Park Service Certification

I, hereby certify that this property is:

entered in the National Register 
See continuation sheet.

_determined eligible for the ____
National Register
___See continuation sheet.
_determined not eligible for the ___
National Register
_removed from the National Register

other (explain):

Signature of Keeper Date 
of Action

5. Classification

Ownership of Property (Check as many boxes as apply) 
X private

___public-local
__public-State

___public-Federal

Category of Property (Check only one box)
X building(s)

___district
___site
___structure
___object

Number of Resources within Property

Contributing Noncontributing 
2 _____buildings
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sites
structures
objects
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Number of contributing resources previously listed in the National 
Register

Name of related multiple property listing (Enter "N/A" if property is not part of a multiple property listing.) 
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6. Function or Use

Historic Functions (Enter categories from instructions)
Cat: Domestic Sub: Single Dwelling

Education Library

Current Functions (Enter categories from instructions)
Cat: Recreation and Culture Sub: Museum

Education Library

7. Description

Architectural Classification :
Beaux Arts with Louis XVI detailing

Materials
foundation
roof
walls
other

Concrete
Glass, copper, asphalt 
Limestone

Narrative Description (Describe the historic and current condition of the property on one or more 
continuation sheets.)

The Frick Collection is a stately and majestic building of great architectural distinction occupying 
the entire blockfront on Fifth Avenue between Seventieth and Seventy-first streets in New York. The 
mansion is surrounded by a retaining wall that further demarcates it from the surrounding buildings. The 
structure was built in 1913-14 as the home of Henry Clay Frick and has been open to the public as a 
museum since 1935. The Frick Art Reference Library, conceived by Helen Clay Frick is located at 10 
East 71^' Street and is connected at the basement level to the museum.

The site of the Frick Collection was originally occupied by the Lenox Library. Frick purchased the 
land in 1906 but had to wait until the New York Public Library completed its building at Fifth Avenue and 
Forty-Second Street in 1911 to commence construction on his house. Thomas Hastings of Carrere & 
Hastings was the architect of the Frick residence. John Mervin Carrere and Thomas Hastings both studied 
at the Ecole des Beaux Arts in Paris. After graduating, both joined the office of McKim, Mead & White, 
the quintessential architectural firm of the last quarter of the nineteenth century in the United States. 
Carrere & Hastings set up their own office in 1885. As they matured, their buildings were distinguished 
by a combination of refined ornament and restrained style. They placed great importance on the
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relationship of a building to the landscape. The high point of the Carrere & Hastings partnership was the 
commission for the New York Public Library, which they won in a design competition. They were also 
known for their fine country houses. In many of their house plans, hallways were used as a device to 
organize the plan and were often oriented perpendicularly to the front entrance. In contrast to many other 
gilded-age architects, they preferred to relegate staircases to a secondary location. After Carrere’s death in 
an automobile accident in 1911, Hastings continued work under the same name and in much the same 
classical style.

Although Frick probably planned a museum from the outset, his priority in the building of his 
house was comfort in an elegant but unostentatious style. The art gallery was the dominant feature of the 
house. Frick’s collection focused on Old Master paintings, which he had assembled with great attention 
and increasing sophistication. The Frick Collection faces Central Park, and the building is set back from 
and raised above the street level. The lawn and garden give the building a measure of distance as well as 
noble breathing space, unlike the adjacent Fifth Avenue properties, which are generally built out to the 
street wall. There is a raised terrace with a grand stair leading to the house. Although not the entrance to 
the mansion, this stair flanked by monumental urns calls attention to a shallow projecting bay with four 
pilasters that frame three arched windows and extend to the second-floor windows terminating in Ionic 
capitals. The slightly recessed sections that flank the center have square-headed windows surmounted by 
decorative carved panels. The central portion of the Frick House is three stories, with a rusticated first 
floor, a wide bandcourse, and a third story that is set back behind a parapet of balusters alternating with 
solid sections with slightly projecting centers. The balusters are placed in front of the third-story 
windows. The two wings, which are perpendicular to the central portion, are tied together by the wide 
bandcourse. The gallery wing on the north side is one and a half stories high and has a loggia of pairs of 
fluted columns capped with Ionic capitals. At the Fifth Avenue end is a small pavillion that picks up the 
rusticated first floor and has an arch with a demi-lune tympanum that is carved with a classical nude. This 
arch is repeated on the Fifth Avenue face and proceeds with three more square-headed windows also with 
bas-relief carving. The southern wing of the house projects with the same rusticated treatment and has 
two pedimented windows facing Fifth Avenue. The original entrance to the house was through a porte- 
cochere behind the house with a carriage passage running from Seventieth Street to Seventy-First Street 
and enclosing a courtyard.

The plan of the house was not a traditional symmetrical Beaux-Arts design but rather one that was 
a dog-leg axial plan. The central portion of the plan consisted of a living hall flanked by the library and 
the drawing room, with a hall facing an inner courtyard. The other two wings were placed perpendicular 
to this central block: the grand West Gallery on the north and a smaller wing with a dining room, butler’s 
pantry, and ladies dressing room to the south. The stair hall occupied the intersection of the long hall and 
the entrance hall and was dominated by an Aeolian organ.

In 1914 Frick moved into the house, but he had only a short time in which to enjoy his 
surroundings. He died in 1919. According to his will, the house was to become a museum, but only after 
the death of his wife, Adelaide who lived until 1931.

In 1931, after Mrs. Frick’s death, John Russell Pope was hired to execute changes adapting the 
house to its new function as a public institution. Pope was sensitive to the Louis XVI character



The Frick Collection 
New York, New York

established by Thomas Hastings; he transformed the carriage driveway, moving the porte cochere to 
become the main entrance for the museum. He made the courtyard into an enclosed atrium with a skylight 
and provided a reception area with coat room facilities. The courtyard included a sunken pool with a 
fountain surrounded by plants and trees. On the north side of the house. Pope created an additional 
gallery, now known as the Oval Room, the East Gallery and a Music Room. Pope was also commissioned 
to build a new Library after the property at 12 East Seventy-first Street had been acquired. This new 
Library building, completed in 1935 had six stories and included a reading room, stacks, and living 
quarters for Miss Helen Frick. The style was totally harmonious with the original residence. The entrance 
has a monumental arch flanked by double columns with Ionic capitals that rests on a base of equal height 
to the adjoining wing. This central arch has another smaller arched niche on either side. There are four 
stories above the plain limestone wall which fronts the library stacks, but only one band of windows with 
balusters below and simple pediments above. A deep entablature with dentil molding is below the 
projecting cornice and is emphasized by a decorative scrolling frieze.

In 1973 The Frick Collection was designated a New York City Landmark. The Landmarks 
Preservation Commission found that “The Frick Collection, including the Frick Art Reference Library, 
has a special character, special historical and aesthetic interest and value as part of the development, 
heritage and cultural characteristics of New York City. The Commission further finds that, among its 
important qualities, the Frick Collection is one of the finest examples of French Louis XVI architecture in 
New York City, that it is well-proportioned and displays beautiful detail, that it has been greatly enhanced 
by the sensitive architectural blending of alterations and additions with the original mansion, that the 
complex has a truly monumental quality enhanced by spacious grounds, and that it houses one of the 
finest art collections and art reference libraries in the world.”

The Frick expanded once more from 1975 to 1977, adding a single-story building on the 
Seventieth Street side with a reception hall, coat check, and shop on the first floor and exhibition galleries 
in the basement. The addition was designed by John Barrington Bayley in conjunction with Harry Van 
Dyck and G. Frederick Poehler. The expansion also included a garden, which was designed by Russell 
Page (1906-1985).

The Frick Collection and the Frick Art Reference Library are elegant examples of Beaux-Arts 
classicism executed with refined detailing and made of the finest materials. The Frick Collection is 
exquisitely sited on Fifth Avenue facing Central Park, and the plan of the building represents an intelligent 
variation of a Beaux-Arts axial plan. The additions made by Pope are of commensurate quality and 
elegance.

8. Statement of Significance

Applicable National Register Criteria (Mark "x" in one or more boxes for the criteria qualifying the 
property for National Register listing)
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X A Property is associated with events that have made a significant 
contribution to the broad patterns of our history.

___B Property is associated with the lives of persons significant in
our past.

_X_ C Property embodies the distinctive characteristics of a type, period, or method of
construction or represents the work of a master, or possesses high artistic values, or 
represents a significant and distinguishable entity whose components lack 
individual distinction.

___D Property has yielded, or is likely to yield information important in prehistory or history.

Criteria Considerations (Mark "X" in all the boxes that apply.)

____A owned by a religious institution or used for religious purposes.

____B removed from its original location.

____C a birthplace or a grave.

____D a cemetery.

____E a reconstructed building, object, or structure.

____F a commemorative property.

____G less than 50 years of age or achieved significance within the past 50 years.

Areas of Significance (Enter categories from instructions)

Collecting in the United States
Architecture
Education

Period of Significance: 1935- 1973

Significant Dates: 1935, 1973

Significant Person (Complete if Criterion B is marked above)

Cultural Affiliation
Museum, Library
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Architect/Builder Carrere & Hastings (built Frick Residence 1913-14)
John Russell Pope (Alterations and built Frick Art Reference Library 1931-35)

Narrative Statement of Significance (Explain the significance of the property on one or more continuation 
sheets.)

Henry Frick as a Collector and The Frick Collection in a National Context

“1 can only hope that the public will get one-half the pleasure 
that has been afforded me in the enjoyment of these masterpieces 
in proper surroundings. 1 want this collection to be my monument.” ^

Henry Clay Frick, 1919

The Frick Collection is the apotheosis of Henry Clay Frick’s life as a collector and patron. Frick 
(1849-1919) made his fortune in the coal and steel business centered around Pittsburgh, Pennsylvania. He 
had all of the trappings that one would expect of a successful tycoon of the last part of the nineteenth 
century. As Frick became more sophisticated, his aesthetic sensibilities also deepened. He was very much 
a man of his time, and his art collections reflect the chronicle of art collecting in America. When Frick 
built a house in which to display his collection, he sought and achieved the highest quality of design and 
materials for what he had mostly likely planned from the outset to become a museum.

Henry Clay Frick achieved success early in his career, despite his lack of education. He started out 
as a salesman and went on to become the bookkeeper in his family’s distillery business. At the age of 
twenty-two he went into the coal business, creating H.C. Frick Coke Company. The success of this 
business made him a millionaire and led him to the steel business that depended on coke for energy. Frick 
formed a partnership with Andrew Carnegie and became chairman of Carnegie Steel Ltd. Frick’s life was 
not without controversy. The Homestead Strike in 1892, resulted from an attempt by Frick to lower 
wages. He called in Pinkerton detectives to guard the steel plant with a violent result. Although the strike 
was finally settled, an attempt was made on Frick’s life and Frick remained adamantly opposed to unions. 
He resigned as chairman of Carnegie Steel in 1894 and withdrew from the business completely in 1899, 
although, after Carnegie Steel was reorganized by J. Pierpont Morgan into United States Steel, he returned 
as a board member.

Around the turn of the century, Frick expanded his horizons in a number of ways. He set about 
building a grand summer house. Eagle’s Rock, in Pride’s Crossing, Massachusetts; he purchased his first

1 Cited in George Harvey, Henry Clay Frick, The Man (New York: Charles Scribner’s Sons, 1928), 336. Harvey quotes Frick 
on the occasion of his showing his last acquisition, Vermeer’s Mistress and Maid, purchased in 1919, to a friend.
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major Old Master paintings: a Rembrandt and a Vermeer; and he moved to New York City, where he 
rented the William H. Vanderbilt Mansion at 640 Fifth Avenue. Frick’s own house plans began to take 
shape when he purchased the Lenox Library site in 1906. According to the conditions of the sale, he 
would have to wait until the New York Public Library was completed in order to take possession of the 
property. The New York Public Library did not open until 1911 and work on the house began in 1913. 
After careful consideration, Henry Clay Frick had decided that the new house on Fifth Avenue would be 
the location for a grand art gallery to display his ever-growing collection of paintings. Thomas Hastings of 
Carrere and Hastings designed the building. Hastings had not only been the architect of the New York 
Public Library, but had also designed a gallery for Knoedler and Company, Frick’s principal art dealer up 
to that time. Charles Carstairs, who headed the London branch of Knoedler and Company, was Frick’s 
closest art adviser.

Before focusing on the significance of Henry Clay Frick as a collector, it is necessary to examine 
the larger pattern of collecting and collectors in America during the Gilded Age.

The Gilded Age and the Rise of Collecting in America

The history of art collecting in the United States is a distinctly American story. During the Gilded 
Age, there was a burgeoning of new art collectors whose interests were piqued by the post Civil War 
economic prosperity and whose motives were inspired by the desire to demonstrate higher levels of 
culture and sophistication. Architecture was a traditional form through which power and wealth were 
demonstrated. In America a remarkable building boom occurred between the Civil War and World War I, 
demonstrated by the number of urban palaces, country places, and vacation houses that were built by the 
newly rich. Within this group was a distinguished circle of collectors, whose lives, careers, collecting 
passions, and patronage intersected. “The emergence of the Great Master collection was largely due to 
social and economic changes in the United States in the eighties and nineties. There came into existence a 
class of extremely wealthy men, who formed an aristocracy based on money, whose pre-eminence was 
widely recognized and whose power was indisputable.”2 These people, including Vanderbilts, Morgans, 
Havemeyers, Fricks, Walters, Rockefellers, Isabella Stewart Gardner, John G. Johnson, P.A.B. Widener, 
Charles Lang Freer, and Andrew Mellon were tied together through architects, dealers, business 
associates, and, above all, works of art. They visited one another admiring each other’s collections. 
Furthermore, they benefited from each other’s experience in assembling, building, and arranging their 
collections.

All these new houses had to be furnished with commensurate style, sophistication, and luxury. 
While a few of the patrons such as the Havemeyers favored progressive interior design, the majority 
preferred more traditional European styles of decoration. In a conscious effort to emulate titled 
Europeans, Americans bought the illusion of an Old World ambience through the acquisition of antiques 
and works of art. There was a wide range in the sophistication of the architecture as well as the 
collections assembled after the Civil War but generally the taste favored Beaux-Arts and Italianate 
buildings that were filled with the popular and widely accepted art of the French Academy. Whereas

2 William George Constable, Collecting in the United States of America (London: Thomas Nelson and Sons, 1964), 97.
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wealthy European families had inherited estates filled with artwork and furnishings that were handed 
down from generation to generation, the newly rich in America had to create their houses and domestic 
museums from scratch, and in doing so they generally represented the taste of that particular generation 
Interestingly. Americans until that time rarely handed down important collections for more than one 
generation. “It has helped to stimulate another characteristic of American collecting, far more general 
than it has ever been in Europe, namely, the conscious intention of the collector that his collection should 
not pass to his descendants, but ultimately benefit the community.”^

Types of Collectors

Gilded Age collectors and their collections developed in a number of different directions. There 
were collectors who purchased artwork for display in specially designated spaces that can be seen as 
domestic museums. Alongside this development was the rise of institutional patronage in America with 
the establishment of public art museums. Next were collectors who funded institutional museum 
buildings that were built around their own collections. Finally there were collectors who not only built 
buildings, but also provided the environment in which the art was to be displayed. Each of these different 
types of collectors had different motives that were reflected in the composition and presentation of their 
collections.

The Domestic Museum

The first group of collectors created domestic museums within their city or country residences.
The inclusion of an art gallery which often also served as a ballroom for entertaining large groups could 
elevate the social status of these collectors. It was not uncommon for the galleries to be open to the public 
on a limited basis.

Mrs. William B. Astor, perhaps the most prominent member of the social elite in post Civil War 
New York, had an early picture gallery in her New York City house at Fifth Avenue and Thirty-fourth 
Street. An interior photograph depicts the art collection in the 1880s and documents the predictable group 
of Barbizon and academic paintings.^ When Mrs. Astor moved uptown to 840-842 Fifth Avenue, a 
double mansion designed by Richard Morris Hunt, there was an even larger art gallery at the rear joining 
the two houses. This gallery, which also served as a grand ballroom, was hung with many of the paintings 
in an identical arrangement to the old house. The order of established New York society was challenged 
in the Gilded Age by the so-called robber barons, who accumulated immense wealth through railroads, 
industry, and banking. The Vanderbilts were certainly the best known of this new class. William H. 
Vanderbilt, the son of Commodore Cornelius Vanderbilt, doubled the fortune that he inherited from his 
father in 1877. His eity palace at 640 Fifth Avenue (built 1879-82) was decorated in high style by Herter 
Brothers and contained a large art gallery. While the interior decoration was cutting edge, the art 
collection was very much in the prevailing taste and included historic and military paintings, landscapes, 
academic works, and scenes of exotic lands. In contrast, Robert L. Stuart's art collection nearby at 871 
Fifth Avenue encompassed a large group of American paintings in addition to European ones. The 
American works were displayed with equal prominence. Both the Stuart Gallery and the Vanderbilt

3 Ibid, 1.
4 Ibid, 3. -
5 The photograph is in the collection of the New-York Historical Society.
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Gallery were illustrated in Artistic Houses, a lavish folio of interiors published in 1883-84.^ After 
William H. Vanderbilt’s death, the house at 640 Fifth Avenue served another collector: Henry Clay Frick 
rented the house from 1905 to 1915. Outside of New York, Mrs. Potter Palmer had an even more 
sophisticated art collection in her Chicago mansion that was completed in 1882. Like Vanderbilt’s and 
Stuart’s mansions, many of the rooms were furnished by Herter Brothers. Mrs. Palmer was an early 
collector of French Impressionist paintings that she displayed alongside more academic art in her 
celebrated art gallery. Her importance in the elite circle of connoisseurs was demonstrated by her heading 
the committee on the display of art at the World’s Columbian Exposition in 1893.’^

Many of the collectors with domestic museums actually bequeathed their paintings to art 
museums. The establishment of art museums was concurrent with the development of domestic museums. 
The founding and growth of public art museums is a conspicuous part of the history of collecting in 
America.

Public Art Museums

Some of the most influential collectors were also outstanding museum benefactors. By 1870 The 
Metropolitan Museum of Art, the Corcoran Gallery of Art, and the Museum of Fine Arts, Boston, had 
been founded. The Philadelphia Museum of Art dates to 1876, and The Art Institute of Chicago to 1879. 
The success of these institutions depended on the support of another type of collector: trustees and patrons 
who donated their art collections as well as funds to museums. It is noteworthy that most of the collectors 
of this important generation knew one another and often had to balance their private collecting with their 
institutional loyalties.

The Metropolitan Museum of Art had an especially generous and judicious group of patrons. At 
the turn of the twentieth century its illustrious board of trustees was headed by Pierpont Morgan, who 
became president in 1904. He exerted an enormous influence on the institution and its collections.
Indeed, he directed the Metropolitan to be “the most opulent museum filled with the most treasured art in 
the United States, a museum which would be the standard for and the envy of every other art museum in 
the country.”^ Morgan’s fellow board members included the other noteworthy American collectors: Henry 
Walters, Henry Clay Frick, and John G. Johnson. Each of these men also went on to make a mark on 
another institution and each built upon his experience at the Metropolitan Museum.

Morgan’s own collecting tastes were diverse and his acquisitions were impressive. He owned Old 
Master paintings, ancient and Near Eastern works of art, miniatures, sculpture, ceramics, manuscripts, 
autographs, rare books, medieval enamels, furniture, carpets, and many other objects. He was known for 
purchasing entire collections, some of which he bought on behalf of or gave to the Metropolitan. In 1903 
Charles Follen McKim designed the Morgan Library to house the books, manuscripts, and other selected 
objects. At his death in 1913, Morgan left his art collection to his son. Jack, who gave eight thousand 
objects to the Metropolitan Museum, after selling enough to pay the death taxes. Frick purchased

6 Arnold Lewis, et al., The Opulent Interiors of The Gilded Age, All 203 Photographs from Artistic Houses (New York: Dover 
Publications, 1987), 103. Stuart died before the house was actually completed. The painting were given to the New York 
Public Library which placed them on permanent loan to the New-York Historical Society.
7 The Potter Palmer paintings became an important part of the collection of the Art Institute of Chicago.
8 Steven Cohn, Museums and American Intellectual Life, 1876-1926 (Chicago: University of Chicago Press, 1998), 192.
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Morgan’s Fragonard series of paintings' The Progress of Love, many of his bronze sculptures, Asian 
porcelains, important Limoges enamels and furnishings. In 1924 Jack Morgan also gave the Morgan 
Library with its treasures to New York City as a museum.

Benjamin Altman’s (1840-1913) world-class collections were also left to the Metropolitan 
Museum. Altman was a department store magnate whose art collection included Chinese porcelains in 
addition to Old Master paintings by Rembrandt, Vermeer, and Holbein. Frick and Altman visited each 
other’s collections, often bringing friends along.^ Without children, Altman was persuaded to leave his 
collection to the Metropolitan, but he stipulated that the collection be displayed as a unit and segregated 
from the other holdings of the museum. *0

H. O. Havemeyer (1847-1907) was among the most generous benefactors of the Metropolitan 
Museum. His interests ranged from Old Master paintings, Asian ceramics, and metalwork, to avant-garde 
Tiffany glass, and were complemented by his wife’s enthusiasm for Impressionist painting. Like many 
other collectors, the Havemeyers’ bequest was finalized only after the death of both husband and wife. Mr. 
Havemeyer died in 1907, but the collections did not go to the Metropolitan until after 1929 when Louisine 
Havemeyer died. The donation had no restrictions on the display of the collection, and the objects were 
dispersed to the relevant departments.

John G. Johnson (1841-1917) was a Philadelphia lawyer of considerable ability who advised 
Morgan, Frick, Widener, Havemeyer, Rockefeller and others on legal matters. Johnson also shared an 
interest in Old Master paintings that he collected from 1880 to 1917, studying the artists he collected as 
well as the provenance of the paintings. 1 • His collections ended up at the Philadelphia Museum of Art in 
1933 after it was determined that his mansion could not function as an independent museum.

P. A. B. Widener (1834-1915), a close friend of Henry Clay Frick’s made his fortune in trolley 
cars and public transit systems. He commissioned an impressive country estate from Horace Trumbauer 
in the Beaux-Arts style. The house was filled with antiques, tapestries. Old Master paintings, sculpture, 
and Impressionist works by Monet and Renoir. After his death, Widener’s art collection was placed in 
trust with his son Joseph, who later gave it to the National Gallery of Art in Washington.

Institutional Museums Built around Private Collections

Another group of collectors was inspired to finance and build buildings to house their collections. 
These buildings were institutional in design, but the patron was intrinsically involved, from the choice of 
the architect to the style and plan of the building. By financing the architecture, the patron ensured a safe 
and sympathetic setting for the collection. Here, too, there was a variety of restrictions, including whether

9 Henry Clay Frick Correspondence, Frick Collection Archives, see letters March 23, 1911, December 22, 1911, December 24, 
1912. Similar requests to visit can be found from Henry Walters, P.A.B. Widener, and others.
10 Calvin Tomkins, Merchants & Masterpieces: The Story of the Metropolitan Museum of Art (New York; Henry Holt and 
Company, 1970, 1989), 169-74. Altman was not the only donor to place such limits; Jules Bache also wanted his collection 
kept together and segregated from other works.

11 Aline Saarinen’s chapter on Johnson in The Proud Possessors (New York: Random House, 1958), 92-117, provides an 
excellent portrait of him.
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the building was restricted solely to the collection of the donor, or if it could incorporate other collections 
and objects.

William Wilson Corcoran (1798-1888) led the way in this area. He founded the Corcoran Gallery 
of Art in 1869 for his private art collection, which included the works of many of his artist friends: Albert 
Bierstadt, Frederic Church, Thomas Doughty, and George Inness, as well as European landscape artists. 
Corcoran had given the public access to his collection when it was still installed in his house, but more 
ambitious plans led him to fund the construction of an eponymous museum. The Corcoran Gallery was 
designed by Ernest Flagg and opened in 1874, a significant Beaux Arts style building. The style of the 
original building was treated sympathetically when Charles Adams Platt made additions in 1928.

Charles Lang Freer amassed spectacular collections of Asian art, as well as American paintings, 
especially the work of James McNeill Whistler. His gift to the public of his art collection was made in 
1904 and also included money to construct a building bearing his name in which to house the collection. 
The Freer Gallery, designed by Charles Adams Platt, opened in 1923.

William Walters (1819-94) and his son Henry Walters (1848-1931) are a rare American example 
of two-generation collectors. Both were also involved in the early history of other institutions. William 
T. Walter was a trustee of the Corcoran Gallery and chairman of the Committee on Works of Art there, 
while Henry was a trustee of the Metropolitan Museum under the presidency of Pierpont Morgan, with 
whom he had much in common. Henry Walters inherited his feeling for objects and passion for collecting 
from his father, and his house served as a domestic museum, where the public was granted admission to 
see his European paintings. After Henry Walters inherited his father’s collection, he went on a buying 
spree that encompassed virtually every medium, from ancient to modem art. The collection numbered 
more than 22,000 objects, including antiquities, manuscripts, Limoges enamels, armor, Islamic art. 
Renaissance bronzes, Asian ceramics and metalwork, as well as paintings. In 1900 Henry Walters 
proceeded to build an Italian Renaissance style palace that was formally opened in 1909 as a public 
museum. The Walters Art Gallery was designed by William Adams Delano of the architectural firm of 
Delano and Aldrich. Both Delano and Aldrich, like so many of the great architects of their generation, 
had apprenticed in the office of McKim, Mead & White. Walters’s museum was influenced by the
Morgan Library, and indeed, Delano had sought the advice of Charles McKim. ^ 2

John D. Rockefeller, Jr. (1874-1960) was an important collector and philanthropist who was part 
of a family who endowed numerous cultural institutions. Rockefeller’s early collections included 
tapestries, rugs, and especially fine Chinese porcelains. In 1922 Rockefeller acquired the Cloisters, a 
group of medieval structures that had been assembled by the sculptor George Grey Barnard. He gave them 
to the Metropolitan Museum in 1927. The gift was further enlarged with the donation of Fort Tryon as a 
city park, with funds to move and expand the Cloisters and its collections. In addition. Rockefeller also 
donated objects from his collection, the most famous of which were the Unicom tapestries. Rockefeller 
was one of the charter tmstees of The Frick Collection and took a leading role in the transformation of 
Frick’s house into a museum. He also donated artwork to the collection.

12 William R. Johnston, William and Henry Walters: The Reticent Collectors (BaltimoreThe Johns Hopkins University Press, 
1999), 167.
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Andrew Mellon, a close friend of Frick’s, established the National Gallery of Art in 1928. Mellon 
was a latecomer to the elite circle of American art collectors and actively began buying important 
paintings only in the 1920s. Despite this, the quality in his purchases was consistently high. As Secretary 
of the Treasury, Mellon was based in Washington and felt that there should be a national gallery of art. In 
1935 he commissioned John Russell Pope, who had just designed the additions made to the Frick when it 
was converted to a museum between 1931 and 1935, to design the national museum.

House Museums

Finally, there were those collectors who built buildings, bequeathed their collections, and provided 
the environment in which the objects would be displayed. These stand out as the most personal 
monuments. House museums, where most of the rooms were dedicated as museum settings, arose around 
the turn of the century and coincided with the development of the concept of the period room. Period 
rooms were sympathetic furnishings assembled in an architectural setting and then installed in an 
institutional building. The Colonial Revival movement cultivated an awareness and interest in the 
domestic architecture of the past. This movement popularized by men such as Henry Davis Sleeper 
(1878-1934), whose house, Beauport in Gloucester, Massachusetts, was among the earliest assemblage of 
historically styled rooms was of widespread influence. Historic houses are different from house museums 
in that they do not include art collections, and their interpretation focuses on history rather than art.

The Wallace Collection in London, which is thought to have inspired Frick’s decision to leave his 
collection to the public, was an influential precursor to the American collector’s house turned museum. 
The core of the collection of French furniture, porcelains, and Old Master paintings was assembled by 
Richard, fourth Marquess of Hertford (1800-1870). His son. Sir Richard Wallace (1818-1890), greatly 
expanded the collection with the addition of Italian Renaissance sculpture, metalwork, arms and armor, 
and ceramies. The collections were installed in Hertford House and were given to the English nation by 
Sir Richard’s widow in 1900. The displays retained the domestic feeling of the house and influenced 
American museum builders.

Fenway Court, created by Isabella Stewart Gardner and completed in 1903, was one of the first 
American house museums. The building, the collections, the design of the interiors, the materials, and the 
placement of the objects were all determined by Mrs. Gardner. Furthermore, she stipulated in her gift to 
the public that the arrangement had to remain unchanged. The Gardner Museum was opened to the public 
only after Mrs. Gardner’s death in 1924 documenting her taste in paintings, as well as the decorative arts 
and preserving the style of the period in which the collections were assembled.

In many ways The Frick Collection reflects the story of collecting in Gilded Age America. Frick’s 
early collecting paralleled that of other Americans and focused on contemporary French painters including 
Bourguereau, history painting by Alma-Tadema, and Barbizon school painters including Troyon, 
Daubigny, Millet, and Corot. Frick rented the William H. Vanderbilt house at 640 Fifth Avenue from 
1905 to 1914 and installed his own art collection in the Vanderbilt gallery during his residency. During 
this time Frick’s art collection was becoming increasingly more sophisticated with the purchase of works 
by Rembrandt, Velazquez, Vermeer, El Greco, and Holbein.



The Frick Collection 
New York, New York

In planning a new house, Frick may have envisioned it as a future museum. 13 He hired the New 
York architectural firm of Carrere and Hastings which had just completed the New York Public Library. 
The Beaux-Arts structure was constructed in 1913-14. The plan of the house was not a traditional 
symmetrical Beaux-Arts design but rather a “dog-leg” axial plan. The central portion of the plan 
consisted on a living hall flanked by the library and the drawing room with a hall facing an inner 
courtyard. The other two wings were placed perpendicular to this central block: the grand West Gallery 
on the north and a smaller wing with a dining room, butler’s pantry, and ladies dressing room to the south.
The stair hall occupied the intersection of the long hall, and the entrance hall and was dominated by an 
Aeolian organ.

While the design of the exterior was entirely the work of Hastings, the interiors represent the 
collaboration of architects, dealers, decorators, and above all the patron. Frick was not an easy client for 
any of them, but his vision and taste combined with his wealth were crucial for the successful realization 
of the house. The finest materials were used throughout the house and the quality of the work was 
unsurpassed in New York. Sir Charles Carrick Allom (1865-1947), of the White Allom firm in London 
was initially hired by Frick in 1913 to decorate the first floor rooms. “We desire a comfortable well 
arranged home, simple, in good taste, and not ostentatious.” 14 Allom understood that the decor revolved 
around the works of art and to provide the best possible backdrop for them. Frick continually expressed 
his desire for minimal ornament and detail. Allom had to coordinate his plans with Thomas Hastings, and 
Frick certainly used Allom to reinforce his preference for simplicity. Carstairs was also involved and 
coordinated with Allom on the matters of executing Frick’s taste.

In 1914, the famed American decorator Elsie de Wolfe was also engaged by Henry Clay Frick. 
Elsie de Wolfe was responsible for the second floor rooms, including the family bedrooms and Mrs. 
Frick’s boudoir. She also took responsibility for the ladies’ reception room and Frick’s office on the first 
floor. De Wolfe soon began assisting Frick in the acquisition of French furniture. Jacques Seligman, a 
Parisian dealer, also provided Frick with French furnishings often with the assistance of Miss de Wolfe. 
Frick’s interest in furniture did not equal his passion for paintings but once the house was completed, the 
matter of furnishings became more urgent, and at this point the dealer Joseph Duveen becomes an 
important figure, while until then Frick had relied on Charles Carstairs and the Knoedler Gallery. In 1915, 
Duveen sold Frick J. P. Morgan’s set of panels by Fragonard together with the interior paneling that had 
that had been made for them and undertook their installation in Frick’s house at his own expense. Duveen 
also used Allom to facilitate the additional work that was being done in Paris. The entire decorating 
project was delayed by the First World War that jeopardized not only shipping arrangements but also the 
work of craftsmen in Europe. Further purchases from the Morgan collection were made through Duveen, 
including bronzes, enamels, porcelains, and eighteenth-century French furniture. In addition to these 
objects, Duveen supplied artworks, including the Boucher panels for Mrs. Frick’s boudoir, paintings, 
furniture, sculpture, and porcelains.

13 The sole reference to this is a letter from James Howard Bridge to Henry Clay Frick on July 13, 1912. Bridge was Frick’s 
personal secretary and as such was privy to the details of Frick’s ideas and plans. The letter refers to a conversation that Bridge 
had with the architect Thomas Hastings, wherein Hastings was not aware of the “Museum idea.’’ See Martha Frick Symington 
Sanger, The Henry Clay Frick Houses (New York: Monacelli Press, 2001), 140.
14 Helen Clay Frick Foundation Archives, Frick Family Residence, One East 70* Street, Box: Letters, #79, December 12, 
1913.
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The house thus represents in most of the public spaces a complex coordination between all the 
various players, each with their own priorities, but finally answering to Frick himself. Frick constantly 
rearranged the rooms as he acquired new paintings and furnishings.

Frick died in 1919, and in his will he bequeathed the house, the land, and the collection “for the 
purpose of establishing and maintaining a gallery of art in and at the said house and premises above 
described, and encouraging and developing the study of the fine arts, and of advancing the general 
knowledge of kindred subjects; such gallery to be for the use and benefit of all persons whomsoever, to 
the end that the same shall be a public gallery of art to which the entire public shall forever have
access.”15

While Frick had assembled the art collections and provided a setting with furniture and objects, the 
trustees of the museum were allowed to make changes and add to the collections in contrast with the 
restrictions that were placed on the Gardner Museum. The Frick was opened to the public in 1935, four 
years after Mrs. Frick’s death, following a thoughtful transformation from a domestic residence to a 

museum.

The transition from residence to museum was lengthy and carefully planned. After Frick’s death 
The Frick Collection was incorporated and trustees appointed. In addition to family members, the board 
included two important collectors: John D. Rockefeller, Jr., and Andrew Mellon, as well as the sons of 
two other collectors: Horace Havemeyer and Junius Morgan.

In designing the new public spaces, John Russell Pope did his best to maintain the feeling of the 
house that Frick had created. The changes that were necessary to transform the residence into a museum 
included the enclosing of the garden and fountain, the creation of the Oval Room and the East Gallery, the 
moving of the Boucher panels to the first floor as the centerpiece of the Boucher Room, and modifications 
to the doors in the West Gallery to provide access to the Oval Room.

The West Gallery is dedicated to the display of Mr. Frick’s paintings and is a large, well-lit space 
with skylights. The room is furnished Italian Renaissance furniture and reproduction sofas. The Enamel 
Room is located off of the West Gallery and contains Limoges enamels as well as bronze sculpture and 
Renaissance paintings. The Living Hall is in the heart of the mansion and contains some of the most 
important works in the collection. The views of the garden and Fifth Avenue, as well as in the interior 
court (originally the rear garden) underscore the importance of the landscape and transition between the 
interior and exterior spaces that was not only part of the original scheme of the house, but also one that 
was maintained in the renovation. In contrast to the grand proportions of the West Gallery, this space is 
more intimate. The domestic character of the room is enhanced by the eclectic mixture of decorative 
objects, including Renaissance bronzes, porcelain, and Boulle furniture. Allom designed most of the 
furniture for the Library which contains English portraits as well as Renaissance bronzes. The Dining 
Room is formal in character and contains furniture and paneling also designed by Allom for the room. 
There are Chinese vases mounted in French gilt bronze and a Louis XVI clock on the English eighteenth- 
century chimneypiece. The Fragonard Room displays the Progress of Love series painted by Fragonard. 
The French eighteenth-century furniture and porcelain in this room complements the paintings. The

15 Documents Relating to the Frick Collection, Printed for the Trustees, New York, 1923, 10.
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Boucher Room, with panels depicting the arts and sciences, was originally in Mrs. Frick’s boudoir on the 
second floor and was relocated to the first floor for the opening of the museum. Like the Fragonard room, 
most of the decorative objects in this space are also French eighteenth century. The Oval Room, part of 
the Pope addition, provides an elegant setting for the Houdon sculpture of Diana, as well as portraits by 
Gainsborough and Van Dyck. The East Gallery was also part of the 1931-35 renovation and displays 
paintings by Whistler, Van Dyck, Goya, and Manet.

The Frick Art Reference Library

Frick’s legacy as an art collector influenced his daughter Helen Clay Frick (1888-1984) in a 
profound way. Concurrent with the incorporation of The Frick Collection as a museum, Helen founded 
the Frick Art Reference Library in 1920 to complement her father’s intent: “to encourage and develop the 
study of the fine arts, and to advance the general knowledge of kindred subjects.” She provided a world- 
class research facility modeled on the Witt Library in London, which combined traditional references of 
books and periodicals with photographic archives to document the work of the relevant artists. Until her 
death. Miss Frick was steadfast in her devotion to the Frick Art Reference Library and continued to attend 
to every detail of its development and management. The original facility was located in the bowling alley 
in the basement of the family residence. In 1924 a new structure was built at 6 East 71st Street designed 
by Thomas Hastings. The library soon outgrew the one story structure and John Russell Pope designed the 
new thirteen-story library, which was opened in 1934. Although the Library was originally an independent 
organization financed by Miss Frick, after her death in 1984 it became part of The Frick Collection.

Period of Significance: 1935-1973

From Public Institution to New York City Landmark

During Henry Clay Frick’s five-year occupancy at 1 East 70'*’ Street, he permitted limited access to 
his art collection, although it was of great importance to contemporary collectors and others who moved in 
his social circle.’^

The Frick Collection, although small, has played a very significant role in the United 
States. The types of paintings collected by Mr. Frick deeply affected the taste of 
Americans in the decades after his death- first and foremost, that of Andrew Mellon, his 
close friend, and other collectors who gave to the National Gallery of Art in Washington, 
which Mellon founded ... It was, and continues to be the model, the touchstone, for many 
other collectors and institutions- - whether or not they achieve the standards of collecting 
or the atmosphere of The Frick Collection, as we know it today.

Frick influenced Andrew W. Mellon, whose collecting interests closely paralleled his own. They 
had much in common: both were from Pittsburgh, and both were steel magnates. Mellon was one of 
Frick’s closer friends, and in an indirect way also made an indelible mark on the shape that the National

16 Frick was a rather private person. In responding to a request by a writer from the Sun, a New York newspaper, for access to 
his house, he responded: “You can well understand that I desire as little notoriety as possible.” Helen Clay Frick Foundation 
Archives, Frick Family Residence, 1 East 70* Street, Box: Letters.
17 Charles Ryskamp et al.. Art in The Frick Collection (New York: Harry N. Abrams, 1996), 33.
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Gallery of Art took as a public museum. Mellon chose John Russell Pope to design the National Gallery. 
Coincidentally, Pope was also responsible for carrying out the changes and additions necessary to turn the 
Frick into a museum from 1931 to 1935.

The opening of The Frick Collection in December of 1935 was a long-awaited event that captured 
wide attention in the press. A sampling of the commentary illustrates the regard and appreciation that 
Frick’s gift made.

Henry Clay Frick was certainly one of the most fabulous capitalists produced in America. 
The collection he has bequeathed to the City of New York—and the nation—is of the same 

stature.

So flawless has been the handling of these architectural factors—with their attendant, their 
inextricably commingled, factors of decoration—that unless with deliberate purpose one 
pause to think about them, one merely accepts a magnificent, finely integrated whole, 
unmindful of the immense difficulties surmounted. And that is as it should be.l^

The Frick Collection retains a very high degree of integrity. There has been great respect for both 
the exterior, as well as the interiors. The architecture has been scrupulously maintained, with an eye 
toward the style and feeling that Frick created.

In 1973, the Landmarks Preservation Commission found that “The Frick Collection including the 
Frick Art Reference Library, has a special character, special historical and aesthetic interest and value as 
part of the development, heritage and cultural characteristics of New York City.” The commission further 
stated that “the Frick Collection is one of the finest examples of French Louis XVI architecture in New 
York City, that it is well-proportioned and displays beautiful detail, that it has greatly been enhanced by 
the sensitive architectural blending of alterations and additions with the original mansion, that the 
complex has a truly monumental quality enhanced by spacious grounds, and that it houses one of the 
finest art collections and art reference libraries in the world.All of these factors apply just as aptly to 
the nation and are a testament to the Frick’s merit as a National Historic Landmark.

18 The Art Digest, vol. 10, no. 6 (December 15, 1935), 7.
19 Edward Alden Jewell, The New York Times (December 15, 1935), X14
20 Landmarks Preservation Commission, Designation Report, March 20, 1973, LP 0667, p. 2
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LANDMARKS PRESERVATION COMMISSION
PARKS. RECREATION AND CULTURAL AFFAIRS ADMINISTRATION 
JOS BROADXTAY. NEW YORK, N. Y. 10007 
THcpboac: 566-7577

March 21, 1973

Mr. Edgar Munhall 
Acting Director 
The Frick Collection 
1 East 70th Street 
New York, N. Y. 10021

Dear Mr. Munhall;

This letter is to confirm that at its meeting yesterday after
noon the Landmarks Preservation Commission voted to designate The 
Frick Collection an official New York City Landmark. Enclosed are 
five copies of our Designation Report. The City of New York is 
proud to honor your distinguished building.

Your proposed demolition of the Widener House will leave a 
wall of The Frick Collection exposed on East 70th Street. On behalf 
of the Landmarks Preservation Commission, I am requesting an appli
cation from The Frick Collection for a Certificate of Appropriateness. 
The Landmarks Preservation Commission will consider the proposed 
treatment of this newly exposed wall. Ke also request you to submit 
preliminary plans for the proposed garden or for the proposed new wing.

With this letter I am returning to you your book Maste:^ieces of 
the Frick Collection which you kindly loaned to us. The information 
contained in your book was of assistance to the Commission in preparing 
its Designation Report.

Very truly yours.

FBG:ag
Enclosures
cc: Hon. Joseph Stein, P.E, 

Commissioner of Buildings

Frank B. Gilbert 
Executive Director
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LaxidJnarks PreserrttioD Conaaission 
Karch 20, 1973, Ctiiendar Hiiaber 1 
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THE FHlOC COLLlCTIOil (including the Frick Art Refereivce Library), 1 East 70th 
Street, Borouch of Monhat-tem. Built 1913-14; ■rchiteot C«i-r«r* t Hastiact. Prte 
Art Reference Library, 12 East 71st Street; built 1931-35; architect John Russell 
Pope.
landuiark Site: Borou^ of Jtonhattan Tm Map Block 1385, Lot 1.

Oa March 31, 1970, the loodnarjc* Preservation Coamlasion held a public hear! 
on the proposed designation as a Laadnark of Che Trick Collection and the propoee 
deeignation of the related Landaark Site (iten Ho. 9). The bearing had been duly 
adrertlBed In accordance vith the provlslona of law. One vitaesa spoke in favor 
designation. There were no speakers in opipcsition to desienatlon. The Frick Col 
lection has indicated its support of the proposed designation of its building.

DESCRIPTIOn AUD ABALYSI6

Set in spacious grounds and surrounded by retaining walla, this great aansic 
presents a striking picture of Inposlng grandeur and architectural distinction on 
Fifth Avenue, where it occupies the entire blockCront between 70th and 71st Stree 
Built as the residence of Henry Clay Trick, it baa been a museua since 1935. The 
entrance to The Frick Collection is at Ho. 1 East 70th Street. Adjoining the nan 
Sion to the east a>v3 connected to it at basesent level, is the never Trick Art 
Reference Library Building at Bo. 12 East 71»t Street.

When Mr. Frick purchased this site for hi» aansion in l9il, it was then oecu 
pied by the Lenor Library which, at that time, was about to unite its holdings wi 
those of the Aster and Tilden Llbrerles in the newly coapleted Hew York Public 
Library at l»2od Street and Fifth Avenue. It is worthy of note that .Mr, Frick 
selected the firm of Carrere i Hastings, the architects of the Hew York Public 
Library, to deelgn his nansioa. His residence was planned froo the beginning to 
serve as a future asiseua:. The faned coke and steel magnate hod gradually built 
up an outstanding ott collection which he intended to open to the jwblic in the 
asnsiou after his wife's death. After the death of Mr. Frick and his ^ 15-
the Board of Directors of his eoUection, which had been incorporated in 1920, 
immediately advanced plans for alterations and additions to the mansion and for -t 
construction of a research library building. The entire cceaplei was opened to tl 
public on Deceniber l6, 1935.

The mansion takes full advantage of the magnificent site, facing Central Foj 
Separating it from Fifth Avenue, and slightly above it. Is a wide lawn and gardet 
which create a feeling of spaciousness. Making the transition to the bouse, a 
raised terrace is anproached from the lawn by a broad flight of steps flanked by 
monumental ume. These steps lead up to the central and most prominent featur. 
of the Fifth Avenue facade: a shallow projecting bey is given dramatic emphasis I 
four Ionic pUasters which enframe the three arched windows of the first et^ ai 
the windows above it. The main body cf the mans ion is three stories high, ^lut 
a classical attic story, ae top of a wide bandcourse, surmounting the rustieat' 
first floor, serves as a sill for the second story windows and is the dammant 
unifying feature of the building, Unking the north and south ^ngs to the main 
body of the mansion. The attic story is set beck behind a tondsw para^t with 
balusters in front of each window. PuU-lengtfa, square-headed windows at the rx. 
floor, at either side of the central feature, are given emphasis by panels above 
with delicate bas-relief carvings.

The lawn Is framed at the north by a charming loggia which extend, along th> 
south side of the gallery wing and terminates In a pavilion at the Kfth Avenue 
corner, mils long ooe-story wing, set above a rusticated base, encloses the p 
pertv on the flat .Street side and extends eastward Z75 feet from Fifth Avwue. 
rah^er two-rtory wing on 70th Street orerlooks the garden facing Fifth Avenue 
and runs eastward until it meets the smaU forecourt to the main TOtrance. it 
continues the theme of the runticat^l first floor and has two handsoec pedlmente 
windows at the Fifth Avenue end-
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THE FRICK COLLECTION

The French Louis XVI character of the mansion, established by Carrere & _ 
HastinsB, was faithTully maintained by John Russell Pope when he in
Se^siiL^^Ss^e m^Strl^t ^iS driveway vMch led

Collection, Pope made provision for extra facilities and transformea tne open 
courtyard into an enclosed atrium with arched glass skylight supported on coupled 
columns. He also extended the north wing to provide additional s^ce: the Oval 
Room* the Bast Qallex^ and Lecture Room. The site of the East Gap.«^ had 
previously been occupied by a separate building housing Mr. Frick 
Reference Library which be had opened to the art world as early as 192h.
further exiansion was decided upon, the adjacent air kSv
71st Street, was purchased and Pope was connnisSioned to design a new six-story
library buUding, founded by Miss Helen C. Frick in memory of her father.

The Art Reference Library Building, completed in 1935. is an Impressl^ st^c- 
ture, approached through a monumental arch supported on 
rest on a low base of the same height as that of the north wing of The 
Collection. The entablature from which the arch springs is also 
same height as that of the adjoining wing. Above the central erch ,stories ^ind a plain limestone wall, pierced o^y by t^g ^^^SoStS^co!^ 
windows with balusters below them. A deep entablature, with ^ elaborately dec 
rated friese and projecting roof comice, crowns the blank wall above the windows
which contains the library stacks.

FUQINGS and DESIC35ATIOHS

On the basis of a careful consideration of the history, the ^chitec^e 
other features of this building, the Landmarks Preservation Ccmmission 
The Frick Collection, including the Frick Artcharacter, special hlstoricea and aesthetic interest and value as part o* the 
development, heritage and cultural characteristics of Rev York City.

The Commission further finds that, among its 
Collection is one of the finest examples of French Lome 
Ym.v r-i+v that it is wel"'-proportioned and displsys beautiful detail, th hS bein^^^eatJy L^In^%r?S%ensitive architectural blending of: alterations 
Ld additions with the original mansion, that the complex has a 
quality enhanced by spacious grounds, and that it houses one of the -inest art
collections and art reference libraries in the world.

Accordingly, purensnt to the prd»isio“Olty of Kev Vork .uid Chapter 8-A ct the Adjnlnistratlve Code of ^
York the Landmarks Preservation Commission designates as a Landmark The Fr
Si;eS». 1 East 70th Street, 1-clodiag t^ SiJL*2d’'deriSate™.P Bl-X 
located at 12 East Tlst Street, Borough of Manhattan and designates lax - p
1385., Lot It-Borwigb-X^rTtoJhattaa, js» its Landmark Site.
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n^eM landmarks preservation commission
FAKKS, RECKJiATlON AND CUL'l'UKAJ, AfEAlRS ADMINISTRATION 

}05 BROADWAY, NYW YORK. N. Y. 10007 

TeI<phon«: 5(^-7577

July 6, 1973

REPORT ON PROPOSED

garden, fence and related improvements

adjacent to

the prick collection 

on

Block 1385. Lots 8, 10 and 11

puFADAut to seotloo 207-19.0 Vt3 rouir^ir^’
the Landinarks Preservation Co^isBl the above referenced
public hearius on proposed plans for Collection constructs an intended
property as a garden until such Renresentatives of The Frick Collection,
expansion to the Frick presented and explained the folowing draw-
Sr." ^U«tloo Prop«^ 70^ Stroet. loclodlog melt

Art Reference Library, 10 E. 71st Street. 
n - Photo MontAgo. #1-11 B. 70th Stte.t. 1973. Peter 0 SolUv. .

Photographer.
( #3 - 1-9 Fast 70th Street, showing East Wall of 5 E. 70th Street,

b '( #4.7 E. 70th Street, looking .ooth (rite of propo.ei gerdeo) 1973.

'( ,5-7 E. 70th Street, looking north (site o£ proposed gsrden) 1973
( Peter O’Sullivan, Photographer

" - Ksss.'ss.“ “r s."...

ChaiRmah—HARMON M GOUDSTONe
V.CC.CMAIRMAN- .WILLIAM F. t liMEF

EDWARD A. AMES 
TERENDE H. BENBOW 
martin H COHEN

tUSABETH COIT 
UAReAKALEC OIAMONSTEIN 
JAMES J. HE6LIN

MORRIS KErCHUM. JR. 
HAWTHORNE E. LEE 
RAUL E PARKER. JR-
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#8 - Photo. Entrance to No. 1 E. 70th Street before 1931/35 
architectural changes. (showing original gate and fencing)

#9 - Plan of proposed garden for The Priclc Collection. 
Richard K. Webel, Landscape Architect.

1973,

1973,#10 - Rendering of proposed garden, looking north.
Richard K. Webel. Landscape Architect.

#11 - Drawing showing West, North and East Walls of proposed 
garden for The Frick Collection. 1973. Harry Van Dyke, Architect.

The public testimony included statements from Coinaiunity Board #8 and from the 
Municipal Art Society. The Commission has subsequently received a number of 
written communications on the matter. Including a favorable report from Community 
Board #8 and a reouest to defer action pending further study from the Historic 
Buildings Committee, New York Chapter A.I.A.

The Conmission further considered the proposed design and these communications at 
a meeting of June 28, 1973 in connection with the issuance of a Certificate of 
Appropriateness on Docket No. 73075 of ■»Aiich Certificate, dated July 6, 1973, this 
report is an integral part,

In reaching its determination, the Commission has evaluated the proposal not only 
for it* effect on the adjacent Landmark but in the broader context of its relation 
to what remains of a distinguished blockfront of early 20th Century mansions. On 
balance, it is the view of the Commission:

1) that, as an interim measure, a formal garden viewed through a 
handsome fence and the re-lnstalled original Frick mansion gates 
will provide greater enhancement to the neighborhood than the 
retention of a high stone wall and the Widener house in its 
present isolated situation;

2) that plans for the garden have been sufficiently developed to 
indicate its general character and that the right which the 
Coomiission reserves to review final drawings and details will 
ensure its appropriate design and execution, and;

3) that the enlargement of the existing Landmark site to include 
Lots 8, 10 and 11, Block 1385, will ensure for the future that 
Che design of tbe contemplated extension of the Frick Collection 
buildings will be subject to review by the Landmarks Preservation 
Commission after a public hearing.

The Landmarks Preservation Commission approves the design of the proposed garden 
and enclosing fence, replacement of original Frick Mansion gates, lattice, trellis, 
planting and related work, with the suggestions that;
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a) ivy or some appropriate evergreen vine Tsc planted so as 
to grow up the west wall of #11 E. 70th Street and the 
south wall of the. Prick Art Reference Libreryj and

b) consideration be given to paving the area of the Iwer 
level of the garden, now shown as grass, with cobble 
stones or similar material combined, if possible, with 
a hardy ground cover;

and with the requirement that:

c) working drawings and details of the work be submitted to 
the CoJTOiiasion for review as to their compliance wxth 
the preliminary drawings before contracts are let for the 
execution of the work.

Commissioner Diamonstein abstained from voting on the adoption of this report.

Sincerely yours,

lANDMAkKS PRESERVATION COMMISSION

Harmon E. Goldstone 
Chairman

.Uj!. G 1973
C’

AfiS. nY
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landmarks preservation commission
PAKXS. S^CRKATION AND CULTURAL APFAIRS ADMINlSTBA'nON 

505 BROADWAY, NEW YORIC. N. Y. 1O007 

Tdcphoae: 566-7577

J-uiy 6, 1973

Paul G. Pannoyer, Jr,, Esq.
Counsel
Chadbourne, Parke, Whiteside & Wolff 
25 Broadway
New York, N. Y. 10004

Dear Mr. Permoyer,

LPC - 73075
Certificate of Appropriateness #284 
The Frick Collection 
1 E. 70th Street, 10 E. 70th Street 
(UP - 0667)
Block 1385, Lot 1, Manhattan

Pursuant to Section 207-6.0 of the Administrative Code of the City of New York, 
and following the public hearing held May 15, 1973, Ae Landmarks Preservation 
Conanission gives its approval to the following exterior work.

a) That portion of the easterly wall of The Frick Collection that 
lies along the property line between lots No. 1 and No. 8 will 
be repaired, altered and enhanced in general accordance with 
Drawing #6 entitled "Drawing Showing Proposed Treatment of 
Exposed East Wall of Tlie Frick Collection, 1973, Harry Van Dyke, 
Architect," presented at the public hearing.

b) The work shall include the following specific items:

1) Comice and plain parapet as shown to be in limestone to 
match Tuaterial and general lines and character of the 
existing building.

2) Stucco on exposed brick surface below cornice to be treated 
with recessed panels,

3) Iron fence, to match existing, to be extended from present 
line on East 70th Street to face of present entrance 
pavillion.

4) Four round-headed glazed openings shall be cut into e^terly 
wall. At least two of them shall be provided with paired 
glass doors giving access to proposed new garden temace, 
re-using, if possible, existing doors and transoms from
No. 5 East 70tb Street or a close copy of same.

C.<Alf<MAN---- HARMON H. GOuOStONt
VlCeCHAlRMAH----WI'_LIAM P FISHER

EOWARO A. AMES 
TtHENCE H OEnOOW 
martin h. conen

EXECUTIVE omecToa---- FRANK B. GILBERT

ELISABETH CO-IT 
BARBARALFE DIAMONSTEJN 
JAMES J HESLIN

morris KSTCHUM JR. 
HAWTHORNE C. LE£ 
PAUL E. PARKER. JR.

u,RECTOR OF ----------------------- ALAN BURNHAM n.ACCTOR or TK«Lr.vAT,OK MICHAEL
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Paul G. Peimoyer, Jr., Esq. -2-

5) Vood lattice, approximately 16' 0” high, shall be applied 
to easterly wall of main building and entrance pavillion.

This Certificate of Appropriateness is granted on the following conditions:

1) that until Tlae Frick Collection is ready to build a 
proposed extension on Block 1385, Lot Nos. 8, 10 and 
11, a garden will be created on these lots to protect 
and enhance the Frick Collection Building, (LP - 0667);

2) that the garden will be created in general accordance 
with Che attached report dated July 6, 1973, by the 
Landmarks Preservation Commission;

3) that The Frick Collection will promptly advise the 
ConmdsBion as to the expected starting and completion 
dates of said garden; and

4) that as soon as the property is cleared and before 
actual work in the garden commences. The Frick Collection 
will request a public hearing to extend the Landmark Site 
of The Frick Collection so as to include Lot. Nos. 8, 10 
and 11 of Block 1385.

Commissioner Diamoustein abstained from voting on this Certificate of Appropriate
ness.

Sincerely yours,

LANDMAEp PRESERVATION COMMISSION
//,

Harmon H, GoIdatone 
Chairman

; •: —)

•lil. " 1973
4'

, AN-O. UV
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landmarks preservation commission
20 vmv STHEET. NEW YORK. NEW YORK 10007 

586-7577

June 26, 1981

1 1385 I 2
THE FRICK COLLECTION 
895 FIFTH AVENUE 
NE« YORKi N.Y. 10021

. ^ TO 1QR1 the Landmarks Preservation Commission deaignated the
of th. property listed above we .reJuS.5“o SlorS you thet yoer building 1. Included ulthln the bouoderle. of that 

district.

After deeIgnation.
▼k* T^da-rk« Ijw (New York City Administrative Code Chapter 8~A) requires that a LJrS^e^^d f^ tJ. Snd»arka Pre.etv.tlon Conedaelon before eny erterlor

er?iede to e building within the historic district or any changes are made 

Interior which may affect the protected exterior features.

get e ^^tSSTf^rti^^rb^tL"
Certificate of Appr^riatenesa o which affects the exterior of your building,

for this kind of work. ^

~‘=ss:,“S3:.:vvr,:?/‘:rs zisis.?.*:.:',,"*” S“work you may he consldeiring.
The Commieeton looks forward to working with you in the future.

Sincerely*

Imaore Norman 
Ixccutlve Director

iN:MC:ba
I JUL 7 m

Ai'



THE FRICK COLLECTION
1 EAST 7OTH STREET • NEW YORK • NEW YORK 10021

April 8, 2005

Ms. Carol Shull 
Chief, NHL Survey 
NRHE 
(2280)
1849 C Street NW 
Washington, DC 20240

Dear Ms. Shull:

The Frick Collection, including the Frick Art Reference Library at 1 East 70"^ Street and 
10 East 7L* Street, New York is seeking nomination as a National Historic Landmark. 
Cathy Howe in the New York State preservation office strongly supports recognition of 
the Frick and recommended pursuing National status directly even though the museum is 
not currently listed individually on the National Register of Historic Places. Patty Henry 
in the national office suggested that we convey the request to you.

The Frick has been an individual New York City Landmark since 1973, is also part of the 
Upper East Side Historic District. The Upper East Side Historic District is listed on the 
National Register of Historic Places (1984-09-07).

The New York City Landmark Designation stated that “The Frick Collection, including 
the Frick Art Reference Library, has a special character, special historical and aesthetic 
interest and value as part of the development, heritage and cultural characteristics of New 
York City. The Commission further finds that, among its important qualities, the Frick 
Collection is one of the finest examples of French Louis XVI architecture in New York 
City, that it is well-proportioned and displays beautiful detail, that it has been greatly 
enhanced by the sensitive architectural blending of alterations and additions with the 
original mansion, that the complex has a truly monumental quality enhanced by spacious 
grounds, and that it houses one of the finest art collections and art reference libraries in 
the world.”

We believe that the Frick Collection is of national significance and would like to pursue 
an application under Criterion 4. It is an outstanding example of Beaux Arts architecture 
in both style and construction and was designed by the nationally important architectural 
fimi of Carrere and Hastings. Furthermore, the Frick Collection demonstrates a 
significant pattern in American history: that of an individual achieving financial success 
and becoming a highly sophisticated art collector. Like Isabella Stewart Gardner who 
built Fenway Court in Boston for her collection, Frick’s intention from the outset was to 
construct a monumental mansion to house his collection and eventually become a 
museum. Henry Clay Frick can also be considered a nationally important figure for his 
role in the steel industry.

TELEPHONE (212) 288-0700 FAX (212) 628-4417



The Frick is fully committed to the stewardship of its collections and building, and being 
recognized as a National Historic Landmark would help to further its mission.

We greatly appreciate your consideration and look forward to hearing from you.

With best regards,

Anne L. Poulet 
Director

Enclosures:
New York City Landmark Designation 
Photographs
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H34(2280)

Ms. Anne L. Poulet 
Director
The Frick Collection
1 East 70* Street
New York, New York 10021

Dear Ms. Poulet:

wyssaiK

Thank you for your letter of April 8,2005 regarding the potential for The Frick Collection to be 
considered for National Historic Landmark Designation. We have carefully reviewed the 
information you provided and have consulted other sources of information regarding the 
collection and its significance.

National Historic Landmarks are nationally significant historic places designated by the Secretary 
of the Interior because they possess exceptional value or quality in illustrating or interpreting the 
heritage of the United States. Today, fewer than 2,500 historic places bear this national 
distinction. The nomination process for National Historic Landmarks is a deliberative and 
comparative endeavor that involves opportunities for public comment and scholarly review of 
proposed designations.

As you noted, the Frick Collection was listed in the National Register of Historic Places as a 
contributing resource within the 1984 Upper East Side Historic District nomination. Generally 
we recommend that properties seeking designation as National Historic Landmarks be listed, 
with recent documentation, on the National Register at the national level of significance.

Based upon our review, it appears that the Frick Collection may be eligible for consideration as a 
National Historic Landmark under Criterion 1, as an superlative example in the history of 
American collections. Absent a theme study on the history of collections, collectors, and their 
museums, an individual National Historic Landmark nomination must present a clear case for the 
national significance and high degree of integrity for the Frick Collection. The nomination 
would have to describe not only the importance of Frick’s collecting but also the influence of the 
museum through time. Frick’s role as a primary collector of European art would have to be 
placed in a comparative national context-who were his contemporaries and what is Frick’s place 
within the pantheon of American collectors? The nomination would expand and elaborate on the 
statement from your website:



The types of paintings collected by Mr. Frick deeply affected the taste of 
Americans in the decades after his death-first and foremost, that of Andrew 
Mellon, his close fnend, and other collectors who gave to the National Gallery of 
Art in Washington, D.C., founded by Mellon. Later the example of the Frick 
Collection helped determine the nature of museums such as the Kimbell Art 
Museum in Fort Worth. It was, and continues to be, the model for many other 
collectors and institutions-whether or not they achieve the standards of collection 
or the atmosphere of The Frick Collection as we know it today.

The nomination must also outline a period of significance for the museum. If it could be 
demonstrated that Frick’s collecting was nationally significant during his lifetime, then the period 
of significance might begin in 1919, with the construction of the building to house his collection. 
If it is the museum’s influence that is nationally significant, then the period of significance might 
begin in 1935, when the museum opened to the public.

We are uncertain that the museum would qualify under Criterion 4 as nationally significant 
examples of American architecture. At present, we do not have sufficient context or description 
to evaluate the property’s design and execution within the broad story of American architecture. 
If you wish to pursue this distinction, further work would be required on the stature of the 
building within the careers of its principal architects and the overall impact of the building in the 
history of American architecture.

The Frick Collection may be evaluated for its association with Henry Clay Frick as art collector, 
but not in his role as an industrialist, in that the complex is not associated with his productive life 
and the period of his association with the building is relatively short. It may be that Clayton, his 
family residence in Pittsburgh, is better suited to represent his home life, while other properties 
would illustrate his contributions to American industry.

In addition to being nationally significant. Landmarks must also retain a high degree of integrity 
that is, the ability to convey associations with the past. A nomination for the Frick Collection 
would need to detail how the property retains a high degree of location, design, setting, materials, 
workmanship, feeling, and association. For museums, because of the interconnectedness of the 
building and the collection, it would be hard to conceive of how the property could retain its 
designation as a National Historic Landmark should the collection be permanently moved to 
other quarters.

National Historic Landmark nominations are generally prepared by property owners or other 
parties interested in national recognition for a particular historic place. Comprehensive guidance 
for the preparation of nominations may be found in How to Prepare National Historic Landmark 
Nominations. Additional guidance may be found in other volumes of the National Register 
Bulletin series which is also available online at www.cr.nps.gov/nr. The nomination process 
includes two public notices and two public meetings and designations may take about a year 
from the time a completed nomination is accepted by the National Park Service.



We very much appreciate your interest in the National Historic Landmarks program and 
encourage you to consider the preparation of a National Historic Landmark nomination for the 
Frick Collection. For your information we have enclosed a copy of the National Historic 
Landmark nomination for the Corcoran Gallery and School of Art, which was designated in 
1992. If you should have any further questions, or if you should decide to pursue a nomination, 
please contact John Sprinkle at 202-354-2228.

Sincerely

John W. Roberts, Acting Chief 
National Register of Historic Places 
and National Historic Landmarks Survey

Enclosure: Corcoran Museum and School of Art NHL Nomination

cc: New York/SHPO
Bill Bolger NERO

bcc: 2250
2200
Basic File Retained In 2280

FNP: JSprinkle:OP:05/23/05 :S:/nr-nhl/sprinkle/fhck collection, wpd



Nraegray@aol.com
09/25/2005 02:02 PM 
EDT

To: John_Sprinkle@nps.gov 
cc:

Subject: Frick Collection

Dear Dr. Sprinkle:
Attached please find my outline for a theme study of the Frick Collection in the context of art collecting in 
the United States for the application of the Frick as a National Historic Landmark submitted under 
Criterion I.. I would greatly appreciate any comments or suggestions that you might have.
With kind regards,

Nina Gray
80 Central Park West #20-F
New York, NY 10023

--- -

(212) 496-1594 Outline.doc



The Frick Collection

Henry Frick as a Collector and the Frick Collection in a National Context

The Gilded Age and the Rise of Collecting in America

Architecture as demonstration of wealth and power

American building lack the element of inherited land, building, and 
Cultural heritage, no element of collecting over generations

Types of Collectors

Stage Setters who bought illusion of Old World Ambiance 
Domestic Residences with Art Galleries 

W.H. Vanderbilt 
Astor
Robert L. Stuart 
Mrs. Potter Palmer

Collectors who donated to Museums

Metropolitan Museum 
National Gallery 
Philadelphia Museum of Art 
Museum of Fine Arts, Boston 
Art Institute of Chicago

J.P. Morgan 
Andrew W. Mellon 
John G. Johnson 
Benjamin Altman 
Mrs. Potter Palmer 
H.O. Havemeyer 
P.A.B. Widener

Collectors who built buildings 
Thomas Corcoran 
Charles Lang Freer 
Duncan Phillips



Henry Walters 
Morgan (Library)

Collectors who built buildings and provided setting for artwork 
More Personal Monuments

Rise of Period Room concept in Museums

European precedents:
Wallace Collection

American:
Isabella Stewart Gardner 
Henry Huntington

'■i

Related Themes

Art Dealers and advisors 
Knoedler 
Duveen 

Architects
Carrere and Hastings 
John Russell Pope 
Charles Adams Platt 

Decorators
Elsie de Wolfe

Place of Frick

HCF had requisite collection of houses 
City House 
Country Place 
Pittsburgh

Periods of Significance

1914-1919
During Frick’s lifetime- influenced contemporaries, benefits to 

other collectors

1935 to Present
After Frick Collection opened to public- wider influence



Influence on Institutions 
National Gallery 
Getty 
Kimball

Frick Art Reference Library
Helen Frick and the creation of the FARL 

Precedents
Witt Library



Nraegray@aol.com
10/17/2005 05:07 PM 
EDT

To: John_Sprinkle@nps.gov 
cc:

Subject: Frick Collection

Dear Dr. Sprinkle:
1 have attached a draft of the theme essay on Frick as a Collector for the National Historic Landmark 
appiication. I would greatly appreciate your reading it and suggesting revisions or changes that you think 
are necessary.
With kind regards,

ii
Nina Gray Collecting At In Anerica and The Ftick Collection,doc



DRAFT

The Frick Collection

“I can only hope that the public will get one-half the pleasure 
that has been afforded me in the enjoyment of these masterpieces 
in proper surroundings. I want this collection to be my monument.’

Henry Clay Frick 1919^

Henry Frick as a Collector and the Frick Collection in a National Context

The Frick Collection is the apotheosis of Henry Clay Frick’s life as a collector 
and patron. Frick (1849-1919) made his fortune in the coal and steel business centered 
around Pittsburgh, Pennsylvania. He had all of the trappings that one would expect of a 
successful tycoon of the last part of the nineteenth century. As Frick became more 
sophisticated, his aesthetic sensibilities also blossomed. But he was very much a man of 
his time, and his art collections reflect the influence of the chronicle of art collecting in 
America.

The Gilded Age and the Rise of Collecting in America

The history of art collecting in the United States is a distinctly American story. 
During the Gilded Age there was a blossoming of new art collectors whose interests were 
enabled by the post Civil War economic boom and whose motives were inspired by the 
desire to demonstrate higher levels of sophistication. Architecture was a traditional form 
through which power and wealth was demonstrated. In America a remarkable building 
boom occurred between the Civil War and World War I. This boom was reflected in the 
explosion of urban palaces, country places, and vacation houses that were built by the 
newly rich. Among this group was a distinguished circle of collectors whose lives, 
careers, collecting passions, and patronage intersected in the last quarter of the nineteenth 
century, and continued through the first part of the twentieth century. These people, 
including Vanderbilts, Morgans, Havemeyers, Fricks, Walters, Rockefellers, Isabella 
Stewart Gardner, John G. Johnson, P.A.B. Widener, Charles Lang Freer, and Andrew 
Mellon were tied together through architects, dealers, business associates, and above all 
works of art. They visited one another admiring each other’s collections. Furthermore, 
they benefited from each other’s experience in assembling, building and arranging their 
collections.

The flourish of architecture required the new houses to be furnished. While a few



of the patrons favored progressive interior design, such as the Havemeyers, the majority 
favored more traditional European styles of decoration. In a conscious effort to emulate 
titled Europeans, Americans bought the illusion of an Old World ambiance through the 
acquisition of antiques and works of art. There was a wide range in the sophistication of 
the architecture and collections assembled after the Civil War but generally the taste 
favored Beaux Arts and Italianate building styles that were filled with the popular and 
widely accepted art of the French academy. Whereas wealthy European families had 
inherited estates filled with artwork and furnishings that were handed down from 
generation to generation, the newly rich in America had to create their houses and 
domestic museums from scratch and in doing so they generally represent the taste of that 
particular generation.2 An interesting phenomenon is the fact that rarely have important 
American collections been handed down for more than one generation. “It has helped to 
stimulate another characteristic of American collecting, far more general than it has ever 
been in Europe, namely, the conscious intention of the collector that his collection should 
not pass to his descendents, but ultimately benefit the community.”3

Types of Collectors

Gilded Age collectors and collections developed in a number of different ways. 
There were collectors purchased artwork for display in specially designated spaces which 
can be seen as domestic museums. Alongside this development was the rise of 
institutional patronage in America with the establishment of public art museums. Next 
were collectors who ftmded institutional museum buildings that were built around their 
own eollections. Finally there were collectors who not only built buildings, but also 
provided the environment in which the art was to be displayed.

The Domestic Museum

The first group of collectors created domestic museums within their city or 
country residences. The inclusion of an art gallery elevated the social status of these 
collectors and often also served as a ballroom for hosting large entertainments . It was 
not uncommon for the galleries to be open to the public on a limited basis.

Mrs. William B. Astor, perhaps the most prominent member of the social elite in 
post-Civil War New York had one of the earliest picture galleries in her New York City 
house at Fifth Avenue and Thirty-fourth Street. An interior photograph documents the art 
collection in the 1880s and depicts the predictable group of Barbizon and academic 
paintings.4 When Mrs. Astor moved uptown to 842 Fifth Avenue, a mansion designed by 
Richard Morris Hunt, the art gallery was reassembled with many of the paintings in an 
identical arrangement. The Astors were considered to be part of established New York 
society, and this order was challenged in the Gilded Age by “robber barons” who 
accumulated great wealth through railroads, industrialization, and business. The 
Vanderbilts were certainly the best known of this new class. William H. Vanderbilt, the 
son of Commodore Cornelius Vanderbilt, doubled the fortune that he inherited from his



father in 1877. His city palace at 640 Fifth Avenue (built 1879-1882) was decorated in 
high style by Herter Brothers and contained a large art gallery. Where the interior 
decoration was cutting edge, the art collection was very much in the prevailing taste and 
included historic and, military paintings, landscapes, academic works and scenes of 
exotic lands. In contrast, Robert L. Stuart’s art collection nearby at 871 Fifth Avenue 
encompassed a large group of American paintings, in addition to European ones. The 
American paintings were displayed with equal prominence. Both the Stuart Gallery and 
the Vanderbilt Gallery were illustrated in Artistic Houses, a lavish folio of interiors 
published in 1883-1884.5 Outside of New York, Mrs. Potter Palmer had an even more 
sophisticated art collection in her Chicago mansion which was completed in 1882. Like 
Vanderbilt and Stuart many of the rooms were furnished by Herter Brothers. Mrs. Palmer 
was an early collector of the French Impressionists which she displayed alongside more 
academic art in her celebrated art gallery. Her importance in the elite circle of 
connoisseurs was demonstrated by her heading the art committee on the display of art at 
the World’s Columbian Exposition in 1893.^

Many of these collectors with domestic museums actually bequeathed their 
paintings to art museums. The establishment of art museums was concurrent the 
development of domestic museums. The founding and growth of public art museums is a 
conspicuous part of the history of collecting in America.

The Rise of American Art Museums

Some of the most influential collectors were also outstanding museum 
benefactors. By 1870 the Metropolitan Museum, The Corcoran Art Gallery, The Museum 
of Fine Arts, Boston were founded. The Philadelphia Museum of Art dates to 1876, and 
the Art Institute of Chicago to 1879. The success of these institutions depended on the 
support of another type of collector: trustees and patrons those who donated funds as well 
as their art collections to museums. There was a broad range in the restrictions that 
accompanied such bequests. It is also noteworthy that the most of the collectors of this 
important generation knew one another, and often had to balance their private collecting 
with that of their institutional loyalties.

The Metropolitan Museum of Art had an especially aggressive, generous, and 
judicious group of patrons. At the turn of the twentieth century it had the most illustrious 
board of trustees headed by Pierpont Morgan who became president of the board in 1904. 
He exerted an enormous influence on the institution, and its collections. Indeed, he 
clearly directed the Metropolitan to be “the most opulent museum filled with the most 
treasured art in the United States, a museum which would be the standard for and the 
envy of every other art museum in the country.? Contemporary members included the



other noteworthy American collectors: Henry Walters, Henry Clay Frick, and John G. 
Johnson. Each of these men also went on to make a mark on another institution and each 
built upon their experience at the Metropolitan Museum.

Morgan’s own collecting tastes were diverse, insatiable and magnificent. He 
owned Old Master paintings, ancient and near eastern works of art, miniatures, sculpture, 
ceramics, manuscripts, autographs, rare books, medieval enamels, furniture, carpets, and 
many other objeets. He was known for purchasing entire colleetions, some of whieh he 
bought for or gave to the Metropolitan. In 1903, he built the Morgan Library, designed 
by Charles Pollen McKim to house his books, manuscripts, and other selected objects.
At his death in 1913, Morgan left his art collection to his son. Jack, who gave eight 
thousand objects to the Metropolitan Museum, after selling enough to pay the death 
taxes. Even the objects that were sold have retained the Morgan legacy. Frick purchased 
Morgan’s Fragonard series, his sculptures, oriental porcelains, and even furnishings. In 
1924 Jack Morgan also gave the Morgan Library with its treasures to New York City as a 

museum.

Benjamin Altman’s (1840 -1913) world elass collections were also left to the 
Metropolitan Museum. Altman was a department store magnate, who was devoted to his 
art collection that included Chinese poreelains in addition to old master paintings by 
Rembrandt, Vermeer, and Holbein. Frick and Altman visited one another collections, 
often bringing fiiends along. 8 Without children. Altman was persuaded to leave his 
collection to the Metropolitan but stipulated that the collection be displayed as a unit and 
segregated from the other holdings of the museum.^

H. O. Havemeyer (1847 - 1907) was among the most generous benefaetors of the 
Metropolitan Museum. His interested ranged from Old Master paintings, to oriental 
ceramics and metalwork, avant-garde Tiffany glass, and was combined with his wife’s 
enthusiasm for Impressionist painting. Like many other collectors, the Havemeyer’s 
bequest was finalized only after the death of both husband and wife. Mr. Havemeyer died 
in 1907, but the collections did not go to the Metropolitan until after 1929 when Louisine 
Havemeyer died. The donation had no restrictions on the display of the collection. lO

John G. Johnson (1841-1917) was a Philadelphia lawyer of considerable ability 
and advised Morgan, Frick, Widener, Havemeyer, Roekefeller and others on legal 
matters. Johnson also shared an interest in old master paintings that he collected from 
1880 to 1917. In keeping with his legal mind, he was deeply involved in studying the 
artists that he collected as well as the provenance of the paintings. 11 His eollections 
ended up at the Philadelphia Museum of Art in 1933 after it was determined that his 
mansion could not function as an independent museum.

P. A. B. Widener (1834-1915) made his fortune in trolley cars and public transit 
systems. He commissioned an impressive country estate from Horace Trumbauer in the 
Beaux-Arts style. The house was filled with antiques, tapestries, old master paintings, 
sculpture and impressionist works by Monet and Renoir. He was a close friend of Henry



Clay Frick. After his death, Widener’s art collection in trust to his son Joseph, who later 
gave it to the National Gallery in Washington.

Collectors Who Built Museums

The next group of collectors was inspired to finance and build buildings to house 
their collections. These buildings were institutional in design, but structures in which the 
patron was intrinsically involved from the choice of the architect to the style and plan of 
the building. By financing the architecture, the future of the collection was assured a safe 
and sympathetic setting. Here too, there were a variety of levels, including whether the 
building was restricted solely to the collection of the donor, or if it could incorporate 
other collections and objects.

William Wilson Corcoran (1798-1888) led the way in this arena. He founded the 
Corcoran Art Gallery in 1869 for his private art collection that included the works of 
many of his artist friends: Albert Bierstadt, Frederic Church, Thomas Doughty, and 
George Inness, as well as European landscapes. Corcoran had given the public access to 
his collection when it was still installed in his house, but more ambitious plans led him to 
fund the construction of an eponymous museum. The Corcoran Gallery was opened in 
1874.

Charles Lang Freer amassed spectacular collections of Oriental art and objects, as 
well as American paintings, and the work of James McNeil Whistler. His gift to the 
public of his art collection was made in 1904 and also included money to construct a 
building, bearing his name in which to house the collection. The Freer Gallery designed 
by Charles Adams Platt opened in 1923.

William Walters (1819-94) and his son Henry Walters (1848-1931) are a rare 
American example of generational collectors. Both were also involved in the early 
history of other institutions. William T. Walter was a trustee of the Corcoran Gallery and 
chairman of the Committee on Works of Art, while Henry was a trustee of the 
Metropolitan Museum under the presidency of Pierpont Morgan with whom he had much 
in common. Henry Walters certainly inherited his feeling for objects and passion for 
collecting from his father. Henry Walters’ house served as a domestic museum, where 
the public was granted admission to see his European paintings. After Henry Walters 
inherited his father’s collection he went a buying spree that encompassed virtually every 
medium, and the entire range from ancient to modem. The collection numbered more 
than 22,000 objects including antiquities, manuscripts, Limoge enamels, armor, Islamic 
art. Renaissance bronzes, oriental ceramics and metalwork, as well as paintings. In 1900 
Henry Walters proceeded to build a museum and constmcted an Italian Renaissance style 
palace that was formally opened in 1909 as a public museum.

John D. Rockefeller, Jr. (1874-1960) was an important collector and 
philanthropist who was part of a family that endowed numerous cultural institutions.



Rockefeller’s early collections were composed of tapestries, rugs, and especially Chinese 
porcelains. In 1922, Rockefeller acquired the Cloisters, a group of medieval structures 
that had been assembled by the sculptor George Grey Barnard. He gave them to the 
Metropolitan Museum in 1927. The gift was further enlarged with the donation of Fort 
Tryon as a city park with funds to move and expand the Cloisters and its collections. In 
addition. Rockefeller also donated objects from his collection the most famous of which 
was the Unicom tapestries. Rockefeller was one of the charter trustees of the Frick 
Collection and took a leading role in the transformation of Frick’s house into a museum.

Andrew Mellon established the National Gallery of Art in 1928. Mellon was a 
latecomer to the elite circle of art collectors, and only actively began buying important 
paintings in the 1920s. Despite this, he kept up ably with the level of quality in his 
purchases. As Secretary of the Treasury, Mellon was based in Washington, and felt that 
there should be a National Gallery of Art. In 1935, he commissioned John Russell Pope 
with to design the national museum. He died in 1937.

House Museums

The final category of collectors is those who built buildings, gave collections, and 
went further to provide the environment in the objects would be seen. These stand out as 
the most personal monuments. Houses museums, where the most of the rooms were 
dedicated as museum settings arose around the turn of the century and coincided with the 
concept of the period room. Period rooms encompassed sympathetic ftimishings 
assembled in an architectural setting and then installed in an institutional building. The 
Colonial Revival movement cultivated an awareness and interest in the domestic 
architecture of the past. Historic houses are different from house museums in that they 
do not include art collections, and their interpretation focuses on history rather than art.

The Wallace Collection in London was an influential precursor to the American 
collector’s house turned museum. The core of the collection of French furniture, 
porcelains, and old master paintings was assembled by Richard, fourth Marquess of 
Hertford (1800-1870). His son. Sir Richard Wallace (1818-1890) greatly expanded the 
collection with the addition of Italian Renaissance sculpture, metalwork, arms and armor, 
and ceramics. The collections were installed in Hertford House, and were given to the 
English nation by Sir Richard’s widow in 1900. The displays retained the domestic 
feeling of the house and were influential on American museum builders.

Fenway Court, created by Isabella Stewart Gardner, and completed in 1903 was 
one of the first American house museums. The building, the collections, the design of the 
interiors, the materials and the placement of the objects were all determined by Mrs. 
Gardner. Furthermore, she stipulated in her gift to the public that the arrangement had to



remain unchanged. Like the Frick Collection, the museum was opened to the public only 
after her death in 1924. The static installations of Fenway Court document Mrs. 
Gardner’s taste in paintings, as well as decorative arts, and preserve the style of the 
period in which the collections were assembled.

In many ways the Frick Collection assimilates the story of collecting in Gilded 
Age America. Henry Clay Frick was a self-made man. His early collecting paralleled 
that of other Americans, and focused on contemporary French painting including 
Bourgereau, history painting including Alma-Tadema, and Barbizon painters. 
Furthermore, Frick rented the William H. Vanderbilt house at 640 Fifth Avenue from 
1905-1914. He hung his own art collection in the Vanderbilt gallery. During this time 
Frick’s art collection was becoming increasingly more sophisticated with the purchase of 
works by Rembrandt, Velaquez, Vermeer, El Greco, and Holbein.

In planning a new house, Frick may have envisioned it as a future museum. He 
hired New York architects Carrere and Hastings who had just completed the New York 
Public Library. The Beaux-Arts structure was constructed in 1913-14. Frick hired the 
English decorator Sir Charles Allom to carry our the decoration of the public rooms on 
the first floor as well as Mr. Frick’s bedroom and sitting room on the second floor. He 
expressed his objectives in a letter to Allom in 1913: “We desire a comfortable well 
arranged home, simple, in good taste, and not ostentatious.” 13

After Frick moved into One East Seventieth Street he constantly rearranged the 
rooms as he acquired new paintings and furnishings. Frick died in 1919, and in his will 
he bequeathed the house, the land, and the collection “for the purpose of establishing and 
maintaining a gallery of art in and at the said house and premises above described, and 
encouraging and developing the study of the fine arts, and of advancing the general 
knowledge of kindred subjects; such gallery to be for the use and benefit of all persons 
whomsoever, to the end that the same shall be a public gallery of art to which the entire 
public shall forever have access.

The Frick Collection by contrast with Fenway Court, was allowed to be much 
more flexible. While Frick assembled the art collections and provided setting with 
furniture and objects, the trustees of the museum were allowed to make changes and add 
to the collections. The Frick was opened to the public in 1935 four years after Mrs. 
Frick’s death following a thoughtful transformation from a domestic residence to a 
museum. The Boucher paintings which had graced Mrs. Frick’s boudoir were moved to 
the first floor, while the second floor private rooms were given over to offices.

Periods of Significance



1914-1919

During Frick’s brief occupancy at 1 East 70^^ Street, there was limited access to 

his art collection, although it was of great importance to his contemporary collectors and 
others who moved in his social circle. 15

“The Frick Collection, although small, has played a very significant role in the 
United States. The types of paintings collected by Mr. Frick deeply affected the taste of 
Americans in the decades after his death- first and foremost, that of Andrew Mellon, his 
close friend, and other collectors who gave to the National Gallery of Art in Washington, 
which Mellon founded ... It was, and continues to be the model, the touchstone, for 
many other collectors and institutions- whether or not they achieve the standards of 
collecting or the atmosphere of the Frick Collection, as we know it today.’’^^

Frick influenced Andrew W. Mellon, whose collecting interests closely paralleled 
his own. They had much in common: both were fi'om Pittsburgh, and both were steel 
magnates. Mellon was one of the Frick’s closer friends, and in this way also made an 
indelible mark on the shape that the National Gallery took as a public museum. Mellon 
chose John Russell Pope to design the National Gallery. Pope was also responsible for 
carrying out the changes and additions necessary to turn the Frick into a museum from 
1931-1935.

1935 to Present
After Frick Collection opened to public- wider influence

Frick’s legacy as an art collector influenced his daughter, Henry Clay Frick in a 
deeply profound way. Concurrent with the incorporation of the Frick Collection as a 
museum, Helen established the Frick Art Reference Library to provide a world-class 
research facility. She modeled the library on the Witt Library in London, which 
combined traditional references of books and periodicals with photographic archives to 
document the work of the relevant artists. John Russell Pope also designed the new 
thirteen-story library which was opened in 1934.

The Frick Collection served as a model for the collecting objectives of Kimball 
Art Museum in Texas and the Getty Museum in California.
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cc:

Subject: Frick Collection

Dear Dr. Sprinkle:
Attached please find the application for the Frick Collection. A hard copy with Xeroxes of photos will be 
following. Please tell me if you would like further revisions or changes.
Thank you for your assistance.
With kindest regards,
Nina Gray
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Sprinkle, John

From: Nraegray@aol.com
Sent: Sunday, December 04, 2005 3:29 PM
To: Sprinkle, John H
Subject: Re: Frick Collection review

Thanks for your comments. I am pleased to make the changes, but I have a few queries.

Section 7: ^
Should I describe the private spaces even though they are how all dedicated to other uses? The bedrooms are 
now offices, and with the exception of Mr. Frick's sitting rpom they are no original wallcoverings. The furniture 
was distributed among family members in the 1930s, an;d some ot tne spaces have been subdivided. I concluded 
on the basis of these factors that there was little integrity remaining. Similar rearrangements have taken place in 
the service areas. I have not ordered any drawings to accompany the report. Should I get copies of floor plans? yif 
Pope's alterations? The 1977 additions? Do you need elevations, sections, details? '
I did not spend a lot of time on the 1977 addition because many parts of it such as the garden were thought to be 
temporary. In general it is not up to the quality of the rest offhe building.

Section 8:
Following please find a review of the literature;

The subject of collecting in the United States in the has been studied only selectively. The only recent book. 
Collecting in the Gilded Age, Art Patronage in Pittsburgh, 1890-1910, written in 1997, focuses on Pittsburgh, with 
an essay on collecting in the Midwest. While this book offers an excellent picture of patronage in Pittsburgh, and 
addresses certain important figures including Henry Clay Frick and Andrew Mellon, the important phases of their 
art collecting took place elsewhere.

The most important literature on the topic was written more than thirty-five years ago Constable's Art Collecting in 
the United States published in 1964 (in London)! was an excellent overview of American collectors. It is 
organized according to medium and school including medieval art, French Salon art, the Far East, Old Masters, 
American Primitive, graphic arts, and Post-Impressionism and Expressionism. Within each medium. Constable 
cites the important collectors and their history. The Elegant Auctioneers by Wesley Towner, published in 1970 
covers the rise of the art market in the United States with special attention given to the growth of the auction ' 
gallery.

The Antiquers, written by Elizabeth Stillinger and published in New York in 1980 focuses solely on the story of 
the collectors of American antiques. Aline Saarinen's The Proud Possessors is a collection of profiles of some of 
the greatest American collectors including Mrs. Potter Palmer, Isabella Stewart Gardner, J. Pierpont Morgan,
John G. Johnson, Charles Lang Freer, the Henry O. Havemeyers, Gertude Stein, John Quinn, Kaatherine Sophie 
Drier, Edward Wales Root, Joseph Hirschorn, Electra Havemeyer Webb, Thomas Gilcrease, Peggy Guggenheim, 
and the Rockefellers.

Other literature about collectors is limited to biographies of individual collectors, histories of museum collections, 
studies of art dealers, decorators, individual artists, and books about specific media. Morgan, Rockefeller, Frick, 
the Havemeyers, Walters, and Isabella Stewart Gardner have all been covered in biographies and in the case of 
the Havemeyers, both a biography and a museum exhibition catalogue. There is a new biography of Elsie de 
Wolfe by Penny Sparke, 2005 which touches upon decorating with antiques, but not systematic collecting. 
Similarly, Meryle Secrest's, Duveen, a Life in Art, 2004, chronicles the deals that Duveen made and his rise to the 
preeminent art dealer, but does not address the greater issue from the point of view of the purchaser.
Monographs on specific artists, such as Thomas Wilmer Dewing deal with their patrons, but since the collecting of 
Old Masters was always done long after the death of the artist, there was no interaction between painter and 
patron.

Tangential material may be found in monographs oLAmerican architects, as well as histories of the Gilded Age. 
Perhaps my favorite book on the subject is The Twilight of Splendor b'^ James Maher, written in 1975. Maher tells

12/5/2005
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the story of five great American palaces from the gilded age, concentrating on the architecture and decoration.
The topic of architectural patronage has been explored in The Architect and the American Country House by Mark > 
Allen Hewitt, 1990; The American Country House by Clive Aslet, 1990; and The American Country House by 
Roger Moss, 1990. The Vanderbilts, who were unquestionably the greatest patrons of American Architecture ^ 
have been similarly studied in The Vanderbilts in the Gilded Age by John Foreman and Robbe Pierce Stillman, ^ 
1991, and The Vanderbilt Homes by Robert B. King, 1989. On the individual architects of the gilded age, McKim, 
Mead & White, Richard Morris Hunt, Horace Trumbauer, George B. Post, Cass Gilbert, and Carrere and Hastings^ 
all have at least one monograph. Period studies such as New York, 1900 edt. By Robert Stern, 1983 and Elegant 
New York by John Tauanac and Christopher Little, 1985 rarely go beyond a cursory mention of the art patrons. ^

More has been written recently on the subject of the development of museums and their collections including 
Museums and American Intellectual Life, 1876-1926 by Steven Cohn, 1998 and Exhibiting Contradiction, Essays 
on the Art Museum in the United States, by Alan Wallach. These stories run parallel to the history of individual 
patronage and are useful. There are also a variety of books on Historic Houses, but none that address art y
collecting on Frick's scale.

Period of Significance:
As you may have guessed, I had trouble with the period of significance. Colin Bailey, the curator, thought that it 
should begin in 1915 and go tDThepres^errt.“t^truggtecr witlTvarious scenarios regarding Miss Frick. She 
resigned from the acquisitions committee in 1961, so I toyed with that, although it turns out that she was fighting 
with the trustees. I also struggled with her death, but she seems to have focused on the library after she resigned 
from the acquisitions committee, so it did not seem to be valid. I avoided the 1977 addition because it was not of 
commensurate quality with the rest of the building. Hence I settled on NYC landmarking.

It is difficult to quantify the impact of the Frick Collection, although one could measure it in a variety of ways. For 
example, in the first month that it was open 29,000 people visited the collection. One could follow the attendance 
records over the years and make a statement of its significance through its popularity. Similarly one could list all 
of the special exhibitions and show how they have made contributions to art historical scholarship. Along the / 
same line, the Frick has supported fellowships and lectures, but is this what is meant by significance.

Architectural Significance:
I seem to have fallen short in demonstrating that the Frick is a great building. Should I outline the history of 
Beaux Arts architecture in the United States or is there some theme study or other NPS context which would 
serve better as a framework?---------------------------------------------------------- ^

Again, I am happy to make whatever changes are necessary to the nomination, and I truly appreciate the 
dialogue, as well as your advice.

With kindest regards, 
Nina

-/%/

- hNC/oJ.

12/5/2005



Section 7;
Should I describe the private spaces even though they are now all dedicated to other uses? The 
bedrooms are now offices, and with the exception of Mr. Frick's sitting room they are no original 
wallcoverings. The furniture was distributed among family members in the 1930s, and some of 
the spaces have been subdivided. I concluded on the basis of these factors that there was little 
integrity remaining. Similar rearrangements have taken place in the service areas. I have not 
ordered any drawings to accompany the report. Should I get copies of floor plans? Pope's 
alterations? The 1977 additions? Do you need elevations, sections, details?
I did not spend a lot of time on the 1977 addition because many parts of it such as the garden 
were thought to be temporary. In general it is not up to the quality of the rest of the buitdi^-

Section 8:
Following please find a review of the literature:

The subject of collecting in the United States in the has been studied only selectively. The only 
recent book. Collecting in the Gilded Age, Art Patronage in Pittsburgh, 1890-1910, written in 
1997, focuses on Pittsburgh, with an essay on collecting in the Midwest. While this book offers 
an excellent picture of patronage in Pittsburgh, and addresses certain important figures including 
Henry Clay Frick and Andrew Mellon, the important phases of their art collecting took place 
elsewhere.
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The most important literature on the topic was written more than thirty-five years ago Constable's 
Art Collecting in the United States published in 1964 (in London)! was an excellent overview of 
American collectors. It is organized according to medium and school including medieval art, 
French Salon art, the Far East, Old Masters, American Primitive, graphic arts, and Post- 
Impressionism and Expressionism. Within each medium. Constable cites the important collectors 
and their history. The Elegant Auctioneers by Wesley Towner, published in 1970 covers the rise 
of the art market in the United States with special attention given to the growth of the auction 
gallery.

The Antiquers, written by Elizabeth Stillinger and published in New York in 1980 focuses solely 
on the story of the collectors of American antiques. Aline Saarinen's The Proud Possessors is a 
collection of profiles of some of the greatest American collectors including Mrs. Potter Palmer, 
Isabella Stewart Gardner, J. Pierpont Morgan, John G. Johnson, Charles Lang Freer, the Henry 
O. Havemeyers, Gertude Stein, John Quinn, Kaatherine Sophie Drier, Edward Wales Root, 
Joseph Hirschorn, Electra Havemeyer Webb, Thomas Gilcrease, Peggy Guggenheim, and the 
Rockefellers.

Other literature about collectors is limited to biographies of individual collectors, histories of 
museum collections, studies of art dealers, decorators, individual artists, and books about specific 
media. Morgan, Rockefeller, Frick, the Havemeyers, Walters, and Isabella Stewart Gardner have 
all been covered in biographies and in the case of the Havemeyers, both a biography and a 
museum exhibition catalogue. There is a new biography of Elsie de Wolfe by Penny Sparke, 2005 
which touches upon decorating with antiques, but not systematic collecting. Similarly, Meryle 
Secrest's, Duveen, a Life in Art, 2004, chronicles the deals that Duveen made and his rise to the 
preeminent art dealer, but does not address the greater issue from the point of view of the 
purchaser. Monographs on specific artists, such as Thomas Wilmer Dewing deal with their 
patrons, but since the collecting of Old Masters was always done long after the death of the artist, 
there was no interaction between painter and patron.

Tangential material may be found in monographs of American architects, as well as histories of 
the Gilded Age. Perhaps my favorite book on the subject is The Twilight of Splendor by James 
Maher, written in 1975. Maher tells the story of five great American palaces from the gilded age, 
concentrating on the architecture and decoration. The topic of architectural patronage has been



explored in The Architect and the American Country House by Mark Allen Hewitt. 1990; The 
American Country House by Clive Aslet, 1990; and The American Country House by Roger 
Moss, 1990. The Vanderbilts, who were unquestionably the greatest patrons of American 
Architecture have been similarly studied in The Vanderbilts in the Gilded Age by John Foreman 
and Robbe Pierce Stillman, 1991, and The Vanderbilt Homes by Robert B. King, 1989. On the 
individual architects of the gilded age, McKim, Mead & White, Richard Morris Hunt. Horace 
Trumbauer, George B. Post, Cass Gilbert, and Carrere and Hastings all have at least one 
monograph. Period studies such as New York. 1900 edt. By Robert Stern, 1983 and Elegant 
New York by John Tauanac and Christopher Little, 1985 rarely go beyond a cursory mention of 
the art patrons.

More has been written recently on the subject of the development of museums and their 
collections including Museums and American Intellectual Life, 1876-1926 by Steven Cohn, 1998 
and Exhibiting Contradiction, Essays on the Art Museum in the United States, by Alan Wallach. 
These stories run parallel to the history of individual patronage and are useful. There are also a 
variety of books on Historic Houses, but none that address art collecting on Frick's

Period of Significance;
As you may have guessed, I had trouble with the period of significance. Cdin Bailey, the curator, 
thought that it should begin in 1915 and go to the present. I struggled with various scenarios 
regarding Miss Frick. She resigned from the acquisitions committee in 1961, so I toyed with that, 
although it turns out that she was fighting with the trustees. I also struggled with her death, but 
she seems to have focused on the library after she resigned from the acquisitions committee, so 
it did not seem to be valid. I avoided the 1977 addition because it was not of commensurate 
quality with the rest of the building. Hence I settled on NYC fandmarW^.

It is difficult to quantify the impact of the Frick Collection, although one could measure it in a 
variety of ways. For example, in the first month that it was open 29,000 people visited the 
collection. One could follow the attendance records over the years and make a statement of its 
significance through its popularity. Similarly one could list all of the special exhibitions and show 
how they have made contributions to art historical scholarship, ^ong the same line, the Frick has 
supported fellowships and lectures, but is this what is meant by

Architectural Significance:
I seem to have fallen short in demonstrating that the Frick is a great building. Should I outline the 
history of Beaux Arts architecture in the United_States or is there some theme study or other NPS 
context which would serve better as a fiimevrorlj?

: 10 substannate 
'rick’s place in the histoiy of collecting, 
his review should be summarized in fee 
ootnotcs. 1 am suqrrised feat there 
tasn’t been more coverage in the 
oumals, as I remember associates at 
Vnterfeur working on collections and 
ollectors.

Comment [FE3]: The period of 
ii^ifkance is tied id fee question: when • 
lid the collection achieve national if 
lignificancc? 1 would suspect that it was * 
It the museum opening, rather than as a 
jrivatehome. The building must retain > 
mflkient elements to reflect fee period of 
ignificance-hence the evaluation of 

ntegrity and the need for a J
lomprehensive description of fee entne f 
lomplex.

imment [FE4]: For a collection it . 
that one measure of national ^

ignificance would an evaluation of its 
ict within a comparative context J 

lust how important is the collection. | 
'isitaaonmij^tbeonewaytojusiify: 
litial impact More inqwnant would bep, 
B influence of Frick’s collectirai on 

ifeer collectors, such as Mellon. For J 
ry Sleeper we had quotes by HF. 

t noting the influence on period 
m the development of Wini 

1 noted before, we are on uncharted 
Iters here and it is up to the qxmsOT to g 
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—.......ent [FE5]: Architectural
Significance is demonstrated within at 
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compared to other similar buildings. Is 
^is one of the tnily great Beaux Arts » 
Tmildin^? Is it respected as <me of p 
Hastings’ best works?



Section 7:
Should I describe the private spaces even though they are now all dedicated to other uses? The 
bedrooms are now offices, and with the exception of Mr. Frick's sitting room they are no original 
wallcoverings. The furniture was distributed among family members in the 1930s, and some of 
the spaces have been subdivided. I concluded on the basis of these factors that there was little 
integrity remaining. Similar rearrangements have taken place in the service areas. I have not 
ordered any drawings to accompany the report. Should I get copies of floor plans? Pope's 
alterations? The 1977 additions? Do you need elevations, sections, details?
I did not spend a lot of time on the 1977 addition because many parts of it such as the garden 
were thought to be temporary. In general it is not up to the quality of the rest of the buildingl

Section 8:
Following please find a review of the literature:

The subject of collecting in the United States in the has been studied only selectively. The only 
recent book. Collecting in the Gilded Age, Art Patronage in Pittsburgh, 1890-1910, written in 
1997, focuses on Pittsburgh, with an essay on collecting in the Midwest. While this book offers 
an excellent picture of patronage in Pittsburgh, and addresses certain important figures including 
Henry Clay Frick and Andrew Mellon, the important phases of their art collecting took place 
elsewhere.

Comment: NHL nominations 
document a moment in time, so eveiy 
space needs description and a floorplaa 
The entire complex must be evaluated for 
its integrity, althou^ the public spaces 
are most important. We need to evaluate 
all of the additions as diey contribute to 
our understanding of the building as a 
historical artifoct

The most important literature on the topic was written more than thirty-five years ago Constable's 
Art Collecting in the United States published in 1964 (in London)! was an excellent overview of 
American collectors. It is organized according to medium and school including medieval art, 
French Salon art, the Far East, Old Masters, American Primitive, graphic arts, and Post- 
Impressionism and Expressionism. Within each medium. Constable cites the important collectors 
and their history. The Elegant Auctioneers by Wesley Towner, published in 1970 covers the rise 
of the art market in the United States with special attention given to the growth of the auction 
gallery.

The Antiquers, written by Elizabeth Stillinger and published in New York in 1980 focuses solely 
on the story of the collectors of American antiques. Aline Saarinen's The Proud Possessors is a 
collection of profiles of some of the greatest American collectors including Mrs. Potter Palmer, 
Isabella Stewart Gardner, J. Pierpont Morgan, John G. Johnson, Charles Lang Freer, the Henry 
O. Havemeyers, Gertude Stein, John Quinn, Kaatherine Sophie Drier, Edward Wales Root, 
Joseph Hirschorn, Electra Havemeyer Webb, Thomas Gilcrease, Peggy Guggenheim, and the 
Rockefellers.

Other literature about collectors is limited to biographies of individual collectors, histories of 
museum collections, studies of art dealers, decorators, individual artists, and books about specific 
media. Morgan, Rockefeller, Frick, the Havemeyers, Walters, and Isabella Stewart Gardner have 
all been covered in biographies and in the case of the Havemeyers, both a biography and a 
museum exhibition catalogue. There is a new biography of Elsie de Wolfe by Penny Sparke, 2005 
which touches upon decorating with antiques, but not systematic collecting. Similarly, Meryle 
Secrest's, Duveen, a Life in Art, 2004, chronicles the deals that Duveen made and his rise to the 
preeminent art dealer, but does not address the greater issue from the point of view of the 
purchaser. Monographs on specific artists, such as Thomas Wilmer Dewing deal with their 
patrons, but since the collecting of Old Masters was always done long after the death of the artist, 
there was no interaction between painter and patron.

Tangential material may be found in monographs of American architects, as well as histories of 
the Gilded Age. Perhaps my favorite book on the subject is The Twilight of Splendor by James 
Maher, written in 1975. Maher tells the story of five great American palaces from the gilded age, 
concentrating on the architecture and decoration. The topic of architectural patronage has been



explored in The Architect and the American Country House by Mark Allen Hewitt, 1990; The 
American Country House by Clive Aslet, 1990; and The American Country House by Roger 
Moss, 1990. The Vanderbilts, who were unquestionably the greatest patrons of American 
Architecture have been similarly studied in The Vanderbilts in the Gilded Age by John Foreman 
and Robbe Pierce Stillman, 1991, and The Vanderbilt Homes by Robert B. King, 1989. On the 
individual architects of the gilded age, McKim, Mead & White, Richard Morris Hunt, Horace 
Trumbauer, George B. Post, Cass Gilbert, and Carrere and Hastings all have at least one 
monograph. Period studies such as New York, 1900 edt. By Robert Stern, 1983 and Elegant 
New York by John Tauanac and Christopher Little, 1985 rarely go beyond a cursory mention of 
the art patrons.

More has been written recently on the subject of the development of museums and their 
collections including Museums and American Intellectual Life, 1876-1926 by Steven Cohn, 1998 
and Exhibiting Contradiction, Essays on the Art Museum in the United States, by Alan Wallach. 
These stories run parallel to the history of individual patronage and are useful. There are also a 
variety of books on Historic Houses, but none that address art collecting on Frick's fecalej.

Period of Significance:
As you may have guessed, i had trouble with the period of significance. Colin Bailey, the curator, 
thought that it should begin in 1915 and go to the present. I struggled with various scenarios 
regarding Miss Frick. She resigned from the acquisitions committee in 1961, so I toyed with that, 
although it turns out that she was fighting with the trustees. I also struggled with her death, but 
she seems to have focused on the library after she resigned from the acquisitions committee, so 
it did not seem to be valid. I avoided the 1977 addition because it was not of commensurate 
quality with the rest of the building. Hence I settled on NYC landmarking.

It is difficult to quantify the impact of the Frick Collection, although one could measure it in a 
variety of ways. For example, in the first month that it was open 29,000 people visited the 
collection. One could follow the attendance records over the years and make a statement of its 
significance through its popularity. Similarly one could list all of the special exhibitions and show 
how they have made contributions to art historical scholarship. Along the same line, the Frick has 
supported fellowships and lectures, but is this what is meant by significance^

Architectural Significance:
I seem to have fallen short in demonstrating that the Frick is a great building. Should I outline the 
history of Beaux Arts architecture in the United States or is there some theme study or other NPS 
context which would serve better as a framework?

Comment: To substantiate Frick’s 
place in the history of collecting, this 
review should be summarized in the 
footnotes. 1 am surprised that there 
hasn’t been more coverage in the 
journals, as I remember associates at 
Winterthur woricing on collections and 
collectors.

Comment: The period of significance 
is tied to the question: when did the 
collection achieve national significance? 1 
would suspect that it was at the museum 
opening, rather than as a private home. 
The building must retain sufficient 
elements to reflect the period of 
significance-hence the evaluation of 
integrity and the need for a 
comprehensive descriptiem of the entire 
complex.

Comment: For a collection it seems 
that one measure of national significance 
would an evaluation of its impact within a 
comparative context. Just how important 
is the collection. Visitation mi^t be one 
way to justify initial impact. More 
important would be the influence of 
Frick’s collection on other collectors, 
such as Mellon. For Henry Sleeper we 
had quotes by HF. Dupont noting the 
influence on period rooms on the 
development of Winterthur. As 1 noted 
before, we are on uncharted waters here 
and it is up to the sponsor to develop a 
convincing argument.

Comment: Architectural significance 
is demonstrated within an appropriate 
historical context. This would mean that 
the building is evaluated within the 
architects' body of work and as compared 
to other similar buildings. Is this one of 
the truly great Beaux Arts buildings? Is it 
respected as one of Hastings’ best works?



Dan Vivian
01/09/2006 10:47 AM 
EST

To: Biil Bolger/PHILADELPHIA/NPS@NPS
cc: John W Roberts/WASO/NPS@NPS, Toni Lee/WASO/NPS@NPS, 

James Jacobs/WASO/NPS@NPS, Caroiyn 
Pitts/PH ILADELPH IA/NPS@N PS 

Subject: draft NHL nomination for the Frick Coilection, NYC

Bill.

Are you aware that we have a draft NHL nomination for the Frick Collection in New York City under 
review? John Sprinkle has been working with a consultant named Nina Gray on this nomination. I spoke 
with her at length last week, and she has sent a revised draft of the nomination for our review. In looking 
through the file, I noticed that there is no record of any correspondence with your office. Would someone 
at NERO be willing to review the draft and provide comments? The nomination claims significance for the 
Frick's collection of artworks and the architecture of the Frick Mansion. We would welcome your 
comments on this property before this project gets any further aiong.

Dan

Daniel Vivian, Historian 
National Register of Historic Places 
National Park Service 
1201 Eye St.. N.W. (2280) 
Washington, D.C. 20005 
(202) 354-2252



The Frick Collection

Memo
To; Dan Vivian 

From: Nina Gray

c/o Amy Busam, Manager of Corporate and Foundation Relations, The Frick 
Collection

CC:

Date; January 11,2006

Re: Architectural drawings and floor plans of The Frick Collection

Dear Mr. Vivian,

As requested, enclosed please find copies of architectural drawings of floor plans of The Frick 

Collection.

Thank you, 

Best,

(A.



26 January 2006

^ Dear Ms. Gray,

c'-^vV

,, t'-V

(0

containing the latest draft and related correspondence for the NHL nomination for “The 
j l~ Collection” was passed on to me for review and comment. I believe that John Sprinkle’s 

previous remarks encouraging the development of significance through a theme of collecting is
the only possible way to move forward with this nomination; however, the draft does not yet .h>

^ make a convincing case for the site within this context. Using this theme, the suggested peH53] ff
of significance (1935-1973) is a tricky one to establish because it postdates Frick’s life and V‘"~

-i f collecting activities. ____^ ,J ,
^'H-p

specific examples, your review of the types of Gilded Age art collections is thorough, *1 r ^ "'“'V 
f C T/ stronger development of the overriding argument about an especially “American” form of f' V

) k collecting is desirable. This might better explicate period motivations for collecting among the 
^ V v'- ^chte and the ultimate opening oftheir collections for public viewing. Were collectors in heated 

^ v ^competition socially to “one-up” each other? Did the movement of collections into the public ,1.^ ;,,‘^uxnpciuion socially 10 one-up each other? Did the movement of collections intc 
'O II'" -i^eflect boredom among the wealthy or the need for a structured system for the art’s 

management?
^ A; il 

fV/

J
^ Moving to Frick specifically, the nomination conveys that his collecting habits were similar to *

■C those of other wealthy Americans (pl5). Certainly the collection is an invaluable and impressive ‘k k- 
•< resource, but how does it demonstrate that Frick’s activities were of greater consequence than

contemporaries? You introduce an approach for arguing Frick’s importance to T., 
if r collecting on pages 18 and 19, but will need to expand your information and analysis to get that 
^ Lpomt across. Along these lines, the collection might be of elevated importance if it could be f'S'

shown that Frick’s house had in some way been designed specifically for the collection or relate 
directly to a cohesive philosophy about the art and its display. At the moment, there does not 
seem to be a strong case for this. The nomination observes: “Frick constantly rearranged the 
rooms as he acquired new paintings and furnishings,” and except for the grand art gallery and a 
concern for “minimum ornament and detail” (pi6), the original building seems to have been 
primarily shaped for domestic functions. The hiring of John Russell Pope after 1931 to “execute 
changes adapting the house to its new function” (p6) further shews-that Frick did not fully 
anticipate a later public use. Do the building and the art inter^t in a more meaningful way than 
one being the container for the other? l

A revised nomination will have t^llustrate whyjbd how(^e Frick Collection and its creator 
stand out among the other Gilded Age efforts. Iftwould lik^to discuss any aspect of the 
nomination or my comments, pleasd^ihone (202.354.2184) or email Oamesjacobs@nps.gov).

<
Sincerely,

V V''’
^0 f

'' ..if'' f'.
S'*V,'-

,.v-, o'
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The Frick Collection NHL nomination notes/comments, January 2006

Overall, the author has not yet made a convincing case for the significance of the “The Frick 
Collection” within a national context of collecting, possibly because it cannot support such a 
designation (see comments below).
Although explained to some extend in correspondence in the file, the claimed period of significance 
of 1935-1973 is tricky because it postdates Frick’s life and collecting energies—but I’m not sure if 
this is a problem for more experienced reviewers.

Other themes:
The building is an excellent demonstration of early-twentieth-century Beaux-Arts design and 
planning; however, the nationally significant architectural contributions of the firm Carrere and 
Hastings, have already been demonstrated with the 1965 NHL designation of the New York Public 
Library (completed in 1911).

A potential theme of “Frick as Industrialist” is better applied to another property, mainly because 
the New York house postdates his activity as an industrialist and is only connected to that phase of 
his life as an example of where and how he spent his industrial wealth. Frick’s house in Pittsburgh, 
which is preserved and open to the public, would be a more appropriate NHL in this regard.

The Frick Collection in Context
The author does a good job discussing variations in how American Gilded Age collections were 
organized and displayed over time, but the overall context needs strengthening.

[One informational correction on pi3: William Corcoran opened his private museum designed by 
James Renwick in 1859 to the public in 1874. Ernest Flagg designed the Corcoran’s new building 
further south on 17* Street in 1897.]

On pages 8-10, the author sets up an argument for a particularly American form of collecting, but 
some questions remain:

Although most of their collections eventually opened to the public or were given to public 
institutions, was this an aftereffect of the habit or a motivating factor?
Did the change from private to public always stem from a dedication to civic betterment?
What about personal gains within the social pecking order?
In the end, did a general apathy about collecting set in among the elite, which spurred the creation of 
new institutions for management of their art holdings?

Also, in creating a distinctively American context, there should also be at least a mention of 
collecting as practiced by rich Americans earlier in the nineteenth century and back into the colonial 
period. Art collecting entered a new chapter after the Civil War, but the roots for the trend 
extended back into the colonial period. The scale of earlier collecting was much more modest, but 
one of its primary goals—promoting cultural legitimacy—remained relevant. Two works that might 
be helpful are: Maurie Mclnnis, “ ‘Picture Mania’: Collectors and Collecting in Charleston,” In Pursuit 
ofPjsfimment: Charlestonians Abroad, 1740-1860, ed. Maurie D. Mclnnis and Angela D. Mack 
(Columbia, SC: University of South Carolina Press, 1999), and Ella M. Foshay, Mr. Luman Reed's 
Picture Gallery: A Pioneer Collection of American Art (New York: Abrams, 1990).



Overall, are the pieces of art as a group more noteworthy than others in the United States? The 
author states on page 15 that “Frick’s early collecting paralleled that of other Americans.” Certainly 
the collection is an invaluable resource, but are his actions in some way of greater consequence than 
his contemporaries? This question is also related to the building in which it is housed.

The Collection and the Building
Throughout the draft, the author expresses uncertainty about whether Frick designed the house 
specifically for later use as a museum. The letter cited in the foomote on page 15 is persuasive, but 
only in general terms.

It seems that aside from the original house’s single, admittedly grand “Art Gallery” in the west wing, 
the only other concession made to the art was an interior decor with “minimal ornament and detail” 
(pi6). The nomination does not indicate that the house had been designed around specific pieces or 
portions of Frick’s collection, and notes on page 16: “Frick constantly rearranged the rooms as he 
acquired new paintings and furnishings.”

After Mrs. Frick’s death in 1931, the trustees chosen to open the house as a museum hired John 
Russell Pope to “execute changes adapting the house to its new function” (p6). This suggests that 
the primary intent shaping the original design was a domestic one, albeit one created on a public 
scale.

It doesn’t appear that Frick’s house, and the underlying philosophy for and the contents of his 
collection were part of a single cohesive vision. This makes it hard for the author to argue the site’s 
significance within the collecting theme.

(U<-



Additional Comments 
Frick Collection NHL

First of all, I think it is extremely important that your letter clarify that it is the place known as 
the Frick Collection and not the art collection that is under study for designation. Obviously the 
continued display of works from the collection and the manner in which works are displayed 
contribute importantly to the property’s integrity of association, setting, and feeling. I view this 
property as I would a theater where the performances and audience change, but the function, 
spatial characteristics, and decor of the building remain the same.

I see the interior design of the architecture (not the art works themselves) as an essential aspect 
of the building’s significance as an art museum, center of research, and former home; what’s 
important is not that a particular work is in a particular spot, but rather that the works displayed 
reflect a mode of presentation that is consistent with the interior design originally intended for 
the collection or decided upon at later date within the period of significance. For example, it 
appears that many of the galleries at the Frick are arranged in what I think of as “late 19* century 
salon style.” I assume this is intended as a way to reflect the late 19* and early 20* century 

origins of the collection, its associations with the Gilded Era, and image of the museum as 
traditional institution.

I am somewhat confused about the period of significance. Although I can understand the desire 
to select 1931 or 1934 to correspond with the public opening as an art museum, I wonder if we 
don’t have a case here where the “design” process began years earlier with the construction of 
the original Carriere and Hastings mansion and continued through Frick’s residence until his 
death in 1919. I’d be interested to know what internal changes were made to the original house 
in the 1930s remodeling and what changes to the overall facility were made at the time of the 
1970s enlargement. Am I correct in assuming that what visitors see when they arrive at the front 
entrance is the original Carriere and Hastings mansion? What remains (inside and outside) of the 
home Frick knew?

As for the closing date of the period of significance, I do not think that, even with further 
justification, the 1973 date will be acceptable. The closing date should be based on some 
tangible event related to the property’s historic functions as an art museum or research center, for 
example, the end of a definable period of administration, a shift in mission or management, the 
construction or remodeling of a new wing, etc. The only way the date of landmark designation 
would be acceptable would be if it signified a major shift in policy, administration or operations 
that was shown to relate to the reasons for national significance. I would discourage using the 
50-year cut-off since it lacks specific meaning.

You might want to add the following questions to your list in paragraph three: What 
contributions has the collection made to the study of art history and art connoisseurship in 
America? What special contributions to these fields were made by the collector, his advisers, 
curators or directors that historically made the collection accessible to the public and have 
increased its holdings, and researchers who have used the collection as a basis for publications.



catalog raissonees, and other research? How is the art collection an integral and permanent part 
of the building designed to house it? How does it compare with other museums that are 
importantly associated with collections (e.g. Isabella Stewart Gardener, National Gallery of Art, 
the Freer Collection, Corcoran/Renwick, Huntington Collection, John Paul Getty Estate). To 
what extent has the work acquired by Frick during his life contributed to the collection’s 
reputation as one of the premier collections in the United States in specific areas of art, for 
example, did his collection of the French painter Fragonard form a basis for advanced research 
otherwise not possible in the United States or elsewhere? Was his collection instrumental in 
recognizing an important artist or group of artists that were previously unknown?

I recommend that you place your statement, “For consideration of NHL eligibility, revisions will 
have to illustrate why and how the Frick Collection and its creator stand out among the other 
Gilded Age efforts,” in paragraph four. You might want to play with the language of this 
paragraph some so that it reads more clearly. For example, you might

• begin the paragraph “Concerning Frick’s importance as a collector, the nomination 
suggests...”

• talk about Frick’s “methods of collecting” rather than “collecting habits,”
• ask the nomination preparer “to strengthen the discussion of how his activities and 

acquisitions stood out from those of his contemporaries.”
• mention that “the approach for arguing the point begun on pages 18 and 19 is a good one 

but needs to be expanded.”
• explain that “a discussion of how Frick’s house was designed specifically to house his 

collection or is known to reflect a cohesive philosophy about collecting and exhibiting art 
would likely add to or strengthen the case for national significance.”

• ask the additional question: “To what extent was his collection of decorative arts an 
integral part of the interior design of his house? How has this changed during its use as a 
museum?”

I hope these suggestions are helpfiil. I’d be happy to look at a later draft if you want.

Linda McClelland 
202-354-2258
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13 February 2006

Dear Ms. Gray,

I have received feedback regarding the NHL nomination for “The Frick Collection” from 
internal reviewers and would like to share their impressions and recommendations with you. 
John Sprinkle’s early remarks encouraging the development of significance through a theme of 
collecting is the clearest way to move this nomination forward, but the draft does not yet make a 
convincing case for the site within this context, and the site’s NHL eligibility caimot Ije 
evaluated without fiuther investigation.

The suggested period of significance (1935-1973) should be refined. A beginning date of 
1931 (Mrs. Frick’s death) might be desirable as it would encompass the period of planning 
related to opening the collection to the public. The terminal date of 1973 needs greater 
justification—^how did recognition through the New York City Landmark designation impact or 
relate to the site’s national value? If there is no other logical or meaningful end date, perhaps 
consider 1956 or 1957 in order to fall within the 50-year rule.

Your review of the types of Gilded Age art collections is thorough, but stronger development of 
the overriding argument about an especially “American” form of collecting is needed. Changes 
should better explain period motivations for collecting among the elite and the ultimate opening 
of their collections for public viewing. Were collectors in heated social competition to “one-up” 
each other? Did the movement of collections into the public reflect boredom among the 
wealthy? A need for a more structured system for art management? Addressing these questions 
will help to determine the site’s relative significance, integrity, and NHL eligibility.

Moving more specifically to Frick, the nomination conveys that his collecting habits and 
resulting collection were similar to those of other wealthy Americans (pi 5), but how do they 
demonstrate that his activities were of greater consequence than those of his contemporaries? 
You introduce an approach for arguing this point on pages 18 and 19, but it will need to be 
expanded. The collection might be of elevated importance if it could be shown that Frick’s 
house had in some way been designed specifically for the collection or relate directly to a 
cohesive philosophy about the art and its display. At the moment, there does not seem to be a 
strong case for this. The draft nomination observes: “Frick constantly rearranged the rooms as 
he acquired new paintings and fiimishings”(pl6), and except for the grand art gallery and a 
concern for “minimum ornament and detail” (pi6), the original building seems to have been 
primarily shaped for domestic functions. The hiring of John Russell Pope after 1931 to “execute 
changes adapting the house to its new function” (p6) further suggests that Frick did not fully 
anticipate a later public use. Do the building and the art interact in a more meaningful way than 
one being the container for the other? Are the original house and later additions themselves 
significant within the larger collecting theme?



i
For consideration of NHL eligibility, revisions will have to illustrate why and how the Frick 
Collection and its creator stand out among the other Gilded Age efforts. If you would like to 
discuss any aspect of the nomination or my comments, please contact James Jacobs by phone 
(202.354.2184) or email (jamesJacobs@nps.gov).

Sincerely,

John W. Roberts, Acting Chief 
National Register of Historic Places and 
National Historic Landmarks Program



NATIONAL GALLERY OF ART 

Office of the Director

Dear Mr. Vivian,

I am pleased to write to you today on behalf of The Frick Collection to 
recommend that the museum be desi^ated a National Historic Landmark. The Frick 
shares a special kinship with the National Gallery of Art because of the lifelong 
friendship of Henry Clay Frick and Andrew W. Mellon. I he two men shared similar 
collecting interests, and each believed that the public should enjoy and benefit from his 
collection.

Furthermore, Frick and Mellon both influenced the architecture of the museums 
they founded. Henry Clay Frick expressed his personal style in the Frick house, using the 
tastefully refined Beaux Arts design of the New York architectural firm Carrere & 
Hastings. The trustees of The Frick Collection then chose John Russell Pope to transform 
the mansion into a museum after Frick’s wife Adelaide died in 1931. Just after the Frick 
opened in 1935, Andrew Mellon chose Pope to design the National Gallery of Art in 
Washington. The sophisticated classical design of both buildings has enhanced the 
experience of the art collections, as well as helped to shape the architectural development 
of Washington, D.C. and New York.

I am pleased to lend my support to The Frick Collection’s application for status as 
a National Historic Landmark. If you would like to discuss this further, please do not 
hesitate to call me at 202/842-6001.

With best wishes.

Sincerely,

Earl A. Powell III

Mr. Daniel Vivian 
National Historic Landmarks 
National Park Service 
1201 Eye Street, NW 
8th Floor (MS 2280) 
Washington, DC 20005
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Sixth Street and Constitution Avenue mr, Washington, DC • unuiu.nga.gpv 
Mailing address • 2000B South Club Drive, Landover, md 20785
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#R 2 0 2006

Mr. Dan Vivian
National Historic Landmarks
National Park Service
1201 Eye Street NW - 8*” Floor (MS2280)
Washington, DC 20005

Dear Mr. Vivian:

I am writing to support the nomination of The Frick Collections as a National 
Historic Landmark. Henry Clay Frick was an enormously important Trustee of the 
Metropolitan Museum of Art imder the presidency of J. Pierpont Morgan. During this 
period, the Metropolitan witnessed an unprecedented expansion of the collections in both 
quality and breadth. Of course, both Morgan and Frick went to create institutions in their 
own right, The Morgan Library and The Frick Collection. These institutions, along with 
the Metropolitan Museum, played critical roles in establishing a culture legacy for New 
York City.

Frick was a patron of the arts of truly national importance. He set a standard in 
connoisseurship and collecting in the United States that has rarely been equaled, 
commissioning Thomas Hastings to build a great Beaux-Arts house and participating in 
very aspect of its design and decoration. The building’s architecture reflects Frick’s 
sophistication and appreciation of fine materials and proportions and was conceived from 
the outset to serve as a museum open to the public. The house and collection have been 
carefully preserved since his death in 1919.

The Metropolitan Museum and The Morgan Library are both National Historical 
Landmarks and The Frick Collection richly deserves the same recognition and 
distinction. I enthusiastically endorse the Frick Collection for inclusion as a National 
Historic Landmark.

Ypms sincerely.

Philippe de Montebello

1000 Fifth Avenue, New York, New York 10028-0198 212.570.3902 Fax 212.650.2102



John W Roberts
05/19/2006 04:14 PM 
EDT

To: Patty Henry/WASO/NPS@NPS, Robie Lange/WASO/NPS@NPS, 
James JacobsA/VASO/NPS@NPS, Caridad de la 
Vega/Contractor/NPS@NPS, Susan Salvatore/Contractor/NPS@NPS, 

cc:
Subject: Fw: Per our Discussion about Nominating Collections

Whoops - I meant to copy you on this.

- John

John W. Roberts, Acting Chief 
National Register of Historic Places 

and National Historic Landmarks Program 
National Park Service 
phone: (202) 354-2009

— Forwarded by John W RobertsMASO/NPS on 05/19/2006 04:12 PM

John W Roberts
05/19/2006 04:12 PM 
EDT

To: WASO CR NR 
cc:

Subject: Fw: Per our Discussion about Nominating Collections

The NHL folks are confronting something of a head-scratcher: a nomination to designate an art collection, 
under the theoretical theme of the "History of Collecting." The more I think about this, the more 
ambivalent I am about the concept. Patty Henry wisely suggested that the NR folks might have grappled 
with this conundrum, and might have some valuable insights.

Robie, Patty, Jamie, and I are meeting in room 801 on Tuesday, May 23, from 2-3, to hash this out. If 
anyone from NR has any advice, history, issues, or opinions they'd like to share, we would very much 
welcome your comments. Please feel free to join us on Tuesday. No matter what we decide on this, the 
question could come back to haunt us later - so I'd like to work out an approach that is acceptabie to both 
the NHL program and the NR program.

I'm attaching an e-mail I sent to Robie, Patty, and Jamie, along with attachments prepared by Robie and 
Jamie, that outline some of the issues and concerns.

Thanks,

- John

John W. Roberts, Acting Chief 
National Register of Historic Places 

and National Historic Landmarks Program 
National Park Service 
phone: (202) 354-2009

■ Forwarded by John W Roberts/WASO/NPS on 05/19/2006 03:57 PM •

John W Roberts
05/17/2006 06:27 PM 
EDT

Jamie, Robie, and Patty -

To: James Jacobs/WASO/NPS@NPS, Robie Lange/WASO/NPS@NPS, 
Patty Henry/WASO/NPS@NPS 

cc:
Subject: Fw: Per our Discussion about Nominating Collections

Several months ago, we discussed the Frick nomination ~ and Jamie agreed to prepare a response based 
on the idea that a Frick NHL could focus on the History of Collecting. Jamie drafted an excellent letter



(attached: "Frick Response"), and I have no problems with it at all. But now that I'm finally engaged in 
this, I am having serious qualms about the concept of the History of Collecting. Is this something that 
could ever be recognized except through individual collections themselves ~ and, if so, do we want to get 
into the business of providing NHL designations to collections? And, if we do, then at what point are 
enough items from a collections loaned out, lost, sold, or stolen to merit de-designation? Or, do we want 
to consider art museums as a category for NHL consideration - in which case, should we think about 
putting together a theme study on art museums? I really like Jamie’s insightful discussion of "American" 
forms of collecting and psycho-social aspects to collecting as a reflection of Gilded Age developments - 
but is it possible to convey such associations in an NHL? And, as Patty has pointed out, if Frick himself 
should be the focal point of this particular nomination, how would the collection or museum compare to the 
Frick Art and Historical Center in Pittsburgh?

Before we respond to the Frick people. I'd like all four of us to get together to hash this out. Robie has 
given me a list of concerns on the general topic of recognizing museums or collections (attached: "Frick 
Review Thoughts") that, along with Jamie's draft letter, could serve as a basis for our discussion. This is a 
ticklish philosophical point, and, before setting any possible precedents, I want to make sure that we are 
all fairly comfortable with it. Whatever we come up with, I will probably run by Toni.

Would everybody be available some time either on Thursday or on Tuesday? Please let me know if either 
of those days works for you.

Thanks,

~ John

John W. Roberts, Acting Chief 
National Register of Historic Places 

and National Historic Landmarks Program 
National Park Service 
phone: (202) 354-2009

FtickReviewThoughrsM^2(X)6.wpd Frick Response.doc



25 May 2006

Dear Ms. Gray,
•tv Wijtxo’t Lt^X-^urk

®^he Frick Collectiorr,fr©wv '7.
intomnl rf^^nmirnm -anrl n/^nnlrl 1tVp ghirP th ■'and'

‘j/'*

I cumTiiimrTdations-wfdry&tu.
As it stands, the draft does not y^^ake a convincing case and the site’s NHL eligibility cannot 
be ^ounmyevaluated without further investigation. An overarching issue concerns making a 

7 cle^distinction that the physical place (the building) and the resident institution are ”"dtr
jirV^ tx. fv,^ o,.f ,7c ----- -

vi,y *—
0

.foE.inti<pt*^^^not the art collection itself—although the art, its display, and related coiftexts

’'oithcf within a context of American collectin^c^.
!j;he «^i^Bnfcef the public art museum in America^Mid-Thc'FncItGoUeetion’simpact^elativete- 
-other similar-institutions..

The theme of collecting, which y6u have started to build, is probably the more difficult of the 

two approaches and for which Vi e ntk ymi tn strengthen the analysis of Henry Clay Frick’s 
activities and acquisitions and how they stood out from his contemporaries. On page fifteen, the 
nomination suggests that Frick’s methods of collecting and the resulting collection were similar 
to those of other wealthy Americans, but does not adequately show that his activities were of
greater consequence. An approach for arguing the point begun on pages eighteen and nineteen is 
a good one, but will need to be expanded. Chan|^ should better explain period motivations for
collecting among wealthy Americans and why they ultimately opened their collections to public 
viewing. Wei'CfegihLLtuis in licatul ' i ......p.*;*' i » in up” niiiih iillii i? Did the

An alternative theme that might be pursued would focus on The Frick Collection’s 
transformation from private collection to public museum after 1931, including period reception 
and influence as compared to other museums, and its contribution to the study of art history and 
art connoisseurship in America. The background for this approach would touch on the history of 
collecting, but concentrate more directly on the interface between the institution’s private origins 
and its later, public mission. How did the collector, his advisers, curators, or directors initiate 
and proceed with making the collection accessible to the public? To what extent did the artwork 
acquired by Frick during his lifetime determine its reputation as one of the premier collections in 
the United States in specific areas of art; for example, did the group of works by the French 
painter Fragonard form a launching point for advanced research otherwise not possible in the
United States? Was his coll^on instrumental in recognizing a previously unknown artist or 
group of artists? How di(^^|the next generation manage and expand the holdings, and open them
to researchers as a basis for publications, catalog raisonnes, and other research? Finally, and 
importantly, how does The Frick Collection compare to other museums with similar histories and

<J %

^'7

movement of collections into the public realm reflect a need for a more structured system for art 
management; the passing of a collection from one generation to the next; or, pubijibly, UuiCdCTn ^



associated with important collemons, such as the Isabella Stewart Gardener Museum, the 
National Gallery of Art, the Freer Collection, the Corcoran/Renwick, Huntington Collection, the 
Walters, and the Getty? You b 2gin a narrative along these lines on pages twelve to fourteen, but 
greater scrutiny of The Frick’s significance and a dialogue with other American collections is 
vital. .V,

I’s/nsThis second suggested theme—that of The Frick Collection’smational significance as an art 
museum—will better connect the institution and its building, both in its domestic origins and 
later adaptation as a museum. The draft nomination observes: “Frick constantly rearranged the

V

rooms as he acquired new paintings and fumishings’’(pl6), and except for the grand art gallery 
and a concern for “minimum ornament and detail” (pi6), the original building seems to have 
been primarily shaped for, admittedly grand, domestic functions. A discussion of how Frick’s 
house was designed to highlight his collection or is known to reflect a cohesive, philosophy-ebout 
art exhibition and cataloguing y^M^m5^"stiingthen the ease for national significance. Did he 
choose the Beaux-Arts firm of i5areire and Hastings, well-known and celebrated for their 
impressive public buildings, because he antieipated a later institutional use? The hiring of John

^ Ktjssell Pope after 1931 to “execute changes adapting the house to its new function” (p6) hints 
^ -------------------- ------------------- --------------------------------------------------------^............

V museum fuiJ
4^'' public institution^ As it now stands, the Frick Art Reference Library seems to be an afterthought

jnay have not been the case; however. Pope’s addition, of apparent necessity for a 
tion, offers a tantalizing architectural parallel to discuss the private origins of the

V in nomination. h-Bhould45e better integrated iiilu thtTTttscussiori ofT^fiFtick Cbllectf
'w impnrtancc-tis-an-tnstitTrtk«. ‘ ^

r / 4 frtik r," :u/J rh A>

y The suggested period of^^^ifieanceip935 to 1973) shoulcfthanged depending on the route"^ ^
^ taken for documenting fhe Frick Collection’s significance!^ If you decide to stress its place in

the history of late-nineteenth and early-twentieth century collecting, then a justifiable date before 
his 1919 death will be necessary. For a focus on The Frick Collection as an exceptional 
American art museum, a beginning date of 1931 (Mrs. Frick’s death) might be desirable as it 
would fully encompass the period of planning and implementation for opening the collection to 
the public. A terminal date of 1973 is problematic. The year of the New York Landmark 
designation would be acceptable only if it signified a major shift in policy, administration, or 
operations related to the reasons for its national significance. If no other logical or meaningful 
end-date ean be established, perhaps consider 1956 or 1957 in order to fall within the 50-year 
rule, I h

..A lij I
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5 June 2006

Dear Ms. Gray,

Thank you for prov^ing the draft National Historic Landma
Collection and Fricli 
make a convincing c

'rti
(NHL) nominatio/ffor The FrickFrick iZ,

Art Reference Library in New York. AsNjj stands, the draftjidoes not 
hsey^d the site’s NHL eligibility cannot be soundly evaluated without 

further investigation, overarching issue concerns making a clear distinction that the physical 
place (the building) and the resident institution are nationally significant, not the art collection 
itself—although the art, its display, and related contexts will obviously shape the discussion.
Regarding the thrust of the nomination, we see two possible avenues that might demonstrate 
nationally significant associations: 1) this property’s relative significance and integrity within a 
context of American collecting, or, 2) a related, but still distinct route that documents this 
property’s relative significance and integrity in the context of the development of public art 
museums in America. wkv k J

The theme of collecting, which vdu have sxarted to build, is probably the more difficult of the 
two approacheSjprd few*'whioh<u oucooDoful nomination mint 'rtrengthin tlir analysis of Henry 
Clay Frick’s a^vities and ^uisitions and how they stood out from his contemporaries. On
page fifteen, the nomination suggests that Frick’s methods of collecting and the resulting 
collection were similar to those of other wealthy Americans, but does not adequately show that 
his activities were of greater consequence. An approach for arguing the point begun on pages 

eighteen and nineteen is a good one, but will need to be expanded. Revisions should better 
explain among wealthy Amerionfwi^d why they ultimately
opened their collecllOflS*^ public viewing.VBtd the movement of collections into the public
realm reflect a need for a more structured s ystem for art management^he passing of a collection 
from one generation to the nexfSpr s©«ae omer factdf^^^

An alternative theme that might o« pursued would focus on The Frick Collection'
transformation from private collection to public museum after 1931, including period reception 
and influence as compared to other museums, and its contribution to the study of art history and 
art connoisseurship in America. The background for this approach would touch on the history of 
collecting, but concentrate more directly on thq^terface~^tween the institution’s private origins 
and its later, public mission. How did the colle^r, his advisers, curators, or directors initiate 
and proceed with making the collection accessible to the public? To what extent did the artwork 
acquired by Frick during his lifetime dete^jie its reputation as one of the premier collections in 
the United States in specific areas of ar](u|ro?example, did the group of works by the French 

painter Fragonard form a lau^c^ing point for advanced research otherwise not possible in the 
United States? Was Jjistollection instrumental in recognizing a previously unknown artist or 
group of artists? How did the next generation manage and expand the holdings, and open them 
to researchers as a basis for publications, catalog raisonnes, and other research? Finally, and 
importantly, how does The Frick Collection compare to other museums with similar histories and 
associated with important collections, such as the Isabella Stewart Gardener Museum, the 
National Gallery of Art, the Freer Collection, the Corcoran/Renwick, Huntington Collection, the 
Walters, and the Getty? You begin a narrative along these lines on pages twelve to fourteen, but



greater scrutiny of The Frick’s relative significance and ayflialqgue wit 
collections is vital.

5ther American

This second suggested theme—that of The Frick Collection’s potential national significance as 
an art museum—will better connect the institution its building both in its domestic origins 
and later adaptation as a museum. The draft nomi^tion observ^: “Frick constantly rearranged 
the rooms as he acquired new paintings and ftir^hings”(pl6), md^xcept for the grand art 
gallery and a concern for “minimum omamenj/and detail” (plM, me original building seems to 

have been primarily shaped for aHmittpHly gfaml domestic fimctions. A discussion of how 
Frick’s house was designed to highlight his collection or is known to reflect a cohesive 
philosophy about art exhibition and cataloguing may strengthen the case for national 
significance. Did he choose the Beaux-Arts firm of Carerre/and Hastings, well-known and 
celebrated for their impressive public buildings, because he/anticipated a later institutional use?
The hiring of John Russell Pope after 1931 to “execute ch^ges adapting the house to its new 

fimction” (p6) hints that this may have not been the case; However, Pope’s addition, of apparent 
necessity for a museum function, offers a tantalizing archiiectural parallel to discuss the private 
origins of the public institution. While a.ca«;e is nnt bring Kinrlr for this property’s architectural ^ 
national significance, its design may be relevant to its significance as a museum. As it now - i -
stands, the Frick Art Reference Library seems to be an afterthought in nomination. lt-^i»«l'^be 
better integrated into the discussion of The Frick Collection’s importance as an institution. If it 
was built and operated as a separate building, rather than an addition to the Frick Collection, it 
might not possess sufficient historical association with its neighbor to justify inclusion in this 
nomination. l _ -

^ ■ ’ • . ^ , . .p. 1 '' f'hanged^ependi/l^e suggested period of national significance, 1935 to 1973, should iged^epending on
the route taken for documenting The Frick Collection’s significance. If you decide to stress its 
place in the history of late-nineteenth and early-twentieth century collecting, then a justifiable 
date before his 1919 death will be necessary. For a focus on The Frick Collection as an 
exceptional American art museum, a beginning date of 1931 (Mrs. Frick’s death) might be 
desirable as it would fully encompass the period of planning and implementation for opening the 
collection to the public. A terminal date of 1973 is problematic. The year of the New York 
Landmark designation would be acceptable only if it signified a major shift in policy, 
administration, or operations related to the reasons for its national significance. If no other 
logical or meaningful end-date can be established, peitems consider 1956 or 1957 in order to fall 
within the so called 50-year rule. Otherwise, it may be iKcessary to demonstrate that the 
property possesses an extraordinary degree of national si^ficance.

•V'*

If you would like to discuss any aspect of the nomination or my comments, please contact James 
Jacobs by phone (202.354.2184) or email (jamesJacobs@nps.gov).

Sincerely,

John W. Roberts, Acting Chief 
National Register of Historic Places and 
National Historic Landmarks Program



H32(2280)
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Ms. Nina Gray 
80 Central Park West 
#20F
New York, New York 10023 

Dear Ms. Gray:

Thank you for providing the draft National Historic Landmark (NHL) nomination for the Frick 
Collection and Frick Art Reference Library in New York. In our opinion, in its current form the 
draft does not make a convincing case, and the site’s NHL eligibility cannot be soundly evaluated 
without ftirther investigation.

As a rule, collections—in and of themselves—are not eligible for listing on the National Register of 
Historic Places or for NHL designation. Therefore, an overarching issue concerns making a clear 
distinction that the physical place (the building) and the resident institution are nationally 
significant, rather than the art collection itself—although the art, its display, and related contexts 
obviously will shape the discussion. We see two possible avenues that might demonstrate nationally 
significant associations: 1) this property’s relative significance and integrity within a context of 
American collecting, and 2) this property’s relative significance and integrity within the context of 
the development of public art museums in America.

The theme of collecting, which you have started to build, is probably the more difficult of the two 
approaches. A nomination focusing on this theme should provide a stronger analysis of Henry Clay 
Frick’s activities and acquisitions, and how they stood out from those of his contemporaries. On 
page 15, the nomination suggests that Frick’s methods of collecting and the resulting collection were 
similar to those of other wealthy Americans, but does not adequately show that his activities were of 
greater consequence. An approach for arguing the point begun on pages 18 and 19 is a good one, 
but will need to be expanded. Revisions should explain more clearly why private collectors 
ultimately opened their collections for public viewing. This approach should also address such 
questions as whether the movement of collections into the public realm reflected a need for a more 
structured system of art management, the passing of a collection from one generation to the next, or 
other factors.

An alternative theme you might pursue would focus on the Frick Collection’s transformation from 
private collection to public museum after 1931, including its reception and influence during that 
period as compared to other museums, and its contribution to the study of art history and art 
connoisseurship in America. The background for this angle would touch on the history of



collecting, but concentrate more directly on the connection between the institution’s private origins 
and, later, its public mission. How did the collector, his advisers, curators, or directors initiate and 
proceed with making the collection accessible to the public? To what extent did the artwork 
acquired by Frick during his lifetime determine its reputation as one of the premier collections in the 
United States in specific areas of art? For example, did the group of works by the French painter 
Fragonard form a launching point for advanced research otherwise not possible in the United States? 
Was Frick’s collection instrumental in recognizing a previously unknown artist or group of artists? 
How did the next generation manage and expand the holdings, and open them to researchers as a 
basis for publications, catalog raisonnes, and other research? Finally, and perhaps most importantly, 
how does the Frick Collection compare to other museums with similar histories and important 
associated collections, such as the Isabella Stewart Gardener Museum, the National Gallery of Art, 
the Freer Collection, the Corcoran/Renwick, Huntington Collection, the Walters, and the Getty?
You begin a narrative along these lines on pages 12 to 14, but greater scrutiny of the Frick’s relative 
significance and a discussion about other American collections would be very helpful.

This second suggested theme—^that of the Frick Collection’s potential national significance as an art 
museum—will better connect the institution and its building, both in its domestic origins and later 
adaptation as a museum. The draft nomination observes: “Frick constantly rearranged the rooms as 
he acquired new paintings and ftimishings”(p.l6), and, except for the grand art gallery and a concern 
for “minimum ornament and detail” (p.l6), the original building seems to have been primarily 
shaped for domestic functions. A discussion of how Frick’s house was designed to highlight his 
collection or is known to reflect a cohesive philosophy about art exhibition and cataloguing may 
strengthen the case for national significance. For example, did he choose the Beaux-Arts firm of 
Carerre and Hastings, well-known and celebrated for their impressive public buildings, because he 
anticipated a later institutional use? The hiring of John Russell Pope after 1931 to “execute changes 
adapting the house to its new ftmction” (p.6) hints that this may have not been the case; however. 
Pope’s addition, of apparent necessity for a museum function, offers an intriguing architectural 
parallel to the private origins of what became a public institution. While your nomination does not 
make a case for this property’s architectural national significance, its design may be relevant to its 
significance as a museum. As it now stands, the Frick Art Reference Library seems to be an 
afterthought in the nomination. Perhaps it could be better integrated into a discussion of the Frick 
Collection’s importance as an institution. If it was built and operated as a separate building, rather 
than an addition to the Frick Collection, it might not possess sufficient historical association with its 
neighbor to justify inclusion in this nomination.

It may be appropriate to change the suggested period of national significance, 1935 to 1973, 
depending on how you decide to document the Frick Collection’s significance. If you decide to 
stress its place in the history of late-nineteenth and early-twentieth century collecting, then a 
justifiable beginning date before Frick’s 1919 death will be necessary. For a focus on the Frick 
Collection as an exceptional American art museum, a beginning date of 1931 (Mrs. Frick’s death) 
might be desirable, as it would fully encompass the period of planning and implementation for 
opening the collection to the public. A terminal date of 1973 is problematic. The year of the New 
York Landmark designation would be acceptable only if it signified a major shift in policy, 
administration, or operations related to the reasons for its national significance. If no other logical 
or meaningful end date can be established, you may want to consider 1956 or 1957 in order to fall



within our 50-year rule. Otherwise, it may be necessary to demonstrate that the property possesses 
an extraordinary degree of national significance.

If you would like to discuss any aspect of the nomination or this response, please contact James 
Jacobs by phone (202-354-2184) or email (jamesJacobs@nps.gov).

Sincerely,

John W. Roberts
John W. Roberts, Acting Chief 
National Register of Historic Places 

and National Historic Landmarks Program

bcc: 2285
2201
NERO- B.Bolger
Basic File Retained In 2280

FNP:JJacobs:OP:06-12-06;S:/nr/Frick response 2 (Nina Gray Letter)-word



IT
Nraegray@aol.com
07/12/2006 01:33 PM 
EDI

To: jamesJacobs@nps.gov 
cc:

Subject: Frick Nomination

Dear Mr. Jacobs:

I appreciate the thoughtful comments which you and your colleagues have prepared about the nomination 
for The Frick Collection.

I have been giving further consideration to the issues presented in your letter, and would like to explore 
the following ideas in greater depth. The Frick building is inextricably linked to the art and the decorative 
arts collected by Henry Clay Frick and subsequently i^hould be presented as a an integrated unit.

The actual construction of the building and Frick's collaborations with Hastings, Allom, Elsie de Wolfe, and 
finally with Duveen compelled Frick to develop his art collection and complete the decorative ensembles. 
While the building was conceived on a domestic scale, there is no question thaf Frirk haH intoriggcl it to be 
a public institution from the beginningyC——]

I find it difficult to choose between the two options you have presented for the Frick's significance and 
would like to propose combining them in the nomination. The Frick's collection is nationally significant on 
the highest level because of tlje way that the building and the holdings work together. The collection 
does not attempt to be encyclopedic, and it was not built upon the foundation of a number of collections. 
Instead, it is a highly personal grouping of masterpieces that represents a very special kind of museum in 
A|mprJra pnd a'type thaTwas first carriedHut Pylsabella Stewart CJardner, and then~by Henry Clay Frick. 
There are parallel developments in many American museum collections but only a very few have sought 
to control the aesthetic environment in the ways achieved by Gardner and Frick. In this wav, the Frick lies 
somewhere between a museum and a historic house, but is better placed in its own distinct class. I think 
that this more specific category would help to define the architectural significance of the Frick building as 
well. It is one of the masterpieces of architecture in New York City, designed and then enlfirgfid ^*y 
master architects respectively. Both cases are examples of their best work, and I should like to develop 
this further in the nomination. Furthermore, the building was certainly designed to highlight the permanent 
collection, especially as the interior schemes were developed and additional objects were acquired.
For this reason I would also like to suggest moving the period of significance to^913-1935?)i order to 

cover the full conceptualization of the building and the additions which transfom^ It Into a museum.

The Frick Art Reference Library can be better integrated into the nomination if Helen Clay Frick's special 
role in carrying out her father's legacy is expanded. She was motivated to create the library in order to 
enhance the public appreciation of her father's collection through education and scholarship. Pope's 
building should be seen as an integral part of the architectural ensemble.

I look forward to discussing this further with you.

With kindest regards.



James Jacobs
02/21/2007 06:07 PM 
EST

To: "Goldsmith, Robert" <GOLDSMITH@frick.org> 
cc: Nraegray@aol.com, "Rutkin, Lynne" <rutkin@frick.org>, Paul 

Loether/WASO/NPS@NPS 
Subject: Re: Frick Collection ApplicationQ

Dear Mr. Goldsmith,

Thank you very much for your email inquiry. I apologize for any delay in getting back to you...I was out of 
the office on Monday and yesterday. I appreciate your concern about the nomination for The Frick 
Collection and thank you for your patience as our new division chief settles into his position.

We are a small staff and have been most recently and fully occupied with finalizing work on the 
nominations for the April meeting agenda. Paul Loether is out of the office this week and I will be out on 
research next week; however, last week we scheduled a meeting for Monday, March 5 specifically to 
discuss the nomination in order to provide you with a response.

In terms of precedent and future policy, the nomination for The Frick Collection must be advanced with 
care. As a rule collections-in and of themselves-are not eligible for listing on the National Register of 
Historic Places or for NHL designation. Because of this, we must be certain that the physical place (the 
building) and/or the resident institution are presented as nationally significant, not the art collection itself.

I will be in the office tomorrow and Friday if you would like to speak with me on the phone.

Kindest regards,
Jamie

James A. Jacobs, Ph.D.
Historian
Historic American Buildings Survey 
National Historic Landmarks Program 
202 354 2184

"Goldsmith, Robert" <GOLDSMITH@frick.org>

"Goldsmith, Robert" 
<GOLDSMITH@frick.or
g>
02/21/2007 03:54 PM 
EST

To: <James_Jacobs@nps.gov>
cc: "Rutkin, Lynne" <rutkin@frick.org>, <Nraegray@aol.com> 

Subject: Frick Collection Application

James A. Jacobs, Ph.D.
Historian
Historic American Buildings Survey 
National Historic Landmarks Program 
James Jacobs@nps.gov

Dear Dr. Jacobs,
I am writing in follow-up to the voice-mail message that I left two days ago.
Over the past several months you have been corresponding with Ms. Nina Gray who has been 
working on behalf of The Frick Collection in an effort to have this institution listed on the



National Register of Histone Places and, ultimately we hope, to be designated as a National 
Historic Landmark. She has passed your name along to me so that I might be in touch directly.

Frankly, we have become concerned with the amount of time that this process is taking and 
wonder if there is an inherent problem with our revised application of which I am unaware. I 
thought I would let some time elapse from the appointment of the new chief of the division, Mr. 
Loether, as I know how disruptive such activities can be, but now I am hoping you might 
provide some further guidance.

We view this designation as an important validation of our historic significance and we are eager 
to achieve this status. I hope that you might provide some advice that could assist our cause.

Thank you very much for your consideration Please feel free to follow up either by telephone or 
by e-mail.
Yours sincerely,
Robert

Robert B. Goldsmith 
Deputy Director
The Frick Collection, 1 E. 70th Street, New York, NY 10021
Tel: 212-547-6857; Fax: 212-628-7986; e-mail: goldsmith@.frick.org <mailto:goldsmith@fi-ick.org>

The information transmitted is intended only for the person or entity to 
which it is addressed and may contain confidential antfor privileged 
material. Any review, retransmission, dissemination or other use o£ or 
taking of any action in reliance upon this information by persons or 
entities other than the intended recipient is prohibited If you received 
this in error, please contact the sender and delete the material from any 
computer.
********************************************************



MAR. - 8 2007

H32 (2280)

Ms. Nina Gray 
80 Central Park West 
#20F
New York, New York 10023 

Dear Ms. Gray:

Thank you for the submission of a revised draft National Historic Landmark (NHL) 
nomination for the Frick Collection in New York. Although we still see the potential of the 
property for NHL consideration, the nomination does not yet make the case for national 
significance so we recommend a redirection in its primary argument.

The June 2006 response to your initial draft provided two alternatives for arguing relative 
national significance and integrity within: 1) a context of American collecting, or 2) the 
context of the development of public art museums in America. These alternatives were 
presented as a means of placing emphasis on either the building or the institution since 
collections alone are not eligible for NHL designation. The response letter noted that 
creating a context for the collecting theme would be the more difficult of the two to 
substantiate and it remains underdeveloped in this version. While pages 15-16 provide more 
nuanced comparisons with the Gardner Museum, mention of other comparable institutions is 
frequently brief and its narrative character begs greater analysis. On the whole, we feel that 
the collecting theme is not the best approach because it does not provide enough distance 
from the works comprising the collection. The second approach proposed for the 
nomination, reiterated above, appears to offer greater chance of successfully documenting 
the property’s potential national significance.

The theme about public art museums is introduced on page 17 and is in part expanded upon 
in the section titled “From Private Museum to Public Institution.” Citing the 1912 letter 
from James Howard Bridge to Frick (17, note 18), quoting directly from Frick’s will (18-19), 
and noting that he chose Carrere & Hastings—a firm frequently used for high-profile 
institutional and commercial commissions—^to design the lavish house (17), creates a 
foundation on which to argue Frick’s long-term, non-domestic plans for his residence. Yet, 
the component about the institutional transformation and physical enlargement of the 
property remains incomplete.

Information on page 19 reveals that, upon Frick’s death, a board of trustees was established, 
but the nomination does not articulate their process in fulfilling his desires or suggest 
individual agendas that might have driven decisions about the collection’s evolution from a



r
restricted, domestic one to something open for viewing by the public. Working with Carrere 
& Hastings, Frick seems to have devised a house that would later become a museum; in what 
ways did it fall short of needs as the trustees orchestrated the shift? Were they interested 
only in more gallery space or was there something else lacking? While observing that 
Rockefeller, Mellon, and Duveen favored John Russell Pope over Delano & Aldrich, greater 
detail of their relative merits to the trustees might better illuminate ideas about the planned 
museum. Although made architecturally compatible with the earlier residence, what aspects 
of Pope’s addition achieved the fledgling institution’s aspirations? There is no question that 
the resulting museum can be considered a success, but how was it influential over the 
creation and management of other institutions? What have scholars of museum history have 
to say about the Frick Collection as an organization? The sections about Mellon and the 
National Gallery are a solid start, but are there other examples of its impact? Additional 
primary source documentation, such as the minutes of the board of trustees, should help to 
sort out these internal history questions and help to better argue the Frick Collection’s 
national significance. Despite their potential and actual impact on the public, scholarly work 
on the history of American art museums is relatively scarce and we are pleased with your 
efforts to locate the Frick Collection within this context.

As far as the structure of the nomination. Section 7 should be free from information that does 
not relate to the building’s historic and present appearance, such as background on the 
architects. Additionally, consider referring to the Frick Collection as an institution “open to 
the public,” rather than a “public institution” as it is still private. For Section 8, use the set of 
criteria for National Historic Landmarks rather than that used for the National Register. 
Finally, when reorganizing and revising this section to better support the art museum theme, 
increased analysis of other collections and museums relative to the Frick Collection will help 
to reduce the list-like presentation of that material in the nomination.

We hope additional research fully establishes the relative significance of this particular 
institution. If you would like to discuss any aspect of the nomination or this response, please 
contact James Jacobs by phone (202.354.2184) or email Oamesjacobs@nps.gov).

Sincerely,

J. Paul Loether
J. Paul Loether, Chief
National Register of Historic Places

and National Historic Landmarks Program

bcc: NERO-Bill Bolger
2285 
2201
Basic File Retained In 2280

FNP;JJacobs:OP:03-07-07:S://nr-nhl/Jacobs/Ftick 3-2007.doc



THE FRICK COLLECTION
1 EAST 7OTH STREET • NEW YORK • NEW YORK 10021

September 19, 2007

Mr. James Jacobs 
National Park Service 
Heritage Documentation Programs 
1201 Eye Street, NW, 2270 
Washington, DC 20005

Dear Mr. Jacobs,

Re: The Frick Collection

Enclosed please find a U.S. Geological Survey map showing the area where The Frick 
Collection is located in Manhattan. This is with regard to the Frick’s application for 
National Historic Landmark status.

Should you have any questions, please do not hesitate to contact me at (212) 547-6877 or 
andersonr@fnck.org.

Sincerely,

K^S>QKi\y\

Rosayn Anderson
Manager of Corporate and Foundation Relations

cc; Nina Gray
Robert Goldsmith

TELEPHONE (212) 288-O7OO FAX (212) 628-4417



THE FRICK COLLECTION
1 EAST 7OTH STREET • NEW YORK • NEW YORK 10021

September 24, 2007

Mr. James Jacobs 
National Park Service 
Heritage Documentation Programs 
1201 Eye Street, NW, 2270 
Washington, DC 20005

Dear Mr. Jacobs,

Enclosed please find for your records:

> Floor plans of The Frick Collection and Frick Art Reference Library
> Photographs of The Frick Collection and Frick Art Reference Library printed on 

archival paper, along with a corresponding Continuation Sheet

Again, these are with regard to the Frick’s application for National Historic Landmark 

status.

Should you have any questions, please do not hesitate to contact me at (212) 547-6877 or 
andersonr@frick.org.

Sincerely,
C

Rosayn Anderson
Manager of Corporate and Foundation Relations

cc; Nina Gray
Robert Goldsmith

TELEPHONE (212) 288-O7OO FAX (212) 628-4417



H34(2280) OCT 0 2 2007

The Honorable Hillary Rodham Clinton 
United States Senate 
476 Russell Senate Office Building 
Washington, DC 20510

Dear Senator Clinton;

The National Park Service has completed the study of The Frick Collection & Art Reference Library 
Building, in New York, New York, for the purpose of nominating it for designation as a National Historic 
Landmark. We enclose a copy of the nomination.

The Landmarks Committee of the National Park System Advisory Board will consider the nomination 
during its next meeting, at the time and place indicated on one of the enclosures. This enclosure also 
specifies how you may comment on the proposed nomination if you so choose. The Landmarks 
Committee will report on this nomination to the Advisory Board, which in turn will make a 
recommendation concerning this nomination to the Secretary of the Interior, based upon the criteria of the 
National Historic Landmarks Program.

If you wish to comment on the nomination, please do so within 60 days of the date of this letter. After the 
60-day period, we will submit the nomination and all comments we have received to the Landmarks 
Committee.

To assist you in considering this matter, we have enclosed a copy of the regulations governing the 
National Historic Landmarks Program. They describe the criteria for designation (§65.4) and include 
other information on the Program. We are also enclosing a fact sheet that outlines the effects of 
designation.

Finally, the Advisoiy Board is in the process of being reestablished through administrative action by the 
Secretary of the Interior. In the event that the Advisory Board and/or the Landmarks Committee are not 
established in sufficient time prior to the date of the meeting, the meeting will be canceled. Accordingly, 
you will receive notice of the cancellation as well as subsequent plans for rescheduling.

Sincerely,

Signed

Janet Snyder Matthews, Ph.D. 
Associate Director, Cultural Resources

Enclosures



Identical Letter Sent to:

The Honorable Charles Schumer 
United States Senate 
313 Hart Senate Office Building 
Washington, DC 20510

The Honorable Hillary Rodham Clinton 
United States Senate 
476 Russell Senate Office Building 
Washington, DC 20510

The Honorable Carolyn B. Maloney 
U.S. House of Representatives 
2331 Rayburn House Office Bldg. 
Washington, DC 20515



H34(2280)

OCT 0 5 2007
Ms. Margot Bogert 
President, Board of Trustees 
The Frick Collection 
1 East 70* Street 
New York, NY 10021

Dear Ms. Bogert:

The National Park Service has completed the study of The Frick Collection & Art Reference Library 
Building, in New York, New York, for the purpose of nominating it for designation as a National Historic 
Landmark. We enclose a copy of the nomination.

The Landmarks Committee of the National Park System Advisory Board will consider the nomination 
during its next meeting, at the time and place indicated on one of the enclosures. This enclosure also 
specifies how you may comment on the proposed nomination if you so choose. The Landmarks 
Committee will report on this nomination to the Advisory Board, which in turn will make a 
recommendation concerning this nomination to the Secretary of the Interior, based upon the criteria of the 
National Historic Landmarks Program.

If you wish to comment on the nomination, please do so within 60 days of the date of this letter. After the 
60-day period, we will submit the nomination and all comments we have received to the Landmarks 
Committee.

To assist you in considering this matter, we have enclosed a copy of the regulations governing the 
National Historic Landmarks Program. They describe the criteria for designation (§65.4) and include 
other information on the Program. We are also enclosing a fact sheet that outlines the effects of 
designation.

Finally, the Advisory Board is in the process of being reestablished through administrative action by the 
Secretary of the Interior. In the event that the Advisory Board and/or the Landmarks Committee are not 
established in sufficient time prior to the date of the meeting, the meeting will be canceled. Accordingly, 
you will receive notice of the cancellation as well as subsequent plans for rescheduling.

Sincerely,

J. Paul Loether
J. Paul Loether, Chief 
National Register of Historic Places 
and National Historic Landmarks Program

Enclosures



Property Studied for 

National Historic Landmark Designation

The Frick Collection and Art Reference Library Building
New York, New York

The Landmarks Committee of the National Park System Advisory Board will evaluate this property at 
a meeting to be held on December 4-5, 2007, beginning at 9:00 am in the 2"“* Floor Board Room, 
National Trust for Historic Preservation, 1785 Massachusetts Avenue, NW, Washington, DC. The 
Landmarks Committee evaluates the studies of historic properties being nominated for National 
Historic Landmark designation in order to advise the full National Park System Advisory Board. At 
its subsequent meeting the National Park System Advisory Board will consider those properties that 
the Committee finds meet the criteria of the National Historic Landmarks Program.

Owners of private properties nominated for NHL designation have an opportunity to concur with or 
object to designation, in accordance with the National Historic Preservation Act and 36 CFR 65. Any 
owner or partial owner of private property who chooses to object to designation must submit a 
notarized statement certifying that the party is the sole or partial owner of the private property and 
objects to the designation. Each owner or partial owner of private property has one vote, regardless 
of the portion of the property that the party owns. If a majority of private property owners object; a 
property will not be designated. Letters objecting to or supporting nominations may be sent to Mr. J. 
Paul Loether, Chief, National Register of Historic Places and National Historic Landmarks Program, 
at the National Park Service, 1849 C Street, N.W., (2280), Washington, D.C. 20240.

The Advisory Board is in the process of being re-established through administrative action by the 
Secretary of the Interior. In the event that the Advisory Board and/or the Landmarks Committee are 
not established in sufficient time prior to the date of the meeting, the meeting will be canceled. 
Accordingly, you will receive notice of the cancellation as well as subsequent plans for rescheduling.

Should you wish to obtain information about these meetings, or about the National Historic 
Landmarks Program, please contact Historian Patty Henry at the National Park Service, at the address 
given above; by telephone at 202/354-2216; or by e-mail at <patty_henry@nps.gov>.
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Identical Letter Sent to:

Owner

HEO

SHPO

CC

BCC

Ms. Margot Bogert 
President, Board of Trustees 
The Frick Collection 
1 East 70*’’ Street 

New York, NY 10021

The Honorable Michael Bloomberg 
Mayor of New York City 
City Hall
New York, NY 10007

Ms. Carol Ash, SHPO
Parks, Rec & Historic Preservation
Agency Building #1
Empire State Plaza
Albany, NY 12238

Northeast Regional Office, B. Bolger 
2280 THE FRICK (NHL Pending)

r



The New York City Landmarks Preservation Commission
1 Centre Street, 9* Floor North. New York NY 10007 TEL: 212-669-7888 FAX: 212-669-7955

http://nyc.gov/landmarks/

Roberts. Tierney 
Chair

November 7, 2007

Mr. J. Paul Loether, Chief
United States Department of the Interior
National Park Service
1849 C Street, NW
Washington, DC 20240-0001

RECEIVED 2280

NOV 14 2007

U - . ' -k aSTCRIC PLACES

Re: The Frick Collection & Art Reference Library. New York. New York

Dear Mr. Loether:

I write in response to your request for comment on the nomination of the Frick Collection & 
Art Reference Library in New York for designation as a National Historic Landmark.

The Commission supports the nomination of the Frick Collection & Art Reference Library.
On March 20,1973, the New York City Landmarks Preservation Commission voted to designate the 
“Henry Clay and Adelaide Childs Frick House” an individual New York City landmark. Designed by 
Carrere & Hastings in 1913-14 with later additions by John Russell Pope, this elegant limestone 
residence was planned to seiwe as both a dwelling and gallery for displaying steel magnate Henry Clay 
Frick’s extensive art collection. Today this building stands as an elegant example of French Louis 
XVI architecture and continues to house one of the finest art collections and art reference libraries in 
the world.

Therefore, based on our review of the property and the materials submitted by the Historic 
Preservation Field Services Bureau, the Commission has determined that the Frick Collection & Art 
Reference Library appears to meet the criteria for designation as a National Historic Landmark.

cc:Mary Beth Betts 
Lauren Charles

Sincerely,

Robert B. Tierney



THE FRICK COLLECTION
1 EAST 7OTH STREET • NEW YORK • NEW YORK 10021

November 28, 2007 

Mr. J. Paul Loether
Chief, National Register of Historic Places 

and National Historic Landmarks Program 
United States Department of the Interior 
National Park Service 
1849 C. Street, N.W.
Washington, DC 20240

Dear Mr. Loether,

As President of the Board of Trustees of The Frick Collection and Art Reference Library, 
I am writing to convey my enthusiastic support for the Frick’s application for designation 
as a National Historic Landmark.

Henry Clay Frick is one of the leading figures of the Gilded Age, and The Frick 
Collection is the crowning achievement of his life as a collector and architectural patron. 
Because of Mr. Frick’s vast fortune, and his own knowledge of the arts and architecture, 
he was able to build a house of the highest quality of design and materials. Today, this 
example of excellence, the legacy of one of America’s most important industrialists, 
attracts hundreds of thousands of visitors each year from every part of the world.

Mr. Frick intended his architectural masterpiece to continue as a museum after his death, 
and so it has for over 70 years. As its steward, the Board of Trustees has a duty to see 
that this beautiful building and its contents are available to future generations to come. 
For this reason, my fellow Trustees and I are unanimous in our support for National 
Historic Landmark designation.

Yours sincerely.

Margot Bogert 
President, Board of Trustees

TELEPHONE (212) 288-O7OO FAX (212) 628-4417



THE FRICK COLLECTION
1 EAST 7OTH STREET • NEW YORK • NEW YORK 10021

November 29, 2007

Mr. James Jacobs 
National Park Service 
Heritage Documentation Programs 
1201 Eye Street, NW, 2270 
Washington, DC 20005

Dear Mr. Jacobs,

Re: The Frick Collection

Enclosed please find the original letter, signed by Margot Bogert, President of the Board 
of Trustees, in support of the Frick's application for designation as a National Historic 

Landmark.

Should you have any questions, please do not hesitate to contact me at (212) 547-6877 or 

andersonr@frick.org.

Sincerely,

Rosayn Anderson
Manager of Corporate and Foundation Relations

cc: Nina Gray
Robert Goldsmith

TELEPHONE (212) 288-O7OO FAX (212) 628-4417



H34(2280) I 5 2008

The Honorable Hillary Rodham Clinton 
United States Senate 
Washington, DC 20510

Dear Senator Clinton:

The National Park System Advisory Board will eonsider The Frick Collection and Art Reference Library 
Building, in New York, New York, for the purpose of nominating it for designation as a National Historic 
Landmark during its next meeting, at the time and location indicated on the enclosure. The Advisory 
Board will make a recommendation concerning this nomination to the Secretary of the Interior, based on 
the criteria of the National Historic Landmarks Program.

In October of 2007, you received a copy of the nomination for this property. Since that time, a panel of 
experts met December 4-5, 2007, to consider the nomination for potential designation as a National 
Historic Landmark. They recommended that the nomination should be approved and forwarded to the 
Secretary of the Interior for consideration as a National Historic Landmark. Should you wish to review 
the nomination for this property prior to the Advisory Board meeting, you may find it online at the 
National Historic Landmarks website at www.nps.gov/historv/nhl/Fall2007Nominations. A fact sheet 
that outlines the effects of National Historic Landmark designation and a copy of the Federal regulations 
governing the National Historic Landmarks Program are also provided at this web site. The regulations 
describe the criteria for designation (§65.4), and include other information on the program.

If you do not have access to the Internet, you may request paper copies of the nomination, the program 
regulations, and the fact sheet be mailed to you by contacting Patty Heniy at 202/354-2216, or by mail at 
the National Historic Landmarks Program, 1849 C Street, NW (2280), Washington, DC 20240.

The enclosure includes information on the time and location of the meeting, as well as specifics on how to 
submit comments on the nomination. If you previously submitted comments, you do not need to 
comment again unless you wish to do so. If you wish to comment, please do so within 60 days of the date 
of this letter. Following the 60-day period, we will submit the nomination and all comments we have 
received to the Advisory Board.

We would be pleased to respond to any questions you may have.

Sincerely,

Signed

Janet Snyder Matthews, Ph.D.:
- Associate Director, Cultural Resources

Enclosure



Identical Letter Sent to:

The Honorable Charles Schumer 
United States Senate 
313 Hart Senate Office Building 
Washington, DC 20510

The Honorable Hillaiy Rodham Clinton 
United States Senate 
476 Russell Senate Office Building 
Washington, DC 20510

The Honorable Carolyn B. Maloney 
U.S. House of Representatives 
2331 Rayburn House Office Bldg. 
Washington, DC 20515

S:.ii



H34(2280)

MAY 2 1 2008
Ms. Margot Bogert 
President, Board of Trustees 
The Frick Collection 
1 East 70* Street 
New York, NY 10021

Dear Ms. Bogert:

The National Park System Advisory Board will consider The Frick Collection and Art Reference Library 
Building, in New York, New York, for the purpose of nominating it for designation as a National Historic 
Landmark during its next meeting, at the time and location indicated on the enclosure. The Advisoiy 
Board will make a recommendation concerning this nomination to the Secretary of the Interior, based on 
the criteria of the National Historic Landmarks Program.

In October of 2007, you received a copy of the nomination for this property. Since that time, a panel of 
experts met December 4-5, 2007, to consider the nomination for potential designation as a National 
Historic Landmark. They recommended that the nomination should be approved and forwarded to the 
Secretary of the Interior for consideration as a National Historic Landmark. Should you wish to review 
the nomination for this property prior to the Advisory Board meeting, you may find it online at the 
National Historic Landmarks website at www.nps.gov/historv/nhl/Fall2007Nominations. A fact sheet 
that outlines the effects of National Historic Landmark designation and a copy of the Federal regulations 
governing the National Historic Landmarks Program are also provided at this web site. The regulations 
describe the criteria for designation (§65.4), and include other information on the program.

If you do not have access to the Internet, you may request paper copies of the nomination, the program 
regulations, and the fact sheet be mailed to you by contacting Patty Henry at 202/354-2216, or by mail at 
the National Historic Landmarks Program, 1849 C Street, NW (2280), Washington, DC 20240.

The enclosure includes information on the time and location of the meeting, as well as specifics on how to 
submit comments on the nomination. If you previously submitted comments, you do not need to 
comment again unless you wish to do so. If you wish to comment, please do so within 60 days of the date 
of this letter. Following the 60-day period, we will submit the nomination and all comments we have 
received to the Advisory Board.

We would be pleased to respond to any questions you may have.

Sincerely,

J. Paul Loelher
J. Paul Loether, Chief 
National Register of Historic Places 
and National Historic Landmarks Program

Enclosure



Property Studied for 

National Historic Landmark Designation

The Frick Collection and Art Reference Library Building
New York, New York

The Landmarks Committee of the National Park System Advisory Board will evaluate this property at 
a meeting to be held on July 21-22, 2008, beginning at 8:30 a.m. at the American Geophysical Union 
(AGU), Meeting Room A, 2000 Florida Avenue, NW, Washington, DC 20009-1277. The Advisory 
Board will consider studies of historic properties being nominated for National Historic Landmark 
(NHL) designation.

Owners of private properties nominated for NHL designation have an opportunity to concur with or 
object to designation, in accordance with the National Historic Preservation Act and 36 CFR 65. Any 
owner or partial owner of private property who chooses to object to designation must submit a 
notarized statement certifying that the party is the sole or partial owner of the private property and 
objects to the designation. If a majority of private property owners object; a property will not be 
designated. Letters objecting to or supporting nominations may be sent to Mr. J. Paul Loether, Chief, 
National Register of Historic Places and National Historic Landmarks Program, at the National Park 
Service, 1849 C Street, NW, (2280), Washington, D.C. 20240.

Should you wish to obtain information about these meetings, or about the National Historic 
Landmarks Program, please contact Mr. J. Paul Loether at the National Park Service, at the address 
given above; by telephone at 202/354-2003 or by e-mail at <paul_loether@nps.gov>.
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New York, NY 10021
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United States Department of the Interior

INREPLVREFMTO:

H34(2280)

NATIONAL PARK SERVICE 
1849 C Street, N.W. 

Washington. D.C. 20240

MJG 2 1 2008

Memorandum

To: Secretary

Through: |\i^Assistant Secretary for Fish and

From: Director

Subject: Designation of 16 Pifop^es as National Historic Landmarks, the Acceptance of
Additional Documenraion for 3 Properties, the Acceptance of a Boundary 
Change for 2 Properties, and the Acceptance of a Name Change for 1 Property: 
Director’s Recommendations and Request for Secretarial Action

At its meeting on July 22, 2008, the National Parks System Advisory Board recommended 
designation of the following properties as National Historic Landmarks:

1. Aaron Copland House, Cortlandt Manor, NY 
(Criterion 2, Exception 8)

2. Bryn Athyn Historic District, Bryn Athyn, PA 
(Criterion 4, Exception 1)

3. Camp Uncas, Town OF Long Lake, NY 
(Criterion 4)

4. College of Physicians of Philadelphia, Philadelphia, PA 
(Criteria 1,2 and 4)

5. First Reformed Protestant Dutch Church, Kingston, NY 
(Criterion 4, Exception 1)

6. Forty Acres, Delano, CA 
(Criteria 1 and 2, Exception 8)

7. Freedom Tower, Miami, FL 
(Criteria 1 and 3, Exception 8)



8. Frick Collection and Frick Art Reference Library Building, New York, NY 
(Criteria 1 and 4)

9. John and Priscilla Alden Family Sites, Duxbury, MA 
(Criteria 1,2 and 6, Exception 8)

10. Lyceum-The Circle Historic District, Oxford, MS 
(Criterion 1, Exception 8)

11. Rosebud Battlefield/Where the Girl Saved Her Brother, Big Horn County, MT 
(Criterion 1)

12. Shreveport Municipal Auditorium, Shreveport, LA 
(Criteria 1 and 2)

13. Skyline Drive Historic District, Shenandoah National Park, VA 
(Criteria 1 and 4)

14. Solomon Guggenheim Museum, New York, NY 
(Criterion 4, Exception 8)

15. Wolf Mountains Battlefield/Where Big Crow Walked Back and Forth, 
Rosebud County, MT
(Criterion 1)

16. Woodrow Wilson Boyhood Home, Augusta, GA 
(Criterion 2)

In addition, the Advisory Board recommended that additional documentation for the following 
already designated National Historic Landmark be accepted:

Skidmore/Old Town Historic District, Portland, OR 
(Revised documentation)

The Advisory Board also recommended a boundary change and the acceptance of additional 
documentation for the following already designated National Historic Landmark:

Newport Historic District, Newport, R1 
(Boundary change and revised documentation)

Finally, the Advisory Board recommended a name change and a boundary change as well as the 
acceptance of additional documentation for the following already designated National Historic 
Landmark:



CoLTSviLLE Historic District, Hartford, CT
(Name change, boundary change, and revised documentation)

In accordance with National Historic Landmarks Program regulations, the Board reviewed the 
studies nominating these properties for Landmark status, the additional documentation, the 
boundary changes, and the name change for the already designated National Historic Landmarks, 
and found that the properties meet National Historic Landmark Program criteria. The Board, 
therefore, voted to recommend that they be designated as National Historic Landmarks and that 
the additional documentation, boundary changes, and name change be accepted.

Per the National Historic Landmark Program regulations, I hereby certify that the procedural 
requirements set forth in 36 CFR Part 65.5 have been met.

I recommend that you approve the Board’s July 22, 2008, recommendation, and designate as 
National Historicl^ndmarks the properti^listed above as well as the acceptance of additional 
documentationTtHe boumary changesymd the name change for the properties listed above.

APPROVE:

DATE:

DISAPPPOYE-

OCT 0 6 2008
Attachments



r

OCT 2 } 2008

H34(2280)

The Honorable Hillary Rodham Clinton 
United States Senate 
Washington, DC 20510

Dear Senator Clinton:

I am pleased to inform you that the Secretary of the Interior, on October 6, 2008, designated The 
Frick Collection and Frick Art Reference Library Building, in New York, New York, as a 
National Historic Landmark, in recognition of the property’s national significance in the history 
of the United States.

The Historic Sites Act of 1935 authorizes the Secretary of the Interior to identify and recognize 
nationally significant places that best represent the American experience. Landmark designation 
recognizes and encourages the preservation of places that have exceptional value for 
commemorating or illustrating the history of the United States, for the inspiration and benefit of 
all Americans.

The Secretary of the Interior designates National Historic Landmarks only after careful study by 
the National Park Service, extensive opportunities for public involvement, and review and 
recommendation by the National Park System Advisory Board, in accordance with National 
Historic Landmark criteria set forth in 36 CFR Part 65. National Historic Landmarks are listed 
in the National Register of Historic Places, making them eligible for the safeguards and benefits 
provided by the National Historic Preservation Act of 1966 and other federal laws protecting 
historic properties. If you have any questions about the designation, please call Ms. Patty Henry 
of the National Historic Landmarks Program, on (202) 354-2216.

We are delighted to enroll The Frick Collection and Frick Art Reference Library Building as a 
National Historic Landmark — a designation that reflects the preservation of this property as an 
irreplaceable part of our nation’s heritage.

Sincerely,

Signed

Janet Snyder Matthews, Ph.D. 
Associate Director, Cultural Resources
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OCT i 1 2008
Ms. Margot Bogert 
President, Board of Trustees 
The Frick Collection 
1 East 70* Street 
New York, NY 10021

Dear Ms. Bogert:

I am pleased to inform you that the Secretary of the Interior, on October 6, 2008, designated The Frick 
Collection and Frick Art Reference Library Building in New York, New York, as a National Historic 
Landmark, in recognition of the property’s national significance in the history of the United States.

The Historic Sites Act of 1935 authorizes the Secretary of the Interior to identify and recognize nationally 
significant places that best represent the American experience. Landmark designation recognizes and 
encourages the preservation of places that have exceptional value for commemorating or illustrating the 
history of the United States, for the inspiration and benefit of all Americans.

The Secretary of the Interior designates National Historic Landmarks only after careful study by the 
National Park Service, extensive opportunities for public involvement, and review and recommendation 
by the National Park System Advisory Board, in accordance with National Historic Landmark criteria set 
forth in 36 CFR Part 65. National Historic Landmarks are listed in the National Register of Historic 
Places, making them eligible for the safeguards and benefits provided by the National Historic 
Preservation Act of 1966 and other federal laws protecting historic properties.

I am enclosing a certificate that commemorates the designation of your property as a National Historic 
Landmark. In addition, each Landmark is eligible to receive one bronze plaque to commemorate the 
property’s designation. You will be contacted shortly, if you have not already, by a National Historic 
Landmarks coordinator for your area about applying for the plaque. If you have any questions about the 
plaque or designation before that, please call Ms. Patty Henry of the National Historic Landmarks 
Program, on (202) 354-2216.

We are delighted to enroll The Frick collection and Frick Art Reference Library Building as a National 
Historic Landmark - a designation that reflects the preservation of this property as an irreplaceable part of 
our nation’s heritage.

Sincerely,

J. Paul Loether, Chief 
National Register of Historic Places 
and National Historic Landmarks Program

Enclosure
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Ms. Margot Bogert 
President, Board of Trustees 
The Frick Collection 
1 East 70'*’ Street 
New York, NY 10021

The Honorable Michael Bloomberg 
Mayor of New York City 
City Hall
New York, NY 10007

Ms. Carol Ash, SHPO
Parks, Rec & Historic Preservation
Agency Building #1
Empire State Plaza
Albany, NY 12238
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Ms. Delores E. Dyer
National Park Service
Northeast Field Region
U.S. Custom House, 200 Chestnut Street
Philadelphia, PA 19106
Dear Ms. Dyer;

Telephone; 215/597-7067

As the owner(s) of The Frick Collection and Frick Art Reference Library Building located
in New York, NY and designated on October 6, 2008, (I/we) hereby make application for
a bronze plaque identifying the property as a National Historic Landmark.

1. (1/We) are conscious of the responsibility that goes with the ownership and care of a 
property classified as having National significance and worthy of National Historic 
Landmark status.

2. (I/We) understand that you may request periodic inspection of the property by a 
representative of the National Park Service for the purpose of monitoring its integrity 
and the nature and degree of any threats thereto.

3. (I/We) agree that should the Landmark designation ever be revoked in accordance 
with the procedures outlined in the National Historic Landmarks regulations, the 
bronze plaque will be removed and returned upon request by the National Park 
Service.

4. (I/We) further agree to aflBx the plaque in a suitable location in public view.

Sincerely,

(Owner’s ffgpatwefDate /

Robert B. Goldsmith for The Frick Collection
Name of Contact Person, if not Owner

1 East 7nt~h
Mailing Address (if P.O. Box, also include street address for shipping purposes)

New York, NY 10021_________________________
City, State, Zip Code

*Please keep a copy of this Agreement for your records*
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Henry Clay Frick Mansion. Hey York 

LocationI X Eaat 70th Street, Nev York City

Ownerahlp; »r. Franklin M. Bl«^l, Director, The Frick Collection 
(aasie address)

Significance

Henry Clay Frick, a doednant figure In the coke and steel IMustrles 

between the l870's and early 1900*s, erected his large and handsosie 

Saw York City heme jwer the end of his life. UQpon his death In 

X919f the fonaer colleague of Andrew Carnegie's willed the nansion to 

the public. Hunerous vlsltora since then have enjt^red the beauty of 

the house and the richness of the art collection that Frick had 

collected before his death.

Even as a youth, Frick possessed artistic Interests. Boxn on 

DeessdHnr 1$, 23^9$ in West Overton, Fennsylvanie, to paruxts of Geraan 

and Swiss eactractlcm, Frick exparlaoced a noraal childhood. But he 

had to forego further educati<m idien 17» when he began to work. And 

f<nr nany years he had to aiibllBBte his Inteireat In art to hla business 

career.
Cckc, not art, produced nooey and powor for Frick. After working 

at several different Jobs, Frick, wfa«i 21, borrowed $10,000 fTca 

Judge Thcoas Mellon of Pittsburg. He then erected 50 coke ovens in 

the Connellsvllle, Pennsylvania, region. His entrance into the coke 

Industry eaaa In I870, Just a Short tine befmre the F»ilc of 1873 • But 

even during the depression engendered by the panic, he aanaged to 

purchase additional coal lands and acquire laore ovens, largely because 

of the continuing financial support of the Mellons. By 1879, the
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energlzig Industrialist controlled eighty per cent of the coke production 

In the ConnellsYllle area. Furthenaore, he vas shipping almost 100 

railroad cars of coke dally to Pittsburg, making a neb profit of $3 

on each ton sent to the iron city, little voider that at this time, 
vhen he vas 30^ he vas vorth $1,000,000.

Frick's success arose trca more than Just the burgeoning danand 

for coke by the iron and steel Industry. His Intelligence, perspiceuiity 

and resourcefulness cabled him to perceive opportunityj and his drive, 

determination and courage enabled him to transfom opportunity into 

striking accOBspllshiaent. A small nan, vith a sll^t frane and delicate 

features, Frick ignored his disabilities, such as rhcnimatlm, and seldoa 

settled for less than he had decided upon. Hard work and concentration 

1900 his career did not prevent Frick from noticing the fair sex, and on 

Z)ec«dber 15, IB8I, he married Adelaide Hovard Childs.

Dinner vith Carnegie vhlle on his veddlng trip brou^t Frick and 

the Scot into a close relationship. She Imaginative Carnegie, not lacking 

prior knowledge of Frick, observed and appreciated the coke king's 

attributes. Subsequently, the steel maker Invested in the H. C. Frick 

Coke Cosqpany. And in I883 the Carnegie and Frick cosqpanies began to 

cooperate closely. But Frick never became the steel esg>a:or's toady.

When Carnegie ejQiressed his oppositiem in a letter to Frick’s plan to

increase the capitalization of the coke cenpany by $1,000,000, Frick
.1ensveired, "I do not like the teme of your lettent” , and proceeded with his 

plan. Also, Carnegie and all others in the Scot's eiqpirc paid Prick the 

unique conpllment of addressing Frick as "Mister Frick."
^^oted in Stewart A. Holbrook, The Age of the Moguls (Hew York, 1^5), 82-83.
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Despite Frick's refusal to truckle, Camsgle eventually enthroned 

the Pennsylvanian as the general nanager of all of his properties.

That occurred in I889, when Frick was only 39. Uhder Frick, the 

loosely organized Carnegie es^pire becaae a highly organized vertical 

trust, controlling the sources of raw oaterlals as well as the oeans 

of producing Iron and steel. Vhereas CaxTMgle exenpllfied the promoter 

and salesoan, Frick personiflod the organizer. And he brooked no 

Interference in the operatlcm of his organization. fHius he detested 

labor unions,

Frick’s Insistence upon the untraanaeled prerogatives of mnageoent

helped to provoke the Homestead strike of I892, one of America's notoori- 

ous Industrial disputes. Learning of the poaalbillty of a strike at 

the Hcraestead plant near Pittsburgh, Frick made his preparations.

He transferred orders from the endangssred plant to other Carnegie mills, 

erected dirt raaparts about the factory, and hired 300 Pinkerton guards. 
On June 2U, I892, Frick Inf armed the workers at Homestead of a wage 

cut. The men's imlon refused to accept Ipb Frick's fiat and struck.

When the Pinkerton guards attenpted to reach the factory <ai July 6, 

a violent and bloody riot wisued. The mcb remained unchecked until 

July 12. Eleven days later a would-be aaaaasln, Alexander Bertaaan, 

shot aal stabbed Frick, who, sifter the sussallant had been removed, 

remained at his desk despite his wounds for the remainder of the day.

As Prick reci5>erated from the effects of the attack after July 23, the 

strike continued until the workers surrendered on Bovetfber 20. The next
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day, Frick vro-be to Casmegle who was in Scotland, saying, in piurl.

”We had to teach oixr es^loyees a lesson, and ve have taii^t them
2

one that they will never forget."

Elj^t years aft«r the Homestead affair, Frick and Carnegie parted 

coBqpeay. !Ehelr basic incoiqpatlblll'ty had grovn throu^ the 1890'8, 

vith Frick resenting Carnegie's attesgrta to frustrate his leadership 

«f the Cample organization. A strong enmity gradtially developed 

between the titans, causing Frlek to resign as general nansger in 

1900. Both Frick and Carnegie lived until 1919> 1>ut neither ever 

spoke to the other again.

The last years of Frick's life were not inactive ones. He 

contributed iaportantly to the fomtion of the IJblted States Steel 

Coeve^y in 190I and e^ibaeq:t»ntly served as a director. The Pmmsylvanla 

Ballroad also felt his influence, he holding a strong position apropos 

of it. Drath ended his career on BeceBd)er 2, 1919.

Present Condition of the Site

The Frick mansion is a large granite structure that was buUt In 

l^«l4 and occiQiles the block frontage hetveoi 70th and 71st Streets 

on Fifth Avenue. Designed by Thosiaa Hastings, the house's exterior 

is of Indiana limestone and sriggests the flench domestic anrchltccture 

of the eighteenth ceixtury. The mansion has more than 100 arooam in 

its three srealdential floors and two below ground service floors.

‘Quoted in Matthew Josephon, The Robber Barons (Hew York, 1962), 3^,
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!Rie Ixxterior of the house shows the Influence of English architecture 

Of the ei^teenth century. The living hall is a spacious and haadsoane 

chaaiber in the northeast comer of the ground floor. A narhle mantel 

and rich woodwork enhance the heauty of the room. Some of the treasures 

of the FJrick Collection also contribute to the room’s elegance. Similarly, 

the dining rocan and Boucher Room contain paintings and oh jets d'art 

frcMi the Frick Collection, as well as exceptional panelling and lovely 

furnishings. Hie Fragonard Room contains paintings hy Jean Honore 

Fragonard.

The art collection in the house steins from Frick’s abiding Interest 

in art. That interest strongly reasserted Itself about I895, when he 

began purchasing paintings, he eventually creating a collection that cost 

from $30>000,000 to $40,(XX),000. IThen he died, he left the house, the 

art collection, and an endowment of $15,CXX),000 to the public.

The house and collection were opened in 1935. Some minor changes 

had been made in the house by 1935> but the mansion is largely^ the sasm 

as when built.
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