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ou are Srvited to attend an unusually comprehensive 

exhibit of French, English and American textiles of the 18th and 19th Century 

starting April 4th at the Scalamandré Museum of Textiles, 20 West 55 Street, 

New York City. 

Special attention has been given to trimmings and, to each of the five 

yard lengths of textiles will be attached authentic fringes and galloons used to 

enhance their beauty. In the photograph above, a Scalamandré workman is recre- 

ating a hand woven French Braid for the Duncan Phyfe room of the Museum of 

the City of New York. 

Seotanantbe, le. 
Manufacturers of Fine Drapery and Upholstery too gnd Trimmings 

598 Madison Avenue, NEW YORK * also BOSTON * CHICAGO * LOS ANGELES * SAN FRANCISCO 

Wholesale Exclusively — Consult Your Local Dealer 



(Twe volumes, boxed) 
Original 7rice: $18.50 

Members’ Price: $6.73 for those who want the finest 

in Painting—Music—T heatre—Poetry 

Architecture—Dance—Sculpture 

, are cordially invited to become 
a member of The Seven Arts Book Society, 

and to begin your membership with the 
“ REMBRANDT, the DAUMIER or any of the 

other distinguished books pictured on this page 
. at notable savings to you. 

The Harvard University Press two-volume REMBRANDT by the noted 
authority, Jakob Rosenberg (one entire volume is devoted to 281 full-page 

gravure reproductions) ; the large DAUMIER with 240 lithographs by the French 
master in their original size; Maurice Seymour’s lovely BALLET containing 

the noted photographer’s own choice of pictures from his collection of 
more than 4000 ballet photographs; the superb GUERNICA of 
PABLO PICASSO published by Curt Valentin—these are only a few 

of the fine library volumes now available to members of 
The Seven Arts Book Society . . . in the PUBLISHERS’ ORIGINAL 

EDITIONS, even though the special price to members 
is considerably less than their price elsewhere. 

List Price: $12.50 
Members’ Price: $6.75 

Now you can obtain the most distinguished 

and beautiful books in the arts... 

List Price: $5.00 Members’ Price: $3.50 Bw is why The Seven Arts Book Society has been formed—to bring to a select 
and discriminating audience these expensive and beautiful books at prices you can 

afford. By banding together in this unique book society, we are able to accomplish substantial 
economies, with no sacrifice whatsoever as to quality. Thus, the original price of the 

REMBRANDT is $18.50, but as a member you pay only $6.75—an actual saving of $11.75. 

Begin your membership now with any of the books pictured on this page, or listed in 
the coupon below. (There is, however, some urgency involved, as a number of these 
books are in strictly limited supply.) You may take as few as 4 selections a year 

and still enjoy all the advantages of membership. Each month you receive, FREE, the 
Society’s illustrated brochure, describing the forthcoming selection and other books avail- 

able to members. You accept only the books you want—and you save on every book you take. 

"am D40E Up to 50% and more on the books you cherish! 
Members’ Price: $5.50 Your name and address in the coupon below will enroll you as a member. 

THE SEVEN ARTS BOOK SOCIETY 401 Broadway, New York 13, N. Y. 

Please enroll me as a member. | will accept a minimum of 4 selections a year, 
which | may choose from the Society’s illustrated brochures sent to me free each 
month. | may cancel my membership at any time after taking 4 books. 
Also send me the book(s) | have checked below at the 
special membership price given for each book (plus 24¢ RETAIL MEMBERS’ 
postage and handling). PRICE PRICE 
QO REMBRANDT. By Jakob Rosenberg. . ° o «© «© « 6 $18.8 $6.75 

DAUMIER., Introduction by Bernard Lemonn . ‘ (ie 6 ee 
GUERNICA-PICASSO. Introduction by Alfred H. Borr, dr. 
BALLET. By Maurice Seymour. . 
COMPLETE WALT WHITMAN. Introduction by ‘Malcolm ‘Cowley . 
THIS | SAW: Life and Times of GOYA. By Antonina Vallentin 
FONTAINE’S FABLES. Illustrated by Alexander Calder. . . 
AMERICAN BUILDING. By James Marston Fitch. . . 
ROMAIN ROLLAND’S ESSAYS ON MUSIC ‘ili 88838388 

ww $ 

NAME on 
(please print) 

ADDRESS. 

CITY. shinteieniiadl ZONE Pe cisttscinsiieniiaiihiathitesehl meee 
(Prices slightly higher in Canada) 

List Price: $15.00 
Members’ Price: $6.50 



Lead figure of Nymph with Dog by Georg Raffael Donner. 

Length: 40 cm. 

Literature: Das Wiener Barock Museum, 1923, plate 14; ‘‘Skulptur 

und Malerei des 18. Jahrh.” page 32, plate Ill; 

E. Tietze-Conrat ‘‘Oesterreichische Barock Plastik,’’ 1920, 

page 84, plate 48. 

Collection: Oscar Bondy, Vienna 

Austrian Art 
Corner tile from the St. Stephan Cathedral in Vienna; circa 1500. at 

Size: 45 x 38 cm. 

Collections: Lanna, Prague; Oscar Bondy, Vienna 

BLUMKA GALLERY 
115 East 57th Street Telephone: Plaza 3-0946 NEW YORK 

Cloud Glory of St. Zigismund, white ala- 

baster. Signed: Johannes Hagenaver, Salis- 

burgensis invenit et fecit 1754. 

Height 46 cm. 

Literature: Austrian Topographie, vol. Xil, 

page 135; Adolf Feviner 

“Skulptur und Malerei der 18. ‘ : 

Jahrh. in Deutschland,” page fy FI , 

38; Thieme-Becker ‘‘Kunstler- ok \' ny °S 
Lexicon.’ é Pp hs | 

Collections: St. Peter Monastery, Salzburg; * A 

Oscar Bondy, Vienna > 

Du Paquier porcelain figure of Saint 

Nepomuk; circa 1735. Height: 48.5 cm. 

Collections: Archduke tudwig Viktor 

Anton Redlich, Vienna 
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Cover: On the Threshold of Shadow is Yves Tanguy’s 
title for this delicate pen drawing of an infinity of 

little curves and cusps. It is in the latest show (at 

Matisse) of this Brittany-born resident of Woodbury, 

Conn., who was one of the prime movers of the 

surrealist movement in Paris (see review on p. 43). 
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This month 
For this Easter number two literary world figures discuss religious art: 

Gerald Heard is the brilliant English-born resident of Santa Monica, Calif., 

who has written a classic detective story, A Taste for Honey, as well as 

numerous works on Eastern philosophy and aesthetics, His researches in 

mysticism have strongly influenced his good friend and near-neighbor, 

Aldous Huxley, whose essays on Brueghel and Goya have made him almost 

as well known in the field of art as he is in that of the novel . . . Gustave 

von Groschwitz, head of the department of graphics at Cincinnati's Mu- 

seum, played a major role in organizing the survey of colored lithography 

which he here discusses . . . Clement Greenberg is well known as one of 

the most articulate and perceptive champions of avant-garde art. His latest 

book is on Miré ... Rosamund Frost needs no introduction in this maga- 

zine. Our readers will remember her as its Managing Editor in 194)-46. 

Next month 
One of the most neglected, most important and most fascinating pioneers 

of modern art, Edvard Munch, and his relationship to the schoo! of expres- 

sionism—with colorplates . . . glass from the jazz age, some of it as dated 

as Victorian chandeliers, some completely successful, seen in the Metro- 

politan’s survey . . . colorplate of one of Tamayo’s latest paintings . . . James 

Johnson Sweeney tells how and why he climbed out on a limb in choosing 
the Virginia Museum’s biennial show of contemporary American painting. 
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Editors letters 
Sir: 

Permit me to say that there is al- 
ways new sun in the sky when ART- 
NEWS arrives. The February issue 
seems especially brilliant with the 
appearance of the new Contributing 

Editor, Henry McBride. I do con- 
gratulate you. I know I shall benefit 
greatly from his great learning and 
understanding. 

Mrs. Amy H. Gutman 
Chicago, Il. 

Sir: 

The March issue of ARTNeEws has 
just come and I opened it with great 
delight to find the promised article 
by Henry McBride as well as his 
special column. 

Does he not write creatively about 
Demuth! No wonder he was so far 
ahead of his time. 

May I be permitted to offer my 

congratulations on your acquiring 

such a brilliant critic for your pub- 
lication? IT shall always read _ his 
articles with avidity. 

K. H. F. Bie 
Brooklyn, N. Y. 

Sir: 

There is a great deal more to be 

said on the subject of art criticism. 
Its special manners have been ac- 
quired through too much concentra- 
tion on literary content and theoret- 
ical ideas. 

Mr. Soby is right in saying [A.n., 
Mar. °50] that in France “the critics 

are often literary men and some- 
times poets; they read as much lit- 
erature as they do art criticism.” 
But good literary style is only an 
important tool for a good art critic, 
and theory a small part of wisdom. 

Dr. Middeldorf is correct in say- 

ing that “it is very important in re- 

minding universities of the obliga- 
tions they have in the field of art 

criticism.” Indeed, “Fine Arts” de- 

partments have so long concentrated 

on the literature and history of art 

that they seem to have lost contact 

with the greater humanity and the 
greater variety which the practicing 
artist is constantly presenting to the 
world. Experience with the creative 
act therefore, should be part of any 
good critic’s training, and scholar- 
ship but a necessary adjunct. 

By all means a conference must 
be held on the subject, but this time 
let us hope that our historians, 
literati and theoreticians will not 
appear aloof from the artist who is 
the natural source for the language 

of aesthetics. 

Peppino Mangravite 
Director of Art Courses, 

Columbia University, 
New York, N. Y. 

Sir: 

Do not worry if ever Mr. R. T. [A.n. 
Editorial Associate Ruthven Todd 
who wrote the review of Mr. Du- 
buffet’s exhibition; Feb. ’50] cannot 
make his monthly delivery to ART 
news. Actually, though I have no 
personal information concerning Mr. 
R. T. of ARTNews, I have had 
many opportunities to meet other 
Mr. R. T.’s. They exist in every 
country, and so I know Mr. R. T. 

very well and I know his opinions 
about everything and his ways of 
expressing himself at all times, 

I know how scarce are the people 

who know how to edit and write 

usefully about pictures, and hoy 
troublesome it would be for such ap 
organ as ARTNeEws to discover such 

a person, instead of doing what js 
so much easier—giving the review 

to a Mr. R. T., who is always easily 
available to every editor of every 

magazine. 

There have always been Mr 

R. T.’s, and there have always been 

ARTNewses to give him his assign. 
ments. Every artist who has been ap 
innovator, who has tried to redis 
cover the essence of art aad of its 

primordial movements, and to strip 
it of its stale garments, and who 
adventures boldly in unkndwn dj. 

rections, in every period has always 
had his heels bitten by contempo 
raneous Mr. R. T.’s who bark at 

his steps. And their insults have 
never varied. They have always been, 
in every case, exactly like the one 

“that ARTNews published in its 
tenth number of Volume xLvim—‘s 

pot of paint in the public’s face”; 
“insult to art”; “vulgarity”; “trash 
pile”; “infantilism”; “psychopathic” 
. .. In this sense, the review is in 
teresting, as it can be considered a 
prototype. \ 

Jean Dubuffet 
Paris, *France 

[For another A.N. reviewer’s opinion 
of M. Dubuffet’s pictures see p. 491] 

Sir: 
May I say that definitely on the 
“credit side” of the ledger, in ref 

erence to your “Critical State” edi 
torial [A.n., Mar. °50], should g 
the fine monographs by Elaine de 
Kooning on Dickinson, Knaths and 
Hofmann, and the very good one by 
Thomas B. Hess on Feininger. 

I should like to add my name to 
the many who showed approval o 
your acquisition of as fine and set 
soned a critic as Henry McBride, 
but more than that, I was touched by 
your kindness and warmth in taking 
him so promptly and unhesitatingly 
at the time that the World-Telegram 
and Sun so ignominiously dropped 
the whole art page. 

Perle Fine 
New York, N. ¥. 

Sir: 
The Whitney Museum of America 

Art is collaborating with Mrs. John 
Sloan in gathering material for John 
Sloan’s memoirs. We would be most 
grateful to anyone who has letter 
from Sloan or the late Mrs. Dolly 
Sloan if they would allow us to bor 
row them. Also, two early painting 
by Sloan have not been located: 
The Little Dark Street and Targets 
or Shooting Gallery. We would ap 
preciate it if the owners would cot 
municate with us. Correspondent 
should be addressed to me at the 
Whitney Museum, 10 West Eighth 

Street, New York 11, N. Y. 
Rosalind Irvine 
Assistant Curate 

New York, N. ¥ 

ART NEW 
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Art news of Americ: 

The Met gets a fabled Chalice 

The famous Antioch Chalice, discov- 
ered in 1910 by a group of Arabs 

digging a well near Antioch, and 
leng believed to be the earliest 
Christian chalice in existence, has 
been acquired by the Metropolitan 
Museum. Purchased for the Cloisters 
with funds provided by John D. 
Rockefeller, Jr., it is now on view 
there (tc April 2), after which prep- 
arations will be made for its perma- 

Annual quartet 

Following the pioneering example of 

the Whitney Museum in New York 

and the Carnegie in Pittsburgh, in a 
wholesome trend of decentralization, 

full-dress exhibitions are in these 
days made available to almost every 
section of the country. Devoted 

either to regional groups or to na- 

tional cross-sections, in every me- 

dium, these exhibitions are in many 
cases expertly presented and rival in 
quality their original prototypes. 

Urbana, Illinois: As part of a 
month-long Festival of Contemporary 
Arts, the University of Illinois re- 
cently had its Third Annual Exhibi- 
tion of Contemporary American 
Painting. Comprising 147 pictures by 
as many artists, it had as its main 
purpose to show students, and the 
Midwest generally, a selection rep- 
resenting as fully as possibly the sig- 
nificant trends and manners in paint- 
ing today. The result, accompanied 
by a fully illustrated 217-page cata- 
logue, came as close to its purpose 
as any recent show of this caliber. 
Lincoln, Nebraska: At the Univer- 
sity of Nebraska, where the Nebras- 

ka Art Association recently had its 
sixtieth annual show of contempo- 
rary art, a unique purchase policy 
has had significant results. Roughly 

15 percent of the art objects brought 
annually to Lincoln have remained 
in-the state through purchase for the 
University’s Hall Collection or for 
the Nebraska Art Association. Some 

measure of the caliber of the col- 
lections which have been built up is 
indicated by the fact that practically 
all of the 72 paintings acquired by 

the Hall Collection since 1930 have 
been requested for loan exhibitions 
throughout the country. This year’s 
show of 129 paintings, thirty-five 
drawings and prints and twenty-three 
sculptures included not only Ameri- 

The Irish in Boston 

Boston’s Institute of Contemporary 
Arts is showing the first full-length 
and most comprehensive U.S. exhibi- 
tion of contemporary Irish painting 
{to April 14). Many of the works 
reflect the familiar earmarks of in- 
ternational abstract, symbolic and 
expressionist styles. 
Among the artists represented are 

David O’Neill, who combines gaunt, 
unsmiling faces with romantically 

explosive skies and classical drapery 

—at times reminiscent of Picasso; 
Colin Middleton, whose figures, con- 
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nent installation as the earliest of 
the group of mediaeval objects that 
is to form the “Treasury of the Clois- 
ters.” The chalice itself is an un- 
decorated silver cup set in an open 
work of silver enriched with gilding 
and decorated with twelve figures 
two representing Christ, and the 
others identified as the Apost.cs. It is 

now believed to date from between 
the third and the sixth century. 

cans but also works by Braque, 

Dufy, Kokoschka, Masson, Piper, 

Villon and Marini. There was also 
a section devoted to eighteen Ne- 

braska artists who had already re- 
ceived recognition in one man shows. 

Seattle, Washington: Out at the 
Seattle Art Museum, the 22nd An- 
nual of Northwestern Print-makers 
was dominated by the three huge- 
scale semi-abstract prints which 
were awarded the purchase prizes: 
Misch Kohn’s wood engraving, Fish- 
ermen, notable for its velvety blacks 
and luminous whites; Hildegaard 

Haas’ consciously patterned, richly 
colored wood block, Trees and 

Waters; and Leon Applebaum’s ac- 
complished etching-engraving, Cock. 
Two realistic prints were included 
among the honorable mentions, a 
spacious acquatint landscape, Rio 
Grande, by Doel Reed and Dryce 
Ford’s The Flats, a city-scene. Also 

among the 133 prints were a group 
of contemporary French works. 
Buffalo, New York: The 16th An- 
nual Western New York Exhibition 
at the Albright Gallery this year was 
a well-selected show of 167 works 
from among 1,100 entries. The one- 

man jury, Frederick A. Sweet, asso- 

ciate curator at the Chicago Art In- 

stitute, said he was “much impressed 
with the strong sense of good com- 
positiona! design which was espe 
cially apparent in the oils, and a 
minimum of sloppy technique.” 
Awards were made to A. L. Melen- 
backer, Jr., for his oil The Planners, 

a sunlit impression of the American 
scene; to Seymour Drunlevitch for 

Haggadah, a textured all-over pat- 
tern; to Martha V. Hooft’s decora- 
tive and witty treatment of acrobats 
in Tumblers and Pigeons; and to 

Virginia Cuthbert’s stark landscape, 
Copper Mine Construction. 

forming to African images, are 

sharply silhouetted against bright, 
tumultuous backgrounds and painted 
in small, mosaic-like patches in the 
tradition of the German expression- 
ists; Melville Johnson, whose sym- 
bolic fantasies have shadows sharply 
slanting over sterilized surfaces; and 
Thurloe Conolly, whose primitive 
images are influenced by prehistoric 
cave drawings. Missing from the 
show is Jack B. Yeats, dean of Irish 
painters. However, there are plans 
for his showing in America next year. 
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\mateur standing ( 
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How to become an amateur 

Art consciousness has been creeping 
into people’s daily lives to the point 
where an annoying dilemma has 
been born. It appears that there is 
now a category of adults who, 
though they have never painted be- 
fore and don’t know how to go 
about it, have suddenly realized and 
tentatively admit they now want to 
learn how. 

The year-and-a-half-old People’s 
Art Center of New York’s Museum 
of Modern Art has delicately tossed 
a preserver to such New Yorkers, 
at once encouraging spontaneous 

creative expression and frowning 
upon confidence-hampering and the 
style-cramping results from copying 

and literal representation. The fif- 
teen weekly, two-hours-long evening 
orientation classes offer adults with 
no training in art a chance to ferret 

out individual aptitudes. Attended 
mainly by business people and 
housewives, the course offers paint- 
ing as well as such crafts as pottery, 
ceramic sculpture, jewelry 
and wood working. 

At 7:30 p.m. one Friday, March 
10, this reviewer dropped in at the 
Center’s quarters, on the second 
floor of 681 Fifth Avenue, where, in 

the back room, twelve members of 
the present class—three men and 
nine women—were smocked, seated 
and anxious to start. Mixed with 
the anaesthetic odor of poster col- 
ors was an unmistakable air of ex- 
citement as they spread out large 
sheets of paper on the drawing 
tables in front of them, mixed their 
colors long before their painting 
project of the evening had been 
announced, or practised imaginary 
brush strokes in the air as though 

warming up for a preliminary ten- 
nis volley. 

Instructor Sam G. Weiner, young 
and enthusiastic professional teach- 
er of art, began the fifth session by 
recapitulating the progress of the 
previous meetings. 

“At our first meeting,” he said, 
“we cut out primary shapes and 
tried to organize them into emo- 
tional prujections. The following 
week we varied them by making 
them into our own forms, both ob- 
jective and non-objective, with an 
emphasis on the quality of com- 
munication. In the third week, we 
were concerned not only with forms, 
but with vitality and impact and a 
further attempt to heighten the 
qualities of communication. Last 
week, which was the first time we 
handled paint, we were mainly con- 
cerned with the manipulation of 
texture and pattern.” 

The paintings, tacked up in front 
of the group, were boldly expressed 
and each distinctly different from 
the others. Most showed no signs of 
self-consciousness or the fact they 
were by complete beginners; and 

some of the designs showed a certain 
sophistication. To start the ball roll- 
ing, Weiner made a few comments 
about the paintings and _ invited 
others from the group. At first re- 
luctant to venture an opinion about 
a fellow beginner, they were soon 
too engrossed in criticism to notice: 

making 

One student: “I think the picture 
at the top is particularly handsome 
because of its smoothness. The more 
| look at it, the more I like it.” 
(This reference was to Mr. Doherty's 
work reproduced here.) 
Weiner: “When you look at a pic- 
ture, what do you look at first?” 
Answers: “Composition.” “Pleasing 
arrangement.” “Colors.” 
Weiner: “Are there any pictures 
here with especially good composi- 
tions?” 
Answers: A _ half-dozen 
were commended. 
Weiner: “Why do you like those 

particular ones?” 
4 student: “Because of its emo- 
tional appeal. Also because the col- 
ors aren’t strained. But I wouldn’t 
hang such a picture because it’s 
so unconventional.” 
Another student: “The more uncon- 
ventional of us have more under- 
standing. A painting like that ap- 
peals to the few with good taste 
and different imaginations. You 
have to have a flair. It’s something 
that’s innate and, if you don’t have 

it, hard to cultivate.” 
A third student: “I like the one 
with the steam coming out of the 
teapot because it that the 
painter let his or her imagination 
get loose.” 
Weiner: “Do you think the un- 
grouped still-life subject you paint- 
ed last week too difficult a prob- 
lem?” 
General Answer: “Yes.” 
A student: “The problem wasn’t too 
difficult but we needed about fifteen 
sessions on the one problem.” 
Another student: “The objects 

should have been grouped.” 
Weiner: “But I said I wouldn’t do 
your job for you. The creative job 
is your problem.” 

The discussion now veered to a 
comparison of the paintings of be- 
ginner-amateurs with professionals. 

One student: “Now more than ever 

pictures 

shows 

1 am frightened of drawing and be- 
ing unable to make a good composi- 
tion or design, or reproducing an 
object.” 
Weiner: “Drawing doesn’t neces- 

sarily precede design. It is possible 
to produce a great work of art with- 
out knowing how to draw.” 
Another student: “The first two 
nights in this class, I thought I 
hadn't made anything, but now | 
know that one of my designs is 

superb.” : 
Weiner: “Did our problems dealing 
with texture widen your perspective 
and, for example, make you more 
interested in photography?” 
A student: “Photos create a con- 
flict because they are an exact rep- 
resentation.” 
Weiner: “Motivation should precede 
grammar.” 
A student: “But I’m inhibited.” 
Before turning to the painting sub- 

ject of the period—a still-life com- 
posed of a plant, frying pan, pear 
and apple on a blue cloth—Weiner 
showed the group several reproduc- 
tions of a series of Picasso drawings 
of bulls, starting with a representa- 
tional version and moving to the 

abstract. 
A student: “Do you have any pic 
tures by someone who is good but 
can’t draw?” 

But the discussion period had 
come to an end and soon there was 
the vigorous sound of brushes in 
motion and a more prevalent odor 
of poster paints. One grey-haired 
woman alternately took off her dark- 

rimmed glasses and put them back 
on depending upon whether her 
eyes rested on the distant still-life 
or her paper. A man with an angu- 
lar face favored triangular forms on 
his paper. Another student, a young 
woman, painted with her back to the 
subject. One woman practised mix- 
ing her colors on a large tray, while 
her neighbor didn’t combine hers 
until her brush met the paper. And 

Douglas Doherty, a businessman, 

thus passed another Friday evening 
in the lives of amateurs in the proc 
ess of becoming. 

Victor D'Amico, directer of the 
People’s Art Center, explains the 
program as “an experimental process 

in exploring the best techniques for 
training adult beginners,’ and 

points out: “The lay adult who has 
had no experience in art is different 
from either the child or professional 
art student. New methods must be 
tried and developed which will en- 
courage creativity and at the same 
time develop the feeling of  se- 
curity.” 

In addition to the Center’s orien- 
tation course, there are beginning 
and advanced painting classes, a life 
class, classes in pottery, ceramic 

sculpture, jewelry making, wood- 
working, fundamentals of design, 
and also classes for children and 
one for parents and young children. 

Hudson Guild amateur show 

Thomas Van Nuland, a sixty-six- 
year-old retired seafarer who never 
had any formal art training, won first 
prize for his oil, Harbor, in the Hud- 
son Guild’s (New York) first annual 

award show for amateurs. Mr. Van 
Nuland, who first turned to art as 
a hobby when he was a patient in 
a hospital, previously received prizes 
for his carvings of sailing vessels. 

Other winners, who also received 
prizes—artists’ materials donated by 
merchants in the Chelsea district— 
presented in the gallery of the Hud- 
son Guild Neighborhood House, 
were: Don Testa, twenty-eight-year- 
old Air Force veteran, first prize 
for his watercolor, Street Scene; 
Marcia Gutman, first sculpture prize 
for her Figures; and Arlene Ardita, 
first prize in ceramics. The follow- 
ing second prizes were also award- 
ed: to Jack Saltin for his oil, Red 
Living Room; Patsy Esar’s water- 
color, Provincetown Landscape; and 
Charles Clement ceramic Rooster. 

singled out these two 

objects from the still-life in the beginners’ painting class. 

Mrs. Nina Alper, in publicity, painted her still-life in 

bright colors in the fifth People’s Art Center class. 



Bookshelf 

From golden Florence 

Fra Angelico by Germain Bazin. The 
Hyperion Press, New York. $7.50. 

A definitive work on Fra Angelico, 
one of the most appealing and cher- 
ished of all Italian painters, appears 
never to have heen written. Familiar 
as most of his works are, so little is 

actually known about the impulses of 

his inspiration and so much remains 
a matter of speculation that, from 
the German critic Von Schlegel, in 

1846, to the Catholic writer Réga- 
mey. in 1946, he has been reinter- 
preted every few years. Confronted 
with this body of opinion, the dis- 
tinguished scholar and Curator of the 
Louvre eschews such arid controver- 
sies as whether Fra Angelico belongs 
to the Middle Ages or the Renais- 

sance, and seeks to present him as 
he fits into the broad stream of 
Western culture. 
The old dreams of classicism, real- 

ized in “the resurgence of Platonic 
archetypes,” occurred just as much 
in the Gothic thirteenth century as 
in the time of Raphael, But there 
was also a moment, in the Tuscan 
civilization of the early fifteenth 
century, when, inspired by the Pla- 
tonic atmosphere of the Early Re- 
naissance, the search for ideal form 
was embodied in the work of Mi- 
chelozzo and Fra Angelico. These 

two represent the apex of what 
Bazin calls the “Medicean culture,” 
the first golden age of Florence. 
What more perfect expression of this 
than the Convent of San Marco, the 
Cortona Annunciation and the Lou- 
vre’s Coronation of the Virgin, the 
latter recently restored under the di- 
rection of M. Bazin? Reacting against 
the emotional iconography of his 
Italian contemporaries, Fra Angelico 
preferred theological themes, giving 
to his most tender representations 
an ancient Byzantine, Romanesque 
gravity. 

The text, unfortunately marred by 
an inadequate translation, is a valu- 
able commentary on the excellent 
photogravure reproductions, which 
include numerous enlarged details. 
In order not to detract from the de- 
velopment of his thesis, the author 
has incorporated a more detailed 
discussion of attributions in the list 
of plates. It is unfortunate that the 
sixteen tipped-in color plates are not 
more accurate. H.L.F. 

Nature of the artist 

Landscape Painting by Kenneth 
Clark. Charles Scribner’s Sons, New 
York. $5. 
Scholars who love the things they 

study more than the studies them- 
selves are rare; more rare is the 

creative thinker whose studies are 
made into works of art; and rarest 

of all is this combination of the two 

—a combination presented in a 
straightforward, imaginative style 

and in the widest reference of cul- 

tural allusion. Sir Kenneth Clark, 
Whose essay on modern British art 
has appeared in these pages, as well 
as an advanced chapter from this, 
his latest book (A.N., Nov. °49), 
is the author of one of the greatest 
books on Leonardo da Vinci; and, 
as Director of London’s National 
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Gallery, and now as Slade Professor 
of Fine Arts at Oxford has given a 
whole -generation of scholars and 
connoisseurs some of his perception 
and enthusiasm. 

In this volume he presents a series 
of lectures on landscape painting: 
from a brief glance at the few 
Classical examples to the passionate 
lucidity of Cézanne. He traces the 
evolution of nature as it has inspired 
the forms of artists from the terri- 
fying forests of the Middle Ages, 
through the neat groves and sun- 
filled valleys of the Renaissance, 
through Bosch’s “fire in the flood” 
and Leonardo’s “landscapes of de- 
struction”; to the great masterpieces 
of Turner, Constable, the Impres- 
sionists and Seurat. But this might 
give a wrong impression. Sir Ken- 

neth’s manner of presentation is not 
one of strict chronology—not of the 
standard “it’s up, it’s down, it’s 
bouncing” system. Tchelitchew is in- 
troduced with Julio Romano, and 
Turner’s “unsubduable destructive 
force” precedes Van Gogh. 

There are very few quarrels one 
could pick with Landscape Painting. 
The format and aura of published 
lectures—with the plates in the back 
of the book and the need for book 
marks—has its handicaps, and as the 
author candidly says: “One may re- 
move the words ‘next slide please’ 
from the text, but not from the se- 
quence of thoughts.” Then there 
seems to be a bit too great an em- 
phasis on “firsts”: Van Eyck’s 
Adoration of the Lamb is “the first 
great modern landscape”; Piero di 
Cosimo’s The Forest Fire “is the 
first landscape in Italian painting in 
which man is of no importance”; 
etc. This device may be accurate, 
but it cannot help but seem over- 
simplified. Finally, it is difficult to 
see how a book such as this could 
have entirely omitted Watteau. But 
these are all questions of opinion, 
not of fact, and it would be un- 
charitable indeed to press them 
against this aggregation of such 
creative opinions. T.B.H. 

Life class guide 

The Life in Figure Drawing by Len 
Watson. International Textbook, 
Scranton, Penn. $5. 
This is a modest, readable how- 
to-do-it book aimed mostly at the 
beginner, but which contains some 
“simplified methods” which, the au- 
thor believes, will be of considerable 

interest to professionals. Diagrams, 
finished drawings and photographs 
of plaster and living models are 
among the aids offered the student, 
who is gently taken by the hand 
from “Heads, Hands and Feet” to 
“Expressions of Face and Figure.” 
Basic theories of anatomy, light-and- 

shade and the use of various mediums 
for various effects are presented in a 
common-sense, enthusiastic way, as 

are various pieces of practical ad- 
vise, one sample of which may suf- 
fice. When dealing with the model, 
the artist is urged to “be reminded 
of the seriousness of your work and 
the dangers of lawsuits and mis- 
understandings.” T.B.H. 

“The most distinguished 

contribution to the literature 
9? 

of art ina decade or more. 

—THOMAS CRAVEN, in the Washington Post 

tHE PSYCHOLOGY 
OF ART 

by André Malraux 

ERIC NEWTON: “Few books published during the last two 
decades on the eternal problems of art have impressed me more 

The most permanently valuable of Malraux's writings.” 
—N. Y. Times Book Review. 

LINCOLN KIRSTEIN: “Our generation's most revealing criti- 

cism of world art, produced in Switzerland with great luxury and 

care.’ —New Republic. 

184 illustrations in photogravure. 36 illustrations in full color. 400 

pages, 842” x 11%”. cloth binding. 2 volumes, boxed, $25.00 at 
all bookstores. 

BOLLINGEN SERIES XXIV 

Pantheon Books, Inc., 

333 Sixth Ave., New York 14 

Famous Artists 

Course 

prepares you at home 

for a money-making 

Art Career! 
Now, for the first time, 12 famous 

artists give you professional 

training that you must have to 
be an illustrator, advertising and 

fashion artist, or cartoonist. 

oo till 
Fred Ludekens 

Learn rapidly, in your spare time! 
24 fascinating lessons! 

Over 4,000 drawings! Prepare now 

for a big-income career in Art! 
Peter Helck 

one Free! The life stories of 12 famous illustrators. 
Norman Rockwell 

Al Porker 

Jon Whitcomb 

Ben Stahi 

Stevan Dohanos 

Robert Fawcett 
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Harold von Schmidt 

John Atherton 
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FEININGER 
Recent 

Oils and Watercolors 

JACQUES 
LIPCHITZ 

is represented 

exclusively by the 

Buchholz Gallery 

Color Lithograph, 1949 

Georges Braque $120 

COLOR 

LITHOGRAPHS 
Miro 

Picasso 

Braque 

Klee 

Leger Piper 

Masson Sutherland 

$35—$180 

Buchholz Gallery 
CURT VALENTIN 

32 East 57th Street 

New York 22 

The eyareL eollector 

Color lithograph revival 

The large number of color litho- 
graphs submitted to the Cincinnati 
Museum’s survey (see pp. 26-31) is 
surprising and gratifying proof of 
the tenacity and devotion of our 
print-makers to a rich and satisfying 

medium despite severe technical and 
economic difficulties. Simply stated, 

it is too expensive to execute a color 

lithograph. The cost of adequate 
printing equipment—inks, stones 

is prohibitive for most 
print-makers and the charges of our 
few professional color printers would 
strain the budget of even that rara 
avis, the affluent artist. It is wild 
speculation for the print-maker to 
invest money in printing and hope to 

be recompensed by probable future 
sales. The quality of our color litho- 
graphs suffers because of this inac- 
cessibility of adequate equipment. It 
is a technique that demands an enor- 
mous amount of experimentation in 

color-mixing, inking, make-ready and 

press-work, and unless a shop is 
available for this study, very few 

can develop knowledge and skill. If 
there is to be a renascence of color 
lithography in America we must 
have graphic workshops throughout 
the country. A partial solution might 
be to find professional printers who 
would be more modest in their fees, 
but the only real solution can be to 
establish a series of subsidized work- 
shops in such public institutions as 
libraries, museums, schools and com- 

munity centers. It has been estimated 
that an adequately equipped shop 
can be set up for about $3,000. This 
is certainly a small enough invest- 

ment to insure the development of 
an important medium. If the artist 
were spared the problem of equip- 
ment and expense he could create 
enough low-priced color lithographs 
for the public and insure himself of 
a sustaining income from his work. 
I do hope some farsighted curator 
or librarian takes the first step in 
realizing of this program, to estab- 
lish the first of what we all hope 
will become a series of graphic 
workshops. 

and press 

April lithographs 

Two splendid stones by Emilio 
Amero (see also p. 29) help make 
this month a successful one for 
lithographs. Like most of his work, 
these are semi-stylized in expression 
and are concerned with three-di- 
mensional forms and textures. His 
preoccupation with hands can be 
seen in both prints. In Sea Shell, 
the hands of the woman are raised 
in a typical graceful gesture, and 
the shell that she holds to her ear 
is beautifully organized in every de- 
tail. Swirling lines of flowing hair 
form the background of the study. 
Harmonica Player is conceived in a 
rather dramatic perspective. One en- 
ters the picture frame looking up- 
ward at the head of a boy holding 
a harmonica to his lips. Here, too, 
the concentration is on the hands, 
the graceful bend of the wrist, the 

carefully flexed fingers and the lush 
texture of skin and flesh. But the 
decorative background is not an in- 
tegral part of the composition and, 

on the whole, it weakens the study. 
An addition to the teapot-and- 

lemon series of color lithographs by 

Braque is his latest print, Still-life. It 
is smaller than the previous studies 
and perhaps because of this gains 

in cohesion and solidity. Once more, 
there is a counterpoint between the 
warm yellow of the lemon and the 

brown, earthy hues of the teapot. 
A most effective device is the wide 

border of the print that brings the 
still-life forward from its frame. It 
is perhaps the most satisfactory of 
all of his recent studies on this 
theme. 

A group of lithographs done by 
students of John Muench at the Port- 
land (Ore.) School shows excellent 
progress in only several months of 
study by students who were previous- 
ly untrained in graphics. Landscapes 

by Edwin Turner, J. A. Elliott, 
Robert Lowell and Jack Wendell 

are competent and compare favor- 
ably with most professional work, 
but the gem of the entire group is 
the small lithograph by Lowell, Wet 
Street. The mood and lighting of a 
city street on a rainy night with one 
lone pedestrian braving the weather 
with his tilted umbrella is com- 
pletely and expertly conveyed. The 
refined technique of scratching out 
light areas to reflect light from the 
bottom of the frame is surprisingly 
developed for an “untrained” stu- 
dent. 

Landeck and Leighton 

Armin Landeck’s new engraving, 
One Way Street, has an admirable 

quality of form suffused in light 
from the background. It is his usual 
desolate street scene showing those 

old ghosts of houses still remaining 
in areas long since invaded by fac- 
tories and slums. But the large 

round street-sign that dominates the 
entire foreground is a most disturb- 
ing shape and it spoils the plate for 
me. 

I think that one session for any 
prescribed course for wood engravers 
should be given over to the analysis 
of the excellent blocks of Clare 

Leighton. There are few artists who 
[Continued on page 63] 

Wet Street, a lithograph by Robert Lowell, 

a student at the Portland (Ore.) School. 

“Virtually 
unknown for a 

century ...noW... 
Catherwood 1s 

revealed to be the 

greatest of 

architect- 

archaeologists” 
—ART NEWS 

rederick 

atherwoo 
Archt 

By 
VICTOR WOLFGANG 

VON HAGEN 

@ Here, reconstructed from 

all the known original ma- 
terial is the amazing life- 
story of the archaeologist- 
architect - explorer whose 
discoveries in Mayan cul- 
ture and his superb litho- 
graphs of temples and steles 
in Central America alone 
entitle him to lasting fame. 

@ Catherwood was a friend 
of the famous scientists and 
archaeologists of his time. 
He was an authority on 
the civilizations of Egypt, 
Greece and Arabia. His 
exciting, checkered, tragic 
career reads like a novel. 

@ His life has been re- 
created by an author who 
is himself a noted archae- 
ologist, explorer and au- 
thority on natural history. 
Besides its revealing text, 
the book reproduces for the 
first time since its original 
publication, Catherwood’s 
superb series of lithographs 

“Views of Ancient Monu- 
ments.” 

@ “Here is a model of bio- 
graphical research ... At 
the tip of his pen takes 
shape .. . a lonely reticent 
human being and an over- 
looked key figure in the 
archaeology of the Amer- 
icas."—JOTHAM JOHN- 
SON, N. Y. Times Book 

Review. 

64 pages of illustrations, 
frontispiece in color 

At all bookstores . . 

OXFORD UNIVERSITY PRESS 
114 Fifth Avenue * New York 11 
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NEWS 

SCOT auctions 

Luks paintings 

The sale of the remaining works by 

the late George B. Luks which are 

still owned by his family will be of 

interest to admirers of the so-called 

Ashcan School, of which the artist 

along with Robert Henri and John 

Sloan was one of the original founder- 

members. Offered for sale at Parke- 

Bernet on April 5, after exhibition 

from April 1, will be such bits of 

New York genre as The Haymarket 

in Sixth Avenue, At Mouquin’s and 

Paddy's the Pig's as well as por- 

traits, landscapes, watercolors and 

drawings by this early-twentieth- 

century exponent of U. S. realism. 

Japanese and Chinese art 

From the estate of the late Hans 
Mueller and the collections of Mrs. 
Cavendish Harris and others comes 

an assortment of Japanese lacquer 

boxes and cabinets, Chinese porce- 

lain and pottery, semi-precious carv- 

ings, bronzes and paintings which 
will be auctioned at Parke-Bernet 
on April 5 and 6, after being on 
view from April 1. Included are a 
Ch’ien Lung white jade beaker, a 
Ming temple jar and an unusual 

rose quartz elephant vase. 

French furniture and decorations 

For persons who have the taste and 
the pocketbook to luxuriate in eight- 
eenth-century drawing-room _ style, 

the sale of Louis XV furniture and 
decorations as well as of Oriental 
rugs will be a welcome occasion at 

Parke-Bernet on April 8, after ex- 
hibition from April 1. From the col- 
lections of Vicomte Charles de la 

Roche-Baron of Neuilly, France, 

Ralph Miller and others come the 
the lacquer boudoir desk by Jacques 
Dubois, several marquetry com- 

modes, sets and pairs of armchairs, 
some with matching sofas, supple- 
mented by such decorative objects 
as crystal and gilded bronze chande- 
liers. a Louis XV clock with bracket 
by Pierre Robinet and Meissen, 

Héchst and Frankenthal porcelain 
statuettes. In the selection of Orien- 

tal rugs, examples of Kirman, Kash- 
an, Ghiordes, Tabriz and other 
weaves are offered along with a 
Louis XV Aubusson carpet origi- 
nally executed for the Marquis de 
Marigny, brother of Mme. de Pomp- 
adour. To furnish the appropriate 
wal! decorations there are a small 
group of tapestries and two Vene- 
tian scenes by Giacomo Guardi. 

Lake sale 

Modern French drawings, 
colors, prints and illustrated books 
from the hands of such masters as 
Renoir, Toulouse-Lautrec and Pi- 
tasso, to name a few, make up the 
second part of Carlton Lake’s col- 
lection which will come under ham- 
mer at Parke-Bernet on April 11, 
after exhibition from April 6. (The 
frst part of the collection was sold 
in January, 1948.) Included are 
The Bathers, an early pencil draw- 
ing by Guys; a Pissarro watercolor, 
Girl with Cat, and four pencil 
sketches of a young woman by the 
‘ame artist; Dancer and Pierrot, a 
igned Rouault gouache; and a 

water- 
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watercolor, Sailing Vessel in the 

Harbor, by Signac. In the graphic 
section a complete set of Picasso’s 
Tumblers is offered along with 
thirty etchings in proof state of his 
Metamorphoses; by Redon are the 
rare set of thirteen lithographs com- 
prising The Apocalypse of St. John; 
by Renoir, The Bust of a Young 
Girl in trial proof and the color 
print of The Hat Pin; by Rouault, 
twenty-five commentaries on social 
types and religious subjects in vari- 
ous mediums; and by Toulouse- 
Lautrec, eleven lithographs, includ- 
ing the rare first state of The Chate- 

laine and the Tocsin. This impres- 
sive list is augmented with further 
prints by Bonnard, Maillol, Cézanne, 
Matisse, Braque, Dufy and others. 

The books here make a monument 
to Ambroise Vollard and certain 
other publishers who, at the turn of 
the century, recognized the immense 
illustrational potentialities offered 
by the graphic works of leading 

contemporary artists. 

Arms and armor 

For the connoisseur of this highly 
specialized field, Parke-Bernet will 

hold a sale of German, Italian, 
French and other sixteenth- to 
eighteenth-century arms and armor 
on April 12, after exhibition from 
April 7, from the collection of the 
late Rutherford Stuyvesant, trustee 
of the Metropolitan Museum from 
the time of its foundation in 1870 
until his death in 1909. The large 
selection comprises firearms, powder 

flasks, swords, rapiers and helmets 
with emphasis on such items as an 
Italian sixteenth-century half-suit « f 
engraved armor and a rare Saxon 

late-sixteenth-century crossbow. 

Goldschmidt-Rothschild, part I 

The second part of the late Baron 
Max von Goldschmidt-Rothschild’s 
collection (A.Nn., Mar. °50) will be 
put up for sale at Parke-Bernet on 
April 13 and 14, after having been 
publicly exhibited from April 8. 
This installment consists mostly of 
small objects, such as Louis XV and 
Louis XVI gold and enamel snuff 
boxes, Meissen floral and chinoiserie 
decorated vases, examples of early 
Venetian glass and French and Brit- 
ish miniatures by Dumont, Isabey, 

Villiers and others. Also offered are 
Italian majolica, Renaissance jewels 
and watches, Baroque silver and 
bronzes and Limoges enamels. 
Among the paintings are a Self- 
Portrait by Reynolds, Kitchen Still- 
life by Pieters Snyder and other 
works by Fyt, Maes and Guardi. 

English furniture and decorations 

A range of periods from Charles II 
to Regency is covered in the sale of 
English furniture owned by Richard 
C. Paine and others to be held at 
Parke-Bernet on April 15, after a 
public viewing from April 8. In- 
cluded are a Charles II carved and 
silvered wall mirror; William and 
Mary and Queen Anne walnut furni- 
ture, including side tables, chests of 
drawers, cabinets and secretaries: 
[Continued on page 63] 
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Art news of Americz 

We are pleased that we have had the 

opportunity of producing the color 

lithographs of “Games, 1949” by Joan 

Miro; “The Acrobat, 1948” by Fernand 

Leger; “The Gesture, 1948” by Emilio 

Amero; and “Villon’s ‘Death Ballad’, 

1945” by Rico Lebrun. 

The methods and techniques used to 

reproduce these modern prints are the 

culmination of our 100 years experience 

in the field of fine lithography. 

The Strobridge LTHOGRAPHING CO. 
Cincinnati, Ohio 

NEW YORK DETROIT CHICAGO - CLEVELAND 

Apr. 10-May 10 

FRANKLIN 
WATKINS 

whose Exhibition is 

] now current at the 

Lp 
The Galleries of 

FRANK K. M. REHN 
683 Fifth Avenue, New York, Near 54th Street 

Museum of Modern 

Art, is represented by 

On view at 

RECENT PAINTINGS 
April 11-24 

VAN DIEMEN-LILIENFELD 
GALLERIES + 21 E. 57 St., N. Y. 

May retrospective in April 

Along with the names of Dr. Clari- 
bel and Miss Etta Cone, in the 
chronicles of the Baltimore Museum 
of Art, equally belongs that of Mrs. 
Sadie A. May. For while the recent 

gift of the Cone Collection (A.N., 
Jan. 50) uniquely filled out the mu- 
seum’s representation of nineteenth- 
and twentieth-century masterpieces, 
the most recent being the works of 
Henri Matisse and the youthful Pi- 
casso, the May collection not only 

starts with Delacroix, but goes on 

from there to embrace many out- 

standing examples illustrating the 

important trends in contemporary 
painting and sculpture, from Léger 
and Mondrian, through Masson, 
Ernst and Miré, to Pollock, Mother- 
well, Baziotes and Dubuffet. For the 

first time these works—125 of them 

are being exhibited in their en- 
tirety (to April 16). 

Since the founding of the Museum, 

Mrs. May has actively helped its va- 
rious collections to grow with her 

generous gifts which have included 
Greek vases and other Classical ob- 
jects, Gothic and Renaissance tex- 
tiles, as well as old master paintings 

and sculpture. When thé museum 
moved into its present, larger quar- 
ters, Mrs. May, who was then in 
Paris, at once began collecting, with 
a discerning eye, examples of nine- 
teenth- and twentieth-century art. 

J. C. Nichols of the Nelson Gallery dies 

One of the original trustees of the 

William Rockhill Nelson Gallery in 
Kansas City, Mo., a close friend of 

Mr. Nelson and one whose efforts 
were in large part responsible for 
the establishment of that great mu- 
seum in the Midwest, J. C. Nichols 
died recently at the age of sixty- 

The first shipment of about thirty 
paintings arrived in 1932 and a 
Vuillard and a Dufy, refused by the 
Accessions Committee — Mrs. May 
did not stipulate acceptance of the 
entire group-—were immediately and 

happily accepted by the Museum of 
Modern Art. 

“Perhaps Masson, Miro, Gris, Klee 

and Mondrian may seem to domi- 
nate the collection by their number 
or individual quality,” says James 
Johnson Sweeney in a foreword to 
the catalogue, “but even in this 
handful we see the breadth and ya- 
riety of expression our period offers 
and how well—-without compromise 
—the May Collection represents it: 
the great precursors in excellent ex. 
amples of Renoir, Cézanne and Seu- 
rat; Bonnard, Friesz and Derain, on 
the middle path; Dufy and Rouault, 

to link up with their great fellow 
Fauve in the Cone Collection; Kan- 
dinsky and Marc, leading to Ernst, 
Matisse and the de Stijl founders, 
Mondrian and Van Doesberg; Mas- 

son, the cubist who turned to sur- 

realism; Mir6, the surrealist who 
left the movement; Wilfredo Lam, 

who brought his Caribbean memo- 

ries to Paris; Tanguy, the Breton 
who settled in Connecticut; and on 
one side of the sculptural field Gia- 
cometti, the ex-surrealist, and on the 
other, the constructivist Gabo.” 

four. Starting his life om a farm, Mr, 
Nichols, who preferred not to be 
known by his first two names (Jesse 
Clyde), was a pioneer in residential 
planning, and his interests extended 
from the arts to active research in 
trafic problems, reclamation of land 
and civic planning. 

Peto and Eddy up from the past 

Two first one man shows of recently 
“discovered” American artists, one 
forty-three, and other eighty-two 
years after his death, are being held 
this month. One is of the work of 
John Frederick Peto, at the Brook- 
lyn Museum (April 11-May 21) and 
the other is of portraits by Oliver 
Tarbell Eddy, at the Newark Mu- 
seum (to May 7). 

Although during his lifetime Peto 
submitted several pictures to the 
Pennsylvania Academy of Fine Arts, 
it was not until the last decade that 
his works have really attained prom- 
inence—but often mistakenly as 
those of William Michael Harnett. 
While both men were friends and 
both trompe-l’oeil super-realists ob- 
sessed with still-lifes, their perfec- 
tionist works are distinguishable, as 

it has been pointed out in studies at 
the Brooklyn Museum laboratory. 
Fifty-one paintings have been as- 
sembled for this exhibition, which 
has already been viewed at Smith 
College and which will subsequently 
travel to the California Palace of 
the Legion of Honor (June 10-July 

9). Peto’s recurring subjects are 
card-racks, still-lifes of mugs and 
pipes and five dollar bills. He was 
particularly fascinated—in a pro 
phetically surrealist way—by dis 
carded objects, such as torn envelopes 
and labels, a misplaced gate latch, 
a broken hinge, dog-eared dinner 
checks, bookmakers’ tickets and 
burnt matches and cigarettes. 

Eddy, a self-taught portrait paint- 
er of Newark and Baltimore fam 
ilies, who has been almost complete 

ly unknown, will emerge from his 
obscurity with this exhibition of 
twenty-one newly discovered paint 
ings. His quietly poised figures, 
either standing or sitting, resemble 
each other in their serious demeat 
ors. In his single portraits, he shows 
a half- or three-quarter-length figure 
against a draped curtain, usually 

with a gold fringe, while a land 
scape may be seen through the wil 
dow. In his more elaborate settings, 
he gives detailed attention to pat 
terned floor coverings, Empire furni- 
ture, ornate chandeliers, lamps and 
vases on marble topped tables. 
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ADAMS GALLERY 

72 NEW BORD STREET 

FINE 

MODERN 

PAINTINGS 

PAUL GAUGUIN 

Head of a Tahitian Woman 

Oil on Canvas 

Size 13% x 102 inches 

Now available! 
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THE, VIENNA TREASURES 

Actual size: 9% by 7% inches 

LONDON, W.1 

The magnificent Pictorial Guide to the greatest 

exhibition ever lent by a foreign government— 

THE VIENNA ‘TREASURES 
Aa ARTNews Picture Book for the Exhibition in New York, 

Washington, San Francisco and Chicago. 

Nine full-color plates; 110 other illus- 

trations; 148 pages on extra-heavy 

paper. Informative text on each of the 

seven major periods covered. Notes 

on the subject-matter of the paintings. 

pe —— iil =e die vise a ? ss - —— ee - on 

To: ARTnews, 136 E. 57th St., New York 22, N. 
at $1.50 a copy - 

. As a subscriber, I order herewith_______cop. 
ONLY $1 A COPY of THE VIENNA TREASURES at $1. per copy pos 
to ARTNEws subscrib- paid, for which I enclose $___._ (If my subscriptior 

ert should not now be in effect, | hereby authorize you td 
ers! Use the coupon at renew or enter it, billing me for the amount.) 

right if your subscrip- 
FONIBO. ccurentimcciincnsinitaniinia ee tion is now in effect. 

Address and Zone No. 



PARKE-BERNET GALLERIES - INC 
PUBLIC AUCTION SALES OF ART 

LITERARY AND OTHER PERSONAL PROPERTY 

980 MADISON AVENUE * NEW YORK 21 

Public Sale Cpril 13 and 14 at 2 p.m. 

GOTHIC, RENAISSANCE AND OTHER ART PROPERTY 

FROM THE ESTATE OF THE LATE 

BARON MAX 

VON GOLDSCHMIDT-ROTHSCHILD 
Sold by Order of the Heirs * Part Two 

GOTHIC AND RENAISSANCE WOOD SCULPTURES, [IVORY CARVINGS 

AND OTHER WORKS OF ART * RENAISSANCE JEWELS, WATCHES 

SILVER AND BRONZES * ITALIAN MAJOLICA AND HISPANO- 

MORESQUE LUSTRE WARE ’ FRENCH GOLD AND ENAMEL 

BOXES AND WATCHES , FRENCH, BRITISH AND OTHER 

MINIATURES * MEISSEN & OTHER ANTIQUE PORCELAIN * PAINTINGS 

Illustrated Catalogue One Dollar 

ON EXHIBITION FROM SATURDAY, APRIL 8 

Public Sale Cpril 20 at 8 p. m. 

MODERN FRENCH PAINTINGS AND DRAWINGS 

From Various Ovners 

Two important works by Pissarro; The Clownesse by Toulouse-Lautrec and works by Picasso, Matisse, 
Renoir, Braque, Rouault, Signac, Utrillo, Chirico, Cazin, Max Weber, Raffaelli, Bombois and other 

artists. 

Illustrated Catalogue Fifty Cents 

ON EXHIBITION FROM SATURDAY, APRIL 15 

Ask to be placed on our mailing list to receive our monthly Bulletin 
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Manifesto to end all manifestoes 

Because there are some truths that never can be repeated too 

often, it is a pleasure to welcome and to publish, in part, the 

“Statement on Modern Art” just issued by the Institute of 

Contemporary Art of Boston and New York’s Museum of 

Modern Art and Whitney Museum of American Art. The first- 

named has had its differénces with the other two. However, 

when faced with the virulent attacks of a Representative Don- 

dero and of such of his venerable admirers as the American 

Artists Professional League, these three leading organizations 

devoted to the exhibition and encouragement of modern art 

stand solidly together. 

Herewith are the main points of the tripartite statement: 

We affirm our belief in the continuing validity of what is 

generally known as modern art, the multiform movement which 

was in progress during the openings years of the twentieth 

century and which has produced the most original and sig- 

nificant art of our period. We believe that the modern movement 

was a vital force not only in its pioneer phases, but that its 

broad, everchanging tradition of courageous exploration and 

creative achievement is a vital force today, as proved by the 

continuing capacity of the younger generation of artists to 

embody new ideas in new forms. At the same time, we believe 

in the validity of conservative and retrospective tendencies when 

they make creative use of traditional values. We do not assume 

that modernity in itself is any guarantee of quality or im- 

portance. 

“We believe that a primary duty of a museum concerned 

with contemporary art is to be receptive to new tendencies and 

talents . . . that it is a museum’s duty to present the art that 

it considers good, even if it is not yet generally accepted . . . 

“We believe that the so-called ‘unintelligibility’ of some 

modern art is an inevitable result of its exploration of new 

frontiers .. . We do not believe that many artists deliberately 

aim to be unintelligible, or have voluntarily withdrawn from 

the public. On the contrary, we believe that most artists today 

desire communication with a receptive audience. The gap be- 

tween artists and public, in our opinion, has been greatly 

exaggerated; actually the public interest in progressive art, 

as proved by attendance at exhibitions and by attention in the 

popular press, is larger than at any previous time in history. 

“We believe in the humanistic value of modern art even 

though it may not adhere to academic humanism with its 

insistence on the human figure as the central element of art. . . 

We recognize the humanistic value of abstract art, as an ex- 

pression of thought and emotion and the basic human aspira- 

tions toward freedom and order. In these ways modern art 

contributes to the dignity of man. 

“Contrary to those who attack the advanced artist as anti- 

social, we believe in his spiritual and social role. We honor 

the man who is prepared to sacrifice popularity and economic 

security to be true to his personal vision. We believe that his 

unworldly pursuit of perfection has a moral and therefore a 

social value. But we do not believe that unreasonable demands 

should be made on him. Though his spiritual energy may be 

religious in the broadest sense, he should not be asked to be 

priest or saint. Though his art may symbolize discipline or 

liberty, he cannot be asked to save civilization. 

“Believing strongly in the quality and vitality of American 

art, we oppose its definitions in narrow nationalistic terms. 

We hold that American art which is international in character 

is as valid as art obviously American in subject matter. We 

deplore the revival of the tendency to identify American art 

exclusively with popular realism, regional subject and national- 

istic sentiment. 

“We also reject the assumption that art which is aesthetically 

an innovation must somehow be socially or politically sub- 

versive, and therefore un-American. We deplore the reckless 

and ignorant use of political or moral terms in attacking modern 

art. We recall that the Nazis suppressed modern art, branding 

it ‘degenerate,’ ‘bolshevistic,’ ‘international’ and ‘un-German’; 

and that the Soviets suppressed modern art as ‘formalistic,’ bour- 

geois,’ ‘subjective,’ ‘nihilistic’ and ‘un-Russian’; and that Nazi 

officials insisted and Soviet officials still insist upon a hack- 

neyed realism saturated with nationalistic propaganda. 

“We believe that it is not a museum’s function to try to 

control the courses of art or to tell the artist what he shall 

or shall not do; or to impose its tastes dogmatically upon the 

public. A museum’s proper function, in our opinion, is to 

survey what artists are doing, as objectively as possible, and 

to present their works to the public as impartially as is con- 

sistent with those standards of quality which the museum must 

try to maintain.” 

The statement is signed by James S. Plaut and Frederick S. 

Wight of the Institute of Contemporary Art; Rene d’Harnon- 

court, Alfred H. Barr, Jr. and Andrew C. Ritchie of the Museum 

of Modern Art; and Hermon More and Lloyd Goodrich of the 

Whitney Museum of American Art. 

Bravo, gentlemen! And now let us have some exhibitions of 

the pictures by the “younger generation of artists” who are 

embodying “new ideas in new forms.” A.M.F. 





By Gerald Heard 

Breasts from the shattered image of an attendant on a preaching Bud- 

dha: limestone, 14 inches high, 1 century B.c.; lent by Heeramaneck. 

Erotics and religion 

Does any characteristic persist recognizably through the four 

millenniums of human history? Such a question is raised by = 

the time range in the Los Angeles County Museum’s current to a great religious art 

exhibition, “The Art of Greater India.” Henry Trubner, Curator 

of Oriental Art, is to be congratulated on bringing together 

from private collections, mostly in this country, significant 

specimens that range from objects from the Indus Culture 

excavations (ca. 2500-1600 B.c.)—e.g., a fine ivory cylinder seal Krishna, gentle child-savior of Hindu myth, naked except for his 
—through Vedanta (ca. 1500-800 B.c.) and Buddhist stone jewels, dances on a lotus: bronze, 14% feet high, ca. x1 century, it 

and metal sculptures—there are s couple of lovely bronse is lent by the Nelson Gallery to the Los Angeles’ County Museum show. 

The amorous myths of India gave body 

now surveyed in Los Angeles’ exhibition 

Khmer heads—down to splendid examples of Mughal miniature 

illumination portraits and textiles, some of which are as late as 

the eighteenth and nineteenth centuries. 

Undoubtedly one basic theme may be recognized running 

through these art forms, from the mother-images of Harappa 

fone of the most typical sites of the Indus Valley Period] to 

Islam’s repression of living forms—at least in regard to any 

iconography. That theme is the reciprocation of the erotic with 

the religious. 

The Puritan assumed that the erotic and the religious were 

enemies. The latter, he held, was his province. The erotic be- 

longed to art. Hence art was to be shunned. The artist did 

not feel that he was erotic, but regarded religion as forbidding 

because of its fear of beauty. That was the too simple division 

generally accepted in the West until the present generation. 

Antiquarianism challenged it; psychology has destroyed it. 

Antiquarianism discovered two things; that our Western Puri- 

tanized religion was not merely one religion of many, it was 

only one phase of our own religious tradition. The Puritan 

bhasis on the voluptuous rather than the violent molds nearly 

fragment of India’s religious art. Here are Shiva, and Shatki, 

feminine energy, in an amorous pose. But this passionate imagery 

as much spiritual meaning to the East as the bloody martyrdoms 

th are the recurring motifs in the West: detail of cream sandstone 

, 1% feet high, x century A.p.; lent by the Seattle Art Museum. 



Erotics and religion continued 

revolution was traced first to Akhenaten’s suppression in Egypt 

{ca. 1360 B.c.| of the Fertility Amon [Ram] cult, and it was 

recognized also in the later outbreak in Judaism, when the 

Hezekiah-Isaiah reforms destroyed the “brazen serpent” phallus 

and stone testes in the Hebrew sanctuary. Secondly, it became 

clear that even after this apparent success of Puritanism had 

destroyed the erotic forms, the dichotomy of obscene and 

Puritan was really artificial. Puritanism did not banish all that 

was shocking “from the scene,” “off the stage.” It is true that 

it sank one pole of the cycle of passionate sensation, the phase 

of the procreative moment, the struggle of conception. It was 

however only able to do so by bringing on the scene, on the mid- 

stage, the other pole—the death struggle. The picture of man 

yielding life as the procreative father is suppressed by em- 

phasizing the complementary phase, that of man yielding the 

life of his macroscopic body. For the drama of potentiality 

is substituted that of actuality. But both, of course, are pas- 

sions. And both are equally obscene—according to the levels 

of consciousness of the onlooker. The act of coitus to the pre- 

individualistic co-conscious 1. i] man is certainly far less 

shocking that * et of agonizing execution. Blood and torture 

startle the “prv utive” man more than seed and rapture. 

Further, when we study Indian art we can see that the East 

did not wholly avoid the Puritan revolution. In that half-dozen 

Yaksi, the femal genie who represents the 

forces of the earth, standing on a dwarf: 

red sandstone, 3% feet high, ca. u cen- in this Siamese figure: 

tury A.D.; from the Seattle Art Museum. 

“The secret-sensuous smile” of the Buddha and 

the soft, relaxed lines of his body are seen 

feet high; lent by the Seattle Art Museum. 

centuries during which Buddhism was influential in its home 

land, procreational worship was discouraged. The refusal to 

permit an Inquisition, however, prevented the Fertility Religion 

from being eradicated, and also prevented the sole iconography 

of passion becoming the rendering of pain and bloodshed rather 

than insemination. (Even when the curiously interesting ico- 

nography of the Tantric-influenced Mahayana reaches China, 

there is no Puritan denunciation, according to Waley.) The 

Shiva-Shakti symbolism [the embracing male and female ener- 

gies—often symbolizing power latent and power expressed] is 

simply dropped—shed without a comment. Hence the savior- 

form of the Far East (Amida Buddha) need not be a tortured, 

blood-shedding figure, but one who assures salvation through his 

rock-fast establishment in the peace of the Maha-Karuna, the 

Great Compassion that transcends all heartbreak. 

Indian religious art is naturally erotic, for it is the surviving 

iconography of the co-conscious racial psyche, unrepressed by 

individualistic Puritan persecution. But we see also that Puri- 

tanism in the West was not able to repress all rendering of 

passion. All that it did was to stress agony instead of orgy. The 

Indian art theme is basic (tamasic); the Western is re-active 

(rajasic). Indeed, if we accept Albert Schweitzer’s judgment 

that the East and West are in opposition, then we have to say 

Indian vision is life-accepting, because it is racial, and it is 

The mother goddess (detail right) in the tra- 

ditional pose, “lotus in hand”; in her right 

hand is a coin of charity: black chlorite, 3 

feet high, ca. x century; from Heeramaneck. 

bluish marble, 3%4 
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Kali, consort of Shiva, in her aspect of “the Black One”—the negative, all-annihilating side 

of the Universal Mother. In her hands are cymbals—music for her graveyard dance of death: 

bronze, 144 feet high, ca. xm century; lent to Los Angeles’ show by the Nelson Gallery. 

Erotics and religion continued 

Western vision that is life-rejecting. The anthropology of art, 

however, shows that such dichotomies and oppositions are false. 

Root and fruit are not in conflict. Indian religion and religious 

art are the basic theory and symbolism of mankind. Today the 

study of that art is so important because the West, through its 

own psychological self-discoveries, comes with a new openness 

to the riddles and truths so symbolized. We are entering the 

Psychological Revolution. The focus, stage and scene of con- 

sciousness is widening as never before. Hence what was the 

obscene now comes within the range of the scene, and the 

erotic is seen as a part, a pole of the agonia of the life process. 

We may conclude that Indian art is mainly an attempt to 

render the reciprocal dance, while the West has concentrated 

on a locked agony. Though the Los Angeles exhibition lacks 

examples of the Shiva-Shakti coital dualism, there is a mag- 

nificent bronze of the Shiva dance and [Continued on page 67] 



oes art hold up the mirror to its period? Or does every 

period hold up the mirror to its art? Does the artist follow 

or lead? Or does he walk alone, heeding only the categorical 

imperatives of his talent and the inner logic of the tradition 

within which he works? Is he the representative of his epoch? 

Or does he stand for a constituency no wider than that par- 

ticular class of talented persons—his predecessors and succes- 

sors—to which, by the predestination of his heredity, he happens 

to belong? 

All these questions can be answered now in the affirmative, 

now in the negative, now with a simultaneous yes and no. There 

are no general rules; there are only particular cases, and most 

of these cases exist, so far as we are concerned, in a thick night 

of ignorance. 

Let us consider, by way of example, a case that presents 

itself to every tourist who goes to Rome—the fascinating case 

of Baroque art and seventeenth-century Catholicism. In what 

way were the two related? What was the nature of the connec- 

tion between the aesthetic and the religious experiences of 

the age? 

Three hundred years after the event all that we know for cer- 

tain is that the personages represented in Baroque religious art 

are all in a state of chronic emotional excitement. They wave their 

arms, they roll their eyes, they press their hands to palpitating 

bosoms, sometimes they swoon away into complete unconscious- 

ness. We look at them with a mixture of aesthetic admiration 

and moral distaste, then start to wonder about the men and 

women who were contemporary with them. Was their religious 

life as wildly agitated as the life of these creatures of the 

imagination? And, if so, had the art been modeled on their 

By Aldous Huxley 

rt 

and religion 

Do art and religion reflect each other 

or go their separate ways? 

A noted writer here suggests an answer 

It is difficult to connect Bernini’s palpitating Blessed Ludovica 

Albertoni, 1676, with the xvi-century Roman widow who gave her 

wealth to the poor and became a lay member of the strict Order 

of St. Francis. Buried in San Francesco, Rome, her tomb was 

the scene of many miracles in a cult sanctioned by Clement x. 
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Art and religion continued 

agitation, or was their agitation due to familiarity with an art 

which had become agitated for purely aesthetic reasons, because 

Baroque artists were tired of doing what their predecessors had 

done and were anxious to experiment with the emphatic and 

the inordinate? Or, finally, was there no agitation in the real 

world corresponding to the frenzies prevailing in the worlds 

of painting and sculpture? In spite of the frantically gesticu- 

lating images above the altars, did the religious life of the time 

go on very much as it had gone on when art was more re- 

strained? Were there then, as always, a few ardent contempla- 

tives and actives imperfectly leavening a great lump of luke- 

warm, the fickle, the time-serving and the indifferent? 

I myseif incline to the last alternative. Environment is never 

the sole determinant, and heredity is always at work, producing 

every variety of physique and temperament at every period of 

history. All the potentialities of human nature exist at all times, 

and at all times (in spite of an environment which may be 

unfavorable to some of them) practically all the potentialities 

are to some extent actualized. One has only to read Salimbene’s 

Chronicle and Law’s Serious Call in order to realize that there 

were as many irreligious people in the “ages of faith” as there 

were pietists in the “ages of reason.” The Byzantines who went 

mad about trinitarian theology were the same Byzantines who 

went mad about the chariot races, and our own age of atomic 

which were so characteristic a feature of the period? And, con- 

versely, from the frenzies of the Baroque who could infer the 

most important facts of sixteenth- and seventeenth-century mysti- 

cism? Who, looking at a Carlo Dolci Magdalen (below), could 

guess what St. John of the Cross had said about true Charity— 

that it is a matter, not of feeling, but of the will? Or who, with 

Bernini’s St. Teresa or Blessed Ludovica (p. 21) before his 

eyes, would ever suspect that Bernini’s contemporary, Charles 

de Condren, had deplored the weakness which caused ecstatics 

to receive God “si animalement.” The truth would seem to be 

that while the great masses of the people remained, as ever, 

indifferent or fitfully superstitious, and’ while the masters of 

the spiritual life preached a worship of the Spirit in spirit and 

in truth, the artists chose to glorify a Christianity of thrills and 

visceral yearnings, now violent, now cloyingly sentimental. And 

they chose to do so for reasons connected not with the problems 

of life, but with those of art. Their painting and sculpture did 

not, and indeed could not, reflect the manifold religious experi- 

ence of the time; nor did the religious experience of most of 

their contemporaries reflect the prevailing art. Art and reality 

went their separate ways, the artists using religion as their 

opportunity for developing a Baroque expressionism and the 

religious using that art as an instrument for achieving the 

various kinds of experiences for which [Continued on page 66] 

physics is also an age of astrology and numerology. At every 

period there exists, not a synthesis, but a mere brute collocation 

of opposites and incompatibles. And yet at any given epoch 

there is only one prevailing style of art, in terms of which 

painters and sculptors treat of a strictly limited number of 

subjects. Art may be defined, in this context, as a process of 

selection and transformation, whereby an unmanageable multi- 

plicity is reduced to a semblance of unity. For this reason we 

must never expect to find in art a reflection of reality as it is 

actually experienced by individual human beings in all their 

congenital and acquired variety. Thus, from a study of the 

restrained and formalized art of the Italian trecento, who could 

infer the experienced reality of those wild religious revivals, 

From the inspired logic of Cimabue’s Betrayal of Christ in the Basilica 

of San Francesco at Assisi, ca. 1270, who could infer the wild 

religious revivals of the Flagellants, so characteristic of that period? 

A movement of indescribable religious terror, they threatened the 

very fabric of society. The Chronicler of Padua (quoted by Symonds) 

notes: “In the year 1260, when Italy was defiled by many horrible 

crimes, a sudden and new perturbation seized upon the folk of 

Perugia, next upon the Romans, and lastly on the population of all 

Italy, who, stung by the fear of God, went forth processionally, gentle 

and base-born, old and young, together, through the streets and 

Squares, naked save for a waistband round their loins, holding a 

whip of leather in their hands, with tears and groans, scourging their 

shoulders till the blood flowed down. Not by day alone, but through 

the night in the intense cold of winter, with lighted torches they 

roamed by hundreds, by thousands, by tens of thousands through the 

churches, and flung themselves down before the altars, led by priests 
with crosses and banners. The same happened in all villages and 

hamlets, so that the fields and mountains resounded with the cries 

of sinners calling upon God. All instruments of music and songs of 

love were hushed; only the dismal wail of penitents was heard . . .” 

Carlo Dolci’s sensuously ecstatic Magdalen, ca. 1655, in the Uffizi, is 

contemporaneous with the popularity of St. John of the Cross, who 

once stated that “Charity is a matter, not of feeling, but of the will.” 



Henry McBride receding the arrival of the Franklin C. Watkins retrospective 

exhibition at the Museum of Modern Art the curious rumor 

reached town that the very large Resurrection, the most ambi- 

tious picture of the lot, practically a mural, was commissioned 

. : for Mr. Henry Mcllhenny’s ballroom in Philadelphia. The 

e 1910. rumor proved untrue—or at least grossly exaggerated. The ball- 

room is not a ballroom, it is a music room. It is conceivable that 

one might dance in a music room, of course, but not in this 

. ® music room once you have seen the Resurrection, for it is, as 

ahh ] a e la the French say, formidable. Something of the original puzzle- 

ment at the idea of a Resurrection in a ballroom lingers over 

into the thought of such a solemn intrusion as this one into even 

a music room. What kind of music could be fittingly played 

therein? Some of Parsifal, perhaps (not all—one would have to 

Death and Resurrection for a music room choose carefully—there’s danger in that Parsifal, as Nietzsche 

long ago discovered); some of the Verdi Requiem, perhaps; 

start a controversy in the and bits of Palestrina, of course. But listening to that music 

what would be your estimate of the Watkins Resurrection? 

Modern Museum's Franklin Watkins show Does it match the program, would you think? Does it keep to 

the heights? What a question, when Wagner himself didn’t! 

But is it a good Resurrection? No. Is it a good painting just 

as a painting? Not very. But would it be a nice painting to live 

with in a private house? Oh, how should a New Yorker know 

that? Chacun @ son goiit. The Spaniards are quite capable of 

putting a Resurrection in the parlor and maybe the Philadel- 

phians like to “mortify” themselves, too. Years ago Oliver 

Hertord made a famous remark. Looking pensively across the 

East River at one of our suburbs, he said: “In the midst of life 

one is in Brooklyn.” Living today he might have said it of the 

‘Watkins’ portraits are certainly civilized and can be lived with comfortably 

by the people who own them”: below is the artist at work on his picture of 

Justice Roberts; above is the finished work lent to the Museum of Modern Art 

by Pennsylvania University Law School (of which Mr. Roberts is Dean). 



City of Brotherly Love. Or is it that they just don’t know what 

a Resurrection is over there? 

True, to churchgoers a Resurrection is supposedly a joyous 

occasion, but only supposedly, only comparatively. The chimes 

ring out on Easter morning, the flowers glorify the altar and 

the sun (sometimes) pierces the clouds of incense in a way to 

make it easier for artists to paint the scene (only, of course, 

they never do it that way) and the organ music from aloft 

really takes on a triumphant note—but look at the parishioners. 

Do they have a ballroom look? They certainly do not. The 

frivolous girls with new hats perhaps simper with satisfaction 

at thoughts of the attention they may provoke once they get out 

again on the Avenue but, believe me, the serious worshippers 

have no inclination for mirth. Nor for the dance. They are 

completely chastened. Maundy Thursday, from which they have 

so recently escaped, is still too vividly present with them. 

Also, I have been taught that there was an association between 

death and the dance in the minds of the early Greeks, but | 

never understood it, Not even Mrs. Pat Campbell reconciled me 

to the idea looking very lovely as she danced the ritual over the 

grave in Elektra, but not pretending to be happy in it. What is 

the sense of dancing mournfully anyway? The Martha Graham 

business is not for me. 

However, there is yet another side to the matter quite apart 

from this question of incongruity and I approach it with fear 

and misgiving. The fact is, I hate to hurt people’s feelings and 

I know very well that whatever I may say of the technical 

aspects of this mural, it is bound to hurt lots of people’s feel- 

ings, including—and this is the part I hate most—Mr. Mcll- 

henny’s; for, after all, and in spite of everything that may be 

said, he remains a wonderful patron of the arts and is alto- 

gether to be praised for thus giving an artist carte blanche and 

telling him to shoot the works. I wish [Continued on page 65] 

Henry Mclihenny, Philadelphia collector and mu- 

seum curator, (whose portrait by Watkins is 

above right) commissioned Watkins to paint deco- 

rations for his music room. The result is the huge 

Resurrection (top). and an equally large Deati:. 



By Gustave von Groschwitz 

Full-color comeback 

Four pages of facsimile reproductions from 

the Cincinnati Museum’s survey of 

the fast-reviving art of color lithography 

Most of the major print-making techniques were invented as 

processes for duplicating drawings or reproducing paintings, 

and were subsequently developed as methods for making orig- 

inal works of art with specific qualities dependent on the nature 

of the materials used. Thus, early fifteenth-century engraving 

was a convenient way to duplicate line drawings, and the six- 

teenth-century chiaroscuro woodcut a means to multiply wash 

drawings. In the seventeenth century, mezzotint engraving began 

to be used to copy paintings and in the eighteenth, aquatint 

served a similar purpose for watercolors. Senefelder’s goal in 

experimenting with lithography was to find a cheaper method 

of printing, and he indicated in his book, published in 1818, 

that pictures could be reproduced in color by his process. By 

the middle of the nineteenth century, in England, Germany and 

France, chromolithography, as it came to be calle? was a highly 

successful reproductive medium. 

Artists, who depend as much on craftsmanship as on inspiration, 

realized after some time that color lithography was a technique 

which could also be used to make original prints. So during 

the last decade of the century in France (and to a lesser extent 

in Germany and England), it became a significant form of 

expression. From this period come some of the finest color 

An outline tracing is made from the color 

sketch and transferred to the stone in 

reverse with a lithographic grease-crayon. 

The stone contains the yellow areas only. It is dam- 

pened and inked; the greasy ink is attracted to the 

drawn-on areas and repelled by the wet blank ones. 

lithographs ever made, and none excels the best work of 

Toulouse-Lautrec. After his death in 1901, color lithography 

lost its popularity, but it was not entirely abandoned. The few 

color lithographs of such painters as Klee and Rouault are of 

excellent quality; and there are others, too. The next period 

of intense activity, which did not last long, is found in New 

York City where artists of the Federal Art Project revived the 

medium in 1936. Now, since World War II, another revival 

appears to be under way both in Europe and in America. Sev- 

eral writers here and abroad have noted the symptoms in France 

especially, and in England. But the scope and importance of 

color lithography today, particularly in the United States, is 

much greater than anyone had anticipated. To focus attention 

on a medium largely neglected until recently is the reason for 

presenting the current First International Biennial of Con- 

temporary Color Lithography at the Cincinnati Museum (from 

which a circulating exhibition will be selected under the aus- 

pices of the American Federation of Arts). 

Most people readily understand the principle of lithography, 

and that each color is printed from a separate stone. Less gen- 

erally known are its aesthetic possibilities and limitations. The 

surface grain of the limestone permits [Continued on page 31] 

Proofs of each of the colors to be used 

printed from the four stones: combined to- 

gether they make Clown by Arthur Helwig. 



Joan Miré: Games, 1949 





Color lithography is a medium for the painter. Working as a 

draftsman directly on stone, he can adjust his style to the limita- 

tions of the medium and create prints that occupy aesthetically a 

place between painting and black-and-white graphic art. Color 

lithography depends on the inherent qualities of the stone for the 

wide range of its textures and the sparkle of its hues. The four 

lithographs in color here reproduced (half size) were selected for 

several reasons. Obviously, the photo-mechanical offset lithograph 

process used best reproduces the color and texture of the orig- 

inals. And these color lithographs represent different approaches 

to the medium and suggest the comprehensive scope of the Cin- 

cinnati Museum’s First International Biennial of Contemporary 

Color Lithography, in which they are included. 

Miré, of Spain, has used one basic method—adjacent areas of 

single flat colors made with the brush and lithographic ink which 

bear no relation to the textures of painting. The Frenchman 

Fernand Léger: The Acrobat, 1948 

Léger has combined similar flat areas with the grainy textures of 

the lithograph crayon. Yet both prints are marked by the indi- 

vidual styles of the painters. On the other hand, Rico Lebrun, of 

California, has employed to a large extent the other method of 

color lithography, attaining nuances of color by printing one over 

another with white areas of paper providing the highlights. (His 

work was apparently inspired by Villon’s Ballade des seigneurs 

du temps jadis.) 

Amero, of Mexico, uses both methods of superimposed and 

juxtaposed color. His five colors, drawn with the crayon, push to 

the very limit the integration of hues possible in the medium, 

which can only be grasped by a study of the progressive proofs 

that show the colors separated. These prints are symptomatic of 

the postwar revival of color lithography, both in America and 

Europe, which challenges the supremacy of the great achieve- 

ments in the medium of Lautrec, Signac, Denis and Bonnard. 

Emilio Amero: The Gesture, 1948 



Rico Lebrun: Villon’s “Death Ballad,” 1945 



Full-color comeback continued 

the color lithographer to produce various textures. When printed 

with semi-transparent process inks the color lithograph has cer- 

tain, qua'ities of brilliance and richness different from that of 

any other medium. That is not to say that color lithography is 

necessarily better than the colored woodcut, engraving or silk 

screen print. These techniques, too, have individual aesthetic 

qualities derived from their materials. 

However, more painters are today using color lithography 

than any other color print medium because of the simplicity of 

drawing directly on the stone. The fascination of color lithog- 

raphy for contemporary painters is significant because, while 

the medium can maintain its aesthetic independence, it reflects 

at the same time current tendencies in painting. The color repro- 

ductions of four of the prints in the exhibition (pp. 27-30) give 

some indication of this relationship, and illustrate also some of 

the different ways in which color lithography can be used. The 

scope of the exhibition and the great variety of treatment both 

of technique and design are among its most important aspects. 

A statistical breakdown shows a total of 231 prints by sixty-two 

foreign and seventy American artists. As one might expect, the 

best contemporary color lithographs are being made by such 

masters as Picasso, Braque, Chagall, Léger and Miré. Picasso 

is as much an experimenter in lithography as in painting, and 

a remarkable technician: Seated Girl, 1949, ample and spacious, 

is an example of what can be done with only two colors and 

the “know-how.” (Mourlot’s recently published catalogue of 

Picasso’s lithographs contains plates in color which are very 

useful for a study of Picasso’s methods.) Helios by Braque, 

1946, is equally fine, although different in style: the three 

blues and the sensitive black line prove again that with only 

a few colors the medium can yield rich effects. Chagall’s series 

of twelve color lithographs based on stories from the Arabian 

Nights are as fanciful as his paintings and even more brilliant 

in hue. Léger’s Blue Landscape, 1948, like Picasso’s Seated 

Girl, is also a superb example produced by simple means; two 

blues and black are printed in adjacent areas and the white 

paper acts as a fourth color. Yet how different the two prints 

are from each other in design and texture. At the same time 

they are independent works of art, although stylistically derived 

from the paintings of each artist. Masson’s Sheltered Stream, 

1949, its blues and greens applied with crayon and brush, again 

demonstrates the individuality of style and technique afforded 

by color lithography. 

The French section also contains color lithographs by artists 

whose work as yet is unfamiliar to Americans. One of these is 

Gérard Cochet. His Rodeo is representative of the traditional 

point of view in French print-making, and the Impressionist 

influence is obvious. Child on the Threshold by Suzanne Humbert 

reflects the lyrical and decorative qualities of Bonnard. 

Although the best European work in the exhibition comes 

from France, the English section is of considerable interest; 

only in the past few years have English painters taken up color 

lithography and these examples have not been exhibited before 

in the United States. The most familiar names in this group 

are Graham Sutherland, John Piper and the Polish-born Jankel 

Adler. Rolf Nesch of Norway, whose ingenious metal prints 

were exhibited in New York last year, is represented in the 

exhibition by a lithograph in two colors of a girl’s head. The 

color lithographs of Nils Wedel of Sweden are marked by a 

wide range of colors, and considerable superimposition of hues, 

which is effective, and also aesthetically dangerous because if 

done to excess the product may look too much like a painting 

reproduced by lithography. Germany has a larger representation 

than one might expect. Here the most [Continued on page 66] 

Two noteworthy prints by younger American artists in the Cincinnati Museum’s First. Inter- 

national Biennial of Contemporary Color Lithography: Space with Beacons, 1950, by Robert 

¥ 

J. Else of Orangeburg, N. Y. (left) and Prometheus, 1949, by Franz Schulz of Chicago (right). 
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By Clement Greenberg 

Renoir and the picturesque 

The tensions and traditions behind the 

most collected painter of today 

examined from his large New York show 

One of the earliest examples of Renoir’s “pictur- 
esque” landscapes is this somber-hued Seine at 
Chatou, 1871, lent by the Art Gallery of Toronto. 

Claude Monet Painting in Renoir’s Garden, 1872: 

Renoir adopted Monet's notion of the picture as a 

slice of nature unmanipulated by human interest. 

Renoir in 1907 by Maillol 

Renoir appears to sum up Impressionism better than any of 

his fellows. He ranged the gamut of its various moods as 

none of the others did, and he was the only one of the Impres- 

sionists to address himself to all the genres, from landscape 

to the portrait and nude, with equal appetite and almost equal 

success. He was also, perhaps, the only one of them who was 

a master painter in point of craft and in joy of artisanship. 

He did not wrestle with “problems,” and self-realization was 

not for him the tortuous struggle it has been for other artists, 

both greater and lesser. This is not to say that he did not have 

moments of doubt and self-questioning; he was capable of 

dissatisfaction with himself and of deliberately wrenching his 

art from one path to another. But by and large he was com- 

fortable in it as few other great painters have been. 

All this we see in the present full-dress show of his works 

at Wildenstein (for the benefit of the New York Infirmary; to 

April 29). It is an altogether splendid and lavish affair con- 

taining some forty-odd pictures never publicly seen before in 

New York, and giving perhaps the fullest conspectus we have 

yet had in this country of Renoir’s art in the period of its 

most consistent brilliance. In view of the incandescent variety 

of color and shape that covers the walls here (especially in 

the room to the left of the elevator) one may find it hard to 

conceive at first that Renoir was at rest in his art. But being 

at rest on one level does not exclude a certain restlessness 

on another. Here it is a fecund restlessness born of a large 

and sure command of the art of painting, and of the coincidence 

of natural talent with a time and place as favorable to its 

development as mid-nineteenth-century Paris. 

An artist like Renoir needed a going school or movement 

around him in order to realize the fullness of his gifts. He 

needed to be unsettled and challenged by the proximity of 

temperaments more ardent, self-conscious and doctrinaire than 

his own. He was lucky in meeting Monet «o early in his career. 

His appetite for high, clear color might have drawn him to 

Impressionism in any case, but Monet and formal adherence 

to the original Impressionist program saved him time. As it 

was, he had his own urge to innovate, though not the missionary 

zeal to make a program of it. He led the way for the other 

Impressionists in the use of pure color; they made a program 

of it, he simply painted to satisfy himself. Where he followed 

the others was in adopting—with his own modifications— 



“A foaming, pouring, shimmering profusion like nothing else in painting; pictures that are spotted 
Crags at [Estaque, 1882, lent by the Boston Museum. and woven with soft, porous colors”: 

\ 

Monet’s more radical notion of the picture as a slice of nature 

unmanipulated by “human” interest. Though he accepted it 

spontaneously and made it part of the basis of his mature style, 

he did not adhere to this approach as religiously as Monet 

himself or Pissarro and Sisley did; he could deviate from it 

whenever he felt impelled by subject or mood. For him method 

or system was purely a means. 

The end was the picture: more specifically, the beautiful 

picture. And it did not take the French public too long to see 

that Renoir’s beauty, once the novelty of its means was digested, 

was an extension of the beauty they were accustomed to find 

in the art of tradition. It was, to be sure, a new inflection; 

but it was not a break. Renoir himself wanted it that way, and 

said so. And continuity with tradition is more marked in 

his case than in any other Impressionist’s, not excepting 

Manet’s, although Manet proclaimed his loyalty to the museum 

more insistently than Renoir (that Manet took his first cue 

from Velazquez and Goya did not make his art any the less 

revolutionary in essence; today it still looks more so than 

at least before 1890). But it is not 

only a question of the museum. 

Renoir’s or even Monet’s 

I feel that the beauty, the very valid beauty of Renoir’s 

paintings depends very often on a faint yet crucial admixture 

of the picturesque. The picturesque is very hard to define as 

a formal quality, though easy enough to recognize. I would 

say that it consists in a set of formulas derived by simplification 

from the most obvious features in the design, color and color- 

distribution of already proven masters; it entails emphasis 

on what is felt to be immediately pleasing. The element of 

the picturesque that Renoir put into his art comes originally 

from eighteenth-century and early Romantic painting and was 

already so conventional by his time that it provided the formal 

substance of the popular chromo. Renoir, I believe, felt a 

certain affinity with popular art, as did many of the avant- 

garde artists and writers of his day—Seurat among them. And 

his notion of the picturesque seems to be taken even more 

directly, albeit unconsciously, from popular art than from 

eighteenth-century or Romantic painting. Eventually the pictur- 

esque creeps into the art of almost all the Impressionists. But 

with Renoir it seems to have had a head start, owing perhaps 

to his early training as a porcelain painter and decorator of 

fans and window curtains—and also his facility. Certainly it is 

one of the factors to which he owed his worldly success. 

Yet the picturesque in Renoir is also the source of a con- 



“Pictures whose space is handled like a fluid that floats all objects 

Renoir: to the surface; pictures in which our eyes swim with the paint and 

Young Girl Sewing 1875 dance with the brush-stroke”: this little portrait in which blues 

F and greens predominate is lent to Wildenstein by Mrs. Byron C. Foy. 
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Renoir and the picturesque continued 

tradiction in so far as it conflicts with the above-mentioned 

Impressionist approach to the picture as a slice cut out of 

nature, all parts of which are to be treated with equal emphasis 

and equal disinterest. This may have made it easier for him to 

indulge his painterly brush, but the sweet crispness of the 

picturesque gave him a more reliable principle of unity. The 

difference between the two approaches created a tension to 

which Renoir’s painting owes some of its most pleasing quali- 

ties. The picturesque does not compromise it—or not until a 

certain point. And without this dosage of the picturesque his 

lushness of color might have run over into a kind of suffo- 

cating decoration, as happened so often with the late Monet's 

sugary iridescence. 

Renoir abandoned the picturesque only when his color began 

to change, shortly after 1890, becoming brassy, then coppery, 

and hardening his figure pieces and nudes under a monotony 

that his drawing, though it remained sensitive, could not 

relieve. The painting stays soft in his landscapes and in the 

little flower-pieces he turned out in increasing number, but 

it becomes a manner dependent on mechanically repeated in- 

fusions of alizarin and madder and—in the landscapes—hot 

blue, with design treated so perfunctorily that it falls apart 

into something neither pictorial nor decorative but simply frag- 

mentary. This is Renoir’s famous and much debated last phase. 

Obviously, this writer does not find it to be what its supporters 

claim. Yet he will admit that there are exceptions, and that the 

exceptions may even be worth the price. Some of the little flower 

pieces do rise suddenly, and far above the general dead level. 

And I have seen two large figures-in-landscape paintings of 

the last phase, the Grandes Laveuses, 1912, and the Judgment 

of Paris, 1914.—there may be still others—that rise so far 

above it that they break through into a realm the picturesque 

Renoir was never at all able to reach, a realm where, become 

monumental instead of picturesque, he joins Cézanne, Velazquez, 

Rubens and the Venetians on the loftiest heights of painting. 

So when we discuss the last Renoir we have to qualify drasti- 

cally. 

This exhibition was unable to include the two pictures just 

mentioned. It takes its stand more or less with the felicitous 

Renoir of the period between 1865 and 1890, and on the whole 

does so rightly, I would say. Yet when we have once recovered 

from the first impact of that felicity and the prodigal gifts that 

convey it, we may find ourselves looking in vain for some last 

intensity. This, although we remain transfixed before such 

masterpieces—to name a few out of many—as Landscape at 

Wargemont, 1879, Crags at ['Estaque, 1882 (p. 33), Children 

at the Seashore (Guernsey), 1882, Young Girl in Blue, 1882, 

Madame Renoir and Her Son, 1885, Girls Seated by a Brook, 

1885, and Sea and Cliffs, 1889. (Renoir would seem to have 

reached his consistently highest level in 1882, yet a year later, 

returning from Italy, where he had taken a good look at 

Raphael, he became very dissatisfied [Continued on page 62] 

Closed line and smooth modeling: Battledore and 

Shuttlecock, 1886, from the Minneapolis Institute. 

The picturesque, broadly handled late landscape: 

View of Versailles, 1904, lent by Robert Lehman. 

Final monumentality: Judgement of Paris, 1914, 

owned by Mr. H. P. Mcllhenny; not in this show. 



makes a sculpture 

By Rosamund Frost 

Photographs by William Vandivert 

Above: Lipchitz at work in his New York studio. With kitchen knives 

and rasps he cuts away surfaces, moving continually around the sculp- mals tial 

ture. Seldom does an original contour of the cast plaster remain un- 
changed. While working, he often dashes off quick sketches on what- 

ever paper may be available, like the telegraph blank (right) which 

contains one of the first ideas-for Miracle II (see p. 38). Behind the 
blank is Miracle I in its final state. The second version develops more 

fully the seven-branched candelabrum motif and the religious overtones. 

y 



“No idea for sculpture has ever come to me,” says Jacques 

Lipchitz, “that was not drawn directly out of my experience.” 

This statement is as true of his latest work, Miracle II, as it 

was of his early cubist experiments. As the youngest member, 

and the only sculptor, in the group that included Picasso, Juan 

Gris, Max Jacob and Braque, he was subjected to all the styl- 

istic rigors of what he calls “la periode syntaxique”—the years 

when a new language was being formed under his hand and 

chisel (he also worked in wood and stone at this date). Yet 

even products of 1913-15 were endowed with the quality of an 

act experienced, an emotion felt, reshaped in the mind and re- 

fired in the imagination. 

Lipchitz today works in a rambling New York studio on East 

Twenty-third Street, an odd place that leads around corners 

and climbs from one level to another. From wall to wall to 

ceiling, it is filled with sculpture—large and small, in relief, 

full-round and fragment; in plaster, clay, plasteline and bronze. 

At the entrance is The Return of the Child, a ferocious paean 

of joy, its welcoming arms upraised horn-like. In one corner is 

the enormous Prometheus which was the model for the group 

now poised against the sheer face of Rio de Janeiro’s Ministry 

of Education. Huge, bounding forms uncoil themselves, play- 

ing their boisterous rhythms one against the other. Tools—from 

a kitchen knife to a long-handled hammer—lie about where 

they last fell from the artist’s hand. Thick plaster dust powders 

every surface. It is a workman’s shop and Lipchitz, dressed in 

sabots, a beret and an old sweater, looks every inch the manual 

laborer. 

Yet the whole intent of his work is a denial of this subservi- 

ence to material means. This point was first driven home to 

him by the well-known argument of Leonardo da Vinci, who 

maintained that the artist should create with his mind rather 

than get down and grapple with matter. Out of it grew a credo 

which eventually became the springboard for his particular 

idiom. He expressed this, in 1927, in a letter to Roger Vitrac: 

“Instead of giving you my thoughts on art, I would rather make 

an admission to you. From the start, one thing has shadowed 

Three of many preparatory sketches for Miracle II, the first two in pencil, the third 

in ink. Note the close relationship to Miracle I and the gradual attentuation of forms. 

my joy of creation: an opinion. And it is a famous one, by 

Leonardo da Vinci, on the subject of sculpture and sculptors. 

... It proved to me the slavery in which we are held by physical 

matter, how impossible it is for our hands to follow the flutter- 

ings of our hearts and the wild course of our imaginations. 

“I was unhappy until the day when Providence inspired me 

to create those ‘aerial transparencies which can be seen, and 

can move us, from every direction at once.’ 

“With this heavier-than-air thing which is sculpture, I hope 

to soar. 

“May the ghost of Leonardo stand at my side.” 

The “transparencies” referred to in this letter had begun 

about two years earlier. At first they seemed like small, defen- 

sive apertures in a mediaeval fortress. Then they becamé win- 

dows, arches, doors into which air and light began to flow. 

Freed, the forms began to breathe. A culmination was Joie de 

Vivre of 1927, a 7%-foot bronze which today triumphantly over- 

looks the rocky Mediterannean,coast at Hyéres. Lipchitz was 

rapidly achieving his aim. Released from material form, light 

as air, sculpture was becoming as swift as the imagination. 

Imagination, with Lipchitz, is part of the will to be born in 

every one of his works. Classic myths, religions, the secrets of 

the Kabbalah, strange aspects of nature stir him deeply. With 

the inner stage so evocatively set, appearance becomes merely the 

point of departure. To Lipchitz, the sight of a beautiful form is 

not in itself a reason to want to reproduce it or “make flowers 

out of flowers,” as his biographer Maurice Raynal says. “I 

admire an egg,” declares the sculptor, “as a perfect product of 

nature ideally shaped for its purpose and its means of entering 

the world. But I am not a hen. I do not want to lay an egg.” 

Although he softened the straight line into some of the first 

rounded forms of modern art, Lipchitz continues to regard 

himself as a cubist. “It is a point of view,” he explains, “not an 

ism.” Like long and short in women’s clothes, this seductive 

curve alternates with geometric form down the long history of 

art. Lipchitz feels that it was in the air, that a Zeitgeist called 

his new undulations into being even while Madame Chanel was 
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Detail of the plasteline model: note the lumpy 

built-up forms and the deep cuts from the knife. 

Wash drawings for Miracle I]: such works, show- 

ing the sculpture from every angle, are executed 

throughout the process of making the sculpture. 

a’ 

Plasteline model almost completed: the central 

shape takes on a reference to the Table of Laws. 

the worldly intermediary. In the twenties, the famous cou- 

turiére asked the sculptor to make some andirons for her fire- 

place. When he saw her salon, with its Louis XV furniture, the 

artist realized that straight lines were out of the question here. 

Once he had finished the work in the spirit of the room, the 

curve proved contagious, first to him, later to others. This 

amounted to treason, in which connection he recounts the story 

of a craftsman who helped him on big technical jobs in the 

early days, both living hand-to-mouth, loaning one another a 

few francs over hard times, both fighting the battle of early 

cubism. When this man saw Lipchitz’ first curvilinear composi- 

tion he was horrified. “You had to do this just when squares 

were beginning to work,” he groaned. 

The typical creative evolution of this artist, circling around 

one theme for years at a time, is illustrated at its beginnings in 

1928 in a piece called The Harpists. It began with a concert 

series in Paris and an oblique view of three harp players. In 

successive works over twelve years the harp’s back took on the 

curve and lift of a wing, became in.turn a bird, then a rib cage 

in which a heart might beat. The several figures of reclining 

women in the group called The Couple are again the flowering 

of another personal experience. No simplifications can detract 

from their ardent poetry, and it is not surprising to learn that 

their author is an admirer of Rodin. 

As his original denial of physical matter would suggest, 

Lipchitz’ method is secondary to his inspiration. “There are 

no new techniques,” he says. “Everything has been tried before. 

I have had a class of students visit this studio and stare in- 

tently at that old kitchen knife as if in it, somehow, resided 



Miracle II finished. Final adjustments have been 

made and the plaster is ready for the foundry. 

the secret of my style. But it is my mind that shapes matter. 

My hands work of themselves.” 

Actually Lipchitz has, if not a conscious method, a working 

procedure in the two mediums which keep pace with his 

thought: drawing and modeling. The first drawing that seizes 

the idea may be made on anything at hand: an old bill, a tele- 

graph form (p. 36), a scrap of cardboard lying around his 

studio. He may make half a dozen or half a hundred drawings 

during the creation of one piece of sculpture, not successively 

but when the idea comes to him during the weeks or months of 

its crystallization. By a process of unconscious cerebration, the 

theme has matured a little each time he returns to it, like a 

plant putting forth a new leaf. These drawings to him were 

valueless—a mere flexing of the artistic muscles—until the day 

when a picture framer came to his Paris studio to mat a col- 

lection of drawings by old masters. A couple of Lipchitz’ stray 

leaves lay about the floor. After examining them, the man 

agreed to frame the entire collection in return for his find. 

Since then, Lipchitz has had more respect for such impulsive 

brain-children, executing the fully-developed idea on proper 

drawing paper tacked to a beard on an easel. Occasionally he 

shows a few of them. Even after the sculpture has begun to 

take form, he continues to draw, trying out all questionable 

effects in the rapid two-dimensional medium. 

When he wants to project an idea three-dimensionally, Lip- 

chitz sometimes makes miniature sketches in wax—little ser- 

rated figures that pulse with all the nervousness in his finger 

tips. Aluminum pipe, chicken wire, anything handy goes to make 

the armature. When it comes to modeling, he prefers plasteline 

J. Lipchitz continued 

to water clay, whose eaprigious demands for moisture and knead- 

ing, plus a tendency to crack or sag, detract from the train of 

ideas. (Though he has worked directly in the more resistant 

materials of wood and stone, he only models today because, as 

he says, “I am too old, I still have too much to say and too little 

time left to-say it in.”’) 

Lipchitz applies this plasteline any old way, in pellets, in 

clumps, driven home with any instrument handy, carved off in 

ragged knife shavings. In keeping with his feeling of trans- 

parency, the material seems full of air spaces—those serrations 

like cirrus clouds which often animate the final surfaces. 

Fortuitous effects give the artist new ideas. In a sense, he feels 

his way into each work, unsure of the outcome, the first to be 

astonished at a telling gesture, a successful device. When he 

enlarges a tiny model to medium size, he does it by eye. When 

he translates into the scale of his Prometheus, he takes exact 

measurements. In both cases, he modifies proportion as he goes 

to conform to man-height perspective. When one train of ideas 

has been exhausted, he often covers up a work and lets it rest 

for days or weeks while he polishes up other pieces and the 

theme re-forms in his subconscious. 

Lipchitz hires a professional caster to render his figures into 

plaster on the spot. Once cast, they take on an entirely new 

aspect in his eyes. An undercutting may seem too shallow, an 

edge not incisive enough. Often, seeing his work in the stark 

white material, he simplifies, eliminating major elements of the 

design. Here his favorite tool is an Italian rasp, an instrument 

more sensitive than a file, rather like a mason’s trowel with 

double square ends perforated in the manner of a cheese grater. 

By the time he has finished attacking the plaster with knives, 

rasps and chisels, scarcely a square [Contihued on page 63] 

With a spatula, Lipchitz adds plaster from the 

little bowl—this building-up process occurs si- 

multaneously with the cutting-away (see p. 36). 

Pe ee 



Calvin Albert’s own sculpture, like this striding figure, exploits to 

the fullest the fluid potentialities of his new process. Starting with 

an armature, he worked the Modalloy into pitted, bubbling surfaces. 

The thin, jagged tendrils of metal retain a remarkable toughness. 

Herbert Ferber’s work in metal and his advice 

and encouragement played a major role in the 

perfecting of this new process. Above is Ferber’s 
newest sculpture, He Is Not a Man, 6 feet high, 

made of Modalloy as well as lead, copper and brass. 

Calvin Albert at work in his studio in Brooklyn. 

deling the thin sheets of metal. It melts under the low-heat stylus. 



tylus. J elting it instantly hardens. 

By Dorothy Seckler 

Photographs by Rudolph Burckhardt 

Revolution 

for sculptors 

A newly discovered process 

which will simplify much modern sculpture 

presented for the first time 

Since long before the fifth century B.c. when Myron consigned 

his Discus Thrower to the foundry, sculptors have deplored 

the cost, the arduousness and the time demanded by casting. 

Yet no other method for producing permanent sculpture in 

metal has arisen to replace it even partially until now, when 

“Modalloy” (patent and trade-mark pending) appears to bid 

for the honor. Developed by Calvin Albert, a young sculptor 

from Chicago, it is a process of modeling metal directly, and 

one which produces sculpture as durable as if cast in the 

usual way, but considerably lighter than the usual foundry 

product, and at approximately one-twentieth the cost. More- 

over, it involves an apparatus so simple that it can be handled 

easily in any ordinary studio space, or even on the kitchen 

table. In fact, the neatness and dispatch of this method may 

take the sting out of Leonardo’s invidious comparison of sculp- 

ture and painting, in which he complains of the mess and 

More Modalloy can always be added. 

disorder so inevitably the sculptor’s lot. Although Modalloy 

is only now being released commercially by the Studio Supply 

Company of Brooklyn, it has already been used experimentally 

by two such nationally-known younger artists as Herbert Ferber 

and David Hare. 

Albert, himself a sculptor in an expressionist-abstract idiom, 

who taught at the Chicago Institute of Design and more recently 

at Pratt Institute in Brooklyn, knows from first-hand exper- 

ience the hardships of the contemporary sculptor, and espe- 

cially his frustration in the face of the need to keep pace with 

the speeded-up tempo in every other field, while using tech- 

niques as old as the Bronze Age itself. His search for a new 

process actually had its beginnings in 1945 when the possibility 

of working metals directly was suggested by a defective casting 

which had turned out with a blistered and pock-marked surface. 

This fluid face of the metal, with its evidence of inner com- 

bustions, of energies seeking release, made a profound impres- 

sion on the sculptor, “. . . recalling stories told us in childhood 

of how our world jelled out of a bubbling mass,” he explains. 

It was this accident that initiated his work in molten metals 

and began the search for new alloys. 

It was not until he came to New York in 1947, however, that 

Albert plunged into intensive research, inspired by the work of 

avant-garde sculptors here. A small group of artists had eman- 

cipated themselves from the foundry by recourse to various 

techniques of wrought metal, working in a vein originally ex- 

plored by Gonzalez and Gargallo in Paris, both Spanish friends 

of the youthful Picasso (Gonzalez is said to have taught Picasso 

the art of wrought iron). David Smith and Theodore Roszak 

brazed and welded metals, while David Hare developed a 

unique method for casting, with lost wax, in the studio. Herbert 

Ferber, who imagined intricately pierced forms which could 

only be realized by unconventional means, had ingeniously cut 

and soldered metal strips. Ferber freely discussed this original 

approach with Albert, impressing [Continued on page 64] 

The mask takes shape. It can now be burnished or plated. 



Reviews and previews 
Austrian nineteenth-century [St. 
Etienne; Apr. 1-29] painting, which 
has remained obscured 
and neglected in America, is pre- 

sented 

somewhat 

with outstanding examples 
from Waldmiiiler to Klimt, taking up 

where the exhibition of the Vienna 
masterpieces at the Metropolitan 
leaves off with the Rococo. Ferdi- 

nand Waldmiiller, whose life prac- 
tically coincided with Ingres’, was 
also the latter’s almost exact coun- 
terpart in Austria in the linear 
truthfulness of his portraits. But 
Waldmiiller was also a landscapist 

who could combine literal observa- 
tion with lyric color, and transcribe 
the Alpine atmosphere with vivid 
luminosity. Friedrich Amerling, who 
was in his youth influenced by Sir 

Thomas Lawrence and the English 
school, is represented by a deep- 
toned, richly painted Self-Portrait 
whose unctuous style explains why 

he became the favorite of the mid- - 
century Viennese aristocracy. Several 
canvases by the eccentric, short-lived 

and almost forgotten Anton Romako 
include an incisive likeness of the 
beautiful Empress Elizabeth which 
was banned—but not destroyed—by 
Emperor Franz Josef, and _ redis- 
covered in 1918. Outstanding in the 
show for their originality and inten- 
sity of color are several canvases by 
Gustav Klimt, the leading Austrian 
Secessionist (of the independent art- 
ists’ group at the turn of the cen- 
tury). The chromatic, mosaic-like 
treatment of foliage and fruit in The 
Pear Tree, of sunlight ever undulat- 
ing water in Attersee, however much 

they recall Monet and Seurat, reflect 
the completely personal interpreta- 
tion of Impressionism he formulated, 
preserving a deep sense of abstract, 

William Congdon’s Black City 

Life's artists under 36; at the Metropolitan 

42 

“Life's” 

decorative patterns. The show also 
includes an important group of the 
Austrian watercolorists, Rudolf von 
Alt and Peter Fendi, and a portrait 
of the Duke of Reichstadt by the 
miniaturist M. M. Daffinger. Prices 

unquoted. H.L.F. 

young artists [{ Metropoli- 
tan Museum; to April 30]—that is, 

the Luce publication’s, not any 
Force of Nature’s—compete with the 
Vienna pictures this month. They 
were chosen from a group of about 
a hundred and thirty pictures by 
as many painters under thirty-six 
years of age (the limit was first 
thirty-five, but there were so many 
desirable artists just thirty-five that 
the barrier was raised to let Bal- 

linger, Duncan, Durfee, Melcarth, 
Motherwell and Stuempfig in—and, 
silly as this is, it still didn’t work, 
for an artist born in 1912 sneaked 
through the wall of researchers). 
From this collection Life’s editors 

and critics picked nineteen lucky 
youngsters to reproduce and to pon- 

tificate about, while the Metropoli- 
tan has made its exhibition with 
fifty-two, including all those liked 
by Life. The show consists almost 
entirely of well-known pictures by 
almost-completely-accepted painters 
—i.e., in addition to those already 

mentioned, here are such artists as 
Arnest, Brice, Cortor, Jimmy Ernst, 
Cleve Gray, Stephen Greene, Carl 
Hall, Martin Jackson, Perlin, Pick- 
ens, Sekula, Sharrer, Sidney Simon, 
Stamos, E. J. Stevens, Tam, Teyral, 
Tooker, Warshaw and Andrew 
Wyeth. Most of their pictures have 
not only been seen in one man 
shows, but also at the Whitney, the 

Carnegie and other full-dress an- 

nuals. This reliance on well-known 
names is probably the cause of the 
lack of excitement in the exhibition, 
The very few newcomers present are 

practically all timid practitioners of 
various sorts of anecdotal romanti- 

cism (the gently crumbling slum 
weather-eaten poster 

image; the haunted and rusty ma- 
chine metaphor; the foggy weather 
lyric). The handful of pictures that 
do stand out are by just those art- 
ists whom one would expect to do 

best: Greene’s The Doll is eerily 

mutilated; Motherwell’s 
carefully adjusted; Pickens’ Carni- 
val (A.N., Jan. 50), still traumatic; 
and Sharrer’s Man at Fountain 
dreamily Hedda _Sterne’s 
Moonlight is one of her best works 

(one of the few pictures here that 
seems sympathetically chosen) and 
Andrew Wyeth’s Hoffman’s Slough 
still glitters under the winter sun. 
The one surprise is Black City by 
William Congdon—who is currently 
having his second one man show at 

Parsons (see below). The sparkling 
scratched black surface and the 
shattered flecks of hue cast a wel- 
come, lonely, unfamiliar light in 

the show. Prices unquoted. _ 1.8.H. 

school; the 

collage, 

exact. 

William Congdon [Parsons; April 
17-May 6], were it not for his in- 
genious imagination, might be con- 
sidered merely a_ twentieth-century 
Guardi in pastiche, not only because 
he celebrates the architectural ex- 
travaganza of Venice (and Mexico) 
but also because he makes a tour 
de force of blinding light and shade 
that often comes very close to a sou- 
venir art. However, these miniature 

scenes also suggest a distillation of 
a good many contemporary isms 

Gustav Klimt’s Room in a Castle on the Attersee 
Austrian x1x-century interpretation of Impressionism 

especially in the exaggeration of a 
single kind of sensation and elabo- 
rate pigmentation of surfaces. Some 
of the most arresting effects are 

achieved by seizing on a single fea- 
ture of a scene and interpreting the 
whole in terms subservient to it. 
Thus, the bull arena becomes simply 
a bowl enclosing a red disk at its 

base, with elusive figures meshed 

into its all-over texture. Similarly, a 
cemetery, seen from Congdon’s pre- 

ferred airplane view, resolves play- 
fully into a pattern scratched into 
a luminous, gilt-enriched field. The 
effect in most cases is sensational, 
cultivated and witty, but rather 
easily exhausted. $150-$600. D.S. 

125th annual [National Academy; 
to April 9] gives one the same sort 
of surprise that one would have if, 
on entering the kingdom of heaven, 
one found it looked like one’s grand- 

mother’s drawingroom. And yet this 
respectable painting is still, to the 
majority of people, great art. There 
is an air about the exhibition which 
suggests that, to pick a past presi- 
dent, Thomas W. Wood, who died 
in 1909, for the whole institution 
the clock stopped never to go again 
when the old man died. And even 
the works seem to have some un 
easiness, as if aware that they survive 
on borrowed time. Someone once re- 

marked that there was an element of 
mystery about all good paintings, 
and it would seem that the artists in 
an exhibition like this muddle up 
mystery with bamboozlement. Paint- 
ings such as Another Expulsion by 
Guy Péne du Bois and Viva Mexico 
by Eugene Berman are studies in 
puzzling subject matter, rather than 
in plastic mystery. One of the amus- 
ing things, however, is that the 

trompe-l’oeil school, with its con- 
tempt for the handling of pigment, 
has become acceptable to the Acad- 
emy, with Ken Davies showing an 
Academic Procession which includes 
a page torn from a book on Cé- 
zanne. Among the prizewinners were 

Hazel J. Teyral’s Morning on the 
Dock, which again presents more 
puzzle then anything else, Sperry 
Andrews’ conventional Ballet Danc- 
er and Joseph di Martini’s Mon- 
hegan Moon where the sea is broken 
into contrasting planes of different 
tone. $12-$10,000. R.T. 

Toulouse-Lautree’s [Knoedler; to 
April 15] lithographs paper this gal- 
lery’s walls from floor to ceiling in 
one of their most comprehensive 
New York showings, held as a 
fiftieth anniversary celebration of 
his death. Represented are nearly 
three hundred of his 367 litho- 
graphs, most of which were executed 
during the last ten years of his life. 
The lithographs, from the collection 
of Ludwig Chareil, include his 
twenty-six famous posters, his series 
of single prints, book covers and 
illustrations, menus and programs. 
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Toulouse-Lautrec’s Sleep, 1896 

In a fiftieth anniversary exhibition of his lithographs for the benefit of the Albi Museum 

Lautrec was already well-known 
when he turned, in 1892, to lithog- 
raphy, a form he endowed with the 
same intensity and meticulousness 
which characterized his paintings. 
Among his best are two lithographs 
he made that year: Au Moulin 
Rouge and La Goulue et sa Soeur 

which here has marginal indications 
of the exact tone of yellow Lautrec 

wanted used. Lautrec was present 
when his trial or numbered proofs 
were run off, carefully giving his 
instructions, checking the number 
of prints and destroying any that 
were not entirely satisfactory. He 
would often turn up at the printers 
at seven in the morning, still dressed 
in his evening clothes and with his 
pockets bulging with toothbrushes 
for stippling (to emphasize certain 
outlines in his flat, Japanese-in- 
spired designs). Rare items in the 
exhibition are prints which escaped 
Lautrec’s order to cut off margins; 
slashed proofs which were retrieved 
by the printer and pasted back to- 
gether; prints which are signed and 
dedicated—several to Stern, Lau- 
trec’s favorite printer; five succes- 
sive states of Elsa, dite La Vien- 
noise, and a proof of Miss Loie 
Fuller, illuminated with gilt. The 
exhibition is held for the benefit of 
the Albi Museum in France which 
houses most of Lautrec’s paintings. 

Prices unquoted. AR. 

Norman Lewis [Willard; to April 
15] achieves melodic decorative ef- 
fects from his color and line studies 
of varied patterns of growth and mo- 

tion in things as disparate as flow- 
ers, harbor lights and throngs of 
people. Working against backgrounds 
of soft smoky greys, he builds up 
larger shapes by the almost molec- 
ular interlocking of small, frag- 
mented planes, airily laced together 
by a fluent, often accented line. 

Graceful and sensitive as these im- 
pressions undoubtly are, they suffer 
at present from a limitation which 
Lewis shares with other talented ab- 
stract and near-abstract artists: an 
absence of large contrasts. This lack, 
which seems to derive from over- 
simplification of an expressive idea, 
is typified by his Fire Flower. Here 
a motif that whirls, however intri- 
cately, encounters no resistance: 

either from space itself or from any 
counter movement, nor does its flam- 
ing color undergo any important 
mutation. Again Arctic Night, whose 
cool crystalline structure is infinitely 
varied within its minute parts, ad- 
mits no major departure from this 
single concept. Prices unquoted. p.s. 

Rico Lebrun’s [J. Seligmann; to 

April 22] nine large paintings, in 
his first New York show since 1944, 
constitute the most important exhi- 
bition of a living American artist’s 

new work in this reviewer’s mem- 

ory. Eight of them are related to 
the Crucifixion theme on which Le- 
brun has been working since 1945 

at first in sketches in oils as well 
as on paper toward a single monu- 
mental canvas, then gradually more 
in the form of a series of related 
large pictures. Such subjects as 

Executioners, Armored Creature and 

others are individual moments of a 

related whole—perhaps they can be 
called close-ups, te borrow the name 
of a twentieth-century blessing es- 
pecially apt in this context. But the 
essential point is that the Execution- 
ers, their helmeted heads and iethal 
tools bobbing up and down in the 
bloody luminosity of glaring red 
lights, are not only the executioners 
of Calvary but also those of Ausch- 
witz and Siberia. The Mob with 
Flares, leering masks dancing and 
supplicating and threatening, has 
come to demand not only Pilate’s 
prisoner but books to burn on Unter 
den Linden. Such great truths have, 
of course, been attempted in paint 
elsewhere in our time — with con- 
spicuous failure. Yet profundity of 
content and superb use of color and 
the textures of paint are_so closely 
interwoven that they cannot really 
be considered separately. Perhaps 
the best indication of Lebrun’s prog- 

ress is offered by the presence of 
one of his pictures, the large Bull 
Ring, 1943, from the Metropolitan. 
When he painted that, he was still 
merely a virtuoso, depending on elec- 
tric draftsmanship and “good taste” 
in color to carry off his painting. 
Now he has» gone far beyond that 
point—into depth, one might actu- 
ally say. The draftsmanship is still 
there, but no longer manifest; the 
paint is handled with the dexterity 
and humility of an artist who knows 
and understands Piero della Fran- 
cesca as well as Tiepolo. Unfortun- 
ately, none of these oils lend them- 

selves to reproduction; an idea of 
Lebrun’s color is available, however, 
in his lithograph reproduced on p. 
30. Prices unquoted. A.M.F, 

Yves Tanguy [Matisse; April 3- 
22], a Breton in Connecticut, has 
transferred surrealism from a world 
of accident and dreams to a domain 
of ordered space. One of the orig- 
inal founders of the movement, one 
of the first exploiters of that nostal- 
gically infinite horizon that now cuts 
across every other chewing gum ad- 
vertisement, Tanguy has found a 
way from poetry to paint. His oils, 
gouaches and line drawings (see 

cover and p. 5) of the last few years 
show an increasing preoccupation 
with texture; with color used as an 
optical — instead of intellectual — 
weapon; and with three-dimensional 
arrangements pulled up flat on the 
surface, and not even broken by an 
endless sky. Fantastic personages 

and monuments are still built of an 
infinity of interlocking bone, boom- 

erang and cusp shapes. Light still 
streams into the picture from some- 
where behind and to the right of the 
spectator, casting undulant black 
shadows on the vaporous floor. And 
above, the sky is filled with little 
torn streamers of high clouds and 
glows as if, in a few seconds, some 
legendary portent would take place. 
But into this scene jut stark, white 
angularities drawn with the precise 
geometry of a Mondrian and reczll- 
ing his strictness and purity. These 
fix the picture’s space on the sur- 
face. and a careful adjustment of 



the other, more fully modeled forms 
brings the whole mechanism of the 
image into locked balance. Abstract 
space is also the main actor in the 
little dramas played out in ithe draw- 
ings. The stiff, unvarying line coils 

and repeats itself in a hundred con- 
volutions, but the white paper and 
the area of black bécome the main 
protagonists. All this is not to say 
that Tanguy has performed the im- 
possible, and that Lautréamont is 
singing out of Mondrian, for there 

are many lapses into formularized 
softness and a playful charm some- 
times disguises carelessness. How- 
ev. t, these do not weaken the struc- 
ture of Tanguy’s architecture. Here 
is no invocation to the universe or 
to all atoms, and, in its own terms, 
here is complete success. Prices un- 
quoted. T.B.H. 

S. W. Hayter [Perspectives; to 
April 15], who was an originator of 
what might be called anthropomor- 

Marin’s Weekawken Sequence, 1904 

a willingness to be expressively inelegant, smudge-fingered and impertinent 

phic abstraction, shows a group of 
new paintings. In these works he 
loads his subject matter with allu- 
siveness, that ambiguity which, ap- 
plied to words, was described by 
William Empson in his Seven Types 
of Ambiguity. By this it is meant 

that, although each painting pre- 
sents an immediate aspect to the 
spectator, the longer he looks at it 
the more various meanings and 
events he will find hidden behind 
what at first appeared to be a more 
or less obvious fagade. In the end 
he will find that he, too, has become 
involved in the action of the paint- 
ing. In The Death of Orpheus the 
conflict of the figures can be in- 
terpreted in different ways accord- 
ing to the understanding of the spec 
tator or his ability and desire to 
find symbols which perform their 
actions by magic. The forms in these 
paintings are not images which act 
by association with personages, but 
rather amulets or talismans which 

act of their own volition. In oppo- 
sition to what might be called the 

chromolithograph school of painting, 
these new works by Hayter stress 
the fact that they are painted and 
are not put on with an airbrush 
or some other mechanical gadget. 

Prices unquoted. R.T. 

Marin [An American Place; to May 
6], who painted in oil from 1903, 
and except for an interval in the 
twenties, returned often to it, is 
seen in this retrospective of oils as 
not only very much at home in this 
medium but also enjoying it occa- 
sionally with a real holiday spirit. 
One notes the facility of the master 
watercolorist with oil effects, the zesi 
with which he wields the loaded 
brush in dispensing whites on a 
curdled sea, the bold flinging of 
wiry line across a hectic cityscape. 
There is, in general, a willingness 
to be expressively inelegant, smudge- 
fingered and impertinent in a way 

discouraged by the pristine whites 
of watercolor paper. Particularly in- 
teresting are the series of small oils 
made in Weehawken just one year 
before he went to Paris for the first 
time in 1904, a group of harbor- 
scapes which indicate not only that 
Marin had at that time an equal 
readiness to develop in that medium, 
but also, and more important, that 
even before his first contact with 

cubism he had established some of 
the essentials of his vision: an em- 
phasis on the opposing dynamics of 
flat color blocks, and his familiar 
racing brush. After a slightly Van 
Goghish landscape painted in France 
in 1908, there is a flowery scene 
done in Castorland, N. Y., in 1912, 
which, by its very thinness, suggests 
that Marin’s interest had already 
turned to watercolor; and then a gap 
of sixteen years. In 1928, painting 
the Hudson Valley, he returns to oils 
with a more solidly built up manner 
almost reminiscent of Hartley. But 

it is not until three years later, in a 
dynamic cityscape of New York, 
that we see a synthesis of techniques 
stemming from both mediums. From 
this point evolution is toward in- 
creasingly open and loosely brushed 
compositions, climaxed in the un- 
surpassed circus scenes of 1944 and 
still developing new aspects in the 
work of this year when Marin 
reaches his eightieth birthday. Prices 
unquoted. D.S. 

Reuben Nakian’s [Egan; to April 
22] intense sculptural development 
is symptomatic of today’s rapid 
transformation of style, since he has 
compressed into it a whole cycle 
of change—paralleling the familiar 
one of art history—from Neo-Clas- 

sical to Baroque and then to Ro- 
coco. The incised drawings on un- 

dulant terracotta slabs, which make 
up the present show, continue in the 
same vein as those first shown last 
May which introduced this Hellenic 

company of nymphs and satyrs and 
sportive bulls, These Classical con- 

ceits, which would have been at 

home in Madame du Barry’s bou- 
doir, grew out of an earlier phase of 
tiny figurines endowed with some- 
thing of the extravagant torsion of 

High Baroque, and this, in turn, 
had been ultimately derived from 
his Neo-Classical portraits of two 
decades before. Typically, too, he 
has gained in facility while progres- 
sively restricting the range of feel- 
ing. It is not an accident that this 
latest series is dominated by the 
spirit and image of Anacreon, the 
Ionian poet famed for the lightness 
of his erotic lyrics, and he perfectly 
sets the key for these amatory epi- 
sodes. One must admire the fluency 
of the sculptor’s hand on the wet 
clay, his restrained suggestion of a 
contour, the witty ellipsis, the 
shadow sliced into the poet’s beard, 

but diverting as it is, one wonders 
if the effect justifies the talent exer- 
cised. Prices unquoted. D.S. 

Lyonel Feininger [Buchholz; 
April 4-22], exhibits a bumper crop 
of fifteen oils of 1949-50, which show 
that even in his seventy-ninth year 
his hand and eye have not lost their 
appreciation of essentials. Here, in 
the three Courtyards, for instance, 
he has achieved a final concentrated 
essence of his subject matter, em- 
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ploying an economy of both color 
and shape which is the culmination 

of many years of experiment and 
hard work. For some of his subjects, 
particularly Steamboat Landing, he 
has gone back to sketches made 
many years ago, in this case to one 
of 1915, and the result is curious 

in that the artist has apparently felt 
unable to compress the sketch to 
the same extent, so that the paint- 
ing looks more like those of an 
earlier period than the others with 
purely 1949 beginnings in their sub- 
ject matter—such as the green-skied 
Factory Windows in Manhattan, or 
Cloud Bank, with its lonely little 

ship in the foreground, cowering 
before the coming squalls and thun- 
der. The drawings in watercolor are, 
perhaps, more familiar, with their 
broken ink lines and sudden shim- 
mers of electric blue, but even here, 
when compared with earlier works, 
it can be seen that the refining 
process continues, so that sometimes 
a line is enabled to say as much as 
the single brush stroke of Chinese 
calligraphers. Prices unquoted. R.7. 

Joaquin Torres-Garcia [Janis; 
April 3-22], who died last August 

at the age of seventy-five in his 
native Montevideo, must now be 

considered as one of the very few 
South American artists of real stat- 
ure. The pictures in his first exhibi- 
tion in New York—all dating from 
the last decade of his life—at first 
glance seem to be only mosaics 
made up of little compartments in 
which are found various astrological, 

commercial, architectural, anatomi- 
cal and religious symbols. There is 
a clock (usually set at eight to 
eight); the sign of Mercury; the 

scales of justice; a straddling Pre- 
Columbian figure; a ship’s mast; a 
skull; the letters of various alpha- 
bets; some theories about the origin 
of abstract art; etc. These ideo- 
graphs—most of them quite legible 
—are juxtaposed to demonstrate an 
idea or a scene. But so carefully are 
they worked together, so harmoni- 
ously are the greyed hues and su- 
perficially awkward textures knitted 
into the composition, that each pic- 
ture becomes as integrated and as 
independent as a _ stone-age axe. 
Torres-Garcia worked for some time 

Arshile Gorky’s Diary of a Seducer 

shining reds, yellows, tans or greens are rubbed on in soft spreading stains 

in Paris in the ‘twenties, and the 

influences of Léger and of Mondrian 
(who was a close friend) are readily 
apparent in the simple blue, red and 
yellow patterns which sometimes 
flow under the black outlines, and 
the Mondrianesque skeleton of care- 
fully adjusted rectangles within 
rectangles. But such derivations in 
no way dilute Torres-Garcia’s per- 
sonal flavor. Prices unquoted. 1.B.H. 

Umberto Romano [Associated 
American] recently presented _pic- 
tures painted 1940-50, all in his 
now familiar and popular expres- 
sionist style. Romano quite evident- 
ly loves paint—he scumbles, drips, 
clots, slaps on, scrapes off bright, 
thick pigments between heavy dark 
shadows. His tortured clowns and 
Christs, too, are deeply felt, and ob- 
viously represent a noble concern 
for humanity. But, unfortunately, 
this strong feeling results only in 
superficial caricatures and empty 
gesticulations. Emotions are con- 
veyed with every means but those 
of a painter’s, and Romano’s com- 
plex surfaces and carefully planned 
postures only add to the irony of 
this failure. $200-$3,000. T.B.H. 

Israel Litwak [J. B. Neumann], 
eighty-two-year-old Brooklyn cabi- 
netmaker who started painting four- 
teen years ago, recently had his 
third one man show. Clinging to the 
same engaging strength and rich- 
ness of design that characterized his 
previous shows, Litwak’s undeviat- 
ing craftsmanship—which seems to 
have crystallized into crisp stylized 
rendering—is what gives a unique 
distinction to his lush tropical-look- 
ing landscapes, all titled with such 
ordinary names as Dover, N. J. 
There is real excitement in his in- 
sistent conventions: the yellow strip 
which lightens up all his horizons, 
the lyrical symmetry of his foliage, 
the black outlines sparingly used, 
the juggling of scale, all consistent- 
ly follow certain self-made rules and 
are so perfectly adjusted to the re- 
quirements of his compositions as 
to clearly heighten their aesthetic 
enjoyment. That he is able to vary 
his themes is seen in a Winter Land- 
scape of snowclad trees silhouetted 
against a deep peacock-blue sky and 

the inevitable golden “light of the 
world” at the horizon; and in sev- 
eral interiors whose flaming floral 
walipapers, enriched with real go.d 
paint, dwarf the figures that people 
these scenes. $300-$500. H.L.F. 

Arshile Gorky’s [Kootz; to April 
24] tragic death in 1947 abruptly 
cut off the career of one of those 
handful of -American painters who 

could be called “naturals.” Only 
forty-three at the time of his suicide, 
he had gone through an almost be- 
wildering number of manners with 

facility, exuberance and a sort of 
Russian ferociousness—as will be 
seen in his forthcoming retrospective 
at the Whitney Museum next winter. 
This exhibition deals exclusively 
with his last manner (the pictures 
date 1942-47) and it underlines the 
irony of his death—for it occurred 
at the height of Gorky’s power. His 
faults as a painter were those of 
most “naturals”—elegance perhaps 
a bit too refined; a satisfaction with 
obviously pleasing effects; an inabil- 
ity to differentiate between the acci- 
dentally pretty and the profound. 
But these faults seldom marred his 
successful pictures, and in them— 
and there are many here—he estab- 
lished a poetry of line mioving 
through space and color that is as 
harmonious and elegant as Matisse’s. 
The, calligraphy—shiny black or 
softly blurred—moves quickly into 
characteristic, ogival curves and 
points. Shining reds, yellows, tans 
or greens are rubbed on in soft, 
spreading stains or fill the shapes 
described by the drawing with the 
precise, careless-looking strokes of 
the Rococo painters. The line itself, 
with its little symbols of fingers and 
masks, is anecdotal, and the anec- 

dotes (unlike the pretentious titles) 
is the elegant one of perfectly or- 
ganized space. $600-$1,800. _T.B.H. 

William Thon [Midtown; April 
18-May 6], who was awarded a fel- 
lowship at the American Academy 
in Rome in 1947, proves that this 
contact with Classicism has not 
made an academician of him. The 
richly textured expressionism of his 
three previous shows has only been 
strengthened by the feeling for 
architectonic mass and structure in 

Joaquin Torres-Garcia’s Construction 

as integrated and independent as a stone-age axe 

this group of brooding Italian sub- 
jects. As a colorist, he still weaves 
his designs around a few insistent 
tones. But he has gotten away some- 
what from his earlier somberness in 
such subjects as Venice and Amalfi, 
their sparkling white architecture 
dramatically contrasted against 
Mediterranean blue of surprising 
depth; and in Sicilian Goat, a 
sculpturally monumental white ani- 
mal is set in a lush green olive 
grove whose grey and black trunks 
make resonant staccato accents. 
$500-$1,500. H.L.F, 

Robert Adams [Passedoit; April 
1-29], young English sculptor who 
made his debut in London in 1947 
and exhibited in Paris last year, is 
showing his work for the first time 
in New York. Four free-standing 
abstractions in wood accent soaring 
verticals, as opposed to the reclin- 
ing volumes of his countryman Hen- 
ry Moore. Delicately poised cones, 
enlivened by the subtle shift of their 
rectilinear silhouettes, bisect in 
clean edges the smooth surfaces of 
Standing Figure, 1948; a compact 
Brancusi-like ovoid is pierced by a 
hollow spiral in his polished ma- 
hogany Silene, 1947; and a rich ac- 
tivity of faceted planes gives anima- 
tion to Bather with Ball, 1949. This 

spacing of alternate solid, and hol- 
low volumes creates a refreshing, 
rhythmic synthesis of form. Mono- 
types and watercolors included show 
the genesis of his compositions. 
Prices unquoted. H.L.F. 

American Abstract Artists [New 
School], a picaeer group founded 
in 1935 which will exhibit later this 
year at the Musée d’Art Moderne in 
Paris, held their fourteenth exhibi- 
tion of painting and sculpture. Per- 
haps the most disciplined unit with- 
in the group is composed of artists 
like Bolotowsky, Cavallon, Loew, 
Charmion von Wiegand and Alice 
Mason who, like the de Stijl move- 
ment, feel that the particularities of 
natural form and color cause subjec- 
tive thoughts to creep between the 
reality of the picture and the eye of 
the spectator. These abstractionists 
have chosen to work with verticals 
and horizontals and pure color in or- 
der to achieve the strongest expression 
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of the tensions of life, but as a 
whole they are anything but purist. 
There are also energetic expression- 
ists here, like Golubov, Nell Blaine, 

Irving Lehman, Shaw, Reinhardt and 
Bultman, as well as semi-figurative, 
poetic painters like Charlotte Cush- 
man, Perle Fine, and constructivists 

like Harold Krisel and the sculptor 
Ibram Lassaw. Veterans Gallatin 
and Albers score with Forms and 
Transformation of a Scheme. George 
L. K. Morris’ Receding Space, a 
sort of checkered funnel which sucks 
the spectator in only to throw him 
to the surface again, is a problem 
picture in the classic vein. Perhaps 
the strongest mood in the show is 
evoked by John von Wicht’s Byzan- 
tine-like Madonna. $60-$850. _L.c. 

Joseph di Martini [Macbeth; to 
April 15] ranges from Mexico to a 
bicycle race in New York and The 
Wreck of the St. Christopher. In the 
most successful of these paintings 
he employs a disruption of the 
Cézannesque elements in the scene 
which gives an air of violence to 

even the most peaceful happenings. 
The two paintings of the shipwreck, 
in subdued colors, are outstanding 

and their use of broken planes con- 
veys the conflict of the elements with 

the man-made object. The Mexican 
scenes are heavily bright, and the 
cyclists enact their curious perform- 
ance beneath yellow light. 
unquoted. 

Prices 
R.T. 

Shari Frisch [Twenty-third St.; to 
April 28] makes her debut with a 
nine-year retrospective, representing 
exactly one-third of her years, with 
drawings, gouaches and oils. She 
shows a sensitivity of expression and 
an awareness of moods—mostly 
sober ones. Her finely-shaded pencil 
drawing of a Jewelry Worker has a 
delicacy not only in the careful 
modeling of the head, which is con- 
trasted with the unfinished drawing 

of the rest, but in the absorbed 
frown and hunched shoulders of the 
woman. Also chronologically early 
are a group of portraits, all painted 
in subdued greys and tans yet all 
describing very unsubdued emotions. 
The glowering expression of Wally 
seems to cause the wall background 

to buckle, while in the Self-Portrait 

her wide, wonderiug eyes are more 
than counterbalanced by her tightly 
contracted shoulders. The later oils 
are more abstract and in these the 
color has become the vehicle for 
expressing intensity. Among the most 

successful are the landscapes, sev- 
eral of which are painted with clar- 
ity of form and almost Gauguin-like 
patterns. $25-$200. A.R. 

Samson Schames_ [Carlebach], 
painter-sculptor originally from 
Frankfort-am-Main, recently showed 
gouaches and mosaics he did during 
his internment in England during 
the war. Following the techniques 
of collage, these novel mosaics were 

made entirely from odds and ends 
found in the debris of London’s 
bombed buildings—broken china, 
colored glass, rusty nails, pieces of 
twisted hardware and wood—em- 

bedded in cement. Fantastically as- 
sembled pieces of sheet iron, molten 
glass and charred wood suggest 

shadowy figures against a brilliant 

starlit sky of tile fragments in Re- 
turning to the Fatherland, or a dead 
German soldier under a blazing des- 

ert sun in his ironically titled Prom- 

Lebensraum. The _ gouaches, 

lacking the impact of his mosaics, 
are more conventional impressions 
of wartime camps and bomb shel- 
ters. $75-$600. mi.¥. 

ised 

Ely Jacques Kahn [Feigl; to April 

12], internationally-known architect 
whose buildings are all over Man- 
hattan (one of them houses the 
offices of the ARTNEws), does wa 

tercolors in odd this 

man Californian 
mountain and desert landscapes 
reveals a talent close to such 
German expressionists as Emil 

Nolde. rather spongy areas 
of warm color which dried in sharp- 

moments, and 

one show of 

Loose, 

edged pools describe scenes of lone- 

liness amid There are 

also several of water scenes, and in- 

mountains. 

cluded by way of a lagniappe is an 
interesting relic of Kahn’s student 
days in Paris, a copy, also in water- 
color, of a French fourteenth-century 
tapestry, in which the texture of 
the wool design and its sackcloth 

foundation, have been rendered with 
great accuracy. $225-$350. a3 

Constant’s 

recent 

George [Ferargil; to 
April 8] canvases seek to 
impersonalize realism in the manne? 
of Aztec architectural decoration. 
Squat, primitive figures of men and 
women are simplified into the flat, 
interlocking blocks which make his 
constructions resemble purely dec- 
orative schemes. The chalky tones 
and unrelieved black-and-white out- 
lines also contribute to this feeling. 
Seeking an end in itself in styliza- 
tion, Constant does not hesitate to 
abstract both the shape of a rooster 
and that of a bull into the same tri- 
angle, or to interweave the necks 
of Geese like the reeds of a wicker 

basket. Striving for pattern alone, 
but always employing reality as a 
starting point, the artist seldom over- 
comes the resultant stiffness of 
form. Prices unquoted. G.T.M, 

Jeanne Reynal [Hugo; April 10- 

29] has revived the ancient splendor 
of mosaic and put it to the service 
of a very modern surrealist content 

in a-series of tableaux that aspire 
to the status of icons of the uncon- 
scious. Trained in Paris in the tradi- 
tion of Classical mosaic, she has re 
tained some of its techniques, substi- 
tuting for its formal, compact pat- 
terning, a loose spattering of beryl, 
jasper and _ other semi-precious 
stones. The cryptic shapes which 
float, plunge and cavort in these 
dusky yet glittering expanses, are 

familiar to us in the work of a 
group of moderns, especially the late 
Arshile Gorky, who was both friend 
and teacher of the artist. These 
images, however, are isolated and 
self-contained in contrast to the ag- 
gressive forcefulness of the latter’s 
voracious world. Their appeal, in 
addition to an obvious decorative 
exquisiteness, is in the expressive 

subtlety of color and a certain 
linear wit. The dark-toned Servants 
of the Sun is distinguished by its 
contrast of brittle and feathery forms 

Shari Frish’s Landscape #1 

color has become the vehicle for expressing intensity 

Joseph di Martini’s Bike Race 

a disruption of the Cézannesque elements in the scene 

Jeanne Reynal’s mosaic Man in the Moon PW oman 

cryptic shapes which float 

with those which are warmer in 
color. Man in the Moon Woman has 
an epigrammatic inversion of images 
which matches its madcap title. 
Prices unquoted. D.S. 

Dorothy Brett [American-British; 
to April 15] records a fascinating 
and rare experience in her new 
paintings. After many years of 
friendship with the Pueblo Indians 
at Taos she has been permitted to 

make paintings of ceremonials, the 
recording of which had been hither- 
to an unbreakable taboo. Her paint- 
ings of the Indian in his dances do 
not suffer from the usual defects of 
Indian paintings; here is no noble 
redskin or cowering savage, but 

rather a man or a group of people 
intent upon actions which are nec- 

essary for the well-being of the peo- 
ple. In the smaller paintings Miss 
Brett is a recorder, and her brilliant 

color succeeds in making each scene, 
whether it be a Navajo Women’s 
Relay Race or The Blessing of the 
Vares, an experience in anthropol- 
ogical art. But in the larger paint- 
ings, such as Zhe Turtle Dance, 
there seems to be a tendency to 
stress the purely decorative quality 
of the scene which may detract from 
its accuracy as observation. The use 

of small glittering fragments em- 

bedded in the paint of the neck- 

laces in the larger paintings seemed 
an unnecessary irritant to the eye of 

this observer. Prices unquoted. R.T. 

John Whorf’s [Milch; April 3-22] 
annual show of watercolors presents 
what can be expected. The subjects 
range from maple-sugaring in Ver- 

mont to scenes in and around Prov- 
incetown, birds in a fruit tree and 

a heeling yacht running before the 
wind. A sketch of the Left Bank 
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has been worked up into a large 
watercolor in tones which declare it 
to be Paris even if one does not 
recognize the book-troughs along 
the Quai. There is accomplishment 
in the way Whorf handles his ma- 
terial, but beyond that there is little, 
$300-$500. R.T. 

Edward Melcarth [Durlacher; to 
April 22], well known as a vigorous 
younger painter and teacher at Co- 
lumbia, is to be admired for his 
forthrightness in deserting the in- 
gratiating neo-romanticism of his re- 

cent Italian paintings—a style so 
acceptable to the fashionable taste 
for the vague, the suggested and the 
understated—for the assertive Ba- 
roque realism of his monumental 
new work, a 6-foot panel called 
Force and Violence. Melcarth, in 
picturing the embattled conflict of 
a maritime strike, has clearly based 
his turbulent composition on the 
Venetians (rather than on the Mexi- 
can muralists who inspired so many 
social protest artists of the ‘thirties, 
when he was an abstractionist). It 
is probably to be expected that this 
ambitious work would be less fully 
realized than his previous, more 
limited projects, and, in fact, its un- 
evenness must be granted. But al- 
though one notes unclarity in transi- 
tions from the foreground tangle of 
figures to the throngs of background 
spaces, is can also be said that the 
artist has dealt with his subject with 
breadth and vigor, making no con- 
cessions to superficial effects. More 
pleasingly patterned in its Cara- 
vaggio-like lighting is The Sleepers, 

a heroic, horizontal panel represent- 
ing a jumbled company who have 
taken refuge on a park bench for 
the night. It supplies an interesting 
link between some of the subdued 
neo-romantic subjects typified by 
Doorway and Fagade, in which the 
protagonist is seen passively, and the 
new work with its concept of strug- 
gle. Prices unquoted. D.S. 

Lily Harmon [Associated Ameri- 
can; to April 15], in her second one 
man show, presents some straight- 
forward reports on the more color- 
ful conditions in the Philippines 
(where she traveled two years ago) 
along with a number of more poetic 
and deeply felt portraits of her 
daughter and intimations of the 
pleasant Connecticut suburban en- 
vironment. Miss Harmon does not 
look for any new paths, or up to 
any great heights, but in the world 
around her she has found certain 
warm, tender and (of course) sen- 
timental images which she records 
in a gentle, understated, realist 
idiom. The sewing grandmother, the 
child in a fancy-dress costume, the 
warmly glowing room seen down a 
shadowy corridor, these may not 
trample an Empire down, but they are 
obviously images of deep satisfaction 
and they register with impressive 
immediacy. $150-$1,200. T.B.H. 

Abraham Tromka [ACA;; to April 
15], a romantic who belorgs spirit- 
ually to the regional protest paint- 
ers of the "thirties, has an eleventh 
one man show of life and landscape 
in northern Maine and Haiti. These 
pictures are composed in diagonal 
linear rhythms which give his forms 
a strange, rocking motion. This is 

carried to excess in Sleigh Bed, in 
which the furniture appears to float 
away as though an army of polter- 
geists had entered the room and 
started tossing it around. Tromka 
is at his strongest in Religious Meet- 
ing—-Kingston, in which the linear 
rhythms are more controlled and 
the bright color less harsh, and in 
Tromka, a self-portrait with a yel- 
low face emerging grimly from un- 
der a red hat. $150-$1,000. ti, 

Rotating group show [Hacker; to 
Apr. 17], initiating a program of 
exhibitions at this well-known book 
store, started off with a careful se- 
lection last month which included 
abstractions by Gottlieb, Rothko, 
Schanker, Pereira and Max Spivak. 
Among less familiar works were 
animated figure compositions in 
hazardous tonal combinations by Se- 
ong Moy, a brilliant metaphysical 
interior by Attilio Salemme and a 
singing and jewel-like abstraction 
by Ralph Rosenborg. In the current 
more conventional group, the ingra- 
tiating color of Milton Avery’s Por- 
trait of a Girl and the mellow har- 
monies of Kerkam’s nacreous Nude 
strike a lyrical note which is the 
key to the exhibition. A green park 
landscape by Ben Benn is reminis- 
cent of Dufy, and Spagna’s skillful- 
ly composed still-lifes also seem 
somewhat derivative of Paris; but 
Luis Quintanilla’s earthy composi- 
tions have refreshing bravado and 
strength. Paul Mommer concentrates 
on a sombre palette, with a dra- 
matic gleam of light in Czechoslo- 
vakian Church, or sparing accents 
of rusty red in the self-contained, 
symbolic realism of Tobias. $300- 
$1,200. H.L.F. 

Simmons Persons [Rehn], a Vir- 
ginian now living in New York who 
teaches at the Parsons School, re- 
cently had his first one man show 
of watercolors. These were imagi- 
nary scenes with slowly moving fig- 
ures in Arcadian landscapes. An- 
cient monuments, porticoes and 
other Classical properties set among 
billowing trees under brilliantly con- 
trasting skies was a recurring motif. 
With the somewhat contrived look 
of stage scenery, a few of these 

rather artificial compositions are 
sufficiently integrated to convey the 
romance of decayed  splendors. 
Prices unquoted. H.L.F. 

Modern French paintings [Perls; 
to April 29] selected from those re- 
cently purchased by this gallery, are 
on view in their second installment 
of an annual exhibition. Included 
are paintings by Picasso, Braque, 
Rouault, Dufy, Bauchant and Bom- 
bois. $200-$2,500. ALR. 

Peter Lipman-Wulf [Delius: April 
11-25], after a recent exhibition of 
sculptures, shows drawings, the best 
of which are far removed from his 
work in wood. In some of them, cer: 
tainly, there is a tendency to em- 
ploy a Zadkine hollowness of fea- 
ture and limb, but in Salome and 
John the Baptist, and The Woman 
with the Lion, Wulf exploits the two- 
dimensional medium with success. 
The former drawing, especially, is 
exciting in the mystery with which 
he surrounds the two heads, and the 
technique, resembling in places the 

frottage of Max Ernst, is completely 
successful. Prices unquoted. R.T. 

Anna Neagoe [Feigl] Lithuanian 
born, had her fourth one man show 
of abstract still-lifes, mostly vases 
of cut flowers, into which cool brac- 

ing color seeps, filling every crevice 
of the canvas. Although the work 
still bears the imprint of her former 
teachers, André Lhete and Hans 

Hofmann, both in drawing as well 
as in color-range, the exhibition as 
a whole reflected a struggle for a 
robust, personal idiom closer to ex- 
pressionism than to any cubist in- 
spiration. Neagoe’s lyrical use of 
color, which has the irridescence of 
a butterfly’s wing, was seen to espe- 
cial advantage. $150-$450. iodite 

Felix Ruvolo [| Viviano; to April 31, 

educated in Sicily though born in 
America, and a winner of many 

awards, in his third one man show 
in New York offers voluptuously- 
colored Rorschach tests for the so- 
phisticated. The scratched surface, 
the red and black thorny forms and 
the little furry feet of dribbling 

Lily Harmon's Party Dress 

warm, tender and (of course) sentimental 

Abraham Tromka’s Skipper 

composed in diagonal linear rhythms 

turpentine-diluted paint, reveal phan- 
tasmagoric figures emerging reso- 
lutely as though seen in the smoky 
glare of a torch suddenly lit in a 
cave. Several striking works suggest 
phosphorescent spines, while in 
Kaleidoscopic Journey, a child’s toy 
is expanded into a cavern of glit- 
tering lights which melt into a haze 
of black and yellow. Ascending 
Space, vaguely Miré-like, is colored 
like the surface of a pond agitated 
by twittering black forms which re- 
semble scurrying water beetles. 
Prices unquoted. L.c. 

Buffie Johnson [Parsons; to April 
15] has discovered in the monotype 
an apt and pleasing vehicle for her 
linear caprices. She exploits the 
medium to the utmost for textural 
variations of surface, with reticent 
color only incidental to the play of 
tonal contrasts. The line, which 
dances through rich pigment with 
an offhand adventurousness, some- 
times gives fleeting glimpses of per- 
sonalities and places, while in other 
instances it is dispersed and cryptic. 
While only a few of these small 

Peter Lipman-Wulf’s drawing Seventh Veil 

exciting in the mystery 

Paul Mommer's Tobias 

self-contained symbolic realism 
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prints are more than decorative in 
intention or effect, they show a 
sparkle and absence of formula that 
bespeaks an engaging and exuberant 
personality. Prices unquoted. p.s. 

George Biddle [Luyber; April 3- 
29] is one of our most articulate 

painters. His books on travel and 
his attacks on avant-garde art have 
shown a flexibility of mind and a 
gift for presenting opinions and ob- 
servations that remind the reader 
that Biddle is one of the few artists 
with a degree from the Harvard Law 

School. This literary talent, unfor- 
tunately, dominates his pictures. 
Carnivals in Rio, allegories based on 
Negro spirituals, figures from nine- 

teenth-century American history 
(Calamity Jane, Edwin Booth, etc.), 

all interest the artist in literary 
ways—he likes this pathetic twist of 
an eyebrow, that humorous wave 
of a gloved hand, the horse with 
the silly, near-human grin, the vap- 

id, sensual look on a little girl’s 
face. Such incidents are carefully 
recorded with the painfully dry 
strokes characteristic of a man who 
is trying to draw with the brush but 
who is having great difficulties. In 
between anecdotal details, in fore- 
grounds and skies, Biddle seems 
quite lost. He makes them as neu- 
tral as possible, adds a few flecks 
of color and lets it go at that. Only 
in the portraits, where he must stick 
to nature, can Biddle’s literary bent 
help him. Although they do not 
work as paintings, they are often 
most revealing biographies. The 
paradox in Biddle’s art is that the 
more he uses his imagination, the 
more his pictures become 
trian. Prices unquoted. 

pedes- 

T.B.H,. 

Gifford Beal [Kraushaar; April 3- 
22], septuagenarian and _ veteran 
painter, views Rockport and Glou- 
cester street parades, trailer camps 
and sailboats through surprisingly 
young eyes. A light palette of care- 
fully balanced reds, blues and 
greens and a rapid brush give life 
and movement to gabled houses, 

wire fences and short-skirted, bare- 
legged girls. However, the under- 
lying structure of deliberately 
thought-out diagonals and counter- 
diagonals, indicate years of pains- 
taking compositional studies. Less 
spontaneous are his nocturnal ocean 
and street scenes where the artist 
becomes bogged down with handling 
one tonality. $250-$1,800. G.T.M. 

Frederick Serger’s [Van Diemen- 
Lilienfeld; April 11-24] painted me- 
mentos of recent travels around the 
Mediterranean present a leisured, 
cultivated and nostalgic outlook on 
the European scene, in a polished 
style stemming from a diluted fauv- 
ism. Essentially a romantic, the Cze- 
choslovakian-born artist, now estab- 
lished in New York, is at his best 
in twilight scenes of French and 
Sicilian towns, especially one of La 
Colle, which he painted in a range 
of fresh deep blues, with a loose 
impetuous brush and strongly sil- 
houetted forms recalling Van Gogh. 
More often he likes to view familiar 
southern vistas from the sanctuary 
of a hotel room and framed by taste- 
fully arranged still-life and flowers, 

a scheme, however, which poses a 
problem in synthesis that is solved 
only on the most superficial level. 
The appeal of most canvases, in ad- 
dition to their glamorous subjects, is 
in the deft painterly touch which 
constantly refers us to the familiar 

idioms of the turn of the century. 
Prices unquoted. D.S. 

Radenkovitch [Albatross] 
returned for a New York showing 
after a seven year’s absence, in this 
new gallery dedicated, according to 
its prospectus, to “contemporary 

man” and “established, constructed 
and led by artists.” In a second leaf- 
let, the gallery’s curtain-raising ex- 
hibitor declared that “emotionalism 
is here to stay,” and in his still-lifes 
and landscapes illustrated his con- 
tention in unconfined and un- 
cramped abstractions painted in 
brightly-colored patches with ma- 
gentas and cadmiums and other un- 
compromising colors. A Yugoslav 

by birth, an architect by training 
and a cook as well as painter by 
predilection, Yovan (he restricts his 
signature to his first name) has un- 
dergone the influence of Braque but 
sacrifices refinement and penetration 
in reacting against formality and 
discipline. $200-$900. A.R, 

Yovan 

Hobart Nichols [Grand Central; 
to April 8], for years head of the 
National Academy, presents a col- 
lection of conventionally atmospheric 
landscapes of rolling fields and 
heaving hills, of snow and summer. 
In an almost anonymous technique 
of flat paint and a little Post-Impres- 
sionism, ships lie Under the Full 
Moon, or cattle wander beside 
ploughed land. People on horseback 
canter througk a grove or a static 
world presents its version of the 
springtime. The trouble is that there 
is nothing in Nichols’ work to dis- 
tinguish it from that of a hundred 
other painters. Prices unquoted. R.T. 

John Taylor [Macbeth:; March 
6-25] lives in a romantic olive 
gloom where even the shapes of 
stanchions carrying electric cables 

Yovan Radenkovitch’s Crossroads 
unconfined and uncramped abstractions 

seem to be crucifixes and the lonely 
towers remember the Gothic ghosts 
that used to cavort through their 
corridors. The rivers and tidelands 
are departing places for the spirits 
of the dead, and Charon no doubt 
awaits his customers in_ silence, 
brooding upon the number he has 
transported as man and boy. Excep- 
tions from this green shade are the 
lovingly executed studies of shells 

and sea urchins, where Taylor de- 
lights in the shapes before him. 
Prices unquoted. R.T. 

Stephani and Edward Godwin 
[Demotte], English watercolorists, 
seem to belong to a world that has 
long since vanished—the world of 

Walter Crane and the diaphanous 
figures of Charles Ricketts and 
Charles Shannon during the ‘nine- 
ties. In this antiquarian dream, the 
ghost of Tennyson still looms like 
a friendly ogre, and Topsy Morris 
still admires the designs for stained 
glass and tapestry by Teddy Burne- 
Jones. Meticulous lines depict Pre- 
Raphaelite figures caught forever in 
some graceful pose, without inten- 
tion of breaking the perfection of a 
moment. There is nothing coarse or 
rude, even the frankness of a 
Beardsley lies hidden beneath a 
scallop shell serving as a fig leaf. 
This miniature Celtic twilight exists 
now only in the imaginations of a 
few workers and cannot be seen in 
the glare of the blockbuster and the 
super-bomb. Prices unquoted. __R.T. 

Boris Lurie [Creative; March 13- 
25] in his first exhibition shows 
some of the things which are bound 
to have impressed themselves upon 
a young man with his background, 
for, having been born in Russia, he 
was interned by the Nazis in 1941 
for four years and, after serving 
with the U.S. Army, arrived in this 
country in 1946. The swirling figures 
of The Dancing Girls of New York, 
in colors reminiscent of the paint- 
ings of Franz Marc, seem to arise 

from some vat rubbed by an aston- 
ished Aladdin, and the Strippers do 
not strut, but rather shimmy like 

Frederick Serger’s La Colle 

cultivated and nostalgic outlook 

smoke. In his more recent paintings 
Lurie concentrates on the emotive 
parts of his figures and does not 
paint the rest, so that his yellow 
figures in a yellow courtyard have 
only faces, breasts, buttocks and 
limbs, all arranged ghostlike in the 
familiar places, but with a disturb- 
ing sense of unreality. $50-$200. R.7. 

Maurice Golubov [Artists’ Gal- 
lery; to April 13] combines a sense 
of epic and labored emotionalism 
of his Russian heritage with a touch 
of French cubism. The result is a 
kind of expressionism that at one mo- 
ment suggests a ponderous version 
of a Cézanne landscape, and the next, 
the nervous surfaces of a tormented 

Kokoschka. Actually, Golubov is not 
as derivative as this sounds, but 
rather almost a combination of op- 
posite streams. His work falls into 
two groups: the non-objective and 
the subjectively distorted canvases 
where the representational approach 
undergoes a heightening-of-the-emo- 

tions treatment. The result of the 
latter in several instances is con- 
vincing, partly because of the subtle 
balance of a wide range of warm 

and cool colors, weighed one against 
the other to give a backward and 
forward movement. $100-$350. AR. 

Terry and Tingler [Ferargil; to 
April 3], of the Terry Art Institute, 
Miami, combine in this show of oils, 
watercolors and _ caseins. Marion 
Terry exhibits a rather vague, semi- 

mystical, semi-imaginative style in 

her small studies of Florida flora or 
jumbled fauna. Chester Tingler, 
bolder and more definite, lends som- 
ber tones and angular, closely fitting 
forms to his near-abstraction of a 
bird in Sounds in the Night, or an 
unhesitant vigor to more realistic 
representations of oaks, sailboats 
and gulls. $35-$300. G.T.M. 

“Symbolic Realism” [Hewitt; April 
3-22] is a glimpse of the taste of 
Lincoln Kirstein, who introduces the 
show with the remark that the paint- 
ers are not good painters because 
[Continued on page 52] 

George Biddle’s Portrait of Kuniyoshi 
literary bent helps him 
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By Henry McBride 

Buffet 

A prix de la critique sounds like 
something. In reality it may mean 
anything you wish it to mean. What 
is in the back of the minds of the 
critics who award a critic’s prize is 
unfathomable even to the rival critics 
excluded from the committee. There 
is no way to check up on it. In the 
case of Bernard Buffet of Paris 
whose works have been seen for the 
first time in America at Kleemann, 

it must have been a prix d’encour- 
agement. Critics have softer hearts 
than they are generally given credit 
for and are generally willing to 
shout bravo to the slightest little 
tendency in a prodigy that looks as 
though he might develop into some- 
thing, and Bernard Buffet is still a 
child (twenty-three, I believe). 

Or it may have been a case of 
faute de mieux. There has been 
nothing much doing in Paris during 

the recent years though the rest of 
the world, out of mere politeness, 
has been pretending not to notice it, 
and I would not notice it even now 
were it not that the arrival on these 
shores of the heroic Italian, Marini, 

caused everybody to notice it. The 
instant recognition of this sculptor’s 
quality was too much for our man- 
ners, too much for our former al- 
legiance to Paris, and half the throb- 

bing acclaim that we lavished on 
Marini was really leveled in the di- 
rection of Paris, as though to say: 

“If he can do it, why cannot you?” 
It resembled all too ominously the 
ancient cry: “Le roi est mort, vive le 
roi.” 

But if a king be dead in Paris, 
Bernard Buffet—to get back to our 
mutton—or should I say lamb?— 
does not seem to be exactly in the 
line of the royal succession. He is 
too young for any kind of a prize 
yet, and how cruel of the fates to 
hold him up to public gaze with all 
that robust Marini sculpture just 
across the street! For he has very 
little to go on. No color worth men- 
tioning. Not much in the way of de- 
sign. The items that make up his 
still-lifes are often so far apart they 
only dimly relate to each other. This 
parsimony has the look, almost, of 
wartime famine, though that can 
scarcely have been intended. What 
he has chiefly is an agreeable touch 
and an undeniable appearance of a 
wish to do things his own way. This 
may fatten into character later on. 

Dubuffet 

Add a “Du” to the previously men- 
tioned artist’s name and, in my opin- 

ion, you'll be getting headier enter- 
tainment. Dubuffet, who exhibited 
earlier this season at Matisse, is not 

a Manet, a Cézanne or any other 
kind of a chef d’école, but his pic- 
tures bring with them unmistakable 

whiffs of the perfumes and gaieties 
of Paris, and therefore are very wel- 
come to all those who patiently pray 
for some return to the old prewar 
charm of living. 

It is not easy to define his style. 
What he has he gets by flouting 
style. He began by messing around 
in paints like a small boy trying to 
make fun of what he had seen his 

elders do and strangely this fun 
amused other people, too; so that 
his wild, satiric and heavily matted 
paintings very soon became a cult. 
They made people laugh and people 
wanted to laugh. They had more 
than wildness, though. They had 
charm, and here and there, unex- 
pectedly, true glimpses of life and 
nature, so that some of us felt that 
Dubuffet could easily have been a 
“legal” painter had he not stumbled 
so prematurely upon this sans-meth- 
od of his. Of all the new group of 
Parisians he is the most chic and 
most in tune with present feeling. 

Booth 

The Bertha Schaefer Gallery special- 
izes in placing paintings and other 
works of art in carefully arranged 
interiors, and Cameron Booth’s show 
there profited by this chance, for he is 
an abstract painter with a tendency to 
explosive colors and a willingness to 
out-Picasso Picasso. As a rule Pi- 
casso himself does best when he 

shows one at a time in a room, and 

the numerous Cameron Booths, in 
spite of Miss Schaefer’s best en- 
deavors, create something of a riot 
in her gallery. He is most accept- 
able when holding himself somewhat 
in check, as in the one called Win- 
ter and in the one entitled Gloria; 
but don’t imagine that even these 

two are Quaker-like. 

Beware the wasps 

One ventures with hesitancy towards 
the art of Leon Kelly, lately shown 
at Hugo, for at first glance this art- 
ist seems to be in league with the 

enemies of mankind. With the ut- 

Bernard Buffet’s Morning 

appearance of a wish to do things his own way 

Kuniyoshi’s Disturbing Dream 

an apprehension ef a world gone wrong 

most skill and exactitude he depicts 
predatory insects and birds in his 
paintings and drawings and when 
he does them larger than life the 
effect is terrifying. Yet the man’s in- 
tegrity is undoubted and the draw- 
ings so authoritative that the voice 
of criticism is completely hushed. 
Those who have hitherto shunned 
close acquaintanceship with mosqui- 
toes, flies, wasps and the like, will 
be amazed to note, now that Kelly 
points it out, that they are just as 
much God’s creatures as we are, 
and in some ways they seem better 
equipped for life, such as it is. How- 
ever, the artist, is not sentimental. 
He does not preach fellowship with 
his wasps. Wonderful, yes; but not 
lovable. 

This same integrity is shown in 
a series of abstract drawings in 
black and white. These have indi- 
viduality rare in American attempts 
at the abstract, and though stern 
and ascetic they seem to spring 
from personal experience. They are 
not only machine age but precision- 

machine age. 

Costumes by Cecil Beaton 

The “Cecil Beaton luck” continues. 
His costumes and set for the New 
York City Ballet’s presentation of 
liluminations were an integral part 
of the enthusiastic acceptance of a 
ballet “certain to succeed anywhere” 

a phrase that I overheard in the 
foyer during intermission. The gay 
and colorful costumes massed in the 
parade of the would-be royalties by 
choreographer Frederic Ashton (bor- 
rowed from the Sadler’s Wells Bal- 
let), had a curious dreamlike qual- 

ity and quite enough charm to tone 
down some of the bitterness of the 
Rimbaud words upon which the bal- 
let was built and which could be 
heard emanating from the pit along 
with the excellent Britten music. 
The famous Rimbaud bitterness was 
always a bitterness of youth, it must 
be remembered, something adults 

take sympathetically but with a smile. 
Beaton’s original drawings for this 

ballet, placed on view at Hugo, will 
no doubt have a repeat success, for 
they give the character of the young 
Rimbaud and the fantastic person- 
ages who revolve around him in the 
ballet, with an effortless grace and 
assurance that will greatly please. 

The recent Kuniyoshi 

Yasuo Kuniyoshi, whose latest 

paintings are showing at Downtown 
[April 4-22], has one quality that 
seems inborn since it has always 
been with him. It is his remarkably 
sensitive touch. He paints skies, tex- 
tiles (particularly thin ones) and 
flesh with a shimmering delicacy 
that makes them pleasing to behold 
and is the envy of his fellow-artists. 
No other in America at present 
wields a brush which is at the same 
time so nervous and so alive. 

The other parts of his equipment 
seem to have been arrived at intel- 
lectually. The line owes its vitality 
to an apparent and conscious re- 
fusal to be mechanical yet going 
around the shape rather than grow- 
ing out of the shape in the ancient 
Leonardo da Vinci manner. Yet in 
the picture called Revelation, from 

the Wichita Art Museum, there is a 
[Continued on page 64} 
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- Los Angeles by Jules Langsner 

The modern movement has devel- 
oped so rapidly in Southern Cali- 
fornia that the era before 1930 now 
seems archaically remote. Only a 
handful of those who pioneered ex- 
perimental idioms in this region are 
still active. The work of five of these 
men is documented in the illumi- 
nating exhibition succinctly titled 
“Then and Now” at the Los Angeles 
Art Association. The five represented 
in the show, Nicholas Brigante, 
Boris Deutsch, Iorser Feitelson, 
Knud Merrild and S. Macdonald 
Wright, paint in surprisingly diver- 
gent styles. Nevertheless, a compel- 
ling logic, different for each painter, 
results in a unifying vitality. What- 
ever their divergences, these paint- 
ings fall within the scope of the 
modern genre as a whole. 

Nicholas Brigante, a Californian 
since 1897, is a watercolorist con- 
vinced of the expressive fecundity 
of his medium. He rejects the acci- 
dental and spontaneous qualities 
usually associated with it, utilizing 
instead repeated glazings and pre- 
cise tonal controls. At one time 
Brigante devoted three years to a 
nir*-panel narrative mural in wa- 
tercolor which he calls Nature and 
Struggling Imperious Man in order 
to prove to himself that the scope 
of his medium was not confined to 
easel painting. It’s too bad one of 
these panels was not included in the 
show. Brigante states, “I want to 
dramatize the poetry of our raw 
California mountainscapes, to single 
out trees and delicate leaves in con- 
trast to the heaviness of rocks and 
the lightness of atmosphere.” 

Brigante, along with Boris Deutsch 
and S. Macdonald Wright, is one of 
the surviving participants of the 
Group of Independent Artists Show 

of 1923, the Los Angeles equivalent 
of the Armory Show. These artists, 
then known as madmen of art, rent- 

ed a hall in order to exhibit their 
paintings. Typical of the times, the 
catalogue proclaimed their rebellion 
against “imitation of ancient art,” 
and a plea “to at least let your final 
opinion not be the result of a pre- 
conceived antagonism.” 

Of entirely different background 
and direction from his fellow pio- 
neers, Boris Deutsch (if labels are 
to be appended) takes his place in 
the ranks of the _ expressionists, 
though he himself would probably 
object to any kind of classification. 
His expressive qualities provide a 
magnetic field for his paintings so 
that it is not possible to detach the 
emotional factor from the structural. 
Deutsch came to the United States 
from Lithuania, by way of the 
Orient, and settled in Los Angeles 
in 1920. The imprint of his Hebraic 
childhood persists both in subject 
matter and in emotional intensity. 

Chad Gayo, The Man with a Kid, 
1928, reflects the artist’s strong Tal- 

mudic strain which lends a brood- 
ing dimension to his early work. 

Deutsch has always felt a close 
harmony with recognizable forms, 
seeking to infuse these with per- 
sonal interpretation. This is evident 
in his work dating through the last 
twenty-five years. Despite the dark 
key of his earlier efforts and the 
lighter-keyed, classical vein of the 
more recent ones, his personality 
remains integral to the works as a 
whole. It is interesting to note that 
his prize-winning (Pepsi-Cola An- 
nual, 1946) What the Atom Bomb 
Will Do to You stemmed from more 
than usual identification with the 
[Continued on page 60] 

J. Macdonald Wright’s Conception Synchromy, 1916 
(right), and Sacrifice of the Hair, 1950 (above). 
in the “Then and Now” exhibition in Los Angeles. 

San Francisco by Erle Loran 

The calendar is now tull of exciting 
and controversial shows. Dominating 
the list is the Sixty-ninth Annual 
Oil and Sculpture Exhibition at the 
San Francisco Museum of Art. Ab- 
stractions and advance-guard free- 
form non-objective paintings are still] 
in the ascendancy. There are two or 

three recognizable figures or por- 
traits of excellent quality, but in this 
show the juries make no effort to 
present a cross-section of current 

styles. No one could deny that a 
wide range of forceful and refresh- 
ing styles of modern painting are 

represented. There is almost nothing 
tired, overworked or amateurish- 

looking in the whole show. 
The installation is so impressive, 

the color and spirit of the work so 
bold that one has the effect of walk- 
ing into a gallery of great painting 
and sculpture. This effect holds true 
until repeated examination of some 
of the pictures reveals that what 
first made such an impression was 

the daring and breadth of approach. 
The most enthusiastic and accepting 
observer will be somewhat reminded 
of world fair expositions, but it cer- 
tainly makes gallery going a gay ex- 
perience and one can only be grate- 
ful that a considerable number of 
artists are willing to construct these 
big machines for one _ exhibition. 
And while it’s a cynical thought, the 
idea of producing a work specifically 
for one show may be a realistic ac- 
ceptance by the artist that collector 
and museum purchases are possibil- 
ities too remote to be considered. 

In sculpture, pieces of vast size, 
like Robert Howard’s Sentinel, Rob- 
ert McChesney’s Standing Figure 
and works of spectacular and dv- 
namic shave, like Claire Falken- 
stein’s Flight (Emanuel Walter Pur- 

chase Prize, $300), make it difficult 

to find smaller pieces, like Richard 

O’Hanlon’s basalt Bird Form or 
John Haley’s Two Figures (in 
wood), so compact and restrained in 
their expression of sculptural essen- 

tials: Other sculptures come in high- 
ly decorative wire and brass con- 
struction, some in rounded bone for- 
mations that recall one of Picasso's 
famous periods. One fascinating 
piece by Blanche Phillips depicts a 
female nude constructed of copper 
mesh suspended and entrapped in a 

forest of tubular tree forms. 

Group release 

But the sculptors have never pro- 
duced anything to equal our new 

non-objective paintings for the ob- 

vious reason that it would be dif- 
ficult for a sculptor to come so close 
to the elimination of form. The 
painting by George Stillman (Anne 
Bremer Memorial Prize, $300) does 
not exemplify the group very well 
because in small reproduction it 
seems almost neat in its concern for 

patterns, shapes and textures. Bold- 
ness, abandon, even ferocity are the 
more usual characteristics. Under 
the leadership of Clifford Still and 
Mark Rothko it is absolutely true 
that a new trend in painting has 
been marked off. To pass over this 

tendency too lightly would amount 
to negligence in reporting the art 
news from San Francisco. It recalls 
the group feeling that we have read 
about among the French Impres- 
sionists. Rarely is there such inten- 
sive group support supplied by mem- 
bers of a clan. Two significant facts 
stand out: sincerity in the search 
for the purest creative values in 
painting and a comparatively suc- 
[Continued on page 61] 

Stillman’s untitled oil 

(left) and Falkenstein's 

aluminum Flight (below) in San 

Francisco Museum's 69th annual. 
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Clare 



Because the current position of the 
artist is on the outermost margin of 
economic solvency, teaching offers 
him both security and safety from the 
temptations of commercialization. 
Through a series of artist-teacher 
shows, set off by the joint conven- 
tion of the Western Arts Association 
and the National Art Education 
Association here (April 3-6), Chi- 
cago will be able to gauge during 
April and May the teacher’s accom- 
plishments in the creative field. 

The most extensive of the exhibi- 
tions is “Meet the Artist,” spon- 
sored by the Chicago Art Educators 
Association (April 3-15) at Asso- 
ciated American Artists. Fifty-six 
well-known exhibitors who are also 
teachers are included. Many, like Si 
Gordon and Rudolph Weisenborn 
conduct their own private schools; 
others, like Kenneth Shopen, who is 
in charge of art at the Chicago 
Undergraduate Division at the Uni- 
versity of Illinois,and John Stenvall, 

instructor at New Trier High School, 
are connected with colleges and 
preparatory schools. Almost all pro- 
duce work that is worth a second 
look. 

Si Gordon shows his Coal Miner, 
a powerfully compact piece of red 
sandstone done several years ago, 
which presents a solid contrast to 
his more recent abstract acrobats 
and jugglers of wire and plaster. 
Vera Berdich’s etching, Time Dif- 
ferent from the Present, was lately 
seen as one of the few bright stars 
in the “Momentum 1950” show at 
the University of Illinois, a show in 
which most of the abstract and non- 
objective efforts might have been 
part of a syndicated series, so equal 
were they in quality to the ground- 
out, a column-a-day level of syndi- 

Homage to Books, a watercolor by Kenneth Shopen, art divi- 
sion head at the University of Illinois, in his Chicago show. 

Chicago by Marilyn Robb 

cated newspaper thought. Francis 
Chapin is represented by Mexican 
Plaza, a vibrant oil in which high 

intensity color carries form in bal- 
ancing the composition. 

A further investigation of the basic 
impulses in Kenneth Shopen’s water- 
color, The Bride, in the AAA show, 
can be made in his one man exhibi- 
tion in the Chicago Public Library 
Art Room this month. The double 
image and the double meaning are 
characteristic of Shopen’s carefully 
controlled watercolors. In Homage 
to Books, which was executed espe- 
cially for the library show, the 
images metamorphose from transpar- 
ent leaflets to large winged, flying 
creatures as the mind moves with 
the eye over the painting. 

Shopen’s work is a mental, not 
an emotional experience, a reflec- 
tion of his teaching theory that the 
artist must develop as a whole man. 
Instead of merely sharpening his 
skill in the manipulation of the 
pure elements of ‘art, he must have 
some message to relate. Thus in 
Shopen’s words his Who Knows His 
Mate? expresses “getting along with 
people” and Promenade at Night 
is the “ambivalence of seeing people 
as you walk along the street.” 

In addition to his penchant for 
controlled intellectual content, Sho- 
pen believes that design for a painter 
should begin with two dimensions 
and work back into controlled three 
dimensional space. Often in his 
work this is attempted through the 
use of controlled color—that is, 
space is constructed through aerial 
perspective as in the watercolor 
Railroad. In working out these com- 
positions Shopen begins with trac- 

evolves, ing-paper sketches and 
[Continued on page 59] 

Louise Stanton'’s textured Wasteland, it combines watercolor 
with pencil shavings; in her show at Linn’s, in Winnetka. 

London by Copley-Sargent 

England, this spring, has seen three 
great exhibitions: the Fernand Léger 
show at the Tate Gallery; the Fuseli 
exhibition, first at the New Burling- 

ton Galleries and later in various 
provincial centers; and the “London- 
Paris” exhibition of the Institute of 
Contemporary Arts. 

Léger in London 

Fernand Léger, whose work was 
analysed in these pages at the time 
of his great retrospective in Paris 
Musée d’Art Moderne (A.Nn., Nov. 
49), has now seen his paintings ex- 
hibited in London for the first time. 
He had much reason for satisfac- 
tion: there is no gallery where they 
could have been shown to greater 
advantage than in the light, restored 
rooms of the Tate. The eatalogue 
was introduced by Douglas Cooper, 
the author of the most recent book 
on the artist’s achievement, whose 
publication date was well timed to 
coincide with the exhibition. And 
if the public did not flock to this 
one as it had done to previous ex- 
hibitions—well, the fault lay hardly 
with the organizers (the Art Coun- 
cil of Great Britain and the Asso- 
ciation Francaise d’Action Artis- 
tique). London does not take to 
these huge, brightly colored can- 
vases which represent everything 
that is in contrast to England’s 
“new romanticism”: clearly planned 
composition, a direct representation 
of objects and figures from the 
“modern” world, lack of sentiment 
and absence of all subtleties of the 
introvert. Beginning with the pre- 
cubist Corsican Village of 1905; 
passing through the cubist phases 
and during the first World War; the 
“twenties with their robot-like figures 
and poster-like still-lifes; the exhibi- 

tion culminated in the enormous 
Composition with Parrots, 1935-39, 

from the collection of Mrs. Mary 
Callery of New York. Hanging at 
the far end of a vast gallery, op- 
posite the entrance, this painting 
must have convinced every visitor 
that Léger is one of the few artists 
capable of covering enormous sur- 
faces and suited to the decoration 
of factory halls or palaces. 

Formidable Fuseli 

The Fuseli exhibition was equally 
organized by the Arts Council, this 
time in cooperation with the Pro 
Helvetia Foundation of Zurich. This 
artist, who was born in Switzerland 
in 1741, where his name was Fiissli, 
has been part of the art history of 
England since he arrived here in 
1764, for he became a professor and 
finally keeper of the Royal Academy 
and was held in high esteem by 
such men as Sir Joshua Reynolds 
and Blake. He was, if not as distin- 
guished as his contemporaries con- 
sidered him, certainly one of the 
most gifted and most fascinating 
artists of the eighteenth century. 
Switzerland has honored him by a 
great bicentennial exhibition at 
Ziirich, in 1941, and there has been 
a good book on Fuseli, published in 
his home country, since 1927, But 
England has had no book since 
1831 (Paul Ganz’ book on the draw- 
ings came out only a few months 
ago), and no representative exhibi- 
tion before the present one, which 
was naturally awaited with great 
expectations. There was no reason 
for disappointment: the paintings, 
mostly sent from Zurich and Basle, 
are of great and exotic charm; the 
drawings are superb and fantastic: 
[Continued on page 58] 

Fuseli’s watercolor, Courtesan with a Bare Bosom, 1795, lent 
to the New Burlington Galleries’ show by Zurich's Kunsthaus. 
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they are his friends, but his friends 

because they are good painters. These 
artists are not interested in how they 

say something, they are only inter- 
ested in what they say, so the paint 
is sleek and reminiscent of a nine- 
teenth-century German chromolitho- 
graph. Pickens is represented by an 
Actor’s Family, all sitting around 
nude except for hats and a few but- 
tons and bows. Trompe-l’oeil makes 
its appearance in Lighthouse in the 
Alps by Ken Davies where (pace 
the U.S. Treasury) an eleven dollar 
bill is painted to catch the unwary 
on a painted frame through which 
one sees a multitude of meaningful 
things. Leonard Ficher’s Coney 
Island is a riot of the sort of mate- 
rial that appears in the work of Paul 
Cadmus, who is represented by two 
works of ballet dancers. Only one of 
the painters, Daniel Maloney, seems 
to have any enjoyment of pigment, 
and his two small paintings are a re- 
lief in this arid accuratist desert. 
Prices unquoted. R.T. 

Donald Burgess [Regional Arts; 
April 22-May 12], twenty-four-year- 
old graduate of Cooper Union, makes 
his debut with a varied series of 
pen and pencil studies of arms, legs 
and feet; grocery store fronts; and 
melancholy faces of women. Al- 
though many of these drawings still 
have the flavor of classroom exer- 
cises, they demonstrate a refined 
study of the old masters, particu- 
larly Diirer—like the painstaking 
analysis of the transparent wings of 
a fly. Occasional fantasies inspired 
by the pseudo-Gothic structure of 
Queensboro Bridge indicate future 
possibilities. $10-$35. G.T.M. 

Olé master drawings [Schaeffer; 
April 3-23] range from Altdorfer to 
Dali, and include many curiosities 
and treasures. Outstanding among 
these are a landscape drawing, dated 

1640, by Rembrandt; a particularly 
pleasing arcade scene by Guardi; a 
vigorous study of a horse, with a 
reclining figure on the verso, by 
Géricault; a scene from Theocritus 
by Fuseli; and a beautiful landscape 
by Gainsborough, in pencil, but free 
from the feathery mannerism which 
made him so popular among forg- 
ers. The Dali drawings are studies 
for the painting of Gala and the 
Swan. Also at the same gallery there 
is an exhibition of drawings by Lyo- 
nel Feininger. Prices unquoted. k.1. 

Philip Moose [Ferargil], who re- 
ceived a 1948 Pulitzer scholarship 
for study and travel, and in 1949 

a Tiffany award, recently made his 
New York debut. Landscapes of 
France, Mexico and Maine formed 

the main part of his watercolor ex- 
hibition, and in the dryly brushed 
trees, rocks and mountains of the 
last-named locale, particularly, he 
leans on the calligraphic shorthand 
of Marin. Experimenting in France 
with new forms and expressions, he 
creates enamelled, darker surfaces 
which define mountains and villages 
with either romantic moodiness of 
clean-cut precision. $85-$300. c.T.M. 

Goyri and Ossaye [RoKo; to April 
23], young Guatemalan artists here 
on fellowships from their govern 
ment, have a two man show of sculp- 
ture and painting. Roberto Gonzales 
Goyri’s small, sturdy pieces of 
sculpture of people in reposé fit-to 
gether as compactly as the halves 
of an acorn. But New York appears 
to be undermining the monumental 
quality of his earlier work, and the 
latest sculpture, notably the bronz 
Bullfighter, suggest a breaking up 
of the form. Roberto Ossaye’s sub 
tly-vibrating temperas and oils with 
drawing superimposed in swirling, 
almost Oriental line, show an attrac 
tion for prehistoric dust and death: 

ART NEWS 
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weird deserts. in deep ruts and 
earthy yellows are inhabited by 
amorphous bones, skeletons and fos- 
sil objects. His Portrait of an Ameri- 
can Woman, a revealing picture of 

how others see us, shows two fright- 
ened blonde females with faces like 
angry eggs. $60-$500. Ltt 

Jack Martone [Artists League; 
April 3-23], a naive painter, in his 
second one man show of curiosity 
landscapes and genre scenes, ap- 
pears to be attempting to break up 
forms like a painter who wants to 
be a cubist. One of the landscapes, 
Home Town, a view of a street near 

his native Naples in rather painful 
detail, and his Pieta show a certain 

force. $50-$500. L.c. 

Philip Schul [Artists League], an 
engraver who paints in his spare 
time, had a first one man show of 
impressionistic landscapes, some of 
which are so close in mood to Pis- 
saro that an might sup- 
pose he had studied at the master’s 
elbow, instead of at an academic 
school in pre-revolutionary Russia 
In A View from My Window and 
The Bridge, Schul paints good land- 
scapes and shows an awareness of 
some of those virtues made 
Pissarro a first-rate nineteenth-cen- 
tury painter. $150-$250. Lt. 

observer 

which 

Rachel Frank [Argent], a versatile 
young Baltimorean who, in addition 
to painting also teaches Romance 
languages at the University of Dela- 
ware, was recently seen in her debut 
here. Working in pastel on rough 
watercolor paper, she takes full ad- 

313) 

vantage of accidents of texture to 
create leering, ghostlike faces that 
emerge as if from faded frescoes, 
giving eerie effects of time and 
space. But she is more completely 
personal in a series of small wash 
drawings where squiggles and 
splotches of ink fantastically render 
such subjects as Death and the 
Maiden. $20-$100. H.L.F. 

Stefano Cusumano [Binet; April 
1-21] made a drawing for an adver- 
tisement of Menotti’s The Consul, 

which was the spark that 
this illustrating the 

Drawn on tinted paper with pen and 
offset by crayon, watercolor or oil 

ignited 

series opera. 

washes, Cusumano creates dramatic 

and rhythmical visualizations  in- 
spired during the two months he 
watched the rehearsals progress. The 
drawings strongly suggest sculpture 

a medium in which Cusumano 

works—which he here steeps in the 
intensified theatrical 

gelatins. The poses are concerned 
lighting of 

with the expression of large, almost 

overwhelming emotions with which 

the opera is concerned. Prices un- 
quoted. ALR. 

“New Oils by Five” [Salpeter; April 
3-22] are similar only in that they 
show at this gallery. They are by 
Leo Quanchi, Charles Heidenreich, 
Shirley Hendrick, Miriam McKin- 
nie and Harry Crowley, each reme- 
sented by three canvases. Quanchi’s 
dark pictures are haunted by large- 
headed veople with small, unblink- 
ing, almond-shaped eyes, who, in 
The Feast, are missing their mouths. 
Heidenreich’s technique of using 

large areas of color broken and ac- 
centuated with additional overlay of 
pigment, is shown to advantage in 
The Funeral, where toppling build- 
ings and an almost supernaturally 
lit sky frame a lonely procession. 
Moody with the spirit of rock-and- 
sea, Mrs. Hendrick leans almost to 
fairy-tale fantasy in her Golden 
Catch where the decorative fish are 

actually painted in gold. Miss Mc- 
Kinnie evolves a nice sense of pat- 
tern in her forms broken into pris- 
matic shapes, particularly with her 
People Involved in a_ Revolving 
Door, where one almost feels the 

gyrating whirl as hands push against 
glass, or is it air? Crowley suggests 
moods by abstract forms, mostly by 
the colors he uses, as in his powder- 
blue and purple Echoing Cadence. 

$150-$600. A.R. 

Pauline Schubart [Charles-Fourth; 

to April 13] whose son is dean of 
the Juilliard School of Music, stud- 
ied recently with Stuart Davis and 
Robert Gwathmey. Her debut indi- 
cated a child-like directness of vi- 

sion combined with a remarkable 
gift for combining strong rectangu- 
lar areas of glowing color in com- 
pelling geometric arrangements, At 

her best in formal compositions, 
such as Cafeteria and Old Mill 
Beach Twilight, a scene of a violet 
sky pressing down upon a green 
sea, her gay oils and caseins tend 
to fall apart when she gets involved 
in intricate details. $35-$125. L.c. 

Ruth van Cleve [Newcomb-Mack- 
lin; Apr. 3-15] is seen in her first 
solo exhibition. A pupil of Board- 
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man Robinson and Kenneth Hayes 
Miller, she seems equally at home 
with landscapes and figure composi- 
tions. Her predilection for bathers 
on beaches as a pretext for rather 
ingenious idyls results in a certain 

idealization of form and color which 
transcends reality—a mood undoubt- 
edly influenced by her study of Ital- 
ian primitives. Using a tempera 
glaze technique, her  high-keyed 
tonalities are invariably pleasant and 
decorative, and occasionally rich in 
tonal harmony. $150-$350. H.L.F. 

Alex Minewski [Contemporary Arts; 
April 2-21] in his debut, shows a 

group of motionless and partly ab- 
stracted portraits, landscapes and 
still-lifes in pastel shades. They are 
close to impartial observations, with 
no suggestion, for example, that 
Minewski served with Merrill’s Ma- 
rauders in India and Burma. There 
is rather an attempt to strain out 
any indication of intensified feel- 
ings. Works like Woman in Arm- 

chair, Figure in Archway or Hindu 
with Monkey, are concerned more 
with chance patterns than an ex- 
pression of the particular quality of 
the subject. $75-$300. A.R. 

Kasimir’s [Kennedy; to April 15] 
color-etchings are well known to 
several generations of print collec- 
tors. This Austrian artist’s senti- 
mental and picturesque scenes of 
the Old World and the New have 

also made him known as the leading 
technician of his chosen medium. 
In this show are many of his favor- 
ite locales etched with his magnifi- 
cently controlled line and_ skilful 
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Art News national 

amateur painters 

The first National Amateur Painters Competition ever held, 

and sponsored by ARTNeEws in 1949, aroused such wide- 

spread interest and acclaim that a second such 

competition further to encourage pastime 

painting is being inaugurated: 

competition 

Because of the proof, demonstrated by the 1949 Competition 
to the editors of ARTNews, that the practice of art by 
non-professionals offers rich rewards of pleasure and relaxa- 
tion, they believe that the continuance of such Competitions 
will further encourage art interest throughout America. 
They also believe that amateur painters become the most 
understanding and responsive audience for the art of profes- 
sionals,—contemporaries as well as masters of the past. The 
1950 competition therefore affords amateur painters their 
second opporunity to enter a national competition and ex- 
hibition held exclusively for their benefit. 

Eligibility * 

This competition is open only to amateur painters, residents 
of the United States and twenty-one years of age or over. 
Ineligible are: art student or others preparing for a profes- 
sional painting career; or commercial artists or illustrators 
actively engaged in producing pictorial work for publication 
in any form; or those whose major occupation and/or source 
of livelihood is the practice or teaching of painting. 

Mediums 

The competition is in two sections: 1) Oil paintings; 2) 
Watercolors. An identical group of awards will be made in 
each section. An entrant may submit one painting in one 
section only. 

jury 

The jury will be composed of leading museum officials, 
critics and educators. The jury will select between 75 and 
100 works from each section (oils and watercolors). The 

Director 

ARTnews National Amateur 

Painters Competition 

The Art Foundation 

136 East 57th Street, New York 22, N. Y. 

Please send me the Prospectus of ARTNEws 

1950 National Amateur Painters Competition 

and Official Entry Blank, I am considering 

entry of (one only): 

[) Oil Painting [] Watercolor 

* In making this request for an Entry Blank I certify that 

I am an amateur painter as provided in the Eligibility rule 

above. 

1950 

paintings thus chosen will then be considered by the same 
jury for awards as described below. 

Awards 

The awards in this “amateurs’ national” will be gold, silver 
and bronze medals of honor designed by the distinguished 
American sculptor David Smith, blue ribbons for honorable 
mention and certificates of merit. They will be awarded as 
follows, in each category (oil paintings and watercolors): 
PICU FO 0.60 bs5 i 000s cdoeecnvaveseebeereeen Gold Medal 
Gok, BOG Ce, PU, og 656.0 000550 bers beneu Silver Medal 
Sth, 6th, 7th, Sth, 9th Prizes.......csccscees Bronze Medal 
Twelve Honorable Mentions..... Emblazoned Blue Ribbons 
The remaining paintings in each category chosen for exhi- 
bition from the total submitted will each be awarded a 
Certificate of Merit. 

Exhibition of Award Winners 

All award-winning pictures will be shown in a national 
exhibition to be held in New York after the judging is com- 
pleted. Time and place will be announced later in ARTNews. 

Prospectus and Entry Blank 

Official Entry Blank, Entry Cards and Prospectus giving 
complete details and instructions may be secured by return- 
ing the form below or writing to the address given there. 
As the number of entries will have to be limited, it is sug- 
gested that requests for Entry Blanks be sent as nromptly 
as possible. Send no pictures without Entry Cards. They 
will be refused without the stub of an Entry Card attached. 
Send no pictures to the offices of The Art Foundation. 

This is NOT an Entry Blank but is a request for one. 

Signed 

Address 

City, Zone, State 

Name of Amateur Group with which you are affiliated, 

if any. (Please type or print your name and address) 
AN-4 
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color imposition. Street scenes of 
Vienna, Hamburg, Hanover, Venice, 

New York and Princeton are pre- 
sented with Kasimir’s old-school 
charm and postcard precision, but 
these nostalgic qualities are over- 
shadowed by the exacting skill and 
impressive technical equipment of 
this fine print-maker. In the adjoin- 
ing gallery is a pictorial record of 
“The Law,” judges, juries and juris- 
prudence, old and new, solemn and 

facetious. It is all in honor of a 
recently completed drypoint por- 
trait of Judge Medina by Walter 
Tittle. $12-$150. LH. 

James Brooks [Peridot; to April 
25] Missouri-born artist who de- 
lighted conservative critics with his 
mural in the Transatlantic Terminal 
at La Guardia Airport, has his first 
one man show of handsome abstract 
paintings. He insists that pictures 
must speak with line, form and col- 
or alone, and express in the most 
absolute manner the states of mind 
to which the epithets gay, sober, 
dignified, sad, pure, restrained, may 
be applied. He identifies his works 
by numbers. Painted in extremely 

thin washes of color, Brooks scrapes 
his surface until a lean, bare and 
blotted appearance is obtained, as 
though his paintings were palimp- 
sests of absorbent paper across 
which time has trailed soft fingers. 
Forms wander into and across each 
other, and lines describe movements, 
sometimes elliptical, like rockets 
across the evening sky, sometimes 
circular, recalling the early pictures 
of Delaunay. Behind the appearance 
of effortless, accidental beauty, there 
are evidences of a severe, organizing 
hand, especially in No. 18, a round 
picture which, without a horizontal 
and vertical stabilization, would 
spin like a top. $100-$600. Re. 

Robert E. Harris [Eggleston; to 
April 8], young expressionist, has 
his second one man show under the 
auspices of the Emily Lowe Award. 
His interpretations of New York 
night life, which range from an 
Intermission at the opera to smoke- 
filled Village night clubs, are swept 
into boldly curving lines and con- 
trolled by atmospheric, thickly paint- 
ed and much glazed blue-greens. 
The faces of his sitters are at times 
contorted into painful introspection 
or satirized to the point of carica- 
ture. Much weaker are his studies 
of nudes and the mannered religious 
subjects. $100-$400. G.T.M. 

Malcolm Preston [Eggleston; 
April 10-22], special lecturer in fine 
arts at Hofstra College, is another 
beneficiary of the Emily Lowe Award 
which sponsors his first New York 
show. Second prize winner in the 
1947, he offers New York scenes, 
interiors peopled by single figures 
and landscapes with box-like houses 
painted in flat, angular patterns. 
Characteristic of his style are the 
independent shapes of a patch of 
snow here or a bull’s leg there 
which, while existing separately, are 
fitted into the over-all composition 
like the parts of a jigsaw puzzle. 
$100-$400. G.T.M. 

Women artists of France [Argent; 
Apr. 3-15] are represented with 
about forty pictures in the water- 

James Brooks’ #18 

forms wander into and across each other 

color show of the National Associa. 
tion of Women Artists. A number 

are in a light, decorative-illustrative 
vein, as Suzanne Tourte’s Back Yard 
and brightly colored little country 
scenes by Katia Palvadeau and Na 
talie Parain, the latter well-known 
for her children’s books. More solid 
and serious is Madeleine Luka’s 
Young Girl in a romantic vein rem- 

iniscent of Marie Laurencin, who is 
also represented. Suzanne Berthet'’s 
Fishermen, patterned like a. silk- 
screen print, contrasts with a pale 
blue-and-ivory portrait impression by 
Ibels Dora. Prices unquoted. H.LF, 

Otis Dozier [Levitt; to April 15] 

has a third one man show of desert 
landscapes in which birds and beasts 
are caught in attitudes of startled 
angularity, rather like Tenniel’s ani- 
mals in Alice and Wonderland. 
Firmly contoured rocks and cacti 
assume lumpy, quasi-human pos 
tures. Most of these pictures have 
a vignette quality which gives a 
smallness to the work so that in 
weight and size it is hard to distin 
guish between a mountain and a 
rock, excepting Sun Mountain in 
Space which has a feeling of scale 
and depth. $300-$800. L.C. 

J. Anthony Buzzelli_ [Ferargil; 
April 3-15] returns after an eight 
years’ absence from Fifty-seventh 
Street with vividly hued records, in 
watercolors and gouache, of New 
York, France and Mexico. Changing 
his style and palette with each lo 
cale, he bathes Ninth Avenue fruit 
markets and Chinatown holiday 
streets in sparkling, predominantly 
magenta shades, while his Parisian 
studies of a Notre Dame gargoyle 
or a Sunday afternoon in_ the 
Tuileries are submerged in a blue, 
moody haze. Of his Mexican sub 
jects, a near abstraction of Spring 
Sowing is more interesting than the 
literal renditions of Taxco architee 
ture and fiestas. $65-$300. G.T.M. 

Master prints and _ drawing! 
[Weyhe; April 17-May 10] spams 
five hundred years of history and 
exhibits some of the rarer and finet 
proofs of famous engravings, woot 
cuts, etchings and lithographs. 4 
unique exhibit is the seven-foot 
panel of a chiaroscuro woodcut, The 
Triumphal Procession of Caesat, 
from the School of Mantegna. I 
amusing contrast are the eleven lit 
tle miniature engravings by Behat 
illustrating peasant dances. A real 
rarity is the only known print bj 
the master W.C.LE.F., Madonne 
with the Bird, dated 1586. Te 
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drawings are few, but well selected; 

Ingres’ portrait of Jacob Linckh in 

pencil, a stunning sketch in litho- 

graphic crayon by Daumier illus- 

trating a scene from Don Quixote 

and a detailed pencil drawing by 

Delacroix delineating arms and 

Gothic armor. $20-$1,200. LH. 

Yossel Bergner [Jewish Teachers 
Seminary], Viennese-born, received 
his training in Australia and ex- 
hibited in Paris and Montreal. He 

made his debut here with illustra- 
tions in oil and ink of Chassidic 
folk stories by El Peretz and Sholem 

Aleichem, and nostalgic pictures of 
his early life in Poland. Although 
a little sooty in paint-quality, these 
memories of childhood have a fer- 
vent spirit of innocence, as though 
the artist still longed for the snows 

of Warsaw and the people he had 
known and loved. The charming ink 
illustrations show the influence of 
Chagall, for Bergner feels that an 
artist dealing with the life of Jews 

in Eastern Europe, had best pass 
through, rather than attempt to go 
around him. $100-$400. Le. 

Florence Kawa _ [Contemporary 

Arts] teacher of painting at Florida 
State University in Tallahassee, 
made a debut with her decorative 
oils patterned mostly on cypresses, 
water, gulls and sun. A native of 

Wisconsin, Miss Kawa reduces her 
landscapes to stylized designs, some- 
times broken into smaller overlap- 
ping squares, with a tightly-guarded 
rhythm. Bright blue and blue-greens 

are the colors she favors as she tire- 

lessly plays upon the pine tree theme. 
$100-$350. A.R, 

Carolyn G. Bradley [International 
School of Art] has won many prizes 
in national watercolor shows, and 
this New York debut of Chilean 
landscapes, stressed images hover- 
ing between the pictorial and the 
illustrational. Attracted to wild 
scenes of air, wind and water, she is 
at her best in The Blizzard, painted 
when she was a visiting professor at 
the University of Chile. Several 
Guatemalan costume pieces, though 
dry in treatment, are of considerable 
interest. $125-$200. Le 

George Orban [Forty-fourth St.; 
to April 7], thirty-year-old free 
lance newspaper illustrator, makes his 
debut with a group of sympathetic, 
freely executed pen-and-ink draw- 
ings of miners and farmers, of old 
folk and young. While drawn in a 
tough, cartooned style, the portraits 
are anything but static. The expres- 
sions, whether of warmth and ani- 
mation expressed by smiling mouths 
or tight-lipped and sullen withdraw- 
al, are all achieved by a minimum 
of technical means. $15-$25. ALR. 

Warner Prins [Carlebach; to April 
8], a dealer in industrial diamonds 
who became interested in making 

glazed tiles, shows two Miré-like 
Ceramics and a large number of 
wash drawings which are touched 
up with pen and ink and lightly 
tinted. The latter, which make up 
the substance of the show, are in- 

triguing in the fantasy of double 
Magery, sometimes verging on sur- 

tealist metaphor. Intimate little 
Vignette landscapes, playful in scale 

and often recalling Bewick’s engrav- 
ings, have rock formations that sud- 
denly appear like some Gargantuan 
monster until the eye is brought 
back to microscopic figures or trees 
standing in their shadow. Small 
heads or insects are as precisely de- 
lineated as Roman cameos. But in 
the freer forms of subjects like 
Broken Dolls and Devotion, attitudes 

and gestures are as formalized as 
aboriginal totems. $60-$100. —H.L.F. 

Ben Bishop [Charles-Fourth; April 
14-May 5], a young artist who came 
out of the army to plunge directly 

into total abstraction, has called a 
halt for the time being, in order 
to re-explore nature. The abstract- 
expressionist pictures in this first 
one man show are less pleasing than 
the later works, especially Still-life 
with Egg and a Moon, an exciting 
visual idea which could stand fur- 
ther development. $50-$150. tat. 

Mary Jane Holmes [Albatross] 
makes her debut in this new gal- 
lery with a _ series of. still-lifes. 
Whether she describes a checker- 

board, an orange, a lemon or a 
musical instrument, there is a same- 

ness about these canvases—each a 
repetition of her fascination for 
over-smooth surfaces. Her works say 
as much as painting can—if you're 

not too fussy. For while there is a 
glistening quality about some of her 
canvases, there is a basic formless- 
ness and lack of cohesiveness that 
leaves no lasting impression either 
of impact or charm. $200-$500. a.r. 

One man shows noted recently in- 
clude: J. Eugene Gardner [New- 
comb-Macklin; April 17-29], thirty- 

six-year-old Marylander, shows a 
group of straightforward, illustrative 
land- and seascapes, from Marshes 
Aflame to Night View of First Ave- 
nue [$150-$350] u.t.r. . . Ludolfs 
Liberts [Hudson Park Library], 
well known in his native Latvia, 
made his U.S. debut with competent, 

academic lithographs of street scenes 
and views of European cities [prices 
unquoted] t.c. . . Helen Morris 
{Regional Arts], Art Students League 
trained, made a debut with brightly 
colored still-lifes and figure studies 

of fezzed Turks and lady lute-play- 
ers [$75-$300] c.1t.m. . . F. Usher 
de Voll [Newcomb-Macklin] of 
Rhode Island, who died in 1941, had 
a memorial show of atmospheric 
panoramas and perspectives of city 
streets and harbors in an Impres- 
sionist manner [$50-$350] H.L.F. . . 
Kay Christensen and Sikker Han- 
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sen [International School of Art], 
Danish lithographers, showed respec- 
tively intimate scenes of park stroliers 
and illustrative renderings of an-- 

mals [prices unquoted] L.c. . . Alex- 
ander Sideris |Newton] showed a 
number of conservative portraits of 

ladies along with some still-lifes of 
flowers [prices unquoted] ¢.1.m. Bet- 
tina Steinke [Society of Illustra- 
tors; to April 8] offers pastel reports 
on Central American Indians and 
drawings of basket weavers, banana 

planters and plowing oxen [prices 
unquoted] ¢.T.M. 

Henry Koerner |[Midtown; to 
April 15] presents, in 
his latest vision of his 

technicolor, 

world. With 

a rather appealing, meticulous clum- 
observes problem  situa- 

a nude with a cloak 
thrown loosely round her shoulders, 
is escorted from The Sea under the 
incurious fishermen, or a 
bearded gentleman awaits the atten- 

tions of The Barber who is playing 

siness he 

tions woman, 

eyes of 

his violin. Koerner has the same 

love for inessential details which 

distinguishes so much magic real 

ism, but his appreciation of the qual- 
ities of pigment distinguishes him 
from these latter day Pre-Raphael- 
ites (Rossetti’s Found might well 

pass as a painting by the 
In the sketches for the large 

ings, which are looser and 
vividly observed, Koerner 

successful than in his finished 
which are tight and 

Prices unquoted. 

school). 

paint- 

more 

seems 

more 

works, 
wrought. 

over- 

R.T. 

Frederic Taubes’ [Associated 
American] picture in the Whitney an- 
nual (A.N., Jan. 50) was commented 
on unfavorably in these pages, and per- 
haps that accounts for his expressed 
desire have any ARTNEws 
critic cover his recent retrospective. 

This rather curious request 
cially curious as Taubes is com- 
pletely uninhibited about violently 
attacking others in his numerous 
published writings—is here granted 
without intending any precedent. 
However, ARTNeEws’ policy is to 
cover all one man shows as com- 
pletely as possible, for the record; 
and so we are pleased to reprint the 

not to 

€spe- 

excellent review (with which we 

heartily concur) of Frederic Taubes’ 
exhibition by our colleague, Mr. A. 

L. Chanin, of the New York Sunday 
Compass: 

“Theoretically, an art critic, un- 
like a human being, should be as 
objective as a machine; he should 

find, miraculously, some _ device, 
some state of mind, in reviewing 

paintings, which excludes any per- 
sonal preference or viewpoints. This 
is in actuality impossible; the hv- 

London continued from page 51 

here are the illustrations to Shakes- 

peare, Spenser, Milton, Homer; large 

compositions in oil, some academic 

and conventional, then again entire- 
ly original and of the most amazing 
imaginative power. Here, too, is the 
Nightmare which first brought Fu- 
seli fame, with the terrifying horse 

which looks through the bed cur- 
tains, and the painful contortions of 
the sleeping girl’s body; the Titania, 
Bottom and Fairies, in which real- 
ism and fantasy are strangely com- 

. pseudo-old 

man, pesbenal element always enters 
extent. 

“Frankly, in viewing the paintings 
of Frederic Taubes, wnose exhibition 

his for thirty 
years, | find it impossible to detach 
my dislike of his books, columns and 

persistentiy attacking the 
leaders of art, from my 
judgment of his paintings. 

“tlowever, since the gallery visitor 

to some 

covers development 

essays, 

modern 

is immediately confronted with pre- 
laubes’ latest 

book, and is thereby placed in the 
position of linking the writings with 
the the may do the 

same. 

“Taubes, 
books on art in ten years, who has 
lectured in some fifty and 

contributed to encyclopaedia year- 
books, calls Matisse ‘indolent, impo- 
tent, flaccid ... inept... 
lof] no more than wall- 
paper, or a smart maga- 

zine.” mural Guernica is 
‘agitated doodling, inflated to mural 
proportions.” ‘Abstract art affords 

to the frustrated and artisti- 
cally handicapped.’ 

“However, not abstract art, 
but all art styles can become a ref- 
uge to the ‘frustrated and artistically 
handicapped, namely, the non-crea- 
tive, sterile painter. And in this 
whole presentation of thirty years’ 
intensive work by Taubes, I find 
little evidence of genuine creativity, 
of something expressed personally 
and profoundly. 

“What is present is a slick, skill- 
ful blend of pseudo-romanticism, 

master application of 
paint surface and shallow allegories. 
These allegories feature many hack- 
neyed symbols—the semi-draped wo- 

dreamily at an 
window, Classical sculpture in a stu- 

publication copies of 

oils, reviewer 

who has published ten 

colleges 

shallow, 
significance 

a cover on 
Picasso's 

refuge 

only 

man leaning open 

dio interior, Grecian torsos and 
white birds before a spring land- 
scape; in short, the ideal concept 
of poetic painting for a suburban 
mantelpiece. 

“Taubes’ strongest asset is an 
agile, swashbuckling brush. This 
brushwork hides a multitude of aes- 

thetic sins—disorganized color which 
the jumps from its place in com- 

position, a razzle-dazzle of folds of 
clothing which hides the lack of 
structural form, a monotonous repe- 
tition of breezy blues creating obvi- 

drama against strong reds. 

Taubes is at his best in appealing 
flower pieces. 

“Undoubtedly art forms will 
which will revolt against 

the domination of Picasso or Matisse 
it has always happened in art. But 

ous 

emerge 

I doubt whether Mr. Taubes’ paint- 
ings show the next step.” Prices: 
$175-$1,800. 

bined and all natural proportions 
disregarded in the Max Ernst-like 
figures of the foreground; or the 
deeply felt Solitude, a lonely figure 

of a man seated under a starlit sky, 

a pure flower of Romanticism, 
painted in 1791! The drawings are 
even more wonderful. Fuseli created 
a whole race of lovely women with 
huge limbs, enormous hats, some 
sweet, young and _ pink-cheeked, 
others frowning like the Sybils of 
Michelangelo. He loved and exag- 
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yerated their frills, laces, ribbons, 

‘road bangles, curls and hair rolls. 
t he drew them seated quite in- 

mally, their legs drawn up in a 
position most unusual in the eight- 

nth century. At their toilet, they 
come strange idols, perverse god- 

esses, with powerful necks and 
small, pointed feet and hands. 
This exhibition, too, met with a 

relatively cool reception in the 
capital. Some of the London critics, 
instead of introducing the highly 
complex figure of Fuseli, who had 
an interesting literary background 

and an influence on Blake, called 

him a freak and a bore. Many of 
those who saw the exhibition were 
puzzled by the obvious perversity of 

come of these works. But, after the 

frst shock, their beauty must have 

convinced even the uninitiated. In 
the provinces the public is a priori 

more grateful. 

ee 

Groups, new and old 

“London-Paris” is: the title of an ex- 
hibition of new trends in painting 

and sculpture, illustrated by the 

work of sixteen artists. For this en- 
terprise the Institute of Contempo- 
rary Arts has taken over the New 
Burlington Galleries which appear 
in new splendor, with a most satis- 

factory lighting system. It may be 

i at once that this is one of the 
best displays from the point of view 
i¢ exhibition technique London has 

seen for many years. If former shows 
| organized by the Institute have suf- 
fered from overcrowding, this one 

has been limited to carefully se- 
lected works, related to each other 

in character, and surrounded by am- 
ple breathing space. The selection, 
at the same time, through its 
very insistence on one type of 
art, has given rise to a good many 

| questions. Behind it was obviously 
one taste, one conception of modern 
art, and it would be interesting to 
know whether it is this type of 
painting and scalpture—highly so- 

phisticated, intellectually conceived, 
infuenced by a knowledge of litera- 
ture and the work of other, often 

Chicago continued from page 51 

through a charcoal drawing, to the 
watercolor. He usually works inside, 
since his paintings are more often 

ynthesized accumulations of mental 
mages rather than direct represen- 
lations. He solves the problem of 
preserving white lines in such linear 
pieces as The Mystery of Numbers 
by drawing on the paper with bees- 
wax, 

In May, the Library Art Room 
will present another artist-teacher 
of the AAA show, Rainey Bennett. 
Although classified as a teacher by 
the Chicago Art Educators Associa- 
tion, Bennett has devoted the past 
years to advertising art, mainly be- 
cause he found the flexible hours 
more congenial than the rigid time 
schedule of classes. His recent port- 
folio of pen-and-ink drawings are 
miraculous compilations of detail. 
In The Forest, these minute obser- 
vations of nature depict the dilem- 
ma and indecision of twentieth-cen- 
tury life. A third artist-teacher from 
the AAA show, Vera Berdich, who 
teaches at the Art Institute school, 
s being given a one woman exhibi- 

APRIL 1950 

more fertile artists; sometimes hov- 
ering on the borderline between ab- 

stract and figurative art; never col- 
orful, never outspoken, never emo- 
tional, never vital—which the Insti- 
tute has chosen of all the contem- 
porary trends for support. Another 
element common to all the exhibi- 
tors is that of youth: Lucian Freud 
(shamelessly naturalistic, under a 
cloak of a poetic approach) and 
Craxton were born in 1922, and all 
the artists here are under fifty. This 
is perhaps why they appear so ter- 
ribly serious. The only one who 
shows a sense of humor combined, 
in his smaller works, with grace, is 
the sculptor McWilliam. Among the 
French, the most gifted is undoubt- 
edly the former German, Hans Har- 
tung, who experiments with new 
shapes and new color combinations 
of a frankly abstract kind. 

The private galleries of the West 
End are only recovering from th: 
general paralysis which is always 

the herald of elections. One of the 
most important exhibitions shown is 
that of French painting in 1830 at 
Wildenstein’s. This will be followed 
in May by one of paintings inspired 
by the art of the ballet and em- 
bracing artists as different as the 

President of the Royal Academy, Sir 
Gerald Kelly; experienced masters 

of the stage such as Cecil Beaton 
or Oliver Messel; and the avant- 
garde, including Colquhoun, Le 
Brocquy and the recently so success- 
ful Prunella Glough. The Adams 
Gallery will, on April 12, show 
works by Jean Pougny, a member 

of the school of Paris, of Russian 
origin and better known in New 
York than in London since his ex- 
hibition at Knoedler. Lefevre, after 
having moved to Bruton Street, will 
open their new galleries with an 
exhibition of recent works by Raoul 
Dufy. Here the new subject matter 
of a landscape artist who has sud- 
denly taken to painting interiors will 
meet with the greatest interest. This 
will later be followed by an impor- 
tant exhibition of paintings and 
sculptures by Degas. 

tion in the Art Institute’s print de- 
partment (to April 23). Her experi- 
ments in metal plate mediums show 
the influence of Hayter, who com- 
muted from New York last year to 
teach a special class at the Art In- 
stitute school. 

William Stipe, who is in his third 
year of teaching painting and draw- 
ing at Northwestern University, has 
a one man show at the Little Gal- 
lery for the month of April. Like 
most artists who depict Midwestern 
architecture in detail, Stipe exhibits 

signs of a Victorian hangover, an 
obsessive interest in the whimsies of 
the Elegant "Eighties. To accentuate 
the crumbling effect of these ruins, 
Stipe distorts the perspective in his 
drawing, making the buildings lean 
tensely to the right and left. The 
white areas in Facade, as in all his 
watercolors, are added with opaque 
pigment, because the artist uses a 
warm, soft textured paper. A result 
of this is a general low-key effect 
with few brilliant passages of hue. 
Pattern is the most important ele- 
ment in Stipe’s work and all his 
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gouaches and watercolors are care- 

fully textured with pen lines. The 
most exciting part of his exhibition 
are the black-and-white batik prints 
which have a force and power that 
seems almost antithetical to his 

other pieces. 

Stanton and Filipowski 

Well worth a spring ride to the sub- 

urbs is the Louise Stanton show 
this month at Leonard Linn, 819 
Chestnut Court, Winnetka. A young 
artist who studied with Archipenko 
at the Yale School of Art, 

Stanton has achieved a method of 
seeing that permeates into the small- 

est particle of her work. Outstand- 
ing are her watercolor pencil pieces 
in which she has used shavings of 
the pencil plus deft manipulation of 
wet and dry paper to create tex- 
tures. Although many of these, such 
as Wasteland, seem completely ab- 
stract, they are actually based on 

the terrain of Aspen, Colorado and 

its environs, and echo the mood of 
the landscape in an almost Oriental 

Louise 

Los Angeles continued from page 

cities that suffered A-bomb attacks. 

Deutsch knew both Hiroshima and 

Nagasaki. 
Lorser Feitelson, the most recent 

of the pioneer settlers in Southern 
California, has been an active cata- 

lytic agent in the art life of the 
community since 1930. Born in Sa- 
vannah in 1898, Feitelson received 

his first drawing lessons from his 
father, a businessman of that city. 

At fifteen he studied in the studio 
of Karl Tefft in New York and 
since then has had: an analytic 
cast of mind that attracted him to 

the compositions of the old masters. 
In keeping with this viewpoint, 
Feitelson’s earlier work, such as 
Artist and Model, 1920, is a care- 
fully ordered, rhythmically positioned 
painting. Mood and color are low 
keyed as the close values support 
the linear definition of the dominant 

forms. 

From 1933 to 1944 Feitelson was 
a leader in a post-surrealist group ~ 
in Los Angeles, and returned to the 

importance of the image as a method 
for symbolizing emotional experi- 
ence. In contrast to the surrealists, 
the juxtaposition of images remained 
consciously cerebral rather than au- 

tomatic. More recently, Feitelson has 
evolved his own non-objective style 

in which vertical space takes prece- 
dence over depth perception. His in- 
tention is to “embrace space and to 
express volume in the voids of the 

painting.” 
In perhaps the most successful of 

his untitled abstractions, certain bit- 
ing forms become so aggressive that 
they seem to threaten the spectator. 
More than any of the others, this 
painting establishes a definite mood 
through non-recognizable forms mov- 
ing in perpendicular space. Feitel- 
son’s credo, based on the primacy of 
structural order in painting, repre- 
sents for him “the ultimate obedi- 
ence to nature.” He seeks to retain 
an analytic consistency within the 
picture so that “each painting cre- 

ates its own finality.” His credo is 
demanding, not only of Feitelson, 

but equally of the average spectator. 
The fourth member of the quintet, 

manner. When using brushed on, 
wet watercolor, the artist combines 

a print-like precision of dark shapes 
with soft washes of lighter color, as 
in Mountains, Aspen, Colorado, 

While colors in her watercolors 

are delicate, those in her caseins 

and oils are strong. Miss Stanton 
handles a difficult combination of 
reds in one of her series of Roof- 
scapes with a subtle maturity. Like 

series, the Roof- 

scapes explore the television and 
radio aerial silhouette of the mod- 
ern metropolis in an abstract and 
well-designed group of paintings. 

Leonard Linn continues his good 
judgment in selecting artists for ex- 
hibition with a survey of the past 
four years’ work of Institute of De- 
sign-trained Richard Filipowski in 
May. Entitled “46-47-48-49,” the 
show includes sculpture, paintings 

and drawings executed with that 
special type of vision that has come 
to be an easily recognized trade- 

mark of the Chicago editions of the 
Bauhaus. 

her Skyscapes 
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Knud Merrill, has been, at one time 

or another, a ceramicist, designer, 
painter, champion swimmer and au- 

thor of A Poet and Two Painters 
(his memories of D. H. Lawrence). 
Born in 1894, Merrild came to the 
United States in 192], arriving in 
Los Angeles two years later. He 

studied at the Arts and Crafts School 
and the Royal Academy of Fine Arts 
in Copenhagen, and in 1919 was a 
founding member of Avendt Kunst, 
a society to further functionalism in 
the arts and crafts. As a_ painter, 
Merrild has followed a_ peculiarly 
personal development, constantly ex- 
perimenting with processes and con- 
cepts. Among his earliest paintings, 
in a modified cubist manner, is a 
series of famous athletes in action. 
His Portrait of Suzanne Lenglen, 
1924, is as precisely stylized as an 
entrechat. 

Merrild’s feeling for materials led 
logically to abstract space construc- 

tions employing a wide range of tex- 
tures and substances. In Volume and 
Space Organization, 1933, such ma- 

terials as wood, wire, plaster, glass, 
metal and sandpaper direct percep- 
tion through tactile responses as 
much as pictorial form. In recent 
years Merrild has evolved what he 
calls “flux paintings” in which the 
flow of materials dictates the final 
results. It is only after the fact that 
Merrild interprets what has been ac- 
complished. So long as “flux paint- 
ing” excludes human controls it is 
dificult to see how it can be con- 
sidered an art form. Merrild himself 
says, “whether or not it’s art, it is a 

new visual experience.” 
S. Macdonald Wright is best 

known as the co-founder, with Mor- 
gan Russell, of the synchronist 

movement, 1912, the only movement 
in modern French art sired by Amer- 
icans. A man of wide interests, 
Wright studied at the Sorbonne and 

the Ecole des Beaux Arts. He stud- 
ied aesthetics under Focillon but 
also was absorbed in philosophy, 
French literature, comparative reli- 
gion and wrote his thesis on “The 
Tactical History of the Campaigns 
of Napoleon.” The synchronists held 
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their first exhibitions in Munich and 
Paris in 1913—the days when each 
new movement was accompanied by 
a manifesto and noisy controversy. 
This background forms a dominant 
thread running through all of 
Wright’s work, for it was the aim 
of the synchronists to produce a 
plastic third dimension through the 
tendency of colors to move in space. 
By using pure color in an abstract 
composition, Wright and Russell 
were an instrumental force in en- 
larging the palette of the cubists. 
Wright continued to paint as a syn- 
chronist until 1921. In this exhibi- 
tion, an early work, Conception Syn- 
chromy, 1916, induces a centrifugal 
eye-path primarily through the use 
of pure, intense, working color. The 

painting possesses a vitality and 
contemporaneity of spirit that sur- 
vives the intervening years. 

In 1921 Wright shifted his atten- 
tion to Chinese and Persian art and 
after 1923 he introduced Oriental 
motifs in his painting in conjunction 
with “flat tonalities and non-exten- 
sive picture planes.” As a student 
of Chinese language and culture (he 
is currently re-translating the Can- 
ons of Hsieh Ho), Wright seeks to 
put Buddhist themes and values in 
his work. Sacrifice of the Hair, 1950, 
a painting indebted to Wright’s syn- 
chronist color theories, fuses Orien- 
tal and Western sensibilities. Here 
is iconographic impact, perhaps lim- 
ited to students of Buddhism, that 
is composed in fragmented flat 
planes only possible to a contem- 
porary painter. 

Henderson, Ewing, Bear 

Associated American Artists in Bev- 
erly Hills recently departed from its 
policy of exhibiting representational 
paintings long enough to show the 
spirited abstractions of Gilbert Hen- 
derson, the latest Wunderkind to 

erupt on the local scene. Henderson 
is a member of the postwar genera- 
tion, who, in contrast to the older 
men showing at Los Angeles Art 

San Francisco continued from 

cessful release from the stranglehold 
of the masters of modern French 
painting. Nature and subject matter 
as points of departure for the cre- 
ative process have been disavowed. 
Conscious knowledge about the ele- 
ments of form and color composition 
is regarded as intellectualism—the 

greatest enemy of all. Picasso, 
Braque and Klee were all right fif- 
teen years ago, but their day hes 
passed. “To be free, to let go!”—is 
the cry that so many ot the new 
pictures seem to give out. It may be 
that the full circle of trends in mod- 
ern art has hereby been reached. 
At every stage of develupment since 

the inception of Impressionism a 
strong intellectual component has 
usually been present. Here and now 
it is despised in a reactive wave that 
out-intellectualizes the former intel- 
lectualism. The aim is to produce 
painting that will elude criticism 
and analysis and address itself whol- 
ly to the immaterial non-objective 
world of the spirit. Such a goal is 
unattainable because, except for 
literary and unconscious psycho- 
logical content, the language of any 
painting can always be made clear 

Association, seem to have assimi- 
lated experimental advances through 
their pores, benefiting from the dif- 
ficult spadework of the pioneers. 
These paintings run the gamut from 
semi-abstractions and stylized sym- 
bols to improvisations in pigment. 
Even Henderson’s static composi- 
tions are charged with energetic 
authority and an uninhibited sense 
of color. Now twenty-five years old 
and the product of local art schools, 
Henderson has been painting since 
the age of eight, except for a two 
year hitch in the Marine Corps. For 
these younger men, the canvas has 
a native life of its own, accessible to 
the spectator, but retaining its de- 
tachment from everyday life. 

Donald Bear, Director of the Santa 
Barbara Museum, somehow finds 
time to carry on a career as a paint- 

er in addition to his other activities. 
Bear’s show at Jepson Art Institute 
(to April 14) consists of pastels, 
pen-and-ink drawings and watercol- 
ors, all executed in a fresh and 
highly personal vein. A dominant 
characteristic of Bear’s work is his 
agitated line, importing force, tex- 
ture and direction. This reviewer 
particularly liked the black-and- 
white studies of trees pervaded with 
that kind of animism which attrib- 
utes human spirit to nature. 

Another painter who has found a 
rich source of subject matter in 
nature is Edgar Ewing, who shows 
at the Chabot Gallery. At present 
on the faculty of the University of 
Southern California, Ewing was 
granted a Tiffany Scholarship for 
studies of Bryce Canyon in Utah. 
These paintings, in diminutive scale, 
render the changing play of light 
and color on resonant rock forma- 
tions. Masses are reduced to their 
bare essentials by a crisp, hatched 
painted line. Ewing has refreshingly 
avoided Western landscape clichés 
and does accomplish his aims. How- 
ever, by eliminating clues to the 
scale of his subject, Ewing deprives 
his problem of its fullest realization. 
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to the trained observer. As long as 
a painting exists on a flat surface 
and has a bounded format, any kind 
of image or manipulation of color 
can be analyzed critically. The most 
positive common factor in this paint- 
ing is the general adherence it 
shows to the law of the picture 
plane, the most basic premise in 
modern ideas about space composi- 
tion. 

Faults and flairs 

The only fair criticism that can be 
made of the new movement is that 
it sometimes relaxes its own critical 
sense. Occasionally the color gets 
muddy and overloaded, at other 
times, too raw and harsh. When 
strong space effects develop uninten- 
tionally it sometimes appears that 
no background of knowledge is there 
to solve the problem. Either knowl- 
edge or profound intuition about 
form are requisite. The following 
painters are obviously sensitive, 
searching and vigorous artists who 
merely need more certainty and con- 
trol: Richard Ayer (Bank of Cali- 
fornia Prize, $100), Walter Kuhl- 
man (Honorable Mention), Frank 
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Lobdell (San Francisco Bank Prize, 

$100) and John Hultberg (San 
Francisco Art Association Prize, 

$250). It is interesting that when 
George Abend in Untit/ed achieves 

such a happy integration of colors 
and romantic amorphous shapes the 
particular idiom in which he works 
does not intrude itself at all. In good 
painting it either is so or becomes 

so with the passage of time. 
A totally different 

modern painting is exemplified by 

the leadership of Margaret Peter- 
son. Her work tends to combine 
the form of Picasso with primitive 
or archaic motifs and her influence 
is particularly notable in the work 
of Frann Spencer, who won the 
Anonymous Bank Prize of $100 for 

a powerful, flat-pattern Figure, and 
in that of Marie Sandow, winner 
of an Honorable Mention for Still- 
life, brilliantly 

abstract, open-color idiom. 
The rest of the prize winners are: 

Raymond Tom (William Gerstle 
Memorial Prize, $100), who showed 

one of the few recognizable though 
strongly patterned figure composi- 
tions, The Two of Us, an altogether 

charming picture full of fantasy; 

Joel Bartlett (Anglo California Na- 
tional Bank Prize, $100), for 
Untitled; Erle Loran (Artist’s Coun- 
cil Prize, $250), for Ancient Forma- 
tions; and Honorable Mention went 
to: Leonard Edmondson, a_ geo- 

metric precisionist; Walter Kuhl- 
man, Richard L. Nelson and Peter 
Shoemaker. 

A few of the young painters of 
real promise included in the show 

were: Sam Francis, Michael Frary, 
Myoko Ito, Ynez Johnston and Edna 

Stoddard. Just a few of the well 
established exhibitors were: Mar- 
garet Tomkins, Felix Ruvo'o, Miné 
Okubo, James McCray, Ward Lock- 
wood, Stanley Hayter, Richard 
Haines and John Haley. 

Exhibitions at the same museum 
of pictures by Kandinsky, Morris 

Graves, Mark Tobey and Kenneth 
Callahan exuded refinement, taste 
and sensitive quality, but hardly 
created a puzzled murmur in the 
company of the big show just re- 
viewed. 

approach to 

composed in the 

Drawings for backgrounds 

At The Legion of Honor is another 
big show, of more highly selective 

quality, called “Large Scale Draw- 

ings by Modern Artists,” chosen and 
installed by Jermayne McAgy. The 
exposition spirit is even more pro- 

nounced here and the installation is 
so architecturally compelling, with 
alternating diagonal walls and large 

Renoir and the picturesque continued from page 35 

with himself and changed over to 
the closed and precise line and the 
smooth modeling that characterize 
his “neo-classical” phase, which 
lasted until 1887. He continued on 

a high level during this period, re- 
taining Impressionist color in spite 
of himself, yet I for one marvel at 
why he chose to become dissatisfied 
precisely when he did.) 

If we miss some final, highest 
realization in even the Renoir of the 
early ‘eighties it may be because 

that is still the picturesque Renoir, 
who was something of a bourgeois 

it: 4 
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ing; 
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low tables centrally placed in t 

room-like enclosures, that the 

ten and twelve foot drawings }! 

come almost subsidiary to the tora! 
spectacular effect. The works ar 

mainly non-objective, but fall jyy 
two categories: first, those that bex 

the title of Untitled and deal ger 
erally with large amorphous shape 

as in work by Hassel Smith, Jag 
Jefferson, Elmer Bischoff and Rie, 
ard Diebenkorn; and second, thoy 

that use line for decorative ap) 
structural effects, achieving intricay 
textures and total surface unity, x 
in work by James McCray, Adeline 
Kent, Claire Falkenstein and Mj 
ton Cavagnaro. The work by Cly 
Spohn, Number 12-27-49, is a com 

bination of the two styles and on 

of the most exciting pieces in the 
show. Milton Cavagnaro, working 
with intricate linear additions 
achieves the effect of elegant wall 

paper or fabric. He uses motifs tha 
suggest the jewelry designs in which 
he excels. 

These works seem potentially use. 

ful and attractive in terms of back. 
ground—as screens and_ wallpaper 
decorations. They exude far more 
creative vitality than any other dee. 
orative panels I have seen. Those 
that are architecturally neat and 

concise would remain restful as dee- 
oration; those that are turgid, amor 

phous and fu!l of dark shapes could 
provide infinite free associations, like 
the Rorschach ink-blot test card 
they often resemble. 
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Mundt and others her 

An adjoining gallery holds sculp . 
tures by Ernest Mundt, a superb] ~ 

craftsman who works with metal, | Nev 
sometimes defining cubed space with | 4;,, 
wire, in other pieces using sheets of | «= 
copper and brass to make impressive rs 
volume structures. Curved wire and | =p 
tubing are often used with fine | jn 
linear effects as well as those of j !i: 
volume. Only when the form is too a 
decorative is there any disappoint- * 
ment in this highly skilled produc a 

tion. A work called Progress and | *e 
Tradition, rich in its combination | (aj 
of volume, wire axes and small dises, - 

is one of the most fascinating, and | ix 
from the collector's standpoint ome — 
of the most sumptuous pieces of ei 

modern sculpture that could be re 
found to decorate the modern home. |»; | 

Other shows at the same museum a 

are by George Post, solid, forth | ith 
right watercolorist; Ray Bertrand, a 
experimental lithographer; and fot } ris 
conservative taste the sculpture and } 7° 
drawings by Dorothea Greenbaum | li 
and the exhibition of “Thirtees i 
Watercolorists.” a 

Kil 

and aimed at limited objectives. The 
limits are set high, but we expet 
an artist of his caliber to strive ® 
go beyond what he knows about 
himself—not only to change his style 
and explore, but also to attain 
revelations. This does not happen a 
the Wildenstein exhibition. The pit 
turesque, no matter how wisely 
suavely used, is a limitation. To 
Renoir transcend himself we have 
go to the two large late pictures 

But still—what a profusion @ |' 
pleasure there is at Wildensteim’ 

and how ungrateful it is to carp # 

ne 

“Up 

pli 

ART NEWS 



in t 

he ya 
Ngs by, 

he tot, 
rks gy 
all inty 

lat be 

al gen 

shape 

h, Jack 

d Rich 
1, thos. 
ve and 

ntricat, 

nity, a 

Adeline 
nd Mil. 

vy Clay 

a COM: 
ind one 

in the 

working 
ditions, 
nt wall. 
‘ifs that 
n which 

ly use. 
f back. 
allpaper 
Tr more 
ier dee. 
. Those 
at and 
as dee. 

1, amor 
*s could 
ons, like 
t cards 

; sculp- 
superb 
metal, 

ice with 
heets of 
pressive 
ire and 
th fine 
hose of 

1 is too 

a ppoint- 
produc: 
ess and 
bination 

1] discs, 

ng, and 

int one 

eces of 
uld be 
n home. 
museum 

, forth 
ertrand, 

and for 
ure and 
enbaum 

Thirteen 

ves, The 
expect 

strive to 

s about 

his style 
ttain % 
ippen al 

The pic 
ely and 

To 
have to 

pictures. 

sion 
nstein's 
carp # 

RT NEWS 

. a foaming, pouring, shimmering 
ofusion like nothing else in paint- 

pictures that are spotted and 

it 

pr 

ing; 
woven with soft, porous colors, and 

look in themselves like bouquets of 
fowers (so that whenever the actual 
image of a bouquet appears it tends 

to be a superogatory presence) ; pic- 

tures whose space is handled like a 
fluid that floats all objects to the 
surface; pictures in which our eyes 
swim with the paint and dance with 
the brush-stroke. Never anywhere 
else, except perhaps in the Orient, 
have luxury objects been lifted to 
such a high plane of art. 

Coming auctions continued from page 11 

Lancashire dining chairs; and a 

George III hexagonal table. 

Modern paintings and drawings 

From the collection of various own- 

ers come modern paintings and 
drawings including Toulouse-Lau- 
trec’s The Clowness, a landscape by 

Matisse, portraits by Renoir, 

, figure piece from Picasso’s “rose” 
period and works by Pissarro, Chi- 
rico, Utrillo and others. The sale 

will be held at Parke-Bernet on 
{pril 20, after show from April 15. 

two 

Furniture and decorations sales 

sales of furniture sched- Of three 

The print collector continued 

have her knowledge, skill and sense 

of design. She has used a circular 

pattern in Farming and Marble 
Quarry. Close examination of these 

blocks will prove them to be a 

graphic exegesis of the medium and 
its tools. Scorper, graver and mul- 
tiple tools have all been used with 
her great knowledge and dexterity. 
The results are completely fascinat- 
ng and satisfying. 

check list 

Afro, Bombelli et al; 24 lithographs by 
# many contemporary Italians, portfolio, Ed. 
20, $6 (Wittenborn-Schultz). 
Amero, Emilio: The Harmonica Player, litho- 

gaph, 9%x1254; Ed. 25, $15. The Sea Shell, 
thograph, 12%x9%; Ed. 25, $15 (Weyhe). 

Barrows, Charles: Seascape #1, serigraph, 
Inl4; Ed. 50, $10. Seascape, #2, serigraph, 

tl4; Ed. 50, $10 (Nat'l. Seri.). 
Bishop, Isabel: In the Bus, drypoint, 5x34; 

i. 200 (Miniature Print Soc.). 

Braque, Georges: Still-life, color lithograph, 
19%; Ed. 74, $120 (Buchholz). 

Breneiser, Stanley, G.: Spirit Flower, wood- 
ngraving, 6x8; Ed. 20, $10. 
Calkins, Loring Gary: Fisherman’s Wharf, 
Son Francisco, etc hing 9x74; Ed. 100, $40. 

de Carava, Roy: Liberation, serigraph, 
4x9; Ed. 29, $10 (Nat'l. Seri.). 
(ohn, Max Arthur: On the Beach, seri- 
taph, 12x17; Ed. $50, $12 (Nat'l. Seri.). 
Elliott, James A.: Shut-in, Monhegan, etch- 
mg, 6x8%; Ed. 10. 
Fossum, Syd: Village Store, serigraph, 14x 
); Ed. 40, $15 (Nat'l. Seri.). 
tardner, Robert: Boy with a New Toy, soft- 
ground etching, 8%x6; Ed. 20, $10. We, 
thograph, 11% x714; Ed. 25, $15. 
Hankins, Abraham P.: Indian Love Song, 
ergraph, 8x414; Ed. 25, $12. Once Upon a 
ime $1, serigraph, 14x10%; Ed. 8, $25. 
mee Upon a Time #2, serigraph, 14x10%; 
‘@. 7, $25 (Nat'l. Seri.). 
Hieken, Philip : Girl with Clarinet, serigraph, 
“12; Ed. 45, $25 (Nat'l. Seri.). 
Hopf, Ernest: Rank and File, serigraph, 

New prints: 

“orld; Ed. 40, $7.50. The Window, eeri- 
raph, 17x24; Ed. 45, $30 (Nat'l. Seri.). 
Kiley, Robert Leland: Bacchanalia, seri- 

uled at Parke-Bernet for the end of 
April, French provincial furniture 
and decorative objects belonging to 
Mme. Anna Guerin will come on the 

block on April 21 and 22, after a 
public viewing from April 15; another 
furniture and decorations sale will 
take place on April 27 and 28, after 
exhibition from April 22; and a 
sale of American furniture, prop- 
erty of Warren Ross and others, to 

be held on April 29, after display 
from April 22. Included are an 
eighteenth century Goddard-Town- 
send writing desk, a Philadelphia 
chest-on-chest and a small Shera- 

ton sideboard. 

from page 10 

graph, 14x19; Ed. 30, $20. Herodias and 
Salomé, serigraph, 19x14; Ed. 26, $25. Joseph 

and Brothers, serigraph, 19x14; Ed. 25, $25. 
Moses, serigraph, 16x131%4; Ed. 21, $15. My 
Cat, serigraph, 19x74; Ed. 32, $10. Pelleas 
and Melisande, serigraph, 19x14; Ed. 34, $20. 
Reclining Torso, serigraph, 8x19; Ed. 30, $10. 

Serenade, serigraph, 13x16; Ed. 14, $20 
(Nat'l. Seri.). 
Landeck, Armin: One Way Street, 
ing, 10%4x14; Ed. 50, $24 (Kennedy). 

Landon, Edward: Forms in White, serigraph, 
12x16; Ed. 30, $10 (Nat'l. Seri.). 
Lathrop, Dorothy P.: Ghost Flowers, wood- 
engraving, 7%x5; Ed. 100, $12 (Kennedy). 
Leighton, Clare: Farming, wood-engraving, 
914x9\; Ed. 50, $25. Marble Quarry, wood 
engraving, 944x914; Ed. 50, $25 (Kennedy). 
Robert Lowell: Wet Street, lithograph, 7%4x 
544; Ed. 10. 
Macpherson, Marie R.: Spring Fantasy, 
serigraph, 1814x28; Ed. 50, $25 (Na’*’l. Seri.). 
Margulies, Joseph: Along the Harbor, aqua- 
tint, 9x12; $25. Blessing the Sabbath, color- 
aquatint, 9x12; $35. Delving into the Torah, 
color-aquatint, 9x10%; $35. Absorbed in the 

Talmud, color-aquatint, 8144x9%; $35 (Ken- 

nedy). 

Mark, Henry: Colloquy #1, serigraph, 12x 
10%; Ed. 25, $12. Colloquy 32, serigraph, 
12x10% ; Ed. 25, $12 (Nat'l. Seri.). 
von Neumann, Robert: The Vet Menders, 
woodcut, 11x814; Ed. 200 (Woodcut Soc.). 

Newton, Edith: Home in the Wilderness, 
lithograph, 914x12%; Ed. 50, $15 (Kennedy). 
Quest, Charles A.: Christmas Eve, wood- 
engraving, 44x12; Ed. 25, $25. Day of Judge- 
ment, wood-engraving, 4%4xl2; Ed. 15, $25. 
Etching Press and Equipment, color-block, 
9x12; Ed. 20, $25. Furnace, wood-engraving, 

12x8; Ed. 25, $25. Still-life with Gourds, 

color-block, 44x12; Ed. 20, $25. 
Shokler, Harry: Vermont Sugaring, seri- 
graph, 14x18; Ed. 175, $15. Woodshed, seri- 
graph, 1344x15%; Ed. 65, $15 (Nat'l. Seri.). 
Steinberg, Harris B.: For the Last Time 
. « + Color-aquatint, 8%x174%; Ed. 50, $18. 
My Learned . . ., color-aquatint, 8%x17%; 
Ed. 50, $18. Your Honor .. ., color-aquatint, 
6x8%; Ed. 50, $12 (Kennedy). 
Taylor, Prentiss: Academy Self-Portrait, 
lithograph, 1544x944; Ed. 25, $18 (Kennedy). 
Veronesi, Luigi: 10 Formes, 1949, portfolio 
of 10 color-stencil prints, Ed. 18, $32 (Wit- 
tenborn-Schultz). 

Wendel, Jack: Hermit’s Shack, Danby Moun. 
Vermont, lithograph, 64x9%; Ed. 10. 

Irvin Haas 

engrav- 

tains, 

|. Lipchitz makes a sculpture continued from page 39 

uch of the original surface remains. 
The bronze casting he personally 

‘uperintends at the foundry, over- 

“ing in particular the man who ap- 
plies the patina—one of many for- 
ttlas for oxidation which he learned 
‘Paris. With rasps he reworks the 
‘onze, scratching through the sur- 
‘t to pick out the glint of metal 
inderneath. By temperament, Lip- 
“uz is never finished with a sculp- 
we, its forms continuing to undulate 
“his mind long after the piece has 

WPRIL 1950 

standstill in a museum. 

Miracle 11, which is here shown in 
stages of formation, evolved, as Lip 
chitz’ works generally do, over a pe- 
riod of years. It began with a vague 

hope, echoed all over the world, of 

Israel’s becoming a nation. The cruel 
denial of early attempts to land in 
Palestine seemed to him an omen. 
The early drawings (p. 37) look like 
a suppliant figure, then like a tree 
terminating in desperate, imploring 
hands. The last concept he modeled 

come to a 
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in plasteline, modifying the hands 
into an attitude of hope and worship. 
Looking at the two central planes 
that come together in the middle, 
like a wishbone, “suddenly,” he says, 
“T saw the Tables of the Law in the 
heart of the composition. I thought 
of the story of a battle of the Jews 
against the Maccabees when the oil 

for the lamps was miraculously mul- 
tiplied.” The tree became a seven- 

branch candelabrum with _ finials 
which look both like tiny flames and 
young leaf buds. Miracle 11, which 

politically had taken place a year 

and a half before, was completed. 
Lipchitz’ next job is a Madonna 

for the celebrated modern church at 
Assy in French Switzerland. In the 
same spirit that he completed Mira- 
cle Il, and rewove the theme of 
Classical legends, he takes up the 
challenge thrown to him by the great 
Gothic sculptors. No doubt the ghost 
of Leonardo will stand by him, as on 
other occasions, helping the new re- 
ligious work to soar with the power 
of imagination and belief. 

By Henry McBride continued from page 49 

lively anatomical study in the back- 
ground that shows Kuniyoshi to be 

aware of some of Leonardo’s ideas; 
most of them, in fact, except the 
desire for solidity. The objects in a 

Kuniyoshi picture are seldom weigh- 
ty. This artist prefers lightness and 
buoyancy. 

The have lightness, too. 

They have come to their present 
state of acceptability through culti- 
vation rather than instinct. That is, 
there is now a reliable sense of 

color with which, and 
this prevents jarring notes and guar- 

antees good taste; but the breaking 

up of white light into its component 
parts, the thing which puts the 
Delacroix sparkle into paint, is not 

colors 

whica goes 

there. It may come, since Kuniyoshi 
is a continual student and his color 
now is certainly more of an asset 
than it was twenty years ago. 

The subject matter improves, too; 
less involved with cabaret life and 
more concerned with human states 
of mind. Masks instead of people 
give the mood. In the one called 
Exit there is such bitterness and 
distaste it could be thought a fare- 
well to the whole game of life as 
played at present. In another called 
Disturbing Dream the crashing acro- 

bats, sensitively drawn, again testify 
to an apprehension of a world gone 
wrong. These two, and the one called 
Uy Playground seem to be his three 
best this year. 

Revolution for sculptors continued from page 4) 

pressing him with both its rewards 
in terms of expression and its phys- 
ical arduousness. In fact, the Chi- 
cagoan credits Ferber’s interest and 

enthusiasm for having spurred on 

his own research and experiment in 
the next two rs. 

Convinced now that the sculptor 
need not conceive in one material 
and work in another, he haunted the 
libraries in search of formulas and 
plagued the metallurgical manufac- 
turers, until in 1949 he had demon- 
strable proof of success: a metallic 
material in sheet or powder form 
and a heated modeling tool which 
was both safe and easily managed. 

As one watches the sculptor de- 
monstrate the process, it 
simple, so obviously indicated by 
the level of our technology, that 
one wonders why it has taken so 
long for the right formula to be de- 
vised. Albert works with his hands 
it first, shaping metallic sheets and 
pressing the flexible mass over a 
form. In the case illustrated here, a 
removable plaster dummy becomes 
the base for the mask, and he ex- 
plains that this is just one conve- 
nient way to work. An alternative 
method is to apply the metal over 
an armature, which is retained as a 
permanent part of the sculpture. 
After the large contours of the mask 
have been quickly indicated by a 
light pressure of the fingers, and 
bits of material added or taken 
away here or there, he sets to work 

with the modeling tool. This is a 
light tool, with exchangeable tips, 
electrically warmed to a low-degree 
heat. It is applied without pressure, 
yet wherever it touches, the surface 
is smoothed and solidified, and the 
metal is gently directed. New pieces 
of material can be added at any 
stage, and are immediately annealed 

seems s0 

* 

under the heat. If some part needs 
to be opened up or removed, the 
tool pushes through the mass with 
unbelievable The surface is 
smoothed by repeated applications 
of the modeling tool, and of course, 
with abrasives can even be brought 

to a high polish. The metal used in 
the demonstration has a bright sil- 
very sheen, but one of the new fea- 
tures of the process is an alternative 
material which develops a soft, mat 
quality as it is worked. After the 
sculpture is finished, a limitless va- 
riety of patinas, including brass and 
bronze, can be given either surface 

by the use of acids, or the entire 
sculpture can be electroplated. 

As Albert presents his completed 
mask for inspection, he thumps it to 
prove its durability. “And this,” he 
stresses, “is the true surface of met- 
al, not the wax, clay or plaster sur- 
face of a cast piece!” 

One thing is clear: this is not a 
material that restricts the artist or 
even insistently qualifies his vision, 
but rather one that obeys his im- 
pulses implicitly. Like clay and other 
non-resistant materials, its limita- 
tions are those of the sculptor’s con- 
ception. As it has been used by 
Ferber, the method has wrought no 

important changes in an approach 
that was already vigorous and direct, 
but has enormously lightened the 
physical task. Probably he will con- 
tinue to use the process in combina- 
tion with other techniques, as will 
Albert himself, who also pursues his 
work with molten metals. David 
Hare, having just begun to use 
Modalloy as a supplement to his 
own original experiments with va- 
rious metals, is impressed by its ad- 
vantages in reduced cost and weight. 
And the process should be useful to 
representational as well as to ab- 

ease. 
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$s Inc. act sculptors, as — of Albert's 

3000 FT, ivate pupils, working in a more 

onventional vein, have shown. It 

il] be interesting to watch the re- 

its of so much diverse exploration. 

tring Modalloy is clearly the product 

¢ the sculptural revival which 

“7 stresses a direct attack on metal and 

hich some critics have already rec- 

LL LIFE sonized as flourishing. Logically it 
lO as be expected to give impetus and 

DINING 

L LAKE | Religion and Philadelphia 
t. Seety, 

Corot | fre had his like in New York. 
—____ | But the picture not. For it is 

UNTAIN incredibly wrong. Even were it a 

0 fitian Resurrection I would still say: 
Samp Life |‘Not for the ballroom”; and _ this 

epted =| ne is by no means a Titian. It is not 
ven a Signorelli. It ties up in one 

way with the great Signorelli murals 
lle, N.C. o the cathedral at Orvieto by being 

ri religious. That is the supreme sin. 

—— jt is practically the sin against the 
HOOL Holy Ghost. What alibi may be urged 

for Signorelli I have not discovered, 

7.0064 but in the Franklin Watkins case I 
a should say the fault is strictly Phila- 

lelphian. The mass-repressions of 
vhaviorism that prevail in the city 

blic vvere almost to the point of Stalin- 
im, you can’t do this, you can’t do 

——— } that—would necessarily result in just 

sch a Resurrection as the one be- 
fore us. Instead of conceiving it on 
his bended knees as he should have 
Jone, our artist must have gone to 
the museums for his ideas, stopping 
on his way to and from the museums 
for visits to the cinema. The gestures 
inhis Resurrection are as forced and 
extravagant as those in the Edith 
Cavell of the late George Bellows, 
and as a result the scene is enacted 
much as it would have been done 

ARTS by the Vincent Crummles school of 
acting. Quite evidently the artist 

Approved | Wished to be strong. Like most 
\mericans he yearned for power and 
in the struggle for it his draftsman- 
ship went to pieces, his composition 
fell askew and the colors failed to 
come in on cue. In no way can this 
Resurrection be danced or made mu- 
sic to. Rather it is a cause for tears. 
If 1 make an unseemly to-do over 

one picture that fails in an exhibi- 
ition it is not only because this failure 

‘the most conspicuous thing present, 
mt also because it lights, perhaps 
oo glaringly, the repressions that 

EUM keep the portraits—the main justi- 
feation for having this show—from 

to Paint! 
struction 
Advanced 

inting 
19 Ms. John F. Steinman . . . “a portrait 
eo Still Lite destined to ‘go down’ in the family.” 
ym position 
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perhaps also direction to this move- 
ment. While it can hardly simulate 

the impressionistically-fingered sur- 
face, beloved by the nineteenth cen- 
tury, it offers a new direct quality 
of its own to those who will forth- 
rightly explore it. Modalloy prom- 
ises, too, to relieve the sculptor of 
much physical strain, leaving him 
free to explore his world and mint 
it into expressive and enduring form. 

continued from page 25 

any chance of permanent companion- 
ship in Valhalla with the portraits 
of Thomas Eakins, Franklin Wat- 
kins’ great predecessor in Phila- 
delphia. (Eakins wasn’t much 
esteemed in his day by his fellow- 
citizens.) But Watkins’ portraits are 
certainly civilized and can be lived 
with comfortably by the people who 
own them. Only yesterday I heard 
two able connoisseurs assert that 
they were the best of contemporary 

American portraits, and I had to 
agree with them, though qualifying 
the verdict to myself by the secret 
conviction that this is a bad time 
for portraits. Good as they are I 
cannot conscientiously hail them as 
masterpieces. They are too nice, too 
ill-at-ease, too not-quite-alive for 
that. “In Philadelphia nearly every- 
one” not only “reads the Bulletin” 
but tries to be good, tries to know 
the right people and aspires for a 
knowledge of the arts. But the art, 
naturally, must be respectable. No 
tricks. None of that Salvador Dali 
stuff, you understand.. And in the 

matter of portraits there must be no 
splurge. Understatements, rather. 
One is a gentleman, naturally; or a 
lady, as the case may be. Mr. Mc- 
Ilhenny, himself, in his portrait (p. 
25) is off in a corner, lost amid the 
furniture, as though he, too, were 

bric-a-brac. It’s nicely painted. The 
lady at the piano would, no doubt, 
have thought a Mainbocher costume 
ostentatious and vulgar in a portrait 
destined to “go down” in the family. 
R. Sturgis Ingersoll, in reality one 
of the most , distinguished-looking 
men in all Philadelphia, in his por- 
trait wears disgracefully ill-fitting 
clothes, collapses into a chair nerv- 
ously clutching at what appears to 
be a copy of ARTNews, and gives 
what might be mistaken by some 
for an imitation of Death of a Sales- 
man, So it goes all through the por- 

Franklin Watkins’ portrait of R. Stur- 

gis Ingersoll . . . “Death of a Salesman’’? 
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traits. Vainglory absolutely taboo. 
The color is conventionally good. 
Nothing to alarm the sensitive, noth- 
ing one has to get used to. Taste 
controls it and keeps it down a bit. 
It never quite pulsates as a Renoir 
does, as a Titian does, with a hint 
of the coursing blood beneath the 
skin. A humid atmosphere lurks over 
some of them. At a distance one 
could suspect a curtain of gauze had 
been let down over them. But the 
chatacters are safely entrapped (al- 
ways excepting Mr. Ingersoll’s, of 

course) and the brush strokes are 

agreeable and free from aggression. 
In thus accusing Philadelphia of 

compelling an artist to be a gentle- 

man at any and all cost to his art, 
I am well aware that the accusation 
may have still wider implications and 

that actually I may be accusing mod- 
ern civilization itself. “Can a gentle- 

man be an artist?” I seem to be 

asking. I have long wanted to write 
an essay upon this subject, but have 
hesitated partly because I have never 
been able to accumulate enough data 

on my side of the argument and 
partly because I have never been 
persuaded that I could convince any- 
one of the opposite opinion. For I 
am on the side of the artists. In 
times past I have more than 
had to defend bad boys who were 

good artists, for I held that created 
beauty was in itself an act of faith 
and that consequently Felicien Rops, 
Jules Pascin and the late Sheriff 
Bob Chanler have quite as clear a 
title to God’s Heaven as Fra Giro- 

lamo Savonarola himself. 

once 
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familiar name is Willi Baumeister, 
one of the leading members of the 
Bauhaus group. The other foreign 
countries included are Italy, Canada, 
Chile, Cuba, Mexico and Japan. 

Since so large an exhibition can- 

not be completely reviewed, but at- 
tention can be centered on certain 
features, the general impression can 
perhaps be expressed in the words 

visitor: “They all look so 
As in the case of the 

most of the American 
lithographers are essentially 

painters, and we find also the pro- 
gressive and traditional approach to 
subject matter. Three of the pio- 
neers of contemporary American 
color lithography are Jean Charlot, 
now in Honolulu, Max Kahn of 
Chicago and Russell T. Limbach of 
Middletown, Conn. They have in 

common a complete mastery of the 
medium which each uses in his own 
way. Mexican Dress is a typical 
Charlot in subject and in the use 
of fine, close crayon lines. Cat Walk 
by Max Kahn is broader in handling 
and larger areas of white paper are 
used in the design. Elephants by 
Limbach is carefully and expertly 
drawn; the shape of the trainer’s 
red nose is amusingly repeated in 
the elephant’s trunk. The quality as 
well as the quantity of the American 
section is another significant factor. 

Space with Beacons by Robert J. 
Else of Orangeburg, N. Y., is a 
colorful linear abstraction that sug- 

gests Stuart Davis’ painting as an 
ultimate source. Oedipus by Edward 
Bedno of Chicago conveys its theme 
forcefully with bloodstained hands. 
Prometheus by Franz Schulze of 
Chicago is based on the legend 

of a young 
different.” 

Europeans, 
color 

Art and religion continued from 

their temperaments had fitted them. 
And precisely the same relations be- 
tween religion and art had existed 
when the “Primitives” were using a 
multiform Catholicism as this oppor- 
tunity for creating one partic~lar 
kind of static composition, and when 
the religious were using these works 
as instruments for practicing now 
revivalism, now contemplation, now 
magic. 

From Rome and the Baroque, let 
us shift for ‘a few moments to Tus- 
cany and the Rococo. A few miles 
from Siena there stands among the 

which tells how fire was brought to 
mankind, but the civilizing influence 
of fire has been converted dramati- 
cally into atomic explosion. 

The most immediate and lasting 

impression that the exhibition as a 
whole makes is, of course, color. It 

may be that today color has greater 
sensuous and spiritual value for both 
artist and layman, and is in effect 
therapeutic. There has always been 
an innate desire for color, although 
each age has had its own prefer- 
ence. The modern painter, concerned 
with his inner vision, with the ‘ex- 
pression of his thoughts and feel- 
ings, has already had an apparent 
influence on color lithography and 
on the applied arts. If a changed 
public taste in color is forming, 
lithography with its peculiar bril- 
liance and range may be found to 
satisfy the demand. It may become 
fashionable and popular, and there- 
in lies a danger. Curt Glaser has 
pointed out that in the nineteenth 
century both black-and-white lithog- 
raphy and, later, color lithography 
eventually became for 
copying. This caused the best artists 
to abandon lithography. A tendency 

to use color lithography in this man- 

processes 

ner already exists. If it becomes 

general, a new kind of “chromo” 
may displace original works. This 
is not to deny the value of repro- 
ductions which are obviously useful, 
but to clarify the nature of the 
color lithograph as the nineteenth- 
century masters understood it. An 
original color lithograph is a print 
whose qualities of hue and texture 
depend on the nature of the stone 
and distinguish it from other purely 
original and creative mediums. 
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vineyards a large Carthusian mon- 
astery, called Pontignano. The habi- 
tations of the monks (now occupied 
by a score of peasant families) con- 
sist of three rooms apiece—a kitchen, 

a bedroom and a tiny oratory. Their 
front doors give on to the arcaded 
cloisters, and at the back are little 
walled gardens, where a man could 
grow vegetables and dig his own 
grave. Each of the brethren lived 
independently of all the rest, a soli- 
tary in a community of solitaries, a 
mute among the silent. Most of the 
buildings at Pontignano date from 

Highfield on Cape Cop 
Falmouth, Mass. 
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ART WORKSHOP 
Advanced & Beginners Classes—in all Medium, 

Alice Harold Murphy © Mervin Jule, 
Lawrence Kupferman 

Advisors, lecturers: Thomas Hart 
George Biddle, Frank J. Reilly, Oliver Larkin, 
Walter Kamys, John Goss, Lucie Bayon 
Chaim Gross. ' 

Information en request 
New York address: Mrs. Alice Harold Murphy 

Hotel Chelsea, 222 W. 23 St., N.Y, - 
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For information 
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33 West 8th Street New York City 

OGUNQUIT SCHOOL of 
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on the ocean at Ogunquit, Maine 
G. |. Approved @ College Credit 
July 3-Aug. 28¢ Write 331 E. 55 St., N.Y. 
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WOODSTOCK 
New York 

Summer School of the 

ART STUDENTS LEAGUE 
June Ist through August 31st 

Arnold Blanch Fletcher Martin 
Sigmund Menkes Frank Reilly 

John Taylor 
$25 per month per class, morning 

or afternoon session. $45 per month 
for two classes. $10 per week for 

shorter registrations. 
Illustration Painting ° Drawing ° 

Catalogue available at 

915 W. 57th Street New York 

FRANK J. 

REILLY 
WILL TEACH THIS SUMMER AT 

WOODSTOCK 
HIS WINTER PROGRAM WILL CONTINUE 

PLUS PERSONAL ATTENTION TO 

¢ PAINTING THE MODEL OUTDOORS 
¢ LANDSCAPE PAINTING PROGRAM 
e ATMOSPHERIC COLOR SKETCHES 
e COLOR. THEORY AND PALETTE 

NEW YORK CITY wae AS USUAL 

REGISTER AT . |. APPROVAL 

ART STUDENTS LEAGUE 
215 WEST 67th ST., N. Y. C., N. Y. 

PAINTING GLASSES 
in stimulating cea 
under the guidance of 

TSCHACBASOV 
Creative courses in Painting, Drawing, 
Composition and Etching. Instruction, 
Criticism, Lectures. Beg'nners or Ad- 
vanced Students. Living Quarters. 
Wonderful Vacation—June 15th thru 
August. By Season or by the Week—in 

WOODSTOCK,N.Y. 
Classes. in N. Y. until May 30th 
Write for complete information 

: TSCHACBASOV — 222 W. 23rd St. — N.Y.C. 

working 

PAINT whi'e VACATIONING with the SUMMER 
ART GROUP, 53 mi es rorth of New York City. 
Instructor: A. S. BAYLINSON, roted painter 

and former instructor at Art Students League, 

fepresented in many museums. Session: July 1- 

labor Day. Studio and living facilities on 

Premises. For information write to Pearson 
Summer Art Group, Mountainville, N.Y. 

STUDENTS accepted during month of June, 
without instruction. 

EUROPEAN ARTS TOUR 
7 WEEKS - JULY, AUGUST 
ALEXANDER DOBKIN, Director 

Holland, Belgium, Italy, Switzerland, 
rance. Museums. Galleries. 2 weeks in a 

Villa on the Normandy Coast for paint- 
ing and recreation. Small group. 

$1107 vie air 

{also steamer) 

Apply: Irma S. Jonas, Exec. Sec. 
238 East 23rd St., N. Y. C. 10 
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““Gaily stuccoed over with Rococo twiddles”’ 

of the 

the fourteenth century, but were re- 
furbished by an interior decorator 
of the eighteenth. The church was 

adorned with an enormous high altar 
made of wood painted to iook like 
marble, and the little oratories in 
which the monks said their private 
prayers were stuccoed over with 

Rococo twiddles, till they looked like 

the boudoirs of so many provincial 
Pompadours. To us, with our incor- 
rigible sense of history, this con- 
junction of St. Bruno and Louis 
XV seems grotesquely, impossibly 
inappropriate. But how did it strike 
the monks who actually prayed in 
those oratories? Did they suddenly 
start to think, feel and behave like 

those libertine abbés whom we asso- 
ciate with Rococo decoration? Sure- 
ly not. “Never reformed, because 
never deformed,” the Carthusian or- 
der held on its way regardless of 

changes in aesthetic fashion. In 
their newly plastered oratories the 
brethren continued to meditate on 

death, just as their predecessors had 

meditated when the decorations were 
Baroque or Renaissance, Gothic or 
Romanesque. Styles change; but 
death remains itself, a brute fact of 
every individual’s experience—a fact 
that has no history and to which, 
in consequence, the successive 

changes in the modes of artistic 

expression are completely irrelevant. 
The Pompadourish art in the Pon- 
tignano chapels tells us nothing 
whatever about contemporary Car- 

Erotics and religion contin 

Kali, in both of 

which statues the recessive partner 
(in the first female, in the second 

male) is shown in utter subjection. 
Such symbolism indicates the recog- 
nition that, in this Maya world of 

opposites and double-imaged vision, 
exultant ecstasy has always as its 
complement a subjected agony. On 

the other hand, the emphasis on the 
voluptuous rather than the violent— 
as the mark of Indoid religious art 
molds nearly every fragment. 

From the globe-like breasts of the 
shattered image of an attendant on 
a preaching Buddha to the Buddha’s 

an early, very fine 

mediaeval monastery 
: library 

at Vorau, Ausiria. 

thusian religion. All we learn from 
it is that, when eighteenth century 
Carthusians felt the need of restor- 
ing ancient buildings, the only re- 

storers available were, as we might 

have expected, men brought up in 
the current tradition of art. 

In our own days the religious are 
worse off than were the monks of 
Pontignano. Not living Rococo, but 
the sham antique or some atrocious 
piece of mass-produced bondieuserie, 

is all that they can find for their 
purposes. And yet, in spite of the 
horrors of modern religious art, re- 
ligion in all its aspects from the 
fetishistic to the contemplative con- 
tinues to flourish and to produce its 
good or evil fruits. Man and society 
are, doubtless, wholes; but they are 
wholes divided, like ships, into wa- 

tertight compartments. On one side 
of a bulkhead is art; on the other 
is religion. The level may be high 
in one compartment, low in the 
other. The connection between the 

two is not b-low the water line, but 
only from above, only for the over- 
seeing intellect that looks down and 
can see both simultaneously and 
recognize them as belonging, by 
juxtaposition rather than by fusion, 
to the same individual or social 
whole. 

The above is a chapter from Mr. 
Huxley's new book, Themes and Va- 
riations, which will be published 
April 19 by Harper and Brothers. 
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own secret-sensuous smile of the 

Khmer heads, satiate delight is the 

keynote, not a paraplegic passion. 
Looking at this collection, one 

feels again that art will now prove, 
as it has before, one of the truest 
psychotherapies. Through bringing 
into arresting contrast the comple- 
mentary patterns of East and West 
man today may recognize and bring 
into creative tension his polar con- 
flicts. These forms are the clues to 
a profound psychology and, of 
course, Sanskrit thought provides 

the formulas which these art pat- 
terns illustrate. 

professionals 

for perfect 

pencil 

rendering! 

CC MC e TS: 

DRAWING PENCILS 

“Exclusive 

Venus patent 

helpful, 
illustrated 
instruction 
brochure on 

pencil sketching. 
Only 25¢ with two FREE 

Venus Drawing Pencils. 

American Lead Pencil Co., Hoboken, N. J. 
—makers of famous Venus Hooded Pens 

American Lead Pencil Co. Dept. AN450 
Hoboken, N. J. 

Enclosed is 25¢ for “Sketching with Venus.” 
Please include my free Venus Drawing 
Pencils. Specify degrees: ( ) ( ). 
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HOW SHALL I FRAME MY PICTURES? 

What size frame shall you use? What style 
will best harmonize with the picture and 

your furniture? How can you make more 
interesting wall arrangements? These are 
questions our framing experts can answer 
for you. Come see our choice collection of 
frames, full color prints and modern 

masters. Bring your pictures and your 

questions with you. 

Send for your free ee ster 
of the 16 page book 7 

: Visit America’s Largest Art Supply Center i 

‘ ] 
' Arthur Brown & Bro., inc. 
| DEPT. N, 2 WEST 46 ST., N.Y. 19, N.Y. 

; Send me free copy of ‘‘PICTURE FRAMES” 

' 

| Name___ saat 
i 
Ul tala 

‘ 
1 City alata 

I Zone__ State__ 

i et et at et et a Deh E 6d SG Gm meccee ces 

THE MALE 
FIGURE 

. photographed 
, with distinction 

12 original studies of 
12 young models in 

— beautiful detail for 
artist, student, collee- 

" tor. Ask for SERIES 
SIX. Complete cata- 
log included. Fast 
service! 

Pre- Super 
; alee (sepia) 

4”"x5”. $2.00 $3. 
For air — add eles 
5Y2"x7” 94.00 6.00 
For air ont. ang 30¢ 
e’xi0” = 10 4.00 
For nT mail ‘add “soe 

Photoarephy” Guild 
2801 

Denver L Colo. 

friedman 
frames are ‘works 

of art’’ around your own 

works of art, or preferred 

reproductions—displayed on 

our new sliding color walls. 

At your headquarters for 

quality art materials: 

a. i. friedman, inc. 

20 e. 49th st., n.y. 17 

BRUSH HOLDER 
Holds all art tools in 
nice working order. 
Keeps them handy, easy 
to select. Revolving rack 
holds 60 brushes, Hard 
maple in natural finish. 
Rack 5/4 wide by 4" high. 

Satisfaction Guaranteed 

ORDER FROM YOUR DEALER 
OR SEND $325 TO 

J. H. KORFE + 32 union 5.8. 
DEPT. C-GRAND RAPIDS, MICH. 
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Goose quills, traditional favorites 
of the masters of calligraphy, are 

again available. Smooth and 
highly flexible, they range from fine 
to bold lines depending on how they 

are used. For a list of prices, write 
to Lewis Glaser, Yankee Goose 
Farm, Box 123, New Haven, Conn. 
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Watercolor boards with surfaces 
of hand-mounted rag paper with a 
uniform texture, have recently been 
made available. The Crown Water- 
color Boards are hard-sized and im- 
ported and come in packages of 
twelve sheets, either 22 by 30 inches 
or 27 by 40, For further information 

write to S. Crane, Crane-Gallo Ar- 
tists Supplies, 110 W. 31st St., N. Y.1. 

Electrical kilns, square, top-load- 
ing, in welded cold-rolled _ steel 

cases with peepholes, lined with in- 
sulating firebrick, reach a maxi- 
mum temperature of 2050 Fahren- 
heit. For information about dimen- 
sions of firing chambers and other 
data, write to Sales Manager, L & L 

Manufacturing Co., 804 Mulberry 

St., Upland, Pa. 

Hand-ground permanent oil colors 
without fillers or extenders are made 

by Bocour in thirty-four colors and 
three whites. They also make casein 
colors, gesso panels, oils, varnishes 
and painting mediums. For addi- 
tional information as well as an ex- 
planatory leaflet about casein paint- 
ing, write to Leonard Bocour, Bo- 
cour Artist Colors, 442 W. 42nd St., 
Ny os Ee 

Art and craft materials by Gold 
Medal are subject of a_ booklet 

which will be distributed free upon 
request to students and artists. The 
materials described and _ illustrated 
include Artista Flexola paints which 
have the character of oil but are 

water-soluble, as well as colors for 
decorating and monogramming ties 

and other materials, wax crayons, 

watercolors, tempera and powder 
paints, modeling clay, block print- 
ing inks and finger paints. To re- 

this booklet write to E. F. 
Greenert, Binney & Smith Co., 41 
E. 42nd St., N. Y. 17. 
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A covering white, called Skoler 

Nu-White, which may be tinted with 
oil or bulletin colors, as well as an 
imitation gold paint made up of four 
pigments, has recently been devel- 
oped. For further information write 
to N. Skoler, Massachusetts Paint 

o., 15 Taylor St., Springfield, Mass. 

A hand-finished palette, re-inforced 
with an underplate to guarantee bal- 
ance, and with a surface which is 
non-soluble in mediums used for 
oil painting, has recently been placed 
on the market. For prices and litera- 
ture, write to Myles Pergament, East- 

ern Products Co., 16 Foster St., 

Worcester, Mass. 

For tracing three-dimensional ob- 
jects, a new sketching apparatus has 
been devised. The object, placed in 
front of the Lin-o-site’s transparent 
plastic window, is drawn directly on 
the plastic with the help of the 

new materials 

viewing arm with two peep sights. 
When completed, the sketch is trans- 
ferred to tracing paper and the 
drawing wiped off the window. For 
additional information write to 

Henry Osborn, Osborn Bros., 223 

Jackson Bivd., Chicago 6, Ill. 

Camel hair brushes come in a va- 
riety of colored plastic handles which 
facilitate quick identification. For 
information about the Paint Rite 
brush write to Sales Manager, Mont- 

rose Products, North Clark St 

Chicago, Ill. 

6757 

Aniline watercolors come in twen- 
ty-eight hues and are packaged in 
eye-dropper bottles with rubber 
stoppers. They may be used with 
a brush, pen or airbrush. For more 
information about these colors, 
“bleed-proof” white, waterproof il- 
lustrators’ black and white and 
other Luma products write to Mr. 
Steig, Steig Products, 100 W. 14th 
Sh, Hs . al 

or 

oils 

alumi- 

Paint sets of tempera, poster, 
and watercolors, in wood, 
num and metal fitted boxes, are sold 
by the Rich Art Color Co. Address 

your inquiries about these sets, or 

a selection of wood and aluminum 
easels, to H. Horowitz, Rich Art 

Color Co., 31 W. 21st St., N. Y. 10. 

Brush pens, which write on any 
surface with waterproof ink that 
dries instantly, have recently been 
devised. The Speedry Capac Brush- 
pen, which has four interchangeable 
nib styles, fills without touching or 
removing the nib. The pens 
in various styles for home, office, 
art and industrial uses. For further 
information write to David J. Win- 
nick, 19 Rector St., N. Y. 6. 

come 

Pre-war #146 Carbonite drawing 
pencils in soft, medium and hard. 
manufactured abroad by J. S. Staedt- 
ler, will soon again be available. 
Distributed at present are Tradition- 

Chroma colored pencils made in 
Germany, the Mars Lumograph Ar- 
tists Pencil with a metal cap which 

prevents the lead from falling out 
of the pencil, black lead pencils 
with or without erasers for general 
writing and colored indelible pen- 
cils. For further information write 
to M. B. Swenson, J. S. Staedtler, 
Inc., 53-55 Worth St., N. Y. 13. 

New sets of tools for leathercraft as 
well as improved tapping and em- 
bossing sets for working metal and 
an electrical kit for the boy in- 
clined to making his own models, 
have recently been announced by 

X-Acto. For further information 
write to Sundel Doniger, X-Acto 

Crescent Products Co., 440 Fourth 

Ave., N. Y. 16. 

Sixteen millimeter educational 

films on handicrafts and fine arts 
have been issued by Columbia Uni- 
versity. For their list of films write 
to Stanley A. Applegate, Columbia 
University Educational Films, Com- 
munication Materials Center, Co- 

lumbia University, 413 W. 117th St., 
New York 27. 

SPECIAL SET OFFER 

SHIVA SIGNATURE OIL§ 

Lb. size white; studio size tub 

Aliz. crimson, cad. red, cad. yeh 
low, ultra blue, viridian, bt. si. 

enna, raw umber, yellow ochre, 
ivory black. 

$5.30 postage free anywhere 
in U. S. 

(The inside back cover will tell you why 
SHIVA is the best buy in color.) 

PHILIP ROSENTHAL 

“Serving the Artist Since 1896” 

47 East 9th Street, New York 3, N. Y, 

Ceramic 
MATERIALS AND 

EQUIPMENT 
DECORATING COLORS — easy to use, specially pre 

pared (ready to wse—in liquid) for application te 
green, leather hard, bone dry and biscuit stages, prier 
to the glaze. Limitation and application problems 
normally found in Engobe and Underglaze colors are 
eliminated. ANY SHAPE EASY TO DECORATE, 

For our low prices, colors and further 
information write to Dept. AN-1 

JACK D. WOLFE CO., INC. 
62 HORATIO ST., N.Y.,14,N.Y. (WA 4-6019) 

oe 2 2 2 & eee 6 
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Headquarters 

GENUINE DRY PIGMENTS FOR 
ARTISTS’ COLORS 

Cobalt Blue, Violet, Cerulean Blue, Emeraude 
Greens, Cadmium Yellows and Reds, Ultro- 
marines, Vermilions, Umbers, Siennas, ete. 

—Founded 1854— 

FEZANDIE & SPERRLE, INC. 
205 Fulton Street, New York City 7, N pF 

GARBER'S 
80th St. & 3rd Ave., N.Y, 

CUT RATE 

ARTIST MATERIALS 

Save at—GARBER’S—Save 

BRAXTON FRAMES 
NEW CATALOG ON RAW WOOD FRAMES 

UPON REQUEST 

353 EAST 58th ST., NEW YORK 
Plaza 3-2675 

A hit! Folding-cross 
aluminum support $3.75 
See it at Hotel Statler 
Eastern Arts Convention 

April 12-15. See it now 

at dealers, or write to 

ATECO inc.,30 W.15 St.,W.Y. 

NC. JOSEPH MAYER CO., | 
New York 5 Union Square 

‘Everything for the Artist’ 

GOOSE QUILLS 
Nothing in Nature or in the factory co 
possibly surpass the efficiency of GENU 
GOOSE QUILLS for superior work in art 
calligraphy. Smooth, highly flexible, 
from hairline delicacy a. - Pe 
Dw ending upon iw us 

fresh, large, white quills for s1.00, 
At 

YANKEE GOOSE FARM P. O. Box 123 
New Haven, Conn. 
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|- cross 

+ $3.75 
Statler 

ivention 

> it now 

write to 

$ $t.,N.Y. 

OIL COLORS 

Conform with the highest standards 
to assure paintings that will endure. 

Other fine. Bocour products: 

¢ Bellini Artist Colors 
* Bocour Casein Colors 
¢ Bocour Gesso Panels 

At your art supply dealer 
” Write for free booklet — 
A Note on Hand Ground Colors.” 

BOCOUR ARTIST COLOR CO. 
442 West 42nd St., New York 18, N.Y 

Catalog No. 9 featuring 
the finest camera stud- 
ies of the male figure 
in America 
-of Invaluable aid to 
-ART STUDENTS 
-SCULPTORS 
—PAINTERS 
-STUDENTS of 
PHOTOGRAPHY 

~ART TEACHERS 
-ILLUSTRATORS, etc. 
This series is priced at 
$1.00 and includes FREE 
one 5 X 7 Professional 
enlargement of URBAN’S 
best known works — 
“SCULPTURE in BRONZE.” 

HAND GROUND 

Send remittance by Money Order or check to: 

AL URBAN 
Dept. AN-8 

World's Outstanding Physique Photographer 
1230 E. 63rd St.—Rm. 212 Chicago 37, Hl. 

Chicago Phone: Museum 4-0579 

LUMINALL 
CASEIN COLORS 

17 ASSORTED 
BRILLIANT COLORS 

IN STUDIO SIZE TUBES 

$5.00 per set 
Postpaid anywhere in continental U. S. 

ROBERT ROSENTHAL, INC. 
41 EAST 8 ST., NEW YORK 3, N. Y. 

ALABASTER 
Large blocks — Just imported 

(pink and white) 

Sculpstone kits $1.95, $3.95, $5.95 
Postpaid 

FAR EASTERN SCULPSTONE CO., INC. 
159 E. 28 St., Dept. AN, New York 16, N. Y. 

ART SUPPLIES 
At Reasonable Prices 

Rin. x 6 yds.—Duck Canvas $ 
& in. x 6 yds.—Linen $13. 

Write for Free Price List 

NEW YORK CENTRAL SUPPLY CO. 
62 THIRD AVE. (nr. 11th St.) New York 3 

8.50 
3.50 

ITALIAN 
PLASTALINA 

the finest obtainable 

STEW ART CLAY CO., INC. 
Send for FREE 50 Page Catalogue 

137 Mulberry St., New York 13, N. Y. 
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4 DISTINCTIVE FRAMES 
) Designed and Executed by § 
: Alexander Lazuk ? 

H MIDTOWN FRAME SHOP } 
f (no catalogues available) 7 
4 61 West 74th Street, N. Y. C. 23. P) 
t ENdicott 2-1284 . 
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ROT aster es scholarships 

McCandlish Awards. Prizes for the Comp., 
totalling $1,350, will be awarded to the art- 
ists who design the best twenty-four sheet 
posters advertising any product. The Comp. 
is open to any Amer. artist or art student. 
For a copy of the rules, write to H. A. 
Speckman, Sales Manager, McCandlish Litho- 
graph Corporation, Roberts Ave. and Stokley 
St., Philadelphia 29, Pa. 
Nat. Seulp. Soe. Comp. The comp. is open 
to sculptors working in the U. S. who may 
choose any subject pertaining to the life and 
time of Christ or persons or episodes asso- 
ciated therewith. The entries (max. three) are 
to be submitted in any permanent material 
or in plaster. Rough sketches will not be 
considered. Awards of $1,000.; $500.; $200.; 

and $100. will be made, and a public exhibi- 
tion of the prize-winning models will be held 
at French & Co. A handling charge of $3. per 
entry must be included with the entry forms 
which may be obtained from the Nat. Sculp. 
Soc., 1083 Fifth Avenue, New York 28, N. Y. 
Comp. closes Apr. 30. 
O’Keefe’s Art Awards. Any artist between 
the ages of 18 and 30 who is a resident of 
Canada may apply for an award by submitting 
one ptg., provided there are no contractual 
restrictions that would prevent the reproduc- 
tion of his ptg. in any way by O’Keefe’s 
Brewing Comp. Ltd. or its affiliates. Only 
ptgs. in oil, oil tempera, gouache or wtcr. 
will be accepted, and preference will be given 

to ptgs. which are Canadian in theme. 
Scholarship awards totalling $5.250 will be 
made, with a first prize of $1,000. Applica- 
tions must be received not later than Apr. 

Where’and when to 

Athens, O., Chubb Gall. July 1-31. 8th Ann. 
Ohio Valley Exhib. Open to res. of Ohio, Ind., 
Ill., W. Va., Pa., Kty. Mediums: oil, wter. 
Jury. Prizes. Entry blanks due by June 1; 
entries due May 15-June 10. Dean Earl C. 
Seigfred, Coll. of Fine Arts, Ohio Univ., 
Athens, Ohio. 
Bristol, Va., Va. Intermont Coll. May 2-25. 
7th Ann. Regional Exhib. Open to artists of 
Va., W. Va., Kty., Tenn., N. C. Ga., and 
D. C. Mediums: oil, wtcr., graphics. Fee: $1. 
per ptg.; $.50 per print. Jury. Prizes. Entry 
blanks due Apr. 12; entries due Apr. 15. 
Prof. C. Ernest Cooke, Va. Intermont Coll., 
Bristol, Va. 

Flushing, N. Y., Art League of L. I. Apr. 
30-May 6. 20th Ann. Spring Exhib. Open to 
all artists. Mediums: oil, wtcr., pastel, small 
sculp., ceramics. Fee: $3. Jury. Prizes. Entry 
blanks & entries due Apr. 15. Elizabeth 
Pierce, Art League of L. L., 40-14 149th Place, 

Flushing, N. Y. 
Grosse Pointe, Mich., Alger House. June 3- 
July 1. 4th Ann. Exhib., Mich. Wer. Soc. 
Open to artists born in or living in Mich. 
Medium: transparent and opaque wtcrs. Fee. 
Jury. Prizes. Entry blanke due May 6; entries 
due May 13. Mary Jane Bigler, 16708 Rose- 
mont, Detroit 19, Mich. 

Hendersonville, N. C., Huckleberry Mt. 
Workshop-Camp. July 21, 22. 8th Ann. Nat. 
Art Exhib. Open to all artists. All mediums. 
Fee: $1. Jury. Prizes. Entry blanks and en- 
tries due July 12. Mrs. John S. Forrest, Fifth 
Ave., Hendersonville, N. C. 
Meriden, Conn., Wilcox Tech. Sch. May 14- 
22. 26th Ann. Exhib., Meriden Arts and Crafts 
Assoc. Open to all artists and craftsmen. Me- 
diums: ptg., sculp., black and white, crafts. 
Fee for non-members. Jury. Prizes. Entries 
due Apr. 25, 26. Virginia L. Thomas, 4 Wash- 
ington S., Meriden, Conn. 

Baltimore, Md., Mus. of Art: Sadie A. 
May Coll., to Apr. 16; Calfee, to Apr. 21. 
Boston, Mass., Doll & Richards: Wyeth; 
Egginton, Apr. 17-29. Inst. of Cont. Art: 
New Irish ptrs., to Apr. 14; Munch, retros., 
Apr. 19-May 20. Pub. Lib.: Dwgs. by fa- 
mous printmakers, to Apr. 30. 
Buffalo, N. Y.,. Albright Gall.: Ann. Ex- 
hib., Western N. Y. Artists, to Apr. 2. 
Chicago, Ill, Art Inst.: Soc. of Typo- 
graphic Arts, to Apr. 9; Van Gogh, to 
Apr. 16; Berdich, prints, to Apr. 23; 
Toulouse-Lautrec, prints, posters, to Apr. 

30. Boyd Britton Assoc.: Merida, to Apr. 
30. Inst. of Des., Wachsmann, to Apr. 22. 
Little Gall.: Stipe, to Apr 30. Palmer 
House: Weisenborn; Burkee, to Apr. 23. 
Cincinnati, O., Art Mus.: Woodcuts from 
16th cent. books: Greer Coll. of rare 
prints; Klee, dwgs., prints, to Apr. 30. 
Cleveland, O., Mus. of Art Chagall’s 
Arabian Nights, to Apr. 12; “Age of Louis 
XIV," prints, to May 28. 
Detroit, Mich., Inst. of Arts: Ann. Exhib., 
Mich. Artist-Craftsmen, to Apr. 16. 
Indianapolis, Ind., Herron Inst.: Arts of 
Old Japan, to Apr. 16; 18th cent. prints, 

xhibit 

The exhibition calendar 

15th by The Director, O’Keefe Art Awards, 
47 Fraser Ave., Toronto, Ont. Ptgs. must be 
delivered between Apr. 15 and May 5. 
Louis Comfort Tiffany Scholarships. A 
number of scholarships carrying grants up to 
$2,000 will be made to students of ptg., 
sculp. and graphics. Scholarships are open to 
men and women under 35 yrs. of age who 
are citizens of the U. S., and who have al- 
ready demonstrated their capacity for sus- 
tained effort in the creative arts. Applica- 
tions must be made in writing by the can- 
didates and addressed to Tiffany Foundation, 
1083 Fifth Ave., New York 28, N. Y., before 

July 1. 
Young Designers Comp. The Amer. Inst. of 
Graphic Arts is holding a comp. to >xhibit 
and publicize the work of young designers 
who have little or no opportunity to present 
their ideas of book des. All designs will be 
judged by ranking professional authorities in 
the field of book des. Outstanding designs 
will be set and printed so that the exhib. 
will not be merely a selection of pencil or 
color sketches, but will give a finished im- 
pression of a part of the designer’s concept. 
All except professional book designers are 
eligible. Entrants are to submit material in 
the form of layouts done in pencil, pen and 
ink, or proofs from type. Designs for two 
specified books are to be submitted and all 
layouts must be signed by the entrant. Entry 
blanks due by Apr. 15: entries must be re- 
ceived by the Amer. Inst. of Graphic Arts, 
115 E. 40th St., New York 16, N. Y., accom- 
panied by the entry form and the one-dollar 
contestant fee, by May 30. 

Newark, N. J., Ross Gall. May 7-21. 9th 
Open Nat. Exhib. Open to all artists. Me- 
diums: oil, wter., tempera. Prizes. Entry 
blanks due May 1. Zachery C. Ross, Ross 
Gall., 807 Broad St., Newark 2, N. J. 
New York, N. Y., Laurel Gall. May 5-19. 
New Talent Exhib. Open to artists of metrop. 
N. Y., 35 yrs. of age and under. Mediums: 
ptgs., sculp. Fee: §.75. Jury. Prizes, incl. a 
one man show at the gall. and a summer 
scholarship at the Skowhegan Sch. of Ptg. & 
Sculp. Entries due Apr. 14, 15. Chris Ritter, 
Laurel Gall., 108 E. 57 St., New York 22, N. Y. 
New York, N. Y., Nat. Acad. Gall. Apr. 27- 
May 17. 8th Ann. Exhib., Audubon Artists. 
Open to all artists. All mediums. Fee: $3. 
Jury. Prizes. Entry blanks and entries due 
Apr. 13. Ralph Fabri, 1083 Fifth Avenue, 
New York 28, N. Y. 
Ogunquit, Me., Barn Gall. July 1-29; Aug. 
2-Sept. 4. Open to members and artists in 
Ogunquit and vicinity. Mediums: oil, wter., 
prints, sculp. Applicants for membership 
should submit three or more works on June 
24. Jury. Edward Betts, 308 North State St., 
Champaign, Ill.; after June 1, Edward Betts, 
Ogunquit, Me. 
Pittsburg, Kans., State Teachers Coll. June 
1-30. 2nd Ann. Kans. Ptrs. Exhib. Open to 
all artists born in or living in Kans. Mediums: 
oil, wtcr. Jury. Prizes. Entries due May 1. 
Rochester, N. Y., Mem. Art Gall. May 12- 
June 4. 1950 Rochester-Finger Lakes Exhib. 
Open to artists of Rochester and 19 counties 
of west-central New York. All mediums. Jury. 
Prizes. Entry blanks and entries Apr. 27. 
Isabel C. Herdle, Mem. Art Gallery, 490 
University Ave., Rochester 7, N. Y. 
Washington, D. C., Smithsonian Inst. June 
4-30. 17th Ann. Exhib., Min. Ptrs., Sculptors 
and Gravere Soc. Sylvia W. Cassedy, 18 W. 
Windsor Ave., Alexandria, Va. 

porcelains, to May Indiana Artists, 
Apr. 30-June 4. 
Lincoln, Neb., Univ. of Neb., Ann. Exhib., 
Cont. Art, to Apr. 2. 
Les Angeles, Calif., Art Assoc.: “Then 
and Now,”’ to Apr. 30. Cty. Mus.: “The 
Art of Greater India,”’ to Apr. 16. For- 
syte Gall.: Newell, sculp., Apr. 9-27. 
Minneapolis, Minn., Inst. of Arts: Flower 
& fruit prints, to Apr. 19; Cook, ptgs. of 
N. Mex., to Apr. 16. Walker Art Center: 
New Minn. ptrs., to May 21; “The Tradi- 
tion in Good Des., to 1940," to June 18. 
Newark, N. J., Mus. Amer. “pictorial 
folk art,’ to Apr. 15; Eddy, portraits; 
Amer. “old masters’’ of the 20th cent., to 

Apr. 30. 
Philadelphia, Pa., Acad. of Fine Arts: 
Coiner, Apr, 11-23; Portnoff, mem. exhib., 
Apr. 11-May 7. Art AIL: Lacouriére, to 
Apr. 9; Girard, to Apr. 16; Crowell, to 
Apr. 26; Cute, Gross, Reinhardt, crafts, to 
Apr. 30; Pleissner, Apr. 4-30; Cartwright, 
Apr. 7-May 3; Phila. Artists, Apr. 18-May 
14; ‘“‘Inside—1950,"" Apr. 24-June 4; Bos- 
telle, Apr. 28-May 21. De Braux Gall.: 
Humblot, to Apr. 8. 
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By far the best volume in 
its field, this 600-page sourcebook 

is “a complete, technical artist's handbook 
..+A godsend,”’ says REGINALD MARSH. 

“A veritable mine of tested, scientific in- 

formation,’ says The Art Digest. 

$6.00 at all book and art supply stores 

THE 

Artist's Handbook 
OF MATERIALS 

AND TECHNIQUES 
by Ralph Mayer 

The Viking Press, 18 E. 48 St., N.Y. 17 

“A good painting 

deserves 

a Heydenryk frame”. 

The House of Heydenryk 
65 West 56th Street, N. Y. C. 19 

COlambus 5-5094, 5-5841 

New Catalog Available 

Send for 24- 
JADE GUIDE 
BOOK, picturing 
154 pieces of some 
of the most unusual 

Jade in America. Also rare ivory. All 
priced for quick sale. Amazing opportu- 
nity for collectors. Book only $1.00. 
Write TODAY. 
Dept. N, JADE, Box 199, G.C.S.,N Y. C. 

SCHULTHEIS 
ART GALLERIES 

INC. 
PAINTINGS @ PRINTS @ RESTORING 

JOSEPH 

by 
Calder + Cornell 

De Diego * Donati * Duchamps 
Karoly + Man Ray * Motherwell 
Noguchi 

April 20th—May 20th °* 1950 

PERSPECTIVES 
GALLERY + 34 £. 51 St * NY22 

To MAY 4 PAINTINGS 

Brauner °* 

-STEFANELLI 
ARTISTS’ GALLERY 

851 Lexington Ave. (64th St.), N. Y. 

ini Th 



Exhibition of 

Portraits by 

JAN 

HOOWIJ 

April 11-25 

PORTRAITS, Inc. 
PORTRAIT CENTER OF AMERICA 

460 PARK AVENUE NEW YORK 
bois Shaw Helen Appleton Read 

“DRAWINGS 

P. LIPMAN - WULF 
DELIUS Satsity 

MINEWSKI 
PAINTINGS April 3-21 

Contemporary Arts 106e.57,n.v. 

Recent Paintings 

BALCOMB 

GREENE 
Bertha Schaefer, 32.E. 57th St. N.Y. 
Buffie o44444444454455555445444444444144.5-44220) 

JOHNSON 
Monotypes—Mar. 27-Apr. 

Betty ia 
pater * 15 E. 57 St., N.Y.C.283t 

AN il) drawings _ 
Gi at earls Menotti’ 
music-drama ‘‘The Sense’ 

by 

CUSUMANO 
BINET e 67 E 57 

JOSEPH 

DeMARTINI 
Through April 15 

MACBETH GALLERY 
= 11 EAST 57th ST.. N.Y. 

3-22 

4444454454555O5OO0OOOO. 

J. EUGENE 

GARDNER 
April 17-29 PASTELS 

NEWCOMB MACKLIN, 15 E. 57 

Recent Watercolors By 

WHORF 
April 3-22 

MILCH 
55 East 57th St. 

Galleries 
New York City 

THeltatei Melon 

Providence, R. I.. Sch. of Des.: Cont 
Irish art, to Apr. 9; *“Sculp., 1850-1950,"" 

to May 14. 
San Francisco, Calif., Palace of the Leg. 

of Honor: Mundt; large scale dwgs. by 
mod artists, to Apr. 9; Persian min.; 
‘Study in Black & White’; “7 Sets in 

One Act,” to Apr. 30; Bransten, photos, 
Apr 13-30. De Young Mus. Art Assoc. 
Exhib to Apr. 15. Mus. of Art: “‘Light 

the 20th Cent. Stage Medium,”’ to Apr. 9; 

New York City 

A.C.A., 63 E. 57 Tromka, to Apr. 15 
Harriton, Apr. 10-29 

Acquavella, 119 E. 57 
Old masters, to Apr. 30 

Albatross, 22 E. 66 Kasha, to Apr. 8 
Blum, Apr. 10-22 

Brit., 122 E. 55 brett, to Apr. 15 
Meyerowitz, Apr. 18-29 

509 Madison 
Marin, 

Amer. 

An Amer. Place, 
to May 6 

Argent, 42 W. 57 
Fr. and Amer. wtcrs., to Apr. 15 

Bernheimer, Apr. 3-lo 
Guthrie; Potter, Apr. 17-29 

Gail., 851 Lexington 
Golubov, to Apr. 13 

Stefaneili, Apr. 15-May 4 

League of Amer., 77 rilith 
Martone, Apr. 2-21 

711 Fiith 

Harmon, to Apr. 15 

‘Posters of Yesteryear,” Apr. 3-22 

Blanch, Apr. 1/-May © 

Artists” 

Artists’ 

Assoc. Amer. Artists, 

Babcock, 38 EL. 57 

19th & 20.h cent. Amer., to Apr. 30 
Barbizon-Plaza, 58 & Sixth 

Ann. Exhib., N. Y. Soc. of Craftsmen, 

Apr. 19-29 
664 Madison 

Cont. 
Barzansky, 

Amer., Apr. 3-29 

Binet, 67 E. 57 
Martin; Cusumano, dwgs., to Apr. 7 

Elser, sculp., Apr. 8-28 
Bodnar, ptgs., prints, Apr. 29-May 12 

Brooklyn Coll. Lib., Flatbush Ave. & Ave. H 
Centurion, to Apr. 30 

Brooklyn Mus., Eastern Pkwy. 
4th Nat. Print Ann., to May 21 

Rel. Art, Apr. 5-June 4 
Peto, Apr. 12-May 21 

Brown, 2 W. 46 Silk screen, Apr. 10-28 
Buchholz, 32 E. 57. L. Feininger, Apr. 4-22 
Carlebach, 937 Third Prins, to Apr. 8 

Di Benedetto-Porzio, Apr. 24-May 6 

Carstairs, 11 E. 57 Cont. Fr., to Apr. 30 
Charles-F ourth, 51 Charles 

Schubart, to Apr. 13 
Bishop, Apr. 14-May 5 

Clay Club, 4 W. 8...Cont. Amer., to Apr. 30 
Cent. Arts, 106 E. 57 Hios, to Apr. 7 

Minewski, Apr. 3-21 

Koch, Apr. 17-May 5 
‘ooper Union, Cooper Sq. 

“All that Glisters,’’ to Apr. 8 
Lopain, 891 First Gomberg, to Apr. 8 
tox, 6 E. 39 Wang ptgs., pottery; 

Jacobson; Dalton pottery, to Apr. 
Creative, 20 W. 15...Cont. Amer., to Apr. 
Delius, 116 E. 57...Lipman-Wulf, Apr. 11- 
Downtown, 32 E. 51..Kuniyoshi, Apr. 4- 

“In 1950," Apr. 25-May 
Durlacher, 11 E. 57 Melcarth, to Apr. 
Egan, 63 E. 57 Nakian, to Apr. 
Eggleston, 161 W. 57 Harris, to Apr. 

Preston, Apr. 10- 
Kahn, to Apr. 

~~ 

bo to & bo be bs tS 

NNONNUN UN bh — Ph Feigl, 601 Madison 
Ferargil, 63 E. 57 

Terry & Tingler, to Apr. 
Constant, to Apr. 

Buzzeli, Apr. 3- 
Forty-Fourth St., 133 W. 44 

Orban, to Apr. 

Neal, Apr. 9-28 
Friedman, 20 E. 49 Winik, to Apr. 30 
Grand Central, 15 Vanderbilt 

Nichols, to Apr. 8 
Cont. Amer., Apr. 4-15 

Shelton, Apr. 11-22 
Gute, Apz. 18-29 

“Evolution of Ptgs.,"’ to Apr. 20-29 
Crane, Apr. 25-May 6 

Greiss, 47 Charles..Cont. Amer., to Apr. 30 
Becker, Marren,Mildwoff, Apr. 25-May 20 

Hewitt, 18 E. 69 
“Symbolic Realism,’’ Apr. 3-22 

Hacker, 24 W. 58.. Cont. Amer., to Apr. 15 
Haitian Art Center, 937 Third 

Haitian show, Apr. 10-22 
Hugo, 26 E. 55..Constantopoulos, to Apr. 11 

Reynal, Apr. 10-29 
Janis, 15 E. 57 Torres-Garcia, Apr. 3-22 
20th Cent. Younger Masters, Apr. 24-May 24 

Jewish Mus., 92 & Fifth. Garland, to Apr. 23 
Kennedy, 785 Fifth 

“The Law”’; Kasimir, to Apr. 15 
Wengenroth, lithos., to Apr. 30 

Kleeman, 65 E. 57 Yunkers, Apr. 1-22 
Bosa, Apr. 24-May 13 

14 E. 57 Lautrec, to Apr. 15 
Tamayo, Apr. 24-May 13 

Kootz, 600 Madison Gorky, to Apr. 24 
Kraushaar,, 32 E. 57 Beal, Apr. 3-22 

Sturgis, Apr.24-May 13 
J. Ernst, to Apr. 7 

students, Apr. 10-21 
Harari, Apr. 22-May 6 

_ uw co we 

Knoedler, 

106 E. S7.. 
N. Y. U. 

Laurel, 

Cont. Amer. ptg Stanley Wood, wters.; 

Czaja, wters., to Apr. 16. 
Seattle, Wash., Mus.: Ann. Exhib., North- 
west Printmakers, to Apr. 2. 
Washington, D. C., Barnett Aden Gall.: 
Wells, ptgs., prints, to May 31. Lib. of 

Cong.: Nat. Exhib. of Prints, Apr. 24 

Sept. 1. Phillips Gall.: Klee, dwgs., ptgs., 
to Apr. 10. 
Urbana, HL, 
Cont, 

Univ. of Ill, Ann. 
Amer. Ptg., to Apr. 2 

Exhib.., 

Levitt, lo W. 5: 

Parke; 

John Levy, ll E. 57 
Barbizon ptgs., to Apr. 30 

Biddle, Apr. 3-29 

Di Martini, to Apr. 15 
99 Tanguy, Apr. 3-22 

Lam, Apr. 25-May 12 

Mus., 82 & Fifth 

Artists Under 35, to Apr. 30 
**Adam in the Looking Glass,’’ to Apr. 30 
Wentworth Coll., dec. art, to Apr. 30 

**Mexican Prints since 1700,”’ to Apr. 30 
Art Treasures from Vienna, to May 21 

Midtown, 605 Madison. . Koerner, to Apr. 15 
Thon, Apr. 18-May 6 

E. 87 Whorf, Apr. 3-22 
Cont. Amer., Apr. 24-May 13 

Morgan Lib., 29 Lb. 360 
“The Letter,”’ mss. to Apr. 22 

Blake wtcrs., to Apr. 30 

ef Mod. Art, ll W. 53 
Recent acquisitions, to May 7 

Stieglitz; Atget, photos, to May 7 
Demuth; Watkins, to June il 

Dozier, to Apr. 15 

Kause, Apr. 17-May © 

Luyber, li2 E. 57 

Macbeth, 11 E. 57 

Matisse, 41 E. 57 

Metrop. 

Mileh, 55 

Mus. 

Mus. of Nat. Hist., 79 & Central Pk. W. 
Deichman, ptgs. of Greenland, Apr. 8-20 

Mus. of Non-obj. Ptg. 1071 Fifth 
Cont. Amer., 

of Des., 1083 Fifth 

125th Anniv. Exhib., 

Nat. Arts Club, 15 Gramercy Pk. 
Room Interiors, to Apr. 8 

New Art, 41 E. 57 Cont. ptgs., to Apr. 30 
Newcomb-Macklin, 15 E. 57 

Van Cleve; Emerson, Apr. 3-15 

Gardner, Apr. 17-29 

Old masters, to Apr. 30 

to Apr. 30 

Nat. Acad. 
to Apr. 9 

Newhouse, 15 E. 57 
New Sch., 66 W. 12 

Columbian Sculp., Ptgs., Apr. 11-29 
Newton, 11 E. 57 Frantz, Apr. 24-May 8 
N. Y. Cir. Lib. of Ptgs., 460 Madison 

Vicente, Apr. 5-21 

N. Y. Hist. Soc., 170 Central Pk. W. 
**Amer. Print., 1890-1910," Apr. 4-July 15 

N. Y. Pub. Lib., 42 & Fifth 
Van Vechten, photos, to Apr. 15 

Utamaro, prints, to June 15 
Persian mss., to June 9 

Niveau, 63 E. 57 Cont. Fr. to Apr. 30 
Parsons, 15 E. 57 

R. Pousette-Dart; Johnson, to Apr. 15 
Still; Congdon, Apr. 17-May 6 

Passedoit, 121 E. 57 2 Adams, Apr. 1-29 
Peridot, 6 E. 12 4 Brooks, to Apr. 22 

Russell, Apr. 24-May 13 
Perls, 32 E. 58 Cont. Fr., Apr. 1-29 
Perspectives, 34 E. 51 Hayter, to Apr. 15 

**Magic,”’ Apr. 20-May 20 
Pinacotheca, 40 E. 68 

Bolotowsky, Apr. 3-22 

Portraits, 460 Park Hoowij, Apr. 11-25 
Pyramid, 59 E. 8 

Goldstein; Campbell, to Apr. 12 
Cont. Amer., Apr. 13-May 3 

Regional Arts, 155 E. 46 
Burgess, Apr. 22-May 12 

Rehn, 683 Fifth Burchfield, Apr. 10-May 10 
RoKo, 51 Greenwich Ave. 

Ossaye; Goyri, sculp., to Apr. 20 

Storm, Apr. 23-May 18 

Rosenberg, 16 E. 57 Rattner, Apr. 3-22 
St. Etienne, 46 W. 57 

19th cent. Austrian ptgs., 
Salpeter, 36 W. 56 

“Oils by Five,” Apr. 3-24 
Secalamandré, 20 W. 55 

“Entente Cordiale in Textile and 
Trimmings,’ * to June 30 

Bertha Schaefer, 32 E. 57 
B. Greene, 

Holme, 
Schaeffer, 52 E. 58 

Old master dwgs., Apr. 3-23 
J. Seligmann, 5 E. 57..Lebrun, to Apr. 2 
Serigraph, 38 W. 57 

Ann. Exhib., to Apr. 29 
Tribune Book & Art Center, 100 W. 42 

Tortose, to Apr. 15 
Twenty-third St., 131 W. 23 

Frisch; to Apr. 21 
21 E. 57 

Goertz, to Apr. 7 
Serger, Apr. 11-24 

Citron, Apr. 27-May 10 
Viviano, 42 E. 57 Mirko, Apr. 4-29 
Maynard Walker, 117 E. 57 

Callahan, Apr. 12-May 13 
794 Lexington 

Apr. 1-29 

Apr. 3-22 

Apr. 24-May 12 

Van Diemen-Lilienfeld, 

Weyhe, 
Frasconi, to Apr. 10 

‘‘Master prints and dwgs.,"’ Apr. 7-May 10 
Whitney Mus., 10 W. 8 

Dwgs., wtcrs., sculp. Ann., Apr. 1-May 28 
Wildenstein, 19 E. 64 Renoir, to Apr. 29 
Willard, 32 E. 57 Lewis, to Apr. 15 

D. Smith, Apr. 18-May 13 

OUR ENDEAVOR IS TO PRE- 

SENT THE RECENT WORKS 

OF FRENCH PAINTERS 

WHOSE TALENT, SINCERITY, 

AND PERSONALITY, IN CON. 

CEPTION AS WELL AS IN 

EXECUTION, SHOULD BE 

WORTHY OF YOUR ATTEN. 

TION AND APPRECIATION, 

Georges de Braux, Ine, 

1718 Locust Street 

Philadelphia 

eeccccen, 

Clifford y t g il é 
Recent Paintings 

April 17-May 6 

Betty Parsons 
Gallery > 15 E.57 St.. N. ¥.¢- 

eet Pevenngeyenyeyenneyt 
III 

ELIZABETH 

ELSER 
BINET « 67 E57 

Recent Paintings by 

JACK 

MARTONE 
ARTISTS LEAGUE OF AMERICA GALLERY 

77 Fifth Avenue, New York 
Apr. 2-Apr. 21, from 12 to 6 P.M. Daily 

wn “ Sculpture by 

Paintings 

BROOKS 
through Apr. 22 
6 E. 12 St., N.Y.C. PERIDOT 

WATERCOLORS 

FEIGL GALLERY 
| Paintings by 

ll ROTM VAN CLEVE 

EMERSON 
April 3-15 | 

| Newcomb-Macklin 
‘lll Galleries * 15 E. 57 St., N.Y. 

Thru April 15 

TROMKA 
A. C. A. « 63 E. 57, N. Y. 

Through April 12 

601 Madison Ave. 

3265: ° New York 

Gallery 
PROGRESSIVE AMERICAN 

Printed by ‘a 

ART NEWS 
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when 1 sa), Shiva oil 

FOR THIRTY YEARS...COMPOUNDERS OF INTEGRITY 

It is not in quality alone that Shiva Oils 
prove their superiority. They are more 

economical in use. Artists report that 

they get from 2 to 7 times as much color per tube. 

An independent laboratory has actually found that 
one of our Signature Oils tested had 11 times 

the tinctorial strength of a comparably priced brand. 

Maximum pigment . . . minimum oil — that’s 

why Shiva constantly gives you more color per tube. 

No fillers, adulterants or “stabilizers” —nothing 

but pure color, brilliant, permanent and uniform. 

You can’t buy better oils for the money. 

If your dealer cannot supply you 

write to one of the distributors listed below. 

Theres a Complete Palette of 
Shiva Signature Oils 
Full 40 cc to each tube 

Earth Colors 35c * Cadmiums 60c and 70c 
Zinc or Titan White « (1 Ib. size) 80c 

shiva caseins _ signature oils standard oils 
Most Versatile Premium Quality at None Finer 

Colors Perfected Student Prices at Any Price 

433 W. GOETHE STREET, CHICAGO 10, ILLINOIS 

47 E. 9th St., New York 3, N. 1 

Sales Offices 819 So. Coronado St., Los Angeles 5, Cal 
1521 So. State St., Chicago 5, Ul. 



Through April 22 

FIRST EXHIBITION 

OF PAINTINGS BY 

Including 

several 

of 1950 

JACQUES SELIGMANN & CO.. ING 
5 East 57th Street, New York 


